ULUSLARARASI KURATOR YARISMASI - 2013
INTERNATIONAL CURATOR COMPETITION - 2013

KURATOR / CURATOR
FRANZ THALMAIR

BU SAYFA BILEREK BOS BIRAKILMISTIR
THIS PAGE INTENTIONALLY LEFT BLANK

19 MART -17 MAYIS 2014
MARCH 19TH - MAY 17TH 2014

INTERNATIONAL

AKBAﬁK CURATOR

BBBBBB

COMPETITION

2013



Bu sayfa bilerek bos birakilmistir. This page intentionally left blank

Possible Content for 18 Pages (18 sayfa i¢cin olasi icerik)

Franz Thalmair

Possible Content for 18 Pages, yaz1 lzerine bir
arastirmadir. Vilém Flusser’in farkl dillerde yayinlamakla
kalmayip ayni zamanda farkh dillerde yazdig1 Die Geste
des Schreibens|[1] baslkli makalesi, projenin tematik ve
bicimsel-estetik temelini olusturuyor. “Yazmak icin”, der
filozof bir yazinin tamamlanmasini saglayacak kosullar
hakkinda,“~digerlerininyaninda-sunlaraihtiya¢ duyarz:
yuzey (bir sayfa kagit), ara¢ (dolmakalem), simgeler
(harfler), diizen (harflerin anlami), kurallar (imla), sistem
(dilbilgisi), dil sistemi tarafindan tanimlanmis bir sistem
(dilin semantik bilgisi), yazilacak bir mesaj (fikirler) ve
yaz1.”[2] Ancak yazi farkl gereksinimlerin, iglevlerin ve
becerilerin salt pragmatik amach siralanmasindan 6te bir
seydir. Flusser, yazma eylemini “delen” ve “ige igleyen” bir
jest olarak tamimlar. “Diinya icindeki mevcudiyetimizin
biitin bir boyutunu sekle sokan (en-forme eden)”[3] ve
bunu biiylk 6l¢tide bagaran bir jest.

Vilém Flusser konusma, boyama, yapma, zarar
verme, tirag olma veya birisine telefon a¢ma gibi giindelik
insan jestlerini incelerken yaziy1 da sayar. Tim bu
fenomenler icinde jestten kasti “bedenin ya da ona bagh
bir aracin hareketi”dir; ancak onun asil ilgisi, s6z konusu
olanin “tatmin edici nedensel bir agiklamasi olmayan” bir
hareket tiirti oldugu gercegi iizerindedir.[4] Yani jestleri
bedenlerin, beden parcalarinin veya olas1 uzantilarinin
mekanik hareket dizileri olarak ele almak yeterli degildir.
Jestleri bedensel ve psikolojik, kiiltiirel, toplumsal ya
da herhangi tiirden faktorlerin bilesimi olarak gormek
de Flusser’i tatmin etmez. Onun jest anlayisini kabul
ettigimizde s6z konusu olanin “jest yapan birini digerleri
onlinde agiga ¢ikarmak ya da gizlemek icin ozglirliigiin

ifade edildigi” bedensel-motorsal bir eylemle birlikte “bir
niyet ifadesi”’[5] oldugunu goririiz. Glindelik hayattaki
jestlerin anlami, yapayligi ve bu yilizden simgeselligi
sadece jesti yapan bedenler, araglar ve ozellikle de ilgili
beden hareketi araciligiyla aktarilan niyetin alicilan
arasindaki etkilesimde anlasilabilir.

Kiiratoryel-editoryal Possible Content for 18 Pages
projesi dilsel, gorsel, bedensel ve mekansal iletigimin
kesigimindeki kiltliir teknigini arastirmak ve bdylece
yazma eyleminin Uretken ve c¢ogaltkan karakterini
vurgulamak igin Flusser'in yaziya iligskin analizinin
baglamsal, bicimsel ve maddi yonlerini kullaniyor.
Projenin adindan da anlasilacag: lizere, orijinali daktilo
ile yazilan ve bugln taranmig bir PDF dosyasi olarak
internette dolasan metin[6] sadece tematik cerceve
olarak kullanilmiyor. Ayn1 zamanda projenin - sanal ve
gercek anlamiyla - ilk objesi ve bicimsel-estetik niteligi
ile de arastirmada pay1 olan bir eser. Possible Content for
18 Pages, Vilém Flusser’in yazmasinin kapsamina uygun
olarak 18 birim halinde yapilandinldi. Calismasinin her
sayfasi icin, Flusser’in yazi hakkindaki fikirlerini formiile
ederken kullandig1 kelimelerin tekrarlanma sikligindan
tiretilen bir anahtar sozciik belirlendi. Die Geste des
Schreibens, metin malzemesine bedensel araclarla,
fiziksel anlamda yazma eylemiyle yaklasmak ve sonraki
bir adimda yeniden uretilen bol miktarda kelimeyi
tekrarlanma sikliklarnina gore sayfa sayfa dizenlemek ve
bu sekilde 6zetlemek icin daktilo ile kelimesi kelimesine
yazildi. Bu slirecin sonucu olarak ortaya cikan ve Page
1—surface ila Page 18—universe bolumlerini kapsayan
kelime listesi nihai olarak arastirma projesinin temelinde

[1] Vilém Flusser: Die Geste des Schreibens. Gesten. Versuch einer Phdnomenologie i¢inde. Frankfurt am Main: Fischer, 1994, s. 32-41.

[2] a.ge.,s.33.
[3] a.g.e.,s. 32
[4] a.g.e., s. 10.
[S]a.ge.,s. 221 1.

[6] Vilém Flusser: The Gesture of Writing [yazma]. Rainer Guldin ve digerleri (dii.): Flusser Studies 08 i¢inde, Lugano, May 2009, http://www.flusserstudies.net [1 Agustos 2013 tarihinde erigildi]



yatan yapiy1 belirliyor. 18 kavramin her biri, farkli yazma
bicimlerini ayrintili bir gekilde formiile etmeye yarayan
disiince modelleri iglevi goriiyor. Kelime listesi ise bir
biitiin olarak Vilém Flusser’in yazma jestinin bigimsel bir
analizini temsil ediyor.

Possible Content for 18 Pages, sanatsal yazma
stratejilerini kiiratoryel-editoryal perspektiften,
kendi araglanyla -yazininkilerle- tartismak icin
yine bu stratejilerinden faydalaniyor. Metodoloji
bakimindan proje Uncreative Writing[7] eylemi olarak
yorumlanabilir. Kenneth Goldsmith’e goére s6z konusu
olan, dijital teknolojiler dolayisiyla yazilan sijelerin
rolinin “geleneksel olarak salt tretimsel birimler
olma pozisyonundan organizasyonel niteliklere sahip
enformasyon yoneticiligine” donistigi ve “yazarlarin
eskiden sadece programcilar, veri madencileri ve
kiitiphanecilere ait oldugu distiniilen isleri Ustlenmeye
hazir halde bulunarak arsivciler, yazarlar, yapimcilar
ve tlketiciler arasindaki ayrimi bulaniklastirdiklarn”[8]
cagdas yazma  deneyimidir. Bununla  birlikte,
arastirmanin temelini sekillendiren kiiratoryel-editoryal
stire¢ “davranisin kalitsal kod ve kurallarini kullanan
ve benimseyen, uyarlanabilir bir disiplin”’[9] olarak
disinilmistiir. Baslangictaki malzemenin -Vilém
Flusser’in daktilo ile yazdigl metin baglamsal, bicimsel ve
maddi anlamda sahiplenilerek- uyarlanmasiyla, sanatsal
olarak uiretken sijeler, bicimler ve malzemeler ile alicilar
arasinda surekli akisin ve geri dontisiin kolaylastirildig:
bir tir yankilasim alan ortaya c¢ikiyor. Bu arka plan
15181nda, Possible Content for 18 Pages projesinin amaci
sadece sanatsal stratejiler ve yazma yontemleri sunarak,
bunlann ¢agdas bir baglamda arastirmak degil ayni
zamanda 0zdustinim yoluyla kendi kiiratoryel-editoryal
deneyimine odaklanmaktir.

This Page Intentionally Left Blank
(Bu Sayfa Bilerek Bos Birakilmigtir)

This Page Intentionally Left Blank bir dizi sergi
projesinin ilkidir ve genis kapsamli Possible Content for
18 Pages arastirmasini temel alir. Yazinsal, sanatsal ve
kiiratoryel-editoryal faaliyet alanlarini kapsayan sergi,
toplam on sekiz arastirma bolimiinin sekizini 6n plana
cikanyor ve dilsel, gorsel, fiziksel ve mekansal diizlemde
yazma eylemini yansitiyor. Aragtirmanin Vilém Flusser’in
The Gesture of Writing adli makalesine dayanan yapisini

canlandiran anahtar sozciikleri takiben, yazma eyleminin
farkll yonleri ele alinarak mekéansal bir diizenlemeyle
sunuluyor. ilgili anahtar sozciiklerle birlikte sergi
mekaninda kurulu arastirma bolimleri sunlardir: Page
1—surface, Page 2—habit, Page 5—situation, Page 6—choice,
Page 7—fact, Page 10—language, Page 13—spoken ve Page
16—reading.

This Page Intentionally Left Blank sergisinin
hareket noktasi, yazma eylemini ve kuratorligi
kararlh bir sekilde etkileyen mekanizmalar referans
alan Page 6—choice bolimiudir. Metin yazimlarnnin ve
sergi kompozisyonlarinin 6ziinde, gercekligi (yeniden)
diizenleyen bir boyut bulunmaktadir. Yazma eyleminin
edimsel giicl [10] her seyden oOnce yazarlarin hangi
distincelerini bir metin tasarimina dokeceklerine ve
hangi bicimsel yontem ve araglarla bunlan digerleri
icin goriinir/okunur kilacaklarina iligkin karandir. Buna
kiyasla, sergilerin gerceklik olusturucu islevi, mekansal
bir diizende anlati inga eden ve sonug olarak yazarlik,
kiiratoryel bir yazarlik ortaya koyan sanat eserlerinin
seciminde bulunmaktadir. Page 6—choice bolimiinde
sanat eseri sergilememe ve ana konsept olan “se¢im” ile
baglanti kurmama karari, sadece yazinin ve kiiratorligiin
asil nedeni olan kapsama ve diglama mekanizmalarini
konulastirmaz. This Page Intentionally Left Blank sergisinin
bashg da ayni zamanda bask: diinyas: kokenli, blitiin
arastirma projesinin 6zdlsiinimsel devinilirliginin altini
bir kez daha cizen bir fenomeni isaret eder.

This Page Intentionally Left Blank, bos sayfalardan
bahsediyor. Bu sayfalar kitapcilar tarafindan kasten bos
birakilirve artakalankitap alaninidoldurmasiveyaigerigin
yapilandinlmasi igin yer tutucu islevini goriiyor. Bu “beyaz
sayfalarnn”[11] basili bir ¢calismanin sayfalandirmasinda
yer almasi, bunlann basitge tesadiifi veya unutulmus
ogeler olmadigini, aksine bu bos sayfalarin ardinda
mutlak bir kasit bulundugunu gosteriyor. Okuyucularda
bir baski ya da cilt hatasi oldugu izleniminin olugsmamasi
icin, bos sayfalara kimi zaman “This page intentionally
left” (Bu sayfa bilerek bog birakilmistir) notu disiilir. Bu
yazili nottaki cgeligki, cimlenin metni kullanarak, tam
o anda ifade etmeye calistig1 ve gayet de bos olan alan
ortadan kaldirmasi ve boylece kendi altin1 oymasidir.

This Page Intentionally Left Blank sergisi,
okuyucularin dilsel olarak bildirilen icerik, metin bicimi
ve taslylcl ortam arasinda sonsuz bir algisal dongiliye

[7] Kenneth Goldsmith: Uncreative Writing. Managing Language in the Digital Age. New York City/NY: Columbia University Press, 2011.

[8] a.g.e., s. 15.
[9] Paul O'Neill (Hg.): Curating Subjects. Amsterdam: De Appel, 2007, s. 13.

[10] John Langshaw Austin: How To Do Things With Words. 2. baski, dii. ]. O. Urmson ve Marina Sbisa, Cambridge/MA: Harvard University Press, 1975.
[11] Thomas Macho: Shining oder: Die weife Seite. Wolfgang Ullrich und Juliane Vogel (dii.): Weif? icinde. Frankfurt am Main: Fischer, 2003, s. 17-29.

savruldugu ve aksi durumda bos olacak olan bir kagit
parcasinin maddi ve haptik oOzellikleriyle ytizlestikleri
bu devinirligin zithgindan yararlaniyor. Formata, yiizey
kalitesine, kullanilan kagidin gramajina ve rengine ek
olarak, s6zim ona bosg birakilmis sayfanin gémilii oldugu
baglam da algisal anlamda 6n plana ¢ikiyor. Bu, bakisin
basili harflerin mikrokozmosundan, bir kismi tekrar

“This page intentionally left blank” kelimelerinden olusan
basili calismanin biitiininiin makrokosmosuna dogru
gezinmesini sagliyor. Page 6—choice bolimi, secilen bir dizi
sanat eserinin aragtirmanin on sekiz anahtar s6zciigliniin
her birine atandig1 bunlara ve farkli baglamlar yiiklendigi
kesintisiz kiiratoryel-editoryal siirecten ayriliyor. icerigin
bulunmayisiyla bu bolimde kisinin kendi eylemleri yani
yazmasl ve kiiratorligi lizerine diisinmesini saglayan
bir diisiinme alani olusturuluyor. Son olarak bu diistinme
alani, This Page Intentionally Left Blank sergisinde yazimsal
ve gorsel bir kesinti, bir bos yer olarak ortaya ¢ikiyor.

Page 1—surface (Sayfa 1 - yiizey)

Possible Content for 18 Pages arastirmasinin ilk
bolimu ve This Page Intentionally Left Blank sergisinin
baslangici, “ylizey” kavramini irdeliyor. “Bir zamanlar
Mezopotamya'da bir yerlerde insanlar yumusak kil
tuglalanin1 dal parcalanyla kazmaya baslamislar ve
kazilan ylizeyi sertlestirmek icin onlan yakmislar”,[12]
der Vilém Flusser yazma jestinin tarihinden bahsederken.
Aslinda Page 1—surface, yazma eylemi araciligiyla kalitesi
degismis olan ylizeyin Otesinde, bu degisikliklere yol
agan eylemleri konu ediyor. Sanatgilarin 21. ytizyilda bir
disinceyi dusunceler dinyasindan, sanal bir dinyadan
kopararak maddi bir yiizeye yerlestirmek, boylelikle ona
bir gerceklik atfetmek icin kullandiklari yontemler ve
araclar tartisihiyor.

Wade Guyton’in sanat kitaplan Zeichnungen fiir ein
grof3es Bild (2010), Zeichnungen fiir ein kleines Zimmer (2011) ve
Zeichnungen fiir lange Bilder (2013) resim, ¢izim ve fotograf
arasindaki smirlarin gozden tamamen kayboldugu
sanatsal bir uygulama icin yer tutucudur. Guyton, soyut
geometrik sekiller iceren tuvaller basar ve ortaya c¢itkan
sonucu “ressamlik” olarak adlandinyor. “Cizimlerinin”
tasiyict ortami olarak eski sanat dergilerinden kestigi
ve mirekkep piisklrtmeli yazicilarla isledigi sayfalarn
kullaniyor. Sanat¢inin bilgisayardaki standart kelime-
islem programiyla gelistirdigi soyut dil ve bu is slirecinin
sonuglari, bask: kalitesindeki dalgalanmalarla bir kez

[12] Flusser: 2009, s. 1.
[13] a.ge,s. 2.

daha gliclendiriliyor.

Wade Guyton’in geleneksel bilgisayar
programlanyla calistigi gibi Joséphine Kaeppelin de
Microsoft Word yazilimini ve monokrom renk yiizeyleri ile
grafik desenleri kagida dokmek icin tak-kullan yazicilan
kullanmay tercih ediyor. Untitled (2012) ¢alismasinda da
metin isleme enstrimani olarak bilgisayar, sanatginin
soyut kompozisyonlar tasarlamasina ve bunlan
normalde sanayi makinelerindeki kaplamalarda
bulunan aliminyum plakalar tizerine kazimasina imkan
saglyor. Bilgisayar programlarn ve urettikleri sonuglarin
ongorulebilirligi de onun sanatsal simgesel dilinin
temel yonlerinden biridir. Kaeppelin kagit tzerindeki
yazitlarinda, makinenin ortak yazar olarak ¢alismasinda
goriinir oldugunun daima bilincindedir.

Wade Guyton ve Joséphine Kaeppelin’in aksine
Anita Witek kolajlarinda, keserek kiicik parcalar
halinde yeniden kullandign yasam tarzi ve moda
dergilerinin ylzeyleriyle ¢alisiyor. Ancak Witek sanatsal
uygulamasinda, fotograflarda goriinen objeler ve
insanlardan ¢ok, tasvir edilen sujeleri sahnelemek icin
kullanilan arka plana yogunlasiyor. Sanatgi, Surface
Treatment (2014) calismasindakiabartilireklam posterlerini
katmanlayarak gercek ve tasvir, madde ve suret, orijinal
ve roprodiksiyon arasindaki farklar ile gunliik kiltir ve
sanat arasindaki cagdas goriintli lretiminin kosullarini
tartisiyor.

Page 2—habit (Sayfa 2 - aligkanhk)

“Yazma bizim icin aligkanliktan Ote bir seye, bir
cesit ikinci dogaya doniisti”, diye yazar Vilém Flusser
yazmasininikincisayfasindavedevameder:“Jestyaparken
onun lizerine diisinmememizin nedeni budur.”[13] ikinci
bolim Page 2—habit, gelenekleri ve yazma eylemiyle
baglantili, kismen de bilingsiz olan aligkanliklan konu
ediyor. Yazma, ashlinda kiltiriin bigimlendirdigi bir
davranistir ve dile benzer sekilde, mutabakata dayali
bir sistemdir. Ancak yazma yontemleri yazilan sijelere,
onlarnn psikolojik ve fizyolojik kosullarina ve 6zellikle de
icinde bulunduklarn toplumsal baglama daima bagimlidir.
Page 2—habit etkisel ve cizgesel jest olarak yazma jestinin
farkh ifade bicimlerini tartisiyor.

Daniel Hafner’'in heykeli Travelling Waves (2014),
analog ve dijital calisma yontemleri arasindaki c¢ok



yonli, cizgesel bir olugsum silirecine dayaniyor. Sanatgi,
elle yapilan c¢izimleri bilgisayar ile olusturuyor ve olusun
farkh cizgisel hallerini elde etmek icin bunlarn adim adim
donustiriyor. Hafner, insanibir jestin el ¢ciziminden dijital
bir grafige cevrilmesi siirecini en sonunda ii¢ boyutlu
bir bicime dontstiiriiyor ve bdylelikle de analog dleme
geri getiriyor. “Travelling Waves’in ¢izgi agina gizemli bir
sekilde yerlesen olusum silirecinin estetik ‘artig1’ iste bu
coklu medya transferidir.”[14] Bundan dolayi, heykelsi
seklin dogrulugu, baglangictaki c¢izimin orijinalligiyle
celisiyor.

Daniel Hafner'den farkli olarak Marianne Holm
Hansen Typing (Not Writing) (2011-) dizisinde dijital
araclarla degil, sadece analog yontemlerle calisiyor.
Daktilo ile yazdigr calismalarinda yazma eyleminin
kendiligindenligi ve dolaysizligi odak noktasinda. Sanatgi
écriture automatique ile benzer sekilde, yazmanin sansur
ve denetim amach midahale olmaksizin tanimlandig:
bir yontem kullaniyor. Kasithlik mimkiin olan en genis
kapsamda terk edilerek kelimeler, cimleler ve kelime
zincirleri, kagit parcalarinda tekrarlaniyor ve nihayetinde
metin gorlntiileri olusturuluyor. Typing (Not Writing)
calismasinda, yazida imla, dilbilgisi veya noktalama ile
ilgili genelde hatali sayilan her seyin daktilo ile yazmanin
kendisinin gorsellestirilmesi icin arzu edilen ve zorunlu
bir yontem oldugu ortaya ¢ikiyor.

Stefan Riebel de tekrarlama yontemi ve bu
tekrarlamanin sonucu olan varyasyonlarla ¢alisiyor.

I AM HERE BECAUSE YOU ARE HERE (2014)
performansinda Riebel, ayni kelime dizisini uU¢ gun
boyunca sergi alaninin duvarina karaliyor. Riebel’in
ziyaretgilerin oniinde sergiledigi performansi sanatsal
calismay1 sadece zamansal degil, ayn1 zamanda ve her
seyden Ote mekansal bir baglama yerlestiriyor. Fiziksel
sinirlari zorlayan ve bu sekilde tekrarlanamayan yazma
eylemiyle Riebel, kendisi eylemi gerceklestiren sanatsal
sUje - ilgili sanat kurulusu ve sergi ziyaretcileri arasindaki
iliskiyi mekansal bir boyut ve nihayetinde karsilikli bir
iletisim eylemi olarak gosteriyor.

Page 5—situation (Sayfa 5 - durum)

“Yazmada iki durumdan s6z edebiliriz. Ik
durumda yazarin yaninda bir metin vardir, ikincisinde
boyle bir metin yoktur. [...] Birinci durumda harfleri se¢me
kriterlerinin yazarin okudugu metinden ciktig1 aciktir.
Bu nedenle, ikinci durumda sec¢imin, yazar tarafindan
goriilen gizli bir metin ‘icten okunarak’ gerceklestigi
sonucuna varabiliriz." [15] Vilém Flusser'in burada
“kopyalama” ve “gercek yazma jesti” olarak tanimlayarak
farkhlastirdigi sey bir kez daha Page 5—situation sergi
bolimiinde VALIE EXPORTS performansi SCHRIFTZEICHEN
[SCHREIBVERSUCHE] (1973) ile ortiisuyor.

Sanatci el yazmasi sayfalarla Michel Foucault’'nun
Psychologie und Geisteskrankheit[16] kitabindan tek ve ayni
pasaji kopyalayarak yazmanin psikolojik ve fizyolojik
kosullarini-kelimeningercekanlamiyla-gosteriyor.Yazma
eylemini neredeyse zorlayici bir sekilde karakterize eden
bedensellik alginin 6niine geciyor ve slirecin degiskenligi
farkli baglamlarda tekrar tekrar gorsellestiriliyor.
SCHRIFTZEICHEN [SCHREIBVERSUCHE] i¢gin VALIE EXPORT,
Foucault'nun konu ettigi “bedenin kopyalanmasi ve
alter ego’'nun olusturulmasi”ni hizlandirmak ve yazarken
“bedenin toplam deneyimini”[17] tartismaya a¢mak icin
kendini farkh bedensel durumlara, yazma durumlarina
koyuyor. Kagit parcalarinda okunabilecegi gibi, sanatgi
Foucault’'nun metin pasajini bes farkh sekilde kopyaliyor,
tekrar ve varyasyon yontemiyle yazma eyleminin
i¢selligini kelime goriintiilerine doniistiriyor.

“Her iki elle ayn1 anda yazild1 / Yogunlasma sag
elde” (sayfa 1), “Her iki elle ayn1 anda yazildi/ Yogunlasma
sol elde” (sayfa 2), “Dikte edilerek her iki elle aynm1 anda
yazild1” (sayfa 3), “Dikte edilerek her iki elle aym anda
gormeden yazild1” (sayfa 4), “Metin once sol elle daha
sonra sag elle kitaptan kopyalandi” (sayfa 5).

Page 6—choice (Sayfa 6 - tercih)
This Page Intentionally Left Blank

Page 7—fact (Sayfa 7 - bulgu)
JohnBaldessari1970’liyillarinbasinda Kanada'daki

Nova Scotia Sanat ve Tasarim Okulu tarafindan bolgeye
ozel bir sanat eseri TUretmekle gorevlendirilmisti.

[14] Gerd Zillner: Daniel Hafners Zeichnungen. Monika Pessler (dii.): Dialogue(s) - Reflecting on All Things Merely Experienced icinde, Wien: Kiesler Stiftung, 2012, S. 5-10, bkz.: s. 6.

[15] Flusser: 2009, s. 5.
[16] Michel Foucault: Psychologie und Geisteskrankheit. 15. baski, Frankfurt am Main: Suhrkamp, 2012.
[17] a.g.e.,s. 38.

Ancak sanatgcilar eserini gelistirmek ve uygulamak icin
yerlerinde bulunmadiklarinda Baldessari 6grencilerine su
cezayi verdi: “Isiniz gu: biriniz ya da birkaginiz, tavandan
yere kadar alt alta su cimleyi yazacak: ‘Daha fazla sikici
sanat yapmayacagim’. Climlenin en az bir stitunu yerden
tavana kadar sergi acilmadan tamamlanmis olacak ve
cumlelerin yazimi her giin, mimkiinse sergi siiresince
devam edecek. Sergi kapandiktan sonra bana ciimlenin
ka¢ kez yazildigini sdylerseniz sevinirim. Climle elle,
imla kurallarina uygun ve agik bir sekilde yazilmali.”[18]
Benzer sekilde Baldessari de aynmi climleyi tekrar tekrar
not defterine yazar ve bu yazarak tekrarlama eylemini
yaparken kendini videoya kaydeder.

Page 7—fact bolimiinde yazma, olgulara dayal
ve ayni zamanda olgulan ve gerceklikleri meydana
getiren bir eylem bicimi olarak konulastiriliyor. “Yazma
jesti bu yluzden ‘facta’ (ifade edilecekler), ve ‘data’nin
(yazma araclan ve nasil kullanilacaklarina iligkin bilgim)
bir araya gelmesinin sonucu olan bir harekettir. Olgular
olmadan datalar faydasizdir ve olgular olmadan datalar
etkisizdir”[19] diye yazar Vilém Flusser yazmalarinin
yedinci sayfasinda. Yazma eyleminin, dili dislincelerin
sanalligindan kagida gecirmek icin kullanilan araglardan
ayirmanin imkansizligi, I Will Not Make Any More Boring Art
(1971) videosunda tekrarlama ve ironi yontemiyle ortaya
cikiyor. Yazma araclan ile yazma eyleminin, sanatgi ile
sanat eserinin ve Ozellikle bicim ve icerigin belirgin bir
sekilde ayrilmasiyla Baldessari goniilli ise bir kargistirim
yerlestiriyor: daha fazla sikici sanat yapmamak.

Page 10—language (Sayfa 10 - dil)

The Gesture of Writing yazmasinin sekizinci
sayfasinda Vilém Flusser, “her dilin belirli diiglince tirleri,
belirli bir ‘séylem evreni’ i¢in bir program oldugu gercegini
kabul etmemiz gerektigini” ifade eder. Ayrica, dilin icten
formiile edilmesi slreci, metnin yazilmasindan once
gelen bu slireg, yazilan siijeye “diistince agacinin farkh
dallarinin benim i¢imde ve dilin icinde biiyidigi” 6lctide
bagimlidir. (Bu noktadan sonra kendim ve dil arasinda bir
ayrnm yapamiyorum).”’[20] Page 10—language bolimi dili,
anlaml en kiclk biriminden -yaz dilindeki grafemler
ve konusma dilindeki fonemler- ust ve dlzenleyici
sistemlerine kadar -morfoloji, s6zdizimi ve dilbilgisi-
insan Ozellikleri addedilmis fani bir madde olarak ele
aliyor.

Fiona Banner’in kavramsal sanat deneyiminde
dil hem ilgi odaginin merkezinde hem de genel gliphe
altinda bulunuyor. Sanatc1 gostergebilimsel ve heykelsi
bir birim olarak metin ortamiyla c¢alisiyor ve dilsel
anlatimin sinirlan ile gértintd ve dil arasindaki kargilikli
iligkiyi arastiriyor. Banner’'in OR Nude Wing Version (2006)
kitap enstalasyonu ve All The World’s Fighter Planes (2005-
2006) videosu, belirsizligin takdiri ve dilin agiklig1 olarak
okunabilir. Fiona Banner’in farkli calismalarinda sirekli
karsimiza cikan “or” kelimesi, dilsel olan her anin
belirsizligini vurguluyor. Banner, dili sadece konusurken
degil, yazarken de aktif olarak kullanan bir siije olarak
kisinin karsilastig: seceneklerden soz ediyor.

Bethan Huws kendi kelime vitrinlerinde daha
cok kamusal alanlardaki bilgi ekranlarinda kullanilan
standart metal panolar kullaniyor. Thtiyaca gére beyaz,
tak-cikar plastik harflerle donatilabilen kutular sanatginin
kendi metinleriyle dolduruluyor. Sonug olarak sanatsal
Uretim siirecine, sanat tarihine, giindelik hayata ve
sanatcinin o an kullanmakta oldugu kelimelerdeki
anlam bulanikligina gonderme yapan zekice kelime
oyunlarnn ortaya c¢ikiyor. Untitled (Le Ready-Made...)
(2008) calismasinda Bethan Huws dilin keyfiligine[21]
ve eszamanl simgesel glicine dikkat ¢cekmek icin LE
READY-MADE / WORDS ARE EQUALLY READY-MADES
/ BUT LANGUAGE IS NOT kelime dizisini kullaniyor.
Avangart bir kavram olarak ready-made, giizel
sanatlardan alinarak ayni yontemlerle tartisilmasi igin
dil alemine aktariliyor.

Jorg Piringer abcdefghijklmnopqrstuvwxyz (2009'dan
itibaren) caligmasinda Fiona Banner ve Bethan Huws’tan
farkliolarak sabitlenmis harflerle degil, dilin degiskenligini
bir kez daha vurgulamak i¢in hareketli metin gortintileri
ile calisiyor. Bu, gorunti ve timinin gercek zamanh
uretildigi isitsel-gorsel bir ses performansidir. Kendi
gelistirdigi bir yazilim sanatginin sesini performans
suiresince kaydediyor ve esit Ol¢ide gorunti, metin ve
tinidan meydana gelen soyut bir kompozisyon elde etmek
icin bunu analiz ediyor. Hareketin otonomisi ve gorsel
malzemenin tutumu gercek zamanh retiliyor ve tiniy1
etkiliyor. Bu karsilikhihktan yazi, tin1 ve bigim arasinda
otopoetik bir performans gelisiyor.

[18] John Baldessari: Handlungsanweisungen zu “I Will Not Make Any More Boring Art”, “Curator Chrissie Iles on John Baldessari’s “I Will Not Make Any More Boring Art” videosunun transkripsiyonu ve alintisi, Whitney Museum of American

Art, Aralik 2010, http://youtu.be/YuvZcSXBrkY, [1 Agustos 2013 tarihinde erisildi]
[19] Flusser: 2009, s. 7.
[20] a.g.e., s. 10.

[21] Ferdinand de Saussure: Grundfragen der allgemeinen Sprachwissenschaft. 2. baski, dii. Charles Bally ve Albert Sechehaye, Berlin: Walter de Gruyter, 1967.



Page 13—spoken (Sayfa 13 - sesli)

Page 13—spoken bolumiinde, yazili kelimeye
iliskin bir kontrast araci olarak konusma eylemine
odaklaniliyor. Vilém “dlistince bakimindan yazma ve
konusma arasindaki fark dolaysizliktir”, diye yazar. “Su
an ‘disinme’yi, gorinmeyen bir metnin i¢cten konusulan
bir dilde okunmasi olarak tamimladigimizi aklimizda
tutarsak, bu ‘konusma’nin ‘sesli diisinme’ anlamina
geldiginin kanitidir, yani icten konusulan dile ses vermek
okumaktir.”[22] Yasami basitce tasvir eden anlatimlarin
aksine, edimsel konusma eylemleri adeta kendilerini
gerceklige kayit ederler - gercekligi yazarlar. Page 13—
spoken gerekli bir karsilikl iligki olarak konugsma ve yazma
dili arasindaki akis ve geri gelisi konu ediyor.

Falke Pisano sanatsal etkinligi, soyutlama
potansiyelinive objelerile gozlemcilerinin diyalogisitesini
arastirmak icin hem dilin hem de yazinin araglanni
kullaniyor. Sanatgi, 20. yuzyil sanatindaki dil kuramsal
yaklasimlar temelinde Figure 4 (Production of Speech) (2009)
heykeli ve Figures of Speech (2010) kitap enstalasyonu
ile sanat eserlerinin farkli uretim, dokiimantasyon
ve dagitm yontemleri ile nasil degistigine ve cagdas
sanatsal Uretimde gozlemci katiiminin ne rol oynadigina
iliskin sorular ortaya atiyor. Yazili metinler, konferanslar
ve kayith okumalar aracihigiyla Figures of Speech yaziyl
fikirlerin formulasyonu ve reformulasyonu olarak,
edimsel bir jest olarak sunuyor.

Karin Sander’in 4 Audio Pieces (2009) caligmasi,
sanatcinin Zeigen. Eine Audiotour durch Berlin baglhiklh sergi
icin gelistirdigi bir yayindir. Sandler bu proje i¢in sanatgi
arkadaslarindan kendi yontem ve stratejileri ile sanatsal
calismalarini sozli katki seklinde tanimlamalarini istedi.
Bu siirecten, sark:i halinde sdylenen kelime bagisindan
serbestce soOylenen ve okunan kelime bagisina degin
uzanan c¢ok yonlu bir akustik s6z derlemesi ortaya
cikt1. 4 Audio Pieces, kullanilan kelimelerin anlamlanyla
degil, onomatopoetik kalitesiyle ve insanin sesle ilgili
organlarinin  seslendirme  potansiyeliyle ilgilenen
secmece konusma eylemlerinin transkripsiyonunu
sergiliyor.

The History of the Typewriter recited by Michael
Winslow (2009) videosu icin Ignacio Uriarte 62 farkh

[22] Flusser: 2009, s. 13.
[23] a.ge,s. 16.
[24] Goldsmith: 2001, s. 18.

daktilonun tus vurus tinisini kaydettive aktor ve ses/tin1
taklit¢isi Michael Winslow’dan bunlarn yorumlamasini
istedi. Aktor farkli teknolojilerin kullanildig, farkl ¢cag
ve llke kokenli daktilolan kronolojik sirada canlandird:
ve boylece neredeyse yuz yili kapsayan bir zaman
yolculugu sergiledi. Ignacio Uriarte’'nin rehberliginde
The History of the Typewriter recited by Michael Winslow,
daktilonun akustik kalitesine ve gunliik ofis hayatinin
gecmiste kalan varligina sayg: durusunda bulunuyor.

Page 16—reading (Sayfa 16 - okumak)

Page 16—reading bolumunun This Page Intentionally
Left Blank sergisinde 6zel bir yeri var. Bu sefer var olan
sanat eserleri degil, arastirma i¢in 6zel olarak 1smarlanan
calismalar kiiratoryel-editoryal konseptle biituinlestirildi.
Vilém Flusser, “yazma jestinin bagkalann tarafindan
okunacak olan metinlere yonelik oldugunu, bunun bir
‘iletisim’ jesti oldugunu, tizerine harflerin izini biraktig:
ylzeyin jestin nihaiamaci degil, sadece jestin okuyuculara
yonelmesine yarayan bir ortam oldugunu”[23] yazar.
Farkli katihmcilar arasindaki iletisim eylemi olarak
yazma anlayisi, Page 16—reading bolimunde Flusser’in
makalesine kendiliginden uygulaniyor. Metni kendi
bulunduklann konumlardan ele almalan ve bdylelikle
The Gesture of Writing’in kuratoryel yorumunu kendi
yontemleriyle gelistirmeleri i¢in bir yazar, bir gorsel
sanatci ve iki tasarimci davet edildi.

Uncreative Writing kitabinin yazan Kenneth
Goldsmith, “kelimeler bundan boyle birinci seffaf icerik
tastyicilann degil; arttk maddi kaliteleri de dikkate
alinmali. Kelimeler arasindaki negatif alanlar harflerin
kendisinden daha fazla anlam kazanirken, sayfa tuvale
donusliyor. Metin aktiflesiyor, bosgluklarn sessizlikler
olarak kullanarak onu gergeklestirmemizi istiyor.”[24]
diye yazar. Her biri en fazla 200 kelime uzunlugunda on
sekiz metin ile Goldsmith Possible Content for 18 Pages
arastirmasinin yapisina atifta bulunuyor. Goldsmith,
Vilém Flusser'in yazmalarindan kiiratéryel-editoryal
yontemle cikarilan anahtar sozcik listesini, metni
okuduktan sonra kendi yazma eylemiyle karsilik vererek
genisletiyor.

Gorsel  sanatgt  Michael Kargl “okuma”
kavramindan yola cikarak sergi ile Vilém Flusser’in

makalesinden bir pasaj ve ayni zamanda kendi sanatsal
deneyimi ile baglanti kuran bir obje gelistiriyor. Serginin
giris alaninda ziyaretgiler heykelsi bir objenin pariltisiyla
karsilaniyor. Untitled (..at readers) (2014) yanindan
gecenlere sanal olarak sesleniyor — Flusser’e gore daima
yazar ve okuyucu arasinda iletisim kurmayi amaclayan
yazil1 bir metin gibi. Ayrica 1:414213562 gorinim oranina
sahip 1s1k kutusu, heykel olarak kalitesini kaybetmeden
yaygin DIN kagit formatini ¢cagristiriyor.

Kenneth Goldsmith ve Michael Kargl gibi tasarimci
Ulrich Kehrer ve Agnes Miesenberger de tipografi tizerine
arastirmalarin1 Vilém Flusser’in orijinal yazmasinin
bicimsel-estetik nitelikleri ile iligkilendiriyor. Daktilo
ile yazilan makale tim tipografik tutarsizliklan, satir
diizenindeki hatalan ve Flusser tarafindan kullanilan
ozel noktalama stiliyle sadece serginin grafik tasarimi
icin kullanilan yeni bir yaz tipinin gelistirilmesine
yaramiyor. Arastirma ayrica, ziyaretciler tarafindan
deneysel tipografi olarak okunabilen ve ayni zamanda
enstalasyon olarak incelenebilen mekansal bir aranjman
olarak kendini gosteriyor.

Possible Content for 18 Pages
Franz Thalmair

Possible Content for 18 Pages ist eine Recherche
Uber das Schreiben. Als thematische wie formal-
asthetische Grundlage dient Vilém Flussers Essay Die
Geste des Schreibens[1], ein Text, den der Autor nicht
nur in unterschiedlichen Sprachen verdffentlicht,
sondern auch geschrieben hat. "Um Schreiben zu
konnen", so der Philosoph iber die Voraussetzungen,
die zu einem abgeschlossenen Schriftstiick fithren
sollen, "bendtigen wir —unter anderem- die folgenden
Faktoren: eine Oberflache (Blatt Papier), ein Werkzeug
(Fullfeder), Zeichen (Buchstaben), eine Konvention
(Bedeutung der Buchstaben), Regeln (Orthographie),
ein System (Grammatik), ein durch das System der
Sprache bezeichnetes System (semantische Kenntnis
der Sprache), eine zu schreibende Botschaft (Ideen) und
das Schreiben."[2] Das Schreiben ist jedoch mehr als nur
eine pragmatische Verkettung der unterschiedlichsten
Erfordernisse, Funktionen und Fahigkeiten. Flusser
bezeichnet den Akt des Schreibens auch als eine
»eindringende, eindringliche Geste“, eine Geste, die "eine
ganze Dimension unseres Seins innerhalb der Welt in
eine Form bringt (in-formiert)"[3] und dabei sehr weit
reicht.

Vilém Flusser reiht das Schreiben in seine
Untersuchung menschlicher Alltagsgesten wie etwa der
des Sprechens, des Malens, des Machens, des Zerstorens,
des Rasierens oder des Telefonierens ein. Bei all diesen
Phianomenen versteht er die Geste als “Bewegung des
Korpers oder eines mit ihm verbundenen Werkzeugs”,
sein vorrangiges Interesse gilt jedoch der Tatsache, dass
es sich bei dieser Art der Bewegung um eine handelt,
“fiir die es keine zufriedenstellende kausale Erklarung
gibt.”[4] Es geniigt ndmlich nicht, Gesten als mechanische
Bewegungsablaufe von Korpern, Korperteilen oder ihren
etwaigen Verlangerungen zu sehen. Unzufriedenstellend
fir Flusser ist auch, die Geste als Ergebnis oder als
Kombination von korperlichen und die Psychologie
des Menschen  Dbetreffenden, von  kulturellen,
gesellschaftlichen oder sonstigen Gegebenheiten
zu betrachten. Folgt man seinem Verstdndnis einer
Geste, so handelt es sich dabei um den “Ausdruck
einer Innerlichkeit”, um eine korperlich-motorische

[1] Vgl. Vilém Flusser: Die Geste des Schreibens. In: ders.: Gesten. Versuch einer Phinomenologie.
Frankfurt am Main: Fischer, 1994, s. 32-41.

[2] Ibid., s. 33.

[3] bid,, s. 32.

[4] Ibid,, s. 10.
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Handlung, “durch die sich eine Freiheit ausdriickt, um
den Gestikulierenden vor anderen zu enthiillen oder zu
verhiillen.”[5] Die Bedeutung von Gesten im Alltag, ihre
Kinstlichkeit und somit Symbolik, kann in der Folge
ausschliefdlich im Zusammenspiel von gestikulierenden
Korpern, Werkzeugen und nicht =zuletzt den
Empfiangerinnen der durch die jeweilige Korperhandlung
vermittelten Intention verstanden werden.

Das kuratorisch-editorische Projekt Possible
Content for 18 Pages nimmt die inhaltlichen, formalen sowie
materiellen Aspekte Flussers Analyse des Schreibens
auf, um diese Kulturtechnik an den Schnittstellen von
sprachlicher, visueller, korperlicher und raumlicher
Kommunikation zur Disposition zu stellen und dabei
den gleichermafien produktiven wie reproduktiven
Charakter des Schreibakts zu unterstreichen. Wie der
Titel des Projekts suggeriert, kommt das urspringlich mit
Schreibmaschine getippte und heute als gescanntes PDF
im Internet zirkulierende Text-Fundstiick[6] nicht nur als
thematischer Rahmen zum Einsatz. Es ist gleichzeitig das
erste —sprichwortlich wie buchstablich zu verstehende-
Objekt der Recherche, ein Artefakt also, dessen formal-
asthetische Beschaffenheit ebenso fiir die Recherche
herangezogen wird. Possible Content for 18 Pages gliedert
sich dem Umfang des Manuskripts von Vilém Flusser
entsprechend in achtzehn Einheiten. Jeder Einzelseite des
Schriftstiicks ist ein Schlagwort zugeordnet, das sich aus
der Haufigkeit der Worter ergibt, die Flusser verwendet,
um seine Gedanken iiber das Schreiben zu formulieren.
Die Geste des Schreibens wurde Wort fliir Wort abgetippt,
um sich dem Textmaterial mit korperlichen Mitteln, dem
physischen Akt des Schreibens, anzunahern und in einem
weiteren Schritt die Fiille der reproduzierten Worter
Seite fiir Seite nach ihrer Frequenz zu ordnen und auf
diese Weise zu abstrahieren. Die aus diesem Verfahren
resultierende Wortliste, die von Page 1—surface bis Page
18—universe reicht, gibt schliefdlich die grundlegende
Struktur des Rechercheprojekts vor. Einzeln fungieren
die achtzehn Begriffe als Denkfiguren, anhand derer die
unterschiedlichen Spielarten des Schreibens im Detail
ausformuliert werden. In ihrer Gesamtheit stellt die
Wortliste eine formale Analyse des Schreibgestus von
Vilém Flusser dar.

Possible  Content for 18 Pages macht von
kiinstlerischen Strategien des Schreibens Gebrauch, um

[5] Ihid., 5. 221 f.

sie aus einer kuratorisch-editorischen Perspektive
mit den eigenen Mitteln —jenen des Schreibens- zu
diskutieren. Methodisch ist das Projekt als Akt des
Uncreative Writing[7] zu lesen. Kenneth Goldsmith zufolge
handelt es sich dabei um eine aktuelle Schreibpraxis,
bei der sich durch digitale Technologien die Rolle der
schreibenden Subjekte “from the traditional position of
being solely generative entities to information managers
with organizational capacities” verandert hat und dass
“writers are potentially poised to assume the tasks once
thought to belong only to programmers, database miners,
and librarians, thus blurring the distinction between
archivists, writers, producers, and consumers”.[8] Der
kuratorische und editorische Prozess, der der Recherche
zugrunde liegt, wird dariiber hinaus als “adaptive
discipline, using and adopting inherited codes and rules
of behaviour”[9] verstanden. Durch die Anpassung an
das Ausgangsmaterial —-durch die inhaltliche, formale
und materielle Aneignung des mit Schreibmaschine
getippten Textes von Vilém Flusser- entsteht eine Art
Echoraum, in dem der fortwahrende Fluss und Riickfluss
zwischen kiinstlerisch produktiven Subjekten, Formen
und Materialien sowie Rezipientlnnen gewidhrleistet ist.
Vor diesem Hintergrund ist das Ziel des Projekts Possible
Content for 18 Pages, nicht nur kinstlerische Strategien
und Methoden des Schreibens zur Disposition zu stellen
und in einem aktuellen Kontext zu verhandeln, sondern
auch die eigene kuratorisch-editorische Praxis auf
selbstreflexive Weise ins Bild zu riicken.

This Page Intentionally Left Blank

This Page Intentionally Left Blank ist das erste
einer Reihe von Ausstellungsprojekten, das auf der breit
angelegten Recherche Possible Content for 18 Pages basiert.
Im Spannungsfeld von schreiberischen, kiinstlerischen
sowie kuratorisch-editorischen Handlungsfeldern
zeigt die Ausstellung acht von insgesamt achtzehn
Recherchekapiteln und reflektiert damit den Akt des
Schreibens an der Schnittstelle von sprachlicher, visueller,
korperlicher und raumlicher Kommunikation. Entlang
der Schlagworter, die die Struktur der Recherche auf Basis
des Essays The Gesture of Writing von Vilém Flusser vorgibt,
werden unterschiedliche Facetten des Schreibaktes
angesprochen und in einem raumlichen Arrangement
prasentiert. Die Liste der im Ausstellungsraum
installierten Recherchekapitel und der dazugehorigen

[6] Vilém Flusser: The Gesture of Writing [Manuskript]. In: Rainer Guldin, et al (Hg.): Flusser Studies 08, Lugano, May 2009, http://www.flusserstudies.net [letzter Zugriff: 1. August 2013]
[7]Vgl. Kenneth Goldsmith: Uncreative Writing. Managing Language in the Digital Age. New York City/NY: Columbia University Press, 2011.

[8] Ibid,, s. 15.
[9] Paul O’Neill (Hg.): Curating Subjects. Amsterdam: De Appel, 2007, s. 13.

Leitworter reicht von Page 1—surface und Page 2—habit
iiber Page 5—situation, Page 6—choice, Page 7—fact bis hin zu
Page 10—language, Page 13—spoken und Page 16—reading.

Ausgangspunkt fiir die Ausstellung This Page
Intentionally Left Blank ist das Kapitel Page 6—choice, das
auf jene Mechanismen referiert, die sowohl dem Akt des
Schreibens als auch dem des Kuratierens mafigeblich
zugrundeliegen. Dem Schreiben von Texten genauso
wie dem Zusammenstellen von Ausstellungen wohnt
eine die Realitdt (neu-)ordnende Dimension inne. Die
performative Kraft des Schreibakts[10] liegt vor allem
in der Entscheidung der Autorlnnen, welche ihrer Ideen
in die Gestalt eines Textes einflieffen und mit welchen
stilistischen Mitteln und Werkzeugen sie diese fir
andere sichtbar/lesbar machen. In Analogie dazu liegt
die realititsbildende Funktion von Ausstellungen in
der Auswahl von Kunstwerken, die in einer rdumlichen
Anordnung Narration konstruieren und in der Folge
von Autorschaft, einer kuratorischen Autorschaft,
zeugen. Der Entschluss, im Kapitel Page 6—choice keine
Kunstwerke zu exponieren und diese im Hinblick auf den
Leitgedanken der “Auswahl” miteinander in Verbindung
zu setzen, thematisiert aber nicht nur die Ein- und
Ausschlussmechanismen, die sowohl dem Schreiben
als auch dem Kuratieren zugrunde liegen. Der Titel der
Ausstellung This Page Intentionally Left Blank nimmt dariiber
hinaus auch auf ein aus dem Druckwesen stammendes
Phanomen Bezug, das das selbstreflexive Moment der
gesamten Recherche einmal mehr unterstreicht.

This Page Intentionally Left Blank referiert auf
so genannte Vakatseiten. Diese Seiten werden von
Buchproduzentlnnen mit Absicht unbedruckt gelassen
und dienen als Platzhalter, zum Fillen Uberschiissigen
Buchraums oder zur Strukturierung von Inhalten.
Dass diese “weifden Seiten”[11] in die Paginierung der
Druckwerke eingerechnet werden, zeugt davon, dass es
sich hier nicht einfach um zuféllige oder gar vergessene
Elemente handelt, sondern dass sich durchaus eine
Intention hinter den Leerstellen verbirgt. Damit
LeserInnen nicht den Eindruck bekommen, sie hatten es
etwa mit dem Druck- oder Bindungsfehler eines Buches
zu tun, tragen Vakatseiten in manchen Fallen den Hinweis
“This page intentionally left blank”. Die Paradoxie
dieser schriftlichen Markierung ist vor allem darauf
zurickzufihren, dass sich der Satz selbst unterwandert,

indem er mit den Mitteln der Schrift genau jene Leerstelle
aufder Kraft setzt, die er im selben Moment zu artikulieren
versucht.

Die Ausstellung This Page Intentionally Left Blank
setzt bei der Widerspriichlichkeit dieses Moments an, ein
Moment,dasLeserInnenineinewahrnehmungstechnische
Endlosschleife zwischen sprachlich vermitteltem
Inhalt, Schriftform und Tragermedium versetzt und
die materiell-haptischen Eigenschaften des ansonsten
leeren Blattes Papier vorfiihrt. Zusatzlich zum Format,
zur Oberflachenbeschaffenheit, zur Grammatur und
Farbe des verwendeten Papiers riickt auch der Kontext, in
dem die vermeintlich frei gelassene Seite eingebettet ist,
in den Vordergrund der Wahrnehmung. Dies erlaubt das
Schweifen des Blicks vom Mikrokosmos der gedruckten
Buchstaben hin zum Makrokosmos des gesamten
Schriftstlicks, Teil dessen wiederum die Wortfolge
“This page intentionally left blank” ist. Das Kapitel
Page 6—choice bricht mit dem sonst durchgingigen
kuratorisch-editorischen Verfahren, jedem der achtzehn
Leitgedanken der Recherche eine Auswahl von
Kunstwerken zuzuordnen und diese in unterschiedliche
Zusammenhange zu stellen. Mit dem Fehlen von Inhalten
wird in diesem Kapitel ein Denkraum etabliert, der die
Reflexion des eigenen Handelns, des Schreibens und
Kuratierens, ermoglicht. Dieser Denkraum manifestiert
sich in der Ausstellung This Page Intentionally Left Blank
nicht zuletzt in Form einer textuellen und visuellen
Unterbrechung, einer Leerstelle.

Page 1—surface

Das erste Recherchekapitel von Possible Content for
18 Pages, das auch den Auftakt zur Ausstellung This Page
Intentionally Left Blank macht, setzt sich mit dem Begriff
"Oberflache" auseinander. "Some place some time in
Mesopotamia people began to scratch soft clay bricks with
sticks, and then burned them to harden the scratched
surface",[12] hélt Vilém Flusser liber die Geschichte der
Geste des Schreibens fest. Mehr noch als um die Oberflachen
an sich, die durch den Schreibakt in ihrer Beschaffenheit
verandert werden, geht es in Page 1—surface auch um die
Handlungen, die zu diesen Veranderungen fihren. Zur
Diskussion stehen die Mittel und Methoden, mit denen
Kinstlerlnnen im 21. Jahrhundert operieren, um eine
Idee von der Welt der Gedanken, einer virtuellen Welt, auf

[10] Vgl. John Langshaw Austin: How To Do Things With Words. 2. Auflage, hg. von J. O. Urmson and Marina Sbisa, Cambridge/MA: Harvard University Press, 1975.
[11] Vgl. Thomas Macho: Shining oder: Die weifee Seite. In: Wolfgang Ullrich und Juliane Vogel (Hg.): Weif8. Frankfurt am Main: Fischer, 2003, s. 17-29.

[12] Flusser: 2009, s. 1.



12

materielle Oberflachen zu setzen und somit in die Realitat
einzuschreiben.

Wade Guytons Kiinstlerbiicher Zeichnungen fiir
ein grofSes Bild (2010), Zeichnungen fiir ein kleines Zimmer
(2011) und Zeichnungen fiir lange Bilder (2013) stehen
als Platzhalter flir eine klinstlerische Praxis, in der die
Grenzen zwischen Malerei, Zeichnung und Fotografie
vollends verschwimmen. Guyton bedruckt Leinwéande
mit abstrakten geometrischen Formen und nennt
die Ergebnisse “Malerei”. Als Tragermedium fir seine
“Zeichnungen” dienen ihm aus obsolet gewordenen
Kunstzeitschriften gerissene Seiten, die er mit einem
Tintenstrahldrucker bearbeitet. Die abstrakte Sprache, die
der Kiunstler mit standardisierten Schreibprogrammen
am Computer entwickelt, sowie die Ergebnisse dieses
Arbeitsprozesses werden durch die qualitativen
Schwankungen der Drucktechnik einmal mehr verstarkt.

Ahnlich wie Wade Guyton mit herkémmlichen
Computerprogrammen arbeitet, benutzt Joséphine
Kaeppelin bevorzugt Microsoft Word und handelstibliche
Drucker, um monochrome Farbflachen und zeichnerische
Anordnungen zu Papier zu bringen. Der Computer als
Textverarbeitungsinstrument dient der Kiinstlerin
auch bei Untitled (2012) dazu, abstrakte Kompositionen
zu entwerfen und in Aluminiumplatten zu ritzen, die
normalerweise als Verblendungen auf der Rickseite
von industriellen Maschinen vorzufinden sind.
Computerprogramme und die Berechenbarkeit der durch
sie erzeugten Ergebnisse sind auch einer der zentralen
Aspekte ihrer kiinstlerischen Formensprache. Kaeppelins
Einschreibungen auf Papier nimmt die Kiinstlerin stets
im Bewusstsein vor, dass die Maschine als Co-Autor im
eigenen Werk sichtbar ist.

Im Gegensatz zu Wade Guyton und Joséphine
Kaeppelin arbeitet Anita Witek in ihren Collagen mit den
Oberflachen von Lifestyle- und Modezeitschriften, die sie
beschneidet und in Einzelteilen wiederverwendet. Worauf
sie sich in ihrer kiinstlerischen Praxis konzentriert, sind
jedoch weniger die Gegenstande und Personen, die in den
Fotografien zu sehen sind, sondern die Hintergriinde, die
in der Regel dazu verwendet werden, um die fotografierten
Sujets in Szene zu setzen. In Surface Treatment (2014)
stellt die Kiunstlerin mit der raumlichen Schichtung
Uberlebensgrofser = Werbeposter die grundlegende

[13] Ibid., 5. 2.

Differenz zwischen Realitdt und Reprasentation, zwischen
Material und Abbild, zwischen Original und Reproduktion
sowie die Bedingungen zeitgenossischer Bildproduktion
zwischen Alltagskultur und Kunst zur Diskussion.

Page 2—habit

“Writing has become for us more than a habit, but
a sort of second nature”, schreibt Vilém Flusser auf der
zweiten Seite seines Manuskripts und fahrt fort: “This is
the reason why we do not think of it while performing
the gesture.”[13] Das zweite Kapitel Page 2—habit hat die
Konventionen und teils unbewussten Gewohnheiten
zum Thema, die an den Schreibakt gekniipft sind. Das
Schreiben ist zwar eine kulturell gepragte Handlungsform
und &hnlich wie Sprache allgemein ein auf Ubereinkunft
basierendes System. Die Methoden des Schreibens bleiben
jedochstetsvondenschreibenden Subjektenabhangig,von
ihren psychologischen und physiologischen Zustanden
sowie nicht zuletzt vom gesellschaftlichen Kontext, in
dem sie sich befinden. Page 2—habit setzt sich mit den
unterschiedlichen Ausformungen der Schreibgeste als
affektiver zeichnerischer Geste auseinander.

Daniel Hafners Skulptur Travelling Waves (2014)
liegt ein mehrteiliger zeichnerischer Entstehungsprozess
zwischen analogen und digitalen Arbeitsmethoden
zugrunde. Der Kunstler fertigt gestische Handzeichnungen
mit dem Computer an, um sie Schritt fur Schritt zu
transformieren und in unterschiedliche zeichnerische
Seinszustande zu bringen. Diesen Prozess der
Ubersetzung einer menschlichen Geste von der
Handzeichnung in eine digitale Grafik bringt Hafner
schliefdlich in dreidimensionale Form und somit zurtick
ins Feld des Analogen. “Es ist gerade diese mehrfache
mediale Brechung, das asthetische ‘Surplus’ des
Entstehungsprozesses, das dem Liniengeflecht der
Travelling Waves als ratselhaftes Moment eingeschrieben
ist.”[14] Die Prazision der skulpturalen Form steht dabei
im Widerspruch zur Originalitit der urspringlichen
Zeichnung.

Im Unterschied zu Daniel Hafner arbeitet Marianne
Holm Hansen bei der Serie Typing (Not Writing) (2011-) nicht
mitdigitalen sondern ausschliefdlich mitanalogen Mitteln.
In den mit Schreibmaschine getippten Arbeiten steht
die Spontaneitdt und Unmittelbarkeit des Schreibakts

[14] Gerd Zillner: Daniel Hafners Zeichnungen. In: Monika Pessler (Hg.): Dialogue(s) — Reflecting on All Things Merely Experienced, Wien: Kiesler Stiftung, 2012, s. 5-10, hier: s. 6.

im Fokus. Ahnlich zur écriture automatique verfolgt die
Kinstlerin eine Methode, bei der das Schreiben unzensiert
und ohne kontrollierenden Eingriff wiedergegeben wird.
Unter weitestgehendem Verzicht auf Absichtlichkeit
wiederholen sich auf den Papierblattern Worter, Sitze
und Wortketten und ergeben letztlich Textbilder. Was
beim Schreiben hinsichtlich Orthografie, Grammatik oder
Interpunktion in der Regel als fehlerhaft bezeichnet wird,
erweist sich bei Typing (Not Writing) als erwlnschte und
forcierte Methode zur Visualisierung des Tippens selbst.

Mit den Methoden der Wiederholung und aus
derselben Wiederholung resultierenden Variationen
arbeitet auch Stefan Riebel, wenn er bei der Performance
I AM HERE BECAUSE YOU ARE HERE (2014) die gleichnamige
Wortfolge iiber die Dauer von drei Tagen an die Wand
des Ausstellungsraums kritzelt. Riebels Performance, bei
der BesucherIlnnen anwesend sind, stellt kiinstlerisches
Arbeiten nicht nur in einen zeitlichen, sondern vor
allem auch in einen ortlichen Zusammenhang. Mit
seinem an die korperlichen Grenzen gehenden und
in dieser Form nicht wiederholbaren Schreibakt, fihrt
Riebel die Beziehung zwischen ihm, dem handelnden
kiinstlerischen Subjekt, der jeweiligen Kunstinstitution
und den Ausstellungsbesucherlnnen als rdaumliche
Dimension sowie nicht zuletzt als wechselseitigen Akt
der Kommunikation vor.

Page 5—situation

“We may distinguish, in writing, between two
situations. In one situation there is a text beside the
writer, in the second there is no such text. [...] It is obvious
that, in the first situation, the creteria for the choice of
letters come from the text which the writer is reading.
We may therefore conclude that in the second situation
the choice is made by some ‘inner reading’ of an invisible
text seen by the writer.”[15] Was Vilém Flusser hier als
“copying” und “true gesture of writing” identifiziert und
unterscheidet, fallt im Ausstellungskapitel Page 5—
situationmitVALIEEXPORTS Performance SCHRIFTZEICHEN
[SCHREIBVERSUCHE] (1973) wieder zusammen.

Mit den handgeschriebenen Blattern verleiht die
Kiinstlerindurch dasKopieren ein und derselbenTextstelle
aus Michel Foucaults Psychologie und Geisteskrankheit[16]
den physiologischen wie psychologischen Bedingungen
[15] Flusser: 2009, s. 5.

[16] Vgl. Michel Foucault: Psychologie und Geisteskrankheit. 15. Auflage, Frankfurt am Main: Suhrkamp, 2012.
[17] Ibid., s. 38.

des Schreibens -im wahrsten Sinn des Wortes-
Ausdruck. Die Korperlichkeit, die den Schreibakt
geradezu zwingend charakterisiert, riickt dabei in den
Vordergrund der Wahrnehmung und die Veranderlichkeit
des Prozesses  wird unter  variierenden
Zusammenhdngen immer wieder neu visualisiert. Fur
SCHRIFTZEICHEN [SCHREIBVERSUCHE] versetzt sich VALIE
EXPORT in unterschiedliche korperliche Zustande, in
Schreibsituationen, um die von Foucault thematisierte
“Verdoppelung des Korpers und Bildung eines alter ego”
zu forcieren und eine “Gesamterfahrung des Korpers”[17]
beim Schreiben zur Diskussion zu stellen. Wie auf den
Papierblattern nachzulesen ist, kopiert die Kiinstlerin
Foucaults Textpassage auf funf unterschiedliche Arten
und setzt mit den Mitteln von Wiederholung und Variation
die Innerlichkeit der Schreibhandlung in Schriftbilder
um:

“Mit beiden Hianden gleichzeitig geschrieben/
Konzentration auf rechte Hand” (Blatt 1), “Mit beiden
Handen gleichzeitig geschrieben / Konzentration auf
linke Hand” (Blatt 2), “Nach Diktat mit beiden Handen
gleichzeitig geschrieben" (Blatt 3), “Nach Diktat mit
beiden Handen gleichzeitig blind geschrieben” (Blatt 4),
“Text zuerst mit der linken Hand dann mit der rechten
Hand aus dem Buch gepaust” (Blatt 5).

Page 6—choice
This Page Intentionally Left Blank
Page 7—fact

In den frithen 1970er-Jahren wurde John Baldessari
vom Nova Scotia College of Art and Design in Kanada
beauftragt, ein ortsspezifisches Kunstwerk anzufertigen.
Da der Kinstler jedoch nicht vor Ort sein konnte, um
sein Werk direkt in den Raumen der Kunsthochschule zu
entwickeln und umzusetzen, erteilte Baldessari folgenden
Auftrag an die Studierenden: “The piece is this: from
ceiling to floor should be written by one or more people,
one sentence under another, the following statement: I
will not make any more boring art”. At least one column
of the sentence should be done floor to ceiling before the
exhibit opens and the writing of the sentences should
continue everyday, if possible, for the length of the exhibit.
I would appreciate it if you could tell me how many times
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the sentence has been written after the exhibit closes.
It should be handwritten, clearly written with correct
spelling.“[18] Parallel dazu hat Baldessari denselben Satz
immer und immer wieder in ein Notizbuch geschrieben
und sich bei diesem Akt der schreibenden Wiederholung
auf Video aufgenommen.

In Kapitel Page 7—fact wird das Schreiben als
Handlungsform thematisiert, die gleichzeitig auf
Tatsachen basiert als sie auch Tatsachen und Realitdten
konstituiert. “The gesture of writing is thus a motion
which results from the coming together of ‘facta’, (things
to be expressed), and ‘data’, (writing utensiles and my
knowledge how to use them). Without the facts the
dates are useless, and without the facts the dates are
ineffective”[19], schreibt Vilém Flusser auf der siebenten
Seite seines Manuskripts. Die Unmoglichkeit der Trennung
des Schreibaktes von den Werkzeugen, die benutzt
werden, um Sprache von der Virtualitat der Gedanken zu
Papier zu bringen, wird im Video I Will Not Make Any More
Boring Art (1971) mit den Mitteln der Iteration sowie mit
jenen der Ironie offensichtlich. Durch die vermeintliche
Trennung von Schreibwerkzeug und Schreibakt, von
Kinstler und Kunstwerk und nicht zuletzt durch die
Trennung von Form und Inhalt setzt Baldessari einen
Kontrakpunkt zum Ziel der selbst auferlegten Aufgabe:
keine langweilige Kunst mehr zu machen.

Page 10—language

Auf der zehnten Seite des Manuskripts von The
Gesture of Writing stellt Vilém Flusser fest, “that we have to
accept the fact that each language is a program for specific
types of thoughts, for a specific ‘universe of discourse’.
Des weiteren ist dem Philosophen zufolge der Prozess
des leisen Formulierens von Sprache, ein Prozess, der der
Verschriftlichung vorangeht, derart an das schreibende
Subjekt gebunden, “that the various branches of the
thought tree grow simultaneously within me and within
the language. (I can no longer distinguish well between
myself and the language at this point).”[20] Das Kapitel
Page 10—language verhandelt die Sprache als fliichtiges
Material, das von seinen kleinsten bedeutungstragenden
Einheiten -Grapheme im Schriftlichen und Phoneme
im Miundlichen- bis hin zu den Ubergeordneten und
ordnenden Systemen -Morphologie, Syntax und
Grammatik- als universelles Merkmal des Menschen gilt.

[18] John Baldessari: Handlungsanweisungen zu "I Will Not Make Any More Boring Art", Transkription und Exzerpt des Videos "Curator Chrissie Iles on John Baldessari's", "I Will Not Make Any More Boring Art", Whitney Museum of American Art,

Dezember 2010, http://youtu.be/YuvZcSXBrkY, [letzter Zugriff: 1. August 2013].
[19] Flusser: 2009, s. 7.
[20] Ibid., s. 10.

In der konzeptuellen kiinstlerischen Praxis von
Fiona Banner steht Sprache sowohl im Zentrum des
Interesses als auch unter Generalverdacht. Die Kiinstlerin
bearbeitet das Medium Text sowohl als semiotisches wie
auch als skulpturales Gebilde und erforscht die Grenzen
des sprachlichen Ausdrucks sowie die wechselseitige
Beziehungvon Bild und Sprache.Banners Buchinstallation
OR Nude Wing Version (2006) sowie das Video All The
World’s Fighter Planes (2005-2006) lesen sich als eine Art
Wirdigung der Ungewissheit sowie der Offenheit von
Sprache. Das Wort “or”, das in unterschiedlichen Arbeiten
von Fiona Banner immer wiederkehrt, unterstreicht die
Unbestimmytheit jeglichen sprachlichen Moments. Banner
verhandelt die Wahlmoglichkeiten, die einem als Sprache
aktiv benutzendes Subjekt nicht nur beim Sprechen
sondern auch beim Schreiben begegnen.

Fir ihre Wort-Vitrinen benutzt Bethan Huws
handelstibliche Metallpaneele, die meist der Anzeige von
Informationen im 6ffentlichen Raum dienen. Die Kistchen,
die je nach Bedarf mit weifden, steckbaren Plastikbuchstaben
versehen werden konnen, befiillt die Kiinstlerin mit eigenen
Texten. Es handelt sich dabei um subtile Wortspiele, die auf
kiinstlerische Produktionsprozesse,auf die Kunstgeschichte,
den Alltag und nicht zuletzt auf die Mehrdeutigkeit der
Worter verweist, die die Kiinstlerin gerade verwendet. Bei
Untitled (Le Ready-Made...) (2008) benutzt Bethan Huws die
Wortfolge LEREADY-MADE/WORDS ARE EQUALLY READY-
MADES / BUT LANGUAGE IS NOT, um auf die Arbitraritat
der Sprache[21] sowie auf ihre gleichzeitige Symbolkraft
zu verweisen. Das Readymade wird als avantgardistisches
Konzept aus dem Bereich der bildenden Kunst in das Feld
der Sprache gefiihrt und dort mit ebendiesen Mitteln zur
Diskussion gestellt.

Im Unterschied zu Fiona Banner und Bethan Huws
arbeitet Jorg Piringer in abcdefghijklmnopgrstuvwxyz (seit
2009) nicht mit der Fixierung von Buchstaben, sondern mit
bewegten Textbildern, um der Wandelbarkeit von Sprache
einmal mehr Ausdruck zu verleihen. Es handelt sich dabei
um eine audiovisuelle Stimmperformance, bei der Bild
und Klang in Echtzeit erzeugt werden. Eine vom Kinstler
entwickelte Software nimmt seine Stimme wahrend der
Performance auf und analysiert sie mit den Ziel, abstrakte
Kompositionen hervorzubringen, die gleichermafden
aus Bild, Text und Sound bestehen. Die Autonomie der
Bewegung und das Verhalten des visuellen Materials wird

[21] Vgl. Ferdinand de Saussure: Grundfragen der allgemeinen Sprachwissenschaft. 2. Auflage, hg. von Charles Bally und Albert Sechehaye, Berlin: Walter de Gruyter, 1967.

in Echtzeit erzeugt und beeinflusst den Sound. Aus dieser
Wechselseitigkeit entwickelt sich eine autopoetische
Performance zwischen Schrift, Laut und Form.

Page 13—spoken

Als Kontrastmittel zum geschriebenen Wort steht
in Kapitel Page 13—spoken die Handlung des Sprechens im
Vordergrund. Vilém Flusser schreibt, dass “the difference
between writing and speaking with regard to thinking is
one of immediacy. If we keep in mind that we have now
defined ‘thinking’ as the reading of an invisible text in
a silent spoken language, (and not, as we did earlier, as
a process wich presses toward a language), it is evident
that ‘to speak’ means ‘to think aloud’, namely to give
voice to the silent spoken language one is reading.”[22]
Im Gegensatz zu Auf3erungen, welche die Welt lediglich
be-schreiben, schreiben sich performative Sprechakte
gleichsam in die Wirklichkeit ein -sie schreiben die
Wirklichkeit. Page 13—spoken thematisiert den Fluss und
Ruckfluss zwischen gesprochener und geschriebener
Sprache als notwendige wechselseitige Beziehung.

Falke Pisano benutzt sowohl die Mittel der Sprache
als auch die des Schreibens, um kiinstlerisches Handeln,
die Potentiale von Abstraktion und die Dialogizitdt von
Objekten und ihren Betrachterlnnen zu thematisieren.
Ausgehend von sprachtheoretischen Ansatzen der Kunst
des 20. Jahrhunderts wirft die Kunstlerin mit der Skulptur
Figure 4 (Production of Speech) (2009) sowie mit der Installation
des Buchs Figures of Speech (2010) Fragen auf, wie sich
Kunstwerke durch die unterschiedlichen Methoden der
Produktion, Dokumentation und Distribution verindern
und welche Rolle die Beteiligung von BetrachterInnen in
der gegenwartigen kinstlerischen Produktion hat. Durch
geschriebene Texte, Vortrage und aufgenommene Lesungen
wird mit Figures of Speech das Schreiben als Formulieren und
Reformulieren von Ideen, als performative Geste, vorgefiihrt.

Bei Karin Sanders 4 Audio Pieces (2009) handelt
es sich um eine Edition, die von der Kiinstlerin fiir die
Ausstellung mit dem Titel Zeigen. Eine Audiotour durch
Berlin entwickelt wurde. Fir dieses Projekt hat Sander
Kinstlerkolleglnnen gebeten, die eigenen Methoden
und Strategien sowie die eigene kiinstlerische Arbeit in
Form eines gesprochenen Beitrags zu be-schreiben. Aus
diesem Prozess ist eine vielfaltige Sammlung akustischer
Statements entstanden, die von gesungenen tiber frei

[22] Flusser: 2009, s. 13.
[23] Ibid., s. 16.

gesprochenen bis hin zu vorgelesenen Wortspenden
reicht. 4 Audio Pieces zeigt die Transkription ausgewahlter
Sprechakte, die jedoch nicht mit der Bedeutungen der
verwendeten Worter sondern mit ihrer lautmalerischen
Qualitdat sowie mit den artikulatorischen Moglichkeiten
der menschlichen Lautorgane operieren.

Fur das Video The History of the Typewriter recited
by Michael Winslow (2009) hat Ignacio Uriarte die
Klange der Tastenanschldge von 62 unterschiedlichen
Schreibmaschinen aufgenommen und vom Schauspieler,
Stimm- und Lautimitator Michael Winslow nachstellen
lassen. Die aus unterschiedlichen Epochen und Landern
stammenden Schreibmaschinen, denen unterschiedliche
Technologien zugrundeliegen, fihrt der Schauspieler
in chronologischer Reihenfolge vor und vollzieht dabei
eine Zeitreise durch nahezu 100 Jahre Geschichte. Unter
der Anleitung von Ignacio Uriarte ist mit The History of
the Typewriter recited by Michael Winslow eine Hommage
an die klanglichen Qualitdten der Schreibmaschine und
ihrer vergangenen Prdsenz im Arbeitsalltag des Biiros
entstanden.

Page 16—reading

Innerhalb der Ausstellung This Page Intentionally
Left Blank nimmt das Kapitel Page 16—reading eine
Sonderstellung ein. Fur diesen Zusammenhang wurden
keine existierenden Kunstwerke in das kuratorisch-
editorische Konzept eingebunden, sondern Arbeiten
eigens fiir die Recherche in Auftrag gegeben.Vilém Flusser
schreibt, “that the gesture of writing aims at texts to be
read by others. That it is a gesture of ‘communication’.
That the surface it impresses the letters upon is not the
final aim of the gesture, but only a medium through which
the gesture aims at readers.”[23] Dieses Verstandnis
vom Schreiben als Akt der Kommunikation zwischen
unterschiedlichen Beteiligten findet in Page 16—teading
auf Flussers Essay selbst Anwendung. Ein Schriftsteller,
ein bildender Kinstler und zwei Designerlnnen wurden
eingeladen, sich dem Text aus ihrer Position anzundhern
und auf diese Weise die kuratorische Interpretation von
The Gesture of Writing mit ihren je eigenen Mitteln zu
erweitern.

Als Autor des Buchs Uncreative Writing schreibt
Kenneth Goldsmith, dass “words are no longer primarily
transparent content carriers; now their material quality
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must be considered as well. The page becomes a canvas,
with the negative spaces between the words taking on
as much import as the letters themselves. The text
becomes active, begging us to perform it, employing
the spaces as silences.”[24] Mit achtzehn Texten
in einer Lange von je maximal 200 Wortern nimmt
Goldsmith Bezug auf die Struktur der Recherche von
Possible Content for 18 Pages. Die durch das kuratorisch-
editorische Verfahren aus dem Manuskript von Vilém
Flusser extrahierte Liste an Schlagwortern dehnt
Goldsmith insofern aus, als er nach seiner Lektilire des
Textes mit einem eigenen Schreibakt darauf reagiert.

Ausgehend vom Begriff “reading” entwickelt
der bildende Kiinstler Michael Kargl ein Objekt, das
sowohl in Bezug zur Ausstellung als auch zu einer
Textpassage aus Vilém Flussers Essay sowie nicht
zuletzt zu seiner eigenen kiinstlerischen Praxis
steht. Im Eingangsbereich der Ausstellung werden
die BesucherInnen vom Leuchten eines skulpturalen
Objekts empfangen. Untitled (...at readers) (2014)
spricht Passantinnen geradezu an - dhnlich einem
geschriebenen Text, der Flusser zufolge stets das Ziel
verfolgt, Kommunikation zwischen dem/der Autorin
und dem/der LeserIn herzustellen. Im Seitenverhéltnis
1:414213562 referiert der Leuchtkasten dartiber hinaus
auf das gdngige DIN-Papierformat, ohne dabei seine
Qualitaten als Skulptur zu verlieren.

Ahnlich wie Kenneth Goldsmith und Michael
Kargl legen auch die DesignerInnen Ulrich Kehrer und
Agnes Miesenberger ihre Recherche zur Typografie
an die formal-dsthetischen Voraussetzungen des
originalen Manuskripts von Vilém Flusser an. Der mit
Schreibmaschine getippte Essay dient ihnen mit all
seinen typografischen Unregelmafiigkeiten, seinen
Fehlern in der Linienfiihrung und der besonderen Form
der von Flusser benutzten Interpunktion aber nicht
nur dazu, eine neue Schrifttype zu entwickeln, die zur
grafischen Gestaltung der Ausstellung herangezogen
wird. Die Recherche manifestiert sich auch als
raumliches Arrangement, das von den Besucherlnnen
als experimentelle Typografie gelesen und nicht zuletzt
als Installation betrachtet werden kann.

[24] Goldsmith: 2001, s. 18.

Possible Content for 18 Pages
Franz Thalmair

Possible Content for 18 Pages is a research project
about writing. Vilém Flusser’s essay The Gesture of Writing[1]
provides its thematic and formal-aesthetic foundation,
a text that the author not only published but also wrote
in different languages. “To write,” says the philosopher
about the requirements that should lead to a complete
piece of writing, “we need several things”: among others,
“a blank surface, for instance a white leaf of paper”, “an
instrument which contains a matter that contrasts with
the whiteness of the paper”, “the letters of the alphabet”,
“the convention which gives a meaning to the letters”,
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orthography’ = correct writing”, “the rules which order
that language, what is called ‘grammar’”, “an idea to be
expressed in a language”, and “a motive to express that
idea”.[2] Writing, however, is more than just a pragmatic
chain of diverse requirements, functions, and capacities.
Flusser also describes the act of writing as a “perforating”
and “penetrating” gesture. “To write is to in-scribe, to
penetrate a surface, and a written text is an inscription,
although as a matter of fact, it is in the vast majority of
cases an onscription. Therefore to write is not to form,
but to in-form, and a text is not a formation, but an in-
formation.”[3] And thus a broad gesture.

In his investigations of everyday human gestures
Vilém Flusser ranks writing among other gestures such
as speaking, painting, making, destroying, shaving,
or calling someone on the telephone. In all of these
phenomena he considers the gesture as “a movement of
the body or of a tool attached to the body”; but his main
interest concerns the fact that it is a type of movement
“for which there is no satisfactory causal explanation”.
[4] Namely, it does not suffice to regard gestures as
mechanical sequences of movements of bodies, body
parts, or their possible extensions. For Flusser it is
also unsatisfactory to view gestures as the result or as
the combination of the physical and psychological, of
cultural, social, or any other factors. In keeping with
his understanding of gestures, we are dealing with “an
expression of an intention”, with a physical-motoric act
“through which freedom is expressed in order to reveal
or conceal the one who gestures for others”.[5] Thus, the
meaning of gestures in everyday life, their artificiality,
and hence their symbolism can only be understood in the

[1] Vilém Flusser, The Gesture of Writing [manuscript] in Flusser Studies 08, eds. Rainer Guldin et al, Lugano,
May 2009, http://www.flusserstudies.net [accessed August 1, 2013].

2] Ibid., 2.

3] Ibid., 1. . . . ) .

4| Vilém Flusser, Gestures (Minneapolis: University of Minnesota Press, 2014).

s °

Frankfurt am Main: Fischer, 1994), 221.

Translated for this publication from: Vilém Flusser, “Die Geste des Schreibens” in Gesten. Versuch einer Phdnomenologie.

interplay between the bodies that gesture, the tools, and
last but not least the recipients of the intention conveyed
through the respective body movement.

The curatorial-editorial project Possible Content for
18 Pages employs the contentual, formal, and material
aspects of Flusser’s analysis of writing to explore this
cultural technique at the intersection of linguistic,
visual, physical, and spatial communication and thereby
emphasize both the productive and reproductive
character of the act of writing. As the title of the project
suggests, the originally typewritten piece of text[6],
which today circulates the Internet as a scanned PDF,
will not only be used as a thematic framework. At the
same time, it is the first—both virtually and literally—
object of the research, thus an artifact, whose formal-
aesthetic quality as such likewise plays a role for the
research. Corresponding with the scope of Vilém Flusser’s
manuscript, Possible Content for 18 Pages is structured into
eighteen units. A keyword is assigned to each page of the
work, which is derived from the prevalence of the words
that Flusser uses to formulate his thoughts about writing.
The Gesture of Writing was typed word for word in order to
approach the text material with physical means, with the
physical act of writing. In a following step, the wealth of
reproduced words was ordered page for page according to
their frequency and thereby abstracted. The list of words
resulting from this process, which spans from Page 1—
surface to Page 18—universe, in the end determines the
underlying structure of the research project. Individually,
the eighteen terms serve as thought models to formulate
the different forms of writing in detail. As a whole, the list
of words represents a formal analysis of Vilém Flusser’s
gesture of writing.

Possible Content for 18 Pages employs artistic
strategies of writing in order to discuss them from a
curatorial-editorial perspective with their own means—
those of writing. In methodological terms the project can
be read as an act of Uncreative Writing[6]. According to
Kenneth Goldsmith, this involves a contemporary writing
practice in which— due to digital technologies—the role
of the writing subjects has shifted “from the traditional
position of being solely generative entities to information
managers with organizational capacities” and where
“writers are potentially poised to assume the tasks once
thought to belong only to programmers, database miners,
and librarians, thus blurring the distinction between

archivists, writers, producers, and consumers”.[7] Furthermore,
the curatorial and editorial process that forms the basis for
the research is conceived as an “adaptive discipline, using
and adopting inherited codes and rules of behaviour.”[§]
By adapting to the departure material—through the
contentual, formal, and material appropriation of the
text that Vilém Flusser typed on a typewriter—a kind
of resonance space emerges, facilitating a continuous
flow and return between artistically productive subjects,
forms, and materials and the recipients. In this light, the
aim of the project Possible Content for 18 Pages is not only
to present artistic strategies and writing methods and
explore them in a contemporary context but also to focus
on the own curatorial-editorial practice in a self-reflexive
manner.

This Page Intentionally Left Blank

This Page Intentionally Left Blank is the first in a
series of exhibition projects based on the wide-reaching
research project Possible Content for 18 Pages. Covering
literary, artistic, and curatorial-editorial fields of action,
the exhibition features eight from the total of eighteen
research chapters, reflecting upon the act of writing at
the interface of linguistic, visual, physical, and spatial
communication. Following the keywords, which inform
the structure of the research on the basis of Vilém
Flusser’s essay The Gesture of Writing, diverse facets of the
act of writing are addressed and presented in a spatial
arrangement. The list of the research chapters installed in
the exhibition space with the respective keywords ranges
from Page 1—surface and Page 2—habit through Page 5—
situation, Page 6—choice, Page 7—fact to Page 10—language,
Page 13—spoken, and Page 16—reading.

The departure point for the exhibition This Page
Intentionally Left Blank is chapter Page 6—choice, which
refers to those mechanisms that decisively influence the
act of writing as well as curating. Both the writing of texts
and the composition of exhibitions imply a dimension
that (re-) orders reality. The performative power of the
act of writing[9] lies, above all, in the authors’ decision
about which of their ideas flow into the design of a text
and which stylistic means and tools they use to make
them visible/readable for others. By analogy, the reality-
constituting function of exhibitions lies in the selection
of artworks, which constructs a narration in their spatial
arrangement and consequently evidences authorship,

[6] Cf. Kenneth Goldsmith, Uncreative Writing. Managing Language in the Digital Age. (New York: Columbia University Press, 2011).

[7] Tbid., 15.
[8] Paul O'Neill, ed., Curating Subjects. (Amsterdam: De Appel, 2007), 13.

[9] Cf. John Langshaw Austin, How To Do Things With Words, eds. J. O. Urmson and Marina Sbisa, 2nd ed. (Cambridge, MA: Harvard University Press, 1975).
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a curatorial authorship. The decision not to exhibit
artworks in chapter Page 6—choice and thus refrain
from drawing connections under the guiding concept of
“choice”, however, not only thematizes the mechanisms
of inclusion and exclusion underlying both writing and
curating. Moreover, the title of the exhibition This Page
Intentionally Left Blank also refers to a phenomenon that
originates in the print world, which further underlines
the self-reflexive momentum of the overall research.

This Page Intentionally Left Blank makes reference
to so-called blank pages. These pages are intentionally
left unprinted by bookmakers and serve as placeholders,
to fill surplus book space or to structure the content.
The fact that these “white pages”[10] are included in
the pagination of a printed work illustrates that it is not
simply about coincidental or even forgotten elements,
rather there is quite definitely an intention behind these
blank spaces. So readers don’t have the impression that
there is a printing or binding mistake in the book, blank
pages are marked in some cases with the note “This page
intentionally left blank”. The paradox of this written
marking is that the sentence infiltrates itself through
suspending with text the very blank space that it is
simultaneously trying to articulate.

The exhibition This Page Intentionally Left Blank draws
from the contrariness of this momentum, a momentum
in which the readers are cast into an infinite perceptual
loop between linguistically conveyed content, text form,
and the carrier medium and confronted with the material-
haptic properties of an otherwise empty piece of paper. In
addition to the format, the surface quality, to the weight
and the color of the used paper, also the context in which
the apparently vacant page is embedded comes to the
perceptual fore. This enables the gaze to wander from the
microcosm of the printed letters to the macrocosm of the
greater printed work—part of which, in turn, are the words
“This page intentionally left blank”. Chapter Page 6—choice
breaks with the otherwise continuous curatorial-editorial
process of assigning a selection of artworks to each of the
eighteen keywords from the research and placing them in
different contexts. With the absence of content, a thought
space is established in this chapter that allows for reflection
upon one’s own actions, upon writing and curating. Last but
not least, this thought space manifests in the exhibition
This Page Intentionally Left Blank as a textual and visual
interruption, as a void.

Page 1—surface

The first research chapter of Possible Content for
18 Pages and the beginning of the exhibition This Page
Intentionally Left Blank addresses the term “surface”. “Some
place some time in Mesopotamia people began to scratch
soft clay bricks with sticks, and then burned them to
harden the scratched surface,’[11] notes Vilém Flusser on
the history of the gesture of writing. Beyond the surface
as such, which is changed in its quality through the act
of writing, Page 1—surface also deals with the actions
that lead to these changes. Under discussion are the
means and methods that artists employ in the twenty-
first century to put an idea from the world of thoughts, a
virtual world, on material surfaces and thereby inscribe it
in reality.

Wade Guyton’s artist books Zeichnungen fiir ein
grofSes Bild (2010) [Drawings for a Big Picture], Zeichnungen
fiir ein kleines Zimmer (2011) [Drawings for a Small Room],
and Zeichnungen fiir lange Bilder (2013) [Drawings for Long
Images] are placeholders for an artistic practice in which
the borders between painting, drawing, and photography
dissolve completely. Guyton prints canvases with
abstract geometric forms and calls the results “painting”.
Pages ripped out from obsolete art journals are worked
on with inkjet printers, serving as the carrier medium
for his “drawings”. The abstract language that the artist
developed with standardized word processing programs
on the computer as well as the results of this work flow
are further enhanced by the fluctuations in print quality.

Similar to the way Wade Guyton works with
conventional computer programs, Joséphine Kaeppelin
prefers to use Microsoft Word and off-the-shelf printers
to bring monochrome color surfaces and graphic
patterns to paper. Also in Untitled (2012) the computer
as a text processing instrument enables the artist to
design abstract compositions and to inscribe them into
aluminum sheets typically found on the back of industrial
machines as cladding panels. Computer programs and
the predictability of the results they produce are also one
of the central aspects of her artistic formal language. In
her inscriptions on paper Kaeppelin is always aware that
the machine is visible as a co-author in her work.

[10] Cf. Thomas Macho, “Shining oder: Die weif3e Seite” in Weif3, eds. Wolfgang Ullrich and Julian Vogel (Frankfurt am Main: Fischer, 2003), 17-29.

[11] Flusser, The Gesture of Writing, 1.

In contrast to Wade Guyton and Joséphine Kaeppelin,
Anita Witek works with the surfaces of lifestyle and
fashion magazines, which she cuts up and re-uses as
individual pieces in her collages. In her artistic practice
she concentrates less, however, on the objects and the
people portrayed in the photographs and more on the
backgrounds that are normally used to stage the depicted
subjects. With the spatial layering of larger-than-life
advertising posters in Surface Treatment (2014) the artist
explores the fundamental differences between reality and
representation, between material and image, between
original and reproduction, as well as the conditions
of contemporary image production between everyday
culture and art.

Page 2—habit

“Writing has become for us more than a habit,
but a sort of second nature,” writes Vilém Flusser on the
second page of his manuscript and continues: “This is
the reason why we do not think of it while performing
the gesture.”[12] The theme of the second chapter Page
2—habit is the conventions and the in part unconscious
habits linked to the act of writing. Writing is indeed a
culturally informed act and, similar to language in general,
a system based on consensus. However, the methods of
writing are always dependent on the writing subjects, on
their psychological and physiological conditions, and last
but not least on the societal context where they are. Page
2—habit addresses different expressions of the gesture of
writing as an affective graphic gesture.

Daniel Hafner’s sculpture Travelling Waves (2011)
builds upon a multifaceted graphic developmental
process between analog and digital working methods.
The artist makes gestural hand drawings with the
computer and transforms them step by step to attain
different graphic states of being. In the end, Hafner brings
this process of translating a human gesture from a hand
drawing into a digital graphic to a three-dimensional
form and therewith back into the realm of the analog.
“It is precisely this multiple media transfer, the aesthetic
‘surplus’ of the process of making, that is enigmatically
ingrained in the mesh of lines of the Travelling Waves.”[13]
Hence, the precision of the sculptural form contradicts
the originality of the initial drawing.

[12] Tbid., 2.

Unlike Daniel Hafner, Marianne Holm Hansen
doesn’t work with digital tools rather exclusively with
analog means in the series Typing (Not Writing) (2011-). In
her works typed on the typewriter the spontaneity and
the immediacy of the act of writing are central. Similar to
écriture automatique, the artist employs a method in which
writing is rendered uncensored and without controlled
interventions. Abandoning intentionality to the greatest
extent possible, words, sentences, and chains of words are
repeated on pieces of paper, ultimately resulting in text
images. In Typing (Not Writing) what is generally considered
incorrect in writing with regard to orthography, grammar,
or punctuation proves to be a desired and forced method
in the visualization of typing itself.

Also Stefan Riebel works with methods of
repetition and the variations that result from the same
repetition. In the performance I AM HERE BECAUSE YOU
ARE HERE (2014) he scribbles the same sequence of words
on the wall of the exhibition space over the course of three
days. Riebel’s performance in the presence of exhibition
visitors places artistic work not only in a temporal
context but above all in a spatial frame of reference. In
this act of writing that goes to the physical limits and
cannot be repeated in this form, Riebel demonstrates the
relationship between him—the acting artistic subject—
the respective art institution, and the exhibition visitors
as a spatial dimension and ultimately as a reciprocal act
of communication.

Page 5—situation

“We may distinguish, in writing, between two
situations. In one situation there is a text beside the
writer, in the second there is no such text. [...] It is obvious
that, in the first situation, the criteria for the choice of
letters come from the text which the writer is reading.
We may therefore conclude that in the second situation
the choice is made by some ‘inner reading’ of an invisible
text seen by the writer.”[14] What Vilém Flusser identifies
and differentiates here as “copying” and a “true gesture
of writing” concur once again in the exhibition chapter
Page 5—situation with VALIE EXPORT’s performance
SCHRIFTZEICHEN [SCHREIBVERSUCHE] (1973).

With handwritten pages the artist expresses the
physiological and psychological conditions of writing—

[13] Gerd Zillner, “Daniel Hafner'’s Drawings” in Dialogue(s) - Reflecting on All Things Merely Experienced, ed. Monika Pessler (Vienna: Kiesler Foundation, 2012), 5-10, here: 6.

[14] Flusser, 5.
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in the truest sense of the word—by copying one and
the same text passage from Michel Foucault’s Mental
Illness and Psychology.[15] The corporeality, which almost
compulsively characterizes the act of writing, shifts to
the fore of perception, and the mutability of the process
is revisualized time and again in varying contexts. In
SCHRIFTZEICHEN [SCHREIBVERSUCHE] VALIE EXPORT puts
herself in different physical states, in writing situations,
in order to expedite Foucault’s “duplication of the body
and the constitution of an alter ego” and to trigger a
discussion on “the total experience of the body”[16] while
writing. As can be read from the pieces of paper, the artist
copied Foucault’s text passage in five different ways and
translated the inner reading of the act of writing into word
images by means of repetition and variation:

“Written with both hands at the same time /
Concentrating on the right hand” (sheet 1) [Mit beiden
Handen gleichzeitig geschrieben / Konzentration auf
rechte Hand (Blatt 1)], “Written with both hands at the
same time / Concentrating on the left hand” (sheet 2) [Mit
beiden Handen gleichzeitig geschrieben / Konzentration
auf linke Hand (Blatt 2)], “Written with both hands from
dictation” (sheet 3) [Nach Diktat mit beiden Handen
gleichzeitig geschrieben (Blatt 3)], “Written blind with both
hands from dictation” (sheet 4) [Nach Diktat mit beiden
Handen gleichzeitig blind geschrieben (Blatt 4)], “Text
traced from the book first with the left hand and then with
the right hand” (sheet 5) [Text zuerst mit der linken
Hand dann mit der rechten Hand aus dem Buch gepaust"
(Blatt 5)]

Page 6—choice
This Page Intentionally Left Blank
Page 7—fact

In the early 1970s John Baldessari was
commissioned by Nova Scotia College of Art and Design
in Canada to make a site-specific artwork. As the artist
could not be on site to develop and realize his work in the
rooms of the art school, Baldessari issued the following
assignment to the students: “The piece is this: from
ceiling to floor should be written by one or more people,
one sentence under another, the following statement: ‘I
will not make any more boring art’. At least one column
of the sentence should be done floor to ceiling before the

16)
17
2010, http://youtu.be/YuvZcSXBrkY [accessed: August 1,2013].
18] Flusser, 7.

19] Ibid., 10.

Ibid., 21.

exhibit opens and the writing of the sentences should
continue everyday, if possible, for the length of the exhibit.
I would appreciate it if you could tell me how many times
the sentence has been written after the exhibit closes.
It should be handwritten, clearly written with correct
spelling.”[17] Parallel, Baldessari wrote the text over and
over again in his notebook and video recorded himself
doing this act of written repetition.

In chapter Page 7—fact writing is thematized as an
act that is based on facts and at the same time constitutes
facts and realities. “The gesture of writing is thus a
motion which results from the coming together of ‘facta’,
(things to be expressed), and ‘data’, (writing utensiles
and my knowledge how to use them). Without the facts
the dates are useless, and without the facts the dates are
ineffective,”’[18] writes Vilém Flusser on the seventh page
of his manuscript. The impossibility of separating the act
of writing from the tools that are used in order to transfer
language from the virtuality of thoughts to paper becomes
evident in the video I Will Not Make Any More Boring Art
(1971) through the means of iteration as well as that of
irony. Through the apparent separation of the writing tool
and the act of writing, of the artist and the artwork, and
not least through the separation of form and content,
Baldessari makes a counterpoint to the self-imposed task:
not making any more boring art.

Page 10—language

On the tenth page of the manuscript The Gesture
of Writing Vilém Flusser states “that we have to accept
the fact that each language is a program for specific
types of thoughts, for a specific ‘universe of discourse’.
Furthermore, the process of the silent formulation of
language—a process that precedes the writing of text—is
bound to the writing subject to such an extent “that the
various branches of the thought tree grow simultaneously
within me and within the language. (I can no longer
distinguish well between myself and the language at this
point).”[19] Chapter Page 10—language deals with language
as an ephemeral material that is deemed a universal trait
of humans, from its smallest meaningful unit — graphemes
in written language and phonemes in spoken—to its
superordinate and ordering systems—morphology,
syntax, and grammar.

In Fiona Banner’s conceptual artistic practice,

15] Cf. Michel Foucault, Mental Illness and Psychology, trans. Alan Sheridan (Berkeley, CA: University of California Press, 1987).

John Baldessari, Instructions for “ Will Not Make Any More Boring Art”, transcript and excerpt of the video “Curator Chrissie Iles on John Baldessari’s ‘I Will Not Make Any More Boring Art’”, Whitney Museum of American Art, December

language isboth at the center of interest and under general
suspicion. The artist works with the medium text as a
semiotic and sculptural entity and investigates the borders
of linguistic expression and the reciprocal relationship
between image and language. Banner’s book installation
OR Nude Wing Version (2006) and the video All The World’s
Fighter Planes (2005-2006) read like an appreciation of the
uncertainty and openness of language. The word “or”,
which often recurs in different works by Fiona Banner,
underscores the vagueness of every linguistic moment.
Banner addresses the choices that one encounters, as a
subject actively using language, not only while speaking
but also while writing.

For her word vitrines Bethan Huws employs
standard metal panels that are usually used to display
information in public space. The boxes, which can be
furnished with white plug-in plastic lettering as required,
are filled by the artist with her own texts. They are subtle
word games that refer to the artistic production process,
to art history, to the everyday, and also to the ambiguity
of the words that the artist is using at the moment. In
Untitled (Le Ready-Made...) (2008) Bethan Huws uses the
word sequence LE READY-MADE / WORDS ARE EQUALLY
READY-MADES / BUT LANGUAGE IS NOT to draw attention
to the arbitrariness of language[20] and to its simultaneous
symbolic power. The ready-made as an avant-garde
concept in fine arts is transferred to the realm of language
for discussion with precisely these means.

In abcdefghijklmnopqrstuvwxyz (2009-) Jorg Piringer
doesn’t work with the fixation of letters like Fiona Banner
and Bethan Huws but with moving text images, once again
emphasizing the mutability of language. It is an audio-
visual voice performance in which image and sound are
created in real time. A software developed by the artist
records his voice during the performance and analyzes it
toyield abstract compositions of image, text, and sound in
equal measure. The autonomy of the movement and the
behavior of the visual material are generated in real time
and influence the sound. From this reciprocity evolves
an autopoetic performance between writing, sound, and
form.

Page 13—spoken

As a means of contrasting written word, chapter
Page 13—spoken focuses on the act of speaking. Vilém

Flusser writes that “the difference between writing and
speaking with regard to thinking is one of immediacy.
If we keep in mind that we have now defined ‘thinking’
as the reading of an invisible text in a silent spoken
language, (and not, as we did earlier, as a process which
presses toward a language), it is evident that ‘to speak’
means ‘to think aloud’, namely to give voice to the silent
spoken language one is reading.”[21] Unlike expressions,
which simply de-scribe, performative acts of speaking, as
it were, in-scribe themselves in reality—they write reality.
Page 13—spoken deals with the flow and return between
spoken and written language as a necessary reciprocal
relationship.

Falke Pisano uses both the means of language as
well as the means of writing to explore artistic activity,
the potential of abstraction, and the dialogicity of objects
and their observers. On the basis of language theoretic
approaches in twentieth century art, the artist raises
questions in her sculpture Figure 4 (Production of Speech)
(2009) and the installation of the book Figures of Speech
(2010) about how artworks change through different
methods of production, documentation, and distribution
and about the role the participation of the observer plays
in contemporary artistic production. Through written
texts, lectures, and recorded readings, Figures of Speech
presents writing as the formulation and reformulation of
ideas, as a performative gesture.

Karin Sander’s 4 Audio Pieces (2009) is an edition
the artist developed for the exhibition Zeigen. An Audio
Tour through Berlin. For this project Sander asked her
artist colleagues to de-scribe their own methods and
strategies and their own artistic work in the form of a
spoken contribution. A multifaceted collection of acoustic
statements accumulated from this process, ranging from
sung to freely spoken and read word donations. 4 Audio
Pieces presents the transcription of select acts of speaking,
which do not deal with the meaning of the words used,
however, but with the onomatopoetic quality and the
articulatory potentials of the human vocal organs.

For the video The History of the Typewriter recited by
Michael Winslow (2009) Ignacio Uriarte recorded the sound
ofkeystrokes from 62 different typewriters and asked actor
and voice/sound imitator Michael Winslow to interpret
them. The typewriters of different ages and origins,
which employ different technologies, are performed by

[20] Cf. Ferdinand de Saussure, Grundfragen der allgemeinen Sprachwissenschaft, eds. Charles Bally and Albert Sechehaye, 2nd ed. (Berlin: Walter de Gruyter, 1967).

[21] Flusser, 13.
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the actor in chronological order and thereby encompass
a time travel through nearly 100 years of history. Under
the guidance of Ignacio Uriarte, The History of the Typewriter
recited by Michael Winslow achieves a homage to the
acoustic qualities of the typewriter and its past presence
in everyday office life.

Page 16—reading

Chapter Page 16—reading has a special place in the
exhibition This Page Intentionally Left Blank. In this case
no existing artworks were integrated into the curatorial-
editorial concept rather works that were commissioned
especially for the research project. Vilém Flusser writes
“that the gesture of writing aims at texts to be read by
others. That it is a gesture of ‘communication’. That the
surface it impresses the letters upon is not the final
aim of the gesture, but only a medium through which
the gesture aims at readers.”[22] In Page 16—reading this
concept of writing as an act of communication between
different participants is applied as such to Flusser’s essay.
A writer, a visual artist, and two designers were invited to
approach the text from their positions and enhance the
curatorial interpretation of The Gesture of Writing each with
their own means.

As author of the book Uncreative Writing Kenneth
Goldsmith writes that “words are no longer primarily
transparent content carriers; now their material quality
must be considered as well. The page becomes a canvas,
with the negative spaces between the words taking on as
much import as the letters themselves. The text becomes
active, begging us to perform it, employing the spaces as
silences.”[23] With eighteen texts each with a maximum
length of 200 words Goldsmith makes reference to the
structure of the research project Possible Content for 18
Pages. The list of words extracted from the manuscript
of Vilém Flusser in the curatorial-editorial process is
expanded by Goldsmith in this sense as he responded
with his own act of writing after reading the text.

Based on the term “reading”, visual artist Michael
Kargl developed an object that draws connections with
the exhibition and a text passage from Vilém Flusser’s
essay, and with his own artistic practice as well. In the
entrance area of the exhibition visitors are welcomed
by the glow of a sculptural object. Untitled (...at readers)
(2014) virtually speaks to passers-by—similar to a written

[22] Tbid., 16.
[23] Goldsmith, 18.

text, which according to Flusser always aims to create
communication between the author and the reader.
Moreover, with an aspect ratio of 1:414213562 the light
box alludes to the common DIN paper format without
losing its qualities as a sculpture.

Like Kenneth Goldsmith and Michael Kargl, the
designers Ulrich Kehrer and Agnes Miesenberger connect
their research on typography with the formal-aesthetic
qualities of the original manuscript of Vilém Flusser. The
essay typed on a typewriter—with all its typographic
inconsistencies, mistakes in the line layout, and the
particular punctuation style used by Flusser—not only
informed the development of a new font style, which is
used for the graphic design of the exhibition; the research
also manifests as a spatial arrangement, which can be
read by visitors as experimental typography as well as an
installation.

Bu sayfa bilerek bos birakilmistir. This page intentionally left blank
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ilém Flusser
The gesture of writing.
To write means, of course, to perform i
(for instance chelk, or ink), is putpun a 3u::a::ti?n 7 XL OR Y maan AT
er a leaf of paper), to form & specifi % DT A R
the tools used uring thi : ¢ pattern, (for instance letters). sng
uring 8 action, (for instance brushes and typewriters)

are instruments which add samething to something. Thus one would auppoﬂglth
the gesture of writing is a constructive gction, if by nconstruction" we maa:
the bringing together of various objects to form a naw structire( ="con-atruc
tion"). But this is misleading. If we want to seize what the gesture of wr;
ing really is about, we have to consider its original form. If we may trust
archeology, writing, at least as far as the Occident ia concerned, wWas origin
ally en act of engraving. The Greek verb "grapheinn 8till connotates this.-
Some place some ﬁima in Mesopotamia people began to secratch soft elay bricks
with sticks, am then burned them to harden the scratched surface. And althou
we no longer do such a thing very often, it is this half-forgotten gesture of
scratching whick is the essence, ("eidoe"), of writing. It has nothing to deo
wkth constructing. It is, on the contrary, a taking away, m de-strueting. It
is, beoth structurally and historically, closer to sculpture than te architec-
ture. It is a gesture of making holes, of digeging, of perforating. A pene-
trating geature. To write is to in-scribe, to penetrate a surface, and a
written text is an {pscription, although as & matter of famet it is in the vas
majority of cases an omscription. Therefore gto write is not to form, but to
in-form, and a text is not a formation, but an in-formation. I believe that
we have to start from this fact, if we want to underatand the geature of writ
ing: it iz a penetrating gesture which informe a surface.

Of courae: we are not awere of that fatc while performing that gesture.
We do not think ebout the act of writing while writing, but abeut what we are
writing, (which is, if you consider it, & dubious statement). Writing has be
come & habit, and habits are what we do without having to think about it. I;
fact: writing has tecome more than & hebit. There ia, if I am not mistaken,
& writing center in our brain, so that we are scmehow born with the capacity
for writing, like birds are born with the capacity for nest tuilding. Althou
such A paralell is probably misleading. Writing cannot be in our "genetic
Program“ the same way nest building is in the genetic program of birds, be-
cause, after all, it is & cultural, not a natural, behavior pattern. It does
not come to us like the behavier of sucking, for instance. It comes to us
rather like the behavjor of walking and apeaking: we have to learn i%, but
we must learn it, if we are to bebave according to human nature. But again:
writing doea not seem to belong %o the same level as do walking and speaking.
It seems to be more suverficial, more recent, and therefore it is learned

later in life, and many never learn it. And altheugh it is diffieult to i-

7 rA Lo
magine & man of the future who does not walk or apeak, (such a creature
would not be & “man" according to our present defintion of that term), we

can very well imagine a man of the future who no longer writes, and in fact
there are symptoms even now which point toward such a future. Which "
the fluidity of the limit between natural and cultural behavior, and suggest
that those two categories should be abandoned. Anyhow: writing has become
for many of us more than & habit, but & sort of second nature. This is the
reagson Why we do not think about i% while performing the gesture.

But, as it always happens with phenomena covered by habit and more tha
habit, writing becomes almost mysterious, if we discover it by deliberate co
sideration. If we draw off the cover of habit mnd more than habit, whieh
renders writing en obvious gesture taken at faece value, it becomes a gesture
of auch a complexity that it defies description. I shall nonethelegs attemp
such a description. And I shall restrict it to alphabetical writing as it 4
being performed at present. To write, we need several things which are au P
plied by our culture. Pirat, we need & blank surface, for instance a white
leaf of paper. Second, we need an instrument which contains a matter that
contrasta with the whiteness of the peper and which can put that matter on
the paper surface, for instance & typewriter supplied with a ribbon. Third,
we need the letters of the alphabet, which is the shape of the contrasting
matter we want to put on the blank surface. These letters may be stored in
our memory, or, &3 in the case of the typewriter, in the instrument itself.
Fourth, we need to lmow the convention which gives a meaning to the lestters,
which ia, in the case of our alphabet, a series of sounds of a spoken lang-
uage. Fifth, we need to know the rules which order the letters into higher
structures, what is called "orthography"= correct writing. Sixth, we need
to know a language which ecan be signified by alphabetic lettera. Seventh,
we need to kmow the rules which corder that language, what is called "grac-
mar®., (Pramiees five, six and seven imply each other and cause thecretical
and practical problema.) Eighfy, we need an idea to e expressed in & langua-
ge to be expressed in letters to be impresased on the surface. Ninth, we
need a motive %o express that idea. Now all these premisses must be assem-
beled if we are to write, but they are not all of the same ontological or-
The typewriter is not the same sort of reality &s is a apoken language
or & rule of grammar, let alone an idea. Therefore writing is a gesture
which goes on on several ontological levels, External observation will shom
only one of those levels. The other levels may be seen only under different
and more dubious methods of observation. Iet ua begin with external obser-

der.

vation.
The structure of writing is linear, which means that one atarts it on

the upper left corper of the sheet, makes a line of lstters until one reach
es the upper right corner of the shset, jumpa back to the left and starts
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again just below tha line already written, and repeats that process untiy
one reaches the lower right corner of the sheet of paper. Kow this linear
structure of writing is more or leas firmly established in our memories, we
take it more or less for granted. In fact: it is programsed in the typewrit
ery which is a machine for Writing lines from left to right and for jumping
back to the left side. Thus the typewriter is, to ascme extend, a materiels
saticn of a cultural program of ours. If we look at the typewriter, we ua;
see materaally, to some extend, how one aspect of ocur mind works. Put only
to some extend, because the Typewriter is more rigid than is our mental stmy
ture, The lines it writea are straighter than are the lines written Ty long
hand, they are spaced more evenly on the sheet, and the letters are more eve
ly separated from each other and neater. ZLonghand writing is thus oloaer tc
our mental structure, and expresaes 1t more directly. Put of course this i
en argument which may cut both ways. We may hold that the tynewriter is mor
faithful to our mind processes than is longhand wrkting, and that the irregy
garitics of hsndwriting Are technical imperfections which have been overcome
by the inventicn of the typewriter. Which side of the argument we chose wil
raveal our attitude toward the gesture of writing.

If we hold that the typewriter is less fadthful to the workings of
our mind than is longhend, we consider writing to be a gesture related to
drawing. A far more rigid drawing, to be sure, than is "free" drawing, but
still a gesture wich puts shapes on a surface. The irregularities of hand
writing are then conaidered to be deliberate compositions which are exeluded
from typed writing. The typewriter is thus seen to be a "poorer® instrumeni
then is a pencil. If we hold that the typewriter is more faithful to the
workings of our mind than is longhand, we comsider writdng to bte a gesture
related to conceptual thinking. A far more "material" thinking, to be sure,
then is "internal" thinking, but still a gesture which puts concepts or
their symbols into an orderad asqguence. The irregularities of handwriting
are then considered to be unwanted sccidenis avoided by typed writing. The
typewriter is thus seen to be & "better" instrument than is a pencil.

It is of course possible to combine those two attitudes toward writ-
ing. one may hold that it is a gesture which lies somewhere between draw-
ing and conceptual thinking. I believe that the Chinese ideograms are the
result,of such & synthesis of attitudes, but they are not for us. Ve are
programmed for alphabetical writing, and must make do with it. It leavea
us far more freedom than we believe in this respect, and what is called
weonerete poetry® is a proof of that freedom. It is & deliberate manipul-
ation of the lineat structure of writing. The sheet of paper becomes a aur
face on which letters may be put according to various patterns., Thus the

letter may be seen cutside its postumeray line, not only as & sign, tut als:

But it atill conserves its conventional cha-

as g figure in its oWn right. :
But conecrete poetry is still, pagentially,

racter of & "musical® notation.

2 -
a linenr writing, even if the lines it puts on the suyrface are not “trﬂi;ht
lines. It streases the family resemblence between writing and drawing, but
unlike druw;ng it does not seek, primarily, to project shapes on a surface.
What it projects on the surface are conventional signs, which are lineap in
accordance with thelr convention, and may become shapes only secondarily ip
disacecord with their convention. In other words: concrete poetry 18 not in
its essence a gesture of drawing, but an unconventional gesture of writing,

It shows, however, the dialectics inherent in what may be called nere
ative" action. Unconventional writing is of course easier for longhand thzﬁ
for typed writing, because the cenventicn is programmed materially within
the typewriter structure. But precismely because it is more diffieult to im
pose A non-conventional structure on the typewriter tham on the Tenail, th:
typewriter is a more challenging instrument then is the pencil. If cne aims
at writing non-conventional lines with a typewriter, one must invent new me
thods of writing, (for instance a specific manipulation of the paper). Thi;
ia characteristic of creation: the more limits are imposed on the act, (the
more it is rdetermined"}, the better it cen find new ways to change those
limiting factors, (it is the "freer®). Unconventional gaaturaﬁ of writing
like concrete poetry suggest that the typewriter is a more challenging in-
atrument than is the peneil.

At this point the initial consideration of writing as a gesture of
seratching must be recalled. The pointed peneil, (or pen, or brush), re-
mind us of course much more of the original gesture of scratching than does
the typewriter, which reminds us of nothing in cur tradition except the pi-
ano. Eut if the geature of typewriting is mcre like the gesture of a pianc
player, (which ssems to be totally alien to writing), than like scratching,
then we ahould conclude that the original essence of the geature of writing
has been gradually lost and is now replaced by a different essence. It may
te held that if we type & text we perform an entirely different gesture Iron
the one the Mescpotaminm scribes used to perform. Eut such a conclusion is
hesty. On the one hand it is evident that to type is still to “impress",
namely a gesture which presses into a surface, although in fact it presses
an ink onto a surface. Its intention is one of digging. On the other hand
the gesture of piano playing is not, in fact, totally alien to writing. It
is, like writing, & linear gesture, although the lines it produces are com-
posed of accoustic vibrations, not of letters. It may therefore be held th:
if we type we still engrave, (at least as fer as the intention of cur gest-
ure is concermed), and that the "piano quality" of our gesture stresses this
fact: we no longer engrave with & stick, but with a series of hammers. Whicl
wa nmo longer engrave with one hand only, but with all ten of cur

meana that
fingers. To type is thus a more penetrating gesture than is wring in long-
hand. We must keep this in mind when continuing our external observation.
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Typing is pressing on keya marked with letters and similar signs, ang
its purpose 1is to have these letters and signs appear on the surface of a
sheet of paper. Handwriting is moving one's hand in a wey that results in
the appearance of similar letters and signs on that surface. The two are
totally different scrt of gestures, if we were to reatrict our obssrvation
to hand motions only. But if we ineclude the whele gesticulating body with
in our observation, it becomes obvious that the twe are of the same uartgh
they are writing. Thelr identity is not only in their result: surfaces cg
vered by letters. But also in the whole attitude of the gesturing bodys ;
kind of listening followed motion, in which these two alternating phases re
peat eoch other. The listening, motionless, concentrated phase is just as
characteristic of writing as is the phase of motions. Had we no direct, in
ner experience with writing, (had we not its praxis), external cbeervetien
could not account for the meaning of the listening that interrupts pericdi-
cally the gesture of writing. To say that the writér is listening to an nin
ner volce" which tells him what letters to put on the surface would be a my-
thological way of speaking. B5%ill: external observation will have to admit
thet it is this listening which distinguishes true writing from mere pound-
ing upon a typewriter, as done for inatance by chimpanzees or illiterate chi:
dren. We must therefore conclude that the writer choses the letters he is
going to write during those phases of concentration, although we can say not]
ing about the criteria according to which he choses. But if we multiply our
external observation, we may discover something about those criteria, even
without any recourse to our own exbperisnce with writing.

We may distinguish, in writing, between two aituations. In one situy
ation there is & text beside the writer, in the second there is no such text
In the first situastion the phase of listening, of conecentration, is accompa-
nied by a epecific look which the writer gives the text beside him. This
specific look is c¢alled "reading", and it consists of a linear motion of the
eyes which follow the writing structure. We may therefore conclude that in
the sscond situation, where there ias no text beside the writer, the listenin,
concentrated phases correspond to the phases of reading in the first situat-
ion. It is obvious that, in the first situation, the criteria for the choie
of lattars cope from the text which the writer is reading. We may therefore
second situation the choice is mede by some "inner read
text seen by the writer., Iet ua now eliminate the firs
mituation from these considerations, by ealling it "copying", ard by saying
that copying is not a true gesture of writing. The justification for thia
exclusion is the hypothesis thet true writing is characteriged by an “inner
Phe hypothesis is & good one, because it may be argued

coneclude that in the
ing" of an invisible

choice of lettera.
that he who copies a text does not write, but transcribes, that he is an in-

Strument for writing, more akin to a typewriter than to a writer.
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We bhave now restricted the meaning of the term wwritinge, by having ex
cluded chimpanzees, illiterate children and copyists from it, We did =0 not
for aome ideological prejudice of curs, but for reasons imposed on us By gb
gervition. Chimpanzees and illiterate children do et write, because there
is no cbaervable phase of choice in their gesture. And copyists, ("typistew
in the stirict sense), do not write, because their choice of letters is impos
ed on them from the cutside. In the first case the gesture is not writingi_
because it is an accidental, (which means statistically calculable), gesture
In the second cmse the gesture is not writing, because it is g necessary,
(vhich means cuasally determinsd), gesture. True writing is neither meciden
tal nor necessary, in the sense in which those two excluded gestures are 1£T
Vhich means to say, of course, that it is a "frasw gesture. HNow let us not
exaggerate this statement. Writing is a choice of letters to be inseribed
on & surfece. Thia choiee, (like any other), mget either have an explanatio
or no explanation. I it haa an explanation, that explanation is the disco-
very of the cause which has determined this choice. If it has no explanatio
and until it has none, the choice must be assumed to have been accidental,
Therefore writing, like any choice, is the result of @ deliberate decision
only in the subjective sense of being experienced as such, But this subjec-
tive sense is what counts in phenomena like gestures. And the fact that tru
writing is a subjectively "free" geature can be seen by external observation
If we describe the gesture of writing as one during which the writer
pericdically "reads en invieible texti" and then inserites it on a surface,
we have mot given a description, but an interpretation of the gesture. Put
if we are in the face of subjective freedom, (as we are in this case), not
to interprete would be dishonest. Because the phenomenon of subjective free
dom, (which is how we experience the presence of others with us), iz & phene
menon of "Sinngebung", (of propeosing & meaning), and this demands interpre-
tation, (pamely the gue=aing of the meaning which the phenomenon provoses).
If wa refused to interpret the gesture of writing, we showld not be faithful
to what we are observing. Iut this poses a methodolégical problem. In ob-—
serving writing we are cbserving a "gestura", which meana the rresence of so
mebody who ia here with us, therefore like ua. In order to understand that
gesture, we must put ourselves in the place of the writer. In such cases,
external observation is insufficient. But of course it is indispensible, if
we are to avoid merely subjective impressions. I shall therefore now shift
from external to internal observation, with the purpose to return to exterma
obaervation later, to check the results of internal observation.
In the effort te describe my own experience with writing, I shall try
to advance from the ocutside toward what may ba called the inner core of that

gesture. On the outside, there is the blank sheet of paper, and the type-
writer with its signs and letters. And of course my knowledge of what thos:
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aigns and letters mean; scunds of A spoken language. I mAy say that thosa
elementa are "given", they are my "data". On the other hand I fael that in
a very specific mense thoae data are there to be used by me for a specific
purpose: the "expression" of something within me. It is only if there is mp-
methinghithin me to be expressed, that those data become useful. This some-
thing within me confers "value" upon those data. I may call that soeething
a "fact", because it is of my deing. Tha gesture of writing is thus & mot-
ion which results from the coming together of "factav, (things to be expreas-
ed), snd "data*, (writing utensiles and oy knowledge how to use them). With-
out the facta the dates are uselesm, and without the datas the faets are in-
affective. Writing is & geatures; which rendera the facta that there is soma-
thing to be expressed effective, and which renders the dates that there are
gheets of paper and typewritera useful.

How such consideraticns seem to be extremely bamal. qu should one
atress such obvious mettera? PBecause, a8 it happens so often, the very bans-
1ity and obvicusness of the matter hides its importance. If it is not a fac
that there ia something to express, then the writing utiensiles are uzeless,
aven if they be handled by motions resembling the geature of writing. And
gince this happens very often at present, it may explain in part why there i
a tendency to sbandon literacy: the inflation of useless paeude-writing ren-
ders literacy itself useleas. (Not only because it is o waste of time and
effort, but mostly because it is practically impossible %o discover the true
wgpitten texta” within the mass of useless pseudo-writing.) Om the other
hend, if no data like sheets of paper and typewriters are aveilable, (for
1aok of time or other social and econcmic reaseng), then the fact that there
is something to express becomes ineffective. The result is a frustrationm,
(& constant repression of an urge %o express), which may deatroy & life mro-
jeot and lead, in extreme cases, to sulcide. Bacapse if it is & fact that
there is soemthing to express, to write becomes the central gesiure of liv-
ing. "scribere necesse est, vivere non eat". This drive is totally inde-
pendent on the previous consideration about the uselessness of writing in ow
presert situation. For those who have something to express it is necessary
to write, even if they are awere of the uselessness of their effort. This
may be called the "tragedy of writing". And it is hidden by the banality an
obviousneas of the matter.

it may be asked, of course, whether the problem was well stated. Is
it not possible, (it may be asked), to expreas the something that is within
oneself through other gestures than writing, (for inatance through speaking,
or perforating computer cards, or film making), and thus to accept the fact
that alphabetic writing is & "Medium of communication® which is becoming use
The answer to such a question is revealing of the human aitumbion,

legs?
There are things within us that can be expressed only through the geature of
writing, because this is the way we have been progroumed by our bistor:
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our culture, Tor however one wants to call that influence that PTOgTama ug),
And these things that can be expressed only through the gesture of writing an
through no other gesture have exactly the same structure as the gesture of w7
writing, which is why they can be expressed by no other gesturs. Chey hava
been programmed with in ua for the express purpose of being written. C(me may
call those things ®linear thoughtsa", and their sum one may call shistoriesl
thjnxjggﬂ. Those things did not exist before the invention of writing, end
they will cease to exist after the abandon of writing. BPut such considerat—
ions have no existential comsolation for writers. They must write, or elsas
lead useless lives, even if they lmow that theirs is a "cultural conditigmn
which is becoming useless. Because historical thinking is the way they are
in the world, and because the world they are in is expressable only through
historical thinking. Thus writing is more than a habit: for writers it is
the only meaningful way to be in the world, gquite, or almoet guite, indepen-

| dent on “objective" explanations. Such is the human condition: writing is a

' rfactum", because I do it, but it is also & "ddtum", because T am Trogrammed

to do it inspite of external consideration. This dialectics: "to do what I
must do, and therefore to do what I want to do" is the dislectics of freedom.
Thus I write in order %o express something that is within me, and which
I cennot express in any other way than writing. Now "to express” is of cours.
a relative term. It means to preas from 2omewhere. It implies to press to
sgmewhere else. To impress upon a sheet of paper in the case of writing., I
write in order fo impress something that is within me upon a sheet of paper.
The engraving, digging quality is thus inherent in the gesture of writing,
even though it be denied by ite present form, (pencil writing or typewriting)
nBasenbkally" everything I write upon becomes a Mescopotamian brick by my ver
gesture. And this isa true not only if I restrict my cbservation of my gestun
to its surface. It is also true with regerd to the many invisible layers oy
gesture has to penetrate before it reaches the visible surface of the sheet
of paper. Decause there is a number of invisible Mesopotamian bricks between
the linear thought I am expressing in writing and the surface I am covering
with letters. Each brick has its own "objective quality", which means that
it offers its own aspecific resistence to my effort to press a form into it.
And with each step from brick to brick the form, (the lienar thought!), changs:
under thas reaction of objective opposition. Thus to write is to change one's
thought in consecutive stepa under the préssure of objective resistence of
various ontological levels. It is often said that one writes in order %o nelr
rify one's ideas", This is a loose way of talking. ¥hat happens in fact is
a series of iwreasing objectivation of thought as one advances from inartieul-
ate thinking toward the paper gpurface., Tha thought as it appears on the pape)
surface is the result of & series of dialectical processes betwsen my subjec-
tive intention and the objective "brick structures" I go through. Therefore
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the” tought as it appesrs on the paper surface is and is not as 1 intended i+

to be, and to write is an adventure full of surprisea. Tt may be satd, in
fact, that & thought is nothing but virtual letters upon a paper surface, and
that it becomes more "real" as I advance toward the paper through the Ve tons
“bricks" that stand between it and the paper. To write is thus,not a "eclari-
fication", but & realisation of ideas, and to have ideas means nothing, It
ims only when writing them dcwn that one may say that one "had them®, but ther
they are no longer like one believed ene had them befaore vriting. It is held
by some philosophies that “thought" is the antithesis of "matter"., The obsar
vation of the gesture of writing shows that such philosophies are based an e;
tirely abstract extrapolations. There is no such thing as & "pure ‘thoughtﬂ.'
There is only an intention toward impressing lettera upon & paper surface.
and what is called a "linear, logical, ¢lear and distinct thought", (at least
in our tradition}), is the ultimate meaning of very material letters upon the
surface of a very material sheet of paper. (Which is, of course, not necess:
rily an argument in favor of dimlectical materialism.)

A careful introaspective description of the gesture of writing would
have to take into mccount all the "bricks" one passes through bafore one reac
ea the paper surface, and some of which T mentioned when enumerating the ne-
cegsary olements for writing. Such a careful description cannot be attemptaed
hera, but I shall concentrate my atteniion upon one such brick® only, because
it mssumes a somewhat unusual complexity in my own praxis of writing., I mear
that step in the process of writing by which one tries to expresa ona's in-
tended thought in whet mey paredexically be called a "silent spofen langusge'
I shall not go into the question of whether I can have a thought, (even if
only &n intended one), before I have expressed it thus, because this seems
to ba an ontologically irrelevant guestion after the conaiderations as to the
npreality" of thought which I just presented, I shall rather consider how su:
an expression in a "silent apoken language" works in my praxis of writing.
Since my case is exceptionally complex, it mey serve as an extreme example
for a more "nermel® praxis of writing.

I am programmed for wvarious spoken languages, btut this does not
mean that I can chose freely in which of them I am going to write the thoughi
that press to be written. I am not "free® in this somewhat marcantilistie
sense, (freedom of cheice), because the languages stored in my memory are mol
eguivalent and gxchangeable one for amy other. They have, each, their own
fuhotion, (although those functions overlap), and their epecificity is due
both to their "objective" character end to the place they occupg "subjective-
1y" within my program. The result of this déecrepancy between the languages
in my memory is the fact that some of my thoughte are better expressed in om
of those languages, and some other thoughts in some other language. Or, %o
state the seme thing the other way round: I tend to think some thoughta in

one pf those lsnguages, =nd some other thoughts in some other language
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But this very discrepancy of the languages in oy memory sugzests a specifig
atrategy for my writing praxias. Iat me deseribe it. There are some thought
which begin to take & very nebulous shape within me. I shall not go here in
to the guestion of why this im happening, but as to the nebulous shape of t
thoughts, (which do not merit to be called "thoughta" due to that nebulosity
I can say this: the shape is a tendency toward one of the languages st my di
posal. 4= B rule, that language is German, but very often it may be Portu-
guese or English. I have learned to distinguish my thoughts according to
the language they tend to. Although I cannot state this ecriterium of dis-
tinetion, it has no doubt to do with the structure of the language the vari-
ous proto-thoughts tend to. Therefore I believe that we have to aceept the
fact that each languege iz & program for specific types of thoughta, for a
apecific "universe of discourse",

For a start I accept the tendency of tle thought which presses towars
its specific language to be articulated. I formulate it silently in that
language. It then provokes a whole chain of thoughts, as is characteristic
of linear thinking. This chain is somewhat under my control, because it
pust obey the rulas of grammer of its language. Agein the dialectics of
fraedom: the chain of thounghts is under my control, precisely because it is
ordered by rules imposed upon me. The language thus becomes a "Mesopotamias
brick" in the sense that I can now engrave my chain of thought within it.
Of course: although the chain is under control, it still tends to branch
out into various directiona. The process of silent formulation is sc guick
thet it seems that the various branchee of the thought tree grow simmltane-
ously within me and within the larguage. (I can no longer distinguish well
between myself and the language at this point). The part of me which atands
outside the languaggtannot allow this. An unchecked growth of thought, (the
Joycian “river"), would defeat my purpose, which is to give a form to what
is pressing within me toward grticulation. Although I imow very well the
aeduction and beauty of letting myself float within the river of language,
I have to resist such & temptation. {Which is the reason why I admire, but

also distrust what is called "automatic writing®). I know that the branch-

ing
ciation, although cne certainly implies %the other. (The writing etick and

the Mesopotamimn brick imply each other.) Te stop the tendency toward a
tree, I mgat take a typewriter ,which does not permit tree structures, (what-
ever Joyce and his follewers might say). I must type my silent formulation

if I want to achieve a linear thought sequence. Which is to show that writ- :
ing is a resclution of the accords of “silent spojen language", a diachroni- |

sstion of the synchronicity of tree thought.
as I type the seguence of thoughts in the language which is "appro-

priate” to them, I make & aseriea of negative choices. I eliminate word and

ozt of the thought is due more to word amssociation then to thought asso

|
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thought associations as they press against oy surface. Which shows again
that writing ia more akin to aculpture than to drawing: it consists of con
stant chopping. The result will be 8 "text", namely a thought ﬁﬁ?elnpggd_
in lines conaisting of letters &nd covering & paper surface. I have now a
"Nesopotamian brick" covered with cuneiform incisiona. My original almost
shapeleas thought has now achieved a recognizeable form. And I can o001
in it the fact that the language hes taken possession of it. The text T hawve
before me is "German", which mesns that it is valid for one specific universs
only. I need nmot submit to such a limitation. I may translate the text into
a different language. I can transcribes the text from one brick into enother,

let us suppose that I take the FPortuguese language to be my next brick.
It consista of an almost entirely different material from the first one. As
I txy to reformulate the written German text in the "silent spoken Portugues:
I find that my thought not only changes, but also that it provokes entirely
different associations. Although in & sense it is ®till the "same" thought,
in & different sense it means & situation within a universe quite unlike the
firat one. (I am convinced thel the problem of translation is the central a-
pistemological problem.) As I begin %o type ry Portugusse text, in order to
chop away the new asscciations which assault me, I find that I must not be
content with the German text which now serves me a8 my system of reference,
but that I must mlsc take recourse to the almost shapeless thought which ori-
ginally proveked my writing. (This is why I believe that the only "true
+ranslation is the one attempted by the anthor of the text to be translated.’
What happens during this process may be considered %o be a reformulation of
the orginal thought in a sense not aiways duly appreciated. The thought not
only essnmes & different shape, tut it may even thake & different directiom,
becauss the msscclations chopped away during the first writing may now be
taken up agein in a different context. It is as if the German and the.Por-
tuguese mssociations would now interfere with each other to suggest a quite
new, (and in thia sense richer), discourse. The text which will result from
this writing will be Portuguese, to be sure, but the German text and the Ger
man asscciations @liminated from that text will somehow be hidden within 1%.
A sort of palympseat not readily decipherable, but still in a sense effectiv

fiow this process of translating from one brick to another can and must
te continued, if the original thought is %o reveal mpre than one of its di-
mensions. (Whieh ie to show that in a senae thinking is after all meta-lin-
guistie, although in a differant sense it is strietly linguistic.) But what
is even more intriguing is the posaibility of re-translation. Let ua suppos
that T have translated the thought from Fortuguese into English, and from
English into French, gnd that I now try to translate it back into German. I
shall find that my second German text will differ radically from the first
one, although the thought expressed in both texts is atill the same thought.
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The refson of course is the fact that in the second text all the other Igp.
gusges at my disposal are somehoWw preasent, and thus confer it a depth which
is lacking in the first text. Now this presents a situation typiecal of all
infinite regression. Theoretically I ceould go on translating sand re-tranas-
lating "sd nauseam® or to my exhaustion. But practically I find that the
chain of thoughts ia exhausted in the procesa long before I myself anm exhaust
ed, Thus the process of translation and re-translation provides a criterium
for the wealth of the thought to be written: the sconer the process exhausts
the thought, (the sconer it falls into repetition), the less is the thought
worth while to be written. Which is & somehhat melancholy discovery: if I
can atop writing within a reascnable span of time, it is not weorth while do-
ing it, and if to write is worth while, it takes an unreascnably long time
to do it. Still: I knew even before I started that to write is not a reason
able endeavor. The process of re-translation only confirms that knowledge.

(mce the thought to be expressed is approaching exhauvstion through re-
tranzlation, I must chose the language in which i% is going to be published.
{That is: if I interd the text %o be published, which is, as I shall argue
later, not a necessary condition for writing.) The choice of the "last» lan
guage is thus not & function of the thought itself, but of what might be ecal-
led my social condition. Which is of course not to deny that there is a com
plex feed-back between that condition and my thoughts on numercus levels, It
is curious, (and somehow disappointing), to have to admit that this last for
milation of the thought in the langusge of its publication is strielty speak
ing "my gesture of writing". Because the Text which will result from it ia
that Mesopotamisn brick which will go into the oven to form that "terra cott
called "publication®. This is curious, {and disappointing), bscause during
the writing of that laat text of mine T am no longer really concentrated upe
tha material resistence to my thought, (which I have abaorbed and exhaunsted
4in the previous texts), btui am somawhat distracted by external, publishing,
considerationa, Therefore that last text is not as "good" mo are the pre-
vious ones, if by "good" we mean faithful to the structure of the gesture of
writing. Thus, paradoxically, oy uktimate gesture of writing is no longer
true writing at all, (namely: the impression of forms upon a surface), but
a kind of editing and revising. But then: the aansatiun_nf disappointment
ry final stage of every act, end is nothing tut a symptom of
imperfection. It iam a part of human condition that the gesture of writing
should end in defeat, namely in a gesture which is no longer true writing.

If wa now return from our excuraion inte an introspective obaervat-

ion of the gesture of writing, to conaider that phenomencn again asa cbeser-
we may re-state our earlier formalation of it. To
motions by which the writer inseribes

form lines, and of interrupticns of tho-

accompanies eve

vers from the outside,
write is a gesture which conaists of
letters upon a surface S0 that they ) g
se motions, during which the writer looks for criteria to choose his le
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by looking ?t an unwritten text within s silent apolen language. 7The gesg
ure of writing may thus be seen as one of articulation of & previously @i-
lentl:ifan:l indth:ils :un:a inﬂrtim:at:a}, structure. In this, writing is ik
g ng. o Wwa m
1::aﬂa ihaa::eidu:in: H;itingﬁym:m::::Bu;h:ﬂ::::ti:turruptiuns gl

H eading”. We may call, i:

we want, those momentes "the gesture of thinking". And we may say that writ
ing, like speaking, is a gesture periocdically interrupted by thinking. But
if we do so, we are lead to make two distinctions. (ne has to do with the
difference between writing and speaking with regard to thinking. 4And the
other has to do with the difference between thinking while writing, and
thinking while speaking. Although it may seem that those two distinctions
are one and the sage, we shall see that they are, in fact, two different
matters altogether.

The difference between writing and speaking with regard to thinking
is one of immediacy. If we keap in mind that we have now defined "hinking+
as the reading of an invisible text in & silent apoken langusge, (end not,
aa we did earlier, as & process which prdssea toward a languege), it is e-
wident that "to spesk" means “to think aloud", namely to give voice to the
ailent spoken language one is reading. But "to write" means precisely the
cpposite: it means not to give voice to the silent apoken language, but to
inpress it instead symbolically upon a surface. Writing is thus e repress-
ion of the '"mgtural® tendency te think aloud, it is an effort which does
not permit the silent spoken language to be really apoken. It forces the
spoken languege into the mediation of two-dimensional symbols, (lettera),
which it forcee agrin to form lines upon a surface. Which again means that
it forces thinking into specific structures. Writing vioclates thinking in
a way speaking does not. And this is, T believe, the essential difference
tetween writing and speaking with regard to thinking. :

Now this statement seems to contradiet the earlier one, in which
I argued that some of our thoughts, (pamely the linear historical ones),
have been programmed precisely for writing and cannct, therefore, be artiec-
ulated except through writing. The contradiction is, however, only apparer
In reality we have the following situasion: Some of our thoughts have baen
programmed to be articulated through writing. In order to be written, they
have to be formulated first im eilent spoken language, which thus assumes
the structure of writing. But since langusge is more "natural” than is
writing, (or, if you prefer, since it is an earlier stage in human develap-
ment), the thoughts programmed to be written become confuse if formulated
in the silent spoken language. They lose the structure they have been pro-
grammed for, and they regain it only if the silent spoken language ia ar—
tieulated in writing. Those thoughts must be wiolated, if they are to bec

ma themselvels, namely linear Matorioal thinking If those t,nuﬂ.!.‘hts

& -li-
are spojen fstead of written, they lose their wtrue" form, namely the form
for which they have been programmed. Thus we find that historical thinging,
in order to be "true", must be violated by the rules of writing.

Such a discovery, (if it is one), is of course disturbing. It poses
several pProblems. (nes has to do with the fact that writing is, in our tra-
dition, & sort of musical notation of a spoken language. Thie is why thought
have %0 be formulated first in a silent spoken langumge, before they can be
written. In other traditions this is not so. Chinese ideograms, for instan-
ce, are not a notation of a spoken language. They are notations of “idmaan
more or less like our numbers. To write in Chipese is therefore not to "wvio-
late" o language. Put if it is true that historical thinking is the result
of e spacific vielation of language, we have to conclude that historical thir
ing is not in the program of Chinese thinking. It seems to be, in fact, a ty
piecally Oceidental program. The difference between writing and speaking wit}
regerd to thinking must thus be of a different order in China tham it is witk
us. With us, it is the difference between historical and urhistoriecal, (in-
cluding confused historieal), thinking. And we cannot say what it is for
other traditions. Another problem has to do with the fact that the geature
of writing, being a viglation of thinking, im a "technigue", an "artificev,
and in this sense a falsification. Every written text is thus seen to be &
work of art, a fiction, and the distinction tetween fictional and non-fictior
gl writing is thus seen to be one of & secondary ontological order. On a pr:
mery ontological order, (on the level of writing iteelf), scientific and phi-
losophical writing is seen to be just as fictional as is poetry and the nove.
This is ®0, because historical, (linear, logical, diachronical), thirking ias
seen to be the result of the technique, the artifice of writing. A third pre
blem has to do with the fact that the gesture of writing, which viclates
thinking by imposing a linear structure upen i%, "crestes" a specific univer-
ae for thought, which would not exist without it, namely the universe of pro-
cess., It is important to note that the linearity of spoken language is of
a different, and mot processual, structure, since it has unprocessual ele-
mente like mocent and intonation. Now if the gesture of writing is respon-
sible for the processual universe, for the universe of ceuse and effect, (fo

-what the Arebs call "magtub'=what is written), it is lieit to expect that

this universe, (which is the world of science), may disappear, if the art of
writing loses ita predomimnt positiem in our culture, (ms it now seems to be
doing). And there are other, and equally disturbing, problems rilated to thi
discovery that the gesture of writing is a vielation of thinking.

The difference between thinkin while writing and thinking while speal
Tt shows that to think is not, as Descartes and

only san effort to "gresp”
weind"

ing is one of intention.

jdealistic philosophy in general seems to subpose,

an object of the world. It is, a% legst Just as mach, en effort %o
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Aﬂ right word %o represent an ob_ect which has alreadv been grosped Somehon |
Mow it cannot be said that those.are two different Stages in the process of
thinking: as if we first thought of an object and then looked for a word to
articulate the object thought of. The observation of the difference tetnasa
thinking while speaking and thinking while writing shows that this i2 not ap.
The situation seem2 %o be thia: We have & number of words at our disposal, of

| which we know the meening. We alac know some rules of the game vhiéth orders

those words into meaningful structures. On the other hard we have what might
te called "problems", namely a world we live in, and within which we Nave: o
meke decisions. The words and the rules which order them can be used as mage

| of the world and thus help us to make the decisions. Such a use of the words

and the rules is called *thinking®. andfthere is no mensge in aaying that the
problema come first and the words come leter. (or vice-versa)., The two im-

ply emch other. We have problems because we have the words, and we have word:

because we have the problems. Still: althpugh the two sides imply each other.

[ thq;y do not fit well. To think is to make them fit somehow, by foreing the

problems into the words, and the Words upon the preoblems. Te¢ think is a pra-

| xim which changes the worda to fit problema, and the problems to fit words,

and the distinction between "objective" and "subjective® thinking is one of
degree, not of essence, This is what an ctservation of thinking while speak-
ing and while writing suggests, 23 opposed to an abat:act speculation about
"the process of thinking".

New if thinking is & praxis, if it is a technique of fitting words
#ith problem, it is obvious that it depends upon the tools it is using. In
speaking the tools of thinking are different from the tools in writing. In
the first case they are sounds, in the second case letters. In the first
case thinking "intends" sounds, in the second case it “intends* letters.
Ffherefore not only are the words and the rules looked for during thinking
jifferent for the two cmses, but so are the problems. If we write we think
about different problems from the ones we think about while speaking. And
sven if this difference might not be obviocus in the beginning of the two 4
zeatures, (since writing in our tradition is a notation of speaking), it be-
comes obvious as the gestures develop. The Problems we think sbout while |
writing become ever mors “literate" as we write, because they assume ever
gore the structure of writing. Because to make them "literate" ia our in-
tention in writing, whether we are aware of it or nmot., In fact: we write
n order to force our problems inte & "lid#rate form". To think while writ-
lng is thuas an effort entirely different from thinking while spesking: it
is the affort to force our problems into the atructure of writing. Again:

this sesms to be a very banal statement. But if we stop to consider it,

thers is nothing banal about it. It suggests, on the centrary, that writing

la & "creative" gesture: it crestee specific provleys in the world.

=16-
We thua find that, although the geature of writing is a motion inter
rupted by thinking, just like the gesture of speaking, the two interruptions
have different functions in the two gestures, Writing violates thinking in
e way speaking does not, and the interruption is thus, for writing, a pause
for the choice of formsz through which to violate thinking. And thinking in
terrupts writing in & way different from the one by which it interrupta spea!
ing, because in writing it thinks about a different type of problema. Thus,
although writing is, in our tradition, a musical notation of spoken language
it has become A gesture largely independent on speaking. In other words ¢
written texts are not meant, essentially, to be "read aloudW, but looked at
in silent reading. They are surfaces, not sound tracks. ind if the texts
are written for the purpose of ®loud reading", (like manuscripts for lecturs.
or "dramatic texts"), they show they purpose more or less clearly to the rea
er, even if they do not state it themselves exprasely, This is s0, because it
to write texts for loud reading, (cme's own or somebody else's), is a gestur
different from writing for silent reading. It is a sort of ping-pong betwee
apoken language and alvhabetic notation, in which the writer firat srticulat
es the silent apoken language into letters, and then back from letters into
loudly spoken language. I am not sure whether this type of writing, (which
no doubt is how the scribes wrote for centuries before literacy beceme more
or less general), is on the same ontological level as is writing for silent
reading. Because it doea not achieve the same autonomh from spoken speach,
although it is structurally leas complex, This is why I distrust books whie
are collections of lectures. The very fact that they articulate a mores "na-
tural® thouggt then do books written for eilent reading suggests that the
geature of writing did not work autonomously through them.

Now these considerations lead us finally to the apparently obvious
fact that the gesture of writing aims at texts to be read by others. That
it is a gesture of "communication", That the surface is impresses the let-
tars upeon iz not the final aim of the gesture, but only a medium through
which the gesture aims at readers. That to write is not to dig, to engrave,
in order to "inform" & surface, but that it is a gestura which "informa® a
surface for the sake of inferming others. This frot seams to.be so obvious
that any consideration of writing should take it as its point of departure.
T did not take it aa my point of departure, because I believe that an ob-
aapvation of the gesture of writing should begin with the phencmenon itself,
and not with an "obvious" presupposition. and, in faet, such an obaservatior
doess not show clearly that writing and reading are necessarily connected wit
each other like act and purpose. BSuch an observation shows, on the contrary
that the relation between writing and reading is a very complex one, and
that the gesture of reading poses problems, some of which are entirely inde-

pendent on the problems of writing. Therefore reading eannot be dealt with

41



42

=17=
in this paper. But what such an observation shows in this matter is the
Tact that if the gesture of writing aims ciearly at g text to be read by
somebody else, it is no longer a writing in a radical sense of that term,
To write is a gesture in which the entire attention is absorbed by the ef
fort to force thought into a series of shapesa, (of Mesopotaminn brﬁﬂkﬂ}._
and to force those shapes to change in accordance with the thought that pres
es upon them. If part of that attention is distracted toward a future read
ing of those shapea, the gesture becomes lesa concentrated, Barat tha_
observation shows that writing qans not aim, as & gesture, at communicating
with othera, but at informing a surface.

This does neot imply, of course, a Romantic interpretation of vriting
a8 a sort of moble solitary endeavor. Such an interpretation would be non
gense. To write is to have been progrommed by others, and cannot be a -
litary action, but is mlwaya "sccial". And since that program, (the alpha—
bet etec.}, is a sociel convention, to write means always to make a gesture
which may be deciphered by others. Thus to write is to act in a way deter—
mined by society, an act within & society, and an act for it. TPut the obser
vation of writing as an act which informs a surface and not naceasarily some
other perscn through the medium of that surface doea imply that pablication
need not be the aim of the gesture. The aim of the gesture is to give a
specific form to thought, (namley the form of lettera), and to give specific
(namely literate) thought into a material form, (a surface). This is the
purpose of writing, and the observation of the gesture whows it. If thes 14t
erate thought thus materialized, and the letters thus articulating a specifi
kind of thought, are subsequently absorbed into the memory of somsbody alse,
or bf not, is not, atdictly apeaking, & problem for the writer. It is, of
course, a sociazl problem, (a problem of "commitmentn"), and in this sense it
concerns the writer, (who is not only a writer, but also a sccially consci-
ous being). But I belleve that one must distinguish between a social commii
ment and a commitment b6 writing, between two dimensions of human existence
which imply each other but do not coinecide with each other. This is why I
btelieve that & "committed writer", (one who mkkes the two dimensions coin-
cide), ia a bad writer. Just as bad, in fact, as is a writer who becomes a
vietim of the ideology of noble, solitary, (namely irresponsible), writing.
Fut these two beliefs of mine, (which are in reality one snd the sama), may
be the result of & prejudice coming from my own, subjective, experience witl
writing. There may be as many experiences of the praxis of writing, as the:
are writers. We cannot know it, (either from written texts or from "confes-
sions" writers make about their writing), because it 18 a characteristic of
the concrete experience that it cannot be communicated.

In this essay I have attempted an observation of the gesture of

writing. Pirst as an external observer, then my own gesture through in-

. &
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trospeetion, and finally I hove returnsd to external observation. T hava
concentrated my attention to very few aspects of that exiremely complem
gesture. In fact, I have considered practically only two aspecta: the ar—
ticulation of thought in language, and the articulation of language in let
ters. Thua I have lerft out all eathetic mppecta, (on the level of anund,—
of rhythm, of visible form ete.), all "orthographical® aapscts, (on the lew
el of choice of letters, of punctuation, of paragravhing s%c.), all "rheto-
rical" sspects, (on the level of choice of a style, of retaphores, of ax-
plicit and implicit connotations ete.), end so forth. Some may hold that

I have left out in fact all the charctaristic aspects of writing. I have
done so on purpose. The gesture of writing is one that demsnds a careful
technical description, if one is to penstrate its meaning. Such a deucrip!
isn cannot here be attempted. It would expleds the limite imposed onm &
collecticon of essays concerning various types of gestures. T thought it
therefore beat not evern to begin going into those aspects. Pecause I be-
lieva that what was here Baid suffices tc state very generally the overall
character of the gesturs of writing:

It i3 & gesture by which surfaces are covered with letters, so that
they form & linear structure. Those letters represent sounds of a spoken
language, but by representing them thus,change the structure, and thus the
meaning, of that language. The latters mean thoughts which have been arti-
culated in a language in order to assume, finally, the structure of writiny
The surface is thus the articulation of very specific thoughts, namely "li-
terate” thinking, end they mean situmtions In a gpecifie universe, namealy
the universe of histery and of science. Thus to write is a gesture which
impresses forms upon surfaces, in order to have them represent situstions
of the historical and scientific universe, even if those surfaces be Fe:ta
which do not seem at all t¢ be historical or scientific. This is =0, be-
cause to write is structurally the gesture of a historiceal and geiantific
being-in-the-worlds Should this gesture fall inte disuse, (and there are
many symptoms at present which seem %o suggest this), the universe of his-
tory and science will fall into oblivion, or at least it will cease to be
the universe we live in. EBecause thst universe is a "fietion", {the re-
sult of the technigue of writing), and materializes only in the form of
surfaces coverad by letters. Thus if the art of writing is lost, it will
not be missed by future gemerations. But for us, who are progrommed by it
and for it, not to be able to write meansa thet life is not worth living.
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Vilém Flusser

Yazma Eylemi

Yazmak demek, tabi ki, bir malzemeyi (mesela
tebesir, veya miurekkebi), bir ylizeye (mesela bir
karatahtaya veya bir sayfa kagida), belirli bir diizen
olusturacak sekilde (mesela harfler) tatbik etme eylemidir.
Ve bu eylem esnasinda kullanilan aracglar (mesela firgalar
ve daktilolar), bir seye bir sey katan aygitlardir. Bu
durumda yazma eyleminin yapici bir eylem oldugunu
varsayabiliriz, tabi “yapici”dan kastimiz cgesitli nesneleri
yeni bir yapr kurma (=“yapi-c1”) maksadiyla bir araya
getirmek oldugu durumda. Fakat bu yaniltici olacaktir.
Eger ki yazma eyleminin gercekten ne ile alakadar
oldugunu kavramak istiyorsak onun o6zgiin bi¢imine
bakmamiz gerekir. Arkeolojiye guvenecek olursak, yazi,
en azindan Bat1 s6z konusu oldugu durumda, baslangicta
bir oyma eylemidir. Yunanca'daki “graphein” fiili hala bu
anlami barindirmaktadir. Mezopotamya’nin bir yerinde,
bir vakitler, insanlar yumusak kil tabletleri ¢ubuklarla
kazimaya ve sonra da bu kazinmis ytizeyleri sertlestirmek
icin atesle pisirmeye baslamiglar. Ve her ne kadarbiz boyle
bir seyi artik pek yapiyor olmasak da, yazi yazmanin 6zl
(“eidos”) bu yan unutulmus kazima hareketidir. Bu yap1
kurmakla uzaktan yakindan iligkili degildir. Aksine, bu bir
eksiltme, yapisini bozmadir. Bu hem yapisal olarak, hem
de tarihsel olarak heykele, mimarliga oldugundan daha
yakin durmaktadir. Bu, bir delik agma, kazma, delme
eylemidir. Bir i¢ine girme eylemi. Yazl yazmak, icgine
yazmaktir, bir ylizeyin i¢ine girmektir, ve her yazili metin
de bir seyin icine kazinmis bir yazittir, her ne kadar pek
¢ok durumda aslhinda ylzeyine ¢izili olsa da. Boylelikle
yazmak sekil vermek degil, malumat vermektir ve bir
metin de bicimlenme degil bilgidir. Ben, eger ki yazma
eylemini anlamak istiyorsak, bu gercekten yola citkmamiz
gerektigine inaniyorum: yazma eylemi bir yiizeyin icine
malumat giren bir eylemdir.

Tabi ki, biz bu eylemi gerceklestirirken bu
durumun farkinda degiliz. Yazi yazarken, yaziyor olma
hali tzerine diisliniiyor olmayiz, hakkinda yazdigimiz
konuyu dusiunuyor oluruz (ki bu da, ashna bakacak
olursaniz, miphem bir ifadedir). Yazmak bir aliskanlk
haline gelmistir ve aligkanliklar da tizerine disinmek
zorunda kalmadan yaptigimiz seylerdir. Aslhnda,
yazmak aligkanliktan da 6tedir. Eger ki yanilmiyorsam,

beynimizde bir yazi merkezi bulunmakta, yani bizler bir
sekilde yazma kabiliyeti ile dogariz, ayni kuslarin yuva
yapma kabiliyeti ile dogduklan gibi. Yine de boyle bir
paralellik kurmak yaniltici olacaktir sanirim. Yazmak,
yuva yapmanin kuslarin genetik programlarinda oldugu
sekilde bizim “genetik programimizda” olamaz, ¢inkd,
ne de olsa, yazmak dogal degil kiltiirel bir davranis
bicimidir.  Bu bizde, diyelim ki, emme davranis:
gibi yerlesik degildir. Daha c¢ok yiirime, konusma
davraniglan gibidir: bunu 6grenmemiz gerekir, fakat eger
ki insan dogasina uygun olacak bicimde davranacak
isek 6grenmek durumundayizdir. Yine de; yazmak
yurimek ve konugsmak ile ayni diizeye ait degildir.
Daha ytlizeysel, daha yakin zamana ait durmaktadir ve
bundan dolay:r da hayatta daha geg¢ 6grenilir ve pek ¢ok
kisi de hi¢ 6grenmez. Ve her ne kadar gelecegin insanini
yuriimeyen ve konusmayan biri olarak hayal etmek glic
gelse de (boyle bir yaratik bizim buginki tanimimiza
gore “insan” olmayacaktir) gelecekte insani artik yazi
yazmayan biri olarak hayal etmek pek mumkiindir, hatta
boyle bir gelecege isaret eden emareleri glinimiizde bile
gormek mimkiindiir. Bu da dogal ve kiiltiirel davraniglar
arasindaki sinirin ne kadar akigkan olduguna igaret eder
ve bu kategorilerin terk edilmesi gerektigini ortaya koyar.
Her ne ise: yazmak bir¢cogumuz icin bir aligkanliktan da
Ote, bizim yaradilisimizin bir parcasi haline gelmistir.
iste bu ylizden bu eylemi gerceklestirirken ne yapmakta
oldugumuzu diisiinmeyiz.

Fakat, aliskanhklar wve aligkanliktan Ote
davraniglanin kapsadigl olgularda her zaman oldugu
gibi, eger uizerine kasith olarak derinlemesine diisiinerek
kesfedecek olursak yazmak neredeyse gizemli bir hal
alir. Eger ki uzerinden aligkanhk ve aligkanlktan ote
olanin perdesini kaldirirsak, ki bu yazma eylemini apagik
ve oldugu gibi goriinlr bir hale sokacaktir, bu eylem
tarif edilebilir olanin ¢ok oOtesinde karmasikliga sahip
bir eylem olarak belirecektir. Ben yine de bdyle bir tarif
girisiminde bulunacagim. Ve bu tarifi giniimizde icra
edilen alfabeli yazma ile sinirlandiracagim. Yazmak
icin bizim kiltlirimiz tarafindan sunulan bircok seye
ihtiyacimiz vardir. Oncelikle bog bir ylizeye ihtiyag vardr,
mesela bir yaprak beyaz kagit. Ikinci olarak, kagidin
beyazligiyla tezat tegkil edecek bir madde igerecek ve
bu maddeyi kagiit ylizeyine tatbik edebilecek bir aygita
ihtiya¢ vardir, mesela i¢inde daktilo seridi bulunan bir
daktilo. Uglinci olarak, alfabenin harfleri gereklidir,
ki bunlar tezat olusturan madde ile bos ylizeye tatbik

edecegimiz sgekillerdir. Bu harfler bellegimizde veya
daktilo 6rneginde oldugu gibi aygit icerisinde biriktirilmis
olabilir. Dordiinci olarak, bu harflere anlam katacak bir
konvansiyona ihtiya¢ vardir, ki bu bizim alfabe 6rneginde
konusulan bir dilin cesitli seslerine karsilik gelir. Besinci
olarak, bu harfleri daha ist bir yap: olusturacak sekilde
dizene sokmanin kurallarini biliyor olmamiz gerekir,
ki buna “imla”= dogru yazim denir. Altinc1 olarak,
alfabenin harfleri ile ifade edilebilecek bir dil biliyor
olmamiz gereklidir. Yedinci olarak, bu dili dizenleyen
kurallan biliyor olmamiz gereklidir, ki buna da “gramer”
denir. (Bes, alt1 ve yedinci onermeler birbirini gerektirir
ve bu sebepten teorik ve pratik sorunlara sebebiyet
vermektedir.) Sekizinci olarak, ylizeye tatbik edilecek
harfler araciligiyla ortaya konacak bir dilde ifade edilecek
bir fikre sahip olmamaiz gereklidir. Dokuzuncu olarak, bu
fikri ifade etmeyi gerektirecek bir itki gereklidir. Simdi,
yazmak icin tim bu Onermelerin bir araya gelmesi
gereklidir, fakat bunlarin timi ayni ontolojik diizleme ait
degildirler. Daktilo, konugma dili ile ayni tiir gerceklige
dahil degildir, ne de bir dilbilgisi kurali ile ve 6zellikle de
bir fikir ile. Bu sebeple, yazmak bircok farkli ontolojik
dizlemde gerceklesen bir eylemdir. Disaridan bakarak
yapilacak gozlem bu diizlemlerden sadece birini gorintir
kilacaktir. Diger diizlemler sadece bagka tiirlii ve daha
muphem gozlem yontemleri ile gorinir kilinabilir. Biz
disaridan bakilarak yapilacak gézlem ile baglayalim.

Yazmanin yapis1 dogrusaldir, yani kisi sayfanin
sol st kosesinden baglayarak sayfanin sag tist kosesine
varincaya kadar bir sira harf yerlestirir, sonra tekrar sola
atlayarak daha 6nce yazilmis olan satirin hemen altindan
tekrar baslar ve bu isleme sayfanin en alt sag kosesine
varincaya kadar aynen devam eder. Simdi, yazmanin bu
dogrusal yapisi belleklerimizde neredeyse sapasaglam
bir bigimde yer etmistir ve biz de bunu hemen hemen
sorgulamadan kabullenmisizdir. Aslinda bu daktilo ile
programlanmistir; daktilo soldan saga yazmak ve tekrar
sola atlamak lizere diizenlenmis bir makinedir. Boylelikle
daktilo, bir dizeyde, bizim kiiltiirel bir programimizin
maddelesmis halidir. Eger daktiloya bakacak olursak, bir
nebze de olsa, zihinlerimizin bir yonliniin nasil ¢alistigini
maddi olarak gorebiliriz. Fakat bu ancak bir yere kadar
olacaktir, clinki daktilo bizim zihin yapimiza kiyasla ¢ok
katidir. Yazdig: satirlar el ile yazilan satirlardan ¢ok daha
diizglin, satirlar sayfaya daha esit araliklarla yerlesmekte
ve harfler hem daha esit araliklarla durmakta, hem de el
yazisindan daha dizgindir. El yazisi, boylelikle, bizim

zihin yapimiza daha yakindir ve onu daha dolayimsiz
ifade eder. Ama tabi ki bu argiman iki sekilde de
yorumlanabilir. Daktilonun bizim zihin yapimiza el
yazisindan c¢ok daha sadik oldugu ve el yazisindaki
diizensizliklerin de daktilonun icad1 ile ortadan
kaldinlmasi miimkiin hale gelen teknik kusurlar oldugu
da ileri strtilebilir. Bu savlardan hangisinin yaninda
duracagimiz bizim yazma eylemine yonelik tavrimizin ne
oldugunu da belirleyecektir.

Eger daktilonun zihinlerimizin yapisina el yazisina
kiyasla daha az sadik oldugunu distniyorsak, yazma
eyleminin ¢izim yapmaya daha yakin oldugu inancindayiz
demektir. “Serbest” ¢izime kiyasla cok daha kisith bir
cizim tabi ki ama, yine de bir ylizey lizerine sekiller koyma
eylemi. Bu durumda el ile yazma sonucunda olusan
diizensizlikler daktilo ile yazmada kayip olan kasith
kompozisyonlar olarak kabul edilecektir.  Boylelikle
daktilo, kalemden daha “zayif” bir enstriiman olarak
goriilecektir. Eger daktilonun zihinlerimizin c¢alisisina
el yazisina kiyasla daha sadik oldugunu distuiniyorsak,
yazma eylemini kavramsal diisiinceye daha yakin olarak
degerlendiriyoruz demektir. “Igsel” diisiinceye kiyasla
cok daha “maddesel” bir diisince bigimi tabi ki ama, yine
de bir ylizey tizerine kavramlar veya onlarin sembollerini
diizenli bir silsile icerisinde koyma eylemi. Bu durumda
el yazisinda olusan diizensizlikler daktilo ile yazmada
sakinilabilen istemsiz hatalar olarak kabul edilecektir.
Boylelikle daktilo, kalemden “daha iyi” bir enstriiman
olarak gortilecektir.

Yazmaya yonelik bu iki yaklasimi bir araya
getirmek aslinda mimkindir. Yazmanin ¢izmek
ile kavramsal dustnce arasinda bir yerde duran bir
eylem oldugu oOne siriilebilir.  Cin ideogramlarinin
bu yaklasimlarin bir sentezinin sonucu olduguna
inaniyorum, fakat bu bizim igin gecerli degil. Bizler
alfabe kullanan yaz igin programlanmisiz ve bununla
idare etmek durumundayiz. Bu yazi tiru bize bu agidan
baktigimizda tahmin edecegimizden ¢ok daha genis bir
ozgurlik alani birakmaktadir ve “somut siir” adi ile anilan
yaz1 tlird bu ozgiirligin ispatidir. Bu, yazinin dogrusal
yapisinin bilingli manipilasyonuna dayanir.  Sayfa,
uzerine harflerin cesitli desenler olusturacak sekilde
yerlestirildigi bir ytizey haline gelir. Boylece harf alisildik
cizginin disinda goriilerek sadece bir isaret degil aym
zamanda basli basina bir figlir olarak da algilanir. Fakatbir
yandan da konvansiyonel “mitizikal” notasyon karakterini
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de korur. Her ne kadar sayfa lizerine yerlestirilen satirlar
diz cizgiler olusturuyor olmasa da, somut siir 6ziinde
yine de dogrusal bir yazidir. Yazi ile ¢izim arasindaki
akrabaliga dikkat ceker, fakat cizimden farkli olarak
oncelikli olarak bir ylizeye sekiller yansitma amacinm
glitmez. Yiizeye yansittiklar, bagli olduklan kurallar
uyarinca dogrusal olan konvansiyonel isaretlerdir ve
bunlar ancak ikincil olarak genel gecer kurallarin aksine
bir sekil de olusturuyorlardir. Diger bir deyisle: somut
siir 6zlinde bir ¢izme eylemi degil, genel gecer kurallarn
disinda gerceklestirilen bir yazma eylemidir.

Nevar ki, bu, “yaratic1” eylem diye adlandirilabilecek
durumun icinde tasidigy diyalektigi ortaya koymaktadir.
Genel gecer kurallanin disindaki yazma eylemi tabi
ki el yazisinda, daktilo edilmis yazidan daha kolay
gerceklestirilir, clinki bu kurallar daktilonun yapisi
icerisinde cismen programlanmistir. Tam da kaleme
kiyasla daktiloya konvansiyon disi bir yap1 yiiklemek daha
zor oldugu icin, daktilo kalemden daha zorlayici ama bir
yandan da firsatlar sunan bir enstrimandir. Eger ki kisi
daktilo ile genel gecer olmayan satirlar yazmaya niyet
ederse yeni yazma yontemleri kesfetmek durumundadir
(mesela kagit ile belirli bir sekilde oynamak gibi). Bu
yaraticiligin en belirleyici Ozelliklerinden biridir: eylem
tzerine ne kadar ¢ok sinirlama getirilmisse (ne kadar ¢ok
“belirlenmisse”), o da bu sinirlayici etmenleri agsmak icin
o kadar ¢ok yeni yol bulabilir (o kadar “6zgtirlesir”). Somut
siir gibi genel gecer kurallar disindaki yazma eylemleri
daktilonun kalemden daha zorlayici ama bir o kadar da
firsatlar sunan bir enstriiman oldugu fikrini 6ne stirer.

Bu noktada, ilk bastaki yazmanin bir kazima
eylemi oldugu diistincesi tekrar hatirlanmali. Sivri uglu
kalem, (veya dolma kalem, ya da fir¢a) bize asli kazima
eylemini bizim geleneklerimizde piyanodan baska pek
bir sey cagrnistirmayan daktilonun hatirlattigindan tabi
ki daha fazla amimsatir. Fakat eger daktilo ile yazma
eylemi piyano calan birinin davranmislarina (ki bu yazi
yazmaya ¢ok yabanci gibi durmakta) kazimaya kiyasla
daha ¢ok benziyor ise, o zaman yazma eyleminin asli
6zlnin zamanla yitirildigi ve simdi baska bir 6z ile ikame
edildigi anlamini ¢ikarmamiz gerekir. Bu durumda
bugiin daktilo ile bir yazi yazdigimizda Mezopotamyal
yazicilarin yaptigindan tamamiyla farkli bir eylem
gerceklestirdigimiz 6ne siriilebilir. Ama bdyle bir sonuca
varmak acelecilik olur. Bir yandan, daktilo ile yazmak
hala bir seyi “bastirmak”, yani bir yiizeye baski ile izini

ctkarmak eylemidir, her ne kadar ylizey tizerine basilan
mirekkep de olsa. Amaci da kazmaktir. Diger yandan
da, piyano calma eylemi de, esasen yazi yazmaya o kadar
yabanci degildir. Her ne kadar tirettigi satirlar harflerden
degil miizikal titragimlerden olusuyor olsa da, o da yazi
yazmak gibi dogrusal bir eylemdir. Bd&ylece daktilo ile
yazdigimizda da hald oyma yapiyor oldugumuz One
surulebilir (en azindan eylemin ardindaki niyet agisindan
bakildiginda) ve eylemin “piyano benzeri niteligi” de bu
gercegi vurgulamakta: artik bir cubuk araciligiyla oyma
yapmiyor, onun yerine bir dizi ¢eki¢ kullaniyoruz. Bu da
artik sadece tek elle oymadigimizi, bunu on parmagimizin
her biriyle yaptigimiz anlamina geliyor. Boylelikle, daktilo
ile yazmak el yazisina kiyasla ¢ok daha niifuz edici bir
eylemdir. Disaridan bakarak yapacagimiz gézleme devam
ederken bunu aklimizda tutmakta fayda var.

Daktilo ile yazi yazmak, tizerinde harfler ve benzer
isaretler olan tuslara basmaktir ve buradaki amacg da bu
harf ve isaretlerin bir sayfa kagit tizerinde belirmelerini
saglamaktir. El yazisi yazmak ise kisinin elini bir sayfa
uzerinde hareket ettirerek ylizey lizerinde bir 6ncekine
benzer harfler ve isaretler belirmesini saglamasidir.
Eger ki gozlemledigimiz alani sadece elin hareketleri ile
siirlandiracak olursak bu ikisi birbirinden tamamen
farkl tir eylemlerdir. Fakat eger eylemde bulunan tim
bedeni gozlemimize dahil edecek olursak bu ikisinin
ayn1 tir eylemler oldugu apacik gorilecektir: Bunlarin
her ikisi de yaz1 yazmaktir. Benzerlikleri sadece ikisinin
de sonucunda ortaya ¢tkan harfler ile kaph ylzeyler ile
sinirli degildir. Ayni zamanda eylemde bulunan bedenin
tutumlarinin timindedir: Bir tur dinlemeyi takiben
hareket etme ve bu iki evrenin dénlisimli olarak tekrar
etmesi. Dinlemedeki, hareketsiz yogunlasma evresi
yazmanin hareket etme evresi kadar belirleyici bir
ozelligidir. Yazi yazmanin i¢sel deneyimine dogrudan
temasimiz olmasa idi, (yazi yazmay: fiilen icra etmis
olmasaydik), disaridan bakarak yapacagimiz gozlem ile
yazl yazmayl dizenli olarak kesintiye ugratan dinleme
halinin anlamimi agiklayamazdik. Yazan kisinin, ona
yuzey Uzerine hangi harfleri koyacagini sdyleyen bir “ic
sesi” dinliyor oldugunu soylemek mitolojik bir yaklasimla
konusmak olacaktir. Yine de, disaridan bakarak yapilacak
gozlem de gercek anlamiyla yazi yazma ile sadece
daktilonun tuslarina bir sempanzenin ya da okuma
yazmasl olmayan bir ¢ocugun yapacagl gibi Oylesine
vurmanin arasindaki farkin bu dinleme evresi ile ilgili
oldugunu kabul etmek durumundadir. Bu durumda

yazan kiginin hangi harfleri yazacagini bu odaklanma
evresinde sectigi sonucuna varmak durumundayiz; bu
secimleri hangi kriterlere bagli olarak yaptig1 konusunda
soyleyecek hicbir seyimiz olmasa da. Eger digsaridan
bakarak yapacagimiz gozlemleri birden fazla defa
tekrarlayacak olursak, kendi yazma deneyimimize
basvurmak zorunda kalmadan da bu kriterler hakkinda
kimi seyler kesfedebiliriz.

Yazi yazmada iki farklh durum arasinda bir
ayrim yapabiliriz. Bunlardan birinde yazan kisinin
yaninda bir metin vardir digerinde ise boyle bir metin
bulunmamaktadir. Bu durumlarin birincisinde, dinleme,
odaklanma evresi yazan kisinin yaninda duran metne
belirli bir sekilde bakmas: ile birlikte gerceklesir. Bu
belirli bakis tirtine “okuma” denir ve gozlerle yazi
yapisinl takip eden dogrusal bir hareket yapmayl
icerir. Buna bagh olarak, yazan kisinin yaninda bir
metin olmadig: ikinci durumda da dinleme, odaklanma
evrelerinin ilk durumdaki okumaya karsiik geldigi
gikarimini yapabiliriz. ilk durumda, yazi yazan kiginin
harf secimlerinin bu okudugu metinden kaynaklandig:
apacik ortadadir. Boylelikle, ikinci durumda da secimlerin
yazan kisi tarafindan goriilen, gorinmez bir metnin
“icten okumas1” sayesinde gerceklestigi sonucuna
varabiliriz. $imdi, birinci durumu, bir “kopya cikarma”
olarak degerlendirerek ve kopya c¢ikarmanin gercek bir
yazma eylemi olmadigini 6ne siirerek, gozden gecirmekte
oldugumuz konular arasindan eleyelim. Bu elemenin
gerekcesi de gercek anlamda yazi yazmanin “i¢sel” harf
secimlerine dayandig) varsayimidir. Bu varsayim saglam
bir varsayimdir ¢inki bir metnin kopyasini cikaran
kisinin aslinda yazi yazmadig1 sadece var olan bir metni
daktiloya c¢ektigi one surtlebilir, yani bu kisinin yazi
yazmak icin bir enstriiman oldugu ve bir daktiloya bir
yazara durdugundan daha yakin durdugunu savunmak
mumkinddr.

Boylece, “yazi yazma” ifadesinin anlamini,
sempanzeleri, okuma yazmasi olmayan c¢ocuklan ve
kopya cgikaranlan elemek yoluyla sinirlamis olduk. Bunu
da kendi ideolojik Onyargilarimiza dayanarak degil,
gozlemlerimizin bizi yonlendirmesi sonucunda ortaya
cikan sebeplere bagh olarak yaptik. Sempanzeler ve
okuma yazmasi olmayan ¢ocuklar yazi yazmaz, ¢linku
eylemlerinde gozlemlenebilir bir se¢im evresi yoktur.
Ve kopya cikaranlar (en kati tabirle “daktilocular”) da
yazl yazmaz ¢iinki onlarin yaptigi harf se¢imleri onlara

disanidan dayatilmistir.  ilk vakadaki eylem yazmak
degildir clinkli bu kazaen gerceklesmis (yani istatistiki
olarak hesaplanabilir) bir eylemdir. ikinci vakadaki eylem
de yazmak degildir ¢linkii o da mecburi (yani nedensellik
baglaminda belirlenmis) bir eylemdir. Gergek yazi yazma
eylemi bu eledigimiz iki tiir gibi ne kazaen gerceklesen
ne de mecburi bir eylemdir. Bu da yazmanin, kuskusuz,
“6zgur” bir eylem oldugu anlamina geliyor. Isterseniz
bu ifadeyi goziimizde biylitmeyelim. Yazmak bir ylizey
uzerine kaydetmek tizere harfler se¢cmektir. Bu secimin
de (tim diger secimler gibi) ya bir agiklamasi vardir ya
da bir agiklamasi yoktur. Eger ki bir agiklamasi var ise o
zaman bu agitklama bu secimi belirlemis olan sebeplerin
kesfidir. Eger ki bir aciklamasi yok ise ve olmamaya devam
ettigi slirece bu sec¢imin kazaen oldugunu farz etmek
durumundayiz. Boylelikle yazi yazmak, her secim gibi,
bilincli bir kararin sonucudur, en azindan 6znel anlamda
bu sekilde deneyimlenir. Fakat eylemler gibi olgular
s6z konusu oldugunda tam da bu 6znel anlam dikkate
alinmaya degerdir. Ve gercek yazi yazma eyleminin
“Ozglir” bir eylem oldugu gercegi de digsaridan bakilarak
yapilacak gozlemler araciligiyla goriilebilir.

Eger yazma eylemini yazan kisinin dizenli
araliklarla once “gériinmez bir metni okudugu” ve sonra
onu bir ylizeye kaydettigi bir siire¢ olarak tanimlayacak
olursak, bu eylemin tasvirini yapmis olmak yerine onu
yorumlamig oluruz. Fakat eger 0znel ozglrlik ile yiz
yuze isek, (ki bu durumda Oyleyiz) yorumlamamak
diurustlige aykin olacaktir.  Cinkld o0znel ozgurlik
olgusu (ki biz baskalarinin bizimle birlikte var oldugunu
bu sekilde deneyimleriz) “Sinngebung” (yani anlam
verme) kavramiyla agiklanabilecek bir olgudur ve bu
da yorumu gerekli kilar (yani olgunun onerdigi anlami
tahmin etmeyi). Eger yazma eylemini yorumlamay:
reddedecek olursak, gozlemledigimize de sadik kaliyor
olmayacagiz demektir. Fakat bu bir yontemsel soruna
sebep olur. Yazmay: gozlemlerken ashinda bir “eylemi”
gozlemliyoruz, bu da bizimle birlikte orada bulunan
birini gozlemlemek anlamina gelir, yani bizim gibi birini
gozlemlemek. Bu davranisi anlayabilmek icin kendimizi
yazan kisinin yerine koymamiz gerekir. Boyle durumlarda
disaridan bakilarak yapilacak gozlem yetersizdir. Fakat
eger salt Oznel izlenimlerden sakinmak istiyorsak
da vazgecilmezdir. Bu noktada, daha sonra tekrar ig
mecradan yapilacak gozlemlerin sonuglarini sinamak
icin geri donmek kaidesiyle, disaridan bakilarak yapilan
gozlemlerden i¢ gozlemlere kayacagim.
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Kendiyazi yazma deneyimimi tarif etme ¢abasiyla
bu eylemin en dis noktasindan baglayarak icerilere,
bu eylemin 6zl diye adlandirilabilecek alana dogru
ilerleyecegim. Digarda bos sayfa ve lizerindeki harfler ve
isaretlerle daktilobulunmaktadir. Ve tabi,benim bu harfler
ve isaretlerin ne anlama geldigine dair sahip oldugum
bilgi: konusgulan bir dilin sesleri. Bu unsurlann “verili”
oldugunu soyleyebilirim, bunlar benim elimdeki “veriler”.
Diger taraftan, icimde ¢ok 0zel bir sekilde bu verilerin
benim tarafimdan belirli bir amac icin kullanilmak tizere
orada olduklarina dair bir his var: icimdeki bir seyi “ifade”
etmek icin. Bu veriler ancak ve ancak benim icimde
ifade edilmeyi bekleyen bir sey var ise ige yarar hale
gelecek. Bu igimdeki sey bu verilere “deger” yiikliiyor.
Bu icimdeki seyin bir “gercek” oldugunu soyleyebilirim,
¢linki o benim var ettigim bir sey. Bu durumda yazma
eylemi “gerceklerin” (ifade edilecek seylerin) ve “verilerin”
(yazma aygitlar: ve benim onlarin nasil kullanilacagina
dair bilgimin) bir araya gelmesi sonucunda gerceklesen
bir hareket oldugunu soyleyebiliriz. Gercekler olmadan
veriler ise yaramaz bir haldedir ve veriler olmadan da
gercekler etkisiz kalacaktir. Yazmak, ifade edilecek bir sey
oldugu gercegini etkin kilan ve sayfalar ve daktilolarin var
oldugu verisini de ige yarar hale getiren bir eylemdir.

Simdi, bu tir dustnceler son derece bayag:
durmaktadir. Boylesine apacgik mevzulan vurgulamak
niye? Clnki, cogu zaman oldugu gibi, konunun bayagilig
ve asikarligl onemini gizlemektedir. Eger ortada ifade
edilecek bir sey oldugu gercegi dogru olmasa yazim
araclarn her ne kadar yazma eylemine benzer hareketlerle
kullaniliyor olsalar da ise yaramaz olacaklardir. Ve
giniimuzde giderek yayilan okur yazarliktan uzaklasma
egilimi belki bu sekilde acgiklanabilir: igse yaramaz sahte-
yazilardaki artis okur yazarhigin kendisini ise yaramaz
hale getirmektedir. (Sadece butin bunlann zaman
kayb1 ve bosa gayret olmasindan dolay1 da degil, daha
¢ok bu sahte-yazilar yigimi icinde “gercek metinlerin”
hangileri oldugunu bulmak da giderek imkansizlastig:
icin.) Diger taraftan, veri olarak sayfalar ve daktilolar da
olmasa (zamansizliktan veya baska sosyal ve ekonomik
sebeplerle) o zaman da ifade edilecek bir sey oldugu
gercegi de etkisiz kalacaktir. Sonug¢ sukutuhayaldir,
(ifade etme diirtiist tizerinde stirekli bir baski) ve bu bir
hayat projesini mahvedebilecegi gibi kimi ug¢ 6rneklerde
intihar ile sonuclanmaya kadar gidebilir. Cunki eger
ifade edilecek bir sey oldugu bir gercek ise, yazmak hayat
olmanin asli eylemi haline gelir. “scribere necesse est,

vivere non est”. (yazmak mecburidir, yagsamak degil) Bu
giidli az once bahsettigimiz glinimiizdeki durumda yazi
yazmanin igse yaramazligindan tamamen bagimsizdir.
ifade edecek bir seyleri olanlar icin yazmak zaruridir,
cabalarinin igse yaramaz oldugunun farkinda olsalar dahi.
Buna “yaziyazmanin trajedisi” denilebilir. Ve bu konunun
bayagilig ve agikarliginin golgesinde kalmaktadir.

Tabi sorunun basarli bir sekilde dile getirilip
getirilemedigi sorulabilir. ~ Kisinin icindeki o seyi
yazmaktan bagka eylemlerle de (mesela konusarak, veya
bilgisayar kartlarina delikler acarak ya da film yaparak)
ifade etmesi mumkin degil midir? (diye sorulabilir) ve
boylelikle alfabe kullanarak yazi yazmanin giderek ise
yaramaz hale gelen bir “iletisim mecras1” oldugunu kabul
etmek olas1 degil midir? Boylesibir soruya verilecek cevap
insanlik durumumuzun halini gozler oniine serecektir.
Icimizde sadece yazma eylemi ile ifade edilecek geyler
vardir, ¢unkl bizler tarihimiz boyunca, kultirimiz
tarafindan (veya bizi programlayan o etkiyi ne sekilde
adlandirmak istiyorsak onun tarafindan) bu sekilde
programlanmisiz. Ve bu ancak yazi yazma eylemiile ifade
edilebilecek ve bagka hicbir eylem ile ifade edilemeyecek
olan seyler yazma eylemiile tipatip ayniyapiya sahiptirler,
tam da bu sebepten dolay1r bunlar bagka bir eylem ile
ifade bulamazlar. Bunlar icimizde kesin olarak yazilmak
amacilyla programlanmislardir. Bunlara “dogrusal
diisiinceler” demek miimkiindiir ve bunlarin toplamina
da “tarihsel diisiince” adin verebiliriz. Bu seyler yazinin
icadindan evvel ortada yoktu ve yazinin terk edilmesinden
sonra da olmayacaklar. Fakat bu tur konulan ele almak
yazarlara varolussal bir teselli sunmamaktadir. Onlar
yazmak zorundadir, yoksa ise yaramaz hayatlar
sureceklerdir, her ne kadar kendilerininkinin giderek
ise yaramaz hale gelen bir “kiltiirel hastalik” oldugunun
farkinda olsalar da. Cilinkl tarihsel diisince onlarin
diinyada bulunma seklidir ve i¢inde bulunduklan diinya
da ancak tarihsel distince ile ifade edilebilir. Boylelikle
yazmak aliskanhiktan da otedir: Yazarlar i¢in diinyada
bulunmanin tek anlaml yoludur bu, tamamen, veya
neredeyse tamamen “nesnel” agiklamalardan bagimsiz
bir sekilde. Insanlik durumu bu haldedir: yazmak bir
“gercekliktir”, clinki onu ben yaparim, ama ayni zamanda
bir “veridir” ¢clinki ben onu benim disimdaki diisiincelere
ragmen yapmak i¢in programlanmisimdir. Bu diyalektik:
“Yapmak zorunda oldugumu yapmak, ve boylece yapmak
istedigimi yapmak” 6zgurligin diyalektigidir.

Bu sekilde yazmak disinda baska hicbir bicimde
disa vuramayacagim, i¢cimde olan bir seyi disa vurmak
icin yaziyorum. Tabi “disa vurmak” goreceli bir kavram.
Bir yerdekini yansitmak anlamina geliyor. Bagka bir yere
vurmay! iceriyor. Yazi yazma durumunda bu vurulan
yer bir sayfa kagit. Ben icimde olan bir geyin bir sayfa
kagidin lizerine izini ¢ikarmak icin yazi yaziyorum. Her
ne kadar bugiinki seklinde yadsiniyor olsa da (kalem
veya daktilo ile yazilan yazida) kazima, kazma niteligi
yazi yazma eyleminin yapisinda bulunur. “Ozlinde”
lizerine yaz1 yazdigim her sey dogrudan benim eylemim
sonucu bir Mezopotamya tableti haline gelir. Ve bu,
gbzlemimi sadece onun ylizeyine uyguladigim eylemimle
sinirlamadigim durumda da gegerlidir. Bu ayni zamanda
benim eylemimin o sayfanin gorinur ylizine ulasmadan
once icinden ge¢mek zorunda oldugu bircok goriinmez
katman icin de gegerlidir. Clinki harflerle kapladigim
yluzey ile yazi ile ifade ettigim dogrusal disilince
arasinda pekcok gbéze gorinmez Mezopotamya tableti
bulunmaktadir. Her bir tabletin kendine has bir “nesnel
niteligi” var, yani benim onun tzerine belli bir bi¢imin
izini c¢ikarma gayretime karsilik her birinin kendine
0zgl bir direnci var. Ve tabletten tablete gecerken her bir
adimda bu bi¢im (dogrusal diisiince) nesnel kars: koyus
tepkisi karsisinda degisime ugrar. Boylelikle yazmak
kisinin cesitli ontolojik diizlemlerde nesnel direncin
baskis: karsisinda adim adim diislincelerini degistirmesi
anlamina gelir. Gogunlukla insanmin “fikirlerini
netlestirmek” icin yazdig1 sdylenir. Bu gevsek bir ifadedir.
Aslinda gerceklesen kisinin diisiincesinin kendini ifade
edemeyen halinden sayfa ylizeyine yaklastikca adim
adim artan nesnellesme halidir. Dustincenin kagit
yuzeyinde aldigi sekil benim 6znel niyetim ile icinden
gecmek zorunda oldugum nesnel “tablet yapilar”
arasindaki bir dizi diyalektik siirecin sonucudur. Bu
nedenle sayfanin yuzeyindeki sekli ile digsiince hem
benim onun olmasina niyetlendigim gibi hem de degildir,
ve yazl yazmak surprizlerle dolu bir maceradir. Aslinda
bir disiincenin bir sayfa yuizeyindeki sanal harflerden
bagka bir sey olmadigini soylemek mimkiindiir, ve bu
benim onunla kagit arasindaki cesitli “tabletleri” gecerek
sayfaya dogru ilerlememle giderek daha “gercek” hale
gelir. Bu durumda yazi yazmak fikirleri “netlestirmek”
degil gerceklestirmek demektir, ve diislincelere sahip
olmanin da hicbir 6nemi yoktur. Ancak onlarn yazarken
kisi onlara “sahip olmus oldugunu” soyleyebilir, fakat o
zaman da bu duslinceler yazilmadan o6nce olduklarini
sandigimiz hale benzemezler. Kimi felsefelere gére
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“distince”, “maddenin” ziddidir. Yazma eylemi ile ilgili
gozlemler boyle felsefelerin tamamen soyut kestirimlere
dayandigini ortaya koyuyor. “Saf disiince” diye bir sey
yoktur. Sadece kagit ylizeyine harfler basmaya yonelik bir
niyet vardir. Ve “dogrusal, mantikli, acik ve kati diistince”
denen sey (en azindan bizim gelenegimizde) son kertede
pek maddesel bir yaprak kagit tizerindeki pek maddesel
harflerdir. (Bu da muhakkak diyalektik materyalizmin
lehine bir sav sayilmaz.)

Yazma eylemi Uzerine yapilacak etraflica bir ig
gozlem kagit ylizeyine ulagsmadan evvel gecilmesi gereken
tim “tabletleri” dikkate almak durumundadir, ki bunlarnn
bir kismini yazmak i¢in gerekli unsurlarnni numaralayarak
sayarken siralamistik. Burada bu kadar etraflica bir
tasvire kalkismak mimkin degil, bunun yerine ben
dikkatimi bir tek “tablet” lizerine yogunlastiracagim
clinki bu benim kendi yaz1 yazma pratigimde neredeyse
sira dis1 bir karmasikliga sahiptir. Bahsettigim, yazma
stirecinde kisinin niyetlendigi diisiincesini paradoksal
olarak “sessiz konusma dili” olarak adlandirilabilecek
yaklasimla ifade etmeye calistigindaki basamak. Benim
bir diistincem (sadece niyetlenmis oldugum bir diisiince
bile) olup olamayacagr konusuna deginmeyecegim, bu
konudaki yaklasimimi daha once dile getirdim, ¢tinki
bu daha once ele aldigim, diistincenin “gercekligi” konusu
sonrasinda ontolojik olarak yersiz kacacak bir mevzu.
Onun yerine “sessiz konusma dilinde” ifade benim yazi
yazma pratigimde nasil isliyor onu ele alacagim. Benim
durumum bir hayli karmasik oldugu i¢in daha “normal”
bir yazma pratigi i¢in bir miktar ug bir 6rnek olabilir.

Ben bircok farkli konusma dilinde konusabilir
olarak programlandim, ama bu yazilmak i¢in can atan
distnceyi hangi dilde yazacagimi se¢me konusunda
ozglirce secim yapabilecegim anlamina gelmiyor. Bu
merkantalist (se¢cme 06zglrliigi) sayilabilecek anlamda
“ozglr” degilim, c¢lnki hafizamda depolanmis bu
diller birbirine es degil ve hicbiri bir digerinin yerine
kullanilamaz. Her birinin kendi islevi var (her ne
kadar bu iglevler cakisiyor olsa da) ve oznellikleri hem
kendi “nesnel” karakterlerine, hem de “0znel” olarak
benim programim dahilinde isgal ettikleri yere bagh.
Hafizamdaki diller arasindaki bu farkliligin sonucu
olarak kimi dustncelerim bu dillerden birinde daha
iyi ifade bulurken kimi bagka dustuncelerim de bagka
bir dilde daha iyi ifade edilebiliyor. Aym seyi bagka bir
sekilde tekrar soylemek gerekirse: kimi dustinceleri bir
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dilde distiniirken kimi diger diisiinceleri bagka bir dilde
dislinme egilimindeyim. Fakat bu diller arasindaki
farkhiigin ta kendisi benim yazi yazma pratigime
yonelik ozgil bir strateji sunuyor. SoOyle anlatayim:
Kimi diistiinceler icimde uzaydaki gaz ve toz bulutlarina
benzer bir sekil almaya bagliyor. Burada, bunun niye
oldugu konusuna girmeyecegim, ama diislincelerin bu
nebulams: sekli konusuna gelince (tam da bu bulutsu
hallerinden dolay: aslinda bunlara “diistince” demek bile
dogru olmaz) sunu sdéyleyebilirim: Bu sekil aralarindan
secebilecegim dillerden birine dogru bir meyletme hali.
Genellikle bu dil Almanca oluyor, ama ¢ogu zaman
Portekizce veya Ingilizce de olabilir. Duslincelerimi
meylettikleri dile gore ayirt etmeyi 6grendim. Bu ayrimin
Olctitlerini dile getiremeyecek olmama ragmen bunun
cesitli On-diigiincelerin meylettigi dilin yapisiyla ilgili
olduguna siiphem yok. Bu durumda her dilin belirli
tirdeki distinceler icin bir program, 6zgil bir “soylem
evreni” oldugu gercegini kabul etmek durumunda
oldugumuza inaniyorum.

Baslangicta bir diistincenin belirli bir dilde dile
gelme egiliminin baskisini kabul ediyorum. Onu bu dilde
sessizce formiile ediyorum. Bu, daha sonra, dogrusal
diistincenin kendine has bir 6zelligi olan bir diisiinceler
zinciri uyandiniyor.  Bu zincir bir gekilde benim
kontrolimde denebilir, ¢linkii kendi dilinin dilbilgisi
kurallarina uymak zorunda. Tekrardan ozgurligin
diyalektigi: diistince zinciri benim kontrolimde cinku
tam da bana dayatilan kurallar tarafindan diizenleniyor.
Bu durumda dil bir “Mezopotamya tableti” haline geliyor,
yani artik diisiince zincirimi onun i¢inden kaziyorum.
Tabi, zincir kontrol altinda olsa dahi gesitli farkl yonlere
dogru dallanip budaklanma egilimi gosteriyor. Sessiz
formiile etme streci o kadar hizlh ki diislince agacinin
cesitli dallann es zamanli olarak benim ve dilin icinde
biiytiyor. (Bu noktada artik kendim ve dil arasinda ayrim
yapmakta gliclik cekmeye basliyorum.) Dilin disinda
duran bir parcam buna izin vermiyor. Kontrol dis1 bir
distince (Joycevari bir “nehir”), icimde dile gelmek ici
can atan seye bir sekil vermek olan amacimi bozguna
ugratacaktir. Her ne kadar kendimi dil nehri icinde
siriklenmeye birakmanin cazibesini ve glzelligini
pekala biliyor olsam da bu bastan cikarmaya karsi
direnmek durumundayim. (iste tam da bu sebeple
“otomatik yaz1” denen seye hem hayranlik duyuyor,
hem de giivenmiyorum.) Her ne kadar biri digerini ima
etse de, diigiincenin dallanip budaklanmasinin diigiince

cagnsimlarindan ¢ok kelime ¢agrisimlarina dayandigini
biliyorum. (Yazi yazma ¢ubugu ile Mezopotamya tableti
de birbirinin varligini ima eder.) Bir aga¢ olmaya dogru
giden bu egilimi durdurabilmek icin agagsal yapilara
izin vermeyen bir daktilo almaliyim (Joyce ve takipgileri
her ne derse desin). Eger ki dogrusal diisiince dizgemi
gerceklestirebilmek istiyorsam sessiz formiilasyonumu
daktilo etmeliyim. Bu da gosteriyor ki, yazmak “sessiz
konusma dilinin” uzlagmalarinin bir sonucu, agag¢ gibi
olan dislincenin es zamanlhliginin art zamanli hale
getirilmesi.

Diustince dizgesini ona “uygun” olan dilde daktilo
ederken bir dizi negatif secim yapiyorum. Yizeyime
citkmak icin baski olusturdukca kelime ve diisiince
cagrisimlarnni eliyorum. Bu yine yazl yazmanin ¢izim
yapmaktan ¢ok heykel yapmaya benzedigini gosteriyor:
surekli bir kesip atma hali igeriyor. Sonugcta ortaya ¢ikan
bir “metin” olacak, yani satirlar haline gelmis harfler
araciligiyla olusturulmus ve kagit yuzeyini kaplayan bir
diistince. $imdi elimde civi yazis1 kesikleri ile kaplh bir
“Mezopotamya tableti” var. Ilk bagtaki neredeyse hicbir
sekli olmayan disiincem simdi taninabilir bir sekil elde
etti. Ve ona baktigimda dilin onu ele gecirmis oldugu
gercegini fark edebiliyorum. Ontimde duran metin
“Almanca”, bu da onun sadece bir tek 6zgll evrende
gecerli oldugu anlamina geliyor. Boylesi bir sinirlamaya
boyun egmek durumunda degilim. Bu metni bir tabletten
bir digerine aktarabilirim.

Bu diger tablet olarak Portekiz dilini se¢mis
oldugumu varsayalim. O malzeme olarak birinciden
tamamiyla farkli 6zellikler igeriyor. Bu Almanca metni
“sessiz Portekiz konusma dilinde” yeniden formile
etmeye cabaliyorum. Sadece diisiincemin degismekle
kalmayip ayni zamanda tamamen farkhh cagrisimlar
uyandirmaya basladigini farkediyorum. Bir anlamda
hala “ayn1” diistince olmasina ragmen, bir bagka acidan
baktigimizda birinciye pek de benzemeyen bir baska evren
icerisindeki bir durum haline geliyor. (Ceviri sorunsalinin
ana epistemolojik sorunsal oldugu konusunda ikna
olmus durumdayim.) Portekizce metnimi daktilo
etmeye baslayinca, Ustime cullanan yeni ¢agrisimlarn
kesip atabilmeye cabalarken fark ediyorum ki su anda
benim referans sistemimi olusturan Almanca metin ile
yetinmemem, tailk basta metniyazma itkimin olusmasini
saglayan neredeyse sekilsiz diislinceye basvurmam
gerekiyor. (Istebuylizden tek “gercek” cevirinin, cevrilecek

metnin yazan tarafindan kalkisilacak ceviri olduguna
inaniyorum.) Bu silire¢ esnasinda orijinal distince
yeniden formiile edilir, ama bunun ne demek oldugu ¢cogu
zaman hak ettigi diizeyde kavranmamaktadir. Diislince
sadece yeni bir sekil almakla kalmaz kimi durumda
bagka bir yon bile alabilir, ¢ctinki ilk yazimda kesip atilan
cagnsimlar bu sefer bagka bir baglamda tekrar kabul
edilebilir. Sanki Almanca ve Portekizce ¢agrisimlar bu
durumda birbirleriyle etkileserek ortaya cok yeni (ve
bu anlamda daha zengin) bir soylem cikartabilir. Bu
yazma eylemi sonucunda ortaya ¢ikan metin kesinlikle
Portekizce olacaktir, ama Almanca metin ve metinden
elenmis Almanca c¢agrisimlar da metnin bir yerlerinde
gizli duruyor olacaktir. Uzerinde eskiden bulunan yazi
silinerek tekrar kullanilmig bir pargsomenin altinda gizli,
pek de okunamayan ama hala etkisini hissettiginiz bir iz
gibi.

Eger ki orijinal distnce birden ¢ok boyutunu
gozler online serecek ise, bu bir tabletten digerine geviriye
devam edilebilir ve hatta edilmeli. (Ki bu da dislincenin
bir anlamda diller iizeri oldugunu gostermekte, her ne
kadar bir baska anlamda katisin katiya dil tabanl olsa
da.) Bundan daha ilginci ise tekrardan ceviri olasiligidir.
Varsayallim ki ben bu diistiinceyi Portekizce'den
ingilizce'ye, sonra Ingilizce'den Fransizca'ya gevirdim
ve simdi de Fransizca'dan tekrar Almanca’ya cevirmeye
calistyorum. Her iki metinde ifade edilen distince
de aymi olmasina karsin ikinci Almanca metnimin
birincisinden kokli bir sekilde farkli oldugu gozden
kagcmayacaktir. Bunun sebebi, ikinci metinde elimin
altinda bulunan tim diger dillerin bir sekilde bulunuyor
olmasidir ve bu da ikinci metine birincinin sahip olmadig:
bir derinlik kazandirmaktadir. Bu sonsuza dek geriye
gidecek dongillerin timiine 6zgui bir durum meydana
getirmektedir. Teorik olarak biteviye (“ad nauseam”)
veya ben bitkin diisene dek tekrar ve tekrar cevirisini
yapmaya devam edebilirim. Ama pratikte dislince
zincirinin benim bitkin dismemden cok daha once
tikenmis oldugunu fark edilecektir. Boylece tekrar
tekrar ceviri sireci yazilacak dislincenin zenginligi
konusunda bir 0l¢ilit sunar: bu stire¢ distinceyi ne kadar
kisa zamanda tiketiyorsa (diisiince ne kadar kisa stirede
tekrara dusiiyorsa) distince yazilmaya o kadar az deger.
Bu biraz melankolik bir kesiftir: eger yazmay1 mantikl bir
sure icinde sonlandirabiliyorsam, bunu yazmaya degmez,
ve eger yazmaya deger bir sey ise onu yazmak makul
olmayacak kadar uzun bir stire alacaktir. Yine de, bunu

aslinda baslamadan once de biliyordum, yazi yazmak
akillica bir is degildir. Tekrar tekrar ceviri siireci de bu
bilgiyi kanithyor.

ifade edilecek diisiince tekrar tekrar ceviri
ile tikenmeye ylz tuttugunda onun yayinlanacagl
dil konusunda bir se¢im yapmam gerekir. (Tabi eger
bu metnin yayinlanmasini istiyorsam; daha sonra
tartisacagim Uzere bu yazi yazmak igin gerekli bir
kosul degildir.) “Son” dil se¢imi aslinda diistincenin bir
fonksiyonu degildir, daha ¢ok benim sosyal konumum
diye adlandirabilecegimiz sey ile baglantilidir. Tabi
benim bu konumum ile diisiincelerim arasinda cesitli
diizlemlerde karmasik bir etkilesim oldugu gercegi
yadsinamaz. ilgingtir, (ve bir nebze de hayal kinic), itiraf
etmek zorundayim ki bu, diisiincenin yayinlanacag: dil
icerisindeki son formiilasyonu aslinda “benim yazma
eylemimdir”’. Clnki bunun sonunda ortaya c¢ikacak
olan metin, yani Mezopotamya tableti, firnnlanarak bizim
“yayin” dedigimiz o pismis toprak (“terra cotta”) haline
gelecektir. Bu ¢ok ilging, (ve de hayal kirici), ¢cinkl o son
metnimi yazarken artik diisincemin karsisindaki maddi
dirence odaklanmiyorum, (bunu daha onceki metinlerde
yasamis ve tiketmis durumdayim) dikkatim daha ¢ok
dis etkenler, yayin ile ilgili konular ile dagiliyor. Bundan
dolay1 bu son metin oncekiler kadar “iyi” degil, eger ki “iyi”
derken kastettigimiz yazma eyleminin yapisina sadik
olmak ise. Boylece, paradoksal bir sekilde, benim nihai
yazma eylemim gercek yazi yazma bile degil (kisaca: bir
ylzey Uzerine cikarilan izler) daha ¢ok bir tiir redaksiyon
ve gozden gecirme. Fakat diger taraftan, hayal kiriklig:
duygusu yaptigimiz her seyin son evrelerinde bize eslik
eder, ve bu kusurlu olma halinin bir belirtisinden baska
bir sey degildir. Yazi yazma eyleminin yenilgi ile, yani
artik gercek yazi yazma olmaktan uzak bir eylem ile sona
ermesi insanlik durumunun bir parcasidir.

Eger simdi yazma eylemini i¢ mecradan
gozlemleme sertivenimizden geri doner ve bu olguyu
tekrar disanidan bakan gozlemciler gibi ele alacak
olursak, daha once dile getirdigimiz formiilasyonu
tekrar ifade edebiliriz. Yazmak, yazan kisinin bir ylzey
uzerine sirall bir satir olusturmak lzere harflerin izini
ctkarmak icin c¢esitli hareketleri ve bu hareketlerin,
yazan kisinin sessiz bir konusma dilinde, yazilmamais bir
metne bakarak, yazacag) harfleri segcme 0lctitleri ararken
kesintiye ugramasindan olusan bir eylemdir. Yazma
eylemi boylelikle, daha 6nceden sessiz (ve bu baglamda

51



52 53



54

ifade bulmamig) halde olan bir yapinin dile gelmesi
olarak gorilebilir. Bu anlamda yazmak konusmak gibidir.
Aslinda konusmada da yaz1 yazmada gozlemledigimiz
kesintilerin aynisini gozlemleriz: “sessiz okuma” anlarini.
Bu anlan, eger istersek, “diigiinme eylemi” olarak
adlandirabiliriz. Ve yazmanin da, konugsmada oldugu gibi,
diizenli olarak diistinme ile kesintiye ugratilan bir eylem
oldugunu soyleyebiliriz. Fakat bunu sdyledigimizde
iki farkli ayrim yapmak durumunda kaliriz. Bunlardan
biri diisinme ile baglantili olarak yazma ve konusma
arasindaki farktir. Bir digeri de yazma esnasindaki
distinme ile konusma esnasindaki diisiinme arasindaki
farktir. Bu iki ayrim birbiriyle ayni seymis gibi goziikse de,
bunlarin birbirinden tamamen farkli konular oldugunu
gorecegiz.

Dusunme ile baglantili olarak yazma ve konusma
arasindaki fark bir dolaysizlik konusudur. Eger ki biraz
once “distiinmeyi” (daha oOnce belirttigimiz gibi bir
dile dogru baski yapan bir siire¢ olarak degil de) sessiz
bir konusma dilindeki goérinmez bir metni okumak
olarak tanimlamis oldugumuzu aklimizin bir kosesinde
tutarsak, “konusmak” demenin “yiiksek sesle distinmek”
demek oldugu aciktir, yani kisinin okuyor oldugu sessiz
konusma dilinin sesi olmasi. Halbuki, “yazmak” bunun
tam ziddi bir anlam tasir: sessiz konusma diline ses olmak
yerine onu bir ylizeye sembolik olarak bastirmak. Yazmak
bu anlamda “dogal” yliksek sesle diisiinme egiliminin
baskilanmasidir, sessiz konusma dilinin gercekten
konusulmasina izin vermeme gayretidir. Konusulan
dili iki boyutlu sembollerin (harflerin) araciligina, ve bu
harfleri de bir ylizey lizerinde satirlar olusturmaya zorlar.
Bu da distinmeyi belirli yapilara girmeye zorlar anlamina
gelir. Yazmak, disinmeyi konusmanin yapmadig: sekilde
ihlal eder. Ve bence diistinme ile baglantili olarak yazma
ve konusma arasindaki esas fark budur.

Simdi bu ifade, daha Once 06ne slrdigim,
kimi diisiincelerimizin (adin1  koymak gerekirse
dogrusal tarihsel olanlarin) ozellikle yazilmak tzere
programlandigl ve bu sebeple, yazidan baska herhangi
bir sekilde ifade bulamayacag ifademle celigkili gibi
duruyor. Bu celigki, halbuki, sadece goriinirde bdyledir.
Gercekte durum soyledir: Kimi dislincelerimiz yazilmak
icin programlanmistir. Yazilabilmek icin ilk once sessiz
konusma dilinde formile edilmeleri gerekir, ve boylece
yazi yapisini takinmirlar. Fakat konusmak yazmakdan
daha “dogal” oldugu igin (veya, isterseniz soyle de

soyleyebiliriz, insan gelisiminin daha erken bir evresine
aitolduguicin) yazilmak tizere programlanmig diisiinceler
sessiz konugma dilinde formiile edilirlerse bulanirlar.
Programlandiklar1 yapiy1 vyitirirler ve ancak sessiz
konusmadiliyaziolarak dile gelecek olursabuyapiy: tekrar
kazanirlar. Eger bunlar kendilerini bulacaklarsa, yani
dogrusal tarihsel diislince olacaklarsa, bu diislincelerin
ihlal edilmesi gereklidir. Eger bu dislinceler yazilmak
yerine konusulurlarsa, “gercek” bicimlerini kaybederler,
yani o sekli almak tizere programlanmis olduklar: bi¢imi.
Boylelikle tarihsel diisiincenin “gercek” olabilmek icin
yazinin kurallan uyarinca ihlal edilmesi gerekli oldugunu
goriyoruz.

Boylesine bir kesif (eger ki bu bir kesif ise) tabi ki
rahatsiz edicidir. Bir¢ok soruna sebep olur. Bunlardan
biri yaz1 yazmanin, bizim gelenegimizde, konusulan dilin
bir tir muizikal notasyonu olmasidir. Bu ylizden dislince
yazilmadan oOnce ilk olarak bir sessiz konusma dilinde
formiile edilmek durumundadir. Bagka geleneklerde bu
boyle degildir. Mesela Cin ideogramlar1 konusulan bir
dilin notasyonu degildir. Bunlar, bizim rakamlarimiza
benzer bir sekilde, bir “fikrin” notasyonudur. Boylece
Cince yazmak bir dili ihlal etmek degildir. Fakat eger
tarihsel diislincenin dili belirli bir sekilde ihlal etmenin
bir sonucu oldugu dogru ise o zaman tarihsel diistincenin
Cin distncesinin programina dahil olmadig1 sonucuna
varmamiz gerekir. Onlarin programi, gercekten de tipik bir
Dogulu programidir. Distiinme ile baglantili olarak yazma
ve konusma arasindaki fark Cin'de bizde oldugundan
baska bir kurala bagl olmali. Bizde bu tarihsel olanla
tarihsel olmayan distnce arasindaki farktir (bulanik
tarihsel olan da dahil olmak tizere). Ve baska geleneklerde
bunun nasil oldugunu biz soyleyemeyiz. Bir baska sorun
da diistincenin ihlali olan yazma eyleminin bir “teknik”,
bir “el becerisi” ve bu anlamda bir diizmece olmasindan
kaynaklanir. Boylece her yazili metin bir sanat eseri, bir
kurmaca olarak algilanir ve kurgusal ve kurgusal olmayan
yaziarasindakifarkdaikinciseviyedenbirontolojik diizene
ait olarak kavranir. Birincil seviyeden ontoljik diizende
(yazmanin kendi diizleminde) bilimsel ve felsefi yaz,
siir ve roman kadar kurgusal olarak goriilir. Bu, tarihsel
(dogrusal, mantiksal, art zamanli) diisiincenin yazinin
tekniginin, el becerisinin sonucu olarak goriilmesinden
dolay1 boyledir. Bir tglinci sorun, disiinceyi dogrusal
bir yapr dayatma yoluyla ihlal eden yazma eyleminin,
diistinceye, o olmasa var olmayacak, adina slire¢ evreni
diyebilecegimiz, belirli bir evren “yaratmasi” ile ilgilidir.

Burada, konusgulan dilin dogrusalliginin, konusma dilinin
sahip oldugu aksan ve tonlama gibi siirece dair olmayan
unsurlar sebebiyle farkli ve slire¢sel olmayan bir yapi
oldugunu ifade etmekte fayda vardir. $imdi, eger ki
surecsel evrenden, yani sebep ve sonuc¢ evreninden,
(Araplarnn tabiriyle “maktub”=yazili olandan) yazma
eylemi sorumlu ise, yazma sanati kiltirimizde sahip
oldugu hakim konumunu yitirecek olursa (ki su anda
oyle olmakta gibi gortiniiyor) bu evrenin (yani bilimin
evreninin) de yok olacagini varsaymak mesru olacaktir.
Yazma eyleminin diiginmeyi ihlal etmek oldugu kesfine
bagh olan, bunlarin disinda ve ayni derece rahatsiz edici
bagka sorunlar da vardir.

Yazma esnasindaki disiinme ile konusma
esnasindaki diustinme arasindaki fark niyet ile ilgilidir.
Bu da diisinmenin, Descartes’in ve genel olarak idealist
felsefenin varsaydigi gibi, sadece diinya uzerindeki
bir nesneyi “kavramak” gayreti olmadigini gosterir.
Dustiinmek, bunun yani sira ve bir o kadar da bir sekilde
coktan kavranmis olan bir nesneyi temsil edecek dogru
kelimeyi “bulma” gayretidir. Simdi, bunlann diisiinme
sureci icindeki iki farkl evre oldugunu soylemek dogru
olmayacaktir: Sanki ilk once bir nesne disinip daha
sonra da bu dustindigimiz nesneyi ifade edecek bir
kelime anyormusuz gibi. Yazma esnasindaki diisiinme
ile konusma esnasindaki diisinme arasindaki farkin
gozlemlenmesidurumunboyleolmadiginigostermektedir.
Durum soyledir: Tasarrufumuzda, anlamini bildigimiz
bircok kelime vardir. Ayni zamanda, bu kelimeleri
anlaml yapilar halinde dizenleyecek oyunun kurallarn
hakkinda da az ¢ok bir bilgimiz vardir. Diger taraftan da,
adin Oyle koymak gerekirse, “sorunlarimiz” vardir, buna
kisaca icinde yasadigimiz ve iginde kararlar vermemiz
gereken dinya da diyebiliriz. Kelimeler ve onlan diizene
sokan kurallar bu diinyanin haritalar olarak kullanilabilir
ve boylelikle karar vermekte bize yardimci olabilirler.
Kelimelerin ve kurallarin bu sekilde kullanimina biz
“dustinmek” diyoruz. Ve once sorunlarn var oldugunu,
sonradan kelimelerin geldigini séylemenin de bir manasi
yoktur. (Ya da bunun ziddini). Bunlarn ikisi de birbirini
gereksinir. Kelimeler oldugu i¢in sorunlarimiz vardir ve
sorunlannmiz oldugu icin de kelimeler vardir. Yine de:
Her iki taraf da birbirini gereksiniyor olsa da birbirileriyle
uyumsuzluk halindedirler. Dusinmek onlan bir
sekilde uyumlu hale getirmektir, sorunlar kelimelerin
icine sigmaya ve kelimeleri de sorunlarn ifade etmeye
zorlayarak. Duslinmek, kelimeleri sorunlara uymalan

icin ve sorunlarn kelimelere uymalarn icin degistirme
pratigidir, ve “nesnel” ve “0znel” diisiince arasindaki
ayrim sadece bir mertebe farkidir, o6zleri ile ilgili bir fark
degildir. “Dlislinme siireci” izerine soyut fikir yliritmeden
farkli olarak yazma esnasindaki diisiinme ile konusma
esnasindaki diisinme arasindaki fark tzerine yapilacak
gozlem iste bunlan ortaya koyuyor.

Simdi, eger ki dusunmek bir pratik ise, eger
ki kelimeler ile sorunlan eslestirme teknigi ise, bunu
yapmakicin kullandigi araglara bagh kalacagi da asikardair.
Konusmada kullanilan disince araglan yazi yazmada
kullanilanlardan farkhidir. Birinci durumdakiler sesler
iken ikincidekiler harflerdir. Birinci durumda diisinmek
sesleri “hedefler”, ikinci durumda ise harfleri “hedefler”.
Boylelikle, bu iki durumda farkl olan sadece diisinme
esnasinda aranan kelimeler ve kurallar degildir, sorunlar
da farklidir. Yazarken tiizerine diisindiigimiiz sorunlar
konusurken lizerine diistindiiklerimizden farklidir. Ve her
ne kadar bu fark iki eylemin baslangicinda belirgin degilse
de (clinki bizim gelenegimizde yazmak konusmanin bir
notasyonudur), eylemler gelistikce belirginlesir. Yazarken
Uzerine diusindigimiz sorunlar biz yazdikca giderek
daha “yazinsal” hale gelirler, ¢linkii giderek yazinin
yapisini daha fazla takinmaya baglarlar. Ciinkd, farkinda
olsak da olmasak da, bizim yazi yazmamizin arkasindaki
ama¢ onlan “yazinsal” hale getirmektir.  Aslinda,
sorunlanimizi “yazinsal bir forma” girmeye zorlamak
icin yazarniz. Bu sebeple, yazi yazarken dusinmek,
konusurken diislinmekten tamamiyla farkl bir gayrettir:
bu, sorunlarimizi yazinin yapisina girmeye zorlama
cabasidir. Yine: bu ¢ok bayag bir ifade gibi duruyor. Fakat
eger ki durup da degerlendirecek olursak, bunda bayag:
hicbir sey yoktur. Tam tersine, bu, yazmanin “yaratict”
bir eylem oldugunu one stirmektedir: yazi diinyada 6zgtil
sorunlar yaratir.

Boylelikle anlhiyoruz ki, yazma eylemi, konusma
eyleminde de oldugu gibi, diistinme ile kesintiye ugrayan
bir hareket olsa da, bu iki kesinti tiru iki farkli eylemde
farkh islevlere sahiptir. Yazmak distinceyi konusmanin
yapmadig: bir sekilde ihlal eder ve bu kesinti de, yazida,
distinmeyi hangi sekillerin aracihigiyla ihlal edecek
oldugunun sec¢imini yapmak icin bir duraksamadir.
Ve dusinmek yaz1 yazmayl konusmay1r kesintiye
ugrattigindan bagka bir sekilde kesintiye ugratir, ¢linki
yazi yazma esnasinda farklh tir sorunlar tzerine
distinir. Boylece, bizim gelenegimizde yaz1 yazmak
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konusulan bir dilin mizikal notasyonu olsa da eylem
olarak konusmaktan bir hayli bagimsiz bir hal almigtir.
Diger bir deyisle; yazili metinler, 6ziinde, “yiiksek sesle
okunmak” i¢in degil sessizce okunmak icin vardir. Onlar
ylzeydir, ses kayidi degil. Ve eger metinler “yliksek sesle
okunmak” maksadiyla yazilmiglarsa (mesela, seminer
notlari veya “dramatk metinler” gibi), bu gayelerini okura
az cok gosterirler, metin icinde acik acik ifade etmeseler
dahi. Cunku yuksek sesle (yazarin veya bagka birisinin
sesiyle) okunmak tizere bir metin yazmak, sessizce
okunmak tizere bir metin yazmaktan farkli bir eylemdir.
Bu konusulan dil ile alfabe notasyonu arasinda bir tur
pinpon gibidir; yazar once sessiz konusma dilini harflere
tercime eder, sonra da harflerden de ytksek sesle
konusma diline. Bu yaz1 yazma tirinin (ki siphesiz
okur yazarlik yaygin hale gelmeden 6nce ytizyillar boyu
yazicilar bu sekilde yaziyorlardi) sessizce okunmak tizere
yazl yazmakla ayni ontolojik diizeyde oldugundan emin
degilim. Clinkiiyapisal olarak daha az karmagik olmasina
ragmen konusma dilinden bagimsiz olmay: ayn sekilde
saglayamaz. Bu ylizden ders notlarindan derlenerek
olusturulan kitaplara pek givenmem. Sessizce okunmak
lizere yazilmis kitaplardan daha “dogal” bir diigliince ifade
ediyor olduklan gerceginin ta kendisi, yazma eyleminin
onlar izerinden Ozerk bir sekilde gerceklesemedigini
ortaya koyar.

Simdi bu ele aldiklarimiz nihayet bizi apagik
ortada olan bir bagka gercege, yazma eyleminin amacinin
baskalann tarafindan okunacak metinler olduguna
getiriyor. Bunun bir “iletisim” eylemi olduguna getiriyor.
Uzerine harflerin izini ¢ikardigi ylizeyin eylemin nihai
amaci olmadigl, sadece eylemin okuyuculara yoneliminde
bir araci ortam olduguna geliyoruz. Yazmanin bir ylizeye
“bilgi yuklemek” icin kazmak, kazimak olmadigini,
eylemin bagkalarini bilgilendirebilmek amaciyla o ytizeye
“bilgi yukledigini” goriiyoruz. Bu gercek o kadar bariz
ki yazmak tlzerine yapilacak her degerlendirme bunu
baslangic noktasi olarak almalidir. Ben bunu kendi
baslangic noktam olarak almadim c¢unki ben yazma
eyleminin gézlemlenmesine, “bariz” bir 6nkabul ile degil,
olgunun kendisiyle baslanmas1 gerektigine inaniyorum.
Ve aslinda boyle bir gozlem, yazmak ile okumanin
birbirleriyle illa ki, eylem ve amag¢ gibi baglantih
olduklarin1 da agikca gostermez. Boyle bir gozlem,
aksine, yazmak ve okumak arasindaki iligkinin cok
karmasik oldugunu ve okuma eyleminin ortaya koydugu
bir takim sorunlar oldugunu ve bunlarin bir kisminin da

yazmanin sorunlarindan tamamiyla bagimsiz oldugunu
gosterir. Bu sebeple okumay: bu calisma dahilinde ele
almak miimkin degildir. Ne var ki bu baglam dahilinde
boyle bir gozlemin ortaya koydugu gercek, yazma
eyleminin bagka birisi tarafindan okunacak bir metin
hedefledigi zaman, tabirin radikal anlamiyla artik yazmak
olmadigidir. Yazmak tiim dikkatin diistinceyi bir dizi sekil
(Mezopotamya tabletleri) i¢ine zorlama gayretine verildigi
ve bu sekillerin uzerilerinde baski uygulayan disiince
uyarinca degismeye zorlandig1 eylemdir. Eger ki bu
dikkatin bir kism1 daha ileriki bir zamanda bu sekillerin
nasil okunacagl konusuna bagli olarak dagiliyorsa,
eylem daha az yogun bir hal alir. Boylelikle gbzlemimiz
yazmanin, bir eylem olarak, bagkalariyla iletisim kurmay:
amaclamadigini, fakat bir ylizeye bilgi yliklemeyi amag
edindigini ortaya koyar.

Bu tabi, Romantik bir yorumla, yaz1 yazmanin
soylu, miinzevi bir ugras oldugunu dile getirmemektedir.
Boyle bir yorum sag¢ma olacaktir. Yazmak baskalan
tarafindan  programlanmis olmayr gerektirir ve
minzevi bir faaliyet degildir, tam tersine her durumda
“sosyal” bir faaliyettir. Ve bu program (alfabe vesaire)
bir sosyal konvansiyon oldugu icin de, yazmak, her
kosulda, baskalan tarafindan desifre edilebilecek bir
eylem yapiyor olmaktir. Bodylelikle yazmak toplum
tarafindan belirlenmis bir faaliyette bulunmak, bir
toplum icinde bir faaliyette bulunmak ve toplum igin
faaliyette bulunmak demektir. Fakat bir yizeye bilgi
yukleme, ama illa ki o ortam araciligiyla bir bagka kisiyi
bilgilendirmek zorunda olmayan bir faaliyet olarak
gozlemledigimiz yaz1 yazmanin, yayinlanmak amacini
gitmek durumunda olmayan bir eylem oldugu ortadadur.
Eylemin amaci diigiinceye belirli bir sekil vermek (kisaca
harflerin seklini) ve belirli bir distinceyi (kisaca yazinsal
diistinceyi) bir madde (bir ytizey) sekline sokmaktir. Yazi
yazmanin amacl budur, ve eylemi gozlemlemek de bunu
gosteriyor. Bu sekilde maddelesmis yazinsal diistincenin,
ve belirli bir distinceyi ifade eden bu harflerin daha
sonra bagka birinin hafizas1 tarafindan O6zimsenip
ozimsenmeyecegi, kabaca ifade edecek olursak, yazar
tarafindan sorun edilmez. Bu, tabi ki, sosyal bir sorundur
(bir “sorumluluk” sorunu) ve bu anlamda yazar ilgilendirir
(ki o da sadece bir yazar degil aynm1 zamanda sosyal
bilinci olan bir benliktir). Ama bence insan varolusunun
birbirini gereksinen ama birbiri ile ¢akismayan iki farkh
boyutu olarak, sosyal sorumluluk ile yazi yazmaya yonelik
sorumluluk arasinda bir aynm yapmak gereklidir. Bundan

dolay1 ben (bu iki farkli boyutun ayni anda gerceklesmesini
saglayan) “sorumluluk sahibi” bir yazann, kot bir yazar
olacagina inaniyorum. Aslinda, en azindan, soylu, miinzevi
(kisacas1 sorumsuz) yazi yazma ideolojisinin kurbani olan
bir yazar kadar koti bir yazar olacagini disiiniiyorum.
Fakat bu iki inanam (ki bunlar aslinda birbiriyle ayni)
benim kendi 6znel yazma deneyimimden kaynaklanan bir
Onyarginin sonucu da olabilir. Var olan yazar sayisi kadar
cok yaz1 yazma pratigi deneyimi olabilir. Bunu bilemeyiz
(ne yazili metinlerden, ne de yazarlann yazi yazmak ile
ilgili “itiraflarindan” ¢ikaramayiz), cinkii somut deneyimin
belirleyici 6zelliklerinden biri aktarilamaz olusudur.

Bu deneme smrlan icinde yazma eylemini
gozlemlemeye calishm. Bunu oOnce bir dis gozlemci
olarak, daha sonra kendi eylemime yonelik diiglince ve
duygulanimi inceleyerek ve sonunda tekrar dis gozleme
geri donerek gerceklestirdim. Dikkatimi bu son derece
karmasik eylemin ¢ok sinirh birkag yontine yogunlastirdim.
Hatta, neredeyse sadece iki yonini ele aldim: diisiincenin
dil icerisinde kelimelere dokiilmesi ve dilin harfler ile ifade
edilmesi. Boylelikle yaz ile ilgili tim estetik yonleri (kulaga
nasil geldigi, ritmi, goriiniir formu ve benzeri diizlemleri),
tim “yazim kurallan” ile ilgili yonleri (harfler, noktalama
isaretleri, paragraflama ve benzeri diizlemlerdeki tercihleri),
tim “retorik” ile ilgili yonleri (yaz: stili, metaforlar, acik ve
uzeri kapali cagnisimlar konusundaki tercihleri) ve benzeri
bircok bagka yoni konu disibiraktim. Kimileri yaziyazmanin
belirleyici nitelikleri olan yonlerinin timiini konu disinda
biraktigimi savunabilir. Ben bunu 6zellikle yaptim. Yazma
eylemi, eger ki anlamina derinlemesine niifuz edilmek
isteniyorsa, dikkatli bir teknik betimlemeyi talep eder.
Boylesi bir betimlemeye burada kalkisilamaz. Boyle bir ¢aba,
cesitli farkh tir eylemler ile ilgili denemelerden olusan bir
derlemeye bastan bicilmis sinirlann Stesine tasacaktir. Bu
ylzden ben de bu yonlerine bakmaya hi¢ girismemenin
daha iyi olacagini diistindiim. Clinkl burada soylenenlerin
yazma eyleminin dis hatlanyla genel karakterini dile
getirmek icin yeterli oldugu kanisindayim.

Yazi yuzeylerin harfler ile kaplandig1 ve bunlarin
da dogrusal bir yapt olusturdugu bir eylemdir. Bu
harfler konusulan bir dilin seslerini temsil eder, fakat
onlan temsil ediyor olmalan sebebiyle bu dilin yapisin
ve boylelikle de anlamini degistirirler. Bu harfler bir dil
icinde kelimelere dokiilen, nihai olarak da yazinin yapisini
ustlenen duslinceleri ifade ederler. Bu ylzey, boylece, cok
belirli distincelerin, kisaca “yazinsal” disuncenin ifadesidir

ve belirli bir evrenin, kisaca tarihin ve bilimin evreninin
icindeki durumlan anlatirlar. Boylelikle yazmak, ylizeyler
Uzerine tarihsel ve bilimsel evrenin durumlanni temsil
etmek tzere belirli gekillerin izlerini birakan bir eylemdir,
bu yizeyler her ne kadar uzaktan veya yakindan, tarihsel
veya bilimsel metinler gibi goziikmeseler bile. Bu durum,
yazmanin yapisal olarak tarihsel ve bilimsel olan bir
diinyada-var-olugun eylemi olmasindan kaynaklanir. Eger ki
bu eylem kullanimdan diisecek olursa (ki ginimiizde boyle
bir olasihigin pek ¢ok belirtisi mevcuttur) tarih ve bilimin
evreni unutulacaktir ya da en azindan o zaman artik bugiin
icinde yasadigimiz evren olmayacaktir. Ciinki bu evren
bir “kurmacadir” (yazi yazma tekniginin bir sonucudur)
ve sadece harflerle kaph ylizeyler seklinde tezahiir eder.
Boylelikle eger ki yazma sanati kaybolacak olursa gelecek
nesiller tarafindan yoklugu hissedilmeyecektir. Fakat yazi
tarafindan ve yazi i¢in programlanmis bizler i¢in yazamiyor
olmak yasamin da yasamaya deger olmadigl anlamina
gelir.
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U¢ Yazma Edimi iizerine On Sekiz Diigiince:
Yapisal bir Analiz

Kenneth Goldsmith

U¢ Edim: Vilém Flusser'in “Yazma Eylemi” [PDF] adli
makalesinin daktilo edilmis taslagl, internette mevcut.

Flusser''n metninin Franz Thalmair tarafindan yeniden
yazimi [.doc; Times New Roman, 10 punto; 1.5 satir araligy;
tim kenar bosluklan — st, alt, kenarlar — 2 cm)], yazara
e-postalanmais.

Kenneth Goldsmith’in Thalmair'in .doc’unu cevrimi
ve Kindle'ina yerlestirmesi [“3” punto; yazi karakteri
“normal”; satir araligi “genis”; satir basina kelime
“varsayilan”; ekran rotasyonu “yatay”], yazar tarafindan
gerceklestirilmis.

1. Yiizey

Ontumde Ug ayn formatta yazilmig — .pdf, .doc, .mobi
— U¢ metin var; hepsi de ayn ylzeylerde yer aliyor:
bilgisayar ekrani, Kindle, ve kagit. Flusser'in metni
basta daktilo edilmis bir taslakken ben onun ciktisini
aldim ve orijinalinin bulanik, bozuk bir niishasin elde
ettim. Flusserin kirli PDF’sinin diizgin dizilmis bir
yeniden yazimi olan Thalmair'in .doc’unun da ¢iktisini
aldim. Kindle versiyonu son derece okunakli ama ¢iktisi
alinamiyor; metin ekranina yapisik duruyor.

.doc ve .txt dosyalan melez, etkin yuzeylerdir; nadiren
nihai bicim olarak disinilmus gecici haller. Elektronik
belgeler islevsel ve etkinlerdir; islemden gecirilmeleri
gerekir. Islem, akigi, istikrarsizligi ve bir halden bagka
bir hale gecisi ima eder: e-posta kutularina atilmis,
spam olarak gonderilmis, bloglarda yer almis, yaygin,
veri tabanlarina, gorsellere, sese ve video programlarina
yedirilmis, c¢iktis1 alinmis. Yazmasi, degistirmesi, ve
kurcalamasi zor kagida, PDF ye (kibir resimdir), ve Kindle’a
- okutan ve kapali - nazaran etkin ve canli yuzeylerdir -
yazdiran (Barthes’in kullandig1 anlamda), yazilabilir, agik
ve akigkan.

2. Ahgkanhk

Aligkanlk geregi dijital malzemeleri kullaniyoruz ama
nadiren bu kullamimi kuramlastinyoruz. E-postanin

olmadigi bir zamani zar zor hatirliyoruz, ama pek
azimiz bunun sonucunda yazimizin kurgulaniginin
ve alimlaniginin nasil degistigi lizerine distinlyor
(e-postanin bizi aptallastirdig1 yolundaki tipik sikayetler
haricinde). Burada sunulan ug¢ edimin her biri ayn ayn
metinsellikle olan aligilagelmis iliskimizi maddilestiriyor,
cisimlestiriyor - ve dolayisiyla sorguluyor.

Flusser'in edimi en saydam bicimde sOylemsel olani.
Flusser'in metnini yeniden yazarak Thalmair bizi
-neden? - diye sormaya zorluyor - dille olan normatif
iligkimizin tamdikhigini kiran bir sorgu hatti. Benim
edimim Thalmair'inkine ayna tutuyor; ama ben bir
belgeyi yeniden yazmak gibi zahmetli bir ise soyunmak
yerine yalnizca halihazirda var olan dili bir yerden bagka
bir yere aktariyorum, ve bunun da bir yazarhk eylemi
oldugunu iddia ediyorum. Gene ayni soru — neden?

Dili kullanim bicimlerimiz sasirtici sekilde kisith. Dili
kavramanin elimizin altindaki tiim olas1 yollarina ragmen
biz aligkanlik geregi saydam tarza doniyoruz. Saydam
tarz logosun tarzi; erkek egemenligin, mahkemenin ve is
sozlesmesinin dilidir. Saydam tarz net, kesin ve evrensel
anlami amaglar; mantikta kok saldigindan, muglakliktan
ve anlasilmazliktan kacinir.

Nifuz edilmezlik lehine gorislerim burada bilingli bir
sekilde saydam bir Uslupta yazilmistir.

3.Yap1

Bir tipkibasim taslak olarak Flusser'in PDF’si yinelenme
zincirinin ilk halkasi. Sonraki iki edime kiyasla yuvarlak
ve sabit; ki bu da onu diger edimleri degerlendirmek
icin 6l¢i olarak kullanmamiza olanak sagliyor. Yapisal
olarak Flusser'in PDF’si mantiki, ve bitisik akiyor: sayfa
1 gercekten de birinci sayfa, sayfa 2 gercekten de ikinci
sayfa, vesaire. Thalmair'in yeniden yazimi, Flusser’in
sayfa sonlarini gozardi ederek bunlarn metin govde
elemanlan olarak yazinin genel akisina dahil ediyor.
Flusser'in PDF’sinde sayfanin tepesinde duran 2 onun
ikinci sayfa olugunu belirtiyor; Thalmair'inkinde ise 2,
satir sonlaryla cevrelenmis bir sekilde sayfanin ortasinda
yuziyor. Demek ki bu 2’nin hic bir fayda amaci yok; daha
ziyade bir zamanlar kaynak belgenin diizenli yapisina
isaret eden, asil yerini yitirmis bir gosteren bu 2.

Kindle'imin ekraninda, 2 esrarengiz bir sekilde bir
“sayfanin” altinda duruyor (bu durumda, %3 ilerlemede):

daha sonralart hayatta, ve kimileri bunu hicbir zaman
ogrenmez. Ve

zor oldugu halde
2

Kindle ayarlarini degistirirsem, ne kadar ayar secenegi
varsa belgenin o kadar ¢ok yerine atlayabilir 2.

PDF bir resim — o ylizden yapisiyla oynanamaz. doc ve
.mobi degiskenler — satir ve slitun araligi, font yiizi, ve
yazl boyutu, her biri degistirilebilir. doc’un yapisinda
esasl degisiklikler yapilabilirken (mesela yazi boyutu
120 puntoya c¢ikarilabilir) .mobi'yle ancak Amazon
tarafindan programlanmis parametreler dahilinde
oynanabilir (sadece dokuz yazi boyutu secenegi; tek bir
yaz1 tipi, ve topu topu U¢ tane satir araligl secenegi var).

Flusser'in belgesi 18 sayfa tutuyor; Thalmair’inki 13,
benimki %100.

4, Satirlar

Flusser’in taslaginda baslangi¢ cimlesi nerdeyse ug satir
kapliyor; Thalmair’inkinde 2, benim Kindle'imda ise
5 satir kaphiyor. Thalmair Flusser'in taslagini Microsoft
Word'de yeniden yazarken Flusser'in satir sonlarini
gormezden gelmeyi tercih etmis. Metni, bir kenardan
otekine, akisina birakarak satinn nasil sonlanacag:
kararni kelime islem programina birakmis. Thalmair’in
edimi taklide dayansa da tekrara dayanmiyor; daha ziyade
yorumlayici bir edim - bir kopyadan ziyade bir versiyon.

Thalmair'in  metnini  Kindle’'ima aktardigimda,
kullanicinin elektronik bir metin okurken koydugu yer
isaretlerini ve aldig1 notlan depolayan .mbp uzantili bir
yardimci dosya olusturuldu. Bu dosyay: actigimda satir
sonlar takimi gibi goziiken bir seyle, aslinda siirsel olarak
yorumlanabilecek bir seyle, karsilagiyorum:[1]

Flusser - Yazma Eylem_PAR33333R—
A\R—A\3333333333333333BPARMO
BI33333333333'33333331333  33BPAR33387733="333333
Y3337 e o (T 33333333DATA333TEBAR333

3333EBVS333777333 3337773333333

Siirin yoklugu diye bir sey s6z konusu degildir;
modernizm tek bir sesin ya da harfin bile siirsel tinilarla
cinlayabilecegini gosterdi. mbp dosyasinin bir ritmi,
vezni, ahengi, aliterasyonu - ve hatta, karmasik bir gorsel
yapisi — var. John Cage’in dedigi gibi, “Mizik her yerde; is
ki onu duyacak kulaklarimiz olsun”.

5. Durum

Bu tikel durumun ingasi bir ‘patafiziksel’ sorundur. Burada
bir durum Oneriyorum, ama sonu olmayan bir durum -
metinsel bir tiirev — belirli bir kurgulanmis durum turg;
bu durumda, mesela, biz dizi metinsel mutasyon secip
uc¢ yazarin ayni senaryoyu sahneleyecekleri bir ticleme
canlandirabiliriz. Bu tucleme halihazirda var olam
tekrarlayarak bir siirsel fazlalik hali yaratir. Uglt yazarlik,
mantig1 alasagl eder; metinler birbirlerine surtiiniir,
boylece toz gibi un ufak olmaya basglarlar. Bu edimler
duygulanimin Urunleridir -duygusal bir sahneleme
zemini olarak edebiyat. Boylelikle, bu yazilar sadece bilgi
(enformasyon) ve ekonomi olmakla kalmaz- ayni zamanda
politika olurlar.

6. Tercih

“Yazma Eylemi” adli metninde Flusser sireci kiiciik edim
parcalarina bolerek yazma eylemini yapibozuma ugratir.
Ayn1 zamanda saydam yazilmig bir i iiretir. Benim bu
makaleyi yazma seklime benzer bir bicimde Flusser
da niifuz edilmezlik hakkindaki fikirlerini iletmek icin
saydam bir uslup secer. Thalmair'in yeniden yazimi
Flusser'in metnine kalin bir nifuz edilmezlik katmam
ekler. Thalmair yeniden yaziminda, mesela tireleme ve
satir sonlarini nasil metne aktaracag: izerine, bir diizine
tercihte bulunur:

Flusser:

Elbette bu iki tutumu bagdastirmak mimkiindir
yazlya iliskin.

Thalmair:

Elbette bu iki tutumu bagdastirmak miumkindir
yazlya iligkin.

[1] (Bkz. Charles Bernstein'in “Havalanmak” (“Lift Off”) siiri {izerine Yaratimsiz Yazarhik’ta yer alan ¢6ziimlemem (New York: Columbia University Press, 2011).)
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Thalmair Flusser’t su sekilde de yeniden metne
dokebilirdi:

Elbette bu iki tutumu bagdastirmak mimkindir yaziya
iligkin.

— ama Oyle yapmamay tercih etti.
7.Bulgu

Flusser'in PDF’si dosyay1 sunan ama kaynag1 hakkinda
hicbir bilgi vermeyen bir web sitesinden geliyor.
Yazim hatalarina, diizeltilere, Ingilizce dilinin yanls
kullanilisinabakarak, metnin Flusser'in kendisitarafindan
yazilmisg, diizeltilmemis bir taslak oldugu kanaatine
varabiliriz —-ama bunu bir bulgu olarak dogrulayamayiz.
Hal boyleyken, so6z konusu PDF’ye “giydirilmemis medya”
muamelesi yapmamiz gerekir— akiskan bir gekilde dijital
ekosistemde dolasan, baglamindan koparilmis, bosta
salinan, otoriteden ve dogrulanabilirlikten siyrilan bir
kiltirel eser. [2]

Ozgiil fiziksel nitelikleri tizerinden bu belgelerin materyal
¢oziimlemesi yapilabilir; tipki Craig Dworkin’in Bulgu
adin1 verdigi slregiden arastirmalar serisinde yaptigl
gibi. Bu isler, tam anlamiyla, isi meydana getiren
malzemelerin listesinden ibarettir. Mesela, isin kagit
versiyonu, bir parca kagidi ve tizerindeki toneri meydana
getiren malzemelerin bir listesinden olusur. (Bulgu'nun
baska versiyonlan film ve vinil ¢arsaflar ihtiva ediyor.)

8. Kagit

Bu yaziya, U¢ ayr1 yuzeyde goriintiilenen, li¢ ayn formatta
yazilmig i¢ metnim oldugunu soyleyerek baslamis olsam
da size tim gercegi sdylemiyordum. Thalmair’in .doc’unu
Kindle’im i¢in .mobi’ye ¢evirmemi mimkin kilan gizli bir
dosya -bir .txt dosyasi- olusturdum. Basta, Kindle'imdan
cikt1 alamadigimi, metnin ylizeyine yapisik oldugunu
soyledim; ama bu da yalan. O .txt dosyasinin ciktisini
aldim ve igin tuhafi su ki, Flusser’in taslagina tekinsiz bir
sekilde benziyor — daha ¢ok da es aralikli bir yaz tipi olan
Courier'den dolayl. Neredeyse bir uctan otekine kadar
uzanan kenar bosluklan da benzer. Yine de farklar var:
Flusser'in 18 sayfasina karsilik, .txt belgesi sadece 12
sayfa uzunlukta, ¢linkii PDF’ye oranla .txt'nin yazi boyutu
daha kiiclik ve satir araliklan daha siki.

.txt dosyasi daktilo edilmis bir kagit parcasini siki
sikiya taklit eder. Tasanmcilarinin, “plain text’in ya
da AASCI''n goruntisini ve hissini daktiloyu temel
alarak sekillendirdikleri diisiinilebilir. MS Word .doc
- formatlanmis metinle agir bir gekilde stilize - dizgisi
yapilmis kitaplarin ya da gazetelerin (Times New Roman)
goruntisini taklit ederken, plain text (Courier) metnin
temel, degistirilebilir icerigini temsil eder - Flusser’in
PDF’siyle benim .txt dosyamin ortak bir ozelligi.

Flusser'in PDF’si daktilo edilmek, fotokopi makinasindan
gecmek, dijital olarak taranmak gibi islemlerden ge¢mis
olmanin izlerini tagiyor. iglem sirasinda bir yerlerde,
fotokopi ya da tarama esnasinda, daktilo edilmis
sayfanin boyutunda belli belirsiz bir kii¢ciilme olmus; oyle
ki orijinal sayfanin ana ¢izgileri PDF'de hala gorulebiliyor.
Hala goriilebilen bir bagka sey ise zimba izleri: ilk sayfada
zimbalarnin goruntisi varken, takip eden sayfalarin
her birinin sol ust kosesinde ikiser tane zimba deligi
(Dworkin’in deyimiyle “vampir 1siriklan”) var.

9. Diisiince

U¢ yazim edimimiz ve birbirleriyle etkilesim bicimleri,
Flusser’in kendi diislince stirecini incelemesiniyankiliyor:
“Bir distince, kagit ylizeyinde sanal harflerden bagka
bir sey degildir, ve onunla kagit arasinda duran cesitli
‘tuglalar’ tizerinden kagida dogru ilerledikce daha ‘gercek’
goziikmesinden.” [3]

Bizim durumumuz tam tersi - biz “gercek” olandan
(Flusser’in PDF’si) “simile edilmise” (Thalmair’in edimi),
oradan da “sanala” (Kindle’1m) dogru gidiyoruz. Stirecimizi
basa sararsak Flusser’'a c¢ok vyaklasir, Kindle'imin
gelip geciciliginden Thalmairin metinsel yeniden
cisimlestirmesine gecer ve nihayetinde Flusser’'in taslak/
PDF’sinin maddeselligine varrz.

10. Dil

ingilizce ne Flusser'in ne de Thalmair'in anadili. Flusser'in
dizeltilmemis taslag: bozuk Ingilizce 6rnekleri iceriyor:

Cesitli konusma dilleri i¢in programlandim, ama bu,
yazilmak icin bastiran disilinceyi hangisinde yazacagimi
serbestce secebilirimdi anlamina gelmiyor. [4]

Thalmair, yeniden yaziminda, Flusser'in Ingilizcesini

[2] ("Giydirilmemis medya” hakkinda daha fazla bilgi icin bkz. Yaratimsiz Yazarlik igindeki béliimiim "istiktrarsizhig: Beklerken")
[3] (Vilém Flusser, "Yazma Eylemi" PDF, s. 9 <http://www.flusserstudies.net/pag/08/the-gesture-of-writing.pdf>, son erisim 13 Ocak, 2014. )

[4] (Flusser, “Yazma Eylemi”, s.5.)

diizeltmiyor. Basitce, yeniden yaziyor. Ama bazen,
yanlislikla bir kelime ekliyor:

Flusser:

Simdi, “agiga cikarmak” elbette goreceli bir terim. Bir
yerden c¢ikarmak anlamina geliyor. Bir baska yerden
ctkarmayi ima ediyor.

Thalmair:

Simdi, “agiga cikarmak” elbette goreceli bir terim. Bir
yerden ¢ikarmak anlamina geliyor. Beni, bir bagka yerden
cikarmayi ima ediyor.

“Ben”in ilave edilmesi sans eseri. Nasil beni bir bagka
yerden ¢ikarabiliriz? Web'de bunu hep yapiyoruz; mesela
web-tabanli bir arayiizden e-mektup gonderdigimizde.
Web tarayicisi, e-mektubun “bize ait” oldugu, “bizim”
bilgisayarimizda bulundugu, ve “benim” e-mektubu
gonderdigim yanilsamasint doguruyor- ama ashinda
“beni” bir bagka yerden”, bu durumda buluttan ulasilan
uzaktaki bir sunucudan, ¢ikarnp gonderiyoruz.

11. Metin

Bu sergiye katilmam i¢in gonderdigi davetiyede, Thalmair
soyle yaziyordu:

Yazi ve sanatlar hakkinda “18 Sayfa i¢in Olas1 Icerik”
baslikli, ve Flusser'in “Yazma Eylemi”makalesiniesas alan,
bir aragtirma yaptim. Metninin orijinal taslagini internette
bulduktan sonar tek tek sayfalarini yeniden yazdim -
bir tir yaratimsiz yazarlik eylemi?- ve en sik kullanilan
onemli kelimeleri bulmak icin bunlan bir kelime sayacina
koydum. Bu silirecin sonucu, bolimlerimin adlarina denk
gelen, agagidaki 18 kelime. Igte liste:

Sayfa 1 — ytizey,
sayfa 2 — aligkanlik,
sayfa 3 — yapy,
sayfa 4 — satirlar,
sayfa 5 — durum,

sayfa 6 — tercih,

sayfa 7 — bulgu,
sayfa 8 — kagit,
sayfa 9 — disiince,
sayfa 10 — dil,
sayfa 11 — metin,
sayfa 12 — hal,
sayfa 13 — seslj,
sayfa 14 — tarihsel,
sayfa 15 — sorun,
sayfa 16 — okumak,

sayfa 17 — yazar,
sayfal8 — evren.

Thalmair'e gore onem teskil eden nedir? Neyin 6nem
tegkil ettigi Dbelirtilmemis. Cevaben, 6nem vurgusu
yapmadan, Thalmair’in siirecini tekrar ettim ve su sonuca
vardim:

sayfa 1 — her
sayfa 2 —da
sayfa 3 — olan
sayfa 4 —icin
sayfa 5 — bir
sayfa 6 — o
sayfa 7 —ve
sayfa 8 —icinde
sayfa 9 — ki
sayfa 10 — daha
sayfa 11 — biz

sayfa 12 — olarak
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sayfa 13 — ben
sayfa 14 — degil
sayfa 15 — cunki
sayfa 16 — ama

sayfa 17 —bu
sayfa 18 — eger

Tum dile esit muamele yaptim. Oneme dair higbir
kuskuya yer birakmayacak sekilde, istatiksel ve ampirik
bir calisma yaptim. Sonuglar dipediiz dogru.[5]

12. Hal

Bu proje, bir gittikce zayiflayan imgeler dizisi. Flusser
PDF’si, daktilo edilmig bir taslagin bilmem kaginci nesil
fotokopisinin taranmig hali. Thalmair’in bu bozuk belgeyi
-rastgele yazim hatalan ve eklemelerle dolu- yeniden
yazimi, onu bir kerte daha asagiya cekiyor. Kindle’ima
aktanrken belgeyi, kivnimh tirnaklar ve diyakritik [6]
isaretleri dahil geriye kalan tiim sis pusten arindirmam
gerekti —paragraf baslarn bile yok oldu. Bu metnin en
bozuk versiyonu Kindle’imdaki.

Ne var ki mevcut versiyonlar bunlar; ve defolu da
olsalar herkes tarafindan ulasilabilir olmalari, kusursuz
halde ama yalmizca birkag¢ kisi tarafindan erisilebilir
olmalarindan iyidir. [7]

13. Sesli

Bu li¢ edim arasinda yazar sesi agisindan en geleneksel
olan Flusser'inkidir. Thalmair'in sesi bir yankidir;
yeniden yazim yoluyla bir adim Oteye atilmistir. Benim
Kindle’im ise bu iki sesin tek bir belgede birlesmesinden
olusur. Edimler boyunca, yazarin sesi kisilarak benim
sessizligimde son bulur; bunun tesrine, eger mal etme
edimini en yiiksek sesle konusmak (baska bir dil oyunu)
olarak dustinlrsek, o zaman, Flusser'in sessizliginden
benim laf kalabaligima varana dek ses gittikce artacaktir.
Her iki durumda da Thalmair’in sesi sabit bir yiikseklikte
kalir.

Bu bir dil oyunudur, yapisal bir kulaktan kulaga. Bir
metin farkh teknolojilere tabi tutulunca basina ne gelir?
[5] Thalmair'in listede noktalama isareti ve biiyiik harf kullanma sebebini de merak ediyorum.

[6] Kindle'ima gore, makale Vilém Flusser degil, Vilem Flusser tarafindan yazilmis.
[7] Bkz. Hito Steryl's ve Boris Groys'un gii¢sliz imge (weak image) {izerine galigmasi.

Her bir karsilasmadan sonra teknolojinin izi kalir. Sonug
olarak, Kindle edimi —s6z konusu teknolojik zincirin son
halkasi- cokdilli ve ¢oksesli bir belge; eldeki malzemenin
kabaca bir araya getirilmesiyle olusmus, miras kalmis
yazim ve dizgi hatalanyla, eklemelerle dolu bir versiyon;
hem teknoloji kaynakl bir Babil, hem de bir dijital ¢cag
Esperantosu.

14. Tarihsel

Flusser'in aygit kurami bize, bir zamanlar kiilturel eserin
birincil odak noktasi oldugu disiiniilen igerigin, dijital
cagda, eseri gevreleyen bir dizi mekanizmanin gerisinde
kaldigini hatirlatir. Bir anlamda, dijital eseri varliga sevk
eden aygitlar onun birincil icerigi haline geldiler. Dijital
durumumuzu, teknolojinin kiltiurel eserlerin uretim
ve tuketimi Uzerinde benzer sekilde buyuk -etkiler
yaratmasinin daha erken bir 6rnegi olan fotografin tarihi
uzerinden anlamlandirabiliriz.

Geleneksel olarak, fotografla ilgili kuramlar teknik (bir
fotograf nasil iretilir) ve edebi (bir fotograf ne anlama
gelir) olarak ikiye aynlmistir. Flusser iki kategoriyi de
reddederek, fotograf makinasinin, fotografin anlamim
onceden belirleyen ve kaydeden bir dizi aygitla (kulttrel,
politik, teknik) i¢ ice gegmis bir aygit oldugunu ifade eder.
Flusser, “Tum insan kararlann aygit se¢imine dayanir,
yozlasarak timiiyle ‘islevsel’ kararlara donismiuslerdir;
yani, insan kasti buharlasmistir,”[8] derken, Susan
Sontag ve Roland Barthes gibi, anlam bahsedenin insan
eylemliligi ve niyeti oldugunu diisiinen elestirmenlerin
geleneksel, edebi okumalarina meydan okuyor.

15. Sorun

Thalmair'in edimi bir yaratimsiz yazarlik eylemi miydi,
yoksa sergisi icin veri seti toplamanin bir yolu muydu?
Basitge “tek tek sayfalarini yeniden yazdim - bir tir
yaratimsiz yazarlik eylemi? - ve bunlan bir kelime
sayacina koydum”[9] diyerek Thalmair'in kendisi,
eyleminin amacina dair bir ikirciklilik sergiliyor. Soru
isareti — ve ayni zamanda “bir tiir” ifadesi — Thalmair’in
niyetinin muglakligini destekliyor.

Butun makale boyunca Thalmair'in isinin tamamen
siirsel bir eylem oldugu iddiasinda bulunmus olsam
da, bu dogru degilse, s6z konusu olan bir veri toplama
isleminden ibaretse, ne olacak? Eger Oyleyse, metnini

[8] Vilém Flusser, Toward a Philosophy of Photography (London: Reaktion Books, Ltd, 1983/2000) s. 73; Tiirkgesi: Bir Fotograf Felsefesine Dogru (istanbul: Hayalperest Yayinevi, 2009).

[9] Yazara e-mektup, 20 Ekim, 2013.

renklendiren yazim hatalann ve eklemelerden (kimisi
Flusserdan gelme, digerleri Thalmair’e ait) dolay1 bir
sorunla karsi karsiya kaliyoruz:

Flusser:

“deger” bahsediyor o verilere. Ben buna bir ad verebilirim
Thalmair:

“deger” bahsediyor o verilere. Ben buna bir ad verebilirim

Thalmair'in miithig bir sekilde siirsel icad: verilere. Ben,
derleyiciyi kilitliyor ve istatistiklerin dogrulanabilirligini
zedeliyor.

Thalmair'in salt mekanik edimini siir olarak kuran
belki benim yanlis okumam - hisnikuruntum - egom
- Oznelligimdir. Sorgulama hattimda timiiyle hatal
olabilirim.[10]

16. Okumak

Flusser'in PDF’sini de Thalmair'in yeniden yazimini da
okumadim. Fakat, Thalmair’in Flusser’i yeniden yazimini
Kindle’imdan okudum. Ama bu noktada, metin artik ne
Flusser’'a ne de Thalmair'e aitti -benimdi. Dolayisiyla,
Flusser'in makalesini de Thalmair’in yeniden yazimini da
okumak i¢in kendi isimi okumam gerekti.

17.Yazar

Flusser orijinal bir metnin yazan ama, Flusser'in
metnini yeniden yazmasi suphesiz Thalmair'i de bir
yazar yapiyor (Thalmair yazar degilse ne yapiyor — dans
m1 ediyor? yemek mi pisiriyor?). Benim metin aktanm
eylemim, mesru bir yazarlik edimi olarak degerlendirilip
degerlendirilemeyecegi hakkinda kusku doguran tek
edim.[11]

Isin tuhafisuki, “Yazma Eylemi”’nde “kaydediciyi” “yazma”
kategorisinin diginda biraktigl noktada, Flusser’'in kendisi
Thalmair'in yazarlik statisinu reddediyor. Flusser
“sempanzelerve okumayazmabilmeyen ¢ocuklaryazmaz,
cunki edimlerinde gozlemlenebilir hicbir tercih safhasi
yoktur. Kaydediciler (dar anlamiyla ‘daktilocular’) da
yazmaz; ¢unku harf tercihleri disaridan dayatilmistir,”[12]
diyeiddiaediyor.Ama, Thalmair kuskusuzbir siirii tercihte

[10] data.I, bu sergi i¢in miithis bir baghk olurdu.

[11] Yaratimsiz Yazarlik igin yazdigim girig boliimiinde bu meseleyi irdeledim.
[12] Flusser, "Yazma Eylemi," s. 5

[13] Flusser, "Yazma Eylemi," s. 5

bulunuyor. Flusser, daktilocu agisindan “edim yazmak
degildir, clinki zorunlu (nedensel olarak belirlenmis) bir
edimdir”[13] diyor. Bunu iddia ederken aklinda, mesela,
bir mektubu kaleme almas1 sOylenmis bir sekreter var;
Flusser bir belgeyiyeniden yazmayi bir yaratimsiz/yaratim
eylemi olarak diistinemiyor. Bu, Marcel Duchamp’tan on
yillar sonra, gorsel sanatlarla kiyaslandiginda yazinsal
soylemin hala ne kadar agirkanli oldugunu gosterir.

18. Evren

Verili tarihi, akli, zamansal ve mekénsal durumum,
bu edimleri yapisal olarak kendi o6znelligimin bir
ifadesi olarak yorumlamaya sevk ediyor beni. Kendimi
oznel-kozmolojik-mekansal-zamansal  bir  baglama
yerlestirerek Dan Graham’in 1970 tarihli isi, “31 Mart,
1966”y1 canlandinyorum -

1,000,000,000,000,000,000,000,000.00000000 mil bilinen evrenin sinirina
100,000,000,000,000,000,000.00000000 mil galaksinin sinirina(Samanyolu)
3, 573,000,000.00000000 mil giines sisteminin simirina(Pliiten)
205.00000000 mil Washington, DC.'ye
2.85000000 mil New York, Times Meydani'na
.38600000 mil Union Meydani metro istasyonuna
.11820000 mil 14. Sokak ve 1. Cadde’'nin kesigimine
.00367000 mil dig kapiya, 1. Cadde Daire 1, 153
00021600 mil daktile sayfasina
«00000700 mil gbzliilk camlarina
- 00000098 mil retina duvarindan korneaya

ki bu durumda isi “13 Ocak, 2014” olarak yeniden
adlandinlabilir.

Sonso6z

Bu teknik bir inceleme olsa da, dijital diinyada, yansitilmig
eserlerin detayl bir yapisal okumasi kullanigh bir estetik
arac halini aldi. Bu egzersizi yeni bir karsilastirmal
edebiyat tiri olarak tamimlayabiliriz. Nesneleri de
kapsayacak sekilde genisletildiginde, mesela, elle oyulmus
bir nesneyle onun ti¢ boyutlu ¢iktis1 arasindaki deger farki,
yerinde bir bicimsel elestiri degeri tasir. Uzun yillar once,
“suluboyalarla” deneyler yapan bir moda tasarimcisinin
Soho'daki kiicik bir galerideki sergi acilisina gittigimi
hatirhyorum. Muhtesemlerdi: Kaba kesim, tirtikh
kenarli, kalin, dokulu suluboya kagidinin tizerinde ince
bir tabakayla boyanmis doymus renklerden kocaman
cicekler. Yaklasinca goérdim ki teknik olaganistiydu.
Sanatciyr tebrik etmeye gittigimde onu galerinin arka
odasinda, daha fazla “suluboya is” c¢ikarmakta olan
yazicinin basinda buldum. Aklim bagsimdan gitmisti. Hala
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da gidik. Aradan yirmi kisur sene gectikten sonra, bu
isleri “gercek” suluboya resimlerle yan yana koysak yine
simdi soyledigime benzer seyler soylerdim.

Simulakra durumu siradan yasantilarimizi tamamaiyla
kapladi. i¢inde yagadifimiz hipergerceklikte, iki “6zdes”
nesne arasindaki fark Duchamp’in Ince-6tesi (Infrathin)
kavramini animsatiyor — haller arasinda bir hal: “(yeni terk
edilmisg) bir koltugun sicakligl” veya “Kadife pantolonlar
-/ (yuriirken) iki bacagin birbirine siirtinmesiyle /
cikardiklan 1shik sesi / iste bu ince-6tesi bir ayrilmadir
/ sesle imlenen.” Ince-6tesi, tipk: bir elektrik akimi gibi
titresip salinir; devingen bir hareketsizlik yaratarak
kendinihallerden birine ya da 6tekine birakmayi reddeder.
Onun yerine, gériinmeyen, Ince-6tesi — ceplerimizdeki o
ufacik cihazlar, soludugumuz havaya karigmis koyu veri-
sisi, veya hem kanl canli hem de dijital alemde dolasan
metinlerin bir surd versiyonu - bizi kesinkes mevcut
olanin icine yerlestirir.

Eighteen Thoughts on Three Gestures
of Writing: A Structural Analysis

Kenneth Goldsmith

The three gestures:

— Vilém Flusser's typewritten manuscript for his
essay, "The Gesture of Writing" [PDF], found on the
internet

— Franz Thalmair's retyping of Flusser's text [.doc;
Times New Roman, 10 point, 1.5 line spacing; all margins
— top, bottom, sides — are 0.79"], emailed to the author

— Kenneth Goldsmith's conversion of Thalmair's
.doc and placed on his Kindle [font size "3"; typeface
"regular"; line spacing "large"; words per line "default";
screen rotation "horizontal"], performed by the author

1. Surface

Before me are three texts in three formats — .pdf, .doc,
.mobi — displayed upon three surfaces: computer
screen, Kindle, and paper. While Flusser’s PDF began as
a typewritten manuscript, I have printed it out, resulting
in a blurry, degraded facsimile of his original. I have also
printed out Thalmair’s .doc, which is a neatly typeset
transcription of Flusser’s dirty PDF. The Kindle version is
highly legible, but cannot be printed out; the text remains
glued to its screen.

The .docand .txt files are hybrid, active surfaces; transitory
states, rarely intended to find their final form as they
are. Electronic documents are functional and working;
they are meant to be processed. Process implies flux and
instability, moving from one state to another: thrown into
emails, spammed, blogged, widely distributed, fed into
databases, image, sound, and video programs, printed out
onto paper. These are active and alive surfaces — writerly
(in a Barthesian sense), scriptable, open, and fluid — as
compared to paper, PDF (which is an image) and Kindle —
readerly and closed — difficult to write to, difficult to alter,
difficult to tamper with.

2. Habit

We habitually use digital materials but rarely theorize our
use of them. It’s hard to remember a time before email,

yet few stop to contemplate how, say, the construction
and reception of our writing has changed as a result
(outside of the typical complaints that email is making us
stupider). The three gestures presented here each, in their
own way, materialize, objectify — and thereby question
— our habitual relationship to textuality.

Flusser’s gesture is the most transparently discursive. By
retyping Flusser, Thalmair forces us to ask —why? —aline
of questioning that results in the defamiliarization of our
normative relationship to language. My gesture mirrors
Thalmair’s, but instead of performing the laborious
task of retyping a document, I merely move preexisting
language from one place to another, claiming that as an
act of authorship. Again — why?

Our uses of language are shockingly narrow. With all
the possible ways of conceiving of language at our
disposal, we habitually revert to the transparent mode.
The transparent mode is the mode of logos, the language
of patriarchy, of the court, of the business contract. The
transparent mode strives for clear, precise, and universal
understanding; rooted in logic, it avoids ambiguity and
obfuscation.

My remarks in favor of opacity are self-consciously
written here in a transparent style.

3. Structure

As a facsimile manuscript, the Flusser PDF is first
link in the replicative chain. By comparison to the two
following gestures, it is rounded and stable, allowing us
to use it as a metric by which we may judge the other
gestures. Structurally, the Flusser PDF is logical, flowing
contiguously: page 1 is actually the first page, page 2
is actually the second page, and so forth. Thalmair’s
retyping ignores Flusser’s page breaks, incorporating
them as text body elements within the larger flow of the
piece. In Flusser’s PDF, a 2 at the top of the page signifies
that it is page two; in Thalmair’s the number 2 is floating
in the middle of the page, surrounded by line breaks. The
2, then, has no useful purpose, rather it is a displaced
marker which once signified an ordered structure in a
referring document.

On my Kindle screen the 2 cryptically resides at the
bottom of a “page,” (in this case, at 3% progress): later in

life, and many never learn it. And although
it is difficult to 2

IfIchange the Kindle settings, then the 2 will jump around
the document in as many places as there are settings.

The PDF is an image — therefore its structure is not able
to be tampered with. The .doc and .mobi are changeable
— leading, spacing, font face, font size, all can be
altered. While the structure of the .doc can be radically
reconfigured (bumped to 120 pt. font, for example), the
.mobi can be nudged only within the specific set of
parameters that have been programmed by Amazon
(only nine font sizes; one font style; and a mere three line
spacing options).

Flusser’s document totals 18 pages; Thalmair’s, 13; my
Kindle, 100%.

4. Lines

The opening sentence in Flusser’'s manuscript spans
nearly three lines; on Thalmair’s, two; and on my Kindle,
five. When Thalmair retyped Flusser’s manuscript into
Microsoft Word, he chose to ignore Flusser’s line breaks.
By flowing the text margin-to-margin, he let the word
processing program dictate how the lines broke. Although
Thalmair’s gesture is imitative, it is not replicative; rather
it is interpretative — a version rather than a copy.

When [ transferred Thalmair’s text to my Kindle, an
ancillary file was created with an .mbp extension, which
stores bookmarks and notes a user makes while reading
an electronic text. When I open this file, I'm shown what
appears to be a set of line breaks that can, in fact, be
interpreted poetically:[1]

Flusser - Gesture of Writin_PAR33333R—
A\R—A\3333333333333333BPARM
BI33333333333'33333331333 33BPAR333877733="333333
3337 0733333333 DATA333TEBAR333
3333EBVS33377333 3337773333333

Thereisno such thingas an absence of poetry; modernism
demonstrated that even a single phoneme or letter can
be resonant with poetic qualities. The .mbp file has
rhythm, meter, cadence, alliteration — and even contains
a complex visual structure. As John Cage said, “Music is
all around us if only we had the ears to hear it.”

[1] See my analysis of Charles Bernstein's poem "Lift Off" in Uncreative Writing (New York: Columbia University Press, 2011)
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5. Situation

The construction of this particular situation is a
‘pataphysical problem. Here I am proposing a situation,
but with no ends — a textual derive — a specific kind of
constructed situation, where, for instance, we can take
a series of textual mutations and enact a tripling, with
three writers performing the same script. This tripling
repeats what is already present, creating a condition of
poetic redundancy. The triplicate authorship destroys
logic; texts rub against each other, so that they all start
crumbling to dust. These gestures are products of affect
— literature as an affective staging ground. In this way,
these writings become not only information and economy —
but also politics.

6. Choice

In “The Gesture of Writing,” Flusser deconstructs the act
of writing, breaking down the process into small gestures.
At the same time, he is producing a transparently written
work. Similar to my writing this essay, Flusser has chosen
a transparent style in which to communicate ideas about
opacity. Thalmair’s transcription adds a thick layer of
opacity to Flusser’s text. In his retyping, he has made
dozens of choices, such as how he transcribes line breaks
and hyphenation:

Flusser:

It is of course possible to combine those two attitudes
toward writing.

Thalmair:

It is of course possible to combine those two attitudes
toward writing.

Thalmair could have transcribed Flusser this way:

It is of course possible to combine those two attitudes toward
writ-ing.

— but he chose not to.

[2] For more about "nude media" see my chapter in Uncreative Writing "Anticipating Instability."

7. Fact

Flusser’s PDF comes from the a website which serves
the file but gives no information as to the provenance of
the piece. Judging by its misspellings, corrections, and
improper use of the English language, we can assume
that the text is an uncorrected manuscript from Flusser
himself — however, we cannot verify it as a fact. As
such, we must treat the PDF as a piece of “nude media”
— a decontextualized, free-floating cultural artifact that
circulates fluidly in the digital ecosystem, one which
eludes authority and verifiability.[2]

One could do a material analysis of these documents via
their specific physical properties as Craig Dworkin has
done in his series of ongoing investigations which he
calls Fact. These works are nothing more than, literally,
a list of chemical ingredients that comprise the work.
For instance, the paper version of the piece is a list of
ingredients that make up a piece of paper and the toner
that resides on its surface. (Other versions of Fact include
film and vinyl sheeting.)

8. Paper

Although I began this piece stating that I have three texts
in three formats, displayed upon three surfaces, I wasn’t
telling you the whole truth. There is a secret file that I
created — a .txt file — which helped transition Thalmair’s
.doc into a .mobi for my Kindle. I originally stated that I
couldn’t print out my Kindle, that its text was glued to its
screen, but that too is false. I have printed out that .txt
file and, oddly enough, it bears an uncanny resemblance
to Flusser’s manuscript, mostly by its use of Courier, a
mono-spaced font. The margins, too, are similar, almost
running edge-to-edge. Yet there are differences: the .txt
document is only 12 pages long as compared to Flusser’s
18 pages, because the font size is smaller and line spacing
tighter in the .txt than in the PDF.

The .txt file closely mimics a typewritten piece of paper.
One can assume that the designers of “plain text” or AASCI
modeled their look and feel based on the typewriter. While
the MS Word .doc — heavily stylized with formatted text
— mimes the look of typeset books or newspapers (Times
Roman), the plain text (Courier) represents the basic,
interchangeable content of text, a quality that Flusser’s
PDF and my .txt file share.

Flusser’s PDF retains the process marks of having been
typed, Xeroxed, and digitally scanned. Somewhere along
the way, the Xeroxing or scanning reduced the size of
the typewritten page slightly so that the outlines of the
original page are still visible in the PDF. Also visible on
every page are staple marks: the first page shows the
staples themselves and each successive page bears two
staple holes (“vampire bites” as Dworkin calls them) in
the upper left-hand corners.

9. Thought

Our three writing gestures and the way they interact
with one another echo Flusser’s investigation of his own
thought process: “A thought is nothing but virtual letters
upon a paper surface, and that it becomes more ‘real’ as
I advance toward the paper through the various ‘bricks’
that stand between it and the paper.”[3]

Our situation is the inverse — we move from “real”
(Flusser’s PDF) to “simulated” (Thalmair’s gesture) to
“virtual” (my Kindle). If we rewind our process, we
come very close to Flusser, moving from the Kindle’s
ephemerality, to Thalmair’s textual re-embodiment,
finally resulting in the materiality of Flusser’s manuscript
/ PDE.

10. Language

English is not the first language of either Flusser or
Thalmair. Flusser’s uncorrected manuscript contains
instances of broken English:

I am programmed for various spoken languages, but this
does not mean that I can chose freely in which of them I
am going to write the thought that press to be written.iv

Thalmair doesn’t correct Flusser’s English in his retyping.
He simply retypes. But sometimes, he inadvertently adds
a word:
Flusser:
Now “to express” is of course a relative term. It means
to press from somewhere. It implies to press from

somewhere else.

Thalmair:

Now “to express” is of course a relative term. It means
to press from somewhere. It implies to press I from
somewhere else.

The addition of the “I” is serendipitous. How can we
press I from somewhere else? We do so all the time on the
web, such as when we send an email from a web-based

)«

interface. The browser gives us the illusion that it’s “ours,”
that it resides on “our” computer, and that it is “I” who
is sending the email — but in fact we are pressing and
sending the “I” from “somewhere else,” in this case a
distant server located in the cloud.

11. Text

In his invitation for me to participate in this exhibition,
Thalmair wrote:

I did a research about writing and the arts entitled
“Possible Content for 18 Pages” and based upon the essay
“The Gesture of Writing” by Vilém Flusser. After I found
the original manuscript of this text online, I re-typed its
single pages — a sort of act of uncreative writing? — and
put them in a wordcounter to see which of the significant
words are used the most. The result of this process are
the following 18 words which are equal with the chapters
of my research.

Here is the list:
Page 1 — surface,
page 2 — habit,
page 3 — structure,
page 4 — lines,
page 5 — situation,
page 6 — choice,
page 7 — fact,

page 8 — paper,
page 9 — thought,
page 10 — language,
page 11 — text,

page 12 — condition,

[3] Vilém Flusser, "The Gesture of Writing" PDF, p 9 <http://www.flusserstudies.net/pag/08/the-gesture-of-writing.pdf>, accessed January 13, 2014.
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page 13 — spoken,

page 14 — historical,

page 15 — problem,

page 16 — reading,

page 17 — wrriter,

page 18 — universe.

What constitutes significance for Thalmair? It is not stated.

In response, I repeated Thalmair’s process, without the
emphasis on significance and came up with these results:

page 1 —the
page 2 — of
page 3 —is
page 4 —to
page5—a
page 6 —it
page 7 — and
page 8 —in
page 9 — that
page 10 — which
page 11 —we
page 12 —be
page 13 —1
page 14 — not
page 15 — are
page 16 — but

page 17 — this
page 18 —if
I treated all language equally. I worked statistically and

empirically, in a way that left no questions regarding
significance. The results are simply true.[5]

[5] I'm also curious why Thalmair inserted punctuation and capitalization in his list.
[6] On my Kindle, the essay is authored by Vilem Flusser, not Vilém Flusser
[7] See Hito Steryl's and Boris Groys's work on the weak image.

12. Condition

This project is a string of progressively weakening images.
The Flusser PDF is a scan of an umpteenth generation
Xerox of a typewritten manuscript. Thalmair’s retyping of
this degraded document — riddled with occasional typos
and insertions— takes it down a notch further. When I
moved Thalmair’s document to my Kindle, I had to strip
it of any embellishment and ornamentation that was still
left in it, including curly quotes and diacritical marks [6]
— even the paragraph indentations have been flattened.
The most degraded version of this text resides on my
Kindle.

But it’s these versions which are the available versions,
and having them available to all in a flawed condition is
better than them being in pristine condition but available
to only a few.[7]

13. Spoken

Of the three gestures, Flusser’s authorial voice is the most
traditional. Thalmair’s voice is an echo, once removed
through transcription. My Kindle is an amalgamation of
both voices fused into a singular document. Across these
gestures, the volume of the authorial voice diminishes,
ending in my silence; inversely, if we think of the
appropriative gesture as speaking loudest (a different
language game), then the volume progressively rises from
Flusser’s silence to my verbosity; in both cases, Thalmair’s
voice remains at a constant volume.

This is a language game of structural Chinese whispers.
What happens to a text when it gets passed through
different technologies? After each encounter, technology
leaves its mark. As a result, the Kindle gesture — the last
in this specific technological chain — is a multilingual,
polyphonic document, a cobbled-together version,
replete with legacy typos, errors, and insertions; at once
technologically-induced babel and digital-age Esperanto.

14. Historical

Flusser’s theory of the apparatus reminds us that in the
digital age, content — that which we once thought to be
the primary focus of the cultural artifact — has taken
a back seat to a host of mechanisms surrounding the
artifact. In a sense, the apparatuses that propel the digital

artifact into existence have become its primary content.
We can read our digital condition through the history
of photography, a prior instance of where technology
had a similarly profound effect on the production and
consumption of cultural artifacts.

Traditionally, photographic theory has been cleaved
between the technical (how a photograph is produced)
and the literary (what a photograph means). Flusser
rejects both categories, stating instead that the camera
is an apparatus nestled within a series of apparatuses
(cultural, political, technical) which predetermine and
preinscribe the meaning of the photograph. When Flusser
says, “All human decisions are made on the basis of the
decisions of apparatuses; they have degenerated into
purely ‘functional’ decisions, i.e. human intention has
evaporated,” [8] he challenges traditional literary readings
by critics such as Susan Sontag and Roland Barthes, for
whom human agency and intention bestows meaning.

15. Problem

Was Thalmair’s gesture an act of uncreative writing
or was it a way to extract a data set for his exhibition?
Thalmair himself shows ambivalence as to the purpose
of his gesture, simply stating that he “re-typed its single
pages — a sort of act of uncreative writing? — and put
them in a wordcounter.”[9] The question mark — as well
as the phrase “sort of” — bolsters the ambiguity of his
intentions.

While I've made the case throughout this essay as his
work being a purely poetic act, what happens if it’s not, if
it really is simply an act of data extraction? If so, we run
into a problem as a result of the typos and insertions that
pepper his text (some derived from Flusser, some from
Thalmair himself):

Flusser:
confers “value”upon those data. | may call that something

Thalmair:

confers “value” upon those data.I may call that something

Thalmair’s neologism data.l — which is gorgeously poetic
— jams the compiler and poisons the verifiability of his
stats.

[8] Vilém Flusser, Toward a Philosophy of Photography (London: Reaktion Books, Ltd, 1983/2000) p. 73
[9] Email to author, Oct 20, 2013

[10] data.I would make a great title for this exhibition.

[11] I have addressed this specific query in my introduction to Uncreative Writing.

[12] Flusser, "Gesture," p. 5

[13] Flusser, "Gesture," p. 5

Perhaps it's my misreading — my wishful thinking
— my ego — my will — my subjectivity — that frames
Thalmair’s purely mechanical gesture as poetry. I could
be completely wrong in my line of investigation.[10]

16. Reading

I didn’t read Flusser’s PDF nor did I read Thalmair’s
retyping. But I did read Thalmair’s retyping of Flusser
on my Kindle. But at this point, it was no longer either
Thalmair’s or Flusser’s — it was mine. Thus, in order to
read Flusser’s essay and Thalmair’s retyping, I had to read
my own work.

17. Writer

Flusser is the author of an original text but, surely, by
retyping Flusser’s text, Thalmair is an author as well (if
Thalmair is not a writer, what is he doing — dancing?
cooking?). My act of textual transference is the only
gesture in doubt as to whether it could be considered
legitimately authorial.[11]

Oddly enough, it is Flusser himself that denies Thalmair’s
authorial status in “The Gesture of Writing” when he
excludes “copyist” from the category of “writing.” Flusser
claims that “chimpanzees and illiterate children do not
write, because there is no observable phase of choice in
their gesture. And copyists, (‘typists’ in the strict sense),
do not write, because their choice of letters is imposed
on them from the outside.”[12] But surely Thalmair is
making many choices. Flusser claims that for the typist,
“the gesture is not writing, because it is a necessary,
(which means casually determined), gesture.”[13] By this,
he’s thinking of, say, a secretary who is told to transcribe
a letter; Flusser can’t yet envision the retyping of a
document as an uncreative / creative act. Decades after
Marcel Duchamp, it shows, by comparison to visual art,
how sluggish literary discourse still was.
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18. Universe

My given historical, mental, temporal,and spatial situation
prompts me to interpret these gestures structurally as
an expression my own subjectivity. Placing myself in a
subjective-cosmological-spatial-temporal context, I am
thereby enacting Dan Graham'’s 1970 work, “March 31,
1966” —

000, 000,000,000, 000,000,000, 000.00000000 miles to sdge of known umiverse
m.um.m,m.uw 000, 000.00000000 miles to odge of galaxy (Milky Way)
3,000, 000, 00000000 miles to adge of lhl.lr system (Pluto)
205.00000000 miles to Wa
2.85000000 miles to Times an.u:l.. Bew Tork city
+38600000 miles to Union Square subway stop
11020000 miles to cormer l4th St. and First Awve
.m:}gx ﬁil:l : fromt :ﬂ-ﬂﬂ.’. Apart. 1, 153 1st
a B typewriter papar page
00000700 miles to lens of glasses
LO0000098 miles to cornea from retinal wall

which in this case can be renamed “January 13, 2014.”
Afterword

Although this is a technical analysis, in the digital world,
a close structural reading of mirrored artifacts becomes
a useful aesthetic tool. We could call this exercise a new
mode of comparative literature. Extended to objects,
the differential between, say, a hand-sculpted object
and its 3-D printout would qualify as a proper formal
critique. Many years ago, I recall going to an opening in
a small gallery in Soho of a fashion designer who had
been dabbling in “watercolors.” They were gorgeous: big
flowers with washes of saturated color on thick, textured
watercolor paper with a rough-hewn deckled edges. I got
up close to them and their technique was overwhelming.
When I went to congratulate the artist, I found him in the
back room of the gallery minding a printer, from which
further “watercolors” were being produced. I was blown
away. I'm still blown away. Some twenty years later put
side-by-side with a “real” watercolor, I'd say similar things
to what I've stated here.

The condition of simulacra has wholly engulfed in our
mundane lives. We live in a hyperhyperreality where
the subtle difference between two “identical” objects is
reminiscent of Duchamp’s concept of the Infrathin —a
state between states: “The warmth of a seat (which has
just been left)” or “Velvet trousers- / their whistling sound
(in walking) by/ brushing of the 2 legs is an / infra thin
separation signaled /by sound.” Like an electronic current,
the Infrathin hovers and pulses, creating a dynamic stasis,

refusing to commit to one state or the other. Instead,
the unseen, the Infrathin—those tiny devices in our
pockets, the thick data-haze which permeates the air we
breathe, or the many versions of texts circulating in both
meatspace and digital space — locates us in the firmly
present.
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THE ART OF SEDUCTION

SOME VERY STRANGE BIRDS

THE WORLD'S ALL FIGHTER PLANES
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SCHRIFTZEICHEN (SCHREIBVERSUCHE) (Harfler (Yazim Denemesi)), 1973

Cizgili kagit tizerine el yazisi, daktilo edilmis etiketler
Handwritten text on lined paper with affixed typewritten labeling

VBK Wien izniyle / Courtesy VBK Wien

Sol ele konsantre olarak
iki elle ayni anda yazma
Written with both hands
at the same time focusing
on the left hand

iki elle ayni anda yazma
Written with both hands
simultaneously
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KENNETH GOLDSMITH

1961/ABD, New York'da yasiyor ve ¢alisiyor.
www.ubuweb.com

Eighteen Thoughts on Three Gestures of Writing: A Structural Analysis - 6. Choice
(Ug Yazma Edimi Uzerine On Sekiz Diiglince: Yapisal Bir Analiz - 6. Tercih), 2014

Metin, 18 bolimiin 6’1ncisi, duvara yapistirilmis yazi, degisken boyutlar
Essay, chapter 6/18, adhesive lettering on wall, variable dimensions

‘6. Choice

m“TTteGEBtum of Writing," Flusser deconst
; down the process into small gestures. At the
2 transparently written work. Similar to my




WADE GUYTON

1972/ABD, New York'da yasiyor ve ¢alisiyor.
www.petzel.com/artists/wade-guyton

Zeichnungen flir ein grofdes Bild (Bliylik Bir Resim i¢in Cizimler), 2010
Zeichnungen fur ein kleines Zimmer (Kig¢tk Bir Oda i¢in Gizimler), 2011
Zeichnungen flir lange Bilde (Uzun Bir Resim i¢in Cizimler), 2013

Sanatqi kitaplari, her biri 128 sayfa / Artist books, each 128 pages, 19.1x26.7 cm

Tim kitaplar Verlag der Buchhandlung Walther Konig, Koln tarafindan basilmigtir.
All books published by Verlag der Buchhandlung Walther Konig, Cologne
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DANIEL HAFNER

1979/Avusturya, Viyana'da yasiyor ve ¢alisiyor.
www.danielhafner.com

Travelling Waves (Yiiriyen Dalgalar), 2011
Heykel, pamuk, recine, boya / Sculpture, cotton, resin, paint, 170x110x90 cm
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MARIANNE HOLM HANSEN

1968/Danimarka, Londra'da yasiyor ve calisiyor.
www.criticalm.org

Typing (Not Writing) (Daktilo Etmek (Yazmak Degil)), 2011
Kagit lizerine daktilo edilmis metinler, her biri 17x22.5 cm, gercevelenmis 5 parca
Series of typewritten texts on paper, each 17x22.5 cm, 5 framed pieces
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LE READY-MADE

WORDS ARE EQUALLY READY-MADES

BUT LANGUAGE IS NOT

i
BETHAN HUWS
1961/Ingiltere, Berlin'de yasiyor ve ¢aligiyor. - e

www.galerie-tschudi.ch/artists/bethan-huws

Untitled (Le ready-made...) (Isimsiz (Le hazir-nesne...)), 2008
Aluminyum, cam, lastik, plastik harfler / Aluminum, glass, rubber, plastic letters, 100x75x4.5 cm
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JOSEPHINE KAEPPELIN

1985/Fransa, Strasbourg'da yasiyor ve calisiyor.
www.josephinekaeppelin.com

Untitled Isimsiz, 2014
8 islenmis aliminyum panel, her biri 30x42 cm / 8 engraved aluminum panels, each 30x42 cm

IN-SCRIPTION #01, 2014
Kagt lizerine 500 inkjet basim, her biri 29.7x42 cm, ofis masas1/ 500 inkjet prints on paper, each 29.7x42 cm, office table
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MICHAEL KARGL

1975/Avusturya, Viyana'da yasiyor ve ¢alisiyor.
www.michaelkargl.com

Untitled (That the surface it impresses the letters upon is not the final aim of the gesture, but

only a medium through which the gesture aims at readers.) (Isimsiz (Uzerine harfleri uyguladig: yiizeyin edimin
nihai amaci degil, sadece okuyuculara ulagmasinin bir araci olmasu.)), 2014

Isikl pano, ahsap, kumas, floresan ampuller, cerceve orani: 1:414213562 / Light box, wood, fabric,

fluorescent tubes, aspect ratio: 1:414213562
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ULRICH KEHRER/AGNES MIESENBERGER

1976/Avusturya, Viyana'da yasiyor ve ¢aligiyorlar.
www.tp3.at/kommunikationsdesign

~200g, 2014
Kagit lizerine 8 adet c-print baski, 200g/m?2, her biri 29.7x42 cm
8 c-prints on paper, 200g/m2, each 29.7x42 cm
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JORG PIRINGER

1974/Avusturya, Viyana'da yasiyor ve galisiyor.
WWWw.joerg.piringer.net

abcdefghijklmnopqgrstuvwxyz, 2009
Performans, yazilim programi, dijital donanim, metin, zaman, ses ve pikseller
Performance, software, digital hardware, text, time, sound & pixels

Visual Poetry (Gorsel $iir), 2014
Kagit lizerine 5 inkjet baski, aliminyuma monte edilmis, her biri 29.7x42 cm
5 inkjet prints on paper, mounted on aluminum, each 29.7x42 cm
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FALKE PISANO

1978/Hollanda, Berlin'de yasiyor ve ¢alisiyor.
www.falkepisano.info

Figure 4 (Production of Speech) (Figiir 4 (S6z Uretimi)), 2009
Heykel, ahsap, kumas, boya / Sculpture, wood, fabric, paint, 81x63x13 cm

Figures of Speech (S6z Sanatlarn), 2010
Yerlestirme, 7 kitap, her biri 144 sayfa, cesitli kapak renkleri
Installation, 7 books, each 144 pages, varying cover colors, 16.3x23.4 cm

Tum kitaplar JRP|Ringier, Christoph Keller Editions, Ziirih tarafindan basilmistir.

All books published by JRP|Ringier, Christoph Keller Editions, Zurich
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STEFAN RIEBEL

1982/Almanya, Berlin'de yasiyor ve ¢alisiyor.
www.stefanriebel.de

[ am here because you are here (#09) (Buradayim ¢iinkii sen buradasin (#09)), 2014
Performans, duvar lizerine kursun kalem, gesitli boyutlar / Performance, graphite pencil on wall, variable dimensions
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KARIN SANDER

1957/Almanya, Berlin ve Ziirih'te yasiyor ve ¢alisiyor.

www.karinsander.de

4 Audio Pieces (4 Isitsel Parca), 2009

23/50, serigrafi, 4 konu, Al ebadi, cercevelenmis, Kagit Tasarimi Ofset natiirel beyaz, 300g/m2
Screen prints, 4 subjects, Al format, framed, Paper Design Offset natural white, 300g/m?2

Andreas Uebele igbirligi ile / In cooperation with Andreas Uebele
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IGNOCIO URIARTE

1972/Almanya, Berlin'de yasiyor ve calisiyor.
www.ignaciouriarte.com

The History of the Typewriter recited by Michael Winslow (Michael Winslow’un Anlatimiyla Daktilo Tarihi), 2009

Yerlestirme, HD-Film (RED) BluRay, 20 dakika 52 saniye, renkli, sesli / Installation, HD-Film (RED) on BluRay,
20:52 min, colour, sound

NoguerasBlanchard, Barselona/Madrid izniyle / Courtesy NoguerasBlanchard, Barcelona/Madrid
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ANITA WITEK

1970/Avusturya, Viyana'da yasiyor ve ¢alisiyor.
www.anitawitek.net

Surface Treatment (Yuzey Uygulamalar), 2014
Buluntu posterlerle yerlestirme, yaklasik 500x250 cm
Installation with found posters, approx. 500x250 cm
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Franz Thalmair bu sergiyi miimkiin kilan herkese tesekkiirlerini sunar: Beraber ¢calismasi bir zevk olan tim

sanatcilara bu aragtirma projesine olan inanglarindan dolays; Viyana, istanbul ve dinyanin geri kalan: arasinda

uzun mesafe bir sergi diizenledikleri icin Zeynep Aring, Olgay Karagoz ve Aysegiil Cogskun’a. Franz Thalmair,
“Yazma Eylemi”nin taslagini bu yayinda yeniden basmamiza izin verdikleri i¢in Vilém Flusser’in ailesine ve
ince, esprili ve dengeleyici yazisiyla katihmindan dolay: Kenneth Goldsmith’e 6zellikle mitegekkirdir.

Franz Thalmair would like to thank the following people who helped make this exhibition possible: All artists
for being a pleasure to work with and for putting their faith in his research project; Zeynep Aring, Olgay
Karagdz, and Aysegil Coskun for the long-distance producing of an exhibition between Vienna, Istanbul and
the rest of the world. Furthermore, Franz Thalmair is particularly grateful to the family of Vilém Flusser who
allowed the manuscript of "The Gesture of Writin"g to be reprinted in this publication as well as to Kenneth
Goldsmith for participating with his thoughful, humorous, and balancing writing.
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istanbul
T: (212) 252 35 00-01
www.akbanksanat.com
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