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series ofcollages from 1968'69) This indudes such sinister but glide methodically along purpose-designed kacks, each in a
strangely plausrble predictions as 'control and command of the lane of their own. Sitting in a sterile room frrll ofcomputers,
weatheron <onomic basis'for 1989 but also'perfect life artifi' oneofthe young men says: Imagine ifthey [the Britishjcame
cially produced' for zo5o. One wouldn't blame Filko for being to us ... if lfuir economy collapsed."Then they would see what
more paranoid under capitalism. it s l ike to be away from home, replies a young woman.

'Star Cify was co-curated by Noningham Contemporary Chodzko presents the young people as agents of their own
director Alex Farquharson and Lukasz Rondunda, based rn representation as well as objects o[his study, but he does not
Warsaw tu part of the very usible 'Polska! Year' programme, it pretend that this changes therr status in the global scheme of
demonstntes the richness of pstwar culture under commu- things. 'l have an editing programme at home,' says one of
nism, which far exceeds preconceived notiors ofsdialist realist the boys, 'but it's strange, it doesn't have a 'save" option.' 'lt

art, which is itself slowly and deservedly being re+valuated. I[ musl b€ the test version,' concludes another. Their corunents
as thts exhibihon shows, many artists living in the Eastem Bloc highlighl the unevenness of a global capihlism that dichtes
used sci fi metaphors to vorce tler critiques and fiustrations, it who migrates to work and who does not, who can afford to
seems some western and poslcommunist artists are today buy useable software and who cannot
cmploying thcse metaphors to expose Ihe loid in Lapitalist Ergin Qarnqoglu's SiLnl Glifu, 2oo8-og, considen labour
rdeology. This exhibition also cleverly msists on a humorous as a source ofpoehc insprabon as well as mcome. A writer has
side to ihe space racc, even poking fun at the gullibrlity that moved into a room overlooking a factory and a cargo prt with
somehmes accompanies human aspiration 'Star City' do€s not the intention of completing his book in two weeks But, if we
look at contemporary aspirations for the future, but gently are to believe his frustrated ex-girlfnend, he is s6ll there two
seems to suggest that we may need to recapture some of that years on, languishing in bed, reflecting on the nature of great
intensity, exhilaration and philosophical debate ofa time when romance, morality and labour. His lover remains caught up in
the future lookd very different from the present I

ltNrtrtn txlro+n is a freelance witer and project co{rdinator
for the zorr Folkestone Triennial.

I Journeys With No Retum
A Foundation London 18 Februarv to r/. l\4arch

'loumeys With No Reum is a u-avelling erhibition ofcontem,
porary art from Turkey, Germany and the UK that aims to
reflect on recent Turkish migrafion and to forge fresh hnks
between three erhibition contexts: lstanbul, IDndon and Berlin.
Appropriately, Nasan Tur's Baltporls, zoo6, and ndeo docu-
mentation o[ them in use, playfi ly literalise the theme ofthe
artist nomad, whom Nicolas Bouniaud dubbed the lwrw viator
at last year's Tate Tnennial. Tur's dattering Speokrr-Ba*potk,
C ooking Bukpo&, Demonstrction-Botkpotk, Saboage - Botkpa
and Fun.Backpark, uaiations on the Beuysian emergenq kit,
come equipped with spray paint and a blanl banner, challeng.
ing the pliticalefficaq ofcontemponry art in public space.

lf London reportedly now has more furkish mignnts than
any other city in the world, many of these are iecent arrivals
from Germany, which, following its Gasbrbeibr progamme
(r95os-7os), is now home io around 2 7m Turks. But anyone
hoping to leam about the historical pattem ofTurkish immigra-
tion or expecting insight into the life of Turkish immigrant
communities may be drsappointed. The three best works in the
r6-artist show are poebc, deploying the video+ssay format wth
varying degrees of nanative and visual licence, shifting between
the documentary and the dream.

Adam Chodzko's The Pickers, zoo9, is exqursite and
bewitching. Four young Romanian strawberry prckers afe
filmed in an editing room discussing footage ofthemseives at
work in a hothouse in Kent, companng it with archival mater-
ial o[ London hop pickers - hmilies toiling harmoniously in
an idyllic Bntish landscape Their conversalion records their
coming to consciousness ('we look much more grumpy'),
revcaling fte experience of migrant labour and the changing
pattem o[ British agnculnrre. The cold metal and glass of the
hotlouse is rnatched by the oversized electric'red lruits and
therr sharp green leaves, air pulses *uough plastic tubing that
inflates and contracts as though lt were a hving organism
blasting out heat; workers and their trolleys, joined at the hp.

his emotional wodd and we watch mutud a.cusations hurled
across three screens, interspersed with extracls from Tolstoy.

The heroine of Clemens von Wedemeyer's unsubtit led
RussianJanguage video Ot sJ, 2oot, is trtrnB to cross a national
border located in some scrubland A makeshift olwood secur,
ity gate set up in the middle of the desolate wrnter landscape
represents a symbolic point of no retum, althou€h there is no
real way to distinguish between one side and the odrer in dre
atmosphere of disorientation produced by the many petty
swindlers with sandwich boards advernsing everything from a
bus ride to a placc in the queue or a vis:l We en ounter a series
ofghostly figures, including a man reciting pams by Madimir
l\,layakovsky. As the style lurches disconcertingly between
Tarkovsky and Aemout Mik, we wihess a reconstruction ofthe
ordeal hced by Russian Jews seeking to claim therr legal nght
to migrate to Germany Thc lmping video suggests tle continu-
ity into &e presenl ofonly superficially conduded histones.

But what have Romanians in Kent to do with Turks in
London, with Mayakovsll, with Russian lews in Germany)
Besides the obvious issue ofglobalisation, there rs another linh:
the communrst Turkish poet Nizrm Hikmet Ran (r902-61).
'loumeys with No Retum'takes its tide from a collection ofhn
poems. A fewent member ofthe Turhsh liberation movement,
Hrkmet travelled lo t}e Soviet Republic ofCeorgia, inspired by
the successful Russian Revolution of r9r7, and thence to
Moscow, where he spent tle early r92os studying economics
and sociology at the Communlst UnNersity of the Toilers of the
East. Much ofhis adult li[e, however, was to be sDent m Dison
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His eventual esope liom Turkey to settle as a political exile in
Moscow hrmed out to be a joumey widr no retum, by way of
the Black Sea and Romania His po€m Angno Pulois, 1948,
reproduced in the catalogue, evokes the brutdity of his sirua-
tion: ' l f half my heart is here, doctor,/ the other half is in
Chrna/ wrdr dre army flowng/ toward the Yellow tuver./ And,
every moming, doctor,/ every moming at sunrise my heart/ is
shot m Greece.' The last hnc of the pam reads 'my heart still
beats with the most distant sta$'. Given Hikmet's thematic
centrahty to the exhibibon, it is a great shame that no material
relating to his life or work is presented at A Foundation. The
story of Hihnet's joumey would lend what otherwise appean to
be a fa irly depliricised exh ibrhon a h istoncal poin t of reference,
explicitly grounding the themes of labour and migratron m
polrtrcal discourse rather than merely in prsonal exprience,
thereby ollerirg a concepnul framework for the poeuc links we
are invited to make as we joumey tlLrough the exhibition. I

(L RA KEMP-wEtcH is Leverhulme Early Career Fellow at the
Courtauld Institute of An.

I Eija-Liisa Ahtila
Pansol unit London z5 February to z5 April

How does the sparialisation o[ narrative alter the cinematic
addrcs of the viewer) Thc nariative of Eiia-Liisa Aitila's latest
monng rmage installation Wre s Where?, zoo8, is dspened
across four central screens which form tle 'wirlls' o[ the oiere.
with a further rwo screrns hurg looted at the entrance ard exit
of $rs endosrue The lafter two s{reens show an arumated film
and digitised archiral footage of fre AJgerian War and act a]most
like a trailer and a coda to tie main event of the four.sqeen s1-
minute film. Aldrough there is nothing to stop viewers from
ambulatin€ distractedly through the da-rkened space, the seven-
minute gap between houly screenings sets up an estranged cine
matic experience in which, given dnt drere is no psition ftom
which to xe all screens at once, er?€dation is combind with the
fiust'abon of where to posrnon oneself to get dre best possible
newpourt. This spatial dislaation uncannily eches dre rwnhve
of the film isef which meditates on dre complexity of psition-
ing oneself, espeoally as an artist, in relation to homfic elenis -

such as wu and genaide - whose conlagrous eFects seep aooss
nme and place n a globalsed wodd. The ustallation shges dris
dilemma bodr temporally and spatially, as two diegetic worlds
unfold sunulunmusly and ds;unctvely across $e four screem.

One diegesis focuses on a contemporary po€t in her sutF
urban house in Helsinki - although this could be any Euro
pean ciry - as she rs researchrng an event that happ€ned in
the rgios during the Algerian War where two young teenage
Algeruns murdered therr European playmate. Aht a's own
research for dre film partly centres on Franz Fanon's account
of tlris incident in his 196r book Ih4 vrchh.d ol ItE Eonh,
where it surfaces as a traumatic counterpoint to his ralls for
revolutionary insurrection. Ahtila aligns Fanon's case study
with Arrhur Rimbaud's poem'L'Enfanre', which connects
childhood and death, and links to the filmic poet's search for
words to understand the incident. The po€t is visited in her
home by Death, a character who looks as if he iust stepped
out of an Ingmar Bergman film, who mediates between the
present and the past and the worlds of here and there, re
Europe and Algeria.

The o&er diegesis follows a re.enactment of the bop' act
o[ violence, their revenge for the massacre at Meftah of 40
Algerian men dragged from ther beds and exeruted in 1956.
The contagion ofviolence, which tums children lnto murder'
ers and friends into sacrificial scapegoats, rs staged ln the
installation using a variety ofgenres, including the tleanical,
the documentary, docu.drama and science.fichon. lt is hard to
keep pace wrth the speed of the editing and dimcult to jom
the fragments together, especnlly in what can only be a par-
tial view anyway, given that some images wrll always be to
one's lxck or out of one's field ofvision. Vhile these break
in continuity are lrustrating on one level, they are also the
mcans by which this story physi(ally allects the viewer. Ahhla
effectively uses the tropes of Bertholt Brecht's epic theatre
where the'text'leaves gaps and spaces for the spectator to
enter and piece the work together, but rather than this being
heavy-handed and humourless, Ahtila adopts Brecht's
approach to combining disjunction with 'lightness and ease,
quickness and wif (as Sylvia Harvey described it) to ensure
the work's popuJar appeal. Added to $e nafiational gaps and
the humour m Wfurc is Whercl - which includes a levitating
priest as well as a funnily animated handshake from Death -

the physical gaps beueen the corners of the screens also
increase the reality effect of the installatron. Unlike cinema,
the off'screen is not another image but space itself, the cut of
montage transformed into an asynchronous sequence of
edits, the apparatus of spectacle used to produce real effects
that impinge on and implicate the viewer m their unfolding.

Echomg dre honific nanative content ofthe contagion ofcolc
nial nolence, &e two diegetic spaces begn to contaminate one
another at one pornl soldien mn between screns and places,
disconcertingly appearing in fte poet s house to reenact the rnas-
sacre. Archival lootage also disrupts our sense of temprality,
esptridly when the poet comes to shnd ur front of $ese archial
images which appear on soeens within the screen, thereby llnJ<-
ing the dcumented past with the space in the gallcry. One ofthe
few times where all fow screens are in some hnd ofsvndronv s
towards the end of the 6lm when a team ofpsychiatsists are ques-
tionrng the boys Our location as viewen, sunounded by their
queshoning gazes. means that we loo become witnesses (om.
pelld to understand the event and the boys' matterof-facbress
about dreir crime. In a noniidrctic way, tlre fiJm is showing us
that we are all responsrble and forurd guilty. lthtila has spken o[
how multi-soeen installation prevents tle newer from taking
sides as it becomes difficlll to iden[t with any one character. lt
will be curious to see whetler this ethical resister is nuinhned
m relahon to dre singlescreen version of Vluru is Wlure? lhat
will Ix premiered at the Prince Charles Cinema in Apri1.

The other multr-screen installation rn the exhibition, Tfu
Hour of Proyn, zoo5, peles in comparison. The nanative, which
centres on an artist who goes on a rcidenq in Afiica to deal
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