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Essential Matters Cin Video Sanati ve Yeni Medya Sanati Uzerine
Necmi S6nmez

Cin’in en 8nemli sehirlerinden biri olan Sanghay’in Pudong bolgesi (Resim 1), hem
gece hem de giindiiz vakti ziyaretcilerini miknatis gibi kendisine ¢eken bir atmosfere sahip. Bu
eski liman kentinin 19. yy mimarisiyle sekillenmis olan kolonyal kismi (Bund) ile gokdelenlerin
karsi karstya durdugu Pudong arasinda sadece Huangpu Nehri vardir. Pudong’un gokdelenleri
geceleri 6zel 1siklandirmayla Fritz Lang’in Metropolis filmini andiran bir karaktere (Resim 2)
birtintiyor. Bund kiyisinda yiirimeye gelenlerin biiyiilenmis gibi gozlerini gékdelenlerden ve
gorkemli 1sik oyunlarindan ayirmamalari bir tesadiif degil. Eger “21. ylizyilin ruhu” diye bir
kavramdan soz edilebilecekse, bu kavrami gorsellestiren tek diinya kenti Sanghay’dir. Peki,
“21. yuzyilin ruhu” ne demek?

ilk ceyregine yaklastigimiz 21. yiizyil, “Neo Liberal liretim ve tiiketim tarzinin” destegiyle
formlandirilmis bir yapiya sahip. Bir énceki ylizyilin kazanimlari olan demokrasi, sosyal devlet,
ifade dzglrlugi gibi temelinde “insanin 6zgilirlesmesine” dayali degerlerin altiist edildigi

bir donemin icindeyiz. Ulusal karakterlerin, cok uluslu sirketlerin iiretim modelleri sebebiyle
ortadan kalktigi, hizli tiiketime dayali yasam biciminin pazarlandigi “21. yiizyilin ruhu”, insanin
kendisine yabancilasip adeta bir madde haline gelmesine dayali senaryonun gorsellesmesine
dayaniyor. Titan, metal, celik gibi malzemelerle insa edilmis yiiksek gokdelenlerin, bazen sekiz
yonlii otobanlarin, yeralti tren sistemlerinin, isildayan, géz alici neon ya da LED isiklarin hig
sonmedigi, her seyin siirekli olarak hareket halinde oldugu bir atmosferden bahsediyorum.
“21. yizyilin ruhu” bu faktorlerin bir araya gelmesiyle olusmus, 6ncesi ve sonrasi olmayan,

her tiirlli tarihsellikten kopmus bir kavram. Sanghay kenti “21. ylizyilin ruhunu” sadece

en iyi sekilde temsil etmekle kalmiyor, ayni sekilde onu diinyanin baska hicbir yerinde
hissedilemeyecek kadar giinlitk yasamin icine sokuyor. Hiz, devinim, hareketlilik gibi
tanimlamalar da Sanghay’in insanda uyandirdigi hisleri yeterince tanimlayamiyor. Ciinkii bu
kent hi¢ durmadan akan yasam temposuyla insan algisi tizerinde de etkileyici bir giice sahip.

1990’lardan itibaren uluslararasi ¢agdas sanat alaninda adeta bir firtina gibi esen Cinli
sanatgilarin varligl, giclii bir akim yaratti. Kuzey Amerika ve Avrupa’daki dnemli miizelerin
ardi ardina Cinli sanatgilar koleksiyonlarina katmalari bu iilkeyi ilgi odaginin merkezine
tasidi. Thracata dayali giiclii ekonominin verdigi destek de eklenince Cin, cagdas sanat
diinyasinin yildiz iilkesi haline gelmeyi basardi. Ozellikle 2000’li yillardan sonra birbiri adina
acilan 6zel mizeler sayesinde ¢cagdas sanat ortaminin da hizli bir tempoyla ilerledigi Cin,
giinimiizde sanatgilarin gerceklestirdikleri calismalarin diizeyi, bunlarin kamuya sunulmasi,
koleksiyonlarin olusturulmasi gibi konularda diinya standartlarini yakalamis durumda.
Uluslararasi etkinlikler bakimindan da ¢agdas sanat diinyasinin aktif bir tiyesi olan bu {lke,

1. Pudong, $anghay, 24.9.2014
Pudong, Shanghai, 24.9.2014
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Essential Matters On Chinese Video Art and New Media Art

Necmi S6nmez

The Pudong district of Shanghai (Figure 1) that is one of China’s most important
cities has a magnetic atmosphere attracting visitors night and day. There is only Huangpu
River between the colonial part of this ancient port city (Bund) shaped by the 19th century
architecture and Pudong where skyscrapers stand facing one another. The skyscrapers of
Pudong assume at nights a character reminiscent of Fritz Lang’s iconic film Metropolis
(Figure 2) with their special lighting. It is not a coincidence that people taking a walk at the
Bund waterfront cannot take their eyes off the skyscrapers and spectacular light plays as
these fascinate them. If one could talk about something like “the Zeitgeist of the 21st century,”
Shanghai would be the sole world city that visualizes this concept. Well, what does “ the
Zeitgeist of the 21st century” mean?

We are approaching the first quarter of the 21st century the structure of which is formed by

the support of “Neo Liberal mode of production and consumption.” We live in a period in
which the values achieved during the previous century such as democracy, welfare state and
freedom of expression and which are grounded on “making man free,” are subverted. National
characters cease to exist due to multinational companies’ modes of production and lifestyles
based on fast moving consumption get marketed in “the Zeitgeist of the 21st century” that is
based on the visualization of the scenario where man is self-alienated and rendered almost

a material. I am talking about an atmosphere in which everything is in constant motion and

in which the high skyscrapers built with materials such as titanium, metal and steel, the
highways with occasionally eight directions, the underground train systems and the sparkling
and dazzling neon or LED lights never fade away. “The Zeitgeist of the 21st century” is a
concept formed by a combination of these factors and it has no before or after as it is severed
from any sort of historicity. The city of Shanghai does not only best represent “the Zeitgeist

of the 21st century” but the city also integrates it into daily life in a way which cannot be
experienced anywhere else in the world. Definitions such as speed, motion, dynamism, do not
adequately describe the feeling that Shanghai evokes in one. It is so because this city, with its
non-stop pace of life, has an impressive power over one’s perception.

The presence of Chinese artists storming through the international contemporary art scene
since the 1990s, created an influential movement. Important museums in Northern America
and in Europe added Chinese artists to their collections one after the other and this made
this country the center of attention. It became the star of the Chinese contemporary art world
once the support of its strong export-based economy was also considered. China, where the
contemporary art scene makes rapid progress due to the private museums that opened up



biryanda siki merkeziyetci Cin Komiinist Partisi tarafindan yonetilirken, 6te yanda Neo Liberal
yapilasmayla inanilmasi miimkiin olmayan bir endiistrilesme ve yilda yiizde yedi civarlarinda
gezinen bir bilylime siirecinde. ilk bakista bir karsitlik olarak goriilebilecek bu ve buna benzer
olgular, Cin ¢cagdas sanatinin da en énemli dinamiklerinden birini olusturuyor. Demokratik
olmayan, en gii¢lii sansiir mekanizmalarinin isledigi bir tilkenin, Bati kiiltiirlerinden farkli

bir modernlesme yasamasi, 21. ylizyilin ruhuna (Zeitgeist) bire bir uymakla kalmiyor, bir
sekilde onu sekillendiriyor da. Bu yazida yogunlasmak istedigim olgu, Sanghay kentinde
duyumsanan “21. ylizyil ruhunun” Cin Cagdas Sanatini, 6zellikle de “Yeni Medya Sanati”ni
nasil formlandirdigi olacak.

CGin’deki Gagdas Sanat Ortam

Ozel koleksiyoncularin kurdugu miizeler azimsanamayacak bir hareketliligi
beraberinde getirdigi icin Cin Cagdas Sanat ortami liberal ekonomik kurallarin gecerli oldugu
bir sistem tizerine kurulu. Cin Cagdas Sanati’nin {i¢c ana merkezi var. Bunlar Beijing, Sanghay
ve Hong Kong kentlerinde konumlanmis 6zel miizeler, galeriler ve inanilmaz derecede aktif
calisan giizel sanatlar akademilerinden olusuyor. Sanat piyasasinin goriicliye ¢iktigi alanlar
olan sanat fuarlar ve miizayedeler agisindan da bu ii¢ kentte bir¢ok etkinlik diizenleniyor.

Gin’de dikkat edilmesi gereken en énemli 6zelliklerden biri de, sanat piyasasi ile sanat
ortamini birbirinden ayirmanin gerekliligi. Stirekli skandallarin bas gosterdigi sanat
piyasasinin, Bati kiiltiirlerinden farkli acilimlari var. Ornegin Cin’in en 6nemli miizayede
sirketinin (Poly International Auction) gercekte Cin Ordusu’nun biryatirimi olmasi, sanatla
politik gli¢ arasindaki tuhaf iliskilerin ne kadar farkli bir karaktere sahip oldugunu ortaya
cikanyor. Giiclu kisilere, politikacilara sanat eseri hediye ederek tesekkiir etmenin Cin’de ¢ok
yaygin olmasi nedeniyle, sanat piyasasinin ¢ok fazla yaptirim giicii var.

Gin’deki cagdas sanatci potansiyeli, diinyanin diger bélgelerindeki 6rneklerle kiyaslanabilecek
kadar zengin, hatta sanat¢ilarin “ifade bicimleri” agisindan karsilastirildiginda inanilmaz
derecede “farklilik” gosteriyor. Bu potansiyelin kendini var etmek, goriiniir kilmak icin
uyguladigi bircok yéntem var.

Cin’deki akademik sanat egitimi, dért ya da bes yil gibi bir siireye yayiliyor. Bu siire icinde
sanat¢i adaylarinin hem klasik Cin resmi hem de Bati kaynakli Modern sanat alanlarinda
egitim almalari ve farkli deneylere girmeleri miimkiin. Klasik Cin Resmi, Kaligrafi basta olmak
tizere geleneksel sanatlar bu tilkede oldukga seviliyor, devlet tarafindan da destekleniyor.
Bati Avrupa tarzi tuval resmi ile 18. yilizyilda tanismasina ragmen Cin Sanat’nin kendine 6zgii



successively particularly after the 2000s, has today caught up with the world standards in
matters such as the quality of works realized by artists, these works’ presentation to the public
and the creation of collections. This country is an active member of the contemporary art world
also in terms of international activities. While it is governed by a strictly centrist Communist
Party of China on the one hand, on the other hand, with its Neo-Liberal structuring, it is
experiencing a growth process of about seven percent per year as well as an industrialization
process that is hard to believe. These and other similar facts that might at first sight appear
like contradictions constitute also one of the most important dynamics of the Chinese
contemporary art. The fact that an undemocratic country where the most powerful censorship
mechanisms are at work is experiencing a modernization process different than those of
Western cultures, does not only correspond one-to-one to the Zeitgeist of the 21st century but
also embodies it. | want to focus in this article on how the “the Zeitgeist of the 21st century”
gives form to the Chinese Contemporary Art, in particular to “New Media Art.”

Contemporary Art Scene in China

The Chinese Contemporary Art scene is built on a system where rules of liberal
economy apply since the museums founded by private collectors are accompanied by a
dynamism that cannot be underestimated. Chinese Contemporary Art has three main centers.
These consist of private museums, galleries and fine arts academies which work incredibly
actively located in the cities of Beijing, Shanghai and Hong Kong. There are many activities in
these three cities in terms of art fairs and auctions where the art market gets showcased.

One of the most important attributes that one needs to pay attention to in China is the
necessity to separate the art scene and the art market from one another. The art market

where scandals arise continuously has different initiatives than those of Western cultures. For
example the most important auction company of China (Poly International Auction) is actually
an investment by the Chinese Army and this reveals how particular a quality the strange
relationship between art and political power have in China. It is very common in China to thank
powerful people or politicians by making them a present of an artwork, and therefore the art
market has excessive power of enforcement.

The potential of contemporary artists in China is as fertile as to compare with examples from
other parts of the world, and moreover, the artists’ “forms of expression” manifest incredible
“diversity”. This potential utilizes many methods to generate itself and make itself visible.

Academic art education in China extends over a period of four to five years. During this
process, it is possible for the artist candidates to receive education in both classical Chinese



bir Modernizm yorumu, Avrupa’ya gidip orada egitim alan sanatgilar tarafindan 19. yiizyilin
basindan itibaren giindeme geliyor. Dolayisiyla Cin Sanati’nin sekillendigi yerler, sanat egitimi
veren kurumlar ve akademiler. Ulke capinda sayilari iki bine yakin akademi olmasina ragmen,
bunlar arasinda en saygin olanlar Pekin ve Sanghay’da bulunuyor. Gen¢ sanat¢ilar mezun
olduktan sonra Avrupa ve Amerika’ya gidip ikinci bir egitim alabilmek igin her yolu deniyorlar.
Yurtdisina her alanda en ¢ok 6grenci gonderen tilke olan Cin, gorsel sanatlar alaninda da

uzun yillardan beri rekoru elinde tutuyor. Avrupa’nin en ticra kdselerindeki akademilerde bile
egitim almayi goze alan Cinli sanatcilar, boylece biyografilerine ayricalik kazandirdiklarini
distiniiyorlar. Zaten Cin Cagdas Sanat’nin en 6nemli temsilcileri yasamlarini Cin disinda,
agirlikli olarak Amerika’da siirdiirliyorlar. 2010’dan itibaren bu sanatgilarin bircogu tekrar
tilkelerinde atdlye agarak iki ayri kentte yasamayi tercih ediyor. New York-Pekin, San Francisco-
Sanghay ya da Londra-Pekin, sanatgi biyografilerinde ¢ok sik karsilasilan 6rnekler arasinda.

Yeni Medya Sanati Yogunlagmasi

Klasik tekniklerde (yagli boya, heykel, seramik vb.) ¢cok gii¢li bir ge¢cmisi ve
klasik kaligrafi alaninda halen etkin bir sanat ortami olmasina ragmen, ilging calismalar
gerceklestiren Cinli sanatgilarin neredeyse tamami “Yeni Medya” ana basligi altinda
degerlendirilecek olan alanlarda ¢alisiyorlar. Video, animasyon, film, fotograf, neon, LED
gibi teknikleri ve internetin tiim olanaklarini kullanarak birbirinden farkli deneylere giren
sanatgilarin trettikleri calismalar, gelenek ile simdiki zaman arasindaki farkliliklar olduk¢a
farkli bir bicimde yorumlamayi hedefliyor. Zitliklarin bir tiir kolaj estetigiyle bir araya
getirilmesinde en etkin gorsel etkiyi Yeni Medya Sanati’nin teknikleri verdigi i¢in sanatgilarin
bu alana yogunlastiklari dikkati ¢ekiyor. Ses, 1sik ve miizik yardimiyla “akan imgelerin”
(moving image) izleyicilere sunuldugu yerlestirmelerde dinamizm kendisini hemen belli
ediyor. Bu calismalar yazimin basinda tanimlamaya ¢alistigim “21. ylizyil ruhu” ile yakin bir
iliski icindeler.

Dikkati ceken en 6nemli 6zelliklerden biri de, Cinli sanatgilarin Batida goriilen her stili ve
yorumu korkusuzca kullanmalari. Bu gozii pek yaklasimi bir ¢irpida kopya olarak damgalamak
ne kadar dogru? Pekin kentinde tanistigim gen¢ sanat tarihcisi, Karma Douzi ile bu konu
hakkinda konusurken, Cin’de kopyalamanin, Bati kiiltiirlerinden ¢ok daha farkli bir anlami
oldugunu 6grendim. Kopya ya da kopyalama kendini gelistirmenin metodu olarak bir

tiir arastirma sayiliyormus. Omriiniin sonuna dek baska sanatcilari kopya eden isimlerin

bile sayginlik gérmesi kendisini “kiltirel algi farkliliginda” gosteriyormus. Saskinligimi
gizleyemeyip “Bu nasil miimkiin olur?” diye sorunca, Douzi, “iste” dedi “Cin, Batili ile Dogulu
arasindaki karsitligin tam orta yerindedir”. Bu kisa konusma benim i¢in ¢ok aydinlatici oldu;
clinkt “Cin Sanati” diye daha 6nce Avrupa ve Amerika’da gordiigiim sergilerden edindigim



painting and West originated Modern art, and to have various experiences. Traditional arts,
especially Classical Chinese Painting and Calligraphy, are quite loved in this country and they
are also supported by the state.

A sui generis interpretation of Modernism by Chinese Art, even though it has been acquainted
with the West European style canvas painting in the 18th century, is brought on the agenda by
artists who have traveled to Europe and received their education there since the beginning of
the 19th century. Therefore, the Chinese Art is shaped, formed in institutions and academies
that provide art education. Although there are close to two thousand academies across the
country, the most prestigious ones among them are located in Beijing and Shanghai. After
graduation, young artists try every way to go to Europe or the States to receive a secondary
education. China that sends abroad the largest population of students also holds the world
record for many years in the field of visual arts as well. Chinese artists venture to receive
education from academies even in the most remote corners of Europe and believe that they
thereby add distinction to their biographies. Already, the most important representatives of
Contemporary Chinese Art live outside of China mainly in the United States. Since 2010, most
of these artists choose to live in two different cities as they open studios in their countries of
origin as well. New York-Beijing, San Francisco-Shanghai or London-Beijing, are among the
most common examples that one comes across in artists’ biographies.

Concentration on New Media Art

Even though China has a substantial background in classic techniques (oil painting,
sculpture, ceramics, etc.) and even though there is still an active art scene in the field of
classic calligraphy in China, almost all of the Chinese artists who realize interesting works,
work in areas which could be gathered under the main title of “New Media”. Chinese artists
perform various experiments using techniques such as video, animation, film, photography,
neon and LED as well as all of the resources offered by the internet, and the works they
produce aim to rather distinctively explore the differences between tradition and the
present. The techniques of New Media Art offer the most powerful visual effect for combining
contrasts with a kind of collage aesthetics, and therefore artists concentrate on New Media
Art. Dynamism is immediately evident in installations that present “moving images” to the
audience by means of sound, light and music. These works have a close affiliation to the “the
Zeitgeist of the 21st century” which | tried to define at the start of my article.

One of the most striking aspects is that the Chinese artists fearlessly use every style and
interpretation observed in the West. How correct is it to stigmatize this daring approach at
once as copy? While talking to the young art historian Karma Douzi whom | met in Beijing



izlenimlerle gelmistim bu tilkeye. Bu konu hakkinda Sanghay, Guangzhou, Pekin, Taipei ve 10
Hong Kong kentlerinde yaptigim atélye ziyaretlerinde de konusma firsatim oldu. Sanatgilarin

bana sdyledikleri de asagi yukari ayni yone ¢ikiyordu: Cin sanati diye bir kavramdan

bahsetmek miimkiin degil, ¢linkii kiiresel gelismeler, tiretim metotlarinin yeni teknolojilere

bagimli olmasi Cinli sanat¢iyi Cin temalariyla ilgilenmekten ¢ok, diinyanin kendisiyle

ugrasmaya itiyor. Dolayisiyla Batililarin ya da Cin’e gelenlerin kafalarindaki “Cin Sanati”

imgesiyle ugrasmalari ve varligini siirdiiren kliseleri yok etmeleri gerekiyordu.

Benim icin adeta kapali bir kutu olan Cin’e, Borusan Contemporary icin hazirladigim sergi
projesi nedeniyle 2012 ve 2014 yillarinda iki kere gittim ve yaklasik olarak {i¢ aydan fazla
zamani farkli kentlerde arastirmalar yaparak gecirdim. Yiizden fazla atélye ziyaretlerine paralel
olarak 6zel ve devlet miizelerinde gordiigiim koleksiyonlar, kafamdaki sorular tizerine daha

da yogunlasmama yardimci oldu. 20. yiizyil sanatini sadece koti basilmis kitaplardan taniyan
Cinli sanatcilarin ancak cok sansli olanlarinin Cin disina ¢itkma olanagi vardi. internetin ve
dijital olanaklarin bilgi dolasimini ve paylasimini devreye sokmasi Cinli sanatcilar icin yeni
deneysel olanaklarin devreye girmesi anlamina geliyordu. Dolayisiyla giiniimiizde yaslari

30 ile 40 yas arasindaki kusak ve daha geng olanlarinin Yeni Medya Sanati ve dijital tiretim
teknikleriyle calismalari bir rastlanti degil, belki bir tiir zorunluluktu.

Guangzhou Akademisi’nde calisan Huang Xiaopeng’ten (Resim 3) 6grendigim dnemli bilgi
ise, 2005 yilindan itibaren Cin’deki gilizel sanatlar akademilerine, egitim bakanligi tarafindan
uluslararasi iliskiler kurmalari ve Yeni Medya Sanati ya da Deneysel Sanat konularinda bdlim
acmalari icin direktif verildigiydi. Bu karar, hem giizel sanatlar akademilerinin uluslararasi
degisim programlarini etkilemis, hem de Cinli gen¢ sanatgilara teknolojinin en son olanaklarini
ogrenme ve kullanmanin yolunu acgarak, “online ekonomi” olarak tanimlanan sektérlerde
calisarak ek is yapma olanagi da saglamis. O yiizden hem sergilerde hem de koleksiyonlarda
video isleri olan epeyce sanatci gdrmek miimkiin. ilgin¢ olan video yapan sanatcilarin es
zamanli olarak resim ve heykel de yapmalari. Baska iilkelerde goriilen kesin ayrim, video
sanat¢ilarinin sadece video teknikleriyle ilgilenmesi, tuval sanatgilarinin sadece tuval {izerine
calismasi Cinli sanatgilarda pek gézlemlenmiyor. Onlar es zamanli olarak hem dijital hem

de analog tarzda calisabiliyorlar. Heykel, yerlestirme calismalarini Documenta 12 sergisinde
izledigim Zheng Guogu’nun tuvallerini Guangzhou kentindeki Vitamin Creative Space’de
gordiiglimde epeyce sasirmistim. Ama daha sonraki gézlemlerimden anladim ki, bircok video
sanatcisi klasik Cin resmi, kaligrafisi bile yapacak kadar kendini 6zgiir hissediyor.

Dijital teknolojilerle isler tireten Miao Xiaochun (Resim 4) Bosch’tan esinlenerek irettigi
tuvallerle de taniniyor. Cin Video Sanat’nin dnciilerinden biri olarak degerlendirilen Hu
Jieming (Resim 5) kinetik video heykellerinin yani sira fotograflariyla da bir¢ok uluslararasi

3. Huang Xiaopeng, Guangzhou, 17.9.2012 4. Miao Xiaochun, Pekin, 22.9.2014
Miao Xiaochun, Peking, 22.9.2014



about this subject, | learned that copying in China has a very different meaning than in
Western cultures. Copy or copying is considered a kind of research as a method of self-
improvement. The fact that artists who copy others during their entire lifetime are well
respected in China, is manifestation of the “difference of cultural perception.” When | could
no longer hide my bewilderment and asked, “How is this possible?” “You see” Douzi replied,
“Chinais in the dead center of the opposition between Western and Eastern.” It was a short
but very enlightening conversation for me. Particularly since | had arrived in this country with
an idea of “Chinese Art” based on the impressions | obtained from exhibitions | saw previously
in Europe and the United States. | had the opportunity to talk about this topic also during
the studio visits | did in Shanghai, Guangzhou, Taipei and Hong Kong. Also what the artists
told me led more or less to the same conclusion: it is not possible to talk about a concept
like Chinese art since global developments and the dependency of their production methods
on new technologies drive Chinese artists to engage with the world rather than deal with
Chinese themes. Therefore it is necessary for Westerners or visitors to get rid of their existing
stereotypes and tackle the image of “Chinese Art” they have in mind.

I went to China that was virtually a closed book for me twice between 2012 and 2014 because
of my exhibition project that | was preparing for Borusan Contemporary, and | spent nearly more
than three months doing research in different cities. The collections | saw in public and private
museums in addition to more than a hundred studio visits, helped me concentrate more on the
questions I had in mind. Only the very famous ones of the Chinese artists that knew the art of
the 20th century through poorly printed books had the opportunity to get out of China. Internet
and digital resources activated the circulation and sharing of information, and this introduced
new experimental opportunities to Chinese artists. Therefore it is not a coincidence that the
generation whose age-range today is between 30 and 40 and the younger generations work
with New Media Art and digital production techniques; on the contrary perhaps it was a kind
of urgency. | learned from Huang Xiaopeng (Figure 3) who works at the Guangzhou Academy,
the important information that since 2005, the Ministry of Education has been giving directives
to fine arts academies in China to establish international networks and to open departments

in New Media Art or Experimental Art. This decision influenced the international exchange
programs of fine arts academies and it also provided the opportunity for young Chinese artists
to get extra jobs in sectors defined as “online economy” since it paved the way of learning

and applying the latest resources of technology. Therefore it is possible to see quite a few
artists who exhibit video works both in collections and exhibitions. What is interesting is that
the artists who realize video works also simultaneously make sculptures and paintings. The
ultimate segregation observed in other countries, in other words that the video artists engage
themselves only with video techniques and canvas artists work only on canvas, is not much
observed in the case of Chinese artists. Chinese artists can simultaneously work with both

5. Hu Jieming ve 08lu, Shanghay, 9.9.2012 6. Borges Contemporary Art Space, Guangzhou, 19.9.2012
Hu Jieming and His Son, Shanghai, 9.9.2012



1. Video Buero, Pekin, 23.10.2012
Video Buero, Peking, 23.10.2012

9. Huang Ran Video Buero Konferansi, Guangzhou, 21.9.2012
Huang Ran Video Buero Conference, Guangzhou, 21.9.2012

8. Chen Tong'un Sanghay Atdlyesi, 25.9.2014
Chen Tong’s Shanghai Studio, 25.9.2014

10. Art Asia Arsivi, Hong Kong, 2.10.2012
Art Asia Archive, Hong Kong, 2.10.2012
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11.Videotage Arsivi, Hong Kong, 1.10.2012
Videotage Archive, Hong Kong, 1.10.2012

12.Today Art Miizesi, Pekin, 20.9.2014
Today Art Museum, Peking, 20.9.2014

13. Wang Guangyi, Today Art Miizesi, Pekin, 14.10.2014
Wang Guangyi, Today Art Museum, Peking, 14.10.2014



koleksiyonda temsil ediliyor. Cin Video Sanati’'nin gelismesinde son derece 6nemli rol
tistlenen Borges Contemporary Art Space (Resim 6) ve Video Buero gibi kurumlari (Resim 7)
kendi imkanlariyla kuran Chen Tong (Resim 8) hem kisa metrajli filmleri hem de resimleriyle
son derece saygin bir konuma sahip. Guangzhou ve Pekin kentlerinde etkinlik gdsteren Video
Buero, bu teknikle calisan sanatgilarin eserlerinden olusan genis kapsamli bir arsive sahip.
Cin Video Sanati’nin, satis amacli olmayan etkinliklerle tanitilmasini hedefleyen Video Buero,
her iki kentte de, gosterimler ve konusmalar diizenliyor. Huang Ran’in (Resim g9) Guangzhou’da
yaptigi konusmayi izledigimde bu tiir etkinliklerin 6zellikle gen¢ sanat¢i adaylari tarafindan
nasililgiyle takip edildigine taniklik etmistim.

Gin’deki “resmi kiiltuir politikasi”, tamamen Klasik Cin Sanati, kaligrafi, seramik, oymacilik,
porselen gibi zanaat agirlikli etkinliklerin desteklenmesi tizerine kurulu. Cagdas sanat
konusunda bir tiir enstitii mantigiyla ¢alisan iki 6nemli kurum da Hong Kong’ta bulunuyor.
Bunlardan ilki Art Asia Archive (Resim 10) son derece 6nemli bir belge koleksiyonuna (katalog,
sergi davetiyesi gibi), sanatgl inisiyatifi olarak kurulan Videotage (Resim 11) ise olduk¢a genis
video eserleri arsivine sahip. Ozel bir koleksiyoncu tarafindan kurulan Pekin’deki Today

Art Museum (Resim 12) sadece gegici sergiler diizenleyen bir tiir sanat kurumu. Diizenli
olarak giincel sanatin 6nemli isimlerinin retrospektif sergilerini organize eden bu miizedeki
Wang Guangyi sergisi (Resim 13), bu sanat¢inin etkileyici yerlestirmelerini iceriyordu. Ayni
dogrultuda etkinlikler diizenleyen Guangzhou’daki Times Museum (Resim 14), Hong Kong’taki
Rockbund Art Museum (Resim 15) ve Sanghay’daki Minsheng Museum (Resim 16) ve Long
Museum (Resim 17) gibi kurumlarin tamami 6zel koleksiyoncular tarafindan destekleniyor.
Miize capindaki bu sorumlulugun altina giren koleksiyoncularin neredeyse tamami finans

ve insaat sektdriinde ¢alisan dev firmalarin sahibi olan ailelerden geliyor. Devletin 2014
yilinda kurdugu ilk ve halen de tek ¢agdas sanat kurumu olan Sanghay’daki The Power
Station of Art’in (Resim 18) nasil bir sergi programi izleyecegi hentiiz belli degil. Clinkii
“diizey” konusunda Cinli miizelerin kolay anlasilamayacak tavirlari var. Amerika’da yasayan
tinli sanatgl Cai Guo Qiang’in* (Resim 19) Power Station of Art’taki retrospektif sergisinin
yaninda Agnes B. elbiselerinin (Resim 20) ve Cartier saatlerinin de gosteriliyor olmasi, sanatla
promosyona yonelik etkinlikler arasinda kesin ¢izilmis bir sinir olmadigini duyumsatiyor.

1 Rosa Martinez’in sergi yapimciligini iistlendigi 5. Istanbul Biennali’nde (1997) Avrupa ile Asya kitalar arasinda
tas sektirme performansi ile katilan Qiang, dev boyutlu havai fisek gosterilerini geleneksel Cin tarzindaki renkli barut
karisimlariyla destekleyen etkinlikleriyle taniniyor. Sanatcinin The Power Station of Art’taki sergisi hakkinda bir yazi
yayinlamistim: http://lebriz.com/pages/lsd.aspx?lang=TR&sectionI|D=17&articlelD=1255, Erisim tarihi: 13.2.2015

14.Times Miizesi, Rem Koolhas, Guangzhou, 25.9.2012 15.Ugo Rondonine, Rockbund Sanat Miizesi, Sanghay, 27.9.2014
Times Museum, Rem Koolhas, Guangzhou, 25.9.2012 Ugo Rondonine, Rockbund Art Museum, Shanghai, 27.9.2014
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16.Minsheg Miizesi, Sanghay
Minsheg Museum, Shanghai

digital and analog style. | was quite surprised when, in Vitamin Creative Space in the city of
Guangzhou, | saw the canvas paintings of Zheng Guogu whose sculpture and installations
works | had seen in documenta 12 Exhibition. However my later observations made me realize
that many video artists feel free enough to even make classical Chinese paintings or calligraphy.

Miao Xiaochun (Figure 4) who produces works with digital technologies is also known for his
canvas paintings that he made inspired by Bosch. Hu Jieming (Figure 5) regarded as one of

the pioneers of Chinese Video Art, is represented in many international collections with his
photography works besides his kinetic video sculptures. Chen Tong (Figure 8) who with his
own means established institutions that assume quite an important role in the development of
Chinese Video Art such as Borges Contemporary Art Space (Figure 6) and Video Buero (Figure
7) holds a highly respected position with both his short films and paintings. Video Buero
active in the cities of Guangzhou and Beijing has a wide-ranging archive of works by artists
who work with this technique. Video Buero that aims to introduce Chinese Video Art through
non-sale activities organizes presentations and talks in both cities. When | attended the talk
delivered by Huang Ran (Figure 9) in Guangzhou, | witnessed how interested particularly young
artist candidates are in following such type of activities.

“The official cultural policy” in China is based completely on supporting craft-based activities
such as Classical Chinese Art, calligraphy, ceramics, engraving and porcelain. Two important
establishments that work with a kind of institute logic in the field of contemporary art are both
in Hong Kong. The first of these, Art Asia Archive (Figure 10) has an exceptionally important
document collection (such as catalogs, exhibition invitations, etc.), and Videotage (Figure 11)
that was founded as an artists’ initiative has a very wide-ranging archive of video works. Today
Art Museum in Beijing (Figure 12) founded by a private collector, is a private establishment
that works like a kind of Kunsthalle organizing only temporary exhibitions. The Wang Guangyi
exhibition in this museum (Figure 13) that regularly organizes retrospective exhibitions of
important contemporary art figures also included impressive installations by the artist. All of
the institutions that organize similar activities in that direction such as Times Museum (Figure
14) in Guangzhou, Rockbund Art Museum (Figure 15) in Hong Kong, Minsheng Museum (Figure
16) and Long Museum (Figure 17) in Shanghai are supported by private collectors. Almost all
of the collectors who take this museum-wide responsibility come from families that own giant
companies working in the sectors of finance and construction. The exhibition program of The
Power Station of Art (Figure 18) in Shanghai, that is the first and still the only contemporary
art institution founded by the state in 2014, is not yet finalized. The Chinese museums have
unclear attitudes in their exhibition policy.

17.Long Miizesi, Sanghay
Long Museum, Shanghai



18.The Power Station of Art, Sanghay
The Power Station of Art, Shanghai

20.Agnes B. Sergisi, The Power Station of Art, Pekin
Agnes B. Exhibition, The Power Station of Art, Peking
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19.Cai Guo-Qiang, Power Station of Art, Sanghay, 28.9.2014
Cai Guo-Qiang, Power Station of Art, Shanghai, 28.9.2014



CGin Sanat Ortaminin Dinamikleri

Cin’deki cagdas sanat olusumlarinin temelinde yatan giic, ihracata dayali Cin
ekonomisinin son on yilicinde tahmin bile edilemeyecek kadar hizla gelismesi. Bu ylizden
Cin’in 2000’li yillardaki kapitalist gelisimini 19. yiizyil basindaki Bati kapitalizmi ile kiyaslayan
bircok ekonomist, toplumsal gelismenin motoru olan “liretim siirecinde” sinirsiz insan
kaynaginin etkisinin yani sira, diinya tarihinde goriilmemis bir “deger doniisiimiiniin” de bu
tilkede uygulandigina hem fikir. Degerlerin ekonomik gelisimdeki dontisiimii, her ne kadar
yonetim bi¢imi komiinizm bile olsa, kelimenin tam anlamiyla kapitalist bir toplum olusturdugu
icin Cin farkli noktalardan ele alinmasi gereken bir iilke. Oz-cikar iliskilerini sonuna kadar
kullanarak ayri bir toplumsal grup yaratan yonetici kesimin basina sizan skandallar hakkinda
burada fikir belirtmeye gerek yok. Ama konusulmasi gereken, bu yonetici kesimin ortaya
¢tkardigr “Yeni Cin / New China” imaj kampanyasi.

“Yeni Cin imaji”, ekonomik gelismenin olusturdugu dinamiklere bagli olan bir olgudur. Yeni
Cin; mimarisi, tretim imkanlari ve mutlu insanlariyla sanal bir gerceklik olarak yorumlanabilir.
Ama yonetici kesim bunu gercek olarak aktarmak konusunda 6ylesine israrla ¢alisiyor ki neyin
gercek, neyin kurgu oldugunu anlamak kolay olmuyor. Gergek olan, Cin’deki vasifsiz bir iscinin,
gelismis llke standartlarinin ¢ok altinda olan 238 USD aylikla (Bu sadece Shenzen bélgesinde
ddenen iilkedeki en yiiksek isci ayligidir) gecinmek zorunda oldugu. “Yeni Cin imaji” toplumun
tamaminin degil, mutlu bir azinligin (yiizde onu civarinda bir kesim) eristigi seviyeyi pazarlayan
bir 6zellige sahip. Son yirmi yil boyunca Cin’de gézlemlenen ekonomik biiylime, daha 6nceden
bilinmeyen bir toplumsal sinifin dogmasina neden oldugu icin, sosyal bilimciler tarafindan da
yeni bir olgu olarak degerlendiriliyor. iki hatta ii¢ yil icinde milyar dolarlik serveti “yaratan” bu
kesim, hem antik, hem klasik hem de cagdas sanatin alicisi. Ozel miizelerin, koleksiyonlarin,
sanat sevgisinin arkasindaki itici gii¢, sanatin her alaninda gézlemlenen ivmenin motoru, bu
gruptan geliyor. O yiizden “Yeni Cin imajina” en cok ihtiya¢ duyanlar da onlar.

Sanatla ilgilenmenin en hizli sayginlik kazanma yolu oldugunu kisa bir siirede kavrayan

yeni zengin kesim, tam olarak burjuva olarak nitelendirilemeyecek 6zelliklere sahip. Zaten
Cin toplumunda Batili tanimlamayi birakalim burjuvadan, sanatla ilgilenen belli bir orta
siniftan bile s6z etmek miimkiin degil. Modern Cin’in kurucusu Mao’nun 1960-70 arasinda
uyguladig “Kulttir Devrimi” aslinda son derece gelismis bir kiiltlir ve sanat anlayisina sahip
olan klasik Cin kiilttrtine vurulmus en agir darbelerden biriydi. “Eskiyi yok etmeden yeniyi
kurmak miimkiin degildir” diyerek beyni yikanmis 6grencilere, koyliilere, Budist tapinaklar
basta olmak {izere, miizeleri, tiyatro salonlarini, okullar yakip yiktiran “Kiiltir Devrimi”

kentli aydinlari da kdylerde, ciftliklerde ¢alismaya mecbur ederek, sanatsal gelenege en agir
darbeyi vurmustu. Mao’nun destekledigi kiiltiir, Sosyalist Gergcekgi Sanat anlayisiydi. Cin’deki
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At the Power Station of Art, next to the retrospective exhibition of the famous artist Cai Guo
Quiang:* (Figure 19) living in the States, Agnes B. dresses (Figure 20) and Cartier watches are
exhibited, and this makes one sense that there is not a rigid border drawn between art and
promotion-oriented activities.

The Dynamics of the Chinese Art Scene

The power underlying the formation of contemporary art in China is the unpredictably
rapid development of the export-based Chinese economy within the last decade. Therefore
many economists who compare the capitalist development of China in 2000s to the early 19th
century Western capitalism agree that a “value transformation,” unprecedented in the history
of the world, is at work in this country and they agree on the impact of unlimited human
resources on “the production process” that is the engine of social development. China is a
country that needs to be approached from different points of view since the transformation of
values within the economical development, generate literally a capitalist society although the
country’s regime is communism. There is no need here to state an opinion about the scandals
leaked to the press of the ruling class that consists of a distinct social group making the best
of self-interest relations. But what needs to be discussed here is the “New China” image
campaign that this ruling class has introduced.

“New China Image” is a phenomenon that depends on the dynamics created by the
economical development. New China can be interpreted as a virtual reality with its
architecture, production possibilities and happy people. However the ruling class works so
persistently to pass this as real that it is not easy to discern what is real and what is fiction. The
reality is that an unskilled worker in China has to live on a monthly salary of 238 USD (This is
the highest worker’s salary in the country, paid only in the Shenzhen region) that is far below
the standards in developed countries. “New China Image” markets the social level accessed
only by a happy minority (about ten percent) not by the whole of society. The economical
growth observed in China during the last twenty years brought forth the emergence of a
previously unknown social class and this is considered as a new phenomenon also by social
scientists. This class that “created” a billion-dollar wealth in just two or three years, buys
both classic and contemporary art. This group is the driving force behind private museums,
collections and the love of art, and they compose the engine of momentum observed in all

1 Qiang who participated in the sth Istanbul Biennial (1997) curated by Rosa Martinez with his performance of skipping
a stone between the Asian and European continents, is known for his works that combine colossal firework shows with
traditional Chinese style colored gunpowders. | published an article on the artist’s exhibition at The Power Station of Art.
http://lebriz.com/pages/lsd.aspx?lang=TR&section|D=17&articlelD=1255, Date accessed: 13.2.2015



Akademiler, son elli yil boyunca sadece bu tarzda egitim verip sanatci yetistirdikten sonra,
1990’larda farkli bir perspektif acti. Yonetici kesimin, yeni zenginlerin ve elitlerin istedigi gibi
Avrupa ve Amerika ayarindaki sanat ortaminin olusmasi Cin acgisindan bakildiginda kuru bir
hayal degil ¢ctinkii bunun bedelini “nakit” olarak 8demeye hazir bir kitle bu tilkede mevcut.
Bu nedenle, Cin sanat piyasasinda gézlemlenen gelismeler, Kérfez iilkeleri, Rusya, Hindistan
ve Brezilya’daki olusumlarla ortaklik kurulabilecek 6zelliklere sahip. Clinkii Cin’in resmi
kiilttir politikasinda ¢agdas sanatin desteklenmesi gibi dnemli bir 6ngori, yonelim ve yatirim
perspektifi var. Prestij projelerine dayali bu yonelim, disa a¢ilmanin ya da Cin’deki sanat
ortaminin liberallesmesinin en dnemli nedeni olarak yorumlanabilir.

Baskent Pekin’deki ¢cagdas sanat etkinliklerinin yogunlastigi 798 sanat merkezi?, Dashanzi
bélgesindeki eski fabrika binalarinin galeri, miize, sanat vakiflarina dontstiriilmesiyle
olusturulmus bir eglence parkini andiriyor. Turistik bir karaktere sahip olan bu bélge, Cin
Cagdas Sanati’ni sekillendiren Boers-Li (Resim 21), Long March (Resim 22), Continua, Pace
Galerilerinin de konumlandigi yer. Ullens Cagdas Sanat Merkezi’nin de (Resim 23) bulundugu
798, tasarim uriinleri satilan butikleri, sik otelleri, kafeleri, lokanta ve pastaneleriyle ilk anda
insanda sanki Pekin’de degil de, Brooklyn’de, Dogu Berlin’de ya da Giiney Londra’da oldugu
hissini uyandiriyor.

798’e yakin, kii¢lik bir yerlesim bolgesi olan Caochangdi,? adeta Cin Cagdas Sanati’nin gizli
merkezi konunumda. Ancak zorlu bir taksi yolculugundan sonra ulasilan bu bolgede Ai Weiwei
basta olmak lizere sanatgilar, mimarlar, tasarimcilar yasiyor. Dar kasaba sokaklarini (Resim
24) gectikten sonra ulasilan Urs Meile (Resim 25), Platform (Resim 26), Three Shadows gibi
galeriler uzun yillardan beri diinya standartlarinda kisisel sergiler gerceklestiriyorlar. Pekin
Akademisi’ne bagli bir kurum olan bir tir tiniversite miizesi konumundaki CAFA Museum’da
(Resim 27) daha ¢ok uluslararasi kiiltiir anlagsmalari gergevesindeki degisim sergileri agiliyor.

Yeni Cin imajinin sekillendigi bir yer olarak Sanghay kenti, belki de Cagdas Cin Sanati’’nin atar
damari olarak nitelendirilebilecek bir karaktere sahip. Yilda bes uluslararasi sanat fuarinin
sahne aldigi, ardi ardina 6zel koleksiyon miizelerinin acildig bu kent, belki de Asya kitasinin
en devinimli sanat ortamlarindan birine sahip. Sanghay’in Moganshan bélgesinde uluslararasi
diizeyde etkinlik yapan iki diizineye yakin galeri ve farkli sanat merkezleri bulunuyor. Lorenz
Helblig’in (Resim 28) kurdugu ShangArt Gallery neredeyse yirmi yila yayilan etkinlik sireciyle
Cin Cagdas Sanatr’ni en iyi temsil eden adreslerden birisi. Roberto Ceresia’nin (Resim 29)
yonettigi Aike Dellerco galerisinin yani sira Koreli Hokgojea Galerisi’nin de bu kentte etkinlik
yaplyor olmasi, Sanghay’in dneminin altini giziyor.

2 http://en.wikipedia.org/wiki/798_Art_Zone, Erigsim Tarihi: 26.10.2014
3 http://en.wikipedia.org/wiki/Caochangdi, Erisim Tarihi: 26.10.2014.

21.Waling ve Asistani, Boers Li Galeri Pekin, 19.9.2014 22.Zhou Xiaohu, Long March Space, Pekin, 17.10.2012
Waling and His Assistant, Boers Li Gallery Peking, 19.9.2014 Zhou Xiaohu, Long March Space, Peking, 17.10.2012
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fields of art. That’s why they are the ones who need the “New China Image” the most.

This nouveau-riche class who realized in a very short time that engaging with art is the fastest
way to gain prestige, has features that cannot be completely qualified as bourgeois. In any

case it is not even possible to speak of a certain middle class that is interested in art let alone
bourgeois as defined by the West in the Chinese society. The “Cultural Revolution” implemented
by Mao, the founder of modern China, between 1960-70 was one of the major blows

delivered on the classical Chinese culture that in fact had developed a highly sophisticated
understanding of culture and arts. The “Cultural Revolution” that made brainwashed students
and peasants ravage mainly Buddhist temples, museums, theaters and schools by claiming
that “forging the new without destroying the old is not possible,” also forced urban intellectuals
to work in villages and farms and thus it delivered the heaviest blow on the artistic tradition.
The culture that Mao supported was the Art of Socialist Realism. Academies in China developed
a new and different perspective in 1990s after educating artists only in that way for the last fifty
years. The creation of an art scene in European or American standards as desired by the ruling
class, the nouveau-riche and the elites is not just a vain hope since a population who is ready
to pay the cost of this “in cash” is present in China. For this reason, the developments observed
in the Chinese art market have features that might be associated with the entities in Gulf States,
Russia, India and Brazil. Because China’s official cultural policy has the significant foresight,
orientation and investment perspective of supporting contemporary art. This orientation based
on prestige projects, can be considered as the most important cause of opening to foreign
countries or of the liberalization of the art scene in China.

798 Art Zone?, where contemporary art activities are centered in the capital city of Beijing,
resembles an amusement park created by the conversion of old factory buildings in the
Dashanzi region into galleries, museums and art foundations. The galleries that have shaped
the contemporary Chinese Art, Boers-Li (Figure 21), Long March (Figure 22), Continua and Pace
are located in this region that has a touristic character. 798 Art Zone, where in also the Ullens
Center for Contemporary Art (Figure 23) is located, at first glance makes one feel as if s/he is
not in Beijing but in Brooklyn, East Berlin or South London with its boutiques selling design
products, fancy hotels, coffee-shops, restaurants and patisseries.

Caochangdiz that is a small residential area nearby 798 is like as it were a secret center of
Chinese Contemporary Art. Artists, most notably Ai Weiwei, architects and designers live in
this area that is reached only after a difficult taxi ride. Galleries such as Urs Meile (Figure
25), Platform (Figure 26), Three Shadows that could be reached after passing through

the narrow streets of the town, have been hosting world-class solo exhibitions for many

2 http://en.wikipedia.org/wiki/798_Art_Zone, Date accessed: 26.10.2014
3 http://en.wikipedia.org/wiki/Caochangdi, Date accessed: 26.10.2014.

23.Kan Xuan Sergisi, Ullens Gagdas Sanat 24.Galeri Urs Meile, Mimar Ai Weiwei, Pekin
Merkezi, Pekin, 15.10.2012 Urs Meile Gallery, Architect Ai Weiwei, Peking
Kan Xuan Exhibition, Ullens Center for
Contemporary Art, Peking, 15.10.2012



25.Urs Maile Galerisinin Girisi
Entrance of Urs Meile Gallery

21.CAFA Miizesi, Pekin, 19.10.2012
CAFA Museum, Peking, 19.10.2012
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21.Claudia Albertini, Jin Shan, Platform Pekin, 24.10.2012
Claudia Albertini, Jin Shan, Platform Peking, 24.10.2012



Cin’deki sanat piyasasi ile Cin sanat ortamini birbirinden ayirmak, farkli bicimlerde
degerlendirmek gerekiyor. Clinkii normalde, sanat ortaminda farkli konumlara sahip olmasi
gereken figiirler (sanatgl, galerici, elestirmen, sergi yapimcisi, koleksiyoncu, miizeci vb.),
Cin’de es zamanli olarak karsimiza ¢ikiyor. Galericilik yapan sanatgilar, eser pazarlayan
elestirmenler, sanat kitabi yayinlayan bankalar, sanat yatirnmcilari i¢in ¢alisan tiniversite
profesorleri sik¢a rastlanan “calisma modelleri” arasinda. Birden fazla kimlik olusturan
sanatc¢ilarin bunu sadece yasamlarini siirdiirebilmek i¢in yaptiklarini séylemeye gerek yok
sanirim. Bagimsiz, elestirel, sorgulayan gibi sifatlarin pek az bilindigi bu sanat ortaminda belli
konularda derinlemesine bilgiye ulasmak da kolay degil. Cin sanat piyasasinda kosullanma,
yanlis bilgilendirme ve samimiyetsizlige dayali skandallarin sik¢a giindeme geldigini
goriyoruz. Cin bu agidan diinyanin hicbir yeriyle karsilastirlamayacak kadar “karmasik” bir
piyasaya sahip.

2000’li yillarin basina dek 6nemsiz bir tilkenin egzotik sanati olarak degerlendirilen Cin
GCagdas Sanati dylesine hizli bir gelisim gosterdi ki glinimiizde artik her uluslararasi sergide
“Avrupa merkeziyetciliginin” asildiginin gostergesi olarak en azindan bir Cinli sanat¢inin
olmasi zorunlulugundan bahsediliyor. Avrupa ve Amerika’daki miizeler, koleksiyonlarina
Cin sanatini suirekli ekledikleri gibi, bircok sanat metropoliinde Cin Sanat Enstitiileri de
kuruldu. Kiiresellesme siirecinde Cin’de calisan yiizden fazla Batili galerici ve bir o kadar da,
danismanin varligi ile birlikte diistintldiigiinde, bu ke sanatinin yakinda daha da 6n plana
¢ikacagini savlamak miimkin. Bu gelismelerin arkasinda yatan énemli olgu, sadece parasal
giic degil. Cin’de yadsinamayacak kadar kaliteli, bilgili ve bagimsiz diisiinebilen bir sanatgi
kitlesi var.

Bugtin yaslari altmis civarlarinda olan ve 6nemli akademilerde calisan sanatcilar (Zhang
Peili, Hu Jieming, Wang Jianwei, Miao Xiaochun gibi) hem yetistirdikleri 6grencileriyle hem de
kendi etkinlikleriyle iki dnemli sanat¢i kusaginin olusmasi icin gerekli olan funda topragini
hazirladilar. Birinci grup 1960-65 arasinda dogan sanatgilar. Bunlarin 6nemli bir bélimi
yurtdisina go¢ ederek etkinliklerini orada sekillendirmis ancak 2000’li yillarda Cin’e geri
donerek burada da atolye acan sanatgilardan olusuyor: Song Dong, Wang Gongxin, Zang Dali,
Yang Zhenzhong gibi. ikinci grup ise Cao Fei, Cai Dongdong, Aaajiao, Sun Xun basta olmak
lizere, 1975-80 arasinda doganlar. Bu sanatgilar diizenli olarak uluslararasi sergilere davet
edilerek isimlerini duyurmayi basardilar. iki 5nemli sanatci kusagi, Cin gilincel sanat ortaminin
hareketlenmesini sagladigi gibi, kendi kurduklari alternatif mekanlar, gerceklestirdikleri
sergiler ve diger etkinliklerle gelecek adina iimit veren bir ortamin olusmasini saglamis
durumdalar. Tuval resimlerinden dijital fotografa, Yeni Medya Sanati’nin farkli tekniklerinden
internet projelerine dek bircok alanda etkinlik gdsteren sanatgilar, Cin’i farkli sanatsal
arayislarin sekillendigi bir tilke haline getiriyorlar.

28.Lorenz Helbig, Shangart Galerisi, 27.9.2014
Lorenz Helbig, Shangart Gallery, 27.9.2014
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years. CAFA Museum (Figure 27) that is a kind of university museum affiliated with Beijing
Academy, hosts mostly exchange exhibitions within the framework of international cultural
agreements. Shanghai where the New China image is being shaped has a character what one
might define perhaps as the main artery of Contemporary Chinese Art. This city where there
are five international art fairs annually and where private collection museums open up one
after another, has perhaps one of the most dynamic art scenes of the Asian continent. There
are nearly two dozen galleries and different art centers that host activities internationally in
the Moganshan district of Shanghai. With nearly twenty years of experience, ShangArt Gallery
founded by Lorenz Helblig (Figure 28) is among the addresses that best represent Contemporary
Chinese Art. Korean Hokojea gallery, besides Aike Dellerco gallery directed by Roberto Ceresia
(Figure 29) is active in Shanghai and this fact highlights how important Shanghai is.

It is necessary to distinguish between and evaluate distinctively the art market in China

and the Chinese art scene. Figures who should normally have different positions in the art
scene (artist, art dealer, critic, curator, collector, museum curator, etc.) might appear with
simultaneous roles in China. Artists who work as art dealers, critics who market artworks,
banks that publish art books, university professors who work for art investors are among the
most common “working models.” Needless to say, the artists who assume multiple identities
do this in order to survive. It is not so easy to acquire in-depth knowledge on certain issues
in this art scene where adjectives such as independent, critical and questioning are so

little known. One might observe that scandals based on conditioning, misinformation and
insincerity are often on the agenda in the Chinese art market. In this aspect, China has such a
“complex” market that it could not be compared to anywhere else in the world.

Contemporary Chinese Art that has been regarded as the exotic art of an insignificant country
up until the beginning of 2000s, showed such a rapid development that today the inclusion

of at least one Chinese artist in every international exhibition has become a necessity as an
indicator of how “European centralism” is surpassed. In addition to the museums in Europe and
the United States constantly adding Chinese art to their collections, Chinese art institutes are
also being founded in many art metropolises. It is plausible to claim that Chinese art will soon
come more into prominence since there are more than a hundred Western gallerists as well as
consultants working in China during the globalization process. The important factor underlying
these developments is not just financial power. There is a population of artists that cannot be
overlooked who are well informed, undeniably qualified, and who can think independently.

Artists who are in their sixties today and who work at important academies, (like Zhang Peili,
Hu Jieming, Wang Jianwei, Miao Xiaochun) paved the way for the creation of two important
generations of artists, both with their own activities and with the students they educated. The

29.Roberto Ceresia, Aike Dellerco Galerisi, Sanghay
Roberto Ceresia, Aike Dellerco Gallery, Shanghai



Cin Cumhuriyeti ya da gayri resmi adiyla Tayvan, Cin Halk Cumhuriyeti’yle olan sorunlu iliskileri
nedeniyle olduk¢a hassas bir ada iilkesi;* ama baskent Taipei’deki cagdas sanat ortami hem
kurumsal miize, hem de galeri etkinlikleri acisindan son derece hareketli. Taipei Bienali (Resim
30), Museum of Contemporary Art Taipei (Resim 31) uluslararasi diizeyde etkinlikler yaparken,
yerel sanatgilar destekleyen galeriler, sanat fuarlari dinamik bir sanat ortami olusturmuslar.
Taipei’de yasayan en 6nemli sanat¢ilardan birisi olarak degerlendirilen Chen Chieh-Jens,
kulislerini kendisinin tasarladigi video yerlestirmeleri ve dramatik filmleriyle taniniyor.
Sanatgiyla (Resim 32) yaptigim 10.10.2012 tarihli konusma, hazirlamakta oldugum serginin
cercevesini cizmemde bana son derece yardimci oldu.

Essential Matters Sergi Projesi ve Kavramsal Gercgevesi

2012’de ve 2014’te Yeni Medya ve fotograf alanlarinda arastirma yapmak icin
neredeyse {i¢ ay gegirip bircok kentinde bulundugum Cin’e, Borusan Contemporary’de bir
sergi hazirlamak amaciyla gitmistim. Bu yolculuklardan dnce on bilgi edinmek icin yaptigim
calismalar sirasinda inceledigim sergi kataloglarinda ve sanat tarihi kitaplarinda video
sanati lizerine fazla bilgiye rastlayamamistim.® Dolayisiyla hazirlayacagim serginin temasini,
kavramsal cercevesini dnceden kesinlestirilmis ¢izgiler izerine oturtmadan yola ¢iktigim igin
“actk uclu bir” arastirma, sorgulama plani gelistirdim. Arastirmalarim sanat piyasasinin ilgisini
cekmeyecek kadar yeni, koleksiyoncularin fazla izerine diismedigi bir konu olan, “moving
images” oldugu icin, adeta “igneyle kuyu kazar” gibi ¢alistim. Video, film, fotograf ve ses
teknikleriyle calisan sanatgilarin listesini ¢cikardiktan sonra onlarin ¢alismalarini sergileyen
galerilere yonelip atolye ziyaretleri organize ederek ilerledim. Bu atolye ziyaretleri hangi kentte
olursam olayim beni turistik merkezlerden cok, sanatgilarin, 6grencilerin yasam miicadelesi
verdikleri kent ceperlerine yonelttigi icin, toplu tasima araglarinin da yardimiyla ¢ok farkli
gbzlemler yapmama yardimci oldu. Cogu kez video ¢alismalarini izleyerek saatleri gegirdigim
bu ziyaretler sirasinda 6grendigim en énemli olgu, Cinli sanat¢ilarin kendi kusaklarindaki
Avrupa ve Kuzey Amerikali sanatgilarla ayni diizeyde olduklariydi. Bu garip “es zamanlilik”
onlarin ¢calismalarina farkli bir ses, tini getiriyordu. “Es zamanlilik” derken ne demek
istiyorum? 1980 dogumlu Cinli bir video sanatcisi, drnegin Zhang Ding’in yasiti olan Amerikali
Carlin Wing’ten asagi kalir yani yok. Diinyanin iki farkli ucunda islerini tireten bu iki sanat¢inin
degisik koklere ve kiiltuirlerin varligina ragmen ortak paydalarda bulusan ¢alismalar tretiyor
olmalar 6nemli bir “ortaklik” olgusunu giindeme getiriyor.

4 http://tr.wikipedia.org/wiki/%C3%87in_Cumhuriyeti, Erisim Tarihi: 13.2.2015

5 Hou Hanru’nun sergi yapimciligini iistlendigi 10. istanbul Biennali’nde (2010) kendi video ¢alismalarinin resmi
kopyalarini Baba Beni Okula Gonder projesine destek vermek amaciyla satisa sundugu bir isporta tezgahini IMC
carsisinda sergilemisti.

6  Bu konudaki tek kapsamli yayin: Moving Image in China 1988-2001, Minsheng Art Museum, Shanghai 2011.

30.Taipei Giizel Sanatlar Miizesi, 8.10.2012 31.Cagdas Sanat Miizesi, Taipei, 9.10.2012
Taipei Fine Arts Museum, 8.10.2012 Museum of Contemporary Art, Taipei, 9.10.2012
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first group comprises of artists born between 1960-65. A significant part of these consists of
artists who have immigrated abroad and have shaped their activities over there but who have
returned to and also opened studios in China in 2000s: such as Song Dong, Wang Gongxin,
Zang Dali, Yang Zhenzhong. The second group consists of artists born between 1975-80 most
notably Cao Fei, Cai Dongdong, Aaajiao, Sun Xun. These artists managed to make their names
by being regularly invited to international exhibitions. These two important generations of
artists have set in motion the Chinese contemporary art scene and they have created a scene
that looks promising for the future by means of the alternative spaces they set up, exhibitions
they realized and their other activities. Artists who are active in many fields ranging from
canvas painting to digital photography, from New Media Art’s various techniques to internet
projects, make China a country where diverse artistic pursuits can flourish.

The Republic of China or unofficially Taiwan is an island state that is highly vulnerable due to
its problematic relations with the People’s Republic of China.4 However the contemporary art
scene in the capital Taipei is very dynamic in terms of activities by both institutional museums
and galleries. While Taipei Biennial (Figure 30) and Museum of Contemporary Art Taipei (Figure
31) have been organizing events at an international level, galleries and art fairs that support
local artists have generated a dynamic art scene. Chen Chieh-Jens considered among the most
important artists living in Taipei, is known for his dramatic films and video installations of
which he also designs the backstage. The talk | had with the artist (Figure 32) on 10.10.2012
was extremely helpful to me in setting the framework of the exhibition that | was in the process
of preparing.

Essential Matters Exhibition Project and its Conceptual Framework

| went to China in 2012 and 2014 in order to curate an exhibition at Borusan
Contemporary and there | conducted research on New Media and photography and spent
almost three months visiting many of its cities. | could not find much information on video
art neither in the exhibition catalogues norin the art history books that | examined prior to
my travels in order to obtain some foreknowledge.® Therefore | developed an “open-ended”
research and investigation plan since | started out without finalizing in advance the contours
of the theme and the conceptual framework of the exhibition | would curate. | worked almost
like “banging my head against a brick wall” since my research was so new that it did not

4 http://tr.wikipedia.org/wiki/%C3%87in_Cumhuriyeti, Date accessed: 13.2.2015

5  He exhibited official copies of his video works on a pitch putting them on sale to support the “Father Please Send me
to School” (Baba Beni Okula Génder) project in IMC market, during the 10th Istanbul Biennial (2010) curated by Hou Hanru
6  The only comprehensive publication on this subject: Moving Image in China 1988-2001, Minsheng Art Museum,
Shanghai 2011.

32.Chen Chieh-Jen Atdlyesinde, Taipei, 10.10.2012
Chen Chieh-Jen in his Studio, Taipei, 10.10.2012



Cagdas Cin Sanati, hem teknik, hem de imgesel acidan “diinya sanatiyla” boy &lclisebilecek
bir diizeyde. Temel soru(n), ekonomik olarak bir gii¢ oldugunu diinyaya kabul ettiren bir
tilke olarak Cin, giincel sanat yorumlariyla da bu basariyr destekleyebilecek mi? Bir gii¢
denemesi (Almanca ifadesiyle “Kraftprobe”) olarak yorumlanabilecek olan bu durum, Cin’de
tretilmis olan Yeni Medya Sanati calismalarini daha da ilging kiliyor. Bunu destekleyen en
onemli faktérlerden biri de Cin kosullarinda dretilmis olan islerin kendi karakteristiklerini bir
cirpida duyumsatmasi. Bu farklilik, ne kadar kliselere bagli olsa da, Cin Video Sanati’nin en
onemli silahlarindan birisi olarak degerlendirilebilecek bir 6zelligin altini ¢iziyor. Bu durum,
varligini siirekli olarak koruyan “dil problemlerine” ragmen Cinli dijital imge sanatgilarinin
ozellikle Kuzey Amerika’da bu denli etkin ve basarili olmalarinin arkasindaki itici gii¢ olarak
yorumlanabilir.

Cin’in ¢cagdas sanat haritasinda bir nokta olarak belirmesi 2000’li yillara dayaniyor. Bati
Modernizmi’ni yasamadan 2o0. yiizyilda koklii politik degisikliklere, devrimlere sahne olan

bu lilkenin ekonomik ve politik gii¢ olarak diinya sahnesine ¢ikmasi da oldukg¢a yeni bir

olgu. Sorunlu Dogu-Bati iliskilerinde Cin, “Other Modernism” olarak isimlendirilen farkli bir
Modernizm yorumunun ciddiye alindigi tek kiiltiir durumunda. Yahudi-Hiristiyan gelenegi
disinda kalan hi¢bir kiltiiriin basaramadigi kadar “ciddiye” alinan Cin Cagdas Sanati,
oncelikle son derece farkli anlatim geleneklerinden besleniyor. Bu 6zellik, Cinli sanatgilarin
Yeni Medya Sanati’ndaki yaratilarini desteklemekle kalmiyor, onlara oldukga farkli bir “kurgu”
(fiction) gelistirme olanagi da taniyor.

Atdlye ziyaretlerim sirasinda bu etkileyici “kurgu anlayisinin” hangi kosullarda olustugunu
gérmem mimkiin oldu. Yeni Medya Sanati’nin {iretim siireci, klasik bir sanat eserinin
yaratilmasindan oldukga farklidir. Bunun igin sanatcilarin sadece elektronik alandaki
gelismeleri cok yakindan izlemeleri degil, bu tekniklerle tiretim yapmalari gerekiyor. Bu {iretim,
gerekli teknik programlar ve aletlerle oldukga zorlu bir siirecin sonunda ortaya ¢ikabiliyor.
Ama Cinli sanatgilar tiim bu zorluklara ragmen, diinya standartlarini “es zamanli” takip ederek
urettikleri calismalarinda, izleyicilere farkli hikayelerin kapilarini araliyorlar.

Hi¢ kuskusuz bir videoyu sanal ortamda izlemekle iiretildigi atolye mekaninda izlemek
arasinda epeyce farklilik var. Arastirmalarim sirasinda Cinli sanat¢ilarin “anlatim tekniklerini”
kavramaya calistim. Bir ¢irpida tanimlanamayan “tuhaf” bir sikismislik, anlatim yogunlugu
Cinli sanatcilarin imgelerinde kendini hemen belirgin kiliyordu. Eger Cin sanatina 6zgii bir
karakterden bahsetmek miimkiinse, “simdiki zamanin sesi-solugu” kavramlarindan s6z
etmemiz gerekir. Bu olgu, bir tlir 21. ylizyilin sesi solugu olarak da yorumlanabilir. Bati’da belki
de bir elli yila yayilmis olan “endiistrilesme siirecini”, sadece on, yirmi yilda tamamlamaya
calisan bir toplumun sanatinin da ayni tempoda degerlendirilebilecek olan “anlatim

28



29

attract the attention of the art market and my subject of “moving images” was one in which
the collectors were not so interested. After | made a list of artists working with video, film,
photography and sound techniques, | proceeded by visiting the galleries that exhibited their
works and organizing studio visits. These studio visits, no matter which city | was in, directed
me rather than to touristic centers to the suburbs of the city where artists and students
struggled to survive. This enabled me to make multi-faceted observations since | also had to
rely on public transportation in order to get to those places. The most important fact | learned
during these visits during which | often spent hours watching video works, was that the
Chinese artists would measure up to European or American artists of the same generation.
This strange “synchronicity” gave their works a different voice, a particular resonance. What
do I mean by “synchronicity”? A 1980 born Chinese artist, for example Zhang Ding, does not
fall short of the American artist Carlin Wing of the same age. These two artists producing their
works at two different ends of the world create works that find a common ground in spite of
different origins and cultures, and this brings on the agenda an important phenomenon of
“commonality.”

Contemporary Chinese Art is at a level that could compete with the world in terms of both
technical and imaginative aspects. China is a country that is acknowledged by the world

as an economical power and the main question/problem is if it will be able to support this
success with its interpretation of contemporary art? This situation that could be considered as
a facedown (“Kraftprob” in German) makes the New Media Art works produced in China even
more interesting. This is supported by the fact that works produced within China’s conditions
make their characteristics felt at once. This difference, no matter how related it is to clichés
and stereotypes, underlines a feature that could be considered among the most significant
weapons of Chinese Video Art.

The emergence of China as a spot on the map of contemporary art goes back to 2000s.
Emergence of this country that witnessed radical political changes in the 20th century without
experiencing Western modernization, on the world stage as a political power is relatively

a new phenomenon. China is the only culture where a different Modernism entitled “Other
Modernism” is taken seriously within the framework of the troubled East-West relations.
Contemporary Chinese Art, that is taken as “seriously” as no other culture outside of Judeo-
Christian tradition has been taken, flourishes primarily on exceptionally different narrative
traditions. This does not only support the production of Chinese artists in New Media but also
gives them the opportunity to develop quite a different “fiction.”

| had the opportunity to observe under what circumstances this influential “concept of fiction”
came into being during my studio visits. The production process of the New Media Art is quite
different than that of a classic work of art. For the artists need not only to follow closely the



yogunluguna” ulastigini savlamak mimkiin. Cin video sanatini ve “moving image” baslig 30
altinda toplanabilecek olan ¢alismalari bu denli farkli ve giicli kilan, Cin toplumunun ge¢misle

bugiin, Bati ile Dogu, olaganiistii ile siradan arasinda farkli ritimlerini yakalayan dinamizmidir.

Sanatsal tiretimin her asamasinda kendisini gésteren bu dinamizm, sanat baglaminda da

farkliliklarin olusmasini saglayacak bir zemin hazirliyor.

Sergiye ismini veren “Essential Matters” bu 6zelliklerden yola ¢ikarak secilmis bir basliktir.
Cinli sanatcilarin video ¢alismalarinda ele aldiklari konulari belli ortak paydalar altinda
toplamak mimkiin degildir. Ciinkii sergiye davet edilen sanatgilar, Zang Peili’den (dogum
tarihi 1957) Tao Hui’ye (dogum tarihi 1987) kadar video teknigini kullanarak ¢alisan farkli
kusaklari temsil etmektedir. Bu cogulluk, sergiye hem tarihsel bir perspektif, hem de
kusaklar arasindaki “yaklasim farkliliklarini” kavrama imkani tanidigi icin, serginin kavramsal
cercevesinde de belirleyici olmustur. Sergiye davet edilen sanatgilarin son dénem (single
channel video) calismalarini gostermeye calistim. Bu videolarin konulari, sosyal, ekonomik
ve politik olgular tizerinden “giinliik yasamin” farkli alanlarini bilyiite¢ altina almaktadir. Bu
bakis acisi, Cin kiiltiirline disaridan degil, “iceriden”, 6nyargilardan, kliselerden uzaklasarak
alabildigince “dogal” bir perspektiften bakmayi hedeflemektedir. “Essential Matters” bu
baglamda, sanat¢ilarla ortak konusmalardan ¢ikan bir isim oldugu icin Tiirkceye cevirmeden,
ismin hem normal hem de ironik a¢ilimlarina gonderme yapmayi daha dogru buldum. Clinki
Pekin’de yasayan Ma Qisha’dan (Resim 33) Sanghay’da calisan Li Xiaofei’ye (Resim 34), Hong
Kong’lu Kwan Sheung Chi’den (Resim 35) Madeln Company’nin kurucusu Xu Zhen’e (Resim 36)
dek bircok sanatgiyla olan diyalogumda siirekli olarak sanatin tiretim zorluklarindan, ayakta
kalabilmek adina verilen miicadelelerden, temel gerekliliklerden bahsediyorduk. “Essential
Matters” deyimi bu konusmalarin ortak noktasiydi. Bu deyimin secilen video ¢alismalarinda
da farkli perspektiflerden giindeme geldigini goriince, serginin isminin adeta kendi kendisine
belirdigini soylemek zorundayim.

Sergide sadece projeksiyon teknigiyle gdsterilebilecek video ¢alismalar {izerine yogunlasmam
gerekiyordu. Bu nedenle Borusan Contemporary’deki mekani, Cin sanatinda etkisini bugiin

de koruyan “Yin ve Yang” felsefesine” gonderme yapan bir bicimde ikiye bélerek video
calismalarini sergilemeyi diistindiim. Boylece, sergilenen islerde gézlemlenen zitliklarin, iki
kutuplulugun ve karsitliklarin da mekansal bir anlam bulmasi miimkiin oldu.

7 http://tr.wikipedia.org/wiki/Yin_ile_Yang, Erisim Tarihi: 13.2.2015

33.Ma Quisha, Pekin, 15.10.2012 34.Li Xiaofei, Sanghay, 14.9.2012
Ma Quisha, Peking, 15.10.2012 Li Xiaofei, Shanghai, 14.9.2012
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developments in the field of electronics but also make productions with these techniques.
This production unfolds only at the end of a very challenging process with necessary

technical programs and tools. However, Chinese artists meet up with the world standards
“simultaneously” in spite of all these difficulties and open the doors to different stories for the
viewers in their productions.

Undoubtedly there is a major difference between watching a video on the virtual platform and
watching it in the studio space where it was produced. | tried to understand the “narration
techniques “ of Chinese artists during my research. A “peculiar” sense of entrapment
unidentifiable at once and an intensity of narration immediately make themselves apparent
in the images by Chinese artists. If it is possible to mention a feature unique to the Chinese
art, we should then talk about the concepts of “sound and breath of the present.” This
phenomenon can be interpreted also as the sound and breath of the 21st century. It is
possible to claim that the art of this society that tries to complete within only twenty years the
“process of industrialization” that has spanned perhaps fifty years in the West, has achieved a
“concentration of narration” at the same pace as the West. What makes Chinese video art and
works that fall under the title of “moving image” so different and powerful, is the dynamism
of Chinese society that captures different rhythms between the past and the present, the East
and the West, the ordinary and the extraordinary. This dynamism evident in every phase of
artistic production set the stage for the creation of differences in the context of art.

The title of the exhibition “Essential Matters” derives from these qualities. It is not possible

to gather together on certain common grounds the subject matters of video works by Chinese
artists. The artists invited to participate in the exhibition represent different generations that
use video technique, ranging from Zang Peili (born 1957) to Tao Hui (born 1987). This pluralism
has been decisive also in terms of the exhibition’s conceptual framework since it both grants
the exhibition a historical perspective and enables the viewers to grasp the “differences of
approach” between generations. | tried to display recent works (single channel video) of the
artists participating in the exhibition. The subject matters of these video works scrutinize
different aspects of “everyday life” by means of social, economic and political facts. This point
of view aims to look at the Chinese culture not from the outside but from the “inside” avoiding
biases and stereotypes as much as possible, and through a “natural” perspective. Since
“Essential Matters” in this context was a title deriving from the conversations | had with the
artists, | found it better to make references to both its normal and ironic associations without
translating it into Turkish. For in my dialogues with many artists including Ma Qisha (Figure 33)

35.Kwan Sheung Chi, Hong Kong, 8.10.2012 36.Xu Zhen Madeln Company, Pekin, 18.10.2012
Xu Zhen Madeln Company, Peking, 18.10.2012



Hong Kong Deneyimleri 32

Gagdas sanat baglaminda Hong Kong’un son yillarda edindigi konum azimsanamayacak bir
durumda. Kurulma siireci icinde olan M+ Miizesi, vakiflasarak giincel sanati destekleyen &zel
koleksiyoncular, cesur sergiler acan galeriler, uluslararasi sanat fuarlari, en énemlisi isimlerini
basarili projeleriyle duyuran geng sanatgilarin varlig§i Hong Kong’u resmen uluslararasi

cagdas sanat haritasinda konumlandirmayi basardi. Serginin hazirliklan sirasinda iki kez
ziyaret ettigim Hong Kong’da gecirdigim vakit, hem bu kentin 6zel konumunu, hem de
buradaki sanatsal iiretimi anlamama yardimci oldu. izlenimlerim hakkinda yazilar® yazdigim
icin?, tekrara dismemek amaciyla meydanlardaki olaganiistii atmosfere tekrar deginmek
istemiyorum.

155 yillik Ingiliz mandasindan sonra 1997’°de Cin Halk Cumhuriyeti’nin bir parcasi olan,

“One country, two systems” ana fikriyle 6zel yonetim bolgesi (SAR) olarak tanimlanan Hong
Kong, diinyanin en énemli finans merkezlerinden birisi. Neo Liberalizm’in bir yasam bi¢imi
olarak sekillendigi bu albenili kent, bir ¢irpida anlasiimasi miimkiin olmayan “karmasik”

bir biitiinlige sahip. Cin’in uluslararasi anlagsmalarla demokratik bir yonetim garantisi

verdigi bu kent, yakin zamana kadar yerel bir secime hazirlaniyordu. Ancak Pekin Hiikiimeti,
verdigi demokrasi s6zlinii tutmaya yanasmadi. Bu memnuniyetsizligin yarattig protesto
eylemleri, gecen yilin Eyliil ve Ekim aylarinda kentin merkez bolgelerinde hizla yayildi. (Resim
37) Protestocularin kendilerini kavurucu giinesten korumak icin kullandiklari rengarenk
semsiyeleri nedeniyle “Semsiye Devrimi” ismi verilen bu eylemler, sari renkli kurdelelerle
sembolize ediliyordu. Hong Kong’lular ne istiyorlar ve neyi protesto ediyorlardi? (Resim 38)
Bunu gozlemlemek icin aksamlar kentin farkli bolgelerindeki eylem alanlarina giderek fotograf
cekmeye, protestocularla konusmaya basladim. Eylemler basladigindan beri sanatgilarin
destegiyle olusturulan duvaryazilar, afisler, el ilanlari, stensil kaliplari, “Semsiye Devriminin”
temsilciligini Gistleniyordu (Resim 39).

Protesto eylemleri sirasinda aktif olarak ¢calisan sanatgilardan biri olan Lee Chung Fung’la
(Resim 40), Ellen Pau ve Mandy Wong’un yardimlarini gérdiim. Bu gen¢ sanatgi, komsuluk
iliskilerine dayanarak cagdas sanati Hong Kong’un sanatla pek fazla ilgisi olmayan fakir
bélgelerinde tanitmayi hedefleyen Wooferten Sanat Merkezi’nin kurucularindan biriydi. Kentin
merkezi bélgelerinden biri olan tinlii Nathan Road’a yakin, genelde dar gelirlilerin yasadigi

bir bolgede olan Wooferten, beyaz duvarlari olan siradan bir sergi merkezi degil. Burada

genc sanatgilardan olusan bir grup, (Lee Chen Fung, Kai Fong, Varji Fong, Ronald Ip, Michael
Leung, Fred Ma, Lim Lo) bélgede yasayanlarla birlikte ¢alisarak farkli sorunlara ¢éziim ariyor.

8  http://www.radikal.com.tr/kultur/silah_yerine_kitap_ve_cep_telefonu-1218522, Erisim tarihi: 2.2.2015
9 http://www.radikal.com.tr/kultur/silah_yerine_kitap_ve_cep_telefonu-1218522, Erisim tarihi: 2.2.2015

37.Semsiye Devrimi Merkezi, Hong Kong, 1.10.2014 38.Semsiye Devrimi Merkezi, Hong Kong, 1.10.2014
Umbrella Revolution Central, Hong Kong, 1.10.2014 Umbrella Revolution Central, Hong Kong, 1.10.2014



living in Beijing, Li Xiaofei working in Shanghai (Figure 34), Kwan Sheung Chi from Hong Kong
and Xu Zhen the founder of Madeln Company, we constantly talked about the challenges of
artistic production, about the struggle to survive and the basic necessities. The expression of
“Essential Matters” was common to all these conversations. Since | see that this expression
comes up from different perspectives in the selected video works, | have to say that it is as if
the title of the exhibition appeared on its own accord. For the exhibition, | had to focus only on
videos that could be screened by projection. Therefore | considered exhibiting the video works
by dividing the space in Borusan Contemporary into two in such a way that it would refer to
the “Yin and Yang”” philosophy that is still today influential in Chinese Art. Thus the contrasts,
bipolarity and oppositions observed in the works found also a spatial significance.

Hong Kong Experience

Hong Kong’s position that it achieved in recent years cannot be underestimated. M+ Museum
thatis in the founding process, private collectors who support contemporary art as they
institutionalize, galleries that host courageous exhibitions, international art fairs and above all
young artists that made their names with successful projects, placed Hong Kong on the map

of international contemporary art. The process | witnessed in Hong Kong, which | visited twice
during the preparations for this exhibition, helped me understand both the specific position

of this city and the dynamics of artistic production there. Since | already wrote® articles?

about my impressions, in order to avoid repeating myself, | do not want to mention again the
extraordinary atmosphere | witnessed in the squares.

Hong Kong that became a part of the People’s Republic of China in 1997 after 155 years of
British mandate and identified as Special Administrative Region (SAR) with the main idea of
“One country, two systems,” is one of the world’s most important financial centers. This alluring
city where Neo Liberalism is transformed into a lifestyle has an integritvy that is complicated

to decipher at once. This city, to which China grants the guaranty of democratic governance

with international agreements, was preparing for a local election until recently. However the
Beijing government refused to keep its promise of democracy. The protests originating from
this dissatisfaction rapidly spread to the city’s central districts during September and October
last year. (Figure 37) This movement took the name “Umbrella Revolution” thanks to the colorful
umbrellas that the protesters were using to protect themselves from the scorching sun and

it was symbolized by yellow ribbons. What did the people of Hong Kong want and what were
they protesting? (Figure 38) In order to observe this, | began taking pictures as | visited the
protests in different parts of the city and | began talking to the protestors. Graffiti paintings,

7  http://tr.wikipedia.org/wiki/Yin_ile_Yang, Date accessed: 13.2.2015
8  http://www.radikal.com.tr/kultur/silah_yerine_kitap_ve_cep_telefonu-1218522, Date accessed: 2.2.2015
9  http://www.radikal.com.tr/kultur/silah_yerine_kitap_ve_cep_telefonu-1218522, Date accessed: 2.2.2015
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Umbrella Revolution, Admiralty, Hong Kong, 2.10.2014 Hong Kong, 7.10.2014
Lee Chung Fung, WooFerTen Center,
Hong Kong, 7.10.2014



ilk bakista bir tiir sosyal sorumluluk projesi gibi goziikse de, Woferten merkezi, sanatcilarla
birlikte calisarak politik, sosyal ve etik bir bilgilendirme, bilin¢lendirme siirecini devreye
sokmaya calisiyor. Bunlardan bir tanesi de 1989’da Hong Kong’daki Pitt Street Ayaklanmasi°
tizerine. Bu ve buna benzer grup ¢alismalari sanatin sadece miizelerde, beyaz duvarli
mekanlarda degil, glincel yasamin icinde de yer alabileceginin isareti olarak farkli tecriibelerin
kapilarini araliyor. Hong Kong’da Eyliil ve Ekim 2014’te yasananlar, zaten sergide de yer

alan birkag calismada da goriilebilecegi gibi, bu kentin bellegine kazindi. Yeni gérselliklerin
kapilarini aralayan bu tecriibeler, “Essential Matters” projesinin de ana hedeflerinden birini
olusturuyor.

2012 ile 2015 arasindaki siirece yayilan sergi hazirliklari sirasinda birgok kisi ve kurumun
yardimini gérdiim. Bu isimleri siralamadan once, proje kararini veren Ahmet Kocabiyik’a,
destegini kosulsuz olarak her zaman siirdiiren Borusan Contemporary ekibine ve esim
Demet’e tesekkiiriin 6tesinde bor¢lu oldugumu biliyorum. Sergiye katilan sanatcilarin tamami
gosterdikleri anlayisla, zorluklarr asmam i¢in her zaman destek oldular. Onlarin yani sira
asagidaki kisilerin yardimlari olmasaydi bu projeyi tamamlamam mimkiin olmayacakti.
Kendilerine tesekkiir ederim.

(Soyadina gore alfabetik olarak):

Aaajiao, Shanghai; Claudia Albertini, Hong Kong; Alice Broi, Pekin; Pan Baohui, Pekin;jutta
Bobbe, Pekin; Roberto Ceresia, Shanghai; He Cong, Guangzhou; Nikita Yinggian Cai,
Guangzhou; Ginie Shi Collins, Hong Kong; Yung Y Ciao, Shanghai; Collin Chinnery, Pekin;
Alexia Dehaene, Shanghai; Karma Douzi, Londra; Bao Dong, Pekin; Lorenz Helbling, Shanghai;
Lu Jingjing, Pekin; Chen Chieh-Jen, Taipei; Alexis Kouzmine-Karavaieff, Briiksel; Chistopher
Lee, Hong Kong; Hsinke Lee, Pekin; Aenon Loo, Hong Kong; Zhao Mengzhou, Pekin; Amanda
Nie, Shanghai; Sun Ning, Pekin; Jérdme Sans, Shanghai; Dr. Bernhard Serexhe, Karlsruhe;
Yuan Shun, Shanghai; David Tung, Pekin; Paula Tsai, Pekin; Yun, Shanghai; Fay Yeong,
Shanghai; Alice Yuan, Pekin; Lucie Yang, Shanghai; Pei-Yu, Taipei; Jo Zhang, Pekin; Li Zhenhua,
Hong Kong; Zhang Wei, Guangzhou; Fujui Wang, Taipei; Simon Wang, Shanghai; Mendy Wong,
Hong Kong; Michael Wu, Taipei; Charlotte Wu, Taipei; Leo Xu, Shanghai.

Subat 2015, Diisseldorf

10 http://www.tomorrowsixtyfour.com/#!him-lo/c1jéw, Erisim Tarihi: 13.2.205
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posters, flyers and stencil works created by the support of artists became representatives of the
“Umbrella Revolution” since the movement took action. (Figure 39)

I met one of the artists actively working during the protests, Lee Chung Fung, (Figure 40)
thanks to Ellen Pau and Mandy Wong. This young artist was one of the founders of Wooferten
art center that aims to introduce contemporary art to poor neighborhoods of Hong Kong that
do not usually have much to do with art. Wooferten, close to one of Hong Kong’s central
areas the famous Nathan Road, and which is an area mostly inhabited by low-incomers and
the underprivileged, is not an ordinary exhibition center with white walls. A group of young
artists (Lee Chan Fung, Kai Fong, Varji Fong, Ronald Ip, Michael Leung, Fred Ma, Lim Lo) seek
solutions to various problems working with the locals. Although it may appear at first sight like
a kind of social responsibility project, Wooferten focuses on late history and while realizing
performances it attempts to activate a process of political, social and ethical information as
well as awareness. One of these projects is about the Pitt Street Riot* in Hong Kong that took
place in 1989. This and similar group works facilitate different experiences which evidence
that art might be involved not only in museums and white cubes but also in daily life. What
happened in Hong Kong in 2014 during September and October left its mark in the memory of
this city and this could be observed in several works included in the exhibition. Opening the
doors to new visual experiences is also one of the main goals of “Essential Material” project.

As | was preparing for this exhibition extending over a period between 2012 and 2015, | received
help from many individuals and institutions. Before | list these names, | am aware that | owe
more than a gratitude to Ahmet Kocabiyik who decided to realize this project, to the Borusan
Contemporary team and to my wife Demet. All of the participating artists helped me overcome
difficulties as they showed understanding. Besides these people, if it was not for the names |
list below | could not complete this project. | thank them all.

(In alphabetical order listed by surname):

Aaajiao, Shanghai; Claudia Albertini, Hong Kong; Alice Broi, Beijing; Pan Baohui, Beijing;

Jutta Bobbe, Beijing; Roberto Ceresia, Shanghai; He Cong, Guangzhou; Nikita Yinggian Cai,
Guangzhou; Ginie Shi Collins, Hong Kong; Yung Y Ciao, Shanghai; Collin Chinnery, Beijing;
Alexia Dehaene, Shanghai; Karma Douzi, London; Bao Dong, Beijing; Lorenz Helbling, Shanghai;
Lu Jingjing, Beijing; Chen Chieh-Jen, Taipei; Alexis Kouzmine-Karavaieff, Brussels; Chistopher
Lee, Hong Kong; Hsinke Lee, Beijing; Aenon Loo, Hong Kong; Zhao Mengzhou, Beijing; Amanda
Nie, Shanghai; Sun Ning, Beijing; Jérdme Sans, Shanghai; Dr. Bernhard Serexhe, Karlsruhe; Yuan
Shun, Shanghai; David Tung, Beijing; Paula Tsai, Beijing; Yun, Shanghai; Fay Yeong, Shanghai;
Alice Yuan, Beijing; Lucie Yang, Shanghai; Pei-Yu, Taipei; Jo Zhang, Beijing; Li Zhenhua, Hong
Kong; Zhang Wei, Guangzhou; Fujui Wang, Taipei; Simon Wang, Shanghai; Mendy Wong, Hong
Kong; Michael Wu, Taipei; Charlotte Wu, Taipei; Leo Xu, Shanghai.

February 2015, Diisseldorf

10 http://www.tomorrowsixtyfour.com/#!him-lo/c1jéw, Date accessed: 13.2.205
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Miao Xiaochun
Disillusion
2010-12
10
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Zhang Peili
Portraits
2012
22
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Fang Lu
Cinema
2013
16’



Ran Huang
Blithe Tragedy
2010
1446”

44
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Hu Xiangquian
Acting Out Artist
2012
14'56”

46



47



Wang Sishun
Truth
2014
a7”

48



49



Xu Zhen
Continuously
2012
11°35”
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Jin Shan
Untitled
2013
2'35”

52



Pei Li
Ms Lonely
201
5

53



Lu Chensheng
No Discussion Of Our Future till you stop
slurping your soup and pee quietly
2014
5

54



55



Zhou Tao
After The Reality
2013
14

56






Cheng Ran
Rock Dove
2009
5

58



59



Yan Xing
The History of Fuge
2012
533"
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Ma Quisha
Rainbow
2013
10



Kan Xuan
Garbage
2011
5

62
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Chen Tong
Combine Harvester
2013
P

64
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Huang Xiaopeng
Hit Me Baby One More Time
2010
3'35”

66



67

Li Xiaofei
A Foreign Boss
2010
6'50”



Chen Hangfeng
Invasive Species - the vegetahles
2015
5

68



69

HU Jieming
From Architectural Imnmanance
2002
625"



Zhang Ding
Buddha Jumps over the Wall
2012
9

70



71

Song Tao
Pride
2004
r



Shi Yong
Could Fly Much Higher
2002
9

72



73

Liang Yue
3 Guys
2006
12°45”



Li Pinghu
Flight Line
2007
457"

74



75



Yang Fudong
Lock Again
2004
3

76



77

Chen Xiaoyun
Fly With You
2007
2’ 38”



Yang Zhenzhong
Passage
2012
1419”

78
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Chen Zhou
Spanking the Maid Il
2012
13

80



81



Li Ran
Untitled - Song of the Lakebed
2014
710"
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83



Tao Hui
The Dusk of Teheran
2014
¥
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Kwan Sheung Chi and Wong Wai Yin
“To defend the core values is the core of the core values”
2012
558"
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Li Ming
361
2014
551"

88
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Xu Zhe
Wake Flow
2012
351”7

90
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Wong Ping
Looking at the Small Sky
2013
342”7
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Kingsley Ng
+22° 16’ 17" +114° 8’ 59”
2008
1

94



95



Morgan Wong
Plus-Minus-Zero
2010
3

96



97



Lee Chung Fung
Pitt Street Riot
2015
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Sergilenen Eserlerin Listesi List of Exhibited Works

1. Miao Xiaochun (dogum tarihi 1964, Pekin’de yasiyor / born in 1964, based in Beijing)
Disillusion, 2010-12, 3D Computer Animation, 10’, Single-channel video
Courtesy: The Artist

2. Zhang Peili (dogum tarihi 1957, Hangzhou’da calisiyor / born in 1957, based in Hangzhou)
Portraits, 2012, 22’, sound, Single-channel video
Courtesy: The Artist and Boers-Li Gallery, Beijing

3. FangLu (dogum tarihi 1981, Pekin’de calisiyor / born in 1981, based in Beijing)
Cinema, 2013, 16’°, sound, Single-channel video
Courtesy: The Artist and Boers-Li Gallery, Beijing

4. Ran Huang (dogum tarihi 1982, Pekin’de calisiyor / born in 1982, based in Beijing)
Blithe Tragedy, 2010, 14’ 46”, sound, Single-channel video
Courtesy: The Artist and Long March Gallery, Beijing

5. Hu Xiangquian (dogum tarihi 1983, Pekin’de calisiyor / born in 1983, based in Beijing)
Acting Out Artist, 2012, 14’ 56", sound, Single-channel video
Courtesy: The Artist and Long March Gallery, Beijing

6. Wang Sishun (dogum tarihi 1979, Pekin’de calisiyor / born in 1979, based in Beijing)
Truth, 2014, 4’17, sound, Single-channel video
Courtesy: The Artist and Madeln Gallery, Shanghai

7. MadelN Company, Xu Zhen (dogum tarihi 1977, Sanghay’da calisiyor / born in 1977, based Shanghai)
Continuously, 2012, One Channel Video, 11.35 min, Single-channel video
Courtesy: The Artist and Madeln Gallery, Shanghai

8. Jin Shan (dogum tarihi 1976, Hangzhou’da calisiyor / born in 1976, based in Hangzhou)
Untitled, 2013, 2’ 35", Single-channel video
Courtesy: The Artist and Platform China Gallery, Beijing

9. PeiLi (dogum tarihi 1985, Pekin’de calisiyor / born in 1985, based in Beijing)
Ms Lonely, 2011, 5°, sound, Single-channel video
Courtesy: The Artist and Platform China Gallery, Beijing

10. Lu Chensheng (dogum tarihi 1968, Sanghay’da calisiyor / born in 1968, based in Shanghai)
No Discussion Of Our Future till you stop slurping your soup and pee quietly, 2014, 5,
sound, Single-channel video
Courtesy: The Artist and Vitamin Creative Space, Guangzhou, Beijing

11. Zhou Tao (dogum tarihi 1976, Pekin’de calisiyor / born in 1976, based in Beijing)
After The Reality, 2013, 14’, sound, Single-channel video
Courtesy: The Artist and Vitamin Creative Space, Guangzhou, Beijing

12. Cheng Ran (dogum tarihi 1981, Hangzhou’da calisiyor / born in 1981, based in Hangzhou)
Rock Dove, 2009, 5°, sound, Single channel video
Courtesy: The Artist and Urs Meile Gallery Beijing

13. Yan Xing (dogum tarihi 1986, Pekin’de calisiyor / born in 1986, based in Beijing)
The History of Fuge, 2012, 5’ 33", Single-channel video
Courtesy: The Artist and Urs Meile Gallery Beijing

14. Ma Quisha (dogum tarihi 1982, Pekin’de ¢alisiyor / born in 1982, based in Beijing)
Rainbow, 2013, 10’, Single channel video
Courtesy: The Artist and Beijing Commune Gallery, Beijing

15. Kan Xuan (dogum tarihi 1972, Amsterdam’da calisiyor / born in 1972, based in Amsterdam)
Garbage, 2011, 5°, sound, Single-channel video
Courtesy: The Artist and Galleria Continua, San Gimiliano, Les Moulins, Beijing

16. Chen Tong (dogum tarihi 1962, Guangzhou’da calisiyor / born in 1962, based in Guangzhou)
Combine Harvester, 2013, 6°, sound Single-channel video
Courtesy: The Artist and Video Buero, Guangzhou, Beijing



17. Huang Xiaopeng (dogum tarihi 1960, Guangzhou’da calisiyor /
born in 1960, based in Guangzhou)
Hit Me Baba One More Time, 2010, 3’35” Single-channel Video
Courtesy: The Artist

18. Li Xiaofei (dogum tarihi 1973, Sanghay’da calisiyor / born in 1973, based in Shanghai)
A Foreign Boss, 2010, 6’50”", sound, Single-channel Video
Courtesy: The Artist

19. Chen Hangfeng (dogum tarihi 1974, Sanghay’da calisiyor / born in 1974, based in Shanghai)
Invasive Species - the vegetables, 2015, 5’ single-channel video
Courtesy: The Artist

20. HU Jieming (dogum tarihi 1976, Sanghay’da calisiyor / born in 1976, based in Shanghai)
From Architectural Immanance, 2002, 6’ 25” single-channel video
Courtesy: The Artist and ShanghArt Gallery, Shanghai

21. Zhang Ding (dogum tarihi 1980, Pekin’de calisiyor / born in 1980, based in Beijing)
Buddha Jumps over the Wall, 2012, 2’, single-channel video
Courtesy: The Artist and ShanghArt Gallery, Shanghai

22.Song Tao (dogum tarihi 1979, Sanghay’da calisiyor / born in 1979, based in Shanghai)
Pride, 2004, Black and White, 1°, single-channel video
Courtesy: The Artist and ShanghArt Gallery, Shanghai

23. Shi Yong (dogum tarihi 1963, Sanghay’da calisiyor / born in 1963, based in Shanghai)
Could Fly Much Higher, 2002, 2, single-channel video
Courtesy: The Artist and ShanghArt Gallery, Shanghai

24. Liang Yue (dogum tarihi 1979, Sanghay’da calisiyor / born in 1979, based in Shanghai)
3 Guys, 2006, 12’ 457, single-channel video
Courtesy: The Artist and ShanghArt Gallery, Shanghai

25. Li Pinghu (dogum tarihi 1976, Sanghay’da calisiyor / born in 1976, based in Shanghai)
Flight Line, 2007, 4’ 57, single-channel video
Courtesy: The Artist and ShanghArt Gallery, Shanghai

26.Yang Fudong (dogum tarihi 1971, Sanghay’da calisiyor / born in 1971, based in Shanghai)
Lock Again, 2004, 3°, 16mm film transferred to DVD, sound by Miya Dudu,
single-channel video
Courtesy: The Artist and ShanghArt Gallery, Shanghai

27. Chen Xiaoyun (dogum tarihi 1971, Sanghay’da calisiyor / born in 1971, based in Shanghai)
Fly With You, 2007, 2’ 38”, single-channel video
Courtesy: The Artist and ShanghArt Gallery, Shanghai

28.Yang Zhenzhong (dogum tarihi 1968, Sanghay’da calisiyor / born in 1968, based in Shanghai)
Passage, 2012, 14’ 19”, single-channel video
Courtesy: The Artist and ShanghArt Gallery, Shanghai

29. Chen Zhou (dogum tarihi 1986, Pekin’de calisiyor / born in 1986, based in Beijing)
Spanking the Maid Il, 2012, 13’, single-channel video
Courtesy: The Artist and Aike Dellarco Gallery, Shanghai

30. Li Ran (dogum tarihi 1986, Pekin’de calisiyor / born in 1986, based in Beijing)
Untitled - Song of the Lakebed, 2014, 7’ 10”, single-channel video
Courtesy: The Artist and Aike Dellarco Gallery, Shanghai

31. Tao Hui (dogum tarihi 1987, Pekin’de ¢alisiyor / born in 1987, based in Beijing)
The Dusk of Teheran, 2014, 4’, single-channel video
Courtesy: The Artist and Aike Dellarco Gallery, Shanghai



32.

33.

34.

35.

36.

37.

Kwan Sheung Chi and Wong Wai Yin (dogum tarihleri 1980 ve 1981, Hong Kong’da calisiyorlar / 112
born in 1980 and 1981, both based in Hong Kong)

“To defend the core values is the core of the core values”, 2012, 5’58”, single-channel video

Courtesy: The Artists and Osage Gallery, Hong Kong, Shanghai

Li Ming (dogum tarihi 1986, Hangzhou’da calisiyor / born in 1986, based in Hangzhou)
361, 2014, 5’51, single-channel video
Courtesy: The Artists and Antenne Space, Shanghai

Xu Zhe (dogum tarihi 1976, Sanghay’da calisiyor / born in 1976, based in Shanghai)
Wake Flow, 2012, 3’51”’, sound, single-channel video
Courtesy: The Artists and Ifa Gallery, Brussels, Shanghai

Wong Ping (dogum tarihi 1985, Hong Kong’da calisiyor / born in 1985, based in Hong Kong)
Looking at the Small Sky, 2013, 3°42” single-channel video
Courtesy: The Artists

Kingsley Ng (dogum tarihi 1980, Hong Kong’da calisiyor / born in 1980, based in Hong Kong)
+22°16’ 17” +114° 8’ 59”, 2008, 1’,
Courtesy: The Artists

Morgan Wong (dogum tarihi 1984, Hong Kong’da calisiyor / born in 1984, based in Hong Kong)
Plus-Minus-Zero, 2010, 3’
Courtesy: The Artists



