BOLI (ACILAR) grubunun 3. Uluslararasi Istanbul Bienali'ne (1) sundugu
projelerden reddedilenlerin listesi:

1. Pisman Troia Atz1

2. Askin Giizellikteki At'in Ikonografi Denemesi

3. Ideal Tiani-Tolkai (2)

4. Mikemmel Melekleri Kesfetmek icin Ikiz Diizen

5. Cift-Basli Yeniden Dogus (3)

6. Gecici olmayan Seyahat i¢in Kusursuz Gemi

7. Askin Estetik ic¢cin Tekrarlanan Eder

8. Ikiyiizlii Yeteneklerin Hakli Cikarilmasi icin Ic¢ Ilke
9. Dinamik Iki-Rakamli Metafizik

10. Kusursuz Hayaller Panteonu Girisi'nin Bekg¢isi

Basyapit (chef d'oeuvre) disiincesinin 1s1d1 altinda kisinin ince eleyip, sik
dokuyarak, sanat olgusu icinde 0zel bir sey tanimlayabilmesi, bu hareketin
yapisinin tekrara ag¢ik olmasindan otiurid, pek olasi degildir. Ancak, hareket, bu
belirimsizligin ikili anlamini daha da vurgular ve akilda tutulan bu bluyik
belirimsizlik, aslinda hi¢ bir zaman doyuma ulasamaz, ama her zaman,
tanimlanamayan uzak Ozlemlere ait bir seyler tasir. Basyapit, Avrupa'daki yeni
tanimiyla sanata esittir, sanatin kendini yiceltmesinden kurtulusunu belirler
ve dinya Mizesi'nde biriken basyapitlarla Orneklenir. Bu durumda basyapit, belli
bir sanat diinyasinin ¢ozllmesini amaclar; hedefi evrensel bir koleksiyon
olan Dbasyapitlar araciligiyla sanati yerlesik kilabilmek icin sanati
kdoklerinden -insanlar ve kosullardan- uzaklastirir. Ancak, belli bir uzmanlik
derecesine ulasildigini kanitlamaya yarayan bir belge olarak basyapitin ozgln
ortacag anlami hé&léd gegerlidir. Dolayisiyla sorun, Sanat'in canlanmasi degdil,
insan yetenegdi ve yeterliligi icinde kanitlanmasidir. Avrupa dillerinde sanat
sO0zcliglnin etimolojisi bunu ac¢iklar; sanat (art), zanaatg¢iliga
(artistry)/yetenedi (ability) belirler. Daha da 6tesi, basyapit, hic¢ bir zaman
kendi ig¢inde amac¢ olmayip, askin bir anlam tasisa da, siregelen sanatg¢i-
zanaatc¢i gelenedinin kanitidir. Ortacad lonca Uyeleri bunu ¢ok iyi bilirler ve
meslek bilinglerini ve onun askin 6zinid daha yluceltebilmek ic¢in bu disinceyi,
dinsel todrenler araciligiyla Ozendirirlerdi. Zanaatc¢ilarin basyapitlarini
tasidiklari gegit torenleri de bu dinsel tdrenlerin bir parcasiydi. Ancak bu
gecit torenleri, Dbasyapitlari vylceltmek i¢in dedil, tam tersi, =zanaatg¢iliga
ve sanatsal yetenedgi ylceltmek ic¢cin vyapilir, basyapitlar da bunun simgesi
olarak tasinirdi.

Basyapitin Avrupa'da ortacad ile yeni yorumu arasindaki fark, 20. yizyilda
susturulmus ve semantik varlikbilimi, dilin, baglamin ve iletisimin Ustinligt
gibi blitiin sosyo-estetik iUtopyalar adina her tirli yabancilasma ve askinliga
savas ac¢ilmisti. Basyapit disincesi bir tarih hatasiydi, ayrica sanatsal
bilincin yenilenmesi ve gercgedin estetik donlUstUmini ilgilendiren gdrkemli
stratejiler icinde de yeri yoktu. Ancak bu noktada, mozaik benzeri parcalanmis
bir duruma yonelmekten ¢ok, kendimizi bilin¢li yapilan deneylerin ig¢inde
bulmamiz, bizi daha da parcalamis bir duruma sokar. Bu arada, gercgek, estetik
medahaleye karsi, tartisilir bir bagisiklik gelistirerek, gecgmis gercgeklere ait
bir-iki isaret ve hayalet birakarak sanatin goris alanindan yok olur, ama



kendisi estetiklestirmeye duyulan doyumsuz istekten &6tirid dokunulmazligini
korur. Sanatin badimsizlidi sorunu daha 6nce tartisilmis ve sonuca
ulastirilmisti. Sanat, doga, politika, ortak bilingsizlik ve dil lzerine
konusmayi sirdiriir, ama bunlarin hic¢ biri yanit vermez ya da sanat ile diyaloga
girmez, hatta gergekten var olup olmadiklarini Dbile kanitlamayi basaramaz.
Onunla blutin baglar koptuktan ve iliski kesildikten sonra sanat kendi ic¢indeki
bu parcalanmayi sirdirmeye hazirdi. Bu anlamda sanat "yasamin mantigi" ile uyum
iginde gorinlir. Ancak artik, "yasamin mantigi" gibi bir sey olmadigini anlamanin
zamanli gelmistir. Arkasinda gercek bir konusmaci olmasa da, artik mantik
iradesi, dizen iradesini dile getiren tek sesi dinlemenin zamanidir.

Gercek vyok olmadi. Gercek duzenden yoksun birakildi. Karmakarisiklik
egemen oldu. Olabilecek en kotl karmasa, c¢linkli can sikici. Sanat ivedilikle
dizen i¢in bir paradigma bulmali ve kendi mantik Ornedini vermeli. Birakin bu

valnizca dizen istedinin vyansimasi olsun, bu karisiklidi coJaltan gercgek
dizenden daha etkili oldugu ic¢in belki de daha iyidir. Bu bittniiyle bir sanatsal
cabadir ve uygulanmasi sanat tarafindan cephanesinden secilen codu sanatsal
arag¢, anarsizm sorununa karsin -c¢uUnkl er ge¢ her sey tarih hatasina donisltr-
meydana ¢ikarilmalidir. Basyapit, en onemli sanat yapiti kategorisi, dizen ve
mantik disiincesiyle olan siki baglarindan &otiird 6zellikle uygundur.

Ancak sanatc¢i disincesinde basyapitla bas basa kaldiginda, huzur bulamaz. Gene
celisik duygular, hatta basyapitin karsit anlamlariyla karsi karsiya gelir.
Acaba biuyluk Sanat yapitlari hazinesine katkida bulunmali midir? EJer bulundudu
yerde kalmak istemiyorsa, her vyeni vyapit bir oncekiyle ¢elisir mi?
Kusursuzluga ulasabilmek ig¢in harcadigi caba, her yeni bagimsiz yapitla,
dolayisiyla da yaratici siirecin kendisi ile diis kirikligina neden olmaz mi?
Belki de kisi algakgdontilli ortacad zanaatgisinin yolunu izleyip, kesinlikle
Ustin bir sey yaratmayi beklemeden, yalnizca daha ylice bir diistinceye diriistce
hizmet etmeye yakisacak bir kanit sunmayi umarak gdrevini sorumlulukla
stirdirmelidir. Bu yolu izlemek aslinda son derece imrendirici olabilir,
0zellikle de vyizeysel dengesizlikleri wve i¢ eskatolojisiyle yeni bir
ortacaga girdigimizin gdstergelerine her yerde rastlanirken. Bu nedenden
ottridir ki, kisi, hirsi olmayan, dirist Dbir emekg¢i olarak ortacag
zanaat¢isinin konumunu benimsemekle, diizen ve mantik iradesinin son kaynagi
sanat deneyimi kaybetme riskini alir. Basyapita uzanan yol, kendini distnmeden
askin olana adama ile hirsli sorumluluk arasinda bir yerdedir. Basyapit kavrami
olmadigi ig¢in bu tir bir sorunla karsi karsiya gelmemis olan Antik Cag'da
yasayanlari ancak gipta edebiliriz. Simdilik ortacagi arastirmakla bas basayiz.

Georgii Litichevskii
Notlar:

1. Bir birinden biraz farkli bitin Oneriler yapit ic¢inde bitin olasi anlamlari
icermedigi ic¢in reddedilmistir. Ayrica baglama iliskin, yorum yerine gecgebilecek
her hangi bir ad ile gercgek bir basyapit, bitin baglamlarin disinda var olur ve
yoruma gereksinim duymaz.

2. Tiani-Tolkai (Cek-It) inlii Sovyet cocuk kitabi Doctor Aibolit'teki bir
karakterdir. Afrika ormanlarinda saklanan bu gizemli yaratigin, biri Onde, Oblrd
arkada iki basi vardir. Sanatgiya biylik bir anlatim 6zgUrligl saglayabilmek ic¢in
baska 6zelliklerinden s6z edilmemistir.

3. Bu baslik, Sanat'in yabancilasma durumundan, "Sanat'in kurbanlari"na olan
karsitliktan pisman olarak insanlidin en eski &ziine geri ddénmesinden
esinlenerek, sanatin en temel belirtileri (Yeni-yeni Yeni sayisal Kiup, Balik
[domino] Sanat vb.) lzerine vyapilan bir dizi proje baglaminda anlasilabilir.



List of rejected titles for the BOLI (PAINS) group project at the 3rd
International Istanbul Biennial (1).

1. Repentant Trojan Horse

2. Attempt at an Iconography of the Transcendentally Beautiful Horse
3. The Ideal Tiani-Tolkai (2)

4. Twin Setting for the Detection of Angels of the Absolute

5. Double-headed Incarnation (3)

6. The Perfect Ark for Atemporal Travel

7. Tautological Saddle of Transcendental aesthetics

8. The Inner Principle for the Justification of Two-faced Talents

9. Dynamic Two-Digit Metaphysics

10. Custodian of the Entrance to the Pantheon of Perfect Appearances

One 1is unlikely to define anything specific in the phenomenon of art by
scrutinizing it in the light of the idea of the "chef d'oeuvre", because of the
tautological nature of this gesture. However, the gesture highlights the
ambiguity of this indeterminacy, and is accomplished with this wvast
indeterminacy in mind, which is experienced as something unfulfillable but
always consisting of an object of distant undefined longings. The chef d'oeuvre
in its new European definition, is identical to art, and signifies the
liberated self appraisal of art, exemplified by the chefs d'oeuvre accumulated
in the Museum of the world. In this case the idea of the chef d'oeuvre aims at
deconstructing a certain art world, alienating art from its origins - people
and circumstances - in order to reach a substantiation of art in the chefs
d'oeuvre destined for the universal collection. However, the original medieval
meaning of chef d'oeuvre, a certificate proving the attainment of a certain
level of expertise, still holds. Thus the question is not of the incarnation of
Art, but of the evidence of art in human talents and capabilities. The etymology
of the word art bears this out - in European languages, art signifies
artistry/ability: etc. Furthermore, the chef d'oeuvre is never an end in itself,
but rather the confirmation of the continued tradition of artistry-
craftsmanship, the meaning of which is nonetheless transcendental. Medieval
guildmen understood this perfectly, and encouraged the idea of their
profession's consciousness of a higher destiny, and its transcendental essence,
through religious ceremonies, which included ritual processions during which
they carried these same chefs d'oeuvre. The processions were not intended to
glorify the chefs d'oeuvre themselves. On the contrary, the chefs d'oeuvre were
attributes of the procession intended to glorify craftsmanship and artistic
talent.

The difference between Europe's medieval and new understandings of the chef
d'oeuvre was stifled in the 20th century, which declared war against all forms
of alienation and transcendency in the ontology of semantics, the primacy of
language, context, communication. The idea of the chef d'oeuvre was
anachronistic and out of place in the grand strategy for the rejuvenation of
artistic consciousness and the esthetic transformation of reality. However, we
then found ourselves in a situation where experiments with consciousness, rather
than inducing a fragmented or mosaic state, brought us to a state of



atomization. Meanwhile, reality, having arguably earned its immunity to
aesthetic manipulation, disappeared from art's field of vision, leaving only a
few signs and ghosts of previous realities, itself remaining unaffected by
the 1insatiable desire for aestheticization. The question of art's autonomy
had already been discussed and dealt with. Art could continue to talk about
nature, politics, the collective unconscious and language, but none of these
would respond or enter into a dialogue with art, or even succeed in revealing
whether and the dispersal of all ties with it, art was prepared to continue this
atomization within itself. In this sense, art seems completely in line with
"life's logic". It is, however, high time to recognize that there is no such
thing as "life's logic". It is high time to listen to the solitary voice, which
has no actual speaker, which expresses the will to logic, the will to order.

Reality has not vanished. Reality has been deprived of order. Chaos rules. The
worst possible chaos for it is boring. Art must urgently find a paradigm for
order, give its own example of logic. Let it be only the expression of a desire
for order; that might be better, as it is more effective than actual order,which
duplicates the chaos. This is a purely artistic endeavour, and for its execution
it is better to elicit the most artistic means from the arsenal selected by
art,in spite of the problem of anarchism - for it seemed that sooner or later
everything becomes anachronism. The category of the chef d'oeuvre, of the most
important work of art, is particularly pertinent as it is unquestionably linked
to the idea of order and logic.

However, the artist, left on his own thinking about chefs d'oeuvre, knows no
peace. He comes up against the aforementioned ambivalent, or even contribution
to the treasure grove of great works of Art? If he does not wish to remain where
he is, does each new work then contradict the last? Does this striving for
perfection not cause disappointment with each new autonomous work, and therefore
with the creative process itself? Maybe one should follow the example of the
humble medieval artisan and do one's duty conscientiously without expecting to
create something definitively superior, only hoping to present a worthy
testimony of honest service to some higher idea.It is very tempting to do so,
especially as the signs are everywhere that we have entered a new medieval
epoch, with its surface instability and inner eschatology. For this very reason,
in adopting the position of the medieval artisan as honest labourer without
ambition, one runs the risk of losing the poignancy of the experience of art as
the last repository of the will to order and logic. The way to the chef d'oeuvre
lies somewhere between selfless dedication to the transcendental and ambitious
responsibility. We can only envy the Ancients, for whom this was not a problem,
as the concept of the chef d'oeuvre did not exist.For the time being, however,
we are left to investigate the Middle-Ages.

Georgii Litichevskii
Notes:

1. A1l the variants were rejected because they do not cover all the potential
meanings within the work, and a true chef d'oeuvre exists outside all contexts
and needs no commentary.

2. Tiani-Tolkai is a character in a famous Soviet children's book "Doctor
Aibolit". It is a mysterious creature hidden in the jungles of Africa, with two
heads, one in front and one in back. Its other features are not mentioned, thus
allowing the artist the greatest liberty of expression.

3. This title might be understood in the context of the series of projects about
the fundamental embodiment of art (the Neo-new Neonumerological Cube, Fish



(domino) Art etc.), inspired by Art's return from, and repentance for, its state
of alienation, its opposition to "Art's sacrifices" to the primordial essence of
humanity.



