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Exercise
John Gerrard



Giris

Portre, peyzaj ve tarihi resimlerin ayrimlarini bozan, “yeni medya sanatina"
ait olmayan hareketli resimler Ureten, Google Earth ¢aginda arazi sanatinin
anitsalligini yeniden dustnen ve artik genisleyen bir koreografi ve performans
alani kesfeden John Gerrard’in galismasinin yenilikgi bigimi, konusunun ustaca
karmasikligina ayak uyduruyor.

Cagdas dunyada, simulasyonlar ikinci el kopyalar olmaktan ¢ikarak, giderek
eglence, ekonomi, siyaset ve savas durumunun lokomotifi ve oto-pilotu
olmaya basladilar. Gerrard’in galismasi, bu dinyanin portrelerini bize kendi
teknolojik ortaminin prizmasi vasitasiyla gésteriyor: Eglence, sanayi ve savas
sektdrinin operasyonlarint mimkuin kilan ayni yaziimi kullanan Exercise,
teknolojinin siddetini ve disiplin ve koreografik gésterimle iliskide olan insan
optimizasyonunu inceliyor.

Seri boyunca Gerrard, uydu, veri, yogun fotograf dokiimani, 3D tarama ve
hareket yakalama tekniklerini kullanarak gergek vicutlardan ve mekanlardan
elde edilen tarihsel kolaj, katmanl arazi, figlr, imaj ve jestlerden olusan sofistike
bir yéntem gelistirmistir. Ortaya ¢ikan eserler, karmasik algoritmik koreografiler,
coklu hareketli bakis acilar ve bitin bir yil boyunca ‘gercek zamanli’ giinduiz
ve gece gegcisleri iceren ortamlar icinde sanal uzayda var olan heykellerdir.

Bu eserler kesinlikle bir bitun olarak tecrtbe edilemezler. Bu durumda,
gdrdugunuz, her unsuru surekli hesaplanan ve gercek zamanli olarak sunulan
karmasik bir veri setinin olasi yansimalarindan biridir. Bu hareketli gérunttler
asla bir zaman dizisi olarak var olmamistir: Her kare, dinamik olarak Uretilmekte
ve verilimekte, aninda atilmaktadir. Bu gértntulerin niteligi ve gelismekte olan
gorsel kiltUr, sanat tarihi ve kurami agisindan sonuca baglanmamis bir soru
olarak kalmaktadir.

Introduction

Breaching the divisions between portrait, landscape and history painting,
generating moving images that no longer belong to ‘time-based media’,
rethinking the monumentalism of land art in the age of Google Earth, and
now exploring an expanded arena of choreography and performance, the
innovative form of John Gerrard’s work keeps pace with the subtle complexity
of its subject-matter.

In the contemporary world, simulations are no longer just secondhand copies,
but are increasingly both engine and autopilot of leisure, economy, politics
and warfare. Gerrard’s work offers us portraits of this world through the
prism of its own technological medium: using the very software that enables
the operations of entertainment, industry and warfare, Exercise explores
the violence of technology and the optimisation of the human in relation to
discipline and choreographed display.

Throughout the series Gerrard has developed a sophisticated method of
trans-historical collage, overlaying terrain, figure, image and gesture captured
from real bodies and sites using satellite data, intensive photographic
documentation, 3D scanning and motion capture. The resulting works are
sculptures that exist in virtual space, within environments that include complex
algorithmic choreographies, multiple moving viewpoints, and realistic cycles
of day and night that unfold in ‘real time’ over the course of an entire year.

Such works, evidently, can never be experienced as a whole. In each case,
what you see is one of many possible projections of a highly complex data
set, every aspect of which is continually calculated and rendered in real time.
These moving images have never existed as a time series: each frame is
produced and rendered dynamically, and instantly discarded. The nature of
such images, and the emerging visual culture they belong to, remains an
open question for art history and theory.



ileri teknolojik tretime ragmen, Gerrard’in bu kasvetli sahnelere getirdigi
kisitlama ve oyuncularinin uysal kayitsizigr ve basmakalip davranislari
Hollywood CGl filmlerinden ¢ok, Beckett’in minimal tikenmislik tiyatrosunu
animsatir. Bu eserlerin her biri, bir grup aktéra ve bir takim algoritmik kosullari
bir araya getirerek, daha sonra sanal diinyanin zamani ve boslugu iginde onlari
¢6zUlmeye birakir. Sahneyi, gevresinde dénen sanal kameralar araciliglyla
uzaktan tarayan teknoloji aracili bir 6zne olan izleyici, aktdrlerin hareketlerinin
mantigini, performansin dogasini ve anlamini distinmeye sevk edilir.

Bu eserlerin merkezinde insan viicudunun bulunmasi, Gerrard’in distincesinde
yeni bir asamaya isaret eder. Esrarengiz bir bicimde sahici gibi gériinen
figUrler, insan cercevesini, kirlgan, sonlu, biyolojik bir varlik olarak gésteremez;
UrkUttct, programlanmis hareketleri, insantsti performans talep eden kiresel
kontrol sistemleriyle butlinlesmesini akla getirir. Exercise’in gun 1sigina ¢ikardig
sey, insan vUcudunun (askeri) gli¢ igin bir ara¢ olarak istihdam edilisi ve
devletler, uluslar ve hatta dinya gibi soyut varliklar - ister olimpik idealler
isterse ‘sonsuz 6zgUrlugin’ askeri amaclar adina olsun - ylceltmek icin
kullanilan bir dizi hareket kodu seklindeki sanal varligi arasindaki yakinlasmadir.

Gerrard’in 6nceki calismasinda oldugu gibi, eserin hemen ilgi uyandiran
realizmi, yalnizligi ve etkilesimi icermeyi reddetmesi, teknolojinin tim ddinyayi
ayaklarimiza getirmemize, fakat ayni zamanda kendimizi oldukca uzak
tutmamiza olanak veren yéntemlerini vurgulamaktadir. Bu eserler, dogrudan
cagdas bir gdze hitap etmektedir ve temsil ettikleri sentetik diinya GrkUttcU bir
bicimde tanidiktir. Bu nedenle, bilinen herhangi bir paradigma i¢inde kategorize
edilmekten kurtulmaktadirlar (bilimsel model, sinema, video oyunu ve hatta
sanat eseri). Siddet ve kontrolln, izleyicilik ve evrenselligin yakinlastigi bir
baglamda, gecit toreni, tatbikat, egitim ve gosteri gibi ic ice gegen bir sézclk
dagarcigini kullanan Exercise, tam olarak aciklayamadigimiz, fakat kireselligin
bir yéninu anlatan esrarengiz durumlari bizlere sunmaktadir.

Robin Mackay
Direktdr, Urbanomic

Despite the high-tech production, the restraint Gerrard brings to these bleak
scenes, and the resigned complacency and stereotyped behaviors of their
players, recall Beckett’'s minimal theatre of exhaustion more than Hollywood
CGI movies. Each of the works sets in place an ensemble of actors and an
algorithmic set of conditions, which are then left to unfold within the time and
space of the virtual world. The viewer—a technologically-mediated subject,
scanning the scene at a distance, through the virtual cameras that orbit the
scene—is left to piece together the logic of their movements and the nature
and meaning of the performance.

The centrality of the human body to these works marks a new stage in Gerrard’s
thinking. The uncannily lifelike figures cannot fail to evoke the human frame as
a fragile, finite biological entity; yet their eerie, programmed movements also
suggest its integration into global systems of control that demand superhuman
performance. What Exercise brings to light is a convergence between the
employment of the human body as a vehicle for (military) force, and its virtual
existence as a set of gestural codes used to promote abstract entities such
as states, nations, or even ‘the world’—whether in the name of olympian
ideals or the military aims of ‘infinite freedom’.

As in Gerrard’s previous work, the combination of the work’s immediately
compelling realism and its aloofness and refusal to entertain interactivity
reiterates the ways in which technology enables us to have the whole earth
at our disposal and yet, at the same time, to violently distance ourselves
from its reality. These works speak very directly to the contemporary eye,
and the synthetic world they present is eerily familiar. And perhaps for this
very reason they escape categorization within any known paradigm (scientific
model, movie, videogame, or even artwork). Through a hybrid vocabulary of
parade, exercise, training and display, at the convergence of violence and
control, spectatorship and universality, Exercise presents us with enigmatic
situations we cannot fully account for, yet which describe something of our
global predicament.

Robin Mackay
Director, Urbanomic



John Gerrard
Exercise

1. Exercise (Dunhuang) 2014

2. Exercise (Djibouti) 2012

3. Infinite Freedom Exercise (near Abadan, Iran) 2011
4. Burning Oil Fields (near Abadan, Iran) 2013

5. Animated Scene (Oil Field) 2007



Exercise
(Dunhuang)
2014

Participants: Chen Gui Q. Cheng Xiao V. Liang Yan F. Tang Yin Y. Liu Yan L. Liao Xiu R. Feng Shao L. Wu
Li'Y. Chen Wei P. Ma Yue R. Yuan Jian M. Ding R. Ma Yan H. Cheng Yu Q. Lan Mou J. Yang Ming S. He
Wei D. Gao Xiao M. Li Jun Q. Hu Q. Chen Zhi C. Yang Zhan H. Ma Fu M. Ma Ping P. Ma Mei Y. Chen
Yan F. MaXiao H. Tang Yu M. Ma You J. Chen JianZ. Tang Jie L. LouLiC. Ma ShiP. LouH. Wang
Xian G. Sun Guang M. Su XiZ. Guo WeiL. WuTang S. Ma BiR.

Producer : Werner Poetzelberger

Programmer : Helmut Bressler

Actors : Conor Lovett, Esther Balfe, Emmanuel Obeya

Motion Capture, Rigging, Additional Motion Editing : Bohemia Interactive / St&pan Kment
Motion Capture Editing : Laura Millar

Motion Capture On Set Assistance - Martin Michalik

3D Character Development : Preproduction / 3D-Modelling / Cloth-Simulation / Texturing / Rigging /
Animation Editing: arx anima

Character Creation / Project Lead : Martin Hebestreit

Character Rigging / Technical Lead : Benedikt Lutz

Shoot Producer (Hong Kong & Guanzhou) : Matthew Kwang

Shoot Producer (Dunhuang) : Cesar Mejias Olmedo

Character Shoot (Guanzhou) ITR Space / Hitomi Ko, Javi Miqueleiz

Cross Polarised Shoot (Guanzhou) : Wong Suk Ki

Video shoot (Guanzhou) : Dima Litvinov

Satellite Scans : Satellite Imaging Corporation of Texas USA

Landscape Development : Werner Poetzelberger

Game Engine : Unigine

Commissioned by : Ahmet Kocabiyik / Borusan Contemporary & The Richard Massey Foundation for
Art and Science.

With thanks to : Martine d'Anglejan-Chatillon, Simon Preston, Robin Mackay, Reza Negarestani, Roger
Ball of SizeChina Lab. Elaine Ng. Cesar Mejias Olmedo.
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Cin ¢olundn ortasinda gizemli bir yapi, diizenli bir karayolu sistemi, yoriingeden
gorunecek sekilde tasarlanmis klcguk bir kasaba goéruntisu. Exercise
(Dunhuang) 2014 icin, Gerrard, bUtln yapiy! ve gevresini dijital olarak yeni
bastan yapmak icin bu isaretleri derinlemesine taramak amaciyla bir Amerikan
uydu goruntisut kullandi. Sanatgr bu simulasyonun icine, bir Ghangzhou
bilgisayar Uretim tesisinden, mavi Uniforma ve elastik kagit bone giyen otuz
dokuz isciyi genis karayolu sisteminde dolasir sekilde yerlestirmistir. Bir
oyun tahtasl, manzara veya devasa tiyatro sahnesi olarak disundlebilecek
ortam Uzerindeki oyuncularin, isgilerin sistem Uzerindeki yollari, GPS yon
bulma sistemlerinde kullanilan A* algoritmasi kullanarak hesaplanmakta ve
belirlenmektedir.

iki katiimal karsilastiginda, hedeflerine en yakin aktér yirimeye devam
etmekte, digeri ise oturarak veya yatarak dinlenmelidir. 24 - 36 saat arasi
bir stire sonunda, ayakta yalniz biri kalir. Sure¢ daha sonra bitise yaklasir,
aktoérler sahnenin ortasinda tekrar toplanir, yer seviyesi bakis acisi, en son
kalan iscinin gevresinde alcalir ve tatbikat tekrar baslar - yine bu oyunun, bu
sUresiz ve araliksiz strtklenmenin neden (veya kim icin) oynandigini bilmeden.

Butln performans, oyun, yarisma veya tatbikat U¢ farkli sanal kameradan
gosterilir: insan boyu yuksekliginden, dairesel alcak ugus yapan insansiz
ucagin bakis agisindan ve uydunun dikey perspektifinden. Sunduklari verileri
bir araya getirme ve tarafsiz bir gdzetim yapma gorevi verilen izleyici, sanal
olarak oradadir, her seyi bilmektedir, ancak garip bir sekilde baglantisizdir; vahsi
amacli bilgi akislarini isleyen bir kanal gibi izleyici sahneyi distinmekte, anlatiyi
yukaridan yapilandirmakta, tatbikatin mantigina nifuz etmeye galismaktadir.
Tipki gerceklestigi yer gibi, performansin Urkdtlcu sessizligi, yaygin teknolojik
kontrol sistemlerinin paranoya, belirsizlik ve Urpertici farkindaligini yaymaktadir.

A mysterious structure in the heart of the Chinese desert, a precise system of
roadways the size of a small town and apparently designed to be seen from
orbit. For Exercise (Dunhuang) 2014, Gerrard commissioned an American
satellite imaging firm to depth-scan these markings in order to digitally
reconstruct the entire structure and its surrounding landscape. Into this
simulation, set wandering through the vast road network, the artist places
thirty-nine workers from a Ghangzhou computer manufacturing plant,
still wearing the blue uniforms and elasticated paper bonnets from that
context. Players on what may equally be read as gameboard, landscape,
or gigantic theatre stage, the workers’ paths across the grid are calculated
and determined by the A* algorithm, as used in GPS routefinding systems.

When two participants meet, the actor closest to their goal continues walking,
while the other must sit or lie on the landscape and rest. After a period
lasting between 24 and 36 hours, only one remains standing. The process
then draws to a close, the actors reassemble at the centre of the scene, the
ground-level point of view gravitates around the worker who endured the
longest, and the exercise begins anew —still without our knowing why (or
for whom) this game, with its perpetual, seamless drift, is being played out.

The entire performance, play, competition or exercise is depicted by three
different virtual cameras: from human head height, from the point of view of a
circling low-flying drone, and from a satellite’s vertical perspective. Tasked with
piecing together the data they deliver, conducting a dispassionate surveillance,
the viewer is telepresent, omniscient, yet strangely disconnected; a processing
channel for information flows with a possibly violent intent, contemplating the
scene, constructing the narrative from above, striving to penetrate the logic
of the exercise. Like the site in which it takes place, this is a performance
whose eerie calm secretes paranoia, uncertainty, and a creeping awareness
of pervasive systems of technological control.

ek
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Exercise
(Djibouti)
2012

2012
Simulation

Producer : Werner Poetzelberger

Programmers : Helmut Bressler, Matthias Strohmaier

Actors : Somto Eruchie, Jordan McGrath, Julian Thomas

3D scanning, texture photography / character retopology: Sample & Hold

Motion capture : Audiomotion Studios

3D modelling / animation processing: arx anima

3D modelling / animation processing coordinator: Christoph Staber

Motion capture editing / animation processing: Paul Pammesberger,

Patrick Zeymer, Laszlo Nyikos, Stefan Kubicek, Benedikt Lutz

3D environment modelling / texturing: Martin Hebestreit, Adam Donavan

Principal exhibition supporter: Audiomotion Studios

Exercise (Djibouti) 2012 is commissioned by the Ruskin School of Drawing & Fine Art, Oxford University
Sport and Modern Art Oxford and forms part of the London 2012 Festival. Supported by the National
Lottery through Arts Council England, Culture Ireland, John Fell OUP Fund, Calouste Gulbenkian Foundation,
Podium and Magdalen College, Oxford.

6}
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Somali Yarimadasi’nda Cibuti'nin kirag topraklarinda, iki takim ritGel bir
performansa katimak icin toplaniyor. Hareketleri, patlatian kamuflaj sis
bombalarinin hareketiyle uyumiu. Kirmizi ve mavi Uniformalari (savas oyunlarinin
geleneksel renkleri), rekabet veya husumeti akla getirmekle birlikte, hareketleri
esrarengiz ve belirsiz. iki takim, sonsuz (sekiz rakami seklinde) bir devre
icinde yorulana kadar kosuyor, bir stire oturup dinlendikten sonra tekrar
kosmaya basliyor.

Sahne, gercek ortamdan fotograf ve uydu verileri kullanarak sanal ortamda
elle olusturulmus olaganustt ayrintili bir reprodiksiyondan olusuyor. Figurleri
olusturmak icin, Londra 2012 Olimpiyatlar’'nda antrenman yapan bir grup
elit atlet taranarak, fotograflar cekilmis, hareketleri, en son ¢cekim teknolojileri
kullanarak kaydedilmis.

Eser, Cibuti’deki ABD askeri tatbikatlarinin dramatik fotograflarindan
yararlaniyor — Askerlerin savasin beklenmedik durumlari icin egitildikleri
tatbikatlar ayni zamanda, kendi baslarina bir medya gosterisi ve potansiyel
bir glic gosterisi olarak islev gortyor. Atletleri bu ortama yerlestiren eser, bu
sporculardan istenen muazzam disiplin ile yiksek bir kabiliyet ve niyet sinavina
tabi tutulan askerlerin gérintuleri arasinda esrarengiz bir kosutluk ciziyor.

Bu son derece kontrollti sentetik vicutlar, tanimlama, epik anlati veya ahlaki
kesinligin yardimi olmadan bir gekismenin gorlnttsint sunuyor. Yortingesel
bakis agisi, izleyiciyi, goérinUr bir amag veya anlam olmadan devam eden
yorucu denemelerden uzak tutuyor. Savasin dizenini ve tiyatroyla ayriimaz
bagini distinmekle basbasa birakiliyoruz.

On the barren landscape of Djibouti in the Horn of Africa, two teams assemble
to participate in a ritualistic performance. Their actions are timed through
the release of camouflage smoke bombs. Their red and blue uniforms (the
traditional colors of war gaming) suggest competition or antagonism, yet
their actions are enigmatic and inconclusive. The two teams run an infinite
figure-of-eight circuit, becoming increasingly fatigued until they sit and rest
for a recovery period—after which the ritual begins again.

The scene is an extraordinarily detailed reproduction, constructed by hand
within the virtual using photographic and satellite data guides from the real
landscape. To create the figures, a group of elite athletes in training for London
2012 were scanned and photographed and their movements recorded using
cutting-edge motion capture technologies.

The piece draws on dramatic photographs of US military exercises in
Djibouti—rehearsals which drill soldiers for the contingencies of war, but
also function in their own right as a media spectacle and a display of potential
force. By placing the athletes on this landscape, the piece draws an uncanny
parallel between the tremendous discipline demanded of these sportsmen
and the images of troops being exhaustively put through their paces in
performances of capability and intent.

These highly-controlled synthetic bodies offer us the spectacle of a contest
without the comfort of identification, epic narrative or moral certainty. The
orbiting viewpoint maintains the viewer’s distance from their gruelling trials,
which continue without apparent purpose or meaning. We are left with a
contemplation of the order of war itself, and its inextricable link to theatre.

194
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Infinite Freedom Exercise

(Near Abadan, Iran)
2011

2011
Simulation

Credits / Production

Producer: Werner Poetzelberger

Programmers: Helmut Bressler, Matthias Strohmaier

Dancer : Davide di Pretoro of Wayne McGregor / Random Dance

Lead modeller / texturing (character): Michael Maehring

Motion Capture: Bohemia Interactive / Stephan Kment

Motion capture data handling and animation: Arx Anima / Christoph Staber, Patrick Zeymer, Stefan Kubicek,
Paul Pammesberger

Lead modeller / texturing (environment): Martin Hebestreit

Modeller / texturing (environment ): Benno Verschueren, Mason Doran

Production photographer: Jakob Polacsek

Original military documentation: dvidshub.net

Choreography developed in collaboration with Wayne McGregor

Credits / Installation

Technical Installation Design: Jakob lllera / Inseq PD

Infinite Freedom Exercise (near Abadan, Iran) 2011 was commissioned and produced by Manchester
International Festival and Thomas Dane Gallery with the support of Outset Contemporary Art Fund and
Culture Ireland.
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Giiney iran’da bulunan bir mekanin bilgisayarda canlandirimis versiyonunda,
askeri Uniforma giymis bir simulasyon figtirt, temsili gines, ay ve yildizlarin
gercek zamanli olarak normal yoringelerini izledikleri bir takvim yill boyunca,
ndbet yerinden hic ayrimadan, giindlz ve gece bir dizi hareket gerceklestirir.

Mekan ve konu olarak Infinite Freedom Exercise Fransiz Fotografgi Henri
Bureau’nun cektigi, birinci iran - Irak savasi (1980) esnasinda, iran’in giiney
batisindaki Abadan’da bir petrol rafinerisindeki yangini izleyen bir iran askerini
gosteren fotograftan esinlenilmis. Askerin hareket dagarcigi, 'canl atis'
tatbikatlar esnasinda askerlerin aldiklari savunma pozisyonlarina dayanarak,
koreograf Wayne McGregor ile birlikte gelistirilmis.

ilk olarak, ingiltere, Manchester’da bir kamu tesisinde kurulan Infinite Freedom
Exercise, uzak ve soyut gorindigu halde, Bati ekonomileriyle ayriimaz bir
sekilde baglanmis tatbikatlara dair bir pencereyi, etkileyici bir bicimde sehir
dokusu icinde agmistir.

Asker-dansgi-aktoriin sonsuz, yorulmak bilmeyen zarafeti, algoritmik zincirleme
hareketleriyle, insanin sinirliigini animsatiyor ve yerinden sékuyor. Eser, Exercise
serisinin ana temasini tanitiyor: Kiresel guc ve enerji aglarina entegre olan
siddetin cagimizda insan vicudunun dogalliginin bozulmasi, optimizasyonu,
teknolojiklestirilmesi ve travmatizasyonu araciligiyla uygulanmasi.

In a computer-generated version of a landscape found in southern Iran, a
simulated figure dressed in non-nationalized army fatigues performs a series
of gestures, day and night, without ever leaving his post, for a full calendar
year during which the simulated sun, moon and stars traverse their actual
paths in real time.

In setting and subject, Infinite Freedom Exercise takes its inspiration from
a photograph by French photographer Henri Bureau depicting an Iranian
soldier during the first Iran-Irag war (1980), watching a fire at an oil refinery
in Abadan, south-western Iran. The soldier’s vocabulary of gestures was
developed in collaboration with choreographer Wayne McGregor, based
on the protective stances taken up by soldiers during ‘live fire’ exercises.

In its original form as a public installation in Manchester, UK, Infinite Freedom
Exercise provocatively opened up a window within the urban fabric onto
maneuvers which may seem distant and abstract, yet which are inextricably
entangled with Western economies.

The infinite tireless grace of the soldier-dancer-actor, with his algorithmically
concatenated movements, both evokes and displaces human finitude. The
piece introduces a central theme of the Exercise series: the contemporary
operation of violence, through the denaturalisation, optimisation,
technologisation and traumatisation of the human body as it is integrated
into global networks of power and control.

99
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Burning Oil Fields
(Near Abadan, Iran)

Credits / Production

Producer: Werner Poetzelberger

Programmers: Helmut Bressler

Lead modeller / texturing (environment): Martin Hebestreit

Modeller / texturing (environment ): Benno Verschueren, Mason Doran
Credits / Installation

Technical Installation Design: Jakob lllera / Inseq PD

2013

2013
Simulation

6¢






42

Infinite Freedom Exercise ile ayni manzaradan olusan bu eser, kendisine ilk
ilham veren, bulunmus fotograf gértinttstne geri dontyor. Burning Oil Fields
bu gdrintintn arka planinda gergeklesen petrol rafinerisi yanginini tekrar
canlandiryor, ancak bu defa asker gérinmuyor, ¢linkl kamera, yéntnu
degistirerek, yoriingesel déngust boyunca manzaraya bakiyor.

Yangindan c¢ikan kara bulutlar bUyulyor, bulaniyor, hareket ediyor, boyut
degistiriyor, fakat asla ilerlemiyor ya da azalmiyor, sentetik bir makine zamani
icinde durmadan agilan sanal bir anit halini aliyor.

Based on the same landscape as Infinite Freedom Exercise, this work returns
to the found photographic image that originally inspired that work. Burning Oil
Fields reinstates the oil refinery fire burning in the background of that image,
while the soldier is now unseen, as the camera changes its orientation, facing
out into the landscape throughout its orbital cycle.

The black clouds emanating from the fire develop, roil, move, change in
scale, and yet never progress nor diminish, becoming a virtual monument
that unfolds endlessly within a synthetic machine time.

1924






46

Animated Scene

Oil Pump
2007

2007
Simulation

Production: Werner Poetzelberger

Modelling: Daniel Fellsner

Programming: Helmut Bressler, Matthias Strohmaier

Presentation design / Corian fabrication: Jakob lllera / Inseq, Vienna

yA4






50

Yesil bir ovada, daha buyUk bir grubun pargasi olan bir ¢ift petrol sondaj
kulesi, yUzleri doguya, dogan ginese donlk, ahenk icinde calisiyor. Eser,
bir Texas yolculugu esnasinda sahit olunan bir sahneye dayaniyor. Bu yalniz
makinelerin melankolik vampirizmi, ABD’de kalan son fosil eneriji rezervlerinin
emilmesine taniklik ediyor.

iki baglantil masa, her bir sahnede senkronize hareketlerle ve her bir pompa
digerinin arka planinda gértnecek sekilde, ayni dinyanin iki ilintili gérinttstni
veriyor. Sondaj kulelerinin, kameranin sakin yértingesiyle yankilanan gérkemli,
agir temposu, metropol merkezlerine ve dijital yasam tarzlarina, ihtiyac
duyduklari sabit enerji akisini gbsterirken, ayni zamanda sahnenin sinir
bozucu boslugu, bu petrol gikarma calismasinin gogunlukla gériinmeden
ve duslinmeden gerceklesmesini anmsatiyor.

‘Bilgi ekonomisi’, Uretken kaynaklarini saklama, yeryzinan belirli bélimlerini
gdriinmezlige blrlime, enerji-yogun teknolojik is glict, zahmetsiz etkilesiminin
ve surtinmesiz yUzeylerinin altina gizleme egilimindedir. Gerrard, sanal
dunyanin bitmez tikenmez, kendi basina surekli hareketini, onu baska bir
sahnenin portresini olusturmak icin kullanarak baltaliyor: cagdas kapitalizmin
enerjik suursuzlugu ve petrol Uretiminin tavan noktasindan sonraki gelecegin
belirsizligi.

A pair of oil derricks sited upon a grassland plain, part of a larger group which
operates in unison and faces east, toward the rising morning sun. The work
is based on a scene witnessed on a journey across Texas. The melancholy
vampirism of these isolated machines bears witness to the extraction of the
last reserves of fossil energy in the US.

The two networked tables give two correlated views into the same world,
with the actions in each scene synchronised, and each pump appearing in
the background of the other. The stately, measured pace of the derricks,
echoed by the dispassionate orbit of the camera, indexes the constant flow
of energy necessary to power metropolitan centers and digital lifestyles;
while the discomfiting emptiness of the scene reminds us that this work of
extraction takes place largely unseen and unconsidered.

The ‘information economy’ tends to veil its productive sources, consigning
certain parts of the earth to invisibility, obscuring energy-intensive technological
labor beneath its effortless interactivity and frictionless surfaces. Gerrard
subtly undermines the inexhaustible, self-contained perpetual motion of the
virtual world by using it to create a portrait of another scene: the energetic
unconscious of contemporary capitalism, and the uncertainty of a future
after peak oil.

8¢
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John Gerrard

Dublin ve Viyana’da calisan irlandall sanatct John Gerrard, 20 Temmuz 1974
dogumludur.

John Gerrard’in yakin zamanda gerceklestirdigi nemli solo sergiler sunlardir:
Egzersiz, Modern Sanat Oxford, Oxford, ingiltere (2012), Sonsuz Ozgtirliik
Egzersizi, Manchester Uluslararasi Festivali, Manchester, ingiltere (2011), John
Gerrard, Ivory Press, Madrid, ispanya (2011), John Gerrard, Perth Cagdas
Sanat Enstitlisti, Perth, Avustralya (2011), Universal, Void, Derry, Kuzey irlanda
(2011), Sow Farm : iskogya Ulusal Modern Sanat Galerisi, Edinburgh, iskocya
(2010), Kalem Yagliboya Eseri, Yeraltinda Sanat, Canary Wharf Station, Londra,
ingiltere (2009 / 10), Istikametler : John Gerrard, Hirshhorn Miizesi ve Heykel
Bahcesi, Washington DC, ABD(2009) ve John Gerrard, Hareketli Manzara,
53. Uluslararasi Sanat Fuari, La Biennale di Venezia, italya (2009), Pulp Press
(Kistefos), kalici entalasyon Kistefos Museet, Norway (2013); Cuban School,
Galways Arts Festival, Ireland (2013)

Son dénem kayda deger grup sergileri ise sunlardir: Dilsiz Esyalarin Evrensel
Séylevi. Bluecoat. Liverpool — ayrica ingiltere’deki Nottingham Contemporary
ve De la Warr Pavilion’da da gosterilmistir. 0'dan 60’a (2013) Cagdas Sanatta
Zaman Deneyimi. North Carolina Sanat Mizesi, ABD (2012) MUkemmeliyet
Arayisi, Gliney Londra Galerisi, Londra, Ingiltere (2012) Daha Gercek, Site
Santa Fe, New Mexico, ABD (2012) Yerinde Saymak, Cagdas Sanat MUzesi,
Sydney (2012) John Gerrard / Cyprien Gallard, MIMA, ingiltere (2012) 20/20,
ilanda Modern Sanat Miizesi, irlanda (2011), Infinitum, Palazzo Fortuny,
Venedik, (2009), Academia, L'Ecole de Beaux-Arts, Paris (2008), Esit, Yani,
Gercegdin Kendisi, Marian Goodman Galerisi, New York (2007) ve Existencias,
Museo de Arte Contemporaneo de Castilla y Ledn (2007).

John Gerrard, Londra’da Thomas Dane Galerisi ve New York City'de Simon
Preston Galerisi tarafindan temsil edilmektedir. Daha fazla bilgi icin bakiniz:
thomasdane.com, simonprestongallery.com, johngerrard.net

John Gerrard

John Gerrard, (born 20 July 1974) is an Irish artist, working in Dublin and
Vienna.

Recent notable solo exhibitions by John Gerrard have included Exercise,
Modern Art Oxford, Oxford, UK (2012), Infinite Freedom Exercise, Manchester
International Festival, Manchester, UK (2011), John Gerrard, Ivory Press,
Madrid, Spain (2011), John Gerrard, Perth Institute of Contemporary Art,
Perth, Australia (2011), Universal, Void, Derry, N. Ireland (2011), Sow Farm :
Scottish National Gallery of Modern Art, Edinburgh, Scotland (2010), Oil Stick
Work, Art on the Underground, Canary Wharf Station, London, UK (2009 /
10), Directions : John Gerrard, Hirshhorn Museum and Sculpture Garden,
Washington DC, USA (2009), and John Gerrard, Animated Scene, 53rd
International Art Exhibition, La Biennale di Venezia, Italy (2009), Pulp Press
(Kistefos), a permanent install for Kistefos Museet, Norway (2013); Cuban
School, Galways Arts Festival, Ireland (2013)

Recent notable group exhibitions have included The Universal Addressability of
Dumb Things. Bluecoat. Liverpool - also touring to Nottingham Contemporary
and the De la Warr Pavilion. UK. 0 to 60 (2013) The Experience of Time in
Contemporary Art. North Carolina Museum of Art, USA (2012) The Pursuit of
Perfection, South London Gallery, London, UK (2012) More Real, Site Santa
Fe, New Mexico, USA (2012) Marking Time, Museum of Contemporary Art,
Sydney (2012) John Gerrard / Cyprien Gallard, MIMA, UK (2012) 20/20, Irish
Museum of Modern Art, Ireland (2011), Infinitum, Palazzo Fortuny, Venice,
(2009), Academia, L’Ecole de Beaux-Arts, Paris (2008), Equal, That Is, To
the Real Itself, Marian Goodman Gallery, New York (2007) and Existencias,
Museo de Arte Contemporaneo de Castilla y Ledn (2007).

John Gerrard is represented by Thomas Dane Gallery, London and
Simon Preston Gallery, New York City. For further information see:
thomasdane.com, simonprestongallery.com, johngerrard.net
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Gorsel indeks

Kapak / Cover: Commissioned satellite scans of found Sf. / Pg. 20-21: Still from Exercise (Djibouti) 2012
landscape markings in Gobi Desert, China, 2013.

Sf. / Pg. 10-11: Drone camera still from
Exercise (Dunhuang) 2014

ill from Exercise (Djibouti) 2012

—Eﬂ_

Sf. / Pg. 14-15: Orbital camera still from Sf. / Pg. 26-27: Exercise (Djibouti) 2012 installed
Exercise (Dunhuang) 2014 at the Old Power Station, Oxford

Sf./Pg. 16-17: Gravel research / artist
documentation. Dunhuang, 2013

Sf. / Pg. 30-31: Still from Infinite Freedom Exercise
(Near Abadan, Iran) 2011

Key to Images

Sf. / Pg. 34-35: Still from Infinite Freedom Exercise
(Near Abadan, Iran) 2011

Sf. / Pg. 44-45: Burning Oil Fields (near Abadan,
Iran) 2013 (right) and Infinite Freedom Exercise
(Near Abadan, Iran) 2011 (eft) installed at Simon
Preston Gallery. NYC.

Sf. / Pg. 36-37: Infinite Freedom Exercise Sf. / Pg. 48-49: Still from Animated Scene
(Near Abadan, Iran) 2011, installed at Manchester (Oil Pump) 2007

International Festival, UK on an artist designed

frameless LED wall.

>

Sf. / Pg. 40-41: Burning Ol Fields (near Abadan,

Sf. / Pg. 52-53: Still from Animated Scene
Iran) 2013, installed at Simon Preston Gallery. NYC (Oil Pump) 2007
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PERILI KOSK

Borusan Holding’in ve koleksiyonun ev sahipligini yapan Perili Kosk, kokli ve
6nemli bir tarihi gegmise sahiptir. Rumelihisar’nin tarihsel agidan en dnemli
binalarindan ve istanbul mimari mirasinin énde gelen érneklerinden olan
Yusuf Ziya Pasa Koski'ntin yapimina 1910’lu yillarda baslandi. Késkin 6zgin
yapisi teraslar hari¢ dort buguk katl olmakla birlikte, bitirilemeyen insaattan
6tUrl ikinci ve UgUncu katlar bos kaldi ve burada rizgarin yarattigr ugultu,
cevre sakinleri tarafindan binanin “Perili K&sk” diye anilmaya baslamasina
neden oldu.

Diger bir séylentiye gdre ise, binada peri gibi glizel bir kiz yasadigi ve burada
hayatini kaybettigi icin kdsk bu ismi ald.

Binanin inceleme, restorasyon ve yenileme calismalari mimar Hakan Kiran
tarafindan 1995 ve 2000 yillar arasinda gerceklestirildi. Borusan Holding
1 Mayis 2002’de Perili Kosk’t 25 yilligina kiralayarak 16 Subat 2007°de
binaya yerlesti ve 19 Subat 2007’de yeni evinde faaliyete gegti. 17 EylUl
2011’den beri de hafta sonlar halkin ziyaretine agik cagdas sanat muzesi
olarak kullaniimaktadir.

Borusan Contemporary, Borusan Cagdas Sanat Koleksiyonu’ndan beslenen,
sergiler, etkinlikler, egitici aktiviteler, yeni eserler ve mekana 6zgU yerlestirmeler
gibi cesitli programlara yer veren bir mtizedir. Bu aktivitelerin ortak 6zelligi, en
genis tanimiyla ‘medya sanatlari’na, yani zaman, isik, teknoloji, video, yazilim
ve benzeri araclar kullanan sanatcilara odaklanmasidir. Etkinlikler Borusan
Holding’in Perili Késk istanbul’daki ofisinde gerceklesmektedir ve bu sayede,
ofis icinde benzersiz bir sanat ortami yaratarak yeni bir model olusturmaktadir.
Nefes kesen Bogaz manzarasiyla sergi mekanlari, ofisler, Mize Cafe, BC Shop
ve teraslar dahil olmak Uzere tim bina hafta sonlari halka aciktir.

The building both home of Borusan Holding’s headquarters and a museum,
has a long and important history. The construction of Yusuf Ziya Pasa Pavilion,
which is considered one of the foremost examples of Istanbul’s architectural
heritage and among the most significant and historic buildings of Rumelihisari,
started in 1910s. The construction of the building had to be stopped due
to the World War I. The second and third stories remained empty and here
the wind made a sinister noise. Consequently, the building started to be
called the “Haunted Mansion” by the local community. According to another
anecdote, a girl as beautiful as a fairy passed away here, and therefore the
premises took the name of “the kiosk with fairies”.

The building survey, restitution, restoration and renovation were performed
by the architect Hakan Kiran between 1995 and 2000. Borusan Holding
hired out the Perili K&sk on May 1st 2002 and moved its central offices
into the building where it resumed its activities since February 2007. Since
September 17 2011, the building has been functioning as a contemporary
art museum open to the general public on the weekends.

Borusan Contemporary is a museum and a multi-platform program of
exhibitions, events, educational initiatives, new commissions and site specific
installations rooted in Borusan Contemporary Art Collection. These activities
are defined by their specific focus on media arts broadly defined, ie artists
who work with time, light, technology, video, software and beyond.

Most of the program takes place at Perili K&sk Istanbul, and co-exists with
the offices of Borusan Holding, in essence creating a unique museum in an
office paradigm. The entire building including the galleries, office space, café,
BC Shop and outdoor terraces with breathtaking views of the Bosphorus
are open to the public on the weekends.
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