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Walking through the Frame
Nilbar Giires and the Performativity of the Moving Image

Lora SARIASLAN

Abstract

Analyzing Nilbar Gures’s video Stranger (2004—2000), this paper delves into the relationship between
the moving image, mobility, and spatiality to show how she creates an embodied and gendered map of
a city as an artist from Turkey. Through the act of walking and using public transport, she embodies
mobile spatial practices and means of critical interaction with the city. Walking for Giires, as for many
artists, is a means of mobilizing art beyond specialized artistic containers and allows queries about art’s
creation and reception. Finding inspiration in the everyday city, Giires follows in the steps of early
20" century avant-gardes, notably the Dadaists and Surrealists, as well as conceptual, petformance,
and land artists including the Situationists since the 1960s who understood cities as key terrains of
everyday practice, and of tangible and intangible heritage. Giires’s practice of using space and her
body in the urban can be regarded as its 21* century extension. Drawing inspiration from everyday
urban spaces and experiences, S#anger enables readings of art that speak to the politics of mobility
and how they can be negotiated, transgressed, and mapped while using the city as its platform for
artistic performances. S#anger creates an embodied and gendered map of the city, in opposition to
the traditional map, which is a disembodied visual representation. Through the moving images, the
work underlines the personal and collective characteristics of Giires’s social encounters in urban pub-
lic space. Her “strange” body becomes the facilitator to problematize the European corpus as each
body unfolds a mapping, producing or evincing a new subjectivity, an assemblage of intersections
and encounters in relation to other bodies within the city. Those corporeal encounters sketch a wider
cartography, that is a bordered and fragmented European corpus beyond the boundaries of painting;

Keywords: Nilbar Gures — Contemporary Turkish art — Stranger — Painting and moving image —
Migrant body — Feminist Cartography

Walking is a fundamental yet often overlooked work, Giires constructs an embodied and gendered

mode of engaging with the world—both in every-
day life and in artistic practice. As an embodied and
situated activity, it allows individuals to experience
space at a human scale, through rhythm, duration,
and sensory perception. In the context of contem-
porary art, walking has emerged as a critical and
performative strategy for navigating, interrogating,
and reconfiguring urban environments. This article
centers on Stranger (2004-2000), the first video work
by Nilbar Giires (b. Istanbul, 1977), and approaches
it not only as a moving self-portrait, but also as an
instance of performative bodily mapping. In this

cartography of Vienna through acts of quotidian
movement, positioning her own body as a medium
through which to register and respond to the city’s
textures, rhythms, and social dynamics.

The practice of walking as a form of mobile
practice has attracted a plethora of artists, writers,
poets, and theorists as means of aesthetic and crit-
ical interaction with the environment. Scholars have
highlighted the potential of walking for encounter-
ing and researching spaces and also have analyzed
mobility in recent social and cultural discourses.
The attention given to walking has a long historical
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Fig. 1: Nilbar Giires: Neon Boy | Nednovy chlapec, 2020, oil. canvas,
50 X 40 cm. Conrtesy the artist & Galerie Martin Janda, 1 ienna.
Photo: Manuel Carreon Lopez.

lineage, commencing in ancient Greece with its
links to (political) power since many (male) citizens
walked miles to participate in public life. There is a
list that encapsulates the intertwining of walking with
art: the observations of the 19" century flanenr, the
urban discoveries of Walter Benjamin, the Dadaist
“event,” the deambulation of the Surrealists, or the
dérive of the Parisian avant-garde movement Lettrist
International in the early 1950s which developed
into the Situationist International (SI) in 1957. What
makes walking ordinary yet endlessly fertile is that it
is simultaneously an entrance and an exit, a means
and an end; it is both the method and content.
Whether explorer, flanenr, migrant, resident, or
tourist, the act of walking offers a distinct way of
encountering and engaging with the city. Itis a spatial
and embodied practice through which individuals
can discover, interpret, claim, resist, or connect to
their urban surroundings. Walking enables a form of
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situated knowledge—an embodied mode of reading
and writing the city through the transient movement
of the body. Itis not a passive act but a performative
one, shaped by the subjectivity of the walker and the
social, political, and material conditions of the urban
space they inhabit.

In this sense, the walker performs the city. The
body in motion becomes a site of meaning-making,
enacting a form of spatial storytelling that can both
reflect and contest dominant narratives of urban
life. When artists engage in walking as a deliberate
artistic gesture, they transform this everyday action
into a critical and aesthetic practice. By embedding
their movements within the fabric of the city, they
invite the viewer to see familiar environments in
unfamiliar ways. Their trajectories create a kind of
“walkscape”—a term that evokes the intersection of
walking and landscape, and points to the temporal
and sensory qualities of experiencing place through
movement.'

The walkscape is not merely visual; it is multi-
sensory and affective. It opens up a space in which
the city’s “hard” infrastructures—its architecture,
streets, barriers, and institutions—intersect with
its “softer” dimensions: social relations, memoties,
emotions, and rhythms. Walking becomes a method
of mapping these layers, not through abstract or
disembodied representations, but through the lived
and felt experience of inhabiting space. This process
of mapping is necessarily partial and provisional; it
resists totalizing perspectives in favor of a localized,
embodied, and often fragmented understanding of
place.

For artists, then, walking functions as both
method and metaphor. It allows for a critical nego-
tiation of urban space, particularly for those whose
bodies are marked as “other” within the dominant
spatial order—whether due to race, gender, class,
or migratory status. The artistic walkscape becomes
a platform for exploring issues of mobility, access,
visibility, and belonging. It is through this embodied
traversal that the city’s contours—its exclusions and
affordances—are made perceptible, inviting new
ways of seeing, sensing, and narrating urban life.

' CARERI, E: Walkscapes: Walking as an Aesthetic Practice, Bat-
celona 2002.
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Fig. 2: Nilbar Giires: Trans Form, 2023, oil, canvas, 35 X 35 cm. Conrtesy the artist & Galerie Martin Janda, Vienna. Photo: Reba Arcan.

Walking for Giires, as for many artists, is a means
of mobilizing art beyond specialized artistic contain-
ers and allows queries about art’s creation, formats,
and reception. Finding inspiration in the everyday
city, Gures follows in the steps of eatly 20" century
avant-gardes, notably the Dadaists and Surrealists, as
well as conceptual and performance artists including
the Situationists who understood cities as key terrains
of everyday practice. Giires’s practice of using space
and her body in the urban can be regarded as their
21* century extension.

The extension of medium is a critical dimension
in any artist’s practice, often marking a shift into new
conceptual territories and opening pathways to differ-
ent modes of inquiry and expression. Giires’s practice
spans a wide range of media, including painting, in-
stallation, performance, sculpture, and mixed-media
collage. (Fig. 1) She frequently incorporates everyday
matetials and references domestic, social, and cultural
narratives, constructing assemblages that are rich in

symbolism and resistant to fixed interpretation. Her
work is often performative, playful, and politically
charged, rooted in a deep attentiveness to questions
of identity, gender, migration, and cultural represen-
tation. (Fig. 2) A change in medium can signal not
only a formal evolution but also a deeper engagement
with questions that may be inadequately addressed
through prior forms. Within this diverse and materi-
ally grounded practice, S#ranger stands out not only as
a shift in form but as a medium-specific exploration
of mobility, spatiality, and the embodied experience
of urban life.

In this context, the first foray into a new medium
becomes especially significant—it often represents
a threshold moment, a conscious departure from
established methods and an embrace of the experi-
mental, the unfamiliar, and the open-ended. This is
particularly relevant when considering Nilbar Giires’s
Stranger (2004-2000), her first work in video, which
marks a pivotal shift in her artistic trajectory.
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Fig. 3: Nilbar Giires: Person of Cloth | Osoba v riichu: Stranger |
Cudzinka, 2004—2006, Video, 13 20 “min., video still. Conrtesy the
artist & Galerie Martin Janda, Vienna..

By tracing Giireg’s transition into video, one
can more clearly see how medium and message are
intricately interwoven in her practice. Stranger serves
an example of urban bodily mapping. In this piece,
Giires has left the artist’s studio, transforming the
city of Vienna into her playground. It documents
an urban performance in Vienna, an example of
performative mapping or “an approach to cartog-
raphy that understands map-making and map-use as
performative and embodied,” therefore recognizing
that maps are produced and used through a diverse
set of practices that are contextualized by practices.”
The video embodies a different way of mapping the
city through the artist’s (moving) body while high-
lighting her preference for entering and intervening
in everyday life. This work creates an embodied
map, in contrast to the traditional map, commonly
a disembodied visual representation or shorthand in
this case of Vienna.

Why Vienna? Nilbar Giires’s biography is relevant
here as she moved from Istanbul to Vienna in 2000
at the age of 23.She received her bachelor’s degree
in painting from the Faculty of Fine Arts, Marma-
ra University in Istanbul, and later completed her
master’s in painting and graphics at the Academy

2 CASTREE, N. - KITCHEN, R. - ROGERS, A.: A Dictionary
of Human Geography, Oxford 2013.
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of Fine Arts in Vienna. After receiving her master’s,
she studied art and textile pedagogy at the University
of Applied Arts Vienna where she created her first
video Stranger. As an artist who got her preliminary
artistic framework and education in Istanbul and later
in Vienna, her body of work is grounded in cultural
observations and often politically charged, address-
ing issues such as social injustices, the possibilities
and constraints of gender and sexuality, along with
(imposed) cultural identity codes.

Gires’s ocuvre has been discussed and exhibited
through feminist, queer, and migration perspectives.
However, the analysis that follows will focus on it
as an act of sociopolitical mapping. Her transversal
practice—characterized by her ways of partially in-
habiting, moving across, performing, and ultimately
mapping the city—is of particular interest. Stranger
can be considered as both a self-portrait in motion
and a moving self-portrait, in terms of both bodi-
ly movement and its emotionally moving quality.
This work illustrates how artists engage with their
self-image and their perceived image: in this case, as
a (queer) woman, an attist, a foreigner or stranger.’

Stranger is a moving self-portrait that starts with
the section Person of Cloth documenting a passen-
ger on the Vienna subway covered in floral fabric
wrapped around their face and body, topped with
a black headscarf (Fig. 3). The camera captures the
protagonist seated cross-legged in the subway car.
Most passengers ignore her presence, including a
couple sitting across from her. This moment reflects
a conscious choice not to look, thereby choosing not
to recognize the stranger. As the announcement for
the next stop is made in German, this “person of
cloth” remains still.

Though we, as the viewer, guess that the protago-
nist is the artist, there is no way of telling the person’s
identity or gender, as the textile and the manner of
sitting down do not give away any clear clues. Her
identity remains indeterminate; the fabric’s conceal-
ment and her seated position provide no clear clues.
Giires’s body, to use managerial language, has not
been outsourced for her performance; in that, she is
not using someone else’s body but is instead position-

> SARIASLAN, L.: “They ate all Turks, but very very nice”:
Re-placing contemporary artists of Turkish origin. In: Ewuro-
pean Journal of Futures Research, 4, 2016, No. 1, pp. 1-9.



Fig. 4: Nilbar Giires: Black man | Cierny nmug: Stranger | Cudzinka,
20042006, V'ideo, 13° 20 “min., video still. Courtesy the artist &
Galerie Martin Janda, 1 ienna.

ing and grounding her work in the immediacy of her
own body. She embodies anonymity as she uses her
body to simultaneously ironic and exemplary effects
and turns herself into the work. She is invoking the
term enriched performance in that she is not only
“doing” but also “being” the work. As art historian
and critic Claire Bishop notes: “Artists choose to use
people and themselves as material for many reasons:
to challenge the artistic criteria by reconfiguring
everyday actions as performance; to give visibility
to certain social constituencies and render them
more complex, immediate, and physically present;
to introduce aesthetic effects of chance and risk;
to problematize the binaries of lived and mediated
spontaneous and staged, authentic and contrived;
to examine the construction of collective identity
and the extent to which people always exceed these
categories.”

The video precludes identification with the
clothed figure (the artist) along with the accompa-

* BISHOP, C.: Delegated Performance: Outsoutcing Authen-
ticity. In: October 140, Spring 2012, p. 112.

> NAFICY, H.: An Accented Cinema: Exilic and Diasporic Film-
making. Princeton 2001, p. 119.

Because Omofuma was naturally resisting to be deported with
the plane, the policemen “fettered and gagged him and fixed

nying indifference to her. We have no access to her
skin—the body’s surface—that we can think of as
an interface between inside and outside, as well as
the self and the other. Giires’s work is both autobi-
ographical and corporeal, intertwining her personal
history and encounters with her body—,,the height
of exilic indexicality” to harken back to cultural
studies scholar Hamid Naficy.” With her body con-
strained by layers of textile, she visually constructs
a foreign body—becoming both a foreigner and
an invisible migrant through the material. In doing
so, she critiques an environment that represents
ignorance and indifference, and, according to the
artist, is rife with racism. S#anger addresses the
ongoing discrimination, exclusion, and alienation
experienced in societies. Giires creates a faceless
“Other,” in a state of perpetual passage, seated as a
silent, “invisible” stranger.

Giires’s video encompasses multiple strangers—
including the refugee, the migrant, and the Other. In
another moment in the video, we see Gires perched
in the seat next to a Black man, who occasionally looks
at the camera (Fig. 4). This choice is significant and
not coincidental. In our interview, she revealed that
the issue of racism, specifically Austrian racism and
discrimination, was at the heart of that scene. The
interview also uncovered previously unpublished
details about her graduation project at the Academy
of Fine Arts in Vienna, which focused on Marcus
Omofuma (May 10, 1973—-May 1, 1999) who died
because of police brutality during his deportation
back to Nigeria. His death galvanized the public
and became a symbol of anti-racist movements in
Austria.® Adding a personal layer to Glires’s narrative,
her advisor deemed the topic of the video “too po-
litical,” and neither supported nor attended her final
presentation at the Academy.” In our interview, she
confided that creating art is a response to her person-
al experiences, an act that embodies both resistance

him on his plane seat. The tape used to fetter him was not
checked during the whole flight and made it impossible for him
to breathe. He died painfully during the around 1-hour flight[to
Sofia]. His death was realized when landing in Sofia.” Available
at: https:/ /en.wikipedia.org/wiki/Marcus_Omofuma and ht-
tps:/ /visionscarto.net/IMG/pdf/deportation- omofuma.pdf

7 Author interview with the artist, July 27, 2020.
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and recognition of body politics. For Nilbar Gtres,
the personal is inherently political.

Writing around the same time as S#anger, fem-
inist writer and scholar Sara Ahmed aptly notes
that “migrant bodies stretch and contract, as they
move across the borders that mark out familiar and
strange places,” shaping a fragmented, increasingly
divided European landscape.® As the video evokes a
particular experience of the “migrant body” around
this time, a body that can still move across borders,
one cannot help but think if today that is even a
possibility. Europe, as a knotty corpus of bodies
(trying to be) on the move, is a space fraught with
political and cultural divisions. Gtireg’s “strange”
body fittingly serves as a counter-geography, a
presence against the dominant power structures.
Through these corporeal encounters, she empowers
a broader cartography, one that aligns with feminist
scholar Donna Haraway’s views of bodies “as maps
of power and identity””” The act of sitting on the
subway, navigating public space, becomes an embod-
ied map of urban realities, highlighting the (artistic)
potential in the mundane.

In Gures’s work, the city of Vienna and the
material female body are re-mapped, re-imagined,
and estranged. The body—often constrained, con-
trolled, or covered—is a symbol of the shifting
boundaries of a Europe on the move. Giires’s body,
as a counter-geography, embodies the contradictions
and ambiguities of borders, challenging the notion
of fixed entities.

Gires’s veiled presence obstructs any possible
eye contact, evoking sociologist Georg Simmel,
who can be considered as the first sociologist of
modernity through his extensive focus on Vienna.
Simmel posited that eye contact is the purest and
most direct form of human interaction, a way to
connect and engage with others." Glires disengages
with the people around her and, in addition, the
lack of response from the passengers mirrors the

8 AHMED, S.: Strange Encounters: Enmbodied Others in Post-Colo-
niality. London 2000, p. 92.

? HARAWAY, D.: Simians, Cyborgs, and Women: The Reinvention
of Nature. New York 1991, p. 180.
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stereotypes and prejudices that govern daily life.
Even the couple sitting opposite Gtires fails to
engage with her. There are two layers in the audience:
first, the fellow subway passengers, who unwittingly
participate in the artwork; and us, the viewers of the
video, who witness these moments of implicit exclu-
sion. The artist wittily turns the first audience or the
‘non-lookers’ into actual characters or participants in
her work. As Sara Ahmed writes, the stranger “is not
simply the one whom we have not yet encountered,
but the one whom we have already encountered, or
already faced,” adding that “we recognize somebody
as a stranger, rather than simply failing to recognize
them.”!" Giires’s art reminds us that we db recognize
the stranger, even when we refuse to acknowledge
them.

The video denies us access to Glres’s skin, to
the interface between the self and other, inside and
outside. The textile, layered as both shield and meta-
phor, simultaneously reveals and conceals. Wrapped
entirely in cloth, Giires’s body is obscured, evoking
a sense of claustrophobia. The fabric covers her
but unveils a silent prejudice. The cloth is not only a
physical cover; it represents the social fabric, where
dressing and undressing are coded acts. Through
her work, Giires challenges the stereotypical image
of the “Turkish woman” in Europe, as well as the
male-dominated patriarchal system in Turkey. The
soft, colorful textiles become a buffer against the
harshness of xenophobia, a protective layer in a
world of exclusion as it makes her stand out and
disappear at the same time.

Urban spaces thus become the arena to confront
or connect otherwise unrelated bodies. The anthro-
pologist Johannes Fabian argues that “culture” is
not a situation, space, or state of being, but a pro-
cess of “confrontation—of kinds of praxis, ours
and theirs.”"? By titling the work S#anger Nilbar
Giires poignantly points out the “ours and theirs”
confronting how her “others” (read Austrians/

10 SIMMEL, G. - FRISBY, D.— FEATHERSTONE, M.: Simmzel
on Culture: Selected Whritings. London 1997, p. 112.

" AHMED 2000 (see in note 8), p. 21.

12 FABIAN, J.: Anthropology with an Attitude: Critical Essays. Stan-
ford 2002, p. 4.



Europeans) view the Turks mainly due to her attire
that emphasizes an “other” ly nature, creating an
opposition. The work thus can be seen as a critical
voice that expresses current cultural and social de-
velopments as well as the artist’s role in society and
the art scene. Working through visual metaphors and
exaggeration of clichés, Giires works like a social
researcher as she deals in her work with certain so-
cio-political issues stemming from current identity
politics that “touches” her skin. Her visual language
is indirect, yet it deftly adopts humor and a dose of
the absurd to make its point.

Thus, analyzing S#ranger not only sheds light on
Giires’s engagement with the politics of space and
mobility but also provides critical insight into the
artist’s evolving practice. It exemplifies how a shift
in medium can be more than a technical or aesthetic
decision; it can be a gesture toward new ways of
seeing, inhabiting, and intervening in the world.

Through this lens, S#ranger serves as a crucial entry
point into understanding Giires’s broader artistic
concerns. It demonstrates how she uses the moving
image to explore intersections between body, place,
and identity, while also marking a shift in her practice
from static forms such as painting and collage to the
temporal, immersive possibilities of video. By map-
ping the city with her body, Giires not only charts
her own position as a “stranger” in Vienna but also
creates space for viewers to reflect on how cities are
navigated, inhabited, and shaped by those who are
often rendered invisible within them.

The embodied nature of her work persists across
media, but it is in S#anger that the moving image al-
lows for a heightened sense of temporal and spatial
dislocation, echoing the artist’s broader interest in
displacement and relationality. Her choice to engage
video as a new medium at this early stage in her
career underscores her commitment to exploring
the multiplicity of lived experiences—particularly
from the perspective of those marked as “other” in
dominant cultural narratives.

Turk-Head (Fig. 5) is another segment of Stranger
and derives its name from the German Trirkenkopf.

3 Author interview with the artist, July 27, 2020.

4 APPADURAL A.: Modernity at Large: Cultural Dimensions of
Globalization. Minneapolis 1996, p. 33.

Fig. 5: Nilbar Giire: Tiirkenkopf | Tureckd hlava: Stranger | Cu-
dzinka, 2004—2006, Video, 1320 video still. Conrtesy the artist &
Galerie Martin Janda, 1 ienna.

The title originates from a conversation Giires over-
heard on the subway, where two men were discussing
someone “with a large head, a Tirkenkopf””"? There
is an element of eavesdropping through hearing a
conversation. In the video, we see a woman (Gtires)
with her head covered in layers of textile with her
eyes concealed. She emerges from the Viennese
subway (at the Neubaugasse station) and enters into
the texture and flow of everyday life through the
bustling pedestrianized shopping street of Maria-
hilfer. She walks among “enthnoscape,” the seminal
if elusively metaphorical coinage of anthropologist
Arjun Appadurai, connoting “a landscape of moving
people who constitute the shifting world in which
we live.”'* According to Appadurai these could be
“tourists, immigrants, refugees, exiles, guest workers
and other moving groups and persons.”"

Walking among the crowds on the street—the
floor of the city—Nilbar Giires appears immersed
in the flow of everyday life, her hands weighed
down with plastic shopping bags. The ambient
sounds of the urban environment—the murmur of
conversation, the hum of traffic, the footsteps of
passersby—fill the audio space of the video, envel-

5 APPADURALI A.: Disjuncture and difference in the glo-
bal cultural economy. In: Theory, Culture & Society 7, 1990,
p. 297.
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oping her body and situating it within the sensory
density of public space. These sounds are not merely
background noise; they function as a sonic mapping
of the city, grounding the work in a specific place
and temporality.

We hear a woman say, “Can #his even see?” A man
shouts, “Oh, baby! Look at #5is.” Taking place in
Vienna, these comments are surprisingly in Turkish
and not in German. This audio-visuality contributes
to the idea of (re)mapping Europe. Hearing Turk-
ish rather than German on the streets of Vienna
suggests the possibility of alternative cartographies
within and of Europe. Turk-Head not only docu-
ments Giires walking on the streets of Vienna but
also highlights the necessity to understand who can
or cannot move, how bodies gain access to diverse
spaces, and be “mobile” on the map. Entry into the
pedestrian world can be considered as an implication
of participation and emancipation. It brings forth
questions about belonging and claiming the city
through performativity.

As viewers, we follow closely behind Gires, our
perspective aligned with the camera’s framing of
her body from the back. This position turns us into
silent companions—witnesses to her movement, yet
unable to intervene. Her vision is obscured, perhaps
deliberately impaired, as she walks through a densely
populated shopping district. Laden with bags and
seemingly unable to see, she moves with careful
determination. The tension in the scene arises not
from any overt action, but from the quiet anticipation
of disruption—we expect, or even fear, that she will
collide with someone or something in the crowd. Yet
she does not. Her body navigates the space with un-
canny precision, slipping through the urban masses
without confrontation or incident.

This moment is deceptively simple, yet it encap-
sulates the core strategies of S#anger. Gires trans-
forms an everyday act—walking through a crowd
while carrying shopping bags—into a charged
performance that engages questions of percep-
tion, vulnerability, and spatial negotiation. Her
apparent blindness amplifies the sense of precarity
and estrangement, suggesting a disconnection not
only from the visual field but also from the social
norms that regulate urban movement and visibility.
The shopping bags further emphasize her insertion
into the gendered rhythms of the everyday, while
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also marking her as simultaneously ordinary and
out of place.

By placing her body in this vulnerable yet con-
trolled position, Gures highlights the embodied labor
of navigating public space as a “stranger”—a figure
marked by cultural, gendered, and racial difference.
Her ability to move through the crowd without
collision becomes a quiet assertion of agency, a re-
tusal to be displaced or erased, even as her presence
complicates the normative flows of the city. The
camera’s steady gaze, combined with the immersive
urban soundscape, invites us not just to observe her
journey, but to feel its tensions, its ambivalences, and
its subtle resistances.

Moreover, rather than employing walking as a
mere means of travel, Giires transforms it into a
deliberate artistic and political act. Her movement
through the city—Iladen with shopping bags, navi-
gating crowded streets, and using public transpor-
tation—becomes a site-specific performance that
subtly challenges dominant spatial orders. These
mobile spatial practices foreground the politics of
visibility, access, and belonging, particularly as they
intersect with gender, ethnicity, and migration. In
Stranger, the urban environment is not a neutral
backdrop but a contested space, charged with both
personal memory and structural exclusion. The
artist’s body does not simply move through space;
it inscribes itself into it, leaving behind ephemeral
traces of presence and difference.

The work also draws attention to the everyday as
a fertile ground for artistic intervention. By empha-
sizing routine gestures and familiar public spaces,
Strangerinvites a reconsideration of what constitutes
meaningful artistic content. Giires’s act of walking
becomes a mode of embodied observation—one
that is slow, deliberate, and attuned to the micro-pol-
itics of the street. This orientation aligns her with
broader traditions of walking in art history, from the
Sflanenr of 19th-century Paris to the psychogeographic
dérives of the Situationists, as well as with feminist
and decolonial approaches that reclaim walking as a
critical tool for those whose mobility has historically
been constrained.

Focusing on this first video work allows for a
nuanced understanding of Giires not only as a multi-
disciplinary artist but also as a keen observer—what
one might call a “mapper” of people, places, and




social dynamics. The move into video grants her
the capacity to work with time, motion, and sound
in ways that extend and amplify the concerns already
present in her earlier and concurrent works. Unlike
the relative fixity of painting or sculpture, video af-
fords a durational and immersive engagement with
space and narrative, enabling a real-time unfolding
of urban experience. In S#anger, the camera becomes
an extension of the body—a mobile witness to the
rhythms of the city and the subtle negotiations of
visibility, vulnerability, and presence.

The final segment of Stranger titled Stairs, shows
the artist descending an escalator in Vienna subway
in order to enter the wagon, documenting a “routine
choreography” of her daily life (Fig. 6)."* This “banal
or mundane mobility” is a commonplace act, but
Giires transforms it into a performance by holding
an egg on a spoon in her mouth as she navigates the
space.'” This playful gestutre, a re-enactment of a
children’s game—the egg-and-spoon race—requires
concentration and balance. By performing it as an
adult in public Giires underscores the disciplined,
both interior and exterior, navigation of her body
in the urban landscape. Her act of poise and balance
signifies both an indifference to, and a defiance of,
her marginalization, signaling a sense of belonging in
a space where she is othered. As with Person of Cloth,
Stairsis shaped by her experience of othering, Giires
uses her body as a metonym for politicized identity,
where bodies are allocated disparate opportunities
or reactions—welcomed or bartred, listened to or
silenced. Her art challenges the assumption that the
body is neutral, revealing how bodies are marked by
differences in visibility, acceptance, and respect. In
her work, the body becomes both object and subject,
a moving force that engages with identity, difference,
and estrangement.

Nilbar Giires’s practice departs from personal
observations and frustrations, seeking to spark social
change by challenging societal norms and habits,
while hinting at the increased amount of effort that

' LAVRINEQC, J.: Urban Scenography: Emotional and Bodily
Experience. In: Limes: Borderland Studies, 6, 2013, ¢. 1, p. 25.

7 BINNIE, J. - EDENSOR, T. - HOLLOWAY, J. - MILLIN-
GTON, S.— YOUNG, C.: Mundane mobilities, banal travels.
In: Social & Cultural Geography, 8, 2007, No. 2, p. 165.

Fig. 6: Nilbar Giires: Stairs | Schody: Stranger | Cudzinka, 2004—
2006, Video, 1320, video still. Conrtesy the artist & Galerie Martin
Janda, VVienna.

someone like Giires needs to muster to navigate a
public space. Her work blurs the boundaries between
individual/collective, artist/audience, active/ passive,
and private/public. The material, relational, and
performative aspects of her work make S#anger an
intimate self-portrait with broader socio-political
commentary as she critiques systems of represen-
tation and mobility, turning the video into a moving
self-portrait.

The maps that Giires create are charged with
“affective and subjective meaning,” which turns
them into maps of “personal geographies,” to cite
Katherine Harmon." These personal geographies
reveal how a map is never an objective representation
of reality but rather shows a particular perspective.
Gires’s work explores the contours and textures of
the urban environments. We are not only invited to be
viewers of her work, but also voyagers and cartogra-
phers, navigating the city’s environments both above
and below the ground—the vertical and horizontal
city—as she is taking us along her mobile mapping;
Mobile mapping is “specifically an embodied prac-

'8 HARMON, K.: You Are Here: Personal Geographies and Other
Maps of the Imagination. New York 2004.

Y WILMOTT, C.: Mobile Mapping: Space, Cartography and the
Digital. Amsterdam 2020, p. 11.
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Fig. 7: Nilbar Giires: Mush-Rooms, 2023, oil, canvas, 35 X 35 cm. Courtesy the artist & Galerie Martin Janda, Vienna. Photo: Reba Arcan.

tice” as critical geographer Clancy Wilmott writes
and adds that it is dynamic.”” She writes: “Mobile
mapping is mapping with situation and the situated
at the forefront of the mind. It is more than maps
and mappers, but a heterogeneity of practices of
interpreting the openness and possibilities of space
through assemblages of memories, institutions, ra-
tionalities, spaces, bodies, and technologies—which
are in constant flux and transformation.”®
Through her work, Giires inserts personal stories
into public spaces, affecting the world around her in
ways that are not physically permanent but temporar-
ily and spatially distinct. While S7anger marks a shift
in medium—from the tactile and static to the tem-
poral and durational—it remains in close dialogue
with Giires’s background in painting. Her training
at the Academy of Fine Arts in Vienna included a
strong foundation in visual composition, material
sensitivity, and a critical engagement with represen-
tation, all of which continue to inform her broader
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practice across media. (Fig. 7) St#ranger, though re-
alized through video, retains a painterly sensibility
in its visual language and compositional awareness.
The careful framing of the moving body, the play
of color and texture in the urban environment, and
the attention to gesture and rhythm evoke concerns
central to contemporary painting. The artist’s use
of her own body—-clothed, positioned, and set in
motion through the city—can be understood as an
extension of her earlier painted and collaged figures:
fragmented, symbolic, and performative. The muted
palette of the video, interspersed with vivid everyday
details (such as the bright plastic shopping bags she
carries), echoes her frequent use of textile, color, and
found materials in her installations and mixed-media
works, suggesting a transmedial continuity of aes-
thetic vocabulary. (Fig. 8)

% Ibid., pp. 27-28.



Fig. 8: Nilbar Giires: Sad Plant Sad Sea | Smutnd rastlina, smutné more, oil, canvas, 30 X 40 cm. Courtesy the artist & Galerie Martin Janda,

Viienna. Photo: Manuel Carreon Lopez.

By translating her painterly gaze into a moving
image format, Giires simultaneously expands and
transgresses the boundaries of painting. The static
canvas gives way to the fluidity of video, yet the
foundational concerns of composition, embod-
iment, and sutface remain. The street becomes
a living canvas, and her passage through it—a
choreographed brushstroke—replaces the paint-
er’s hand. In this sense, S#ranger may be read not
as a departure from painting, but as its temporal
and spatial extension. The work stages a dialogue
between surface and depth, between the fixity of
representation and the ephemerality of perfor-
mance, positioning video as a medium that inherits
and reconfigures the logic of painting within the
context of lived experience.

This framing allows us to consider Giires’s work
as part of a lineage of expanded painting practices,
wherein the medium is not abandoned but reimag-

ined. Her movement through public space, her en-
gagement with the textures of the city, and her use
of the body as both subject and surface all reflect
an ongoing interrogation of how painting might
manifest beyond the canvas. In doing so, Stranger
reveals the continued relevance of painting’s logic
even within ostensibly “non-painterly” practices—
especially when addressing complex intersections of
gender, mobility, and belonging,

By using the medium of video, she articulates and
frames its most significant characteristic as a moving
medium, in the triple sense—the moving image,
the movement or mobility of the people, and the
emotionally moving quality of the interaction, or in
this case, lack thereof. It also enables the viewer to
move, to travel to the moment that is documented as
Gires uses video, which is also the medium of (our)
time—of time traveled, edited, offered, and layered.
She integrates the double movement of migration
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as Mieke Bal writes that “migration is also an ex-
petience of time—as multiple, heterogeneous.””!

The unsettled and unsettling nature of Giires’s
videos, their resistance to being pinned down—can
and does open spaces for different ways of seeing,
The avoidance of formal productiveness, the low
visibility, and the clandestine nature of her videos
speak to the lived experience of the stranger—one
who moves through the world without ever fully
belonging. By drawing inspiration from the everyday
and transforming it into a potent, performative act,
Giires interrogates the politics of mobility and vis-
ibility entangled with (troubled) belongings and the
manner in which they are negotiated and rendered.

In Stranger, Nilbar Giires mobilizes the medium
of video not only to document but to perform the
expetience of estrangement within the urban space of
Vienna. Through walking, commuting, and dwelling
in the city’s public spaces, she turns everyday gestures
into acts of resistance against assimilation, spatial ex-
clusion, and visual abstraction. Moreover, by adopting
video as her medium, Giires extends the reach of per-
formance beyond the immediacy of the body in space.
The temporal and spatial layering enabled by the mov-
ing image allows for a looping, recursive engagement
with the urban, where the past, present, and possible
futures of belonging and body politics remain in flux.
The camera does not merely record; it participates in
the unfolding of space, mediating and amplifying the
politics of movement and emplacement. Her body,
framed by the moving image, acts as a dynamic site
of negotiation—between self and other, center and
periphery, visibility and invisibility. By positioning her
“strange” body within the fabric of the European city,
Giires interrupts dominant narratives of belonging
and spatial legibility. What emerges is a lived, gendered,
and performative mapping of the city that stands in
contrast to static, disembodied cartographies.

This embodied cartography is neither fixed nor
linear; it is constantly unfolding through relational
encounters. Each step, glance, and pause becomes

2 BAL, M.: Double movement. In: BAL, M. — HERNAN-
DEZ-NAVARRO, M. A. — GARCIA AGUSTIN, E. Eds.:
2Move: Video, Art, Migration. Murcia; Cendeac 2008, p. 34.

* This article draws on the following: SARIASLAN, L.
Mapping Nilbar Giires. In: Nilbar Giires: Velyet Stare. Istan-
bul 2025; SARIASLAN, L.: Familiarly Strange/Strangely
Familiar: Humor and Contemporary Artists from Turkey.
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part of a processual archive of mobility, one that
challenges the presumed neutrality of public space
and reclaims it as a terrain of situated knowledge and
affective resonance. In this way, S#ranger foregrounds
how the body—especially a racialized, gendered,
and migrant body—becomes both a medium and
a message, a site through which broader questions
of European identity, mobility regimes, and urban
inclusion are brought into critical focus.

Ultimately, S#ranger exemplities a form of femi-
nist, decolonial cartography—one that foregrounds
the embodied, affective, and precarious dimensions
of navigating space under conditions of difference.
Giires’s video practice contributes to a growing body
of contemporary art that challenges institutionalized
aesthetics of inclusion and representation, insisting
instead on the complexity of lived experience. In doing
so, she opens up new conceptual and aesthetic path-
ways for thinking about how artists engage with the
politics of space, movement, and identity in Europe.”

Giires embodies the notion that artists do not as-
similate; instead, they disrupt the formation of habit.
Stranger does not merely document the experience of
being a stranger; it embodies it. Drawing inspiration
from everyday urban spaces and expetiences, Stranger
enables readings of art that speak to the politics of mo-
bility and how they can be negotiated, transgressed, and
mapped while using the city as its platform for artistic
performances. S#ranger creates an embodied and gen-
dered map of the city, in opposition to the traditional
map, which is a disembodied visual representation.
Through the moving images, the work underlines the
personal and collective characteristics of Giires’s social
encounters in urban public space. Her “strange” body
becomes the facilitator to problematize the European
corpus as each body unfolds a mapping, producing or
evincing a new subjectivity, an assemblage of inter-
sections and encounters in relation to another body
within the city. Those corporeal encounters sketch a
wider cartography, that is a bordered and fragmented
European corpus beyond its boundaries.

In: BAYRAKTAR, N — GODIOLI, A. Eds.: E(n)stranged:
Rethinking Defamiliarization in Literature and Visunal Culture.
Cham 2024; SARIASLAN, L.: Pins on the map: Urban Mappings
in Enropean-Turkish Contemporary Art. Amsterdam 2022; SA-
RIASLAN, L. What Moves Artists? Mapping Vienna through
the Moving Images of Nilbar Gires. In: ExrgpeNow Journal,
2021. Accessible at: www.europenowjournal.org;
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Prechod cez ram
Nilbar Giires a performativita pohyblivého obrazu

Lora SARIASLAN

Chodza patri k zakladnym sposobom vnimania
sveta, ktory sa vSak ¢asto prehliada tak v kazdoden-
nom zivote, ako aj v umeleckej praxi. Stelesnena
a situovand podstata chodze umoztiuje jednotlivecom
prezivat’ priestor v 'udskom meradle prostrednic-
tvom rytmu, trvania a zmyslovych vnemov. V kon-
texte sicasného umenia sa chodza stala vyznamnou
performativnou stratégiou navigacie, skimania
a rekonfiguracie mestského prostredia. Tato stadia sa
venuje prvej videoprodukeii umelkyne Nilbar Gures
(nar. 1977 v Istanbule) s nazvom St#ranger — Cudzinec
¢ skér Cudzginka (2004 — 20006), ktord analyzuje
nielen ako pohyblivy autoportrét, ale aj ako ukazku
performatfvneho telesného mapovania. Giires v tejto
praci vytvara pomocou kazdodenného pohybu zo-
sobnentu a rodovo podmienent kartografiu Viedne,
kde vlastné telo stavia do pozicie média, ktorym
zaznamenava Struktdry, rytmy a socialnu dynamiku
mesta a reaguje na ne.

Chédza prit'ahuje mnozstvo umelcov, spisovate-
T'ov, basnikov a teoretikov, ktorym slazi ako nastroj
na esteticku a kritickd interakciu s prostredim. V sa-
casnosti sa v kulturnych a socialnych diskurzoch
venuje velka pozornost’ chodzi ako prostriedku
na spoznavanie a vyskum priestoru. Problematika
chodze ma vsak dlha historiu, ktora siaha do starove-
kého Grécka, kde mnohi obcania (muzi) prechadzali
pesi dlhé trasy, aby sa zapojili do verejného Zivota
a ziskali (politickt) moc. Medzi aktivity, v ktorych sa
chédza prelina s umenim, patria pozorovania flinenra
19. storocia, mestské objavovanie Waltera Benjami-
na, dadaistickd ,,udalost’, deambulicia surrealistov
alebo dérive parizskeho avantgardného hnutia Lettrist
International na zaciatku 50. rokov, ktoré sa v roku
1957 vyvinulo do Situacionistickej internacionaly

(SI). Tato nesmierna plodnost’ obycajnej chodze
spociva v tom, ze je zaroven vstupom aj vystupom,
prostriedkom aj ciel'om, je metédou aj obsahom.

Ciuz ide o badatePa, flanenra, migranta, obyvatela
alebo turistu, chodza poskytuje jedinecny sposob
objavovania a interakcie s mestom. Predstavuje
priestorovu a stelesnenu ¢innost’, ktora 'ud'om
umoznuje mestské prostredie odhalovat’, inter-
pretovat’, presadzovat’, vzdorovat’ mu alebo s nim
nadvizovat’ kontakt. Chodza poskytuje formu
situovaného poznania — osobny sposob vnimania
a zaznamenavania mesta pomocou prechodného
pohybu tela. Nejde o pasivnu, ale performativnu
aktivitu, ktord ovplyviiuje osobnost’ chodca a soci-
alne, politické a materialne podmienky mestského
priestoru, ktory obyva.

7 tohto hladiska chodec stvarnuje mesto. Telo
v pohybe sa stava zdrojom pre vytvaranie vyznamov
a priestorového pribehu, ktory odraza a zaroven
spochybnuje dominantné naratfvy mestského Zivota.
Autori, ktor{ vyuzivaji chdédzu na zamerné umelecké
ucely, pretvaraju tato beznu ¢innost’ na kriticku a es-
teticki prax. Svoje pohyby zasadzuju do Struktury
mesta, a tym vyzyvaju divaka, aby vnimal zname
prostredie neznamym sposobom. Ich trajektorie
vytvaraju akoby ,krajinu chodze™ (,,walkscape®) —
pojem, ktory navodzuje prienik chodze a krajiny
a poukazuje na ¢asové a zmyslové kvality vnimania
miesta prostrednictvom pohybu.!

Tato pesia krajina nie je len vizudlna, je multi-
senzoricka a emotivna. Otvara priestor, v ktorom

' CARERI, E: Walkscapes: Walking as an Aesthetic Practice. Bat-
celona 2002.
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sa ,,tvrda® infrastruktira mesta, ako je architektira,
ulice, bariéry a instittcie, prelina s jeho ,,maksimi* di-
menziami v podobe socialnych vzt’ahov, spomienok,
emocif a rytmov. Chodza sa stava metédou mapova-
nia tychto vrstiev; nie cez abstraktné alebo nehmotné
reprezentacie, ale cez prezitd a precitent skusenost’
obyvania priestoru. Tento proces mapovania je
nutne ciastocny a provizérny; odmieta totalizujice
perspektivy v prospech lokalizovaného, stelesneného
a casto fragmentarneho chapania miesta.

Umelcom teda chdédza slazi ako metdda aj me-
tafora. Umoznuje kritické vymedzenie mestského
priestoru najmi pre tych, ktorych tela si v ramci do-
minantného poriadku oznacené ako ,,iné*, a to bud’
z rasovych, rodovych, triednych, alebo migra¢nych
dovodov. Umelecka pesia krajina sa stava platformou
na skimanie otazok mobility, pristupu, viditelnosti
a spolupatricnosti. Vdaka tomuto zosobnenému
putovaniu sa obrysy mesta, jeho vylacenia a prilezi-
tosti spritomnuji a podnecuju k novym spésobom
videnia, vaimania a opisu mestského zivota.

Chédza je pre Nilbar Giires, ako aj pre mnohych
inych umelcov, prostriedkom mobilizacie mimo spe-
cializovanych umeleckych naplni a vytvara priestor
pre otazky o tvorbe, formatoch a prijimani umenia.
Nachadzanim inspiracie v kazdodennom meste sa
Giires vydava po stopach avantgard zo zaciatku
20. storocia, najmi dadaistov a surrealistov, ako aj
konceptualnych a performativnych umelcov vratane
situacionistov, ktori povazovali mesta za kIa¢ové te-
rény kazdodennej tvorby. Gliresovej metody vyuzitia
priestoru a svojho tela v meste mozno povazovat’ za
rozvinutie tejto tvorby v 21. storoci.

Rozsirovanie média je kI'dcovym aspektom v pra-
xi kazdého umelca, pomocou ktorého casto prenika
do novych konceptualnych oblasti a odkryva rozne
sposoby skumania a vyjadrovania. Giiresovej tvorba
zahfna Sirokd skalu médii vratane malby, instalacie,
performance, sochy a zmiesanej kolaze. (Obr. 1)
Do svojich diel ¢asto zaclenuje vsedné materialy
a odkazy na domace, socidlne a kultirne narativy,
z ktorych vytvara asamblaze bohaté na symboliku
a vzdorujuce jednozna¢nému vykladu. Jej praca je
casto performativna, hrava a s politickym nabojom,
zakorenena v hlbokej pozornosti k otazkam identity,
pohlavia, migracie a kultirnej reprezentacie. (Obr. 2)
Prechod na iné médium sa nemusi tykat’ len formal-
neho vyvoja, ale aj hlbsieho rozpracovania otazok,
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ktoré predchadzajuce formy nedokazali dostato¢ne
riesit’. Spomedzi tychto réznorodych a materialne
zlozitych prac vynika dielo Cudzinka nielen ako
formalny posun, ale aj ako médium pre $pecifické
skumanie mobility, priestorovosti a zosobnenej sku-
senosti mestského Zivota.

V tomto kontexte je prvy vstup do nového média
obzvlast’ vyznamny, ked’Ze ¢asto predstavuje hranic-
ny moment, vedomy odklon od zavedenych met6d
a prijatie toho, €o je experimentalne, nezname a otvo-
rené. V diele Cudzinka je to obzvlast’ relevantné,
prva videoprodukcia Nilbar Gliresovej predstavuje
kI'icovy posun v jej umeleckej drahe.

Pri sledovani Guresovej prechodu k videu je
zrejmé, ako zloZito sa v jej postupoch domyselne
prelinaja médium a posolstvo. Cudzinka slizi ako pri-
klad mestského telesného mapovania. V tomto diele
Giires opustila umelecky ateliér a premenila mesto
Vieden na svoje ihrisko. Mestské dianie dokumentuje
cez performativne mapovanie alebo ,,pristup ku kar-
tografii, ktory povazuje tvorbu a pouzivanie map za
performativnu a stelesnenu aktivitu®, a teda uznava,
Ze mapy sa vytvaraji a pouzivaju prostrednictvom
réznorodych postupov, ktoré si kontextualizované
praxou.” Video zosobiuje iné mapovanie mesta cez
(pohybujuce sa) telo umelkyne a zaroven zdoraz-
nuje jej zaujem prenikat’ do kazdodenného zivota
a ovplyvnovat’ ho. Vytvara tak zosobneni mapu ako
protiklad k tradi¢nej mape, ktora byva nestelesnenou
vizualnou reprezentaciou alebo skratkou, v tomto
pripade mesta Vieden.

Preco Vieden? Biografia Nilbar Giires je v tejto
suvislosti dolezita, pretoze sa v roku 2000 vo veku
23 rokov prest’ahovala z Istanbulu do Viedne.
Bakalarsky titul v odbore malba ziskala na Fakulte
vytvarnych umeni Marmarskej univerzity v Istanbule
a neskor absolvovala magisterské stadium malby
a grafiky uz na viedenskej Akadémii vytvarnych
umeni. Po ziskani magisterského titulu Studovala
vytvarnu a textilna pedagogiku na Univerzite uzit-
kového umenia tiez vo Viedni, kde vytvorila aj svoje
prvé videodielo Cudzinka. Ako umelkyna, ktora
ziskala prvotny umelecky ramec a vzdelanie v Istan-
bule a neskor vo Viedni, sa vo svojej tvorbe opiera

> CASTREE, N. — KITCHEN, R. — ROGERS, A.: A Dictio-
naary of Human Geography. Oxford 2013.



o kultarne pozorovania a ¢asto sa politicky angazuje
v otazkach, ako je socialna nespravodlivost’, rodové
a sexualne slobody a obmedzenia a (vnucované)
kody kultarnej identity.

Giresovej tvorba je predmetom diskusii a vy-
stav z feministickej, queer a migracnej perspektivy.
Nasledovna analyza ju vsak prezentuje ako akt
socialno-politického mapovania. Jej transverzalna
metdda, ktord charakterizuje ciasto¢né obyvanie,
prechadzanie, performovanie a nakoniec mapovanie
mesta, je zvlast’ zaujimava. Cudzinka sa da povazovat’
za autoportrét v pohybe aj za pohyblivy autoportrét,
a to rovnako z hladiska telesného pohybu, ako aj
emocionalne dojimavej kvality. Tato praca znazor-
fuje aj vzt'ah umelcov k vlastnému sebavnimaniu
a k percepcii okolim, v tomto pripade ako (queer)
zeny, umelkyne a cudzinky.’

Pohyblivy autoportrét Cudzinka zacina cast'ou
Osoba v richu, ktora zachytava cestujicu vo vieden-
skom metre zahalent v kvetinovej textilii omotanej
okolo tvare a tela s ¢iernou satkou na hlave (Obr. 3).
Kamera snima protagonistku sediacu so skrizenymi
nohami vo vozni metra. Vicsina cestujucich jej pri-
tomnost’ prehliada, vratane dvojice, ktora sedf oproti
nej. Tento okamih odraza vedomu vol'bu nepozerat’
sa, teda rozhodnutie nerozpoznat’ cudzinku. Ked'ze
hlasenie o d’alsej zastavke je v nemcine, tito ,,osoba
v rachu® zostava nehybna.

Hoci ako divaci tusime, ze protagonistkou je
umelkyna, jej identita a rod sa urcit’ neda, pretoze
latka a sposob sedenia nam ni¢ nenaznacuju. Jej to-
toznost’ zostava neurcitd; zahalenie v latke a posed
neposkytuju ziadne zrejmé napovede. Giliresove;
telo, povedané manazérskym jazykom, nebolo pre
jej predstavenie owutsourcované, nepouziva teda telo
niekoho iného, ale umiestnuje a ukotvuje svoju pracu
v bezprostrednosti vlastného tela. Stelesfiuje anony-
mitu, pricom svoje telo vyuziva sucasne na ironické
a nazorné ucely a samu seba premiena na dielo.
Evokuje termin obohatend performancia (enriched perfor-
mance), pretoze dielo nielen ,,robi®, ale nim aj ,,je*.
Ako poznamenava historicka a kriticka umenia Claire

> SARIASLAN, L.: , They are all Turks, but very very nice®:
Re-placing contemporary artists of Turkish origin. In: Euro-
pean Journal of Futures Research, 4, 2016, ¢. 1,s. 1 =09.

Bishop: ,,Umelci pouzivaju I'udi a seba samych ako
material z mnohych dévodov: aby spochybnili ume-
lecké kritéria rekonfiguraciou kazdodennych ¢innost
ako performancie; aby zviditel'nili urcité socialne
zlozky a urobili ich komplexnejsimi, bezprostred-
nej$imi a fyzicky pritomnejsimi; aby predstavili es-
tetické acinky nahody a rizika; aby problematizovali
binaritu zivého a sprostredkovaného, spontanneho
a inscenovaného, autentického a fingovaného; a aby
preskumali konstrukciu kolektivnej identity a mieru,
do akej Pudia vzdy prekracuju tieto kategorie.

Video nepripust’a identifikaciu s oblecenou po-
stavou (umelkynou) a vyvolava voci nej l'ahostajnost’.
Nemame pristup k jej pokozke ako povrchu tela,
ktory sa da povazovat’ za rozhranie medzi vnatrom
a vonkajskom, ako aj medzi sebou a inymi. Gliresovej
tvorba je autobiograficka a telesna zaroven, prelina
sa v nej osobna historia a strety s vlastnym telom —
,,vrchol exilovej indexicity®, ako to vyjadril kulturolog
Hamid Naficy.’ Svojim telom obmedzenym vrstvami
textilu vizualne konstruuje cudzie telo, ¢im sa stava
cudzinkou a zaroven neviditelnou migrantkou. Kri-
tizuje tak prostredie, ktoré predstavuje nevedomost’
a Pahostajnost’ a podla autorky je plné rasizmu.
Dielo Cudzinka poukazuje na pretrvavajicu diskri-
minaciu, vylucenie a odcudzenie, ktoré sa vyskytuju
v spolocnosti. Giires vytvara ,,inakost’* bez tvare,
v stave neustaleho presunu, sediacu ako mikvy ,,ne-
viditelny* ¢udak.

Video Nilbar Giires zachytava viacero cudzincov
vratane utec¢encov, migrantov a tych ,,inych®. V jed-
nom zo zaberov vidime Gliresovu sediet’ na sedadle
vedPa Cierneho muza, ktory sa obéas poztie do kamery
(Obr. 4). Tento vyber je dolezity a zamerny. Pocas
nasho rozhovoru autorka objasnila, Ze stredobodom
tejto scény je otazka rasizmu, konkrétne rakdaskeho
rasizmu a diskriminacie. Okrem toho odhalila dote-
raz nezverejnené podrobnosti o svojej diplomove;
praci na Akadémii vytvarnych umeni vo Viedni zame-
ranej na Marcusa Omofumu (10. maja 1973 — 1. méja
1999), ktory zomrel v désledku policajnej brutality
pocas deportacie do Nigérie. Jeho smrt” podrazdila

* BISHOP, C.: Delegated Performance: Outsourcing Authen-
ticity. In: October, Spring 2012, vol. 140, s. 112.

> NAFICY, H.: An Accented Cinema: Exilic and Diasporic Film-
martking. Princeton 2001, s. 119.
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verejnost’ a stala sa symbolom protirasistického hnu-
tia v Rakusku.® Osobny rozmer pridala Gutesovej
pribehu skutocnost’, ze jej skolitel' povazoval tému
za ,prili§ politicki® a jej zavere¢ni prezentaciu na
akadémii nepodporil ani sa jej nezucastnil.” V nasom
rozhovore sa zverila, ze umenie je pre nu reakciou
na vlastné skusenosti, aktom, ktory stelesnuje vzdor
a uznanie politiky tela zaroven. Pre Nilbar Giires je
osobné politické vo svojej podstate.

Priblizne v rovnakom c¢ase, ako vzniklo dielo
Cudzinka, feministicka spisovatel'ka Sara Ahmed vy-
stizne pomenovala, Ze ,,tela migrantov sa rozt’ahuju
a zmrst'uju, ked prekracuji hranice, ktoré vymedzuja
zname a cudzie miesta®,® a tym formuju roztriesteny
a Coraz vicsmi rozdeleny eurépsky priestor. Ked’ze
video evokuje konkrétnu skisenost’ ,,migrujiceho
tela® v danom Ccase, tela, ktoré sa este volne presu-
va cez hranice, neda sa ubranit’ myslienke, ¢i je to
dnes vobec mozné. Eurdpa ako spletity sibor tiel
(snaziacich sa byt’) v pohybe, je priestor pretkany
politickymi a kulturnymi rozpormi. Giliresovej
,»cudzie® telo prihodne sluzi ako antigeografia, ako
protiklad k dominantnym mocenskym $truktdram,
¢im prispieva k sirsej kartografii, ktora reflektuje
ponatie tela feministickej teoreticky Donny Haraway
ako ,,mapy moci a identity”.” Akt sedenia v metre
a pohyb po verejnom priestore sa stavaja stelesnenou
mapou mestskej reality s dérazom na (umelecky)
potencial vSednosti.

V Giresovej diele sa mesto Vieden a fyzické
zenské telo navzajom pretvaraji, prekresl'uju a vy-
clenuju. Telo, ktoré byva casto obmedzované, kon-
trolované alebo zakryvané, tu symbolizuje rozpory
a neurcitost’ hranic Eurépy v pohybe a spochybnuje
koncept pevnych ttvarov.

Giiresovej zahalena postava brani akémukol'vek
ocnému kontaktu, akoby evokovala idey viedenského
socioléga Georga Simmela, ktorého mozno pova-

¢ KedZe Omofuma sa prirodzene branil deportacii lietadlom,
policajti ho ,,sputali, zapchali mu usta a pripevnili ho na
sedadlo lietadla. Pasku, ktorou ho sputali, pocas celého letu
neskontrolovali, a pritom mu zabranila dychat’. Pocas pribliz-
ne hodinového letu [do Sofie] zomrel v bolestiach. Na jeho
smrt’ prisli az pri pristati v Sofii. Pozti https://en.wikipedia.
org/wiki/Marcus_Omofuma a https://visionscarto.net/
IMG/pdf/deportation-omofuma.pdf.

7 Rozhovor autorky s umelkyriou, 27. jala 2020.
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zovat’ za prvého sociologa moderny. Simmel tvrdi,
ze ocny kontakt je najcistejsia a najpriamejsia forma
'udskej interakcie, sposob, ako sa spojit’ a nadviazat’
vzt'ah s ostatnymi.'” Giires sa teda odputava od Fudi
okolo seba a absencia reakcie zo strany cestujicich
navyse odraza stereotypy a predsudky, ktoré ovladaju
kazdodenny zivot. Dokonca ani par, ktory sedf oproti
Giiresovej, s nou nijako neinteraguje. Obecenstvo
tu pozostava z dvoch skupin: jednak su to spolu-
cestujuci v metre, ktorf sa nevedomky podielaji na
umeleckom diele, a potom sme to my, divaci videa,
ktorf sme svedkami tychto momentov nepriameho
vylicenia. Autorka dovtipne meni prva skupinu
divakov alebo ,,nepozerajucich sa“ na skuto¢nych
ucastnikov svojho diela. Ako piSe Sara Ahmed,
cudzinec ,,nie je ten, s kym sme sa este nestretli, ale
ten, koho sme uz stretli alebo videli“, a dodava, Ze
,nniekoho skor rozpoznavame ako cudzinca, nez aby
sme ho jednoducho nespoznali“.! Gliresovej umenie
nam pripomina, ze cudzincov rogpogndvanme, aj ked
ich odmietame brat’ na vedomie.

Video nam upiera pristup ku Giiresovej pokozke,
k rozhraniu medzi sebon a druhymi, medzi vadtrom
a vonkajskom. Tkanina, vrstvena ako §tit aj metafora,
zaroven odhal'uje aj ukryva. Giiresovej telo je celé
zahalené v latke, ¢o vyvolava pocit klaustrofébie.
Latka ju zakryva, no odhaluje tiché predsudky. Nie
je len fyzickym pokrytim, predstavuje aj spolocensku
struktaru, v ktorej je obliekanie a vyzliekanie kédo-
vanym ukonom. Giires svojou pracou spochybnuje
stereotypny obraz ,,tureckej Zeny* v Eurépe, ako aj
patriarchalny systém v Turecku. Jemna farebna latka
sa stava protivahou voci drsnej xenofébii, ochran-
nou vrstvou vo svete vylucenia, pretoze ju nechava
vyniknut’ a zmiznut’ sucasne.

Mestské priestory sa tak stavaju arénou kolizie
alebo prepojenia inak nestvisiacich tiel. Antropolog
Johannes Fabian tvrdi, Ze ,,kultdra® nie je situdcia,

8 AHMED, S.: Strange Encounters: Embodied Others in Post-Colo-
niality. London 2000, s. 92.

* HARAWAY, D.: Simians, Cyborgs, and Women: The Reinvention
of Nature. New York 1991, s. 180.

10 SIMMEL, G. - FRISBY, D.— FEATHERSTONE, M.: Simmzel
on Culture: Selected Writings. London 1997, s. 112.

" AHMED 2000 (v pozn. 8), s. 21.



priestor alebo stav bytia, ale proces ,,konfrontacie
druhov praxe, nasej a ich®."* Nazvom diela S#ranger
Nilbar Giires vystizne zdoraznuje konfrontaciu me-
dzi ,,nami a nimi“ a to, ako pre fu ,,ini* (Rakusania/
Eurépania) vnimaju Turkov najmi na zaklade odevu,
ktory zdoraznuje inakost’ a tym vytvara vzajomny
kontrast. Dielo tak mozno povazovat’ za kriticky hlas,
ktory poukazuje na aktualny kulturny a spolocensky
vyvoj, ako aj ulohu umelca v spolo¢nosti a na ume-
leckej scéne. Giires pracuje s vizualnymi metaforami
a prehnanymi kli§é a vo svojej praci sa zaobera soci-
alno-politickymi otazkami odvodenymi od sucasnej
politiky identity, ktora sa jej priamo ,,dotyka®. Na
vyjadrenie svojho postoja obratne uplatiuje nepria-
my vytvarny jazyk s davkou absurdity a humoru.

Analyza videa tak nielen objasnuje Guresovej
angazovanost’ v politike priestoru a mobility, ale
poskytuje aj kriticky pohlad na vyvoj autorkinej
tvorby. Znazornuje, ze zmena média mo6ze byt’ viac
nez len technickym alebo estetickym rozhodnutim;
moze byt’ krokom k novym spésobom vnimania,
obyvania a ovplyviiovania sveta.

Dielo Cudzinka z tohto pohl'adu sluzi ako kl'aco-
vy vstupny bod pre pochopenie sirsieho umeleckého
posobenia Nilbar Giires. Demonstruje, ako autorka
vyuziva pohyblivy obraz na skimanie priesecnikov
medzi telom, miestom a identitou, a zaroven nazna-
cuje posun v jej praxi od statickych foriem, ako je
mal'ba a kolaz, k ¢asovym, imerzivoym moznostiam
videa. Mapovanim mesta svojim telom Giires zachy-
tava nielen vlastnu poziciu ,,cudzinky* vo Viedni, ale
vytvara aj priestor pre divakov, aby sa zamysleli nad
tym, ako mesta naviguju, obyvaju a formuju ti, ktorf
st v nich casto neviditel'ni.

Stelesnena podstata jej prace sa prejavuje vo
vsetkych médiach, v diele Cudzinka vsak pohyblivy
obraz umoznuje zvyraznit’ pocit ¢asovej a priesto-
rovej dislokacie, co odraza sirsi zaujem umelkyne
o presidlovanie a o budovanie vzt'ahov. Vyber
videa ako nového média v ranej faze kariéry pod-
ciarkuje autorkino odhodlanie skiumat’ rozmanitost’
zitych skasenosti, najmd z pohl'adu tych, ktori st

2 FABIAN, J.: Anthropology with an Attitude: Critical Essays. Stan-
ford 2002, s. 4.

'3 Rozhovor autorky s umelkyriou, 27. jila 2020.

v dominantnych kultdrnych narativoch oznaceni
ako ,,ini".

Tureckd hlava (Obr. 5) je nasledujucou cast’ou
Cudzinky, ktora svoj nazov odvodzuje od nemecké-
ho Tiirkenkopf. Tento nazov pochadza z rozhovoru,
ktory Giires zachytila v metre, kde sa dvaja muzi
rozpravali o niekom ,,s velkou hlavou, Tiirken-
kopf <. Vypocutie rozhovoru nesie v sebe prvok
odposluchu. Na videu vidime Zenu (Gtires) s hla-
vou pokrytou vrstvami latky, ktora jej zakryva oci.
Vystupuje z viedenského metra (na stanici Neubau-
gasse) a vchadza do struktiry a toku kazdodenného
zivota na rusnej pesej zone Mariahilfer. Pohybuje sa
uprostred ethnoscape — ,,etnokrajiny*, ¢o je zasadny,
aj ked’ t'azko uchopitel'ny metaforicky novotvar an-
tropologa Arjuna Appaduraiho vyjadrujici ,,krajinu
pohybujucich sa I'udi, ktori tvoria premenlivy svet,
v ktorom zijeme*."* Podl'a Appaduraia to mézu byt
,Hturisti, pristahovalci, utecenci, vyhnanci, docasni
pracovnici a iné mobilné skupiny a osoby“.">

Nilbar Gires kri¢a medzi davom ludi na ulici,
v rukich drzi plné igelitové nakupné tasky a zda
sa, ze je ponorenda do toku kazdodenného zivota.
Okolité zvuky mestského prostredia, Sum rozhovoru,
hluk dopravy a kroky okoloiducich tvoria audioob-
sah videa, obklopuju jej telo a umiestiuju ho do
zmyslovej vyplne verejného priestoru. Tieto zvuky
nie su len akustickou kulisou, posobia ako sonické
mapovanie mesta, ktoré dielo zakotvuje v konkrét-
nom case a mieste.

Pocujeme zenu, ktora hovori: ,,Vidi 7 vobecr*
Muz zakrici: ,,Ach, zlatko! Pozri sa na 7oz0.“ Napriek
tomu, ze komentare odzneli vo Viedni, si napodiv
v turectine a nie v nemcine. Tato zvukova a vizualna
stranka prispieva ku koncepcii (pre)mapovania Eur6-
py. Turectina namiesto nemciny na viedenskych uli-
ciach naznacuje moznost’ alternativnych kartografii
Eurépy a v Burépe. Tureckd hlava nielen zachytava
Giiresovej chodzu po viedenskych uliciach, pouka-
zuje aj na potrebu porozumiet’ tomu, kto sa smie
a kto nesmie pohybovat’, ako tela ziskavaju pristup
do roznych priestorov a ako sa ,,pohybuju‘ na mape.

" APPADURAL, A.: Modernity at Large: Cultural Dimensions of
Globalization. Minneapolis 1996, s. 33.

5 APPADURALI, A.: Disjuncture and difference in the global
cultural economy. In: Theory, Culture & Society 7, 1990, s. 297.
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Vstup do sveta chodcov mozno povazovat’ za pre-
jav angazovanosti a emancipacie. Prostrednictvom
performativity Giires nastol'uje otazky prislusnosti
a naroku na mesto.

Ako divaci sledujeme Giiresovu tesne pred
sebou a nasa perspektiva je v sulade s tym, ako ka-
mera zabera jej telo zozadu. Tato pozicia z nas robi
tichych spolo¢nikov — svedkov jej pohybu, ktorf
vsak nemozu zasiahnut’. Giires vidi nejasne, azda
zamerne oslabene, ked’ prechadza husto zal'udnenou
nakupnou stvrt’ou. Zat’azena taskami a zdanlivo
nevidiaca sa pohybuje s opatrnym odhodlanim.
Napiitie v tejto scéne nevyplyva zo zjavnej aktivity,
ale z tichého ocakavania narusenia — predpokladame,
alebo sa dokonca obavame, Ze sa s niekym alebo
niecim v dave zrazi. Ale nestane sa tak. Jej telo sa
pohybuje v priestore s neuveritelnou presnost’ou
a bez konfrontacie alebo incidentu sa presuva cez
mestské masy.

Tento zdanlivo jednoduchy akt vystihuje hlavné
stratégie diela Cudzinka. Gires premiena kazdodenny
ukon pohybu v dave s nakupnymi taskami na putavé
predstavenie, ktoré sa zaobera otazkami vnimania,
zranitelnosti a priestorového vyjednavania. Jej zdan-
liva slepota umocnuje pocit neistoty a odcudzenia,
¢o naznacuje odlicenie nielen od zrakovych vnemov,
ale aj od socialnych noriem, ktoré reguluji pohyb
a viditelnost’ v meste. Nakupné tasky este viac
zdoraznuju jej zaclenenie do rodovo podmienené-
ho rytmu kazdodennosti, pricom vyvolavaju dojem
obycajnosti a zaroven nemiestnosti.

Gires vklada svoje telo do zranitel'nej, ale kon-
trolovanej pozicie, ¢im zdoraznuje usilie, ktoré si
vyzaduje pohyb ,,cudzinca® vo verejnom priestore
ako osoby poznacenej kultirnou, rodovou a rasovou
odlisnost’ou. Jej schopnost’ pohybovat’ sa v dave bez
kolizif sa stava tichym potvrdenim vlastnej p6sobnos-
ti, odmietnutim nechat’ sa vytlacit’ alebo vymazat’,
aj ked’ jej pritomnost” komplikuje normativne toky
mesta. Pevny obraz kamery v kombinacii s pohl-
cujicou mestskou zvukovou krajinou nas vyzyva
nielen k pozorovaniu jej cesty, ale aj k precit’ovaniu
pritomného napitia, rozpoltenosti a jemnych preja-
vov odporu.

Giires nepouziva chddzu len ako sposob prepravy,
tieZ ju pretvara na zamerny umelecky a politicky akt.
Jej pohyb po meste s nakupnymi taskami, prechod
preplnenymi ulicami a cestovanie verejnou dopravou

220

sa stava size-specific performanciou, ktora domyselne
spochybnuje dominantné priestorové poriadky. Jej
postupy nastol'uju politiku viditelnosti, spristupnenia
a spolupatri¢nosti, najmi ked’ sa prelinaji s rodom,
etnicitou a migraciou. Mestské prostredie v Cudzinke
nie je neutralnym pozadim, ale spornym priestorom,
ktory je nabity osobnou pamitou aj Strukturalnym
vylicenim. Autorkino telo sa v ilom nielen pohybuje,
ale sa don aj vpisuje a zanechava za sebou pominu-
telné stopy pritomnosti a odlisnosti.

Dielo Cudzinka poukazuje na kazdodennost’ ako
na zivnu podu pre umelecku intervenciu. Zdoraz-
novanim rutinnych dkonov a znamych verejnych
priestorov nabada k prehodnoteniu toho, o predsta-
vuje zmysluplny umelecky obsah. Giiresovej chodza
sa stava sposobom zosobneného pozorovania, ktoré
je pomalé, zamerné a prispoésobené mikropolitike
ulice. Tento koncept ju spaja so Sirsimi tradiciami
chodze v dejinach umenia, od parizskeho flinenra
19. storocia az po psychogeografické vypravy situ-
acionistov, ako aj s feministickymi a dekolonizacny-
mi pristupmi, ktoré vnimaji chodzu ako kI'icovy
prostriedok pre tych, ktorf mali v minulosti pohyb
obmedzeny.

Rozbor Cudzinky ako prvej autorskej videopro-
dukcie pomaha lepsie pochopit’ Giiresova nielen
ako multidisciplinarnu umelkytiu, ale aj ako vnimava
pozorovatel’ku, ktord by sme mohli nazvat’ aj ,,mapo-
vatel’kou* I'udi, miest a socialnej dynamiky. Prechod
k videu jej umoznil pracovat’ s ¢asom, pohybom
a zvukom sposobom, ktory rozsiruje a umoctiuje
problematiku jej predchadzajucich a stcasnych prac.
Na rozdiel od relativnej stalosti malby alebo sochy
umoznuje video trvacne a pohlcujuce zapojenie do
priestoru a naratfvu, ¢im rozvija mestsku skisenost’
v aktualnom case. V diele Cudzinka sa kamera stava
predizenim tela, pohyblivim svedkom rytmov mesta
a nenapadnych procesov viditel'nosti, zranitelnosti
a pritomnosti.

Zaverecna Cast’ diela Cudginka s nazvom Schody
zobrazuje umelkynu ako zostupuje po eskalatore
vo viedenskom metre, aby nastapila do vozna, ¢im
zachytava ,,rutinnd choreografiu jej kazdodenné-
ho zivota (Obr. 6).'° Tato ,,banilna alebo vsednd

® LAVRINEQC, J.: Urban Scenography: Emotional and Bodily
Experience. In: Limes: Borderland Studies, 6, 2013, ¢. 1, s. 25.



cesta® je beznym tkonom, ktory Giires pretvara na
performanciu tym, ze pocas pohybu drzi v tstach
na lyzici vajce.'” Jej vtipné gesto pripomina detsku
hru na preteky s vajcom na lyzici, ktora si vyzaduje
sustredenie a rovnovahu. Gires ju predvadza ako
dospela osoba na verejnosti, ¢im zdoraznuje discipli-
novanu vautornu aj vonkajsiu navigaciu svojho tela
v mestskom prostredi. Jej vyrovnanost’ a rovnovaha
znamenaju Pahostajnost’ a zaroven vzdor voci jej
marginalizacii, pricom vyjadruji pocit spolupatric-
nosti v priestore, v ktorom je ina. Podobne, ako to
bolo v casti Osoba v richn, aj Cast’ Schody formuje jej
sktsenost’ s inakost’ou. Giires pouziva svoje telo
ako metonymiu politizovanej identity, kde sa telam
prideluji rézne prilezitosti alebo reakcie — st vitané
alebo zakazané, vypocuté alebo umlcané. Svojim
umenim Giires spochybnuje domnienku, ze je telo
neutralne, a odhaluje, ako su teld poznacené rozdiel-
mi vo viditel'nosti, prijati a reSpekte. Telo sa tu stava
objektom aj subjektom, hybnou silou, ktora skima
identitu, odli$nost’” a odcudzenie.

Tvorba Nilbar Gliresovej vychadza z osobnych
pozorovani a frustracii, a snaz{ sa podnietit’ social-
nu zmenu spochybnovanim spolocenskych noriem
a zvykov, pricom poukazuje na zvysené usilie, ktoré
musi ¢lovek ako ona vynalozit’ na orienticiu vo
verejnom priestore. Jej praca stiera hranice medzi
individualnym a kolektfvnym, umelcom a publikom,
aktivhym a pasivnym a sukromnym a verejnym.
Materialne, vzt'ahové a performativne aspekty jej
prace robia z Cudzinky intimny autoportrét so $ir§im
socialno-politickym odkazom, v ktorom premenou
videa na autoportrét v pohybe kritizuje systémy
reprezentacie a mobility.

Gires vytvara mapy, ktoré nesd ,,emocny
a subjektivny vyznam®, ¢o z nich podla Katherine
Harmon robi mapy ,,0sobnej geografie“."® Tieto
osobné geografie odhal'uju, Ze mapa nikdy nie je
objektivnym zobrazenim skutoc¢nosti, skor odraza
urcita perspektivu. Giires vo svojej tvorbe skiima
kontary a struktiry mestského prostredia. Pozyva

7 BINNIE, J. - EDENSOR, T. - HOLLOWAY, J. - MILLIN-
GTON, S.— YOUNG, C.: Mundane mobilities, banal travels.
In: Social & Cultural Geography, 8, 2007, ¢. 2, s. 165.

8 HARMON, K.: You Are Here: Personal Geographies and Other
Maps of the Imagination. New York 2004.

nas, aby sme sa stali nielen divakmi jej diela, ale
aj cestovatelmi a kartografmi, ktor{ sa pohybuja
v prostredi mesta na povrchu aj pod nim, jeho
vertikalnymi aj horizontalnymi rovinami — zatial
¢o nas sprevadza svojim vlastnym mobilnym mapo-
vanim. Kriticka geografka Clancy Wilmott oznacuje
mobilné mapovanie za ,,$pecificky zosobnenu ¢in-
nost’!” a dodava, ze je dynamické. Pise: ,,Mobilné
mapovanie je zobrazovanie so zretelom na situaciu
aj situovanych. Ide o viac ako mapy a kartografov,
znamena to tiez réznorodost’ postupov pri inter-
pretacii otvorenosti a moznosti priestoru prostred-
nictvom zoskupeni spomienok, institdcii, racionalit,
priestorov, tiel a technoldgii, ktoré si v neustalom
pohybe a transformacii.“*

Svojou pracou Giires vnasa osobné pribehy do
verejnych priestorov a ovplyviiuje svet okolo seba
sposobom, ktory nie je hmotny, ale ¢asovo a priesto-
rovo osobity. Hoci dielo Cudzinka znamena posun
v médiu od hmatového a statického k ¢asovému
a trvalému, zostava v uzkom dialégu s Giiresovej
maliarskym zazemim. Stadium na Akadémii vytvar-
nych umeni vo Viedni jej poskytlo pevny zaklad
v oblasti vizualnej kompozicie, materialove;j citlivosti
a kritického pristupu k reprezentacii, ktoré ovplyviiu-
ju jej Sirsiu tvorbu naprie¢ médiami. (Obr. 7) Video
si vo svojom vizualnom jazyku a kompozicnom
povedomi zachovava maliarsku citlivost’. Dosledné
ramcovanie pohybu tela, hra farieb a struktar v mest-
skom prostredi a pozornost’, ktord venuje gestu
a rytmu, evokuju kI'icové aspekty sucasnej malby.
Autorkino zahalené telo, umiestnené a uvedené do
pohybu v meste, m6zeme chapat’ ako nadvizujice
na jej skorsie fragmentarne, symbolické a performa-
tivne figury v mal'bach a kolazach. Tlmena paleta
videa sa prelina s pestrymi kazdodennymi detailmi
(napr. ziarivé igelitky, ktoré nosi), odrazajice jej casté
pouzivanie textilu, farieb a najdenych materialov
v instalaciach a objektoch vytvorenych kombinaciou
technik, ¢o naznacuje transmedialnu kontinuitu jej
estetického vokabularu. (Obr. 8)

Y WILMOTT, C.: Mobile Mapping: Space, Cartography and the
Digital. Amsterdam 2020, s. 11.

2 Ibidem, s. 27-28.
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Giires prenasa svoj maliarsky pristup do formatu
obrazu v pohybe, ¢im rozsiruje a zaroven prekracuje
hranice mal’by. Statické platno ustupuje plynulosti
videa, no zakladné principy kompozicie, zosobnenia
a povrchu zostavaji zachované. Ulica sa stava zivym
platnom a jej prechod nou — choreograficky t'ah
stetcom — nahradza maliarkinu ruku. Z tohto po-
hPadu Cudzinka nepredstavuje odklon od malby, ale
jej casové a priestorové rozsirenie. Dielo inscenuje
dialég medzi povrchom a hibkou a medzi stalost'ou
reprezentacie a prchavost’ou performancie, pricom
sa video stava médiom, ktoré dedf a pretvara meto-
diku malby v kontexte Zitej skusenosti.

Toto ramcovanie ndm umozniuje povazovat’
Giiresovej tvorbu za sacast’ linie malby v rozsire-
nom poli, v ktorych nedochadza k opusteniu média,
ale k jeho novému stvarneniu. Svojim pohybom vo
verejnom priestore, narabanim so struktirou mesta
a pouzivanim tela ako predmetu aj povrchu Giires
neustale h'ada moznosti prejavu mal’by mimo platna.
Dielo Cudzinka tak odhal'uje pretrvavajuci vyznam
maliarskej metodiky aj pri zdanlivo ,,nemaliarskych®
postupoch, najmi ked’ sa tykaju komplexnych prie-
nikov rodu, mobility a spolupatri¢nosti.

Pouzitim videa ako média autorka stvarniuje
a ramcuje jeho najvyznamnejsiu ¢rtu — pohyb troji-
tym sposobom: ako obraz v pohybe, mobilitu I'udi
a emotifvnu posobivost’ interakcie, alebo v tomto
pripade jej nedostatku. Zaroven umoznuje divakovi
presunit’ sa do snimaného okamihu, kedZe video
je médiom (nasho) ¢asu —a to ¢asu precestovaného,
editovaného, pondknutého a navrstvené¢ho. Spaja
dvojity pohyb migracie, o ktorej Mieke Bal pise:
,,Migracia je tiez skiisenost’ou ¢asu — ako viacnasob-
ného, heterogénneho. !

Znepokojiva povaha Giiresovej videi, ich odol-
nost’ voci zaskatul'’kovaniu, dokaze otvorit’ a aj otvara
priestor pre odlisné sposoby vnimania. Neformalna
produkcia, nenapadnost’ a skryta podstata jej videf
vypovedaji o Zivotnej skisenosti cudzinca, ktory sa

% BAL, M.: Double movement. In: BAL, M. — HERNAN-
DEZ-NAVARRO, M. A. — GARCIA AGUSTIN, E. (eds.):
2Move: Video, Art, Migration. Mutcia; Cendeac 2008, s. 34.

2 Tiato $tudia vychddza z nasledujucich publikicii: SARTASLAN,

L.: Mapping Nilbar Giires. In: Nilbar Giires: Velvet Stare. Istanbul,
2025; SARIASLAN, L.: Failiarly Strange | Strangely Familiar: Hu-
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pohybuje vo svete bez toho, aby don uplne patril.
Giires cerpa inspiraciu z kazdodennosti a pretvara
ju na acinny performativny akt, ¢im skima politiku
mobility a viditelnosti spojenu s (problematickou)
prislusnost’ou a sposobmi, akymi sa tieto otazky
prekonavaju a stvarnuja.

V diele Cudzinka Nilbar Giires mobilizuje mé-
dium videa nielen na zdokumentovanie, ale aj na
performovanie skdsenosti odcudzenia v mestskom
priestore Viedne. Prostrednictvom chodze, do-
pravy a pobytu vo verejnom priestore mesta menf
kazdodenné aktivity na akty vzdoru proti asimilacii,
priestorovému vyluceniu a vizudlnej abstrakcii.
Okrem toho Giires pouziva video na rozsirenie do-
sahu performancie za hranice bezprostrednosti tela
v priestore. Casové a ptiestorové vstvenie pohybli-
vého obrazu umoznuje cyklicku, rekurzivnu ucast’
na mestskom diani, kde sa minulost’, pritomnost’
a mozné buducnosti prislusnosti a politiky tela ne-
ustale pretvaraju. Kamera nielen zaznamenava, tiez
sa podiel'a na vyvine priestoru tym, ze spritomnuje
a umocnuje politiku pohybu a ,,vmiestnenia®. Jej telo
ohranic¢ené obrazom v pohybe p6sob{ ako dynamic-
ké miesto vyjednavania medzi sebou a inymi, cen-
trom a perifériou, viditenost’ou a neviditelnost’ou.
Umiestnenim svojho ,,cudzieho® tela do Struktary
europskeho mesta Giires nardsa dominantné narativy
prislusnosti a priestorovej Citatelnosti. Vznika zivé,
rodovo podmienené a performativne mapovanie
mesta, ktoré je v protiklade k statickym, nehmotnym
kartografiam.”

Tato zosobnena kartografia nie je ani pevna, ani
linearna; neustale sa rozvija prostrednictvom stretu
vztahov. Kazdy krok, pohl'ad a zastavka sa stava
sucast’ou procesualneho archivu mobility, ktory
spochybnuje predpokladanu neutralitu verejného
priestoru a vnima ho ako terén situovaného po-
znania a afektivnej rezonancie. Dielo Cudzinka tak
predstavuje rasovo, rodovo a migracne podmienené
telo, ktoré sa stava médiom aj posolstvom, miestom,

mor and Contemporary Artists from Turkey. In: BAYRAKTAR, N.
—GODIOLL A. (eds.). E(n)stranged: Rethinking Defamiliarization
in Literature and Visual Culture. Cham, 2024; SARTASLAN, L.:
Pins on the Map: Urban Mappings in Enropean-Turkish Contenporary
Art. Amsterdam, 2022; SARIASLAN, L.: What Moves Artists?
Mapping Vienna through the Moving Images of Nilbar Giires. Euro-
peNow Journal, 2021. Dostupné na: www.europenowjournal.org,



kde sa do popredia dostavaju Sirsie otazky eurdpske;
identity, rezimov mobility a mestskej inklazie pod-
robené kritickému pohl'adu. V neposlednom rade
je Cudzinka prikladom feministickej, dekolonizacne;j
kartografie, ktora vyzdvihuje zosobneny, emocny
a neisty rozmer navigacie v priestore v podmienkach
odlisnosti. Giiresovej videotvorba patri k rasticemu
spektru sucasného umenia, ktoré spochybmuje in-
Stitucionalizovanu estetiku inklizie a reprezentacie,
a namiesto toho trva na zlozitosti zivotnej skiisenos-
ti. Svojou tvorbou otvara nové konceptualne a este-
tické cesty pre uvahy o pristupe umelcov k politike
priestoru, pohybu a identity v Eurépe.

Giires zosobnuje myslienku, Ze umelci sa neasi-
miluju, ale narusaja formovanie zvyku. V Cudzinke
nielen dokumentuje skdsenost’ cudzincov, zaroven ju
stelestiuje. Inspiraciu ¢erpa zo vSednych mestskych

priestorov a skdsenosti a vytvara umenie, ktoré vy-
poveda o politike mobility a o tom, ako sa da riesit’,
prekracovat’ a mapovat’, pricom vyuziva mesto
ako platformu pre umelecké predstavenia. Dielo
Cudzinka vytvara stelesnend a rodovii mapu mesta
v protiklade k tradi¢nej mape, ktora je neosobnou
vizualnou reprezentaciou. Pohyblivé obrazy zdoraz-
nuji osobné a kolektivne ¢rty Giiresovej socialnych
stykov v mestskom verejnom priestore. Jej ,,cudzie®
telo sa stava sprostredkovatefom problematizovania
eurépskeho korpusu, pretoze kazdé telo objavuje
mapovanie, produkovanie alebo prejavovanie novej
subjektivity ako sustavy prienikov a stretov vo vzt'a-
hu k d’alsiemu telu v meste. Tieto telesné stretnutia
nacrtavaju rozsiahlejsiu kartografiu, prekracujacu
hranice tohto presne vymedzeného, ale fragmenta-
rizovaného korpusu.
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