WRITTEN a b ¢ d

Declaring an object to be a work of art implies a reference to
the history of art as a history of declarations and manifestos.
As we know, what an object can mean depends on previous
attributions of meanings, their distortions and shifts. Seen in
this way works of art not only represent fragments of a
historical text - like the words of a sentence that derive their
meaning from the entire sentence - but they define the act of
looking at them and hence their meaning also as a way of looking
that has been filtered and conditioned through interpretive
texts. Looking at art is thus a process of recognition
accompanied by irritations that at one and the same time
irritates our view of history as we already know it and reveals
the act of looking as a way of acting that involves speech

acts (l). The speaking of the object that involves its own
discussion is reflected in the spectator, forcing him into a
debate with himself: a justification of the objects he is faced
with or else their condemnation.

Accepting the interrelationship of art and interpretation as a
fabric of texts not only means determining the concept of art on
the basis of the texts, but also understanding the concept of
the text on the basis of art, just as the objects placed into
the context of art in turn modify that context. It is therefore
necessary to break open the one-dimensional understanding of the
text which perceives that which has been written as "the other",
as something that is the opposite of art and views this fact as
a latent threat to the practice of art. Starting from Hegel's
melancholy complaint that reflecting about art had replaced or
debased art itself, all the way to the formalistic art history
taught at universities that still views texts with suspicion as
a potential betrayal of the "beautiful", a misplaced skepticism
of language has established itself and stubbornly persevered
which still passes off the resigned speechlessness towards art
as a protection of artistic authenticity.

To define art and its experience as an interlinked system of
texts is not tantamount to a transformation and dissolution of
art objects into their own theory or their appropriation as
visual documentation, but reveals the attribution of meaning and
the mechanisms of these strategies as a process which is itself
part of the content of art. It also means quite purposefully
bringing the interpretations as a sum total of concepts into
collision with art as that which is perceived by them, in order
to observe the impact and the shifts that are thereby set in
motion and to describe them. The "reflection" addressed by Hegel
has long become a component of that which has been reflected
about, thus dissolving the substantialist concept of art and
with it that of "reflecting" about it. The deconstructionist way
of thinking has exposed the old dualism as an art system of
stationary and rigid units and replaced it with a system of
mobile components that follow the movement of art, within which
the linear sequence of tokens of that which they refer to has
become a reversible and circular relationship.

The art presented here in turn incorporates elements of language



and writing. It addresses the mechanisms of language by means of
images and objects, thus putting them up for discussion.
Circularity and reflection have therefore been inscribed into
each of these works in their own individual ways.

a

In his works Manfred Erjautz refers to the system of binary bar
codes which can also be described as an instrument for
eliminating the sensual quality and a vehicle of an equalizing
standardization. These codes, familiar to us from our everyday
interchange of data and payments, reveal the process of
labeling to be one of encoding. Their connection to the
military sphere derives from this function of camouflaging and
the need for decoding. While the omnipresent patterns of bars
reveal the content to be pure form they yet claim to exist
merely for the sake of the content.

When in Erjautz' works the material, the date of creation or the
title are "quoted" in binary form in the actual shape of the art
object, signifier and signified collide in a vortex of
tautology, invalidating the functionalism of mere labeling in
order to create their own text as an autonomous object. As
material objects Erjautz's works possess the sensual quality and
fullness, the lack of which characterizes the existence of the
concepts. In their wordless way they express the deception of
language and speak of it in images. In them the process of
labeling and designating appears to be suspended, as it were
forgotten, and turned inside out so as to make it visible.

In Erjautz' work entitled "In Front Of" the surrounding space 1is
reflected by the metal blades, as though it were turned into the
inside of the rotating object. In their concurrence, the
disappearance of language in the object and the reflections that
constantly disappear in the rotating movement, define our way of
looking at works of art as a process akin to reading: It is only
the eyes which follow the moving object that can decode the
meaning of the continuous text. The latter's fabric consists of
the reflecting metal and the empty intervals in between that
together create a single "surface". The shape inscribed into it,
consisting of solid form and empty space, shows the disparity of
the elements to be a precondition of their sense-creating
coexistence.

In another group of Erjautz' works, in which the encoding is
done by means of strips of rubber, this dialectic is
supplemented by the close interlinking of solid frame and
pliable material. The rubber strips hanging down derive their
stability and configuration from the frame which they in turn
envelop. Thus the cloaking of ideas in language finds its visual
expression in the transformation of language into visual codes.

A work like "Source Under Cover" openly expresses the fact that
language is, as it were, kept covered up in the work of art.
However, the meaning of words cannot be described as a mere



transformation into a visual shape. Instead the object reveals
the impossibility of transformation and the specific
intervention whose structure constitutes the meaning of
designations and titles. In this sense every title of a work is
captive to the object it refers to, Jjust as the object itself is
involved in the title. It is thus always and inescapably hidden.
"Source Under Cover" addresses this fact, immediately falling
prey to it in order to redefine itself in the shape of the
object: as the story of the relationship of the frame of a
chandelier covered by strips of rubber, which in turn hides in
itself the story of its origin and its former utilization. It is
in this network of covering up that the object becomes freely
and clearly visible.

b

Part of the procedure of exhibiting is the preceding
investigation of the exhibition space and the analysis of its
structures. Structures in this sense comprise both the
architectural situation with its specific features and the
invisible ideology of such spaces, i.e. the meanings given to
them by their respective institutions.

In this general context Richard Hoeck's work for the present
exhibition has the status of a specific analysis of the
exhibition space and a visual intervention. The latter is
expressed by means of the delicate, parallel incisions that the
artist ordered to be made in the dividing wall between the
exhibition booths. In this way a Janus-faced work of art, at the
same time pictorial and sculptural, has been created that can be
attributed neither to a single art medium nor to a single
participating country. In a sense it is a work of art that is
both direct and indirect, depending on which side, in which
booth, we are standing. If we get close enough the incisions
also permit us to look through them. They can thus be seen as
both a precisely structured picture and an instrument to
structure another picture behind it. One could see in the sparse
manipulation, in the subtle formation of the fine, parallel lines
in the wood and the position of the wooden wall in the room an intended
disturbance of its conventional function and interpret the
incisions as visual models of a deconstruction of the act of
exhibiting by means of cutting apart that which is to be
exhibited, thus revealing the act of exhibiting objects and
excluding others as a phenomenon of interpenetrating
projections. For it is generally true that the walls of the
exhibition halls and the limits of the duration of the
exhibition also function as metaphorical brackets and thresholds
which lead the very idea of a continuum ad absurdum while
excluding the objects exhibited from the time-space-continuum.
Since they interrupt the ordinary and everyday in order to stage
a particularly marked-out time-space, they make it altogether
impossible to speak of ordinary things at all. Eyes conditioned
by the exhibition cannot help relating that which is outside the
exhibition to that inside. Recognizing exhibitions as a function
of deviating from the ordinary implies the possibility of a
reversal namely to see the ordinary as a function of deviating
from the exhibition, thereby canceling its ordinariness, i.e.



recognizing it as another way of being exhibited. Viewed in this
way, all exhibition halls have transparent walls through which
the interior is connected to the exterior in such a way that the
analysis of that which is inside derives its full meaning only
from a simultaneous consideration of that which is outside.

All art is based on this fact; it derives its seriousness from
the logic of this process. Hoeck acts in this awareness, he
addresses the mechanism of exhibiting not by placing objects
into the exhibition space but by pointing up the structure of
this space itself - both its physical and its ideological
structure - by means of subtle interventions. He intervenes in
the architectural surrounding with a visual action that becomes
a yardstick - all of this in the awareness that in the final
analysis any moderation in intervening will reflect back on the
action taken, defining it all the more clearly and impressively
in its function as an art object.

C

Any text analysis reveals the dependence of the meaning of
concepts on historical situations and local ideology as the
entrapment of language in time and space. Within this system of
coordinates concepts are always both the result of processes and
their renewed creation. By analyzing and explaining them one
pushes them as an instrument of one's own interest into an
uncertain future. It is not possible to write their history
without simultaneously betraying them to history. In their
structure concepts seem comparable to hinges, since at the same
time moved and moving, they are embedded in their particular
space and time, constantly opening and turning around their
semantics that are attached to both.

When Matta Wagnest operates with concepts dealing with ideas of
time and place, she follows this mechanism of concepts, bringing
it from its subconscious existence to the visible surface. The
opening up of language is addressed to a public that has to
concern itself with the works that fill the urban spaces and
exhibition halls. The idea of the public space as a social and
collective shell is questioned, since in the course of
considering the concepts exhibited, this public space - both the
banal space of the city and the pseudo-sacred space of the
institutions devoted to exhibitions - reveals itself to be also
the private and intimate space of the viewer. For the words
placed in this space serve not only the purpose of communicating
with others, but also one's own recollection in comparison to
that which is outside of it. These two are interrelated and each
is threatened by the other.

The crystallization of words in the image preserves them from
extinction and resurrects that which had been extinguished.
However, as this reveals itself in words that name the
momentary, that which has already passed or has not yet
happened, that name the ephemeral and absent as a presence, in
the course of looking at it a recognition mingled with
displeasure takes place. The visible concepts show themselves to
be hinges that allow us to sum up past experiences and project



them upon the future while laying down private recollections in
the collective medium of writing.

Since the meaning of writing is derived from its place it also
describes the meaning of these places. It can do so even without

any topographical explanations, in an indirect way that circum-scribes
the places.

When Matta Wagnest operates with ground plans in order to point

up the importance of buildings she brings this latent fact to

the visible surface and the mechanisms effective in the concepts
emerge from the ground plans. In this regard sequences of

letters and the lines of a ground plan are analogous systems,
since both refer to visibility in a similar way: Because the words
are not identical with the things they designate, they don't show
us anything. But they are telling us and so they enable communication.
The loss of concrete sensual form in the ground plans involves

a gain in clarity and transparency of the whole and with it the
revealing of relationships.

These revelations by means of a loss show themselves from their
subversive side in her work entitled "No Comment". The painted
letters repeat the encoding function inherent in any system of
writing by means of a meta-encoding that brings the letters
contained in the concept of "human rights" into alphabetical
order, thereby encoding it. Through their scrambling and
distortion these letters depict persecution and violation in a
form that refrains from any unambiguous statement and makes "no
comment". Beyond that, however, the work addresses the fact of
exhibiting as both a presentation of that which is otherwise
hidden and the system of signs that is used for it. The system of
signs basically documents its own history, in which, however, all
other histories can be depicted by means of images.

d

The process of exhibiting begins with the invitation to the
artist to participate in an event that while being singular as a
specific event, yet takes place in endless repetitions as an
institutionalized ritual. Heimo Zobernig decided to participate
with a billboard, thus exhibiting a medium whose function it
usually is to impress an event or product classified as singular
onto our consciousness by repeated appearances, in order to
entice us to participate or to buy. The relationships between
exhibiting and putting up posters, between art and poster, could
be described further: for example, by reminding us that posters
themselves are an art form whose history testifies to the
development of printing techniques, typography and lay-out as
well as to their appropriation, or simply by the fact that
exhibitions, too, can be announced by posters.

Zobernig, however, exhibits the poster as such, thus bestowing
upon it the status of being unique, of a singular object that
seems to contradict the intentions of the poster as an
advertising medium. In addition this "poster" and its wall are
condensed into a "billboard" and thus into a three-dimensional
object within the surrounding space, in this way foiling the



appearance and function of those posters that "exhaust
themselves" as a fleeting scream, an insubstantial message to
hurried passers-by in the infinite outside space. Furthermore
the letters and concepts printed on it defy a poster-like
superficiality and the usual demand for marketability and
agitation. Thus looking at Zobernig's "poster" implies a
description of the other posters, entering into a circular
system in which the one "poster" constantly depicts itself in
the others and the others depict themselves in the one, defying
any polarizing confrontation. In this rotating field of
reference the concept of the content of a work of art defies
unambiguousness, for while the "poster" communicates content
through its text it is itself a content communicated by the
posters. As we have said above, their effectiveness consists of
interlinking reproduction and singularity in a unique chain of
repetitions. The fact that both, repetition and that which is
singular, always coexist in a circular relationship, has

been pointed out by Rosalind Krauss(2). What was singular for a
romantic view of the landscape were those moods observable in
nature that had been described and analyzed before and were
thus expected. It would not have made sense to describe them as
singular unless one knew what one was talking about. In their
relationship to one another the posters and Zobernig's "poster"
are evidence of the same mechanism.

Like any art object, Zobernig's "billboard" shown in the

exhibition reports on the history of its medium and - as an

object inside a building - places itself somewhat outside of it.

This distancing declares the exhibition to be an interruption

serving a re-cognition - also a recognition of a state of the

world expressed in the text of the "poster", in the

confrontation of a single word with symbol, word or sentence, or even the token
of the symbol, word

or sentence, but rather the production or issuance of the symbol,
word or sentence in the performance of the speech act. To take the
token as a message is to take it as a produced or issued token.

More precisely, the production or issuance of a sentence token

under certain conditions is a speech act, and speech acts (of certain
kinds to be explained later) are the basic or minimal units of
linguistic communication.", John R. Searle, Speech



a b c d YAZILI

Bir nesnenin, bir sanat yapiti oldudunu soylemek, bildiriler ve
bildirgeler tarihi olarak, sanat tarihi ile iliskisini
sezindirmektir. Bildigimiz gibi bir nesnenin ne anlama

gelebilecedgi, o nesneye daha onceden yiklenen anlamlara ve bu
anlamlarin c¢arpitilip kaydirilmasina baglidir. Sanat yapitlari,
bu baglamda dederlendirilirse, tipki bir clmledeki so&zciklerin,
anlamlarini, cimlenin bUtininden almalari gibi, sanat yapitlara
da, valnizca tarihsel metinlerin bir bdliminti temsil etmekle
kalmayip, onlara bakma eylemini de tanimlar. BoOylece, anlamlari
yorumlayici metinlerin siizgecinden gec¢irilerek kosullandirilmis
bir bakis acgisini da icerir. Bu nedenle, sanata bakis,
tedirginliklerin eslik ettigi Dbir tanima strecidir. Bu
tedirginlikler, ayni zamanda bizim tarihe bakis agimizi da
tedirgin eder ve bakis eylemini konusma edimini igeren bir oyuna
dontistiirir (1) . Nesnenin konusmasinin getirdigi kendi tartismasz,
izleyiciye de yansir ve kisinin kendisiyle tartismasina yol acar.
Izleyicinin karsi karsiya geldidi nesnelerin hakli c¢ikarilmasi ya

da mahkum edilmesi soz konusu olur.

Sanatin karsilikla iliskisi ve metinlerin dokusu olarak
yorumlanmasi kabul edilirse, Dbu olgu, yalnizca matine gdre sanat
kavramini tanimlamak kadar, metin kavramini da sanata gOre
tanimlamaya yarar; tipki sanat baglaminda ele alinan Dbir
nesnenin, s0z konusu baglami degistirebilecedi gibi. Dolayisiyla
metnin tek Dboyutlu anlasilmasini yikmak gerekir. Bu anlayis
"o0teki" olarak yazilanin, sanatin tersi olarak algilanmasina ve

bu olgunun, sanat uygulamasina karsi ge¢ kalmis bir tehdit olarak



goriilmesine neden olur. Hegel'in sanat lzerine disinme olgusunun,
sanatin vyerini aldigdi ya da sanati kluc¢iik distrdigi bigcimindeki
melankolik sikayetinden baslayarak, Universitelerde Ogretilen ve
metinleri hala kuskuyla degerlendirerek, onlari "glizel"e olasi

ihanet olarak ele alan bicimci sanat tarihine kadar, dile yersiz
bir kuskuculukla vyaklasilmis ve sanatsal 0Ozginliigin korunmaszi
adina, sanata karsi vazgecilmis bir suskunluk israrla

sUrduriulmistir.

Sanati ve sanatsal deneyimleri, bir birine bagli metinler sistemi
olarak tanimlamak, sanat nesnelerinin, kendi 06z kuramlarina
donlistimleri vya da c¢ozlUlmeleri ya da godrsel belge olarak mal
edilmeleri ile es tutulamaz. Bu ancak anlam yltuklemenin ve Dbu
stratejilerin isleyisinin, sanatin iceridinin bir parcasi olan
bir sirec¢ olarak ortaya c¢ikmasina neden olur. Bu ayrica, Dbile
bile, vyorumlari, kavramlar bitini olarak, sanatla, algilandigi
bigcimde c¢arpistirmak izere bir araya getirmek anlamina gelir.
Bunu yapmadaki amag¢, olusan etki ve gecgisleri gbzlemleyebilmek ve
onlari tanimlayabilmektir. Hegel'in gdz Oniine aldigi "disinme"
olgusu, uzun siredir, UUzerinde disintlenin bir bileseni olmus,
boylece yerlesik sanat kavrami izerinde "diistinilen"le birlikte
¢cozllmistiir. De-konstriktif disiince big¢imi, duradan ve katzi
birimlerle olusan sanat sisteminin ikili boyutunu ortaya c¢ikarmis

ve Dbu olgunun yerine, sanatin hareketini izleyen ve hareketli



bilesenlerden olusan bir sistem getirmistir. Bu sistem ic¢inde,
gonderme yapilan isaretlerin dogrusal dizisi, tersine ddénebilen

dairesel iliskilere donmistir.

Buna karsilik olarak burada sunulan sanat, vyazi ve dil O0gelerini
de icerir. Imgeler ve nesneler aracilidiyla, dil isleyislerini
gdz Online alir, Dbdylece onlari tartisamaya acar. Dairesellik ve

yansima, her yapita, kendine 0zgl bicimde kazinmistir.

a

Manfred Erjautz yvapitlarinda, duyumsal niteliklerin yok
edilmesinde ve esitleyici standardizasyonun saglanmasinda arag
olarak tanimlanabilen ikili tabana gdre (binary) barkod sistemine
gonderme yapar. Gunliuk vyasamda, bilgi karsiligzi yapilan
O0demelerden bildigimiz bu sifreler, sifre vyazimini igceren
etiketleme siireci olarak karsimiza c¢ikar. Askeri alanla olan
iliskisi bu gizlilikten ve sifre cozme gereksiniminden
kaynaklanir. Barkodlarin her yerde rastlanan bu diizeni, icerigin
valin bir Dbi¢im oldudunu, ama, vyalnizca icerik hatirina var

oldugunu iddia eder.

Erjautz'un yapitlarinda, malzeme, yapim tarihi ya da yapitin adi,
sanat nesnesinin asil bigimi iginde ikili taban formunda
"aktarildiginda", gbdsteren ve gdsterilen, tekrarin girdabi iginde

carpisir ve bagimsiz nesneler olarak kendi metinlerini



yvaratabilmek ic¢in etiketlemenin islevciligini c¢iritir. Erjautz'un
yapitlari, maddesel nesneler olarak, duyumsal bir nitelik ve
dolgunluk tasir. Bunlarin eksikligi ise, kavramlarin varligdina
isaret eder. Bunlar, sozslz dinyalarinda, dilin aldaticiligini
yvansitarak, imgeler 1ile konusurlar. Bunlarda etiketleme ve
gosterme sltreci, unutulmusc¢asina askiya alinmis ve goriinebilir

kilinmak ig¢in tersylz edilmistir.

3
Erjautz'un "Oniinde" adli yapitinda, vyapiti cevreleyen mekEn,
donen bir nesnenin i¢ cidarini animsatacak bic¢imde, metal
bicaklarda vyansir. Eszamanli olarak, nesnede dilin, donme

hareketi i¢inde de yansimalarin sirekli yok olmaszi, bizim, sanat

yvapitina bakisimizi, okumaya vyakin bir siire¢c olarak tanimlar.

Yalnizca g6z, hareketli nesneyi izleyip, slrekli Dbir metnin
anlamini ¢o&zebilen gbzebilir. Slrekli metnin dokusu, yansiyan
metal ve aralarindaki bos araliklari icerir , bu ikisi ise

birlikte tek bir "ylzey" yaratir. Burada bosluk ve doluluktan
olusan Dbig¢im, 0©0gelerin esitsizligini ve onlarin duygu yaratma

birlikteliklerinin &6nkosulu oldudunu gOsterir.

Erjautz'un sifre yaziminin lastik bantlarla yapildigi bir Dbaska
grup vyapitinda bu dialektik, saglam bir cerceve ile esnek bir
malzemenin yakin ilintisi ile desteklenir. Sarkan Dbantlar, bir

yandan kendi dengelerini ve dis gdrinimlerini c¢evgeveden alirken,



bir vyandan da c¢ercgeveyi sararlar. Boylece dildeki ortilt
dustunceler, gdrsel anlatimlarini, dilin gobrsel sifrelere

donlismesiyle bulur.

"Orti Altindaki Kaynak" gibi bir yapitta ise, dilin, acikca sanki
sanat vyapitiyla oOrtild tutuldugu izlenimini verir. Ancak
sozcliklerin anlami vyalnizca bir gdrsel big¢ime doniistim olarak
tanimlanamaz. Tersine, nesne, donlistmin olanaksizligi ile
yapitin ada ve gOsterimini iceren vyapisiyla belirli bir
midahaleyi ortaya c¢ikarir. Bu anlamda her yapitin adi, nesnesine
tutsaktir; tipki nesnenin vyapit adiyla iliskisi oldugu gibi.
Dolayisiyla her zaman, kaginilmaz bigimde gizlidir. "Orti

Altindaki Kaynak" bu gercedgi gbz oOnlinde tutar ve kendisini

nesnenin bi¢iminde vyeniden tanimlayabilmek i¢in aninda onun
kurbani olur. Lastik bantlarla kapli avizede 1ise iliskiler,

blinyesinde kokeninin oOykiisiini ve onceki kullanim bi¢imini saklar.

Nesne, ancak, bu oOrtilt iliski adi ic¢inde, Oozglirce ve acikga
gorilebilir.
b

Sergileme isleminin bir parcasi da sergi mekaninin &nceden
arastirilmasi ve yapisinin arastirilmasidir. Yapilar bu anlamda,
hem Dbelirgin o&zellikleriyle mimari durumu, hem de DboOyle Dbir
mekanin ait oldugu kurumun yikledigi anlam gibi goOrlinmeyen

ideolojileri kapsar.



Bu genel baglam ig¢inde Richard Hock'iin bu sergi ig¢in distundugi

yapit, sergi mekaninin ©6zel olarak 1incelenmesi ve gobrsel
midahaleyi igerir. GoOrsel mildahale, sanat¢inin istedi ile sergi
boélmelerinin duvarlarina bir birine paralel acilan ince
yvariklardir. Bu, hem resimsel, hem de heykelsi Tanus- suratli

(cift yizll) sanat yapiti oOyle yaratilmistir ki, ne katilan tek
bir dlkeye, ne de tek bir sanat ortamina atfedilebilir. Bir
anlamda, hem dodrudan, hem de dolayli olan bir sanat yapitidair.
Yapiti algilamak, Dbitinliyle hangi yanda ya da hangi bdlmede
durdugumuza baglidair. Eger vyariklara vyeterince vyaklasirsak,
araliklardan Obur tarafi gdrmek olanaklidir. Boylece yapit, va
kesinkes kurgulanmis bir resim vya da arkadaki resmi gOrmeye
yarayan bir kurgu aracidir. Ahsaptaki bu belli belirsiz ¢izgi
gibi ince paralel vyariklarla vyapilan Dbu medahale ve ahsap
b6lmenin mekan ic¢indeki konumu, geleneksel islevi bozma amaci

tasir. Ayrica bu vyariklar, sergilenen vyapiti ikiye kesip

ayirarak, Dbir eylemin de-konstriktivist gdrsel modeli olarak

yorumlanabilir. Boylece nesneleri sergileme eylemi ile
Oblirlerinin disarida birakilmasi, 1¢ ig¢e gecen bir olgu olarak
ortaya c¢ikar. Sergi salonlarinin duvarlari ve sinirli sergi

stireleri genellikle mecazi parantezler ve sinirlar olarak islev
goriir, bu da sergilenen nesneleri, zaman-mekan slirekliliginden
¢ikararak, continuum ad absurdum ( ) disiincesini

doJurur. Bu nesnelerin, belirgin bir zaman-mekEn olusturabilmek



i¢gin siradan ve ginlik olani kesintiye ugratmasi, siradan
nesnelerden s®z edilmesini biutiniiyle olanaksiz kilar. Sergi ile
kosullanan gdz, serginin disinda olanla i¢cindekini
iliskilendirmekten kendini alamaz. Sergiler, siradan olanlarzi
ayirma islevi olarak tanimlanirsa, bunun tam tersi de s6z konusu
olabilir. Yani, siradan olanlar da sergileri ayirma islevi
olarak algilanabilir. Bu da onun siradanligini iptal ederek,
sergilenmenin bir baska yolu olarak taninmasina neden olur. Bu
acidan bakildiginda bltin sergi salonlari, dis mekanla i¢ mekani
baglayan saydam duvarlara sahip olarak gortlebilir. Bu bag oyle
kurulabilir ki, icerde olanin c¢oOzimlenmesi, biUtin anlamini

esanlamli olarak disarda olani disinmeden alir.

Her sanat bu gercegin lzerine temellendirilir; ciddiyetini ise bu

sirecin mantigindan alir. Hoéck bu gergcedin farkinda olarak,
sergileme islemini, valnizca nesneleri sergi mekEnina
yerlestirmekle degil, mekEnin hem fiziksel, hem de ideolojik

yvapisina da dikkat cekerek, ve belli Dbelirsiz midahalelerle
gerceklestirir. Ayrica sanat¢i bir 6l¢i olabilecek bi¢imde mimari

cevreye de gbrsel bir eylemle miidahale eder. Bitin bunlarz

sanatci, son ¢OzUimlemede, midahalede vyapilacak her hangi bir
hafifletmenin, eylemin kendisine geri dénerek, bir sanat nesnesi
olarak islevini daha net ve etkili olarak tanimlayabilecedinin

bilincindedir.



c

Her hangi bir metin ¢&zimlemesi, tarihsel durumlara ve yerel
ideolojilere dayanan kavramlarin anlamlarinin, dilin zaman ve
mekEn icinde hapsedildidini gdsterir. Bu dizgiler sistemi icinde

kavramlar her =zaman, hem sirec¢lerin sonucu, hem de yeniden
yvaratilmasidir. Kisi, onlalari c¢odzumleyerek ve aciklayarak,
bilinmez bir gelecede dodru kendi c¢ikarlarinin bir araci olarak
suriukler. Onlarazi, ayni anda tarihe ihanet etmeden tarihlerini
vazmak olanaksizdair. Kurgularinda kavramlar, menteseyle
benzesirler; ayni anda hem oynadiklari, hem de oynattiklari icgin
kendi zaman ve mekEnlari icine gomiilmiislerdir. Kavramlar hem
zamana, hem de mekEna ba§lanan anlamlariyla siirekli acilirlar ve

kendi c¢evrelerinde donerler.

Matta Wagnest, zaman ve mekEn diisiinceleriyle ilgili kavramlarla
ugrasirken, kavramlarin Dbu tir isleyislerini izler ve onlara
bilincaltindaki varolus diizeyinden godrsel dizleme cikartir. Dilin
aciliminin genisletilmesi, kentsel mekEn ve sergi salonlarini
dolduran yapitlara ilgi gOsteren topluma yoneltilmistir.
Sergilenen kavramlar gb&z oniine alinirsa, ortak mekEn -gerek
kentin beylik mekEni, gerekse kendilerini sergilere adayan
kurumlarin pseudo-kutsal mekEnlari- izleyici ig¢in ayni =zamanda
hem ©&6zel, hem de kisisel mekEnlar olarak ortaya c¢iktigindan,

toplumsal ve ortak kabuk olarak algilanan bu ortak mekEn



dislincesi, sorgulanir. Bu mekana yerlestirilen sdzcikler yalnizca
baskalariyla iletisim kurma amacina hizmet etmekle kalmayip,
bunun disinda kalanla kendi animsadiklarini da karsilastirmasina
neden olur. Bu ikisi hem i¢ ig¢e bir iliski ig¢indedir, hem de bir

birini tehdit eder.

Sozcliklerin, imgeler ic¢inde netlesmesi, onlari tikenmekten korur,
tikenenlerin de yeniden canlanmsini saglar. Ancak, gec¢cmis ya da
heniiz gerceklesmemis anlik olani adlandiran ve gec¢ici ya da yok
olani adlandiran soézclklerde kendini ac¢iga c¢ikartirken, ona bakis

stiresi ig¢inde, hosnutsuzlukla karisik bir tanisiklik da yer alir.

Goriinen kavramlar, kendilerini mentese gibi ortaya koyar; Dbir
yandan gecmis deneyimleri toparlamaya ve onlari gelecege
yoneltmeye olanak tanirken, bir yandan da yazinin ortak ortami

i¢cinde 0zel animsamalari belirler.

Yazinin anlami, bulundudu yerden kaynaklandigindan, ayni zamanda
bu yerlerin de anlamini tanimlar. Bunu, yeri sinirlayacak bic¢imde

dogrudan, hi¢ bir topodrafik aciklama olmaksizin da yapabilir.

Matta Wagnest, vyapilarin Onemini vurgulamak amaciyla yapinin
planlariyla calistidi zaman, bu gec¢ kalmis gercedi gdrsel dizleme
cikartir ve yapl planlarinda, kavramlar lUzerinde etkili olan
islemler ortaya c¢ikar. Bu ac¢idan hem harfler dizisi, hem de vyapzi
planinin ¢izgileri benzer bicimde gdrsellige gdnderme vyaptiklari
i¢in benzer sistemlerdir. Clunkl sdzclkler godsterdikleri seylerle
es degildir ve bize bir sey gdstermezler. Ama bize bir seyler
anlatarak iletisim kurarlar. Yapi planlarinda somut duyumsal

formun yitirilmesi, netlik ve butunin saydamliginin



kazanilmasiyla ilgili olup, beraberinde iliskilerin aciga

¢ikmasini getirir.

Yitirilen araciligiyla elde edilen bu ag¢iklamalar sanatg¢inin,
Aciklama Yok adli yapitinda kendilerini altiist edici yonleriyle
ortaya koyar. Bu yapitta boyanmis harfler, her hangi bir vyazi
sisteminin Dbilinyesinde wvar olan sifre islemini vyineler. Harf
dizileri, sifre Otesi bir islem araciligiyla, "insan haklara"
kavramindaki harflerin alfabetik siraya dizilmesiyle elde edilmis
ve bdylece sifrelenmistir. Iskenceyi ve taciz edilmeyi betimleyen
bu harfler Oyle bir bigcimde yeniden dizilmis ve tahrif edilmistir
ki, sonunda kusku gotiirmeyecek bigcimde her hangi bir ac¢iklamadan
kacinarak "aciklama yok" der. Ancak, bunun da Otesinde, vyapit,
hem aksi halde sakli kalacak bir seyi, hem de Dbunun ic¢in
kullanilan isaretler sistemini gOstererek, sergileme gercedini
goz 6nuine alir. isaretler sistemi, imgeler araciligiyla
betimlenebilecek bitin Oblr tarihler gibi, temel olarak kendi

tarihini belgeler.

d

Sergileme sltireci, sanat¢inin, bir olaya katilmasi icin
cagrilmasiyla baslar, ama her ne kadar bu olay, &zel bir olay da
olsa, gene de kurumsallasmis bir tdren bi¢ciminde sonsuza dek
yinelenir. Heimo Zobernig sergiye bir ilan tahtasi billboard) ile
katilmaya karar vermistir. Dolayisiyla, sanatci, islevi

genellikle bir olaya vya da Urine dikkat c¢ekmek olan ve



tekrarlayan goOrintilerle bilincimizde tek oldudunu vurgulayarak,
bizi bu olaya katilmaya ya da Urinid satin almaya yoénelten Dbir

araci sergilemektedir. Sargileme ile afis asma ve sanat ile afis

arasindaki iliskiler daha da acgik anlatilabilir. Ornegdin
afislerin, Dbaski teknikleri, tipografi ve dizgi alanlarindaki
gelismelere ve vyayginlasmasina bakarak, tarihinin kanitlanmis
ve bir sanat big¢imi olarak kabul edilmis olmasi ya da sergilerin,

afisler araciligiyla duyurulmasi gibi.

Ancak, Zobernig, afisleri bu anlamda sergileyerek, onlara tek
olma 6zelligini kazandirir. Bu baglamda tek bir nesne olan afisin,
reklam araci olarak amag¢lanmasina ters diser. Ayrica, bu "afig"
ve as11digzy duvar bir "ilan tahtasi'"na sikistirilarak,
icinde vyer aldidi mekEnda {ic boyutlu bir nesneye donustiriilir.
Béylece, sonsuz dis mekEnda gecici bir c¢i1§lik ve aceleyle
kosusturanlara Onemsiz bir mesaj ileten bu "kendilerini tiketen"
afislerin gorinimi ve islevi bozulur. Daha da oOtesi, {lzerinde
basi1li olan harfler ve kavramlar, afis benzeri bir vyapaylikla
pazarlanabilirlilik wve tahrik etme Dbeklentisine karsi c¢ikar.
Dolayisiyla Zobernig'in "afisi" baska afislerin tanimini da
sezindirerek Dbir "afis"in Dbaska afislerde, Dbaskalarinin da bir
afiste kendisini bulmasi gibi dairesel Dbir sistem ig¢cinde
kutuplasan karsilasmalara meydan okur. Gondermelerin bu dairesel

hareketi ig¢inde, bir sanat yapitinin icerik kavrami, kesin olan



her seye karsi cikar. "Afis" bir vyandan, metin araciligiyla
igcerigi iletirken, Dbir vyandan da afislerle iletilen igeridgin
kendisi olur. Daha ©&6nce de belirttigimiz gibi, etkililik
derecesi, tipkibasimin siki iliskileri wve kendine ©zgi bir
yineleme zinciri ig¢indeki teklige baglidir. Hem yineleme, hem de
teklik, dairesel bir iliski i¢inde her zaman beraber wvar olusu,

Rosalind Krauss tarafindan aciklanmistir (2). Manzaranin romantik
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gorintmi i¢in tekil olan, dogada gdzlenlenen duygulardir. Bu
duygular Onceden tanimlanmis ve c¢oOzUmlenmis olduklarindan zaten

beklenebilir. Eger neden s6z edildigi bilinmiyorsa, bu 0&gJeleri

tekil olarak tanimlamak anlamsizdir. Aralarindaki iliskiler
acisindan afislerle Zobernig'in "afisi" de ayni isleyisin
kanitadar.

Her tirld sanat nesnesi gibi, Zobernig'in "ilan tahtasi", -bir

yapinin ic¢indeki bir nesne olarak- Dbu aracin tarihiyle ilgili

sergi raporlarinda gOsterilir ve kendisini bir anlamda bunun

disina yerlestirir. Bu uzaklastirma, sergiyi tanimaya yardimci
bir kesinti olarak ortaya ¢ikar -ayrica dinyanin durumunun
taninmasi "afis"in metninde, tek bir sozclkle (AMERIKANER)
sonsuza dek tekrarlanan bilgi dizisinin karsa karsiya

getirilmesiyle ifade edilmistir.

Dr. Rainer Fuchs

Notlar:



1. Bu kavram J.R.Searle'in tanimindan kaynaklanir: "Dilbilimsel
iletisim birimi, Onceleri varsayildi§i gibi, simge, sozcik ya da
cimle hatta simge, sozcik ya da climlenin isareti degil, ama
konusma edimi gOsterisi ig¢indeki simgenin, s&zcigin ya da cimlenin
iretimi vya da ortaya cikisidir. Isareti bir mesaj olarak almak,
onu Uretilmis vya da ortaya ¢ikmis Dbir isaret olarak kabul
etmektir. Daha acik olarak, belli bir kosulda, bir climle isareti
iretmek vya da ¢ikarmak bir konusma edimidir ve konusma edimleri
(belli tlrleri sonra anlatilacaktir) dilbilimsel iletisimin temel

yva da en aza indirgenmis birimleridir.", John R. Searle, Speech

Acts, An Essay 1in the Philosophy of Language, Cambridge
11
Universitesi Basimevi, 1969, s.16. Bu metinde kavram, sanat

nesnelerini de "isaretler" olarak uygulanmistir.

2. Rosalind Krauss, "The Originality of the Avant-Garde -A
Postmodernist Repetition", Originality of the Avant-Garde-
Rethinking Representation, New York, 1984 (4. baski 1989), s.13-
29. Sayfa 25'ten alinti: " Piktoreskin tekillidi i¢in, resmin
tekrari ve oncedenligi gereklidir, c¢inki, bakan icin tekillik,

O0yle oldugunun bilinmesine baglidir. Bu da ancak Onceden var olan

bir ornekle olanaklzidar. Eger pitoreskin tanimi guzelce
daireselse, algisal yelpazede her hangi bir anda, tekil olanin
cogul olani kesinkes dogruladiginin gorlilmesine olanak

vermesidir.
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