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Station is a long-term project based on the
idea of moving together in fime and space
towards a conceptual destination. The project
started as a discussion about the contextual
references of Konsthall C and was later
shaped by curatorial and artistic research
around questions of mobility, the transfer of
narratives and discourses as well as regula-
tions of the public domain. These discus-
sions can also be applied to the context of
the collaborating institution in this project:
Kiinstlerhaus Stutigart.

The project is based on a relatively long per-
sonal history. We (Kim Einarsson + Adnan
Yildiz) were both based in Berlin where we
worked as freelance curators, Consequently,
we often carried projects into new contexts,
bringing concepts from one place to another
resulting in few opportunities to keep up a
long-term dialogue with an andience. Shar-
ing a close friendship, we worked in the same
studio in Berlin and made collaborations at
different levels. Within a year of each other,
we both started working at institutions. Since
Janpary 2010, Kim Einarsson has been the
director af Konsthall C. Adnan Yildiz started
working at Kiinstlerhaus Stuttgart in 2011.
This shared personal history of collaboration
and previous mobile and short-term projects
maotivated us to create a long-lerm project
that would search rmﬁ alternative forms of
exhibition making and developing critical
thinking for the transformation of demo-
cratic society. -

The story begins with questions of audi-

ence and public space...

Adnan was attracted by Kim's invitation to
make an exhibition at Konsthall C and espe-
cially to the idea of investigating the question
of the relationship between the roles and po-
sitions of an audience and a citizen. Defining
Konsthall C as a form of public space, the
working process has been based on question-
ing the process of making discussions public

as well as relating this action to the politics of

an institutional setting. By initiating projects
that use different formats, temporalities,
levels of participation and that involve time-
consuming processes and collaborations with
different audiences, the program of Konsthall
C continuously explores different modes of
production and communication. Early on,
the artists Aykan Safoflu (Berin/New York)
and Lisa Torell (Stockholm) were invited to
become our fellow travellers. In a number of
warks, both of them have focused on social
movements and the politics of public space,
albeit in very different ways.

Through a conceptual mode of thinking, we
were interested in taking aspects of empirical
thought and everyday reality into consider-
ation. Any exhibition starts in one's mind
when one decides to visit it. It begins from
the moment we decide to travel to it, both
physically and mentally. Departing from this
point, the abstracted form of our curatorial
idea originated in the artistic experience, the
role of the audience. and in Konsthall C as a
station - a temporary stop and public site of
OUr Working process.,

Konsthall C is situated in the Stockholm
suburb Hkarfingen that was built in the

late 1940s and was once a typical mani-
festation of the Swedish welfare state and
Social Democratic policy. The art space was
founded on artistic motivations to investigate
the democratic aspects of Modernist social
planning. The urban plan of the suburb was
made by the same architect who later went

on to plan Sergels torg (Sergel’s Square, a
public space in the very centre of Stockholm).
Organized according to neighborhood plan-
ning ideals, Hékariingen consists of smaller
neighborhoods with their own sub-centres.
Konsthall C is located in such a centre, in

a so-called ‘centre building’. The °C’ in
Konsthall C stands for ‘Centre’. The building
hosts a number of social services and small
enterprises, and the exhibition space can be
found in a former communal laundry. Part

of the space is still used as laundry for the
residents of the area. Konsthall C's historical,
geographical, and conceptual connection with
the city centre as well as the actual experi-
ence of spending time in the public transport
(on the green metro line) between the two
places - from centre (o centre - inspired us

and the project.
The First Episode: The Bus At the Station

One of the most forceful motivations behind
the project Starion was the methodologi-
cal aspect of the production process. The
content of the project has been developed by
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the rule of learning by doing. Rather than
taking already existing schemas, discourses
or discussions, the process has been based on
the idea of experimenting with the content.
During our early discussions around the
politics of movement and public domain, a
film reference emerged and played a key role
in how we approach public space, mobility,
and the city.

The Bus [ Otobils {Tong Okan, 1974) was
shot at Sergels rorg more than three decades
ago, vet the story still retains a contemporary
relevancy. The film is about a group of Turk-
1sh men who expect to arrive in Germany as
migrant workers but are left in a bus in the
middle of Stockholm without their passports
or any money. The film was banned in Torkey
for some years after the 1980 military coup
but this did not prevent it from becoming a
legend. The film starts with the bus arriv-

. ing at Sergels torg, and displays a panorama

of the location and of people on the strect
including the policemen, street musicians,




demonstralors, tourists etc. Operating as a
stage for a story about survival and alien-
atiom, the cily turns into a jungle, a labyrinth
or a prison, where the characters get lost and
it all ends in tragedy.

As research material, the film provided us
with a groundwork from which we could
develop a grammar and common vocabulary,
especially in relation to the way the film ap-
proaches the city. As a reference however, it
was nol known in the Swedish context. This
motivated us to make a screening of the film
the first event within the project. Taking this
screening as a departure point, the physi-

cal experience of watching the film together
on the location where it was shot 33 year
ago, became a political gesture or a public
intervention. We did not position it as an an
event or promole it as a film screening. We
did not make the director’s name public. All
communications in relation to the screening
were made using one sentence without any
other references: “The Bus at the Station, 27
May 2010-21.00 Sergels torg”. This was the
only information given to the andience, The
wdea of screening a film in order to develop
content for an exhibition made the close col-
laborative nature of the project on a curato-
rial, organizational and editorial level very
important. The screening was regarded by all
of us to be the main experience in order to
start the discussion. Lisa Torell had furnished
Sergels torg with fifty plastic garden chairs
of the standardised type you can find all over
the world both for public and privale use. The
screening started with an animated text piece
by Torell called Exrape was global. A young
filmmaker from Berlin, Kaan Mijdeci was
visiting Stockholm the same week, and after
the screening of The Bus, we also premicred
his short movie, Tag der Deutsche Einheit

(2009-2010), a comedy that takes place in
Giérlizter Park in Kreuzberg. Mijdeci’s film
is about migrant thieves, the German attitude
towards them and presents a walk through

a public park ag a daily adventure. Aykan
Safoflu documented both the preparation and
the actual event.

During the screening, one of the greatest
experiences was witnessing the everyday rou-
tine of Sergels torg unfold while simultane-
ously watching the film. There were a certain
number of the audience and art profession-
als who knew about the film screening in
advance, however the most striking outcome
of the screening was having a lot of passers-
by who stopped when they recognised their
city, their public space and their sphere on

the screen. The director Tung Okan was there
with us as was the producer of the film Gud-
run Zachnsson Ones. They had not seen each
other since the film was shol.

On the next day an open discussion was orga-
nized at Konsthall C with contributions from
the director and the producer. An installation
by Lisa Torell was exhibited which consisted
of the repeated triangular patterns in black
and white granite of Sergels torg made out of
carpeting. The exhibition space also included
monitors for the audience to watch The Bus
and some other films such as Myglaren
(Swedish for con-artist or charlatan) and

I am Curious {Blue) as a bibliography for our
discussions.

There were two important points that came
up during the open discussion. When former
actor Tunc Okan was talking about The Bus as
his first directorial experience, he often used
the term open script in his statements. He was
shooting footage for the film in parallel with

M the acroening

the process of writing the script with the cast.
The scenario was developed after he read a
story in the newspaper about innocent people
being cheated when they were hoping to
migrate to Germany. Departing from that story,
he used the clements of Sergels torg and posi-
uoned the city as an open studio for his film.
Taking a nightclub, a toilet or & metro station
as a conceptual base, and providing the space
for the actors o improvise, he was again and
again testing what would/could happen when
people encounter each other without a shared
language or culture between them. The film
inspired us in terms of how the city could oper-
ate as a place for the imagination. The way that
the script came about brought us to the idea of
focusing on the public space and considering its
potentiality for social and political transforma-
tion and (unjcontrollability.,

Kleine Reise: Stuttgart

After almost a vear, the team (Kim, Adnan,
Aykan and Lisa) met in Stuttgart for research
meetings and worked at Kiinstlerhaus Stuti-
gart for several days discussing the ques-
tion of what had stayed with them afier the
screening.

We were all a bit disappointed with the direc-
tor's current political agenda; a strong artistic
mind was now more interested in market
politics and telling sexist or nationalistic
jokes. This was also a new challenge for us;
to face artists as survivors of struggles from
the legendary seventies, which was the "real”
time of politics and art. Listening to him
when he was talking about how they made
the movie in high quality / low budget condi-
tions, we were impressed by his experimental
approach. He was working with both amateur
and professional actors in something akin to

05 the screening

a workshop process and developing the script
in relation to the architectural, social and
palitical aspects of the film set. Today. he is
hased in Europe and his life has changed af-
ter he moved here. The nostalgic effect of the
movie has definitely created an illusion for us;
we expected him o be a sort of Che figure,
but maybe we found him to be more like our
parenis, neighbours or elders who talk about
money, sex and politics in an offhand manner
and without any critical concern,

We read Image and Vielence by Jean Luc
Mancy, got drunk at a karaoke bar called
Monroe's, and 1alked about the Hauptbahnhof
sitnation in Stuttgart (Kein Srurrgars 21). The
terms political consciousness and palitical
imagination have been released as crystalline
concepts for future destinations. ..

Station C (Station at Konsthall C)

On Wednesday 31st August 2011, we are
opening the exhibition project Station C,
which is the second episode in our series

of public presentations. Artists Lisa Torell,
Aykan Safoflu, Sylvia Winkler/Stephan
Koperl and Slavs and Tatars are contributing
to the exhibition at different levels.

Lisa Torell is interested in the social and
political changes of public space and freedom
of speech. She studies the aesthetics and
language of spatial and contextual conditions
in order to both elucidate them and to bring
them down to something we could all be part
of or relate to. In her work for Starion C, she
deals with how the public space is regulated
and organised and how it's visual codes
communicate with us. Vinyl photo prints that
you normally would find on the streets as
large advertisements are transformed in this
instance into acrylic paintings in an exhibi-
tion space.

In relation to his academic background'in
film studies, Aykan Safoglu (Berlin/New
York) brought another reference from Iranian
cinema into the project; Cafer Pahani’s
Ayneh/The Mirror (1997). The film is about

a little girl, Mina, who waits after school for
her mother to pick her up. Her mother doesn’t
show up and Mina takes off across Tehran

in search of her home. Halfway through the
film, the little actress takes off the fake cast
and then her headscarf announcing that she is
not acting any more, She quits.

In Sylvia Winkler's and Stephan Koperl's
(Stutigart) project, STIEFKIND ZOB |
Stepchild central bus station (2011) the point

of departure is the new bus terminal -in
Stuttgart- which has been relocated to the pe-
riphery of the city in an area largely defined
by its marginalised community. Functioning
as an iconic stage and demonstrating how
public space is controlled and regulated by
neo-liberal politics, the artists’ performance
focuses on the organisation of space, through
a song composed of lyrics about the bus
schedules scored to the popular melody “lch

waar niemals in New York ™.

Slavs and Tatars define their practice as the
study and creation of factional polemics and
intimacies devoted to an area east of the for-
mer Berlin Wall and west of the Great Wall
of China known as Eurasia. For Station C the
collective has created a new series of work
called Nor Moscow Not Mecca that addresses
the notion of cities as destinations. It also
refers to the two major narratives of the 20th
and 21st centuries, that of Communism and of
Islam. Nor Moscow Not Mecca is inspired by
a policy of the Soviet Union in the mid 20th
century, called "To Moscow Not Mecca’, of
communising the Muslim peoples of Central
Asia. This experiment inevitably failed, but

it was a rare collision of culture, politics and
ideals that took place without the mediation
or triangulation of the West or capitalism.

Station C will also include a lecture and
screening that will run in tandem with the
installation at Konsthall C,
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NOTES FROM OUR
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MEETINGS
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Official: Kim Einarsson, Aykan Safoglu,
Lisa Torell and Adnan Yildiz

Personal: Lisa Torell

Edit of transeription: Kim Einarsson

We were: Kim Einarsson, A

Lisa Torell and Adnan ﬁmjﬁmw'
memmwwm
the 27 of May 2010. This was when

the project really got started and the
moment when we made things pubiic.
mrmmwm:mmmim
mpufng:ushnw?ﬁhsfmujdwiqas
fflﬂmm wasn't anything before, as if we
drdn?hmu&mr@.m#n;ghm,mﬂmg
more than a film. We should start by
mmmmwmmm
the reaction to the next and then fo the
next project. Munaafﬂ:&pnﬂnctsshuuﬂ
bealcmrfnunn‘nn of the last one, at least
not in mannnwsansa:mhshnum
baanﬂwpmjanumhhﬂudmm
8s was also the case with Aykan. We J
were no longer only artists but collabo-
rators. But were we? Did our roles really
change? Did we transform our positions?
And in reality, how open-handed were
wea? Wm‘rwﬂfﬁammam;rsm
tributing, affecting?

STATION 27, 28 AND 29 MAY 2010

"Station”, alludles to station, a 5top on
the way, in a shared space, a public
Space, a foint adventure, Every exhibition
or avent should Wbﬂﬂﬂﬂp on the
way fo the next one.

Thursday 27 May; Screening at Sergel's
Square

The first step in the project is based on
the movie “The Bus/Otobls", a Turkish
film from 1973 that was enacted in an
installation at Sergel's Square in Stock-
holm 2010. Aykan took the photos of
the screening. His camera

;ﬂn'tmﬂhmnﬁrmmmmmm
fo borrow, but he did great as always.
"Europe was global”, was the title of my
video that was shown just before the
Tumtshﬂm.#wasamabmdmmuﬂa
responsibility and was about the silence
in Europe. The video was finalized before
all the demonstrations in the Middle East

wﬂ}ﬂﬂfbﬂfﬂmhdﬂﬁkﬁccmmg
in Egyot. All of us were interested in

and then, and the changes of it. Our col-
laboration was built only on the respect
for the other's freedom. That's why it's
so complicated: it's the meetings and
ﬂiﬂmﬂﬂﬁmrmm&dhﬁﬂgmmdﬂm
compromises that force forward.

Friday 28 May; Post Scriptum at Konst-
hall C

memmwﬁmcﬂm“wﬂas#m
pmﬂuw:ﬂumunznﬂnmﬂnm
were invited to talk about the film at Kon-
sthall C in an open discussion, Finally
madirm:wﬂw.ldiufuaknnmmamnvﬁu
is still interesting! Even today, more than
30 years later. It's about immigration,
refugees, symbolisms for dystopia — uto-
;l_ua,wa."cunﬂng, excluding, national iden-
tity, the present and the past. We were
s&ﬂngnnacmpar.:hminsmﬂaﬁunm&d
made. Was this important in my new rofe
as a collaborator that | had made it?
Fﬁ*#m-wm,mmmmnm
left aside. In all situations, | guarded it. |
think this was the same for Kim, Adnan
mdﬂﬁm,mmmmtwmﬂmuw
rily defined ourseives as, The shared is
gl‘ﬂi‘ based on egoism, The public space
IS egoistic,

The carpet was cut and placed in the
same pattern as Sergel's Square - the
public symbol for freedom of speech

and democracy in Sweden. The aim was
to highlight and lift it into the art space,
another public space with the same pur-
pose. This was a simple way to empha-
size these questions without mentioning
ﬂmm.ﬂdnanmtﬁﬂmndemmnham
ﬂwm&mnuphfgamisswnﬁw
WMWM!MEWM
poﬁﬂcafgrmamﬂnuspﬂmm that | had
macho, unconscious or at least did not
talk about the subjects that I thought the
nmm“mmmmmdmun.ﬂm
mmmmwmmm | stayed
quﬁetﬂﬁnmﬂmﬂghmrpmmkud.
Hﬂmmﬁaﬂnwmmw
ons. Thfanmrrt-‘m‘mafusmah}
mmnurmfﬂum but it was a kind
of collaboration where our different posi-
tions bacame official,

EDIT OF TRANSCRIPTION

Curaror 1: It was great to see the film yestes-
day, because I remember the first time | came
to Stockholm, when 1 came out of T-Centralen
and saw the public square. Immediately [ saw

the film in my head. The screening could be
seen as a public intervention or performance.

Curator 2 (1o the Producer): How was it for
you to see the film again, because you haven's
seen the film since it was shot? And how was it
o sec it in the public space of Sergel’s Square?

Producer: It was a very strange experience
actually. [ have not seen the film in chis versi.

on; [ saw an older version. And the last time

I saw it was 37 years ago, in 1973. I love the
part of the film that was abour the bus and the
Turkish men in the bus. I never told you Tinc
(she turns to the Director), thar [ did not like
the part you have added with the history abour
the driver or smuggler. I think thar rook away
the force and concentrarion of these men: they
are immigrants, refugees. [ like very much this
simple way of telling a story. We see the driver
smuggling the men into Sweden and leaving
them on Sergel’s Square, and that s what we

want to know about him, Mothing else.

Curator 1: [ think whar is interesting here is
the bus and what possibilities it opens up, I is
a box, bur, it is also abour survival because they
return to the bus all the time.

Curator 2 (to the Director): Tell us a little abour
the background of the making of the film.

Director: You know, that was a production thar
was very unprofessional on my part. [ was an
actor before in Turkey, but I left Turkey, and

1 was very interested to work as 1 direetar. As

a coincidence I met Tuncel Kurtiz, a friend of
mine. He had done a couple of films. [ ran ingo
him in Switzerland and we talked about doing
something together. He lived in Sweden. So
what can we do? Let’s make a movie,

:‘lmd then I read this thing in the newspaper, a
Turkish newspaper, thas somcthing happened, |
don't know where exacely, if it was in Germany
of..... The same story, about some men that
were left in a bus. And when I came 1a Sweden
at thar time, | found very strange and | saw
the square and fell in love with it, with il the
shops and everything, I could really imagine
the bus on this square. It would be a fantastic
nnz_ﬂ.ngﬂ.ﬂcpmhhmml- I had no ex-
perience. my script was very unprofessio-
nal, because | had never wrirten Ii:'-lh?pthﬂfﬂlt.

I started to imagine pictures, scenes, and star-
ted to number them 1,2,3 etcetera and then
send/ then [ sent them o my friend. He said,
r‘huununnzq::: you cannot make a movie
like thar. And I said: I don't know how ro do it
in another way.

Ok, we had no meney and ne ream, byt I
wanted to make it anyway. | wanted 10 make
it realistic.

So first | bought the bus and then | found the
actors. [ found this bus in Switzedand and

bought it. | did not know how to drive the bus,
because I did not have a drivers licence. On the
way | bought a book on how to make a movie,
because | really wanted to learn.

Director: 5o we decided 1o not work with
actors. And this was not easy. We also had an
accident after 10 days. When we developed
the film it was rotally dark, so we had o shoot

everything again.

Director: This ilm is about a confrontation
and has nothing to do with Swedish people
or Sweden. From time to time [ felt myself
a stranger here. [ lived in Switzerland ar chis
time. Sweden was Olof Palme and Social
Democracy etcetera, and | found that very

inferesting,.

Curator 2: How did you hnd the people who
acted in the film?

Director: The non-actors | found at the railway

station. | went there and was looking for
certain types. | was very impressed to see the
movie after so many years at this place. Bur |
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could not stop asking myself, how would | do
this movic today?

Curator 2: How was the film received in
Sweden?

Director: It was not very well received. It got
understood as a critique of Swedish society.
But the first public screening of this Alm, in
this version, was in ltaly, in Sicily. It was a big
open air Roman theatre with lots of people
and a big screen and [ was very excited. And
[ thought, “wow, | made a very socialist and
hard core political movie™. But then when the
film started after some scenes people found
it funny and started to laugh. And | was so
astonished.
Later, it was a very big success in Turkey and
we won a prize and went around the world
with the movie, and I'm glad for it. But in
Turkey, I heard they had fights in the movie
theatres. Some people found it funny, bur
others did not. “Why are you laughing?”,
“It’s funny”, "Mo, t's not, can't you see these
people are suffering”, 1 do what | want, thar’s

not your problem”.

Curator 1: Bur there was also a story behind
the sex scene that was censored?
Director: Yeah, we had censorship problems,

il Tgre! ' Sl LT

bur now it is selved. Oh, this is a funny story; |
imported the reels by hiding them when | went
to Turkey. | put them in my bag when [ came
ro the plane; ir was very dangerous because it
was political and critical...

Curator 1: Towards the military coup?

Director: Yes. So...

Producer: But may | return to the question
about how the film was received in Sweden?

I think about how it was received by the
professional flm community when it was shot.
When they knew that this was going to take
place, there was an interest to take parr. [ was
the one that wok care of all the extras and the

Swedish actors etcerera,

Artist 1: But where was it screened? Was it only
in Stockholm?

* The Producer: It was screened for one week at a
cinerna in Stockhalm.

Director: Bue | think that was the first cut, and

it was wo long,

Curator 1: Whar would happen if you dubbed
the film in Swedish?
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experiences from' now and then’ could
be aired.

Diirecror: It’s more abour feelings than direc-
ting.

Curator 2: Whar triggered you to make the
scene with the dressed-up and masked people

dancing in the subway station?

Lirector: You know, sometimes you have so
many problems and you are so tired that you
don't know what to do, and suddenly you have
an idea. We had permission to film in the sub-
way at four o'dock in the moring, 1 had no idea
what to do there. [ was so tired. | just knew thar
we had to be there and do something, But when
we got there | just got this very simple idea. The
idea was that they are so Jost in this country, that
there is no hope for them and this was a cheap
and symbalic way to show ir. | think this scene is
much better than many of the scenes we did thar
were well prepared.

Curartor 2 (1o the Producer): Gudrun, how was
it to work on this production? You mentioned
before char it was quite chaoric.

Producer: It was very non-Swedish. The wor-
king language was Turkish, since most of the
participants were Turkish, and then also some

English. I had the role of organizing eve-

Lisa Torell's project is supponed by;

rything locally in Stockholm. We spent almost
all the time together.

Curaror 2: Was it problematic to ger access
to all these public spaces? You filmed in the
subway, on the square etc. 1 guess it would be
much harder to get permission to the film in
the subway roday.

Producer: The most problemaric thing was
Sergel’s Square.

Audience: It is interesting because Sergel's
Square is often used for political demonstra-
tions and other manifestations. Being there
and seeing the film and this scenario taking
place in a space that is so politically loaded, is
very strong.

Producer: Yes, and | think thar’s why people

WErE VEIY Supportive.

Drirector: When [ saw the square it was so
perfect. It was like a studio for this movie. You
JUST put the bus chere.

. THE SWEDISH ARTS GRANTS COMMITTEE

Photos by Aykan Safofl, 27-28 May 2010



