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Militan Egitim Kampi: Gérev Raporu

Militant Training Camp: the debriefing

KENT UNIVERSITESI’NDE DOKTORA CALISMASINI SURDUREN VE
UNIVERSITY OF CREATIVE ARTS'TA SANAT VE TASARIM DERSLERI VEREN
AKADEMISYEN MARTIN LANG ILE SANATCI VE ISYAN TARAFTARI ANARSIST
TOM BRESOLIN, DENEYSEL BIR PERFORMANS VE BU PERFORMANSIN
ORTAYA ATTIGI MESELELER UZERINE ASAGIDAKI ELESTIREL METNI

KALEME ALDILAR.

MARTIN LANG, TOM
BRESOLIN

ingilizceden ceviren: Ozlem
Ozarpaci

Anarsist bir cagdas sanat caligma-
s1 neye benzer? Burjuva cagrisimla-
11 igeren tuval tizerine yaghiboya veya
kaideli heykel gibi geleneksel teknilk-
le yapilmmsg islerin arasina yerlesmesi
pek mtmkiin degildir. Bu konferan-
sa makaleler davet edilirken, David
Graeber’in Yeni Anarsizm’le ilgi-
li* yazisindan, “devrimci vizyon ve
stratejiler icin horizontalist, agik-uglu
deneysel yaklagimlari kucaklayan
uygulama ve teorinin bagdasmasi”
alintis1 verildiydi. Bize gore, bir cagdag
anargist sanat ¢alismasi bu degerle-
1i paylastigi kadar séylem, uygula-
ma, performans ve miidahaleyi de
paylagsmalidir,

Bu degerler, Peckham’dald Arcadia
Missa Galeri’de (Mart 2012°de)
diizenlenen sosyal ve deneysel perfor-
mans MiLITAN EGIiTiM KAMPI'min
amaglariyla dogrudan iligkilidir.

Katilimeilara cagrida bulunan
kamp tamitiminda, kampin kacimilmaz
kiyamete ve kapitalizmin c¢ékiisiine

hazirlik amaciyla fiziksel ve zihin-
sel egitimi icerecegi sdylenmektey-
di. Psikolojik boyutta tamamen angaje
olmak icin kampin yatilli olmas: esastu.
Peckham’da bir demiryolu kemerinin
altinda bulunan proje alanina gelen
goniilliilere birer iiniforma verildi
ve kigisel esyalarina el konuldu. Bu
noktadan itibaren dis diinyayla ileti-
sim diizene sokuldu. Siki bir egzer-
siz rejimi, propaganda filmleri, temel
yasama gartlar1 ve diyet iceren giinliik
rutinleri kontrol alindaydi.

Proje; King Mob ve Black Mask
gibi sanat gruplariyla oldugu kadar,
The Weather Men, Angry Brigade,
ve Baader Meinhof Cetesi gibi grup-
larin stratejik tarihsel konumlarinin
eksiklikleri ve basarilaniyla dogrudan
baglant i¢indeydi.

Kampin belirlenmis amaglan
sunlardz:

o Alktivist grup egitim formlarim,
aragtirma ve sanat performansi
amaciyla yeniden canlandirmak.

o Radikal prensiplere ve fikirlere
dayali direnisin askerilegmesini
incelemek.

° Dogrudan eylem ve faaliyetin
roltint ve bunun direnigle iligkisi-
ni incelemek.

KRRREFI

‘What does an anarchist contemporary
art practice look like? It seems unli-
kely for it to be located in traditional
media such as oil on canvas, or sculp-
ture on a plinth, due to the bourgeo-
is connotations. In the call for papers,
this conference cited David Graeber’s
writing on New Anarchism! as “a
meshing of practice and theory which
embraced horizontalist, open-ended
experimental approaches to revoluti-
onary vision and strategies”. It seems
to us that a contemporary anarchist
art practice would share such values,
as well as: discourse, practice, perfor-
mance and intervention.

These values relate directly to the
aims of MILITANT TRAINING CAMP:
a social experimental performance
camp held at Arcadia Missa Gallery in
Peckham (March 2012).

In its call for participants, the
camp advertisement said that it would
involve physical and mental trai-
ning in preparation for the inevitable
apocalypse and collapse of capitalism.
In order to engage fully on a psycho-
logical level it was essential that the
camp be residential. On arrival at the
project space, which is under a rail-
way arch in Peckham, the volunteers
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i L r personal belongings confis-
4 " cated. From this point on, contact
th the outside world was regulated.
ir daily routine was controlled and
consisted of a strict regime of exercise,
imganda films, basic living conditi-
ons and diet.
" The Project directly engaged with
the failings and successes of a
rorically strategic position that was
by groups such as The Weather
n, Angry Brigade, and the Baader
einhof Gang as well as in art groups
2 King Mob and Black Mask.
The camp’s stated aims were to:
Re-enact, for the purpose of study
and art performance, forms of
group activist training.
h@]’ore the militarisation of resis-
tance, based on radical principles
and ideas.
cplore the role of direct action
d activity and its relationship to
4 esistance.
. plore the activity and mind-set
militant groups and the idea of
n-pacifist activity within wider
cial movements.
npower the group, through
ysical and mental exercise, to
 active and resistant to the last
- desperate acts of capitalism.

ke

 MILITANT TRAINING CAMP built
a gely anarchist tradition of mili-
sistance. While there is lots of
e on militant groups and lots
dture on art activism, there is a
of literature that deals directly
Militant Art? (and much of what
. t is written by the artists, or
',_' ectives, themselves), Thisis, in
ecause Militant Art is still relati-
€. One theorist that does touch
ks between militancy and art is
T0ys who will be discussed, in
b, later on.

MILITANT TRAINING CAMP
tht to directly redress the lack
Aderstanding about Militant Art

through critique. Firstly, it directly
contributed to the genre of Militant
Art. Secondly, it set up exploratory
and re-enactment scenarios to test
definitions and to see if participants
could be directly affected; made more
militant. Therefore a case study of
MILITANT TRAINING CAMP provides
a good platform for critical reflection;
to analyse what occurred during the
camp; whether or not the aims were
realised; and by addressing the questi-
on “what is Militant Art?” come to an
understanding as to what a anarchist
art practice might look like.

Is Militant Art militant?

Firstly we must define what we
mean by “a militant”. A militant is
a type of activist who is prepared to
use violence and/or a highly organi-
sed, regimented (militarised) lifest-
yle to realise their aims. By “violence”
we mean both direct violence (actual
physical violence towards others and/
or their property, including vandalism
and graffiti) and also indirect violen-
ce (such as hunger strike, provocati-
on of violence, indoctrination, brain-
wash etc.).

Furthermore, a militant is prepa-
red to break the law to realise their
goals. A militant does more than
merely protest: a militant acts, a mili-
tant resists. In this sense a militant is
always political, although a militant
may act for religious, social or perso-
nal beliefs.

Gandhi, after he saw the suffering
in Lancashire in 1931 caused by his
boycott, decided to continue with his
cause?, *. In this sense Ghandi could
be considered a militant: he knew his
actions would cause suffering, and
continued anyway. Mother Theresa,
in preferring to use Californian health
clinics when sick, rather than her
own Calcutta-based hospice, or in
choosing to prioritise treatment of
Catholics over non-Catholics, could
also be considered militant, as she was

LT
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e Militan gruplarin faaliyetlerini ve
zihniyetini ve daha genis sosyal
hareketler icerisindeki pasifist
olmayan faaliyet fikrini incelemek.

°  Fiziksel ve zihinsel egzersiz yoluy-
la, grubun aktif olmasi ve kapita-
lizmin son umutsuz eylemleri-
ne direnc géstermesi icin grubu
gliclendirmek.

MiLiTAN EGiTiM Kampr biiyiik
ol¢iide, savagct direnisin anarsist gele-
negi lizerine inga edilmistir. Militan
gruplar ve sanatsal aktivizm {izeri-
ne pek ¢ok yazili kaynak olmasi-
na ragmen, Militan Sanat? ile dogru-
dan iligkili yazih kaynak kithg vardir
(var olanlarin cogu da sanatcilarin
veya sanat gruplarinin kendileri tara-
findan yazilmigtir). Bunun bir sebe-
bi Militan Sanat’m hila gérece olarak
nadir olmasidir. Militanlik ve sanat
arasindaki baglara deginen teorisyen
Boris Groys bu yazida birazdan derin-
lemesine taragilacakar.

MIiLiTAN EGiTiM KAMPI, Militan
Sanat’t anlama konusundaki eksikli-
gi elestiri yoluyla giderme pesinde-
dir. Oncelikle, bu proje Militan Sanat
janrina dogrudan katk: saglamakta-
dir. Ikinci olarak, katilimeilarm dogru-
dan etkilenip etkilenmediklerini,
daha militan hale gelip gelmedikle-
rini gérmek ve tanimlan test etmek
i¢in kegfe yonelik ve yeniden sahne-
lenen senaryolar kurar. Bu sebeple,
MiLiTAN EGiTiM KAMPT vaka galis-
masl, kamp sirasinda nelerin ortaya
ciktiginin incelenebilecegi, amaglarin
gerceklesip gerceklesmediginin gorii-
lebilecegi ve bir anargist sanat galig-
masinin neye benzeyebilecegini anla-
mak agisindan “Militan Sanat nedir?”
sorusunun yoneltilebilecegi, elestirel
bir yansima icin iyi bir platform saglar.

Militan Sanat militan midir?
Oncelikle, “milican” derken ne
kastettigimizi tanimlamaliyz. Militan,
amaclarin gerceklegtirmek icin, siddet
ve/veya hayli organize, giidiim-
lit (militarize) bir yagam bicimini



32 SANAT DUNYAMIZ 131

kullanmaya hazir, bir cegit aktivisttir.
“Siddet” derken hem dogrudan siddeti
(digerlerine ve/veya onlarin mallar-
na kargi, gercek fiziksel giddet —vanda-
lizm ve grafiti de buna dahildir), hem
de dolayl siddeti (achik grevi, siddetin
provokasyonu, zorla kabul ettirme,
beyin yikama vs. gibi) kastediyoruz.
Dahasi, bir militan amaglari-
n1 gergeklestirmek icin kanunlan
cignemeye hazirdir. Bir militan sade-
ce protesto etmekle kalmaz, fazlasim
yapar: Militan eylemde bulunur, dire-
nir. Buagidan bir militan dinsel, sosyal
veya kisisel inanglar ugruna eylemde
bulunsa dahi her zaman politiktir.

Gandhi, 1931 yilinda,
Lancashire’da boykotunun sebep
oldugu acilari gérdiikten sonra
kendi davasiyla3, * devam etme-
ye karar verdi. Bu baglamda Gandhi
bir militan olarak degerlendirilebi-
lir: Eylemlerinin aciya sebep olaca-
gin1 biliyordu ve yine de devam
etti. Hastalandiginda Kalkita’daki

kendi bakimevinde kalmak yeri- -

ne Kaliforniya’daki saglik kliniklerini
kullanmayn tercih eden, Katolik olma-
yanlardansa Katoliklerin tedavisine
oncelik tanimay1 secen Rahibe Teresa
da, kendisi en iyi saglik hizmetleri-
ne erigim saglarken biiyiik olasilikla
digerlerinin ac1 cekmesine raz1 geldigi

i¢in bir militan olarak degerlendirile-
bilir®,%, 7.

Militan sanatgi, a) militan olan bir
sanatgi midir ya da b) militanlikla ilgi-
li igler yapan bir sanat¢1 midir? Militan
sanatgilardaki gerekli kogul kesinlik-
le sanatgi olmalaridir ama militan olup
olmamalar: gerekliligi bir varsayim
konusudur. Hem sanatgt hem mili-
tan olan her kigi ille de militan sanat-
¢t olmaz. Bircok érnekte sanatcilarin
sadece militanlik nosyonunu incele-
diklerini, bunu yaparken de militanli-
gin kinayelerini §zellegtirmeleri olasi-
dir. Biz, bu tarz bir sanatla ilgilenmiyo-
ruz. Bu makalenin amaglarina uygun

olarak, kendisi militan olan sanatla
ilgileniyoruz. Militan Sanat derken
kastettigimiz budur. Ornekler arasin-
da sunlari sayabiliriz:

°  Valerie Solanas

¢ Black Mask

*  King Mob

°  Voina

°  Viyana Aksiyonistleri

MiLitan EGiTim Kampl, Militan
Sanat’in bir drnegidir. Bir sanat-
uir; ¢iinkd Dadaizm ve performans
gelenegi tizerine kurulmug yukari-
daki érneklerdeki gibi aymi sanatsal
miras: devam ettirir. Diger radikal
cagdag Militan Sanat kolektiflerinin
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presumably content to watch others
suffer while she had access to the best
healthcare® 8, 7.

Is a militant artist a) an artist who
is militant or b) an artist who makes
work about militancy? A necessary
condition for militant artists is certa-
inly that they are artists but whet-
her or not they need to be militants
is a point of conjecture. It is certa-
inly not the case that all people who
are both artists and militants are mili-
tant artists. It is probable that in most
cases artists merely explore the noti-
on of militancy, possibly appropria-
ting the tropes of militancy in order

to do so. We are not interested with
this kind of art. For the purposes of
this paper we are concerned with art

thatis, in itself, militant. This is what

we mean by Militant Art. Examples
would include:

s Valerie Solanas

e Black Mask

* King Mob

° Voina

° Viennese Actionists

MILITANT TRAINING CAMP is
an example of Militant Art. It is art
in that it follows in the same artistic
heritage as the examples above, which
builds on a Dadaist and performance
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felsefeleriyle ayni goriistedir. Ornegin,
artinfo.com?® ile yapilan bir sdylesi-
de Rus anarko-absiirdcii performans
ve kavramsal sanat kolektifi Voina iki
iddiada bulunur. ilk olarak sunu iddia
ederler: “Bir sanatci kurallar, ilkele-
1i, normlan takip ederse o 6ludiir. Bir
sanatgl, sanatin ve sanat olmayanin,
oliimiin ve yagamin arasindaki bicak
sirtinda yiiriimelidir.” Tkinci olarak
da sunu ifade ederler: “Bir aktivist,
geceleyin gizlice bir polis aracini atege
verirse bu sanat olmaz. Bu, aktivis-
tin intikami olacaktir [...] Fakat onu
acik actk yakmak ve bunu tiim iilke-
ye duyurmak soyle demektir: ‘Ben

bir sanatciyim. Sizin hapishaneni-
zi, totaliterligin semboliinii yaktim.
Bu otodafe?, bizim sanat eylemimiz-
dir.” Iste o zaman bu bir sanat calig-
masi haline gelir. Insanlarin bunu
sanatsal bir eylem olarak tartigmasim
saglariz. 10

MiriTaN E&iTtiM KaMPI,
Voina'nin sanat tantmina bagh kalir.
Ayrica, politik amaglarina ulagmak
icin giddeti benimsediginden bizim
tanimumiza gore militandir da. Tom
Bresolin bir dizi halka acik perfor-
mansta kendi ve bagkalan {izerin-
de giddet eylemleri gerceklestirdi ve
sanatgi-goniillileri de kendisi tizerin-
de siddet eylemi gerceklestirmeye

tradition. It agrees with other radi-
cal contemporary Militant Art collec-
tives’ philosophies. For example, in
an interview with artinfo.comS®, the
Russian anarcho-absurdist perfor-
mance and conceptual art collective
Voina make two key claims. Firstly
they claim that: “If an artist follows
rules, canons, norms, he is dead. An
artist should be walking on the razor’s
edge between art and non-art, betwe-
en death and life.” Secondly they
state: “If an activist secretly burns a
cop truck at night, it won'’t be art. It
will be the revenge of an activist [...]
But to burn it openly and proclaim

to the entire country: ‘I am an artist. I
burned down your prison, symbol of
totalitarianism. This autodafe® is our
art action,” then it becomes a piece of
art. We made people discuss it as an
artistic action.”??

MILITANT TRAINING CAMP adhe-
res to Voina’s definition of art. Itis
also militant, according to our defi-
nition, in that it employs violence in
order to achieve its political aims. In
a series of public performances Tom
Bresolin committed acts of violen-
ce on himself; on others; and encou-
raged the ardst-volunteers to commit
acts of violence against him. It is
worth taking the time to explain three
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examples:

FOR PROPAGANDA OF THE
DEED, on international women'’s day,
Bresolin repeatedly punched Rozsa
Farkas (the Gallery director) in the
face, for five minutes, while she was
seated on a chair.

In DoG Bresolin was stripped to
the waist; tied to a chair; the sides of
his head were shaved; and electrodes
were attached to his head, arms, and
chest while prison blues music wailed
woefully in the background. He was
then electrocuted for thirty minutes
while a strange mix of images; news
footage and movie-clips (a mixture of

politics, violence and consumerism)
were projected onto his body.
COMMUNITY SUPPORT was
intended to signal a kind of graduati-
on from MILITANT TRAINING CAMP.
During this public opening a new,
sixth militant suddenly reversed a van
into the gallery space. The militants,
who were all wearing uniforms and
balaclavas, jumped out under instruc-
tion to beat up Bresolin for five minu-
tes before throwing him into the van
and driving away. This was supposed
to signal a rejection of his leadership
so that the group could become one
of equals, in the vain of an anarcho-
syndicalist autonomous commune.
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tesvik etti. Su ti¢ drnegi agtklamak igin
zaman aywralim:

Bresolin, PROPAGANDA OF THE
DEED (Cesur Eylemin Propagandasi)
icin, diinya kadinlar giintinde, bir
sandalyede oturan (Galeri miid{irii)
Rozsa Farkas’in yiiziint beg dakika
boyunca yumrukladi.

Bresolin Doc’da (Képek) beli-
ne kadar soyunmus, bir sandalyeye
baglanmus, kafasinin yanlan tirag edil-
mis, kafasina, kollarina ve gégsiine
elektrotlar yerlegtirilmisti; bu sira-
da fondaki eflidrli hapishane miizi-
gi kederli bir sekilde inliyordu. Sonra
kendisine, tuhaf goriintiiler egliginde
otuz dakika boyunca elektrik verildi;
(politika, siddet ve tiiketicilikle ilgi-
1i) haber goriintiileri ve film pargalan
viicuduna yansitildi.

COMMUNITY SUPPORT
(Halk Destegi) MiLiTAN EGITIM
Kampr’ndan bir cesit mezuniyeti
bildirmeyi amacladi. Bu agihs sirasin-
da yeni, alonc militan, aniden galeri-
nin icindeki minibiisii geri vitese aldi.
Uniformalar ve yiin bagliklar giyen
militanlar, verilen emirleri dinleyerek
Bresolin’i beg dakika boyunca dévdii-
ler, ardindan onu da iceri atip mini-
biisle uzaklagtilar, Bu, onun liderligi-
ni reddetmenin bir isaretiydi, boyle-
ce grup, anarko-sendikaci 6zerk
komiin olmasiyla 6viinen egitlerden
biri olabilirdi. Dayak gergekgiydi ve
istahla sahnelendi, fakat (belki dostluk
veya duygudasliktan dolay1) beg daki-
ka stirmedi. Her haliikirda, perfor-
mansin gerceklesme hiz, az 6nce gahit
oldugu sey yiiziinden afallayan seyir-
cinin sokunu artirdu.

Bu dogrudan siddet eylemleri
elbette ki kurgulanmsty, fakat seyirciyi
soke etmeye yetecek kadar gergekeiy-
di. Kampin amaglarmdan biri goniille-
1i 6yle bir egitmek ve beyinlerini yika-
make ki bu tarz dogrudan giddet kulla-
nan performanslar sahnelemekten
mutlu olsunlar. Bu sebeple, bu efitim,
icinde siddeti barindiran bir radikal-
lesme eylemi olarak digtiniilebilir.

The beating was real and performed
with gusto but didn’t last the full
five minutes - signalling sympathy,
camaraderie perhaps? In any case the
speed with which the performance
was executed only added to the shock
factor as the audience was left baffled
by what they had just witnessed.
These acts of direct violence were,
of course, staged but real enough
to shock the audience. One of the
purposes of the camp was to train the
volunteers, brainwash the volunteers,
to a state where they would be happy
to enact such performances using real
violence. This training can therefore
be considered as an act of radicalisati-

on;: violence in itself.

Militant Training Camp in Theory

In Art Power'! Boris Groys expla-
ins the long historical link between art
and war. Traditionally, he tells us, the
two were interdependent: the artist
needed the warrior so that he could
illustrate and narrate his actions and
the warrior needed the artist to glorify
his actions and to ensure his mythical
and heroic status.

Groys goes on to explain that
today’s warriors bypass the need for
the artist, as they have the media at
their disposal. By pushing a button
that explodes a bomb the warrior (or
terrorist) also pushes a button that
starts the instant aestheticisation,
representation, narration and interp-
retation by the media machine.

Osama Bin Laden, Groys tells us,
was a video artist. He did not need
the artist, as the media were all too
willing to distribute his “artwork™.
Groys says the same of the footage of
would be suicide bombers’ confes-
sions, ritual beheadings and so on.
The terrorist consciously, and artis-
tically, stages events that produce
their own easily recognisable aesthe-
tics. On the other side to the war on
terror, images of humiliated prisoners
from Guantanamo or Abu-Ghraib
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also bypass the need for the artist and
these examples share an iconograp-
hic similarity with art and film of the
sixties and seventies, such as Viennese
Actionism or Passolini.

Groys is not alone in making such
analogies. Five days after the event,
Stockhausen called the 9/11 terrorist
attacks “the biggest work of art there
has ever been”'2, 1*, ¥, On the first
anniversary on the attacks Damien
Hirst called 9/11 “a kind of arework
inits own right™5, '°.

Such terrorist/counter-terrorist
image making is so successful, Groys
tells us, that is becomes iconic of our
time and engrained in our subcons-
cious, much more deeply than any
contemnporary artwork. This invasion
of the political into aesthetics is pain-
ful for the art world because (at least)
since modernity artists have thought
of themselves as being radical, daring
and taboo breaking. Furthermore,
avant-garde discourse borrows from
militaristic terminology: examples
include talk of exploding norms; dest-
roying traditions; violating taboos;
and the term avant-garde itself. Not
only does contemporary art comment
on wars and politics, as it always has
done, now it also wages war itself.

The avant-garde felt it was able
to create new icons by destroying
the old ones and the success of the
modern artwork became measured
against its radicalness and how far the
artist went in destroying artistic tradi-
tion. The worst insult that can be said
of a modern artist is that their work
is “harmless”. Although MILITANT
TRAINING CAMP used the same
media as the terrorist (video, photog-
raphy, performance etc.) it could never
compete in the field of radical gesture.
But MILITANT TRAINING CAMP did
not want to merely comment on, or
play with being militant either, it did
not want to be “harmless”.

Groys’ real contribution to this
debate is to see the comparison of

W
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art and terrorism as fundamentally
flawed. For Groys, there is one big
difference: whereas avant-garde and
modern art is iconoclastic, terro-
rism is essentially iconophilic. The
terrorist’s aim is to produce a strong
image that is accepted as true and
iconic of the hidden, terrible, reality
of our current global political situa-
tion. After decades of debating the
authenticity of mimetic, representati-
onal art, we cannot debate the authen-
ticity of terrorist imagery because we
know the images have been paid for
by the loss of life. Magritte can say
that this is not a pipe, but we cannot
say that a videotaped beheading is not
a real beheading. Of course, Groys is
not saying that such events cannot be
faked, rather that we accept the media
images as true in the knowledge that
there are ways of authenticating such
recordings.

At first we see these media driven
images that proliferate at such a rate
that the artist cannot compete. But
actually, such imagery is much more
limited than that of the contemporary
artist as it needs to be easily read and
understood by a mass audience. In the
aforementioned DOG Bresolin is able
to critique images of news footage and
consumer goods by re-appropriating
them into a violent performance.
Resituating such imagery can indeed
invite the audience to reconsider its
meaning but for me the most perti-
nentaspect of the action was the reali-
sation of just how powerful the media
and consumerist images are. The
thirty minutes of electrocution beco-
mes repetitive, boring even, and the
TV footage begins to take over, cons-
tantly grabbing your attention. While
still aware that real suffering is occur-
Ting in front of you, as he twitches and
froths at the mouth, Bresolin himself
becomes merely part of a TV broad-
€ast. In successfully re-appropriating
media imagery he becomes appropri-
ated back into the media.

Teoride Militan Egitim Kamjp

Boris Groys, Art Power'da'! sanat
ve savag arasindaki uzun, tarihi bagi
agiklar. Bu ikisinin geleneksel olarak
birbirlerine bagimh oldugunu séyler:
Sanatgl, eylemlerini resmedip anlata-
bilecegi savasciya ihtiyag duyar; savag-
¢1da kendi eylemlerini yticeltsin, efsa-
nevi ve kahramanca durumunu garan-
tiye alsin diye sanatgiya ihtiyag duyar.

Groys, glinimtzde savaggila-
rin sanatgilara ihtiyac duymadigi-
ni1, ¢iinkii medyanin ellerinin altin-
da oldugunu aciklayip devam eder.
Savaga (ya da terdrist) bir bomba-
y1 patlatan diigmeye basarak, aym
zamanda medya makinesi tarafindan
aninda bir estetiklestirme, sunum,
anlatim ve yorum baglatan diigmeye
de basmus olur.

Groys, Usame Bin Ladin’in
bir video sanatgis1 oldugunu séyler
bize. Medya onun “sanat caligmasi-
n1” yaymaya fazlasiyla istekli oldu-
gu icin, sanatc¢iya ihtiyac duymada.
Groys, intihar bombacilarinin itiraf-
lar, kelle ucurma ayinleri ve daha-
st goriintiiler icin de aym seyi soyler.
Terdrist, bilincli ve sanatsal olarak,
kolaylikla taninan, kendi estetiklerini
iireten olaylar sahneler. Ote yandan,
terérle savagta, Guantanamo veya
Abu-Ghraib’deki agagilanan mahk{im
goriintiilerinde de yine sanatciya ihti-
yag yoktur ve bu &rnekler (Viyana
Aksiyonizmi'nde veya Passolini’deki
gibi) 1960’11, 1970’li yillarin sanat-
larinda ve filmlerindekine benzer bir
ikonografiyi paylagirlar.

Groys bu benzegimleri yapan tek
kisi degildir. Stockhausen, olaydan
bes giin sonra 9/11 terérist saldin-
lar icin “bu giine kadar yapilmig en
biiyiik sanat caligmas1™ 1%, 1%, 1* demis-
tir. Damien Hirst, saldirilarin birinci
yildéniimiinde 9/11 icin “kendi igin-
de bir cesit sanat caligmasi” 1%, 1% ifade-
sini kullanmistir,

Groys, terorist/kargi-terorist imaj
yaratiminin ¢ok bagarili oldugunu
soyler ¢inkii bu imaj zamanimizin bir
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ikonu haline gelmistir ve herhangi bir
¢agdas sanat caligmasinin yapabilece-
ginden cok daha derinlemesine bilin-
caltimiza yerlesmigtir. Politik olanin
estetige bu istilasi, sanat diinyasi igin
ac verici bir seydi, ¢linkii (en azindan)
cagdas sanatcilar, kendilerinin radi-
kal, ciiretkér ve tabu yikict olduklarm
diistintirler. Dahasi, avangart soylem,
militarist terminolojiyi kullanir:
Ornekler arasinda; normlan havaya
ucurmak, gelenekleri yikmak, tabulan
cignemek gibi konusmalar ve avangart
kelimesinin kendisi yer alir. Cagdas
sanat, her zaman yaptig1 gibi, sade-
ce savag ve politika tizerine yorum
yapmaz, artik kendisi de savag baglatir.

Avangart, eskileri yok ederek yeni
ikonlar yaratabilecegini diiglinmiig-
tiir ve cagdag sanat ¢aligmasinin basa-
r1s1, radikalligi ve sanatcinin sanatsal
gelenekleri ne derece yiktigiyla &lcii-
liir hale gelmistir. Cagdas bir sanatci-
ya edilebilecek en biiyiik hakaret calis-
masinin “zararsiz” oldugunu séyle-
mektir. MiLiTAN EGiTiM KAMPI,
terdristlerin kullandig araclarin ayni-
s (video, fotograf, performans vs.)
kullanmasina ragmen, radikal hare-
ketler alaninda asla yarigamadi. Fakat
MIiLiTAN EGiTiM KAaMPI sadece
yorumda bulunmak veya militanahk
oynamak istemedi; “zararsiz” olmak
istemedi.

Groys'un bu tarngmaya asil katki-
s1, sanat ve terdrizm kargilagtirmasi-
n1, temelden kusurlu olarak goster-
mesidir. Groys'a gore, biiyiik bir fark-
Iilik vardir: Avangart ve cagdag sanat
ikon yikiciyken, terdérizm esasen
ikon ehlidir. Teréristin amaci, giinii-
miiz global politik durumunun gizli,
korkun¢ gercekliginde dogru ve
ikonik olarak kabul géren giiclii bir
imge tiretmektir. Oykiinmeci, temsi-
li sanatin 6zgiinliigiiniin on yillarca
tartigilmasinin ardindan, o goriintii-
lerin hayatlarla 6dendigini bildigimiz
icin terorist imgelemlerin 6zgiinlii-
glind tartigamayiz. Magritte, bunun
bir pipo olmadigim s6yleyebilir, fakat
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videoya kaydedilmis bir kelle ugur-
ma ayininin, gercek bir ayin olmadi-
g sdyleyemeyiz. Groys elbette ki
bu tir olaylanin taklit edilemeyecegi-
ni séylemiyor, daha ziyade bizim, bu
tiir kayitlanin dogruluklarinm ispat-
lanmasinin yollart oldegu bilgisiy-
le medya goriintiilerini gercek olarak
kabul etrigimizi soyliyor.

Bagta, bu medya guditmli gériin-
tiilerin sanatgilarin yarigamayaca-
g1 olciide hizla ¢cogaldigini goriiriiz.
Fakat aslinda bu tarz goriintiilemeler,
bityiik kitlelerce kolayca ckunup anla-
gilmaya thtiyac oldugu i¢in ¢agdag bir
sanatgiva kiyasla ¢ok daha ksithdir.
Bresolin, az evvel bahsi gecen DoG’da,
haber gértntiilerini ve titketim malla-
rini, giddet iceren bir performansa
tekrar yerlegtirerek onlar elegtirebi-
lir. Bu tarz goriintllemeleri yeniden
konumiamak gercekten de seyirciyi,
bunun anlamim yeniden dilglinmeye
davet edebilir; fakat bana gbre eylemin
en gecerli yani, medya ve titketimsel
goriintilerin ne kadar gliclii oldugunu
gerceklemesidir. Oruz dakika boyun-
ca uygulanan elektrik akimi, tekrar
eden, hatta siktc1 bir hal alir ve TV
goriintiileri dikkatinizi siirekli ¢eke-
rek, egemen olmaya baslar. Titreyip
agzindan képiikler gikarken, gergek
acinin goziiniziin éniinde gergekleg-
tiginin hil2 farkanda olmaniza ragmen
Bresolin'in kendisi sadece bir TV yayi-
min bir pargas: haline gelir. Medya
gériintiilemesini bagaril bir sekilde
yeniden yerlestirerek medyanin igine
geri tahsil edilir.

Groys, béylesi bir sanat elegtiri-
sinin teorik olabilecegini, fakat ayni
zamanda sanatin kendisi icinde orta-
va ¢ikabilecegini iddia eder. Groys’a
giire, ister teorik, ister ortaya konmus
olsumn, sanata bu tarz bir elegtiri, terdr-
le savag hakkindaki gergeklesi gizle-
yen gériintilerin (burada hemen akla
Wilkdleaks gelir) her tiirden sansiirii-
ne ve engellenmesine kargi olmali-
dir. Béylesi bir sansiir canlidir ve
epeyce vardir ve “ahlaki degerlerin®,

“aile haklarmmin” korunmasi, “Kars:
Terérizm” veya “Vatansever Eylem”
maskesi altina saklanmaktadir. Fakat
Groys, ayni zamanda bu tiir giddet
goriintilferinin ikonlar olarak kullan:-
min1 ve en giiclii gériinti igin yapilan
sembolik ve ticari yarigianaliz eden bir
elegtiriye davet eder.

Groys, ghriintiilerin bilyiisiinii,
bagyapitm, temsili sanatin nostaljisiy-
le dzdeslestirit. Cok kuvvetli, hemen
tatmin saglayan, aninda ikna eden,
giiclii gortintiilere olan a¢hgin tatmi-
ni artik medyada yatmaktadir, sanat
diinyasmda degil. Bu nostaljik tatmin,
sadece sunum elegtirisinin yoklugu
sayesinde miimkiindiir. Groys bize
bu yokiugun sebebinin, medyanin
hiz: yliziinden oldugu kadar teroris-
tin ikon ehilligindeki kastilikten de
oldugunu sdyler: Medya bize sadece
s anda ne oldugunu gdsterir. Aksine,
sanat kuruluglan ve MILITAN EGITiM
KaMp1 gibi performanslar tarihsel
kargilagtirma ve derin diigiince alan-
lanidiz ve biylece elegtirel séylem
konumlan olma becerisine sahiptir-
ler. Sanat kuruluglar, imgenin elegti-
risinin tiim tarihini hatirlatarak kendi
zamanirmzl tarihsel gegmigle kiyasla-
yarak dlgmemizi saglar.

Béylesi bir séylemin veya sanat
calismasimin kendisinin {(perfor-
mans halinde) mirasimin nasi koru-
nacag problematik bir durumdur.
MiLiTAN EGiTiM KAMPI gibi projele-
rin belgelendirilmesi, projenin, oriji-
nal kékeninden tamamen uzaklag-
tirlmis bir baglam i¢inde var olabi-
lecek yapay bir eser olma riski tagir.
“Belge™nin bir sanat ¢aligmas: olma-
diginr (Srnegin Chris Burden) vurgu-
lamak amaciyla performans sanatinda
kasti olarak yetersiz belgelemeye dair
sanatsal bir aktarim vardir. MiLITAN
E&iTiM KAMPI egitimlerini ve halka
agik performanslarini belgelemistir ve
bu ikisini son bir agihs, bir nevi ‘wrap
party’!” igin birlegtirmistir. Hallan
varhifi, sézel bir skearim oldugu konu-
sunun da diigiintilmesi anlamma gelir.
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Groys goes on to claim that
such art criticism could be theoreti-
cal, but could also occur in art itself,
Whether theoretical or manifested in
art such criticism, for Groys, should
be directed at all kinds of censorship
and repression of images that supp-
ress the truth about the war on terror
(one immediately thinks of Wikileaks
here). Such censorship is alive and
well, masquerading as the defence
of “moral values”; “family rights”;
“Counter Terrorism”; or the Patriot
Act. But Groys also calls for a criticism
that analyses the use of such violent
imagery as icons and that analyses the
symbolic and commercial competid-
on for the strongest image.

Groys identifies the fascinati-
on of images with a nostalgia for the
masterpiece, for representational
art. The satisfaction of the longing
for overwhelming, instantly satisf-
ying, immediately persuasive, sttong
images lies within the media now,
not in the world of are. This nostalgic
satisfaction is only possible because of
the absence of critique of representati-
on. The reason for this absence, Groys
tells us, is intentional in the terrorist’s
iconophilia but also due to the speed
of the media: the media shows us only
what is happening NOW. By cont-
rast, art institutions, and performan-
ces like MILITANT TRAINING CAMP,
are places of historical comparison
and reflection and thus they possess
the ability to become sites of critical
discourse. Art institutions remind
us of the entire history of the critique
of the image, enabling us to measu-
re our own time against a historical
background.

How to preserve the legacy of such
a discourse or the artwork itself (in
the case of performance) is problema-
tic. Documentation of a prdject, such
as MILITANT TRAINING CAMP, risks
becoming an artefact in itself that can
exist in a context well removed from
its provenance. There is an artistic

% POSTANARSIZM VE SANAT %

MiLiTraN EGiTiM KAMPI basit-
ce performans olarak adlandinlabilir.
Yine de kampin siiresi, galeri alanimin
ve sanatgilann stiidyolanmn glinden
gline biltinlegen (igerf stzmalar da gbz
oniinde bulundurulunca) varligiyla,
proje sadece ifadelendirilemez bir gey
olmakla kalmadi, ayn1 zamanda belge-
lendirilmesiyle ilgili olarak séirekli
anlagmazhik i¢inde oldugumuz bir sey
haline geldi. Halka acik “performans-
lar” iginde militanlann yasadigi 1ss1z
bir yere déniistii: Kampin dokiingi-
sti, camagir ipi, kahve yapma araglan,
uyku tulumlarmin hepsi performans-
lar strasinda alanda kald.

izleyiciler bir eylemi deneyim-
lemeyi [izlemeyi] umarak {éyle farz
ediyoruz) geldiler. Onun yerine, bu
projenin, izieyicinin, ‘milicanlann’
yasam alanini ve glinlitk eylemleri-
ni izleyen potansiyel turistler hali-
ne geldikleri Big Brother benzeri ront-
gencilik olanaklan sundugu agilkir
hale geldi. Biz, kamp ve izleyici {(orada
bulunmas: geregince) arasindald ilig-
ki, canli bir deneyimle sahnelenen
bir performans arasinda yer alan bir
seyin belgelenmesini kolaylagtirmis-
tir. Voina'nim dedigi gibi; hem yagamys,
hem sanat: kucaklamalk,

Sonug

Miritan EGiTtiM Kamp1 gibi
herhangi bir sanat ¢aligmass, sadece
militancilik oynadifi, projenin, esasen
“gercek”le kargilastinlmasiyla sinith
oldugu ve terdristler tarafindan daha
radikal estetiklerin iiretildigi ve bunla-
nn medya tarafindan yaylip, estetik-
lestirilip, yorumlandifn gerekeesiyle
suclanma riski tagir. Ortaya gkan gey
pek cok acidan abstirddiir. Tiim kan-
limeldarn géniilli olmas: veya seyir-
cilerin davet edilmesi gibi gercekler ne
tiir sorunlara sebep olmustur? Galeri
alaminin sinirlan icerisinde caligmak
Militan Sanatin potansiyelini lasitla-
mig mudar? Absiirdist mizah, gelecek
performanslar igin ne gibi bir potan-
siyel tagir?
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heritage of intentionally poor decu-
mentation in performance art in order
to emphasise that the “document”
is not the artwork (Chris Burden,
for example). MILITANT TRAINING
CAMP documented its training and
its public performances and merged
the two for a final public opening —a
kind of “wrap party”. Public presen-
ce means there is also the issue of oral
legacy to consider.

MILITANT TRAINING CAMP
could simply be termed a performan-
ce. However its duration, integrati-
on (and all round infiltration) into
the day to day existence of the gallery
space and artists’ studios made the
project become something which not
only we cannot term, but also somet-
hing we are at constant odds with in
regards to its documentation. The
public “performances” morphed into
the forlorn space in which the mili-
tants were living: the detritus of the
camp, the washing line, the coffee
making facilities, the sleeping bags
ali remained in the space during the
performances.

Audiences came (we assume)
expecting to experience [watch] an
action. Instead, it became apparent
that this project presented possibili-
ties for a quasi Big Brother voyeurism
where the audience became potential
tourists viewing the living space and
daily actions of the “militants”. The
relationship between us, the camp,
and the audience (by virtue of presen-
ce) facilitated a documentation of
something that sat between a lived
experience and staged performance,
As Voina say, straddling life and art.

Conclusion

Any artwork like MiLiranTt
TRAINING CAMP risks accusations of
merely playing at being militant and
the project was limited by comparison
with authentically “real” and more
radical aesthetics propagated by terro-
rists and distributed, aestheticized and
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MiLITAN BGiTiM KaMPI, izleyi-
ciyi yeni diigiinme gekillerine sevk
etmek icin gok etmek amaciyla, kat-
hmeilarmin istekdi bir gekilde giddet
eylemlerinde bulunmasz i¢in radi-
kallegtirme girisimiyle bir paradoks
yaratt1, Insanlari kendi politik hedefle-
rine ikna etmek igin eszamanh olarak
giddet ve propaganda kuilandi, aym
zamanda da bu arac, 6zgiir diglince ve
miinazarayl cesaretlendirecek, esteti-
gin elegtirilecegi bir alan kurmak igin
kullandi.

Bunun bir belge olarak nasil var
olabilecegi tartigmaya agiktir. Belge,
sanat ¢aligmas) olmaya asla niyetlen-
medigi halde, salt performanstan ¢ok
daha fazlasini yakalar. Belgelemenin
enstalagsyonu aracthiyla geri dénip
olaya bakmanin nasil igleyecegini veya
MiLiTan EGiTiM KaAMPI'ndan dofan
meselelerin nerede oldugunu anlama-
mmiz i¢in heniiz gok erken.

Politik olamn estetifi istilasi, ikon
ehli terdristin ¢agdag sanata tehdidi
kargisina gunlarla qilalmisur: Politik
olanin medyadan geri alarak, bulun-
musg haber videolarimi dogrudan
kullanarak (Grnegin projeksiyontarda)
ve militanlarin eylemlerini tekrar edip
ve zibmiyetlerini inceleyerek. Bu, eleg-
tiel séylem igin gereken alani sade-
ce varmig gibi yapmarmak, onu yarat-
maknr, Galerinin gitvenligi icin ne
kadar lasitlayicr 6geler gikarirsa gikar-
sm, derin disiinmekicin: de bir mekin
saglamigtir. Proje; ikon yikicilign ve
imgenin elegtirisinin yeniden biitiin-
lesmesi agisindan radikaldi; sanatin
var olan tammlamalarina meydan
okudu.

interpreted by the media. In many
ways what occurred was absurd. What
problems are caused by the fact that
all the participants were volunte-
ers, or that the audience was invited?
Does working within the confines of
the gallery space restrict the poten-
tial of Militant Art? What potential
does absurdist humour hold for future
performances?

In attempting to radicalise its parti-
cipants into willingly committing acts
of violence in order to shock audiences
into new ways of thinking, MILITANT
TRAINING CAMP created a paradox.
It was simultaneously using violence
and propaganda to convince people of
its own political aims and, at the same
time, using this tool to set up a space
for critique of the aesthedc, that is, to
encourage free thought and debate.

How it can exist as documentati-
on is problematic. While the docu-
mentation was never intended to be
the artwork it does capture something
more than just performance, Itis too
early for us to know how looking back
on the event through installation of
documentation would work or where
the issues arising from MILITANT
TRAINING CAMP can be taken.

The invasion of the political into
aesthetics, the iconophilic terrorist
threat to contemporary art, is coun-
tered by re-appropriating the poli-
tical from the media, literally by
using found footage (in projections
for example} and by re-enacting and
exploring militant actions and mind-
sets. This is not merely playing but
creating a space for critical discourse.
Whatever limiting factors the safety
of the gallery presents, it does also
provide a venue for reflection. The

project was radical in its iconoclasm
and re-integration of the critique of
the image; it challenged existing defi-
nitions of art.

§
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