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MOUNIRA AL SOLH

Born 1978, Beirut
Lives and works in Beirut

YTO BARRADA

Born 1971, Paris
Lives and works in Tangier

MIRCEA CANTOR

Born 1977, Oradea, Romania
Lives and works in Paris

SLAVS AND TATARS

Collective of polemics and
intimacies devoted to Eurasial

Curious acts and seemingly small gestures unite the works
in this exhibition. Artists Mounira Al Solh, Yto Barrada,
Mircea Cantor and the collective Slavs and Tatars devise
playful interventions into their everyday environments,
combining social comment and investigation with humour or
irony fo throw off our habits of thinking. Emerging from the
specific contexts in which they are made, the light-hearted
approach of these works belies the artists’ acute socio-
political insights.

The title of the exhibition is taken from Mircea Cantor’s
2011 video of the same name in which a single take of a
child saying ‘I decided not to save the world’ is shown on a
continuous loop. The work is emblematic of the complexity
that underlies the simplest of statements and is typical of
the way Cantor responds to contemporary concerns using
simple and direct gestures.

Yto Barrada is known for the playful nature of her work,
rooted in the specific context of Tangier, Morocco, where
she lives and works. Her sculpture, poster series and film
included in this exhibition use humour and satire to address
the country’s rapid modernisation.

Rawane’s Song 2006, an autobiographical video by Mounira
Al Solh, is a witty take on her struggle to make work about
the Lebanese wars in the wake of the previous generation
of Beirut artists. Ironically it ends up addressing exactly the
issues she claims to be avoiding.

Slavs and Tatars’ practice examines a region they describe
as ‘east of the former Berlin Wall and west of the Great
Wall of China.” Their text-based works and installations

are taken from a variety of sources and play with double-
meanings, mistranslation, language barriers and notions of
the dichotomy between east and west.




MOUNIRA AL SOLH

1978'de dogdugu Beyrut'ta
yasiyor ve calisiyor.

YTO BARRADA

1971°de Paris'te dogdu.
Tanca’da yasiyor ve calisiyor.

MIRCEA CANTOR

1977'de Bihor'da dogdu.
Paris'te yasiyor ve calisiyor.

SLAVS AND TATARS

Avrasya’ya candan bagl Slavs and Tatars,
polemik ve yakinlklarin kolektifi!

GorunUrde kigUk olan jestler ve tuhaf eylemler, bu sergideki
isleri birbirine baglyor. Mounira Al Solh, Yto Barrada, Mircea
Cantor ve sanatci kolektifi Slavs and Tatars ginlik hayata
oyuncu miudahaleler tasarliyor; sosyal kesif ve yorumu
mizah ve ironiyle birlestirerek disinme aliskanliklarimizi
bozuyorlar. Calistiklari 6zgUl baglamlardan ortaya cikan
islerin kaygisiz yaklasiminin altinda sanatcilarin derin sosyo-
politik anlayislari yatiyor.

Serginin bashgi, kicUk bir cocugun tek bir karede “I decided
not to save the world” [DUnyay! kurtarmamaya karar
verdim] deyisinden olusan Mircea Cantor'un 2011 tarihli,
ayni adli videosundan geliyor. En basit ifadelerin altindaki
karmasikligl simgeleyen bu is, Cantor’un gincel endiseleri
basit ve dolaysiz jestlerle ele alisinin tipik bir gostergesi.

Yto Barrada, yasadigl ve ¢alistigl Fas’in Tanca sehrindeki
0zgUl baglamdan beslenen islerinin oyuncu dogasiyla
biliniyor. Bu sergi kapsamindaki heykel, manifesto ve
filmden olusan isleri, mizah ve alay Uzerinden sanat¢inin
Ulkesindeki modernlesme surecini konu aliyor.

Mounira Al Solh, 2006 yapimi Rawane’s Song [Rawane’nin
Sarkisi] adli otobiyografik video isinde, onceki
jenerasyonlardan gelen Beyrut sanatcilarinin golgesinde
LUbnan savaslarina dair is Uretme ugrasilarini esprili ve
zekice ele aliyor. Sanatci, ironik bir sekilde, tam da sakinmak
istedigi konulardan bahsetmis oluyor.

Slavs and Tatars'in sanat pratigi ise, “eski Berlin Duvari'nin
dogusundan Cin Seddi‘nin batisina” seklinde sinirladiklari
bélgeyi incelemekten olusuyor. Metin bazli isleri ve
enstalasyonlari bircok kaynaktan geliyor ve ¢ift anlamh
sozler, yanlis ceviriler, dil engelleri ile Dogu ve Batl
arasindaki ikiye bolunmUsluk gibi kavramlarin

Uzerine gidiyor.




HUMOUR ME

Duygu Demir

Freedom produces jokes
and jokes produce freedom.!
Jean Paul Richter

Humour has many relatives:
jokes, playfulness, parody,
irony, sarcasm and the
absurd. Perhaps what is
common to all is a sort of
‘sense in nonsense,’ through
which these subversive
tendencies can become tools

for resisting empirical reason.

For Freud, quite ambitiously,
the dynamic of a joke carries
us from ‘bewilderment to
enlightenment.’ Playfulness,
parody or irony, on the other
hand, can be considered

as more anarchic, resisting
purpose and recognising
‘truth and knowledge as
contingent.”?

While these terms and their
nuances are employed in
slightly different ways under
the umbrella of humour,
they all have the potential
to challenge and offer comic
relief at the same fime;

this simultaneous push and
pull creates a space where
small gestures tackle big
issues.> When main avenues
of dissent are unavailable,
humour offers artists a
strategy for combining the

TAHAMMUL ET BANA

EGLENDIR BENI

Duygu Demir

Ozgurluk sakalari Uretir ve
sakalar da 6zgurlugu.!
Jean Paul Richter

Mizahin pek cok akrabasi
var; fikralar, sakacilik, parodi,
ironi, alay ya da absurtluk.
Belki de hepsinin ortak yani,
altUst edici egilimlerini bir
cesit “manasizliktaki mana”
aracilihgiyla mantiga karsi
koymak icin kullanmalari.
Freud'un epey iddiali

sekilde ileri sUrdugu Uzere,
fikranin dinamikleri bizi
“saskinliktan aydinlanmaya”
tasiyor. Sakacilik, parodi
veya ironi ise, maksada
direnmeleri, bilgi ve gercegi
“olasiliga dayal” olarak teshis
etmeleri nedeniyle daha
anarsik nitelendiriliyorlar.?
Mizah semsiyesi altinda
farkli sekillerde toplanan
bUtun bu terim ve nuanslar,
ayni anda hem meydan
okuma hem de komik bir
rahatlama firsati sagliyorlar,
bu simultane cekisme, kucik
jestlerin biyuk sorunlarin
Ustesinden geldigi yeni bir
alan aciyor.? Muhalefetin
ana yollari tikandiginda,
mizah, sanatcilara belirli bir
baglamdaki siyasete kisisel
bir tepki verebilecekleri bir
strateji sunarken, bir cesit
entelektUel keyif de yaratiyor.

politics of a given context
with a personal response, all
the while producing some
sort of intellectual joy.

Mircea Cantor’s videos
featuring his young son
testify to this point of contact
between the intimate and
the universal. In | decided
not to save the world, the
youth of the person making
the statement heightens the
absurdity of shouldering such
impossible responsibility
alone. The casual nature

of the video reinforces its
unsettling effect, but the
directness and apparent
sincerity of the statement
has an instant impact. In
Vertical Attempt, the same
protagonist is attempting

to cut a stream of running
water with a pair of scissors,
and perhaps cutting the

film as well, because the act
also marks the end of the
brief video. These videos
seem both rational and
absurd at the same time;
their nonchalant character
enforces their subversiveness.
The series of drawings, Easy,
depicts yet another simple
act, that of simulating walking
with two fingers and avoiding
a cardboard obstruction

by ‘stepping’ over it. All of
these works gesture to a
childish mental space - that
hopefully everyone still
preserves somewhere at the
back of their minds — where
all obstacles are really just
cardboard obstructions that
one can overcome simply.
Cantor’s vision seamlessly

Mircea Cantor‘un kicik
oglunun basrolde oldugu
videolari, mahrem ile
evrensel olan arasindaki

bu noktaya isaret ediyor.

| decided not to save the world
[Dunyay! kurtarmamaya
karar verdim] adl isinde

bu beyanda bulunan

kisinin gencligi, dunyay!
omuzlarinda tek basina
tasima sorumlulugunun
imkansizligi ile absirt bir
sekilde catisiyor. Videonun
siradan yapisi rahatsizlik
verici etkisini yukseltirken,
dolaysiz ve icten bu beyan ani
bir darbe yaratiyor. Vertical
Attempt [Dikey Deneme] adli
iste, ayni olay kahramani
musluktan akan suyu makasla
kesmeye calisiyor; belki bir
yandan da filmi kesiyor,
cUnkU bu hareket ayni
zamanda videonun sonunu
da getiriyor. Bu videolar ayni
anda hem akla yatkin hem de
absUrt gorunuyorlar; kayitsiz
ve sogukkanli mizaglan
yikiciliklarini giclendiriyor.
Easy [Kolay] adli ¢izim serisi
ise, baska bir basit hareketi
konu aliyor; yorime eylemini
simUle eden bir elin iki
parmagi karsisina cikan
mukavva engelin Uzerinden
atliyor. Bu islerin hepsi, butin
engellerin, kolayca Ustesinden
gelinebilecek mukavva
engellerden olustugu cocuksu
bir zihinsel alana isaret
ediyor. Canfor’un vizyonu,
oglunun dunyasiyla kusursuz
bir sekilde harmanlanirken
oyun fikrinin alisiimadik
yankilarini sergiliyor.



blends with the world of his
son, illustrating the unlikely
resonances of play.

If artists’ collective Slavs

and Tatars had a son, they
would name him Genghis,
Chingiz, Jenghiz, or even
Cengiz.* S&T have adopted
multiple forefathers who
could be from anywhere
between Berlin to Beijing.
Their mother-tongues are
various, but they are most
fluent in slogans that collapse
in on themselves. It is of
Utmost Importance that We
Repeat Our Mistakes as a
Reminder to Future Generations
of the Depths of Our Stupidity
testifies to a paradoxical
drive for both sloganeering
and self-effacement. In Jokes
and Their Relation to the
Unconscious, Freud discusses
several earlier theories about
jokes, including those of
Friedrich Theodor Vischer,
who defines joking as ‘the
ability to bind into a unity,
with surprising rapidity,
several ideas which are in
fact alien to one another both
in their internal content and
in the nexus in which they
belong.’ Freud also cites Emil
Kraepelin, for whom a joke

is ‘the arbitrary connecting
or linking, usually by means
of a verbal association, of
two ideas which in some way
contrast with each other.” The
practice of Slavs and Tatars is
very much in parallel to these
definitions of the dynamic of
a joke; their activities as a
collective could be described
as an ‘unholy marriage’

Sanatgl kolektifi Slavs and
Tatars'in [Slavlar ve Tatarlar]

bir oglu olsaydi adini Genghis,

Chingiz, Jenghiz veya
Cengiz dahi koyabilirlerdi.*
Kolektif, soyu Berlin ile
Pekin arasinda herhangi bir
yerden gelebilecek bircok
ata benimsemis. Birden
fazla anadilleri var, ama en
akici olarak kendi Uzerlerine
yikilan tezat sloganlarin
dilini konusuyorlar. It is of
Utmost Importance that We
Repeat Our Mistakes as a
Reminder to Future Generations
of the Depths of Our
Stupidity [Gelecek Nesillere
Aptalligimizin Derinliklerini
Hatirlatmak icin Hatalarimizi
Tekrarlamak Son Derece
Onemli], hem sloganlar
yaratmayi hem de kendini
gizlemeyi iceren paradoksal
gudulerini drnekliyor. Jokes
and Their Relation to the
Unconscious [Fikralar ve
Bilincalti ile iliskileril bashkl
makalesinde Freud, fikralara
iliskin farkli kuramlari
tartisirken, Friedrich Theodor
Vischer’in fikrayi “birbirine
icerik ve ait olduklan
baglanti noktalari agisindan
yabanci birkac fikri sasirtici
bir hiz ile bir bUtinloge
doénistirme yetisi” olarak
tanimlamasindan bahsediyor.
Freud ayni makalede, fikrayi
“birbiriyle bir sekilde tezat
dusen iki fikrin cogunlukla
sozel cagrisimla keyfi

olarak birlesimi” olarak
goren Emil Kraepelin‘inden
de s6z ediyor.® Slavs and
Tatars'in arastirma, 6grenme,
sergileme ve bazen fikren
benimsemedikleri konularda

between researching,
learning, exhibiting, and
publishing books that feature
things they don't agree with.
Tackling Islamic communism,
forcing together Iranian and
Polish revolutions, letting
opposing viewpoints collide in
their slogans, employing pop
language and erudite writing
simultaneously, S&T possess
all the attributes of a joker.

While S&T are happy to
assume as broad a cultural
heritage as possible, Mounira
Al Solh is uncertain about
claiming her own. On the
surface, her video Rawane’s
Song is a work about not
being able to make work.
Catching a glimpse of
cigarette packs, photographs,
invitations and various messy
surfaces in the artist’s studio,
we follow what we assume to
be the artist pacing around
in her pointy red shoes,
communicating with the
viewer through interruptions
of fext. Her ambivalence
about making work about the
Lebanese wars is explained
through her resistance to
being categorised as a typical
Lebanese artist expected to
be fluent in communicating
issues of national identity
through artworks. She
confesses to eating falafels
from the Israeli firm Maoz,
having nothing to say about
the war and to contradicting
herself. Summarising her
various failed attempts at
making work that would
satisfy these automatic art
world expectations that

kitap yayimlamanin “kutsal
olmayan evliligi’nden olusan
pratigi, fikranin dinamigine
dair bu iki tanima paralellik
gosteriyor. islami kominizm,
iran ve Polonya devrimlerini
birbirine benzetmeleri,

karsi fikirleri carpistirdiklar
sloganlari, populer dil ve
bilge Usluplu yazilarin birlikte
kullanimi gibi faaliyetleriyle
bir fikra anlaticisinin btin
ozelliklerine sahipler.

Slavs and Tatars, olabildigince
genis bir alana yayilan koltor
mirasini Uzerine almaktan
memnunken, Mounira

Al Solh kendine ait olani
sahiplenmekte tereddutl.
Rawane’s Song [Rawane'nin
Sarkisli], gérinirde aslen is
yapamamakla ilgili bir video.
Sanat¢inin sivri uclu kirmizi
ayakkabilarinin stodyoda
asagl yukari gezinirken
izledigimizi tahmin ettigimiz
ve arada sigara kutulari,
fotograflar, davetiyeler

ve birkag¢ daginik masa

Ust0 gorintusund hizlica
yakaladigimiz videoda,
sanaftgl izleyiciyle metin
kesintileri Uzerinden iletisime
geciyor. Lubnan’daki savaslar
Uzerine is Uretmekle ilgili
muUphemligi, Lobnanh tipik
bir sanatc kategorisine
konulmaya ve islerinde,
ulusal kimlik ile ilgili sorunlar
basarili bir sekilde anlatma
beklentisine gosterdigi
direnisle aciklaniyor. israil
sirketi Maoz'un falafellerinden
yemek, savas hakkinda
sOyleyecegi hicbir seyi
olmamak ve ¢ogu zaman
kendi kendisiyle celismek



come with her identity, Al
Solh addresses questions of
artists” moral responsibilities;
her serious misgivings come
across as comical confessions.
The irony is that in the end,
Rawane’s Song is addressing
precisely the issues it
seemingly rejects, not through
grandiose narratives that
instrumentalise the artist’s
cultural identity, but through
self-deprecating humour.

In the text A Modest Proposal
fo Modernize Morocco and
Maximize its Resources and
Efficiency, Yto Barrada’s
fictional character Yahya Sari
suggests that — for the greater
good of Morocco - the country
joins the European Union

and all of those without a
European passport (Moors) be
deported, only to be admitted
later, as carefully vetted
manual labourers. Assuming
a pamphleteering role akin

to eighteenth-century satirist
Jonathan Swift, Barrada

takes one political position

to its logical conclusion,
laying bare ugly truths of

a certain understanding of
progress for ‘geographically
blessed’ Morocco through
development, tourism and
gentrification.

Barrada’s text eloguently
describes ‘ragged palms
staring as though drugged
at the meaningless repetitive
crash of the empty waves.’
These palm trees of
Morocco - not truly native
but a colonial import — are
embodied in Barrada’s Palm

gibi aliskanliklarini itiraf
ediyor. Kimliginin getirdigi
ofomatik sanat dunyasi
beklentilerini tatmin etmek
Uzere yaptigl ve basarisizlikla
sonuclanan islerini 6zetle
anlatirken, sanatcilarin ahlaki
sorumluluklarina deginiyor;
bunu yaparken de ciddi
endiseleri komik itiraflara
dénusuyor. ironik olan

ise, Rawane’s Song tam da
gorinurde reddettigi konulara
dokunuyor, ama bunu
sanat¢inin kimligini kullanan
gorkemli anlatilar yerine
kendini elestiren bir cesit
mizah Uzerinden yapiyor.

A Modest Proposal to
Modernize Morocco and
Maximize its Resources

and Efficiency [Fas'l
Modernlestirme ve Kaynaklari
ile Verimliligini En YUksek
Seviyeye Getirmek icin
AlcakgdnUllu Bir Teklif] bashkh
metinde, Yto Barrada’nin
kurmaca karakteri Yahya Sari,
— Fas’in iyiligi icin — Ulkenin
Avrupa Birligi'ne katiimasini
ve Avrupa pasaportu olmayan
herkesin (Faslilarin) sonraki
bir zamanda 6zenle secilmis
agir isciler olarak Ulkeye
tekrar alinmak Uzere sinir

disi edilmesini 6neriyor.
Barrada, 18. yUzyil hicivcisi
Jonathan Swift'e benzer

bir rol Ustlenerek, politik

bir durus noktasini cizilen
mantik yolunun son noktasina
gotururken “cografi bakimdan
sansl” Fas’in turizm,
seckinlestirme ve kalkinma
Uzerinden sekillenen gelisme
anlayisinin cirkin gerceklerini
gozle gorundr kiliyor.

Sign, a sad and comical Las
Vegas rendition of the tree,
emanating red, blue and
yellow glimmers. Despite her
recognition of the palm as an
icon of tourism-driven self-
mythologising, in the video
Beau Geste Barrada hires a
few men to rescue a palm
tree in a development site.
Though the act has a certain
impossibility inscribed into
it, it also stands as a modest
symbol of the drive to save
or preserve. When you force
together two things that do
not fit, whether in life or in
humour, failure becomes an
inevitable part of the joke.

Whether employing satire,
humour, play or irony, these
artistic endeavours seem

to be modest gestures that
perhaps do not have instantly
legible political ambitions.
Through a subversion of
linear thought, however,

they throw off our habits of
thinking, creating a subtle but
important effect, introducing
subjective agency with a
peculiar charm.

Barrada’nin metni, “ddeta
anlamsizca tekrarlayan
dalgalarin vurusuyla
uyusturulmus bakimsiz
palmiyeleri” dokunakl bir
sekilde anlatiyor. Fas’in
-aslinda sémurgeci bir
ithalatin Gronu- palmiyeleri,
Barrada’nin Palm Sign [Palmiye
isareti] adli isindeki agacin Las
Vegas stilinde kirmizi, mavi
ve sari isiklarla sarilmis Gz0cU
ve gulung goruntisuyle vicut
buluyor. Barrada, palmiyenin
turizm amaclh bir ikon olarak
mitlestiriimeye calisildigina
dair farkindaligina ragmen, ‘
Beau Geste [Guzel Jest] oty []S;gji’)';gr”l
adli videosunda bir insaat paragraph 51
alanindaki palmiye agacinin 2Brenda Goldberg, ‘A
kurtariimasi igin birkag Genea'\ogy of Th/e Ridiculous,:
From ‘Humours’ to Humour
adam tutuyor. Bu eylem, in Outlines, Viol.l, (October
bir cesit imkansizlk iceriyor 1999), p.67
- . "
olmakla bilike, kurtarma e e
ya da Saklama gudusunun “Slavs and Tatars, A Thirteenth
alcakgondlli bir semboline Month Against Time, V132,
dénusiyor. Birbirine uymayan 2008
ki seyi birlicte olmaya S e
zorladiginizda — mizahta 1905, in The Arfists Joke
veya haya”a _ bagar|S|z||k, edited by Jennifer Higgie, 2007,
fikranin vazgecilmez bir p2et
parcasl oluyor.

' Jean Paul Richter, Vorschule

"Jean Paul Richter, Vorschule der
Asthetik [Estetik Okulu], 1804,

Alay, mizah, oyun veya II. kisim, 51. paragraf
H o 2Brenda Goldberg, A Genealogy
|rqn|y| kU“a.nan ve of the Ridiculous: From
mUtevazi birer eylem olarak "Humours’ fo Humour [GElung
nitelendirilebilecek bu Olanin Soyagaci: “Mizactan
Mizaha”, Outlines, Sayi: |,
sanatsal gayretler, aninda (EKim 1999), 5.67
okunabilen politik hirslara
sahip degiller. Hemen goze
carpmayan ama onemli
etkileri olan, cizgisel
disunceyi tepetaklak
ederek disinme

*Mika Hannula, The Politics of
Small Gestures [KUcUk Jestlerin
Politikasi], istanbul, 2006.

4Slavs and Tatars, A Thirteenth
Month Against Time [Zamana
Karsi On Gcuncu Bir Ayl, VI32,
2008

°Sigmund Freud, Jokes

aliskanlklarimizi sarsan and Their Relation fo the
bu ey|em|erin garip bir Unconscious [Fikralar ve

. . Bilingalti ile iliskileril, Artist’s
cazibesi var.

Joke kitabindan, ed. Jennifer
Higgie, 2007, 5.26-27



MOUNIRA AL SOLH

s ol
There were only songs about love and lovers,
and they were not even romantic.

Rawane’s Song/Rawane’nin Sarkisi 2006 (stills/videodan géruntu)
Courtesy of the artist and Galerie Sfeir-Semler, Beirut and Hamburg/
Sanatcinin ve Galerie Sfeir-Semler, Beyrut ve Hamburg'un izniyle

© Mounira Al Solh



YTO BARRADA

Beau Geste/ Guzel Jest 2009 (still/videodan géruntu)
Courtesy of the artist and Galerie Sfeir-Semler,
Beirut and Hamburg/Sanatcinin ve Galerie
Sfeir-Semler, Beyrut ve Hamburg'un izniyle

© Yto Barrada

-
The great
French Marshall Lyautey
onee asked his gardencr
to plant a iree.

The gardener objected that
the tree was slow-growing
and would not reach
maturity for 100 years.
The Marshall replied,
‘In that case, there is
no time to lose:
plant it this afiernoont’
”

e - s

A Modest Proposal/Alcakgénilli bir Oneri
2009-ongoing/2009'dan bu yana

Courtesy of the artist and Galerie Sfeir-Semler,

Beirut and Hamburg/Sanatcinin ve Galerie Sfeir-Semler,
Beyrut ve Hamburg’un izniyle © Yto Barrada



MIRCEA CANTOR

| decided not to save the world/

Dunyayr kurtarmamaya karar verdim

2011 (still/ videodan gorintu)

Courtesy of the artist and

Galerie Yvon Lambert, Paris/

Sanat¢inin ve Galerie Yvon Lambert
Paris’in izniyle © 2011 Mircea Cantor.

All rights reserved/Butun haklari saklidir.

Vertical Attempt/Dikey Deneme

2009 (still/ videodan gorunt)
Courtesy of the artist and

Galerie Yvon Lambert, Paris/
Sanat¢inin ve Galerie Yvon Lambert
Paris’in izniyle © 2011 Mircea Cantor.

All rights reserved/BUtun haklari saklidir.

Easy/ Kolay 2008

Lent by Mr and Mrs Barillari/

Barilliari ailesi tarafindan 6dung verilmistir.
© 2011 Mircea Cantor. All rights reserved/
BUtun haklari saklidir.




SLAVS AND TATARS

Wheat Molla/Bugday Molla 2011
Courtesy of the artists/Sanatcilarin izniyle
© Slavs and Tatars



IN BETWEEN:
YTO BARRADA AND
MIRCEA CANTOR

Kyla McDonald

Yto Barrada’s work is
practically synonymous with
the place where she lives.

In contrast, Mircea Cantor’s
work seemingly floats in a
metaphorical world where
location is never stated or
easily determined. Barrada’s
subject is Tangier, Morocco,
and she addresses the issues
that surround living in a place
riddled with paradoxes and
questions. Cantfor appears

to avoid any specific subject
related to geography; he is
Romanian by birth but has
lived in France for many
years. What Barrada and
Cantor have in common,
however, are the small
gestures that they both use to
explore larger concerns. Their
work typically employs acts of
a human scale: small, almost
imperceptible actions carried
out everyday that might go
unnoticed yet, collectively,
carry great meaning.

In her recent practice Barrada
has been investigating
Morocco’s attempts to
increase its tourism revenue
through urbanisation and

ARADA: YTO
BARRADA VE
MIRCEA CANTOR

Kyla McDonald

Yto Barrada ve isi, yasadigl
yerle 6zdeslesmis. Buna
karsin Mircea Cantor’un isi,
mekanin asla belirtilmedigi
ya da kolayca belirlenemedigi
metaforik bir dunyada

yUzer gibi. Barrada, Tanca,
Fas ve paradokslar ile
sorularla dolu bir yerde
yasamanin kusattigi sorunlari
konu ediniyor. Cantor ise,
cografyaya iliskin herhangi
bir konudan kaginiyor gibi
gorindyor; Romanya dogumlu
ama yillardir Fransa’da
yasiyor -kendisinden dnce

ve sonraki nicesinin izledigi
goc¢ yolundan ge¢mis o

da. Ne var ki, Barrada ve
Cantor’un ortak bir yonu var:
Daha buyiUk meseleleri ele
alirken kullandiklari kucuk,
gizli jestler. Her ikisinin isi
de, genel anlamda insani
boyutta edimleri inceliyor;
kicuk, neredeyse gorinmez
-ve fakat bir arada biyUk

bir anlam taslyan gundelik
eylemler bunlar.

Son dénemde Yto Barrada,
Fas’in milli gelirini turizm
yoluyla artirma amaciyla
yoneldigi ve giderek

gentrification. The palm

tree has therefore become
an important image in her
work — it is often used in
marketing campaigns about
Morocco as an icon of
exoficism. It is therefore ironic
that the tree is not native to
Morocco and was originally
imported. Such apparently
incidental local facts become
the focal point of Barrada’s
investigations; despite her
work’s relation to the wider
concerns of Morocco in
general, it is always rooted in
the particular and peripheral.
As she puts it: ‘People’s
everyday resistance shows
that they haven't consented
to dominance. I've always
been attentive to what lies
beneath the surface of public
behaviour.

In Beau Geste 2009 we
witness the attempt fo save a
solitary palm tree. Barrada’s
voice-over explains how

the cities of Morocco are
rapidly expanding through
the development of vacant
lots. Because of its protected
status, a single palm tree
can stand in the way of
landowners developing their
land; here the tree has been
sabotaged so that it will fall
down, enabling the owner
to build. Barrada attempts
to disrupt the action of the
landowner by trying to save
it from disease, rot and
eventual death. The short
film ends with the artist
stating that hopefully the
tree is saved ‘for a while at
least. The tree, one assumes,

hizlanan kentlesme ve
seckinlestirme surecini
arastiriyor. Bu baglamda
palmiye agaci, isinin 6nemli
bir imgesi haline gelmis -zira
palmiye, Fas'in pazarlama
kampanyalarinda ve yerel
egzotizm ikonu olarak siklikla
kullaniliyor. Ama ne ironiktir
ki bu agac Fas'a 6zgU degil,
aslen disaridan getirtilmis.
Bu tUrden yerel olgular,
Barrada’nin arastirmalarinin
odak noktasi haline geliyor
ve genelde Fas'in daha
yaygin meseleleriyle iliskili
olmasina ragmen isi, kokinu
ashinda periferiden alan bir
tarihe dayaniyor: “insanlarin
gundelik direnisleri, baskiya
boyun egmediklerini
gosteriyor. Kamusal
davranislarin altinda ne
yathigini her zaman anlamaya
calismisimdir.”

Beau Geste'de [GUzel Jest]
(2009), tek basina kalmis bir
palmiye agacini kurtarmaya
yonelik mitevazi bir girisime
tanikhk ediyoruz. Barrada’nin
arka plandaki sempatik

sesi, Fas'taki kentlerin, bos
alanlarin imariyla nasil hizl
bir sekilde genisledigini
anlatiyor. Genellikle

bir agacin varligi, arazi
sahiplerinin imar girisimlerini
engelleyebiliyor; burada da
bir agag, arazi sahibinin
insaata baslayabilmesi icin
sabote edilmis. Barrada
agaci hastalik, ¢irome

ve nihayetinde 6lmekten
kurtarmaya ve boylece

arazi sahibinin girisimini
baltalamaya calisiyor. Bu
kisa film, sanatcinin, agacin



will ultimately be consumed
by the rapid urbanisation
occurring in Morocco’s cities.
Barrada’s extreme specificity
of focus at first seems to
restrict a reading at a wider
level. However, the questions
of ecological destruction

and urban growth are of
global concern. Barrada’s
intervention is small and
may ultimately be futile, yet
her reasons are clear: ‘What
interests me is the gesture of
disobedience. It contains the
perspective for action.”

Cantor’s works could also be
categorised as gestures of
disobedience. In his video

| decided not to save the world
2011 a small child smiles at
the camera before uttering
the work’s title. In another
video, Vertical Attempt 20009,
a child uses a pair of scissors
to cut the water running
from a tap. In Easy 2008 two
fingers act as legs which,
over a series of nine pencil
drawings, walk effortlessly
over a piece of cardboard
that presents an obstacle.
Each seemingly simple

and devoid of a specific
context, they all display the
determination of making the
impossible possible. These
works have the simplicity and
sensitivity that runs through
much of Cantor’s art. Despite
being abstracted from any
discernable context — each
video is only seconds long

- the work is grounded in
issues of movement and
change. The child becomes
an instrument of innocent but

“en azindan bir sure icin”
kurtuldugunu soylemesiyle
son buluyor. izleyici, agacin
er ya da ge¢ Fas'ta buyuk
bir hizla gerceklesmekte
olan kentlesme tarafindan
yok edilecegi yargisina
variyor. Barrada’nin yeri
acikca belirtmesi, ilk basta
daha genis ve kiresel bir
okumayi sinirliyormus gibi
gorundyor. Oysa ekolojik
yok olus ve kentsel biyume
evrensel sorunlar: DUnyanin
dort bir yaninda, tek tip
evler ve eglence mekanlari
yaratmak Uzere dogal alanlar
yok ediliyor. Barrada’nin
midahalesi kucUk ve
sonunda bosa da olabilir,
ama gerekgesi gayet net:
“Beni baskaldiri ilgilendiriyor.
Bu, eylem icin bir perspektif
barindiryor.”?

Mircea Cantor'un isleri de
birer karsi hareket olarak
siniflandinilabilir. Cantor’un,

| decided not to save the world
[Dunyay! kurtarmamaya karar
verdim] 2011 adli videosunda
kic¢Uk bir cocuk kameraya
gulumsedikten sonra isin
adini soyluyor. Vertical Attempt
[Dikey Deneme] 2009 adli

bir baska videoda bir cocuk,
musluktan akan suyu makasla
kesiyor. Easy [Kolay] 2008 adli
videodaysa iki parmak, bir
cift bacak gibi hareket ediyor
ve dokuz cizim boyunca, bir
engel olusturan kartonun
Uzerinden rahatca geciyor.
Her biri basit ve belirli bir
baglamdan yoksun bu
videolar, imkansizi mumkuin
kilmaya yonelik kararlilig
sergiliyor. Tipik sekilde bu

incisive probing. ‘I decided
not to save the world’ can
refer to the widest possible
context. However, in the
child’s mind, what does

the world consist of but his
immediate vicinity, his family
and the place where he lives?
The statement is naive yet
has a political charge that can
lead the viewer to question
their place in the world.

Writer Mika Hannula
proposes that ‘for it to be
meaningful, a small gesture
cannot happen in a vacuum,
outside of anything and
everything. It happens, it
becomes something that is
always an integral, important
part of a particular context.”
Eastern Europe has a rich
history of artists who produce
art works from small acts

of resistance, usually with
modest materials and

often against strict political
regimes. Slovakian artist
JUlius Koller (1939-2007), for
example, produced works of
small scale that constantly
questioned the world around
him and his cultural context.
Jiri Kovanda (born 1953)
made a number of actions
and sculptural interventions
in the former Czechoslovakia
during the 1970s that were
only made visible through his
photographs. Cantor’s work,
despite its lack of explicit
political target or geography,
is part of this lineage of
artistic practice. He states
however, that any context is
simply a means of exploring
something much wider: ‘when

islerde, Cantor’'un ¢ogu isinde
gorilen sadelik ve duyarhlik
var. Soyut bicimlerine ragmen
-videolarin her biri yalnizca
birkag saniye surUyor- bu
islerin temelinde hareket

ve degisim sorunsallari
yatiyor. Cocuk, masumca

bir merakin simgesine
doénusuyor. | decided not to
save the world, olabilecek en
genis baglama gonderme
yapiyor olabilir: DUnya. Ancak
cocugun zihninde dunya,
onun en yakin cevresi, ailesi
ve yasadigi yer disinda

neyi icerebilir ki? Bu ifade
naif olabilir -ama izleyiciyi,
kendisinin dunyadaki

yerini sorgulamaya iten

bir derinligi de var.

Yazar Mika Hannula’ya gore,
“anlamli olabilmesi icin, kicUk
bir hareket hava boslugunda,
hicbir seyin ve her seyin
disinda gerceklesemez.
Gergeklestiginde, belirli bir
baglamin daima ayrilmaz

ve énemli bir parcasi olan
bir sey haline gelir.”* Dogu
Avrupa’nin, cogu zaman
baskici siyasal rejimlere
karsi genellikle mitevazi
malzemelerle kucuk birer
direnis niteliginde isler
Ureten sanatcilara dair
zengin bir tarihi var. Ornegin
Slovak sanatci Julius Koller
(1939-2007), surekli olarak
cevresindeki dinyay! ve
kendi kultdrel baglamini
sorgulayan kucuk 6lcekli
isler Uretti. 1953 dogumlu
Jiri Kovanda, 1970’lerde,
yalnizca fotograflarinda
gorundr kilinan bir dizi
eylem ve heykelsi mudahale



| use certain themes derived
from my culture, | dont want
to export pain, but fo stress
the fact that what happened
there and still happens
elsewhere, can be described
as part of a universal
language.”

Between the abstracted
nature of Cantor’s world and
the locally grounded one

we experience in Barrada’s
work a meeting place can

be found where universal
issues are addressed on a
human scale. The two artists
employ a deliberate modesty
in the actions they choose

to record and their physical
manifestation in the gallery.
It is here, in the quiet details,
that they ask their viewer to
find meaning in the context

of action. It is not despite
but because of their small
scale that they can make
a difference.

gerceklestirdi. Cantor'un

isi — apagik bir anlam ya da
cografyadan yoksun olmakla
birlikte — bu sanatsal pratik
tarihinin bir parcasi. Ancak
kendisinin de ifade ettigi

gibi, her baglam sadece daha
genis bir seyi arastirmak icin
bir arag, o kadar: “KokinU
kendi kulturimden alan belirli
temalar kullandigimda aci ihrag
etmek degil; orada olmus ve
baska bir yerde halen olmakta
olanin evrensel bir dilin parcasi
olarak tanimlanabilecegi
gercegini vurgulamak
istiyorum."

Cantor’un dunyasinin soyut
dogasi ile Barrada’nin islerinde
tanik oldugumuz — goériniste
ayaklari yere basan - dinya
arasinda, ortada bir yerde,
evrensel meseleleri insani

bir dlcekte sorgulayan bir
bulusma noktasi bulunabilir.
Her ikisi de, gerek kaydettikleri
eylemlerin boyutunda gerek
galerideki fiziksel varliklarinda
alcakgonallu davraniyorlar.
Anlami burada, bu sessiz
ayrintida, yani eylemin
baglaminda bulmasini istiyorlar
izleyicilerinden. Ve ne kadar
kUcUk olursa olsunlar, fark
yaratabilecekleri gercegini.

Quoted in ‘Tangerine Dreams
and Magic in the City: A
conversation between Negar
Azimi and Yto Barrada’, RIFFS,
Berlin 2011, p.129

2Quoted in Friedhelm Hutte,
‘At Second Glance: Notes on
Yto Barrada’s Photographs’,
RIFFS, Berlin 2011, p.10

*Mika Hannula, The Politics of
Small Gestures, Istanbul 2006,
p.38

4Quoted in ‘Mircea Cantor: A
Future World’, Flash Art, Issue 39,
2006, p.98
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