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BASKALARININ HAYATI.

TEKRAR VE HAYATTA KALMA
Alejandra Labastida

Eger tekrar mimkdin ise, bu kanundan gok mucize sayesindedir.
Tekrar kanuna aykiridir: kanunun benzer bigim ve esdeger igerigine
aykindir. Eger Ki tekrarin varligindan séz edilebilirse, bu tam da
0 anda genel olana karsit bir tekillik, tikel olana karsit bir evrensellik,
siradan olana karsit bir ayirt edici 6zellik, cesitlemeye karsit bir
anindalik ve stregen bir kaliciliga karsit bir sonsuzluk ifade
etmektedir. Tekrar her anlamda bir sinir asimidir. Tekrar kanunu
sorgular, onun itibari/nominal ya da umumi/genel karakterini daha
derin ve daha sanatsal bir gerceklik ugruna fesh eder.

Gilles Deleuze, Tekrar ve Fark

Sanat eserlerinin 6mri/hayati ve hayatta kalmasi fikri tamamen
mecaz katiligindan bagimsiz olarak ele alinmalidir. Zihin
Kkarisikliklarinin en had safhada oldugu zamanlarda bile hayat
denilen hediyenin sadece beden ile sinirli oldugu farz edilmemistir.
Walter Benjamin, Cevirmenin Gérevi

Deleuze benzerlik gdstermenin aksine tekrarin sadece
esi veya muadili olmayana iligkin olarak ortaya ¢ikan bir
edim oldugunu ve bu sebeple degistokus edilemez ve
yerine baskasi konulamaz tekilliklere dair oldugunu dile
getirmektedir.! Bu aslen —bir sinir agimi veya istisna olarak—

tekil olanin karsisina kanunlar tarafindan kapsanabilen tikeli
koyan bir guctir. Bu proje —tarihte daha énce gerceklestirilen
eser veya olaylarin c¢evirisi ve yeniden Uretimi gibi— kendine
mal etme ve atifta bulunma stratejileri kapsamindaki sanatsal
pratikler cevresinde Uretilen islerdeki yayginlagmanin, bu
evcillestiriimis esdegerlilik ve birbirleriyle degistirilebilir olma
paradigmasi karsisinda —yerine bagkas! konulamaz varlik
olarak— tekilligin politik statlsunl onaylayan guce karsilik
geldigini 6ne sltrmektedir.

Bu egilimi inceleyen ¢odu sergi, sanat¢inin belirli olay ve
eserleri kurtarmak amaciyla ginimuizde verdigi kararina
odaklanmakta. Bu proje sorgulamayi sadece sanatcinin
yeniden canlandirma arzusunu degil ayni zamanda bu
kendi kendiliginden bir niyet iceren tekil iradeyi de icine
alacak sekilde genigletmeyi 6nermektedir. Walter Benjamin
“cevirilebilirlikten” orijinalin icinde barindirdig! bir talep ve
buna bagli olarak da sanat yapitlarinin bir yasami olduguna
dair nihai bir kanit olarak bahseder. Bir ceviri ile orijinal
arasindaki iligki harfi harfine hayati 6nem tasir: bunlardan
birincisi digerinin hayatta kalma ediminin bir sonucu olarak
ortaya cikar.2 Bu, tabii ki, basitce denklik ve benzerlik
Uzerine kurulu bir iliski degil, daha cok elestirel bir yeniden
sekillendirme olasihginin kosullarini serbest birakacak bir
yenileme ve evrim slrecidir.

"Deleuze, Gilles, Repetition and Difference, Columbia University Press, New York , 1994, 5.1-5
2Benjamin Walter, The Task of the Translator

THE LIFE OF OTHERS:

REPETITION AND SURVIVAL
Alejandra Labastida

If repetition is possible, it is due to miracle rather than to law. It is
against the law: against the similar form and the equivalent content
of law. If repetition exist, it expresses at once a singularity opposed
to the general, a universality opposed to the particular, a distinctive
opposed to the ordinary, an instantaneity opposed to variation
and an eternity opposed to permanence. In every respect, repetition
is a transgression. It puts law into question, it denounces its nominal
or general character in favor of a more profound and more artistic
reality.

Gilles Deleuze, Repetition and Difference

The idea of the life and survival of the works of art must be
understood completely free of metaphor’s rigor. Even in the times of
higher mental confusion, it has never been assumed that only the
body could have the gift of life.

Walter Benjamin, The Task of the Translator

Deleuze states that unlike resemblance, repetition is an act
that arises in relation only to that which has no equal or
equivalent and therefore concerns non-exchangeable and
non-replaceable singularities. It is essentially a force that
opposes the singular —as a transgression or exception— to
the particular capable of being subsumed by laws.! This
project aims to postulate that the proliferation of artistic
practices generated around appropriation and citation
strategies —the translation and recreation of historical
pieces or events— responds to this force that affirms the
political status of the singularity —of the non-replaceable
being— versus the domesticated paradigm of the equivalent
and interchangeable.

Most exhibitions that explore this tendency focus on the
decision that the artist makes from the present in order to
rescue specific events and works. This project proposes
to extend the question in order to consider not only the
recreative will of the artist but also this singular power that
wills itself. Walter Benjamin refers to “translatability” as
an inherent demand of the original and therefore as the
supreme proof of the life of the works of art. The relation
between a translation and the original is literally vital: the
former emerges as the result of an act of survival of the
latter.2 It is, of course, not just a simple relation of equality
and similarity but rather a process of renovation and
evolution that unchains the conditions of possibility for a
critical reformulation.

olumbia University Press, New York , 1994, p.1-5




Bu elestirel sire¢ ceviriler, uyarlamalar, tekrarlar, yeniden
uretimler, tekrardan kendine mal etmeler gibi farkli stratejiler
Uzerine oturur; ne var ki bunlarin hepsinin ortak paydasi
orijinal ile yuratulen hayati iliskinin araci olarak kullanilan
tekrardir. Bu salt bir bedeni yeniden yapilandirma ve hayata
déndirme/diriltme dnermesi degil, bedeni ilk defa, bir ikinci
kez, simdiki zamanda var etme ile ilgilidir; veya Deleuze’ln
Onerdigi Uzere soylersek; ilk seferi bir ikinci defa lGizerinden
gecmek zorunda kalmadan “n’inci” kuvvetine tagiyabilmektir.

Sanatci ile gegcmisteki bir zaman arasindaki iligkinin altinda
ne gibi duzenekler yatmaktadir? Bu gecmis zamani tekrar
canlandirma gerekliligi kim tarafindan, ne zaman, nasil ve
nerede zorunlu kilinir? Benim ilgimi ¢eken bu talebin sanat
eserinin 6zlinde bulunan bir hayatta kalma diizenegine
karsiik gelme olasihgini arastirmak, ki bu durumda bu
olgunun bir diriitme/hayata déndidrme olmaktan cok bir
reenkarnasyon/yeniden hayata gelme olarak okunmasi
gerekmektedir. Béylece belki de bu sanat eserlerini
mimesis’in temsil olarak degil de daha cok ayinlestiriimis
bir canlanma, hayata gecirilme olarak anlasilacagi bir ufka
oturtmak muamkuln olabilir. Tekrar i¢sellestirir ve bdéylece
kendini tersine cevirir: ...Fransiz Milli Bayrami Bastille’in
disdsini anmakta veya temsil etmekte degil, Bastille’in
disisl daha ilk bastan, sonradan gerceklesecek tim
Fransiz Milli Bayramlari’ni kutlamakta ve tekrarlamaktadir;
veya Monetnin ilk niliiferi tim digerlerini tekrarlamaktadir.3
Bu sergide yer alan sanatcilarin tekrar dlzenegi igine
derinlemesine dalmig eserleri her tur déndsim ve tim
kanunlara ragmen var olmay1 arzulayan bir gtici — bir iradeyi
aciga cikarmakta. Bu, tekrar durumunu, yerine bagkasi
konulamaz bir varligin 6zgurligid ve kendi gelecegini
kendinin belirlemesi sonucu ortaya ¢ikan asli bir vazife
olarak varsayan bir iradedir.

Bu kafadan ¢ok kalbe yakin bir surrectir, ve élgttleri de hirsizlik
ve hediyedir.® Kierkegaard tekrarin bu 6zelliginde israr
ederek onu hatirlama ve animsamaya kargi konumlandirarak
bunu bilinmeyenden gelen bir hediye, gelecege dair bir vahiy
olarak tanimlar.5 Tekrardaki zamansal boyut oyunu onun
asli irade ve 6zgurlik eylemi oldugu yonindeki énerme
acisindan esastir. Zerdust iradenin en bulylk derdinin
zamanin doyumsuzlugu ve kapali bir gegmis ile olan iligkisi
oldugunu dile getirir, ancak ebedi tekrarin hem gecmise
hem de gelecege acik secimlere bagh bir slre¢ oldugu
belirlendiginde tim bu sikintilarin Gstesinden gelinmis olur,

Say.,s.1
“Deleuze, Gilles, a.g.¢., s. 2
SKierkegaard, Repetition, ss. viii-3

This critical process lands on different strategies: translations,
covers, reprises, recreations, re-appropriations; but what
all of them share is repetition as the conduct of a vital
relationship with the original. It is not just about postulating
a reconstructed and reanimated body but rather about
making it present, for the first time, a second instance; or, as
Deleuze proposes; to carry the first time to the "nth” power
without having to pass through a second time.

What mechanisms underlie the relationship between the
artist and a past time? By whom, when, how and where is the
urgency to revive it dictated? What interests me is exploring
the possibility that this demand responds to a survival
mechanism intrinsic to the artwork, which must therefore
not be read as a resurrection but more like a reincarnation.
These works of art may therefore be inserted into a horizon
where mimesis is understood not as representation but
rather as a ritualized actualization. Repetition internalizes
and therefore reverses itself: ...it is not Federation Day
which commemorates or represents the fall of the Bastille,
but the fall of the Bastille which celebrates and repeats in
advance all the Federation Days; or Monet’s first water lily
which repeats all the others.3 Immersed in the apparatus
of repetition, the works of the artists in this show reveal a
power —a will willing itself despite every transformation and
against every law. It is a will that postulates repetition as
an essential task arising from the self-determination and
freedom of a non-replaceable being.

It is a process closer to the heart than to the head, and its
criteria are theft and gift.# Kierkegaard also insists in this
quality of repetition as he opposes it to remembrance and
recollection, and describes it as a gift from the unknown,
as a revelation from the future.> The game of temporal
dimensions in repetition is essential to its postulation as
the ultimate act of will and freedom. Zarathustra states that
the worst tribulation of will is its relation to the voracity of
time and to a closed past, but all is overcome when it is
made clear that the eternal return is a selective process
open both to the past as it is to the future, which establishes
the conditions of possibility for the autonomy of the will: All
‘it was’ is a fragment, a riddle, a dreadful accident — until
the creative will says to it, ‘But thus | willed it.” Until the
creative will says to it, ‘But thus | will it; thus shall | will it.’®
Its selective nature is the secret of its liberating force. Thus

only the affirmation returns, only the joy.”
$Ibid, p. 1

4 Deleuze, Gilles, opcit., p. 2

5 Kierkegaard, Repetition, p. Viii-3

8 Nietzsche, Friedrich, Asi hablo Zaratustra p.21

ki bu da iradenin 6zerklik olanaginin kosullarini tesis eder:
Tum ‘olanlar’ bir kirinti, bir bilmece, dehset verici bir tesadlif
— ta ki yaratici irade ona, ‘Fakat ben bunu bdyle istedim’
diyene kadar. Ta ki yaratici irade onun karsisinda ‘Ben bunu
béyle istedim; ben bunu béyle isteyecegim’ diyene kadar.’
6 Bunun segimlere bagll olan dogasi onun 6zglirlestirici
glcunin ardindaki sirdir. Boylece sadece olumlanan
tekrarlanir, sadece nese veren.”

Kendi kafasi kendinin kuyrugunu yutmayacak bir olasi cana—can
karsilasma insa edebilmenin tek yolu olarak — yasa sadece
kacamaklar esnasinda hayat dolu olanin kullaniimasini emreder.
Ve yasa her kim temiz olmayani yer ise, onu farkinda olmadan
yiyebilecegini buyurur. Clnkd temiz olmayani, temiz olmadigini
bilerek yiyen temiz olmayanin temiz olmayan olmadigini
anlayacaktir.?

Clarice Lispector, G.H.’ye Gore Tutku

Nietzsche ebedi tekrardaki tekilligin dolayimsizigini
yasaya, Ozellikle de ahlaki yasaya boyun egme veya
uzlagma olasihgini tamamen ortadan kaldiran bir islem
olarak 6ne surer. Fakat yasanin ve genel olanin alani,
farklihgin yaratiimasinin araci olarak tekrarin sahip oldugu
potansiyelin tasidigi tehlikelerin tamamen farkindadir ve
onun fark ve tekrar arasindaki iligskiyi yanlis anlayigi masum
olmaktan cok uzaktadir; bu bati felsefesinin, temsiliyeti
dinyaya erisim saglayacak herseye kadir bir yapi olarak
kurma konusundaki ezeli seferinin temel stratejisidir.
Fark Uzerine diglnebilmeyi olasi kilmak —kafas! kendinin
kuyrugunu yutmayacak bir can— igin temsiliyet; farkin 6zline
itaat eden ve kavramsal bir farka indirgenmesi, kendisi
aslinda kavramsal karsiligi olmayan bir tekillik teskil ettigi
icin, mimkin olmayan; temsil edilemez fazlaligi ehlilestiren
ve gecersiz kilan, 6zdeslik, karsithk, benzesim ve andirma
kategorileri Gzerinden dort kapisi olan bir hapishane yaratir.
Tekrar saf olanak olarak bu tekilligin sahidi ve hamilidir.®

Jeremy Deller The Battle of Orgreave (Orgreave Muharebesi),
(2001) adl eserinde 1984/85 madenci grevi esnasinda polis
ve madenciler arasinda yasanan en siddetli catismalardan
birinin  tarihsel tekrar canlandirmasini  gerceklestirir.
Klasiklesmis direnis sarkisinin sdzleri olan; birlesen isciler
hicbir zaman yenilmezler, Uzerine akil yoran bir eski

8 Nietzsche, Friedrich, Asi hablo Zaratustra, s. 211

" Deleuze, Gilles, Nietzsche, ss. 37-39

8 Lispector, Clarice, La pasi6n segtn G.H., ss. 81-82. Para construir un alma posible—un alma cuya cabeza
no devore su propia cola — 1a ley ordena que solo se utilice lo que esta disimuladamente vivo. Y la ley
manda que, quien coma de lo inmundo, que o coma sin saberlo. Pues quien come de lo inmundo sabiendo
que es inmundo—tambien sabra que lo inmundo no es inmundo

9Deleuze, Gilles, Diferencia y repeticion, ss. 54-58, 389

To construct a possible soul-a soul whose head does not devour
its own tail — the law mandates to use only what is surreptitiously
alive. And the law requires that anyone who eats the unclean,
may eat it unknowingly. For he who eats the unclean, knowing that it
is unclean will also know that the unclean is not unclean.®

Clarice Lispector, The Passion According to G.H.

Nietzsche postulates the immediacy of the singularity in the
eternal return as the operation that dissolves all possibility
of mediation or submission to a law, specifically moral law.
But the realm of law and of the general is well aware of
the dangers of the potential of repetition as a vehicle for
difference and its misreading of the relation between
difference and repetition is not innocent, it is a central
strategy of western philosophy’s eternal crusade to establish
representation as the omnipotent access structure to the
world. In order to make difference thinkable —a soul whose
head does not devour its own tail- representation creates
a four door prison with its categories of identity, opposition,
analogy and resemblance that domesticates and cancels
the non-representable excess that conforms the essence
of difference and that cannot be reduced to a conceptual
difference since it actually constitutes a singularity without
concept. Repetition is the witness and carrier of this
singularity as pure potentiality.®

In The Battle of Orgreave, (2001) Jeremy Deller, produced
a historical reenactment of one of the most violent
confrontations between miners and the police during the
1984/85 miners’ strike. While reflecting on the classic fight
song: the workers united will never be defeated; one of the
ex-miners declares: if we were defeated it is because it
should have been the workers united will never be defeated.
Even if one could easily argue that the workers united
were or would have been defeated anyway, the miners’
afterthought is a first step into acknowledging how the
strategy of the particular inscribed in the logic of the general
can always be subsumed and submitted to the realm of
laws and the violence within it. In The Coming Community,
Agamben argues that the new political struggles will not
be between states but between the state and humanity,
understood as a community that is no longer subject to

"Deleuze, Gilles. Nietzsche, pp. 37-39

8 Lispector, Clarice, La pasion segtin G.H., pp. 81-82. Para construir un alma posible—un alma cuya cabeza
no devore su propia cola — la ley ordena que solo se utilice lo que esta disimuladamente vivo. Y la ley
manda que, quien coma de lo inmundo, que lo coma sin saberlo. Pues quien come de lo inmundo sabiendo
que es inmundo—tambien sabra que lo inmundo no es inmundo

9Deleuze, Gilles, Diferencia y repeticién. pp. 54-58, 389



madencinin dile getirdigi Uzere: eger yenildiysek bu birlesen
isciler hicbir zaman yenilmezler olmasi gerektigi icindir. Her
ne kadar birlesen iscilerin 0 zaman da yenildigini ve baska
zamanda da yenilecegini kolayca 6éne siirmek mimkiin olsa
da, madencilerin ardindan akla gelen, genel olanin mantigi
icine naksedilmis tikelin stratejisinin, yasanin alani ve onun
icerdigi siddet tarafindan her halikarda kapsanacagini ve
ona boyun egecegini teslim etme yolunda bir ilk adim teskil
eder. Agamben The Coming Community (Gelecek Olan
Toplum) adli eserinde yeni politik micadelelerin devletler
arasinda degil devlet ile insanlk arasinda olacagini 6ne
surer, ki bu toplum artik kimlik, egemenlik ve kanun mantiklari
cercevesinde kamulastiriimaya tabi olmayacaktir. Bu
zaruri olmayan toplum Agamben’in herhangi tekillikler diye
adlandirdigi, kimligi olmayan tekilliklerden olusmaktadir,
bu bir kavram (lzerinden belirlenmez, ama basitce belirsiz
oldugu da séylenemez; daha ¢ok sadece bir fikir ile, yani
olasiliklarinin toplami ile olan iligkisi iizerinden belirlenir.10

Orgreave muharebesinin yeniden sahnelenmesinde tekrar
edilen yalnizca madencilerin adalet i¢in micadelesi degildir,
bu salt ylzeysel duzlemdir; Deleuze’in belirttigi Gzere bu
gizli bir 6znenin, tekrar tekrar var olan bir ruhun, kavramsal
karsiligi bulunmayan bir tekilligin kilik degistirmis bir sekilde
kendini tekrar var etme iradesi/arzusudur. Her zaman iki
eszamanli tekrar s6z konusudur: bir maddi, gérulebilir
tekrar ve bir de bunu meydana getiren ve gizleyen daha
derin ve kilik degistirmis tekrar. Maske ve kilik degistirme
tekrarin bilesenleridir, bunlar bu islemin farkin temsiliyet
sinirlari digsinda anlamlandirilabilmesini saglayan genetik
elemanlaridir.! Béylelikle, Dahn Vo’nun 2.2.1861(2009) adli
eserindeki idaminin hemen dncesinde babasina bir mektup
yazan sehit ogulun, Fabio Morais’in Carta a um jovem poeta
(2004) adli eserindeki dertli sairin, Leticia El Halli Obeid’in
B’s Handwriting (2007-2012) adli eserindeki mazlum
felsefecinin, Jorge Mendez Blake’in There’s no Easy Way
from the Earth to the Stars (2010) adli eserindeki vizyoner
mimarin, Magdalena Leite’nin Cover (2010-2012) adl
eserindeki ilkelerine sagdik koreografin, Jon Mikel Euba’nin
Notes for a Camera Person in Re: horse (2011), lain Forsyth
& Jane Pollard’'in Kiss My Nauman (2007), Vicente Razo’nun
The Society of Spectacle. Interest Edition (2011) veya
Mario Garcia Torres’in What Happens in Halifax stays in
Halifax (1969 NSCAD'’s Project Class Reunion. Oct. 11-13)

10 Agamben, Giorgio, La comunidad que viene , Ed. Pretextos, Valencia, 2006, s. 69
"Deleuze, a.g.., ss. 43-45

expropriation by the logics of identity, sovereignty and law.
This inessential community would consist on what Agamben
calls whatever singularities: a singularity that has no identity,
it is not determined with respect to a concept, but neither is it
simply indeterminate; rather it is determined only through its
relation to an idea, that is, to the totality of its possibilities.1°

What is repeated in the reenactment of the battle of Orgreave
is not or not only, the miners’ struggle for justice, that is its
superficial level; the disguise through which as Deleuze
states, a latent subject, a repetitive soul, a singularity without
concept wills itself. There are always two simultaneous
repetitions at play: a material visible one that hides and is
constituted by a more profound disguised one. The mask
and the disguise are constituents to repetition, they are the
genetic elements of the operation that allow difference to be
signified outside representation.’’ So the martyr son that
writes a letter to his father just before his execution in Dahn
Vo’s 2.2.1861 (2009), the tormented poet in Fabio Morais’s
Carta a um jovem poeta (2004), the persecuted philosopher
in Leticia El Halli Obeid’s B’s Handwriting (2007-2012), the
visionary architect in Jorge Mendez Blake’s There’s no
Easy Way from the Earth to the Stars (2010), the canonic
choreographer in Magdalena Leite’s Cover (2010-2012),
the iconic artists in Jon Mikel Euba’s Notes for a Camera
Person in Re: horse (2011), in lain Forsyth & Jane Pollard’s
Kiss My Nauman (2007), in Vicente Razo’s The Society of
Spectacle. Interest Edition (2011) or Mario Garcia Torres’
What Happens in Halifax stays in Halifax (1969 NSCAD’s
Project Class Reunion. Oct. 11-13) (2005), the underground
icon in Sanja lvekovit’s Eve’s Game (2009), the exiled artist
in Tania Bruguera’s Tribute to Ana Mendieta (1986-1996),
the persecuted intellectuals in Rossella Biscotti’s The Trial
(2010-2012), the dissident translator in Francois Bucher’s
Live Forever: The case of K. Gun (2006) the imposition
of cultural stereotypes in the financial dictatorship in Ming
Wong’s Welcome Mr.Wong (2009) or the psychological
experiment in Artur Zmijewski’'s Repetition (2005), as the
miners, could all be understood as that first level repetition
that is still highly susceptible to the domestication of
difference through the categories of the politically correct
such as minority, gender issues, the exotic, the genius, etc.
Categories are the worst restraint of difference since they
specify a priori the ways to talk about beings and assure
a scheme of distribution.!2 Difference cannot be found in
such categories, since difference is the excess that escapes

10 Agamben, Giorgio, La comunidad que viene , Ed. Pretextos, Valencia, 2006, p. 69
""Deleuze, op.cit, pp. 43-45
" Foucault Michel, Theatrum Philosophicum, p. 34

(2005) adh eserlerindeki aziz mertebesindeki sanatcilarin,
Sanja lvekovi¢'in Eve’s Game (2009) adli eserindeki yeralti
ikonunun, Tania Bruguera’nin Tribute to Ana Mendieta
(1986-1996) adli eserindeki sirgin sanat¢inin, Rossella
Biscotti’'nin The Trial (2010-2012) adli eserindeki mazlum
aydinlarin, Francois Bucher’nin Live Forever: The case of
K. Gun (2006) adli eserindeki muhalif tercimanin, Ming
Wong’un Welcome Mr.Wong (2009) adh eserindeki finansal
diktatdrlikte kdltdrel kliselerin dayatilmasinin, ya da Artur
Zmijewski'nin Repetition (2005) adli eserindeki psikolojik
deneyin, tipki madencilerde oldugu gibi, tim bunlarin
azinliklar, toplumsal cinsiyet sorunlari, egzotik olan, dahiolan
ve benzeri siniflandirmalar Gzerinden siyaseten dogrucu
bir yaklagimla farkin evcillestiriimesi durumuna son derece
musait duran o ilk seviyeden tekrar olarak anlagiimasi ¢ok
mumkinddr. Siniflandirma farki en kéti sekilde sinirlar,
cunkd varlklar hakkinda nasil konusulacagina dair 6n
kabuller (izerine oturur ve bir dagitim diizeni temin eder.12
Bu tur siniflandirmalarda fark Uzerine herhangi birsey
bulmak mimkin degildir, ¢inkiu fark siniflandirmaya
gelmeyen fazlaliktir. Bunun bir benzetim olarak sanat eseri
baglaminda icerdigi, ikinci dereceden tekrar tarafindan
olusturulan ve gercek farkin yerlesik oldugu, kilik degistirme
ve maskenin egemenlik gucudir. Sanatta tekrar bir taklit
degildir, bu ikinci i¢gsel glcln varhgi tekrar hareketinin
kopyalari benzesimlere dénustlirdigl bukilme noktasini
yaratir.'3 Benzesimi bir yogunluklar oyunu (izerinden farkin
farka iligkilendigi bir anargik ve gdgebe dagihm sistemi
olarak anlamak mimkunddr. Farkin dogasi yogundur ve
temsiliyette algiya tabi kilinamaz.14

... her bir varlik, her bir damla ve her bir sesin fazlalik mertebesine
eristigi kosula ulasildiginda —diger bir deyisle—, onlari yerinden
eden ve gizleyen fark, kendi devingen zirvesine ulastiginda, onlarin
tekrarina sebep olur.®

Yani benim ilgimi c¢eken bu sanatcilarin tekrar
aligkanliklarinin icine naksedilmis olan bu ikinci engin
islem ve tekrarin asla ¢izgisel olarak sirali unsurlardan
olusmadig fakat yogunluklari aracilhgiyla iletisim halindeki
hayatta kalan tekilliklerin bir daralmasi oldugu durumda
nasil olup da bu tekrarin zaten coktan ilk seferde bir
fazlalik olarak gizli oldugu. Bircok eszamanli sahnesi olan,
2 Foucault Michel, Theatrum Philosophicum, s. 34

Bay.,s. 431,

%ay., ss.393-395
Bay.s. 446

categorization. What they do hold, in the context of the
work of art as simulacra, is the potency of sovereignty
of the disguise and the mask constituted by the second
degree repetition where true difference resides. Repetition
in art is not an imitation, the presence of this second
inner force creates the inflexion point where the repetition
gesture transmutes copies into simulacra.3 Understanding
simulacra as a system of anarchic and nomad distributions
where difference can relate to difference through a game of
intensities. The nature of difference is intensive and cannot
be subordinated to perception in representation.4

... on condition that each being, each drop and each voice has
reached the state of excess has been reached —in other words—,
the difference which displaces and disguises them, and in turning
upon its mobile cusp, causes them to return.®

So what interest me is this second profound operation
inscribed in the repetition habits of these artists and how
somehow this return was already latent as an excess in
the first time in such a way that repetition is never a line
of sequential elements but a contraction of surviving
singularities that communicate through their intensities.
A multiplied theater, with multiple simultaneous stages,
fragmented in scenes that ignore and signal each other, in
which without representing anything (copy, imitate) masks
dance, bodies scream, hands and fingers gesticulate. 1 All
those Others that return in the exhibition, all those disguises
can help us find the path suggested by Deleuze, which must
begin with the basic individuation structure —the Other— and
go beyond the concept and the binding structure of identity
and representation to reach the realm where singularities
can unfold as pure intensity.'” So we can start by looking
closely for that inflexion point of intensities where the secret
repetitive soul disguised in the life of Others makes itself
present.

" Ibid. p. 431
* |bid. pp. 393-395

" |bid, p. 446

6 Foucault Michel, op.cit., p. 15
" Ibid. pp. 415-416.



cogaltilmig bir tiyatro, birbirini gérmezden gelen ve isaretler
yollayan parcalanmis oyun sahnelerinde baska higcbir sey
temsil etmeden (kopyalamadan, taklit etmeden) maskeler
dans eder, bedenler ¢iglk atar, eller ve parmaklar jestler
sergiler.16 Sergide tim bu tekrar eden Otekiler, tiim bu kilik
degistirmis olanlar bize Deleuze’iin énerdigi, temel bir birey
olma yapisindan —Otekiden— baglayacak ve bu kavramin
ve kimligi bir arada tutan yapinin ve temsiliyetin 6tesine
ulasarak tekilliklerin saf yogunluk olarak ortaya ¢ikacag bir
mecraya dogru ilerleyebilecek patikay! bulmakta yardimci
olabilir.” Béylece, biz de yogunluklarin bikilme noktasina
yakindan bakarak, kilik degistirerek Otekilerin hayati icinde
kendini simdiki zamanda var eden o gizli tekrar eden ruhu
g6rmeye calisabiliriz.

6 Foucault Michel, a.g.e., s. 15
Tay. ss. 415-416.
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ESTETIGIN FARK VE FARKLILIKLARA
DAYALILIGI UZERINE UG DEGERLENDIRME:
SANAT VE GUNCELE DAIR

José Luis Barrios

Sonug olarak, fark dénlislii olmaktan ¢ikar ve etkin olarak gercek olan
bir kavrami sadece felaketler kurgulayabildigi éigtide geri kazanir:
ya bir dizi benzerlik arasinda stireklilik kesintileri ya da analojik yapilar
arasinda asilamaz yariklar ile. Dénlislii olmaktan sadece felaket
olabilmek icin ¢ikar. Stiphesiz, biri olmadan digeri de olamaz. Ama
felaket olarak fark, goriiniir bir denge veya organik temsiliyet altinda
hareket etmeye devam eden indirgenemez bir zemine taniklik
etmekte degil midir?

Gilles Deleuze, Fark ve Tekrar, s. 35.

Hazirlik

ABD’deki 2008 ekonomik krizi ve yakin zamanlardaki
Avrupa Birligi Utopyasinin gelisme vaadindeki yokus
asagl dusus sonrasinda dinyanin gelismis ekonomiler ve
gelismekte olan ekonomiler diye bélindugini disinmek
safliktir; ayni gsekilde kuresel toplumlar ve ekonomiler
yonindeki hevesli degerlendirmeler de, gelecekte
bireyler ve toplumlar olarak varolug olasiigini Utopya ve
gelisme ufkuna yerlestirmek de saflik olacaktir. Belki de
“diinya” mefhumunu gundmiz toplumlarinda sermayenin
yayllmaci sekli tarafindan Uretilen siddetin mantigindan
baglayarak anlamak daha yerinde olacaktir. Dogu ile Bati
arasindaki krizin 6tesinde, Kuzey ile Glney arasindaki
celiskinin 6tesinde, yekiinen, Ben ile Otekinin, kimlik ve
olumsuzlamanin, i¢ ve disin diyalektik degerlendirmelerinin
Otesinde, belki de sermayenin ekonomik, politik, sosyal ve
kulttrel belirlemelerini UGzerinden Urettigi yapilar, ¢atisma
halindeki bir tekilligin indirgenemez ontolojik niteligi olarak
kavranacak farkin, deneyimlerin “tutarhihginin” hizdaki
degisiklik anlari sonucunda olustugu, bir yogun farklilasma
Uretimi olarak ele almakta fayda olacaktir. ideolojilerin veya
tarihin, kiresel toplumlarin liberal vaadlerinin cazibesine
kapilan birden ¢ok postmodern distnlrin duyurdugu gibi,
6lup délmedigini hicbir zaman kesin olarak bilemeyecegiz;
ne de sanatsal olanin kogullarini kavramanin — ve can alici
nokta da tam burasi —esas itibariyle, kiiresellesmis dinyanin
vaad ettikleri arasinda yer almak durumunda olan, sanat
piyasasi mantigi ve akla uygun olan uyarinca mimkin ve
akil kari olup olmadigini kesin olarak bilemeyecegiz.

Tdm bu ekonomik, politik ve estetik yapiya sahip

THREE CONSIDERATIONS ON DIFFERENCE
AND THE DIFFERENTIAL OF THE
AESTHETIC: A PROPOS DE ART AND THE
CONTEMPORARY

José Luis Barrios

In effect, difference ceases to be reflexive and recovers an
effectively real concept only to the extent that it designates
catastrophes: either breaks of continuity in the series of
resemblances or impassable fissures between the analogical
structures. It ceases to be reflexive only in order to become
catastrophic. No doubt it cannot be the one without the other.
But does not difference as catastrophe precisely bear witness to an
irreducible ground which continues to act under the apparent
equilibrium or organic representation?

Gilles Deleuze, Difference and Repetition, p. 35.

Preliminary

After the 2008 economic crisis in the U.S. and the downward
spiral taken by the promised development of utopia in the
European Union that occurred in recent times, itis ingenuous
to think the divisions of the world in terms of developed
economies and emerging economies; ingenuous, too, is
any consideration of the enthusiasm for global societies
and economies, which locate the possibility of existence as
individuals and as societies within the horizon of utopia and
progress. Perhaps it is more appropriate to think the notion
of a “world” starting from the logics of violence produced
by the expansive form of capital in today’s societies.
Beyond the crisis between East and West, beyond the
contradiction between North and South, beyond, in sum,
dialectical considerations of Self and Other, of identity
and negation, of inside and outside, it might perhaps be
appropriate to consider the forms in which capital produces
its economic, political, social, and cultural determinations in
terms of a production of an intensive differential in which
the “consistency” of experiences must be thought as
moments of variation of velocity that produce difference as
an irreducible ontological quality of a singularity in collision.
We will never be able to know for certain if indeed ideologies
or history has died, as has been announced by more than
one postmodern thinker fascinated by the liberal promises
of global societies; neither will we be able to affirm — and this
is what matters here — that it might be viable to recognize
the conditions of the artistic under the logics of distribution
of art and the sensible that, in principle, would seem to be a
promise of the globalized world.

degerlendirmeler g6z &nine alinarak geriye dondk
bakildiginda bunlarin hepsinin —hem elestiri, hem de
dengesizlik anlamlarinda— glinimizdeki kiresellesme
kosullari tarafindan dretilen bir krize sokma ufkuna
yerlestiriimeleri gerekli oldugu belirir. Su anda bu eylem
ve onun Uretimi ufkundan kagisin olanaksiz oldugu kesin
oldugu gibi bu sdzkonusu krizin sebep oldugu hayati
istikrarsizlik halinin ve yaninda tasidigi Uretilmig farkliliklarin
doksanlar ve yirmi birinci yazyilin ilk yillarinda tretilmis olan
vaadler ve beklentiler ile aciklanamayacagi da bir o kadar
kesindir. Bana kalirsa bu degisim, ginimiz dinyasinin
farkli deneyim kosullari Ureten yogunluk yapilari tGzerinden
sekillenerek isleyen istikrarsizlik kaidesinin tarzi ile iligkilidir;
ve farkin mantigini farkliliklara dayal olanin mantig olarak
kavrayabilmek i¢in bu deneyim kogullarinin incelenmesi
gerekmektedir. Bunun uyarinca tekrar igindeki fark, temsilin
olanakliligr kosullarinin itiraz kabul etmez bir tekilligin islevi
olarak yeniden yapilandirilacagl sorunsal bir kategori/
kavram olarak yogun bir tekilligin Gretimidir.

Artik benzerlik ve benzesme bilginin ve gorisun
kiyaslanabilir ilkeleri degildir ve hatta modernitenin
ayniliktan bagkalidi, iceriden disariyr Ureten heterotopik
anda benzesme ve fark ile agiklanamaz. Dinyanin bir kire
olarak soyutlanmasi ile blylk ihtimalle dolasim hizinin
mantigina bagh olarak yalnizca tekilliklerin garpismalari
kosullarini disunebilir olacagiz. Bu durum uyarinca tekrar
ve fark arasindaki iligkinin estetik endeksi akla uygun olanin
sekillerini disinmemiz gerektigini 6ngdrir ve temsiliyeti de
bir yer isgal etme kosullari Gzerinden Uretilen tekillestirme
olanaklari agisindan degerlendirmek gerekecektir. Bu halde
fark, bir olayin mekansal/zamansal essizligi anlaminda
saf yer olarak ele alindigi bir yer isgal etme farkhhgidir.
Anlamlandirma sistemlerinden ve géstergenin degisimlerinin
mantiksal yapisindan daha énce fark mekan ve zamanin
yodun maddi yapisini ifade eder, ne de olsa bunlar uzamda
yer kaplayan madde ve bedenlerdir.

Olcek ve Yogunluk

Olgegi idrak edilebilir bir birim (oranti, form, denge) uyarinca
bir élct birimi olarak ele almak 6lgct mefhumunu iligkilerin
duygulanimsal etkilerini hesaba katmayan ikinci dereceden
bir islem olarak kavramaktir. Bu degerlendirmenin dogasi

A posteriori all these considerations of economic, political
and aesthetic nature would have to be situated within the
horizon of the putting-in-crisis— in the double sense of
critique and instability— produced by the current condition of
globalization. Although itis certain that for now itis impossible
to escape the horizon of action and its production, it is also
certain that the condition of vital precariousness produced
by said crisis carries with it the production of differentials that
cannot be explained in terms of the promise and expectation
that were being produced in the nineties and the first years
of the twenty-first century. This change, in my view, has to
do with the mode in which the statute of precariousness of
the world today unfolds in forms of intensity that produce
different conditions of experience; and these conditions
of experience are what would have to be explored in
order to understand the logic of difference as a logic of
the differential. In accordance with this, difference within
repetition is the production of an intensive singularity as a
problematic category/concept from which the conditions of
possibility of representation are reconfigured as a function
of an unimpeachable singularity.

No longer similarity and similitude as an analogous principle
of knowledge and the gaze, not even similitude and difference
as an heterotopic moment of the place of modernity that
produces otherness from the same, the outside from the
inside. In the abstraction of the world as a globe, perhaps
we can only think the modes of collision of singularities
within the logic of the velocity of circulation. To consider, in
accordance with this, the relationship between repetition and
difference in its aesthetic index presupposes that we think
the forms of the sensible and representation in terms of the
potencies of singularization that are produced by virtue of
conditions of occupation. Difference is then the differential
of occupation as a spatio-temporal uniqueness of the event
as pure place. Anterior to systems of signification and the
logics of the variation of the signifier, difference expresses
the intensive materiality of space and time insofar as these
are matter and bodies situated in space.

Scale and Intensity

To think scale, then, as a unit of measurement in accordance
with an intelligible unit (proportion, form, equilibrium) is a
second order operation that does not account for the notion
of measurement as a potency of affection of relations.



sadece sekilsel degildir; bu 6ncelikle ve en énemilisi bir
kavramsal diizen uyarinca yapilan bir degerlendirmedir.
Olgek basitce matematiksel bir &igii birimi degildir. Bu daha
cok ifadeler, formlar ve figurler gibi ingsa ve yapr mantigi
Uzerinden belirlenen ickin kuvvetlerin duygulanimsal
etkilerinin cesitlenmis cismani niteliklerinde ortaya cikan
iliskilenme  kategorisinin  onun Uzerinden tekrardan
tanimlandigi dinamik bitisiklik batanlaguddar.

Bu durumda 6lcedi iligkiler Gzerinden dusinmek ve tersine
iligkileri de oOlgek Uzerinden dustnmek tekilliklerin varolug
tarzlarinin varolusun niteliklerinin niceliksel belirtecleri
oldugu anlamina gelir. Mesela kiiresel kentlerdeki mimarlik
ve kentlesme alanindaki gelismeleri saglayan élgek iligkilerini
ele alalim. Gelismenin mantigini (itopya, form ve fonksiyon
arasindaki iletisim Uzerinden belirlemek yerine 2008
Pekin Olimpiyatlari’nda Cin hidkimetinin gerceklestirdigi
ingaatlar maskeleme kuvvetleri ve etkilerinin mantigini
dizenlemekteydi. Cin sehrinin Olimpik Havuzu ve Olimpik
Stadi gibi yapilar mekanin gérsel anini asarak, bedenin
gobsterinin anitsalligr karsisinda ezildigi, bakisin fantezisel
bir agiri imalati ile bir maskeleme gerceklestirmektedir. Olgek
orantidan ¢ok parcalarin yogunlugu ve kuvveti ile ilskilidir.
Gulncel kamusal alanlarda aligveris ve gerilim iligkilerini
tanimlayan biylUk 6lcide o6lcek ve yogunluk arasindaki
mantiki tersini dile getirme iliskisidir. Gosteriler, direnigler
ve sosyal yikimlar sembolik dengesizlestirme stregclerini
islevsel hale getiren ters yonli yatay yogunluklar olarak
isler. Eger ki gincel fantezisel mimaride asiriik zamani
gbzlemlenebiliyorsa bu sirecin diger yuzi de bedenin
ve cogunluklarin duygulanimsal olarak tekillestiriimeleri
anlaminda yogunlukta izlenebilir. Misirli vatandaslarin yakin
zamanlardaki gOsterileri veya Avrupa ve Amerika’da issizlik
krizi ile ylzlesen vatandaglarin isgal Hareketi (Occupy
Movement) ve 2011 yilindaki Protesto Hareketi (Indignants
Movement) sadece temsil edilme konusundaki taleplerin
dile geldigi anlar olarak okunamaz. Aksine, hem statik iktidar
sistemlerine hem de bunlarin dinamik akiglarina midahale
ve karisma etkileri, taninabilir sembolik veya soylemsel
bir eksen etrafinda 6rgutlenmis gruplar veya hareketlerin
tezahdrleri olarak okunmak yerine daha yerellesmis
farkliliklarinin yogun Uretimi mantigi agisindan okunmaya
daha uygun bir yapiya sahiptir. Bu anlamda &l¢ek bir oranti

This consideration is not only of a formalist nature; it is
first and foremost a consideration of a conceptual order.
Scale is not simply a mathematical unit of measurement.
It supposes, rather, the dynamic unity of contiguity out of
which is redefined the category of relation which determines
the logics of construction and structure as immanent forces
unfolding expressions, forms, and figures in their quality of
differentiated corporealities as potencies of affection.

To think scale, then, in terms of a relation and, inversely,
to think relation in terms of scale means that the modes
of existence of singularities are quantitative determinants
of qualities of existence. Let us think, for example, of the
relations of scale that obtain with the development of
architecture and urbanism in global cities. Rather than
configure logics of progress in the correspondence between
utopia, form, and function, the constructions made by the
Chinese government for the 2008 Beijing Olympics organize
logics of forces and potencies of masking. Constructions
like the Chinese city’s Olympic Pool and Olympic Stadium
exceed the visual moment of space to produce masking as
a phantasmatic overproduction of the gaze, while the body
is reduced by the monumentality of the spectacle. Scale
has more to do with the intensity and the force of elements
than with proportion. What defines the relationships of
exchange and tension in contemporary public spaces
is an important part of the contraposition between scale
and intensity. Demonstrations, resistances, and social
subversions function as inverse forms of horizontal intensity
that operationalize processes of symbolic destabilization. If
the moment of excess can be observed in contemporary
phantasmatic architecture, the other side of this process
can be seen in intensity as an affective singularization of
the body and the multitude. Demonstrations like those of
Egyptian citizens in recent years, or those of European
or American citizens faced with the economic crises of
unemployment, known as the Occupy Movement and the
Indignants Movement of 2011, cannot be read merely as
moments of a demand for representation. Rather, their
potency of intervention and interference, both in the static
systems of power as well as in their dynamic flows, are
more viably read in terms of the logic of intensive production
of localized differentials than as manifestations of groups or
movements organized around a recognizable symbolic or
discursive axis. In this sense, scale ceases to be a problem

ve 6l¢l sorunu olmaktan ¢ikarak fark ureten bir gtic haline
gelir ve sadece fark icindeki tekrar yapilarini olusturur.

Fark ve Yerlestirme: Yer

Eger ki tekrarin sadece fark ile gerceklestigini teslim
etmek durumundaysak, klresellesme krizi ufkunda, fark
durumunun artik onun temsil ani ile agiklanamaz oldugunu
ve bu anlamda da kavram mantigi ile agiklanamayacagini
anlamak esastir. Bu, Batr’nin, ilk olustugu zamandanbu yana,
kimlik, birlik ve batunlik arasindaki iletisimi mahurlemeye
ve normallestirmeye calistigi sekilde, bir somut evrensel
durum ile aciklanamaz. Eder Bati tarihi, zeminini cogul
olani tek olanin iginde, tekil olani evrensel olanin iginde
ve birligi kimlik icinde kapsama iddiasinda buluyorsa bu
sadece sermaye tarafindan vaad edilen kaygan soyutlama
zemininin zamaninin, tarihin gelisimi fikrinin ve maddeselligin
degisim degerine dénusturilebilirliginin ¢ékisine sebep
olmakla kalmaz, ayni zamanda egsiz olanin kendi temsil
kosullarini yaratmasina da imkan saglar: bu bir tir mekanin
maddeselliginin  eksiltiimesiyle ulagilan yer Uretimidir.
Burada s6z konusu olan, sermayenin ilahi iktidarini deger
ve arzu Uzerinden degis tokus iligkilerini belirleyen bos bir
iktidara dénistirmek igin tersine igleten bir islemdir; imge
ve kavramin ic¢selligini belirleyen bir ilke olarak zamanin
tersine cevrilmesi ile ilgilidir. Yerin tekil olanin itiraz edilemez
birligi olarak belirdigi alanda, temsil olasihgi kosullarinda
Batili bilgi bilinci i¢in ¢ok masrafll olacak yeni bir gatlak
meydana gelmektedir, ki bu catlakta tekrar her zaman fark
olarak gergeklesir. Olay fark olarak gerceklesir.

Duygu ve deger arasinda acilan araligi aciklamaya yeterli
olmayan kimlik ve olumsuzlama mantigi arasindaki bosluk
belki de kiresellesmeyi kugatan tek sorundur, bu durumda
krizin kaidesinin olayin kendisi, yani fark, oldugunu
distinmek gerekir: deger ve arzu arasinda Uretilen boslukla
yuklenmis isgal olarak saf yer. Belki tam burada bir gizli
figlr seklinde gelecek olan bir kavrami bulabiliriz: tekilligin
tekrar olarak fark, veya baska sekilde sdyleyecek olursak,
beden ve onun istikrarsizhgi; bu soru, kugskusuz, en azindan
héala yasamakta olan ve onun var oldugu yerler arasindaki
entrika olarak estetige iliskin merak uyandirmakta.

of proportion and measurement and becomes a potency of
production of difference where it accounts for the forms of
repetition only in difference.

Difference and Emplacement: Place

If we have to concede that repetition only takes place in
difference, it is fundamental to understand that within the
horizon of the crisis of globalization, the mode of difference
can no longer be explained by its moment of representation,
and in this sense it cannot be explained by the logic of the
concept: it cannot be explained by the mode of the concrete
universal with which the West has, since it originated, tried
to seal and to normalize the correspondence between
identity, unity, and totality. If the history of the West finds
its basis largely in the pretension of subsuming the multiple
within the one, the singular within the universal, and unity
within identity, it would seem that the moment of slippery
abstraction promised by capital has not only produced
a collapse of the idea of the progress of history and the
convertibility of materiality into exchange value, but also
that it has made room for the unique to produce its own
conditions of representation: a sort of production of place
as a subtractive materiality of space. It is a matter here of
an operation that inverts the numinous potency of capital
as an empty potency determining exchange relationships in
terms of value and desire; it is a matter of the inversion of
time as a principle of determination of the interiority of the
image and the concept. There where place appears as an
unimpeachable unity of the singular is established a new
fracture of the conditions of possibility of representation so
expensive for the Western consciousness of knowledge, a
fracture wherein repetition always occurs as difference. The
event occurs as difference.

In the interstice where the logic of identity and negation is
not sufficient to explain the interstice that is opened between
affect and value, perhaps the only problem that beleaguers
globalization, it would have to be thought that the statute of
the crisis is the event, which is to say, difference: pure place
as an occupation freighted with the emptiness produced
between value and desire. Perhaps there we might find
the secret figure of a concept to come: that of difference as
repetition of the singularity, or if you prefer, the body and its
precariousness; a question, no doubt, that, at the very least,
calls for a concern for the aesthetic as an intrigue between
the still living and its places.



RASYONALITE VE YOLDAN CIKMA
ARASINDA GEZINTI

Guillermo Santamarina

(Mushmi’me ithafen)

Sanirm “kendine mal etme” operasyonu hakkindaki
polemiklerin (burada bu kavrami tirnak igine aliyorum,
ama buradan sonra bu dalgalanma selalesi icinde ne bu
jargona ne de bagkalarina ait kavramlar tirnaklar arasinda
sinirlanmayacak) bizim post-modern sdylem igerisine
sigdirabilecegimizden ¢ok daha uzun, bu dénemin otuz-
kirk yil dncesinde, bagkalan tarafindan tanimlanan distur
karsisinda yuz eksitilerek kiltur tekrar ve tekrar boyandigi
zamana uzanan bir gegmisi olsa gerek.

Mesela, Yunan ve Roma paradigmalari ile desteklenen ve,
kizginhkla dile getiriyorum, bir hegemonya temeli Gzerine
kurulu neo-klasik fikirleri ele alalim. Bu fikirin s6zde istikrarli,
gbranuste tutarli, bir iktidar géstergesi olarak uzak gegmise
vurulmus farazi bir damga olmasi sebebiyle tizerine kurulmus
modellerin ginimuzde birgcok kurumsallk, devlet mimarisi
veya orta sinif evleri estetiginde kendini dayatmaya devam
ettigini gdérmek sasirtici degildir. Ne de, pek ¢ogumuz igin,
bunun yankilarinin ve yeniden uretiminin klasikgilikle degil
de sinif dlizeni ile uyum iginde oldugunu tahmin etmek glg¢
degildir.

Ne var ki, ayin karanlik yizinde, yedigini agzina getirme hali
bundan pek de farkl degildir. Mesela, anarginin benmerkezci
akilcihk Uzerine insa edilmis Stirner sonrasi gorsel sdylemi
digerlerinin (zerinde yUritilecek yaratici operasyonlari
sadece aklamakla kalmaz ayni zamanda tesvik de eder (tipki
Dadacilarin, ya da Sitlasyonist Enternasyonal tyelerinin ve
onlardan 6nce COBRAnin yaptigi gibi, ve bana hala dyle
¢ok da gecmis zamanlarda kalmis gibi gelmiyen -nafile bir
cabayla yaslanmayan sancagimi savunmaya calisarak-
yetmiglerdeki punklarin usandirici el ilanlari ve fanzinlerle
yaptigi gibi) bir ikonoklazmi yogunlastirir, fakat ne var ki
(esef icinde), bu da ¢cok basaril bir sekilde asimile edilerek
modaya uygun bir grafik tasarim stili haline getirilir. Belki
de onlarin kundakgilikta kullanacaklari bu alev, boylelikle
onlarin tam da siddetle reddettikleri gdsteri toplumu
tarafindan tiketilmis oluyordu.

DERIVE, BETWEEN RATIONALISM AND
DETOURNEMENT

Guillermo Santamarina
(for my Mushmi)

I suppose that polemics about the operation of “appropriation”
(and here | place the concept in scare quotes, but below
they will no longer frame it, nor will they do for the other
jargon words that appear in this cascade of fluctuations)
have a much longer history than we could situate within
post-modern discourse, three or four decades before this
period when culture is painted and repainted with axiomatic
grimaces that have been defined by others.

Let us think, for example, about neo-classical speculation,
supported by Greek and Roman paradigms, and, | temper,
a fundament of hegemony. It is not strange that its very
models of supposed stability, of apparent coherence, of a
hypothetically irreplaceable mark of the ancient past as a
sign of power, continue to impose themselves today in many
examples of institutionality, state architecture, or in the
aesthetics of bourgeois houses. Nor is it strange, for many
of us, to conjecture that its reverberations and reproductions
might be congruent not with classicism, but rather with the
class order.

On the dark side of the moon, none the less, the regurgitation
is not much different. For example, with the post-Stirner
visual discourse of anarchy, founded on an egocentric
rationalism that not only justifies, but actually encourages
creative operation on others’ hides (like the Dadaists did,
or the members of the Situationist International, and before
them COBRA, and it still seems to me that it was not so long
ago — trying to defend my futilely sought after anti-senescent
coat of arms — punks in the seventies, on irksome flyers and
fanzines), intensifying an iconoclasm that, nevertheless (and
lamentably), went on to become a very chic style of graphic
design that was assimilated all too well. Thus, perhaps, was
its incendiary flame consumed by the very society of the
spectacle they so repudiated.

Kuskusuz bu durum tiksindiriciydi. Moda ve fetisizmin
iktidar ile icice gecgen tarihin yozlagsmakta olan hikimdarhg:
ve bunun altinda yatan cehalet ve tiiketicilik Gzerinden tarif
edilen kimlik mefhumu; bu devasa kaos icerisindeki grotesk
konformizmimiz.

Latfen kokteyl sirasinda en dnde olmama misade edin.
Buraya niye geldigimi unuttum bile; ama bu, alkol aracilhigiyla
gerceklikle yizlesmemek icin degildi. Zoraki bir gilimseme
ve sonrasinda bu igtenliksiz, kendini begenmis insanlar
yiginindan kagmak ic¢in degil, bu Atina’daki Erekhtheion’dan
kopyalanmis Iyonik kolonlar arasinda dolasmak, bu
tiksindirici evde, simdi 156'ncisi yapilan ConArtCriB
glncel sanat teorisi, elegtirisi ve béblirlenme konferansina
katilanlarin bir araya geldigi bu anlamsiz kokteyl partisine
dahil olmak degildi. Simdi niye geldigimi hatirliyorum,
¢cunkd evde kalip feryat eden, azmis bir Mushmi (yani,
Duchamp’in L.H.O.0.Q. adli, Da Vinci’nin orospuluk eserinin
reprodiiksyonu (zerine -ki kimileri orada kadin kiyafetleri
icindekinin Da Vinci’nin kendisi oldugunu 6ne sirmekte-
kursun kalem mudahalesi olan biyikli Mona Lisa’si gibi kici
kizismig) kedi ile, ki emin olun, o anarsistlerin en rahatsiz
edicisi ve uzlasmazidir ve Diamanda Galas ile Yoko Ono
karisimi birgeyin taklidini yapan herhangi bir feminist punk-
rock grubundan daha bosbogazdir, ama yok, ben daha
simdiden kararimdan pismanim. Evde kulaklarimi tikar ve
kendimi koruyabilirdim ama burada yorucu bir durugsmada
ise yaramaz yikimlalUklere ve yapibozuma maruz kalan
kadin seklinde bir situndan daha fazlasina katlanmak
zorundayim.

Sonra, bu suya sabuna dokunmayan sohbetlerden,
yem olarak ortaliga sacilan sakalardan ve geceyi Lana
Turner salonuna ceviren, sanki bir Sparta terasinda duran
DJ’in sonu gelmeyecekmis gibi devam eden seksenler
muziklerinden olusan rutini ile ugragmaktan yorgun dismdis
bir halde, ilgisiz oyalanma halimi buytk ihtimalle parti
hudutlari diginda kalan ve besbelli Taschen kitaplar ile
dolu Ust kattaki kitiphaneye tasidim ve burada asagidaki
tatsiz akademisyenleri daha katlanilabilir hale getirmeye
yarayacak ve bu sikici aksama anlam katabilecek ya da en
azindan bu sapsal DJ’e onlarin tembel ayaklari i¢in kéle gibi
itaatkar olmayan bir se¢cenek sunacak bir plak arastirmaya
bagladim -ve evet, zaten kafasi dumanlh gezen amcanin

No doubt it was revolting: the corrupting sovereignty of
history, scrambled up with the power of fashion and fetishism,
and underneath, the totalitarian notion of identity through
ignorance and consumerism; our grotesque conformism in
this grandiose chaos.

Please let me be the first in line for a cocktail. | have
forgotten why | came here, but it was not just to avoid reality
through alcohol, to force a smile, and then to escape this
group of insincere, immodest people, or to wander among
these lonic columns, copied from the Erechtheion in Athens,
in this loathsome house where | attend a fatuous cocktail
party for the attendees of the conference on contemporary
art theory, criticism, and bragging, the ConArtCriB, now in
its 156th edition. And now | remember that | came because
| thought it better to attend than to stay at home putting
up with a shrieking Mushmi in heat (meaning that she’s
L.H.0.0.Q., with an ass hot like Duchamp’s mustachioed
Mona Lisa, a pencil intervention on a reproduction of Da
Vinci’s whoring, which, to be sure, is said to be he himself in
drag), that cat, to be sure, the most strident and intransigent
of all permutational anarchists, more loud-mouthed than
any pussy riot imitator of Diamanda Galas crossed with
Yoko Ono, but no, now I’'m regretting it. There, | would have
shielded myself by stopping up my ears, but here | have to
bear more useless obligations and deconstructions than a
caryatid in her exhausting tribunal.

Tired, then, of contending with innocuous chatter, fodder
jokes, and the DJ’s infinitely routine set of eighties music
there on a sort of Spartan terrace, made up tonight to
look like a Lana Turner lounge, | loiter my incuriosity up to
the library, which is supposed to be off limits and replete,
obviously, with Taschens, and here | start hunting for some
LP that might make sense of this tedious soirée, or at least
to offer that dumb DJ something with which to make those
insipid academics more bearable, a less obsequious option
for their lazy feet — and yes, since it’s also trendy to make a
display of your stoner uncle’s LPs, probably the opportunity
for a timid variation on the boredom among these discs
which surely matter to no one. And being irrepressibly
gluttonous when it comes to any meringue, just because it’'s



plaklarini sergilemek de moda oldugundan, bu muhtemelen,
belli ki hi¢ kimsenin dnemsemedigi CD’ler arasindaki sikici
hale, ¢cekingen de olsa bir farklihk katmak icin de bir firsatti.
Ve sadece sekerli oldugu icin, herhangi bir beze ile karsi
karsiya gelince hissettigim 6nlG alinamaz oburluk ile bu
erotik hicbir yani kalmamig parmaklarim sosyal tutarsizlik
icinde titreyerek kusursuz karton kapaklar yigininin arkasina
dogru ilerliyor, ki bunlar, hi¢ stipheniz olmasin, pek siradigi
olacaga da benzemiyor.

Gene de bunlarin arasinda Parliament Funkadelic’'in ender
bulunan 1979 Paris konser kaydinin eksiksiz bir kopyasina
rastladim ve bdylece bu nadir numuneyi icinde bulundugu
kepazelik ortamindan kurtarmak icin yapilmasi gerekili
manevralari yogun bir sekilde gbzden gecirmeye basladim,
ne de olsa bu evde ciddiye alinan, zevk veren ve calinanlar
Timbiriches ve Ricky Martin CD’leriydi. Bu durumda, simdilik,
bu CD yakin zamanda kimsenin kapatmayacagini tahmin
ettigim bir kapinin ardinda kalmaya devam edecek ve ben
de kesfimi kutlamak icin bir tane daha sampanya-portakal
suyu icmeye yollaniyorum.

Sundan eminim ki, bundan on ya da yirmi yil sonra yakin
zamanlarin en iyi alblimlerini se¢mede uzmanlasmis
yayinlarin klasiklesmis vyillik listeleri incelendiginde bu
listelerde yer alanlarin blytk bir kismi caresiz bir sekilde
eski moda kalacak ve g6zimize olduklarindan ¢cok daha
eski gdOrunecekler ve istisnasiz olarak kendimize elestiri
Ustatlarinin bunlarda ne bulduklarini ve nasil bu kadar
siradisi oldugu varsayilan albimlerin bu kadar zayif, bu
kadar ¢cocukga ve bu kadar yiuksekten atan bir hava icinde
olduklarini soracak ve bir dénem elestirmenlerin ve halkin
gb6zdesi olan hasarli mallarin sayisina sasiracagiz.

Gunumuzde muzik, tipki gdrsel sanatlarda oldugu gibi,
genellikle Usluplarin tirevidir. Tam da burada basarisizlia
ugrar. Ya bir yorum olur ya da bir cover. iste her seyin diigiim
oldugu yer burasi. Bagkalari tarafindan giyilmis ayakkabilari
giyerek yurtyor ve kendimizi ayakkabinin icinde habis
bir cakil olmadigi fikrine ikna etmeye ¢abaliyoruz. Sarmal
bir dilin ve zincire vurulmus bir kiltdrel tutarhhdin parcasi
oldugumuzu farz ediyoruz. iste ayagimiza rahatsizlik veren
cakil tasi da bu, fakat belki de burada i¢inde bulundugumuz
kaosu telafi edecek civa kadar kararsiz bir cevher gizlidir:

sugar, these de-eroticized fingers of mine tremble now from
the social inconsistency, proceeding to the back of a pile of
immaculate cardboard covers, which, to be sure, will hardly
be extraordinary.

Nevertheless, | come upon a complete copy of a rare
Parliament Funkadelic concert in Paris, 1979, and with this |
begin a concentrated review of the likely maneuvers needed
to salvage this specimen from the ignominy in which it has
wound up, in this house where what really matters, gives
pleasure, and gets played are CDs by Timbiriches and Ricky
Martin. So, for the moment, it will stay behind a door that I'm
guessing no one will close any time soon, and | head off for
one more mimosa to celebrate the discovery.

I’'m convinced that when, in a decade or two, the classic
annual lists of publications specializing in the selection of
the best albums of recent years are reviewed, the majority
of what they cover will sound irremediably dated, much
older than they really are, and invariably, too, we will ask
ourselves what the gurus of criticism saw in them and how
such supposedly extraordinary albums could sound so
weak, so puerile, or so pretentious, and we will be amazed
at the quantity of damaged goods that enjoyed the favor of
critics and public.

Music today, like the visual arts, is generally a derivative of
styles. That’s where it fails. It's either a reinterpretation, or a
cover. There’s the knot. We walk about in shoes that have
been worn by another, trying to convince ourselves of the
idea that there’s no pernicious pebble in there. We presume
that we are part of a spiral language, and of the coherence of
a culture in chains. There’s the pebble, but perhaps there’s
also a mercurial jewel that would redeem the chaos: the
consolidation of a perpetual flow of incorporated thought/
experience.

Indeed, sometimes, too, there are some momentsof promising
lucidity among the professionals of appropriationism. Tired,
maybe, of grappling with the paradigm of the new and the
unique, and lacking the perspective necessary to separate

bu surecin icine harmanlanmig daimi bir pekistirici diistince/
deneyim akisl.

Hakikaten kimi zaman bu kendine mal etme ustalari
arasinda Umit verici berraklik anlarn yasanmaktadir. Belki
de yeni ve emsalsiz olan Uzerine kurulu paradigma ile
bogusmaktan yorgun ve sapi samandan ayirt edecek bakis
acisindan yoksun haldeki onlarin nlveleri (veya gerekge
ilkeleri, ya da Ouspensky’nin adlandirdigi sekilde séylemek
gerekirse manyetik merkezleri) bin yillik mutluluk bakis
acisiyla iki turde 6zetlenebilir: dinyanin yaratiliginin kederli
evresi olarak kaosun asimilasyonu ve adaletli zamanlarin
geri gelmesi kavrami “Clnkd seylerin maddesi ve 06zl
bozulamaz ve onun her bir parcasi tim sekillerin 6znesi
olmaldir ki her parga (olabildigince) her sey haline gelebilsin
ve her sey olsun (eger ki sonsuzlugun icinde ayni zamanda
ve ayni anda degilse bile sirayla ve dénisumli olarak).”

Sampanya portakal kalmamis ve bu mezcal'in de beni
bagka bir boyuta atlatacagini adim gibi biliyorum, ama 6te
yandan daha arkadas canlisi da yapacak.

Bara birka¢c adim kala kendimi hareket eden bir surprizle
karsi karsiya buluyorum. Karsimda benim sevimli Colette’im
bundan otuz yil 6nce de onlarca sefer yaptigi gibi en sevdigi
Talking Heads sarkilarindan biri ile dans etmekte. Bu
Colette, onu tanimamak mimkin degil ve ben de bunu teyit
eder sekilde gllimseyerek Vincent Rouge’un evinde onunla
yatak odasina gittigimiz ve onun bana “Kimsin sen? Ve cikar
su pantolonunu!” dedigi zaman suratimdaki cilveli ifadeyi
takiniyorum. Fakat bu benim sevgili Colette’im olamaz,
¢cunkd o, benim ruh ikizim, 1999 yilinda bizi terk edeli beri,
bedeni kil renginde, Cenova’da bir gélde yizlyor.

Daha yakindan bakinca bu kizin, benim arkadasim ile
tanistigimda onun oldugu gibi, 20 yasin az Uzerinde
oldugunu fark ediyorum. Egder ki simdi hayatta olsaydi cildi
bu kadar parlak olamazdi, ¢linki o eline gecen her adi
puroyu icerdi. Saglari, teni benim arkadasimin bronzlugunu
aratmayacak kadar muhtesem olan bu dilberinki gibi gur
olmazdi. Fakat aman allahim, dans edisi tipatip ayni,
sigaray| tutusu tipkisinin aynisi ve (bana bir kedi miriltisini
animsatan) sesi, her ne kadar Colette’ten daha iyi Fransizca
konusuyor olsa da, tami tamina ayni kodugumun sesi.

the wheat from the chaff, their nucleus (or their guidelines
for justification, or their magnetic center, as Ouspensky calls
it) can be summarized in two millenarian perspectives: the
assimilation of chaos, as the dismal stage of the creation
of the world, and in the concept of the fair return, “For the
matter and substance of things is incorruptible and every
part of it must be the subject of every form, so that every
part can become every thing (insofar as it is able), and be
every thing (if not in the same time and instant of eternity,
successively and alternately).”

There are no more mimosas, and | already know this mezcal
is going to catapult me into another dimension, though it’ll
also make me more sociable.

A few steps from the bar | find myself facing a moving
surprise. Here is my adorable Colette, dancing to one of
her favorite Talking Heads songs, just as happened before
on a dozen or more occasions, thirty years ago. It’s Colette,
it's impossible not to recognize her, and confirming it, |
smile and make that flirtatious face like when | went into
a bedroom at Vincent Rouge’s house and she said, “Who
are you! And take your pants off!” But it can’t be my adored
Colette, because she, my soul sister, is swimming in a lake
in Geneva, ashen since 1999, when she left us.

When | look more closely | realize that this girl is a little
over 20 years old, like my friend was when | met her. If she
were still alive now her skin wouldn’t be so radiant, mostly
because she used to smoke any old coarse cigar. Her hair
wouldn’t be as thick as this beauty’s, whose tan, like hers, is
exquisite. But wow, she dances exactly the same way, she
holds her cigarette exactly the same way, and her voice,
albeit in a better French than Colette’s (which seemed to
me then like the purring of a cat) is exactly the same fucking
voice.

“Hey, sweetheart, you remind me of a friend of mine,” | said
when we found ourselves receiving our next round of that
Zapotec elixir. With an enormous smile she answered that
she’d heard that more than twenty times since she arrived



“Hey, guzelim, bana bir arkadasimi hatirlatiyorsun,”
dedim kendimizi bir sonraki tur Zapotek iksirini icerken
buldugumuzda. Kocaman gulimsemesiyle, birka¢ giin 6nce
Paris’e geldiginden beri bunu yirmi kereden fazla duydugunu
sOyleyerek cevap verdi. Ve onunla hi¢ kargilasmamis
olmasina ragmen kim ile kiyaslandigini biliyordu. “Ben de
onun yoéringesini arastiriyorum ¢unku tesadif bu ya ben de
bir kuratérim.”

Kendimi, giderek ise yaramaz Sid Vicious'in karizmasina
dogru yol alan bu tuhaf muhabbetten, o on dokuzuncu
yuzyil iskog isi taklidi ahsap kapinin ardinda gizli duran
ganimetime bakmak Uzere uzaklastirdim. Onu ne idagu
belirsiz, (kapinin tersine, kimligi belirsiz bir Milanolu
tasarimciya ithafen kendini gelecege 1sinlamaya ¢abalayan)
bir kitapligin kenarina tasidim ve manevrayi tamamlayip da
kendime de bir ¢eki diizen verir vermez Colette 2 ¢ikageldi
ve o miriltiy1 andiran sesiyle benden ona George Clinton’un
yetenegi ve hayal glicinin Grind olan Parliament grubunun
Mothership Connection adli performansinin ardindaki fikri
hatirlatmami istedi.

Cilgin bir toplulugun parti yaparak eglenmesi esnasinda
ortaya cikan bir Utopik sayiklama ile Kuzey Amerika’ya
siyahi kolelerin sevkiyati (o ilkellerin morfolojisi ve kultdra
uyarinca dogrudan Doga Ana’nin kékinun kazinmasi) ile
yeni bir irkin ortaya ¢ikacag teyid edilirken bunun yani sira
o tarihi dénum noktasindan itibaren bu bir kitlesel géce de
sebep olacakti: ilk baglarda aclik, cehalet, sémuri ve zulim
ile kusatiimig olarak ve bunlari takiben igrenc¢ ahlaksizliklar,
fuhug ile damgalanmiglik, asiri mahrumiyet kefenleri icinde
ve hapislerde tutsak edilme sebepleriyle tahakkim ve
tamamen asagilanma kosullari iginde bulunanlar, nihayet
mucizevi bir kozmik hizalanmanin gergeklesmesiyle bir
baska karnavalimsi ve 6zgurlik¢u gerceklige erisim hakki
kazanacaklardi. Ve boéylece, bu tanrisallagtiriima aninin
temsiliyle, ortallk orospular ve pezevenkler ile dolup
tagsarken, gitarlarin ritmik sevki ve psikedelik patlayiglari
arasinda, doldurulmus hayvanlar, tayler ve isiklar ile
cevrelenmis olarak Mothership huzura c¢agrilacak ve
ihtisamli, giinahlardan arindiran konsere algalarak inecekti.

“Bir zamanlar simdi dedigimiz zamanda Dinya yuzine
yayllmig bir ginah varmig, dogrusu bu Yice Tanri’'nin

in Paris a couple days before. And she even knew to whom
she was being compared, even though she never met her.
“I'm researching her trajectory because, coincidentally, I'm
a curator, too.”

| detached myself from the bizarre conversation, which had
taken a turn toward the charisma of the useless Sid Vicious,
to go take a look at my loot, hidden behind the imitation
nineteenth-century Scotch woodwork door. | relocated it to
one side of a shadowy bookshelf (which, by contrast, tried
to project itself into the future, after an uncertain Milanese
designer), and no sooner had | reincorporated myself after
the operation than Colette 2 reappeared to ask me, in
her purring tone, to remind her of the concept behind the
performance of Parliament’s Mothership Connection, a
product of the talent and imagination of George Clinton.

A utopian delirium that came out of the partying of a funky
commune, which in addition to affirming that a new race
(based in the morphology and culture of that primitive,
the direct extirpation of Mother Earth) emerged when the
shipment of black slaves to North America began, which,
from that crucial historical moment on, would give rise to an
exodus: first besieged by hunger, ignorance, exploitation,
and total outrage; followed by conditions of subjugation
and total humiliation, by way of atrocious vices, the stigma
of prostitution, and confinement in shrouds of extreme
deprivation and jails, in order finally, through a miraculous
cosmic alignment, to gain access to another, carnivalesque,
and liberatory reality. And so, it is in the representation of
that moment of apotheosis, with whores and pimps galore, in
the rhythmic fervor and the psychedelic outburst of guitars,
stuffed animals, feathers and lights, that the Mothership will
be summoned, and descend into the glorious, redeeming
concert.

“In once upon a time called right now, there was a sin that
spread across the face of Earth, indeed a true departure
from the way the Great One had intended it. The unknown
Great One has watched over our earth ever since he placed
his greatest gift of Funkitude inside the pyramids over 5,000

amagcladigindan uzaklasan gercek bir sapmaymis. Mechul
Yice Tanri bundan 5000 sene Once piramitlerin igine
Funklik hediyesini birakali beri dinyamizi koruyup kolluyor.
Fakat bu dinyanin insanlar bu hediyeyi acgik yureklilikle
kabul etmediler ve Funk'in amaci vyillar icinde yiprandi.
Her seyi birlestiren gercek Funk’in ucuz taklitleriyle ve
yaniltici uyarlamalariyla yetinir hale geldik. Ama Yice
Tanri merhamet ederek kulaklarimiza bir ¢are sundu.
Mothership’e hosgeldiniz, funkatolojinin nihai u¢ noktasi. O
bir kez daha Pyramids’i ele gecirmek lGzere geri geldi ve tek
bir saniye bile ge¢ kalmadan ¢linkl biz dehsetli bir devletiz.
Doga Ana'nin tim ¢ocuklari bunu hissedebilir; kalgalarindan
yureklerine kadar her yerlerinde dinyadaki Funk’in
muhtesem olanaklarini tamamen gerceklestiremedigini
bilirler. Mothership’in pilotu Star Child bastan basa her
yerde saf Phunk tohumlarini ekmenin zamani geldigini
beyan ediyor. Ve Mothership Connection’a baglanarak
olayin icylzinu gérebilecegdiniz bir bakis agisina sahip olma
olanagina kavustunuz, yani sirtiniza yaslanin ve degisim
dalgalarinin kulaklarinizdan igeri girmesine izin verin!!”

icki masasi ile (o sirada kendini mide bulandirici giinimiiz
Meksika pop mizigine gémmus olan) canh oldugu stpheli
DJ arasindaki dogacglama dans pisti bir anda sessizlige
gémiuldu. Bu reenkarnasyon ve ben durumu firsat bilip
bu cirkin ortamin koleksiyoneri, sahibi ve tasarimcisi olan
kisinin Basel Miami ve Miami Buenos Aires’ten topladigi
yakin zamanda elde edilen eserleri ziyaret etmek ve gérmek
Uzere bir siire dnce toplandigimiz sanat galerisine yoneldik.

Kendimizi Pepe Helguera'nin sarki sdyleyisini gérme
utancindan tam zamaninda kurtararak Philippe Starck’in
hayaletlerinin kol gezdigi, Salvadorlu yeni taninmakta olan
bir sanat¢cinin multimedya eserinin bulundugu ve bunlara
isitsel olarak da ¢ok huzursuz bir Finlandiyali komgsunun
osuruklarinin eglik ettigi uzun bir koridora girdik.

“Ne kadar sevimsiz bir ev,” diyerek yorum yapti o0 sigara
icmekten boguk sesiyle Colette’in methiyeye deger kopyasi.
“Ve ne kadar yavan bir sanat.”

“Adin ne?”

years ago. But the people of this world have not accepted
his gift with sincere hearts, and the purpose of Funk has
been torn over the years. We have become complacent with
cheap imitations and deluded versions of the one true Funk
that unifies all. But through the grace of the great One, he
has delivered a solution unto our eardrums. Welcome to
the Mothership, the final frontier of funkatology. It has once
again returned to reclaim the Pyramids, and not a moment
too late as we are a dire state. All of the children of mother
earth can feel it; from their hips to their hearts they know that
the funk of the world has fallen short of its grand possibilities.
The Mothership’s pilot, Star Child, has proclaimed it is time
to reseed its pure Phunk throughout the land. And by tuning
in to the Motherhsip Connection you have allowed yourself
an insider’s perspective on the dig, so sit back and welcome
the waves of change into your ears!!”

The improvised dance floor, between the drink table and
that corpse of a DJ (who by then had poured himself into
nauseating contemporary Mexican pop) went suddenly
silent. This reincarnation and | took the opportunity to direct
ourselves to the art gallery, which had, shortly before,
convened us to visit and see the recently acquired pieces
that the collector, owner, and designed of this ugly site had
accrued in Basel Miami and in Miami Buenos Aires.

Just in time to spare ourselves the embarrassment of seeing
Pepe Helguera sing, we entered a long hallway that was
traversed by the ghosts of Philippe Starck, a multimedia
work by an emerging Salvadoran, aurally accompanied by
the sounds of farts, the latter being a creation by a very
restless Finnish neighbor.

“What an unpleasant house,” commented my much lauded
facsimile of Colette in her hoarse smoker’s voice. “And what
prosaic art.”

“What’s your name?”

“My name is Melody... Melody Nelson.”



“Benim adim Melody... Melody Nelson.”

wny

“Babamin Gainsbourg’dan satin aldidi bir Ferrari’si vardi, ve
ona olan bagliligi yavas yavas arabay! bir kahve ¢ekirdegine
dénusturdd. Hah!”

“Peki ya annen? Onun Meksikali olma ihtimali var mi1?”

“Neden? O isvigreli'dir. Beni o Ferrari’nin koltugu ile bir cayir
arasinda dogurmus, tesaduf eseri degil daha ¢ok kasitli bir
vesile sonucu. Onun adi da Maria.”

Biz bir dizi birbiri ile iligkisiz heykel arasinda suruklenirken
sohbet de giderek kimlik kavramina yoneldi.

Kendini daha énce bagka birinin tasavvur ettigi bir yaratici
nesne aracihgiyla (Kinik Diyojen’in ruhuna uygun olacak
sekilde) ifade etme ¢abasini aciklayacak saglam bir gerekce
(bunun mutlak hakliligini ispatlayacak olmasa dabhi, ki bu
sOylenmesi ve yapilmasi gerekenin ne zaman ve nerede
istenirse istensin sdylenmesi ve yapilmasi 6zgirligl olsa
gerek) buyuk ihtimalle kimlik ve ortak dil arasindaki iliskide
bulunabilir. Bu davraniglar (Constant Nieuwenhuys’un
Sitasyonist kavrami uyarinca) psikocografyalarin uyumunu
sekillendirir ve bdylelikle bilginin organik gelisiminin belli
derecelerini belirler. Ve bunlar yalnizca 6zgurlik yanilsamasi
degildir, ne de grafitide veya mistehcen bir tavir ile umumi
bir hela kabininin duvarindaki karalamada olabilecegdi gibi
bastiriimig ve zihin karigikligi igindeki arzularin basitce
yansitiimalaridir. Bunlar yalnizca tembelligin kaba bir sekilde
telaffuz edilmesi degildir, ne de sémdlril ile, aptallastiran
is, marjinalizasyon, tuketim drdnlerinin ve medyanin
yabancilastiricihigi ile ylzlesen carpik bir politik taktikdir, ne
de ruhsuz politik bir bikkinlik, ama tam da bunlardir, her ne
kadar sanatin itkisi ve tanimindan kaynaklaniyor olsalar ve
yerlesik diizenin Uzerinde en ufak bir leke bile birakmayan
basit, tepkisel bir marka haline gelseler bile.

Kendine mal etme davranisinin veya 6znenin cephesine
daha énce baglatilan argiimana devam niteliginde bir eklenti
yapmanin yapisi da evrim sdylemi icinde yer alir. Belki
saldirgan, belki saygisiz fakat tamamiyla dislncesizce

u??n

“My father had a Ferrari that he bought from Gainsbourg,
and his devotion has been turning it little by little into a
coffee bean. Ha!”

“And your mother? Was she Mexican by any chance?”

“Why? She’s Swiss. She gave birth to me between the seat
of the Ferrari and a meadow, not by accident, but from a
premeditated opportunity. Her name is Maria.”

The conversation then went on toward the concept of
identity, while we drifted among a succession of disparate
sculptures.

One probably solid basis (if notits absolute justification, which
could be the freedom to say and do what needs to be said and
done, whenever and wherever one wants) for the exercise
of expressing oneself within a creative object that someone
else had previously conceived (in accordance with the spirit
of Diogenes the Cynic), is to be found in the link between
identity and shared language. These gestures configure
the congruence of psychogeographies (in accordance
with Constant Nieuwenhuys’s Situationst concept) and,
consequently, certain scales of organic development of
knowledge. And they are not merely the illusion of freedom,
nor the easy projection of repressed or confused desires,
as can happen with graffiti, or with an obscene gesture
scrawled on the wall of stall in a public bathroom. They are
not merely the brutal articulation of idleness, nor the oblique
political tactic that confronts exploitation, stupefying labor,
marginalization, the alienation of consumer products and the
media, nor flat political boredom, which is what it is, even if it
originates in the impulse and the definition of art, and even
if it possibly results in a simple, reactionary brand name that
leaves not the slightest blemish on the status quo.

The structure of the gesture of appropriation, or of inserting
into the subject’s facade a sequel to the argument that she
or he began, is also a discourse of evolution. Aggressive,

degil ¢lnkd bu da bizim insan olma niteligimizin, iletisim
kurma kapasitemizin bir sonucudur. Bu her ne kadar saf ve
toy bir davranis da olsa, ya da estetik haricindeki tim diger
alanlarin bakis acilar tarafindan kdkten gerekgesiz bile
bulunsa, su anda icinde bulundugu kaotik durum igerisinde
toplumun ancak nostaljik olarak hayata gegirebilir gibi
gbrindugu ahlaki ve manevi fikirler olan esitlik ve 6zgurlagu
ylceltmektedir.

Melody Nelson bir Warhol eseri karsisinda mest olarak
kivranmakta olan kocasini bulmak Uzere uzaklast. Yol
boyunca bu koleksiyonun ¢cokus ve kendi kendini yok etme
ile iligkili oldugunun farkina vardim ve blyuk ihtimalle
sahiplerinin bundan haberi bile yoktu. Hatta, biraz ileride
onlardan birinin sirasiyla her bir eseri onu yapan kisinin
adini sdyleyerek tanittigina kulak misafiri oldum. Bir Catellan
eseri! Neredeyse dizlerinin Uzerinde, sanki belirsiz bir yerde
bulunan bir tapinaga hac gérevini yerine getirir gibi kararsiz
ve ne yaptigi belli olmayan hareketlerle dolaniyordu. Ben
yine de bir koyun gibi kendini begenmiglik gosterisini
izleyecegime bu androidi takip etmeyi yegliyorum.

ileride gecenin bir diger blyuk sirprizi beni bekliyor. Burada
bir kaidenin tGzerinde yetmiglerden bir minimalistin imzasini
tagiyan bir Griin durmakta: bir yani Gzerinde yatan, pekala
Constantin Brancusi’nin olabilecek bir bas. Fakat ne blyuk
gaddarlik, Uzerinde muazzam derecede ¢ok siyah plastik
parcaciklari. Tum c¢evresini sarmiglar, boynunu, c¢enesini,
alninin tepesini, sakaklarini, gézlerinin icinde bile varlar,
bbylece bu sivri uclu dikenler her taraftan sirgin vererek
her kim ona yaklasip dokunmay! gbéze alacak olursa onu
yaralamaya hazir duruyorlar. Kimileri bu dayatma diglayicilik
halini saldirgan bulabilir sanirnm. Fakat o da ne! Tum bu
parcaciklar tam da benim daha 6nce yulritmekte oldugum
Parliament plagindan geliyor!

Sanki bu da yetmezmis gibi, bu mudahale edilmis Uyuyan
ilham Perisi’nin burun deliklerinden birinin icinde de yirmi
dolarlik banknottan sarilarak yapilmig kicuk bir boru var. Ne
kadar tuhaf.

perhaps, disrespectful, perhaps, but not entirely imprudent,
because it is a consequence of a human quality, of our
capacity for communication. And even though this may be
ingenuous, or radically unjustified from the perspective of
all other dimensions outside of the aesthetic, it exalts the
ethical and moral arguments of the equality and liberty that
society, in its current, chaotic condition, seems only to live
nostalgically.

Melody Nelson went to catch up with her husband, who was
writhing in ecstasy before a Warhol. Along the way | noticed
that this collection is quite linked to decadence and self-
destruction, and its owners probably don’t even realize it.
In fact, | hear one of them up ahead, introducing each thing
by the name of its author. A Cattelan! He wanders erratically
about on his knees, as if on a pilgrimage to a temple of
unknown location. | prefer to follow this android rather than
continue on like a sheep on the trail of the vanity fair.

Up ahead, the other great surprise of the night. Here, on
a pedestal, is a product signed by a minimalist from the
seventies: lying on its side, a head that could well have been
Constantin Brancusi’s. But what an atrocity, an enormous
quantity of black plastic fragments. They’re encrusted all
over it, on its neck, its chin, the high part of its forehead, its
temple, even inside its eyes, so that all over pointy spines
sprout up and outward, sure to wound whomever might dare
to touch it. Some might regard this imposed condition of
exclusion as violent, | think. And what’s this! All these pieces
come from the very Parliament record | was stealing earlier!

As if that weren’t enough, inside one of the nostrils of this
intervened Sleeping Muse, there is a little tube made from a
rolled up twenty dollar bill. How bizarre.
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Martin Jenkinson
Magdalena Leite
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Rossella Biscotti

Il Processo / Dava, 2010 - devam eden
Ses enstalasyonu 06:00:00

Simultane ¢evirmen ile performans
Sanatginin izniyle

Il Processo / The Trial, 2010 - ongoing
Audio installation 06:00:00

Performance with simultaneous translator
Courtesy of the artist




Francois Bucher

Daima Canli: K. Gun Vakasi, 2006
Video Enstalasyon, 00:18:00
Sanatci ve Proyectos Monclova, Meksika izniyle

Live Forever: The Case of K. Gun, 2006
Video Installation, 00:18:00
Courtesy of the artist and Proyectos Monclova, Mexico
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Tania Bruguera

Homenaje a Ana Mendieta / Ana
Mendieta'ya Adanmis, 1985-1996
Yeniden Uretilmis eserlerin fotografik
dékimantasyonu

Studio Bruguera izniyle

Homenaje a Ana Mendieta / Tribute to
Ana Mendieta, 1985-1996
Photographic documentation of
re-creation of works

Courtesy of Studio Bruguera

©Gonzalo Vidal Alvarado

©INIVA




©INIVA



Jeremy Deller

Orgreave Muharebesi, 2001
Video, 01:02.37
Yénetmen: Mike Figgis. Artangel ve Channel 4 ortak yapimi

The Battle of Orgreave, 2001
Video, 01:02.37
Directed by Mike Figgis.Co-Commissioned by Artangel and Channel 4
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Leticia El Halli Obeid

La letra de B / B’nin Elyazisi, 2012

Kagit tizerine mirekkep

Walter Benjamin’in Arsivi’nden alinmis Walter Benjamin’in elyazisinin bir dizi kopyasi, Giizel Sanatlar Akademisi, Berlin
Sanatginin izniyle

B’s Handwriting, 2012
Ink on paper
Series of copies of Walter Benjamin’s handwriting taken from the Walter Benjamin’s Archive, Fine Arts Academy, Berlin

Courtesy of the artist



Jon Mikel Euba
Jon Mikel Euba

Norm karsiti. B esittir D1. Re:horse’da kamera kullanan kisi icin notlar), 2011

Zamansal birimler tizerinden temsil edilen mekansal esitlikler sistemi. Re:horse’da Karigik medya
kamera kullanan kisi i¢in notlar, 2011 Sanatginin izniyle
Karigik medya
Sanatginin izniyle Counter-rule. B equals D1. Notes for the camera-person in Re:horse, 2011
Mixed Media
Spatial Equivalence System represented by temporal units. Notes for the camera-person Courtesy of the artist
in Re:horse, 2011
Mixed Media

Courtesy of the artist



Jon Mikel Euba

Mekansal esitlikler sistemi (tanim) Re:horse’da kamera kullanan kisi i¢in notlar, 2011
Karigik medya
Sanatginin izniyle

Spatial Equivalence System ( definition) Notes for the camera-person in Re:horse, 2011
Mixed Media
Courtesy of the artist

Jon Mikel Euba

Norm. B esittir B1. Re:horse’da kamera kullanan kisi i¢in notlar, 2011
Karigik medya
Sanatginin izniyle

Rule B equals B1. Notes for the camera-person in Re:horse
Mixed Media
Courtesy of the artist



lain Forsyth & Jane Pollard

Nauman’imi Op, 2007
Dért Kanal, Video Enstalasyon, 00:47:00
Sanatci ve Kate MacGarry, Londra izniyle

Kiss My Nauman, 2007
Four Channels, Video Installation, 00:47:00
Courtesy of the artists and of Kate MacGarry, London



Mario Garcia Torres

Halifax’ta Olan Halifax’ta Kalir (1969 NSCAD Proje Sinifi bulugmasi. Ekim 11-13), 2005
50 adet siyah-beyaz fotograf projeksiyonu
Sanatgi ve Proyectos Monclova, Meksika izniyle

What Happens in Halifax Stays in Halifax (1969 NSCAD’s Project Class reunion. Oct. 11-13), 2005
50 black and white photography projection
Courtesy of the artist and Proyectos Monclova, Mexico



Sanja Ivekovi¢

Eve’in Oyunu, 2009

Performansin Belgelenmesi

Sanatgli ve Mudam Luxembourg izniyle

Eve’s Game, 2009
Documentation of performance
Courtesy of the artist and Mudam Luxembourg




Magdalena Leite

Cover, 2010 - devam eden, 00:25:00
Performans dékiimantasyonu
Sanatginin izniyle

Cover, 2010 - ongoing, 00:25:00
Documentation of performance
Courtesy of the artist




Jorge Méndez Blake

Duiinyadan Yildizlara Kolay Bir Yol Yoktur], 2010
Cam elyafi and epoksi, 132 x 139 x 105 cm
Edisyon 1/3

Sanatci ve Galeria OMR, Meksiko izniyle

There’s No Easy Way From the Earth to the Stars, 2010
Fiberglass and epoxy resin, 132 x 139 x 105 cm

Ed. 1/3

Courtesy of the artist and Galeria OMR, Mexico

Jorge Méndez Blake

Dinyadan Yildizlara Kolay Bir Yol Yoktur IV, 2011
Kagit izerine kalem ve boya kalemi, 150 x 120 cm
Geoffroy ve Karolin GUICHARD Koleksiyonu
Sanatgi ve Galeria OMR, Meksiko izniyle

There’s No Easy Way From the Earth to the Stars 1V, 2011
Pencil and color pencil on paper, 150 x 120 cm

Coleccion Geoffroy y Karolin GUICHARD

Courtesy of the artist and Galeria OMR, Mexico
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Fabio Morais

Carta a um jovem poeta / Geng Bir Saire Mektup, 2003

Kendine mal edilmis el yazmalarindan kolaj

; Herbiri 31 x 21,5 cm (6’h poliptik)
Ozel Koleksiyon, Sdo Paulo. Galeria Vermelho, Sdo Paulo izniyle

Carta a um jovem poeta / Letter for a young poet, 2003
Collage of appropriated handwritings
31 x 21,5 cm each ( polyptych of 6)
Private Collection, S&o Paulo. Courtesy of Galeria Vermelho, Sdo Paulo
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Vicente Razo

La Sociedad del Espectaculo. Version de Interés General /
Gosteri Toplumu. Genel ilgiye Yénelik Edisyon, 2011
DVD, renkli ve siyah-beyaz, ses

01:29:00

Sanatginin izniyle

La Sociedad del Espectaculo. Version de Interés General /
The Society of Spectacle. General Interest Edition, 2011
DVD, colour and B/W, sound

01:29:00

Courtesy of the artist
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Danh Vo
2.2.1861, 2009 - devam eden 1 i ] w 4
Aziz Théophane Vénard'in basi vurulmadan énce babas yazdg n mel kt bun Phung Vo tara fd n yazilmis ko pyas x

Eserin b§g rolan kpyl sayisi Phung Vo 6lin ykd bI dr
Kagit tizerine mi kkep
O IKIk siyon

2.2.1861, 2009 - ongoing )

Last letter of Saint Théophane Vén rdt his father bf h e was decapitated copied by Phung Vo. [ -

Title and number of existing copies remains undefined until the death of Phung Vo g
Ink on paper
Private Collectiol



20 Ocak 1861

Cok degerli, saygin ve sevgili Babacigim,

idam hilkmimiin uygulanmasini beklerken, sonuncu olacagini diisiindigiim bu mektubu yazarak

size veda etmek istiyorum. Hapishanedeki yasamimi huzur icinde devam ettiriyorum. Cevremde bana
saygl duyan ve beni seven insanlar var. En Ust seviyeli komutandan en basit ere kadar, herkes, llke
kralliginin yasalarinin beni 6lime mahkum etmis olmasina tzillyor. Ben diger arkadaslarimin cogunun
cektigi iskencelere maruz kalmadim. Vakti geldiginde, keskin bir kili¢ darbesi, bah¢ivanin kestigi bir
bahar cicegi gibi, kafami bedenimden ayiracak.

Kimimiz kirmizi bir gul, kimimiz saf bir zambak, kimimiz algak génullu bir menekse gibi, bazilarimiz
daha erken, bazilarimiz daha geg¢, ama hepimiz, Tanr’'nin bahgesinden keserek topladigi gicekler
gibi, vakti geldiginde bu dinyadan ayrilacagiz. Cicekler gibi giizel rayihamizla ve carpici renklerimizle,
kendimizi, bizi yaratan ylce Tanri’'ya begendirmeye ¢alisalim.

Sevgili Babacigim, size uzun, huzurlu ve erdemli bir yaslilik temenni ederken, bu diinyay terk etme
zamani gelene kadar, hayatin cilelerini ve sikintilarini, isa Peygamberimizin sirtinda tasidigi hag gibi,
cesaretle tagsimanizi dilerim. Baba ve ogul olarak Cennet’te bulusacagimiz giini beklerken, bu dinyayi
sizden 6nce terk ediyorum ve size Elveda demek istiyorum

Size sonsuz sevgi ve sayglyla bagh olan oglunuz
J. Théophane Vénard

20 January 1861

Valuable, honourable and beloved Father,

While my sentence is still to be carried out | would like to address another farewell which would
probably be my last. My days in prison flow peacefully. All those around me admire me, and a good
number of them like me. From the highest rank officer to the lowest rank soldier everyone regrets that
the law of the kingdom has condemned me to death. | did not have to endure the tortures that many of
my friends have. A light blow of the sabre will separate my head like a spring flower that the gardener
picks for pleasure. We are all flowers on this earth that God picks; some a little earlier, some a little
later. Some like purple coloured roses, some like virgin lilies, some like humble violets. Let us all try to
please the almighty lord and master, as the perfume or the brilliance of the flowers please us.

| wish you, dear father, a long, peaceful and virtuous old age. Carry gently the load of this life, just
like Jesus carried the cross, until the ordeal of a contented death. Father and son shall meet again in
heaven. |, the little fleeting one, am going first. Farewell.

Your devoted and respectful son,

F. Théophane Vénard

i T NS —

I'——l--l—r-l-——-.p-—r - -

I B e . e i g, e e - B
. —— e ep— “*‘.1—.—.—.—..‘.]..'- —
I—-—.--_"‘&‘—.—L-.—-‘--._—l—-‘ -
= -

1



Ming Wong

Bienvenido Mr. Wong / Hosgeldiniz Bay Wong, 2009
Video, 00:01:50; 00:04:16
Sanatginin izniyle

Bienvenido Mr. Wong / Welcome Mr. Wong, 2009
Video, 00:01:50; 00:04:16
Courtesy of the artist

-
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Y vo que he estado en Arraics, amigos mios
And | who have been in A=, my friends




Artur Zmijewski

Tekrar, 2005

Enstalasyon, tek kanal video

39.17 dak., renkli, sesli

Ed.3+1AP+1EP

Sanatgi, Galerie Peter Kilchmann Zurih ve Foksal Gallery Foundation, Varsova izniyle

Repetition, 2005

Installation, single channel video,
39.17 min., color, sound
Ed.of3+1AP +1EP

Courtesy of the Artist, Galerie Peter Kilchmann Zurich, and Foksal Gallery Foundation, Warsaw




Rossella Biscotti (italya, 1978)

Esas olarak hareketli gérintiler, performans, heykel ve metin ile ¢alisir. Eserleri Ulkesinin yakin
tarihindeki 6zgurlik 6zlemi ve iktidar icin kullanilan kontrol stratejileri konulariyla ilgilidir. Kisisel sergi
actigi yerler arasinda CAC Vilnius (2012); Fondazione Galleria Civica di Trento (2010); ve Nomas
Foundation, Roma (2009) bulunmaktadir; bunlara ek olarak katildigi organizasyonlar arasinda
MAXXI Ulusal 21. Ylzyil Sanati Mizesi, Roma (2010 - 11); Witte de With, Rotterdam (2010);
Museu Serralves, Porto (2010); ve Manifesta 9 (2012), Documenta 13 (2012) yer almaktadir. 2010
yilinda ltalia Arte Contemporanea Oduli’ne layik gériimistar.

Francois Bucher (Kolombiya, 1972)

Bucher 1999 ve 2000 yillarinda New York’taki Whitney Bagimsiz Calisma Programi’na katildi.
1999 yilinda Chicago Sanat Enstitliisi’nde Yiksek Lisansini tezi icin bir 6dul alarak tamamladi.
VideoEx, 2003, Zirih birincilik 6dili; Latin Amerika, Prime Videocreation Odiilii ve Werkleitz Odul,
Transmediale, 2004, Berlin de dahil olmak Uzere birgcok édule layik gorilda. Video eserlerinden
bazilari Rotterdam Film Festivali; Transmediale, Berlin, 2004, 2005; Lincoln Center’da New York
Video Festivali, 2002 ve Tate Gallery, Turner Prize Film Programi, 2002, Londra’da gdsterilmigtir.
Video ¢alismalari surekli olarak iktidar insasi, ve bunun yani sira tarih, siyaset ve sinema filmlerinden
televizyona gegcisi konu almaktadir. Kendisi Berlin’de yasiyor ve g¢alisiyor.

Tania Bruguera (Kiiba, 1968)

Enstalasyondan, sosyal muidahaleye ve en c¢ok da dikkat cekici performanslarina uzanan
disiplinlerarasi ¢calismalariyla Bruguera, sanatin giinlik siyasi yasamda oynayabilecegi roll inceler
ve izleyicileri korku, kirillganhk, yetkilendirme, ézgir irade ve 6zgirlik gibi kavramlar yeniden
disinmeye ve sorgulamaya tesvik ederek, sosyal hayatta kalma stratejileri olarak boyun egme ve
itaati ele alir. Documenta 11 (Almanya), Venedik (italya), Johannesburg (Giiney Afrika), Sao Paolo
(Brezilya), Shangai (Cin), Havana (Kiba) ve Site Santa Fe (Amerika Birlesik Devletleri) de dahil
olmak Uzere bircok bienale katilmistir. Eserleri The New Museum of Contemporary Art (Amerika
Birlesik Devletleri); Chicago Cagdas Sanat Muizesi (Amerika Birlesik Devletleri); Museum fir
Moderne Kunst (Almanya); Whitechapel Sanat Galerisi (ingiltere); Centro de Arte Contemporaneo
Wifredo Lam (Kiba) ve Museo Nacional de Bellas Artes (Klba) gibi bircok mize ve kurumda
sergilenmigtir. 1998 yilinda Guggenheim fellow (Amerika Birlesik Devletleri) olarak secildi. 2000
yilinda Prens Claus Odiili’ne layik gériilda (Hollanda).

Jeremy Deller (ingiltere, 1966)

Jeremy Deller nesnelerden ¢ok deneyimler, olaylar ve mudahaleler Gretmeye odaklanir. Courtauld
Institute of Art’da sanat tarihi okudu. Enstalasyonlari genellikle iddiali, sosyal konulara adanmis
ve beklenmedik unsurlar tasir. Galeri diginda, sokaklarda cagdas sanat dinyasi ile iligkilendirmek
veya baglar kurmak i¢in kimileri issiz madenciler, bir glam rock savasgisi, savas yaratma uzmanlari
gibi insanlarla ya da halkla calisir. 2004 yilinda Turner Odili’nii kazandi. Eserlerinin sergilendigi
yerler arasinda CA2M, Madrid; Palais de Tokyo, Paris; Camden Arts Center, Londra; New Museum,
New York; Cagdas Sanat Muzesi, Chicago; Manifesta 9, Genk; MOMA PS1, New York; Sao Paolo
Bienali; Mori Sanat Miizesi, Tokyo; Tate Britain, Londra; 4. Berlin Bienali bulunmaktadir. Kendisi
dnimizdeki Venedik Bienali'nde ingiliz Pavyonu’nda Birlesik Kralligi temsil edecek.

Leticia El Halli Obeid (ispanya, 1975)

Video, metin, cizim ve enstalasyon alanlarinda calismaktadir. Leticia, Cordoba Ulusal Universitesi
Sanat Okulu’nda okudu. 2001 yilinda Atlantic Center for the Arts ve Cité Internationale des Arts,
Paris’te misafir sanatci olarak yer aldi. Actigi en 6énemli sergiler arasinda: Latin Amerika Video
ve Dijital Sanat Bienali, Kosta Rika; 6. MERCOSUR Bienali, Porto Alegre; Arjantinliler Projesi,
Montreal, Kanada bulunmaktadir. Venedik Bienali kapsaminda Alfons Hug kiratérligunde ltalo
Latin-Amerikan Enstitisu, Latin Amerika Pavyonu’ndaki “Entre siempre y jamés” sergisi icinde
“Dictados” adli eserini sergiledi.

Jon Mikel Euba (ispanya, 1967)

Eserlerinin surekli tekrarlanan parcalanmig sahneler ve karakterlerden olusan katalogu cizgi
roman ve yeralti sinemasina atifta bulunur ve Uretimini performans, video, enstalasyon ve ¢izimler
ile gerceklestirir. Euba tretimin kolektif ani ile ilgilenir ve bu anin tim teknik ve estetik bilesenlerini
inceler. 2002 yilinda Fransa’da Altadis Plastik Sanatlar Oduli’'nii ve Bask Hiikiimeti’nce verilen
Gure Artea 6diliini almistir. Frankfurt Manifesta IV (Almanya), istanbul Bienali (Turkiye), Venedik
Bienali (italya) ve Busan Bienali (Giiney Kore) katildigi sergiler arasindadir. Performanslari bircok
baska yerin yani sira De Appel ve Amsterdam Stedelijk Museum Bureau’da, Dublin Project Arts
Center’da, Sili'de Valparaiso Interventions’da, ve Eindhoven Van Abbe Mlzesi'nde sunulmustur.



lain Forsyth ve Jane Pollard (ingiltere, 1973 / ingiltere, 1972)

lain Forsyth & Jane Pollard kilturel ve sanat tarihinden olaylari ve belgeleri tekrar canlandirmalari
ile taninir. Onlarin igleri canlilik, tekrarlama, arabuluculuk ve alginin mekanigi Gzerine sorugturmadir.
Calismalarinda muzik gugli bir animsatici dizenek olarak gérulir. Bu, biling halindeki zihni
yolundan saptirmak ve ge¢gmis zamani simdiki zaman igine sel gibi akitmak i¢in bir tir zaman
yolculugu olarak kullanilir. 2005 yilindan bu yana Forsyth ve Pollard 60’lar ve 70‘lerden, daha
sonraki dénemlerin temel taglari olan video ve performans sanati érneklerini yeniden ele aldiklar
bir calisma dizisi strdirmekte. 2011 yilinda Londra’daki ilk blyuk sergileri South London Gallery’de
gerceklesti. Ocak 2012’de Samsung Sanat+ Odiilii icin aday gosterildiler. Eserleri, aralarinda
Museum of Modern Art, New York; the Power Plant, Toronto; Art Basel, Miami Beach; Witte de
With, Rotterdam; Apex Art, New York’un da bulundugu pekcok mekanda sergilenmigtir.

Mario Garcia Torres (Meksika, 1975)

Slayt gosterileri, fotograf, enstalasyon, midahaleler ve videolardan olusan eserleri, yeniden
yorumlamalar yoluyla tarihin geri kazanimi, yeniden anlamlandiriimasi, gegcmisin gdézden kagan
detaylar Gzerinde yogunlasilarak canlandiriimasi ve konu Uzerine fikir yirutmeyi saglayacak
yeni acilimlar sunulmasi Uzerinde odaklanmaktadir. Sanat tarihine ve 6zellikle de kavramsal
sanat alanina &zel bir ilgisi vardir. Garcia Torres Kaliforniya Berkeley Sanat Mlzesi’nde, Ziirih
Kunsthalle’de, Londra Hoxton Square’deki White Cube’da, Tokyo Sora Galerisi'nde sergiler agmis
ve katildig1 diger bir¢ok sergi arasinda 2007 yili Venedik Bienali ve Documenta 13 de bulunmaktadir.

Sanja Ivekovi¢ (Hirvatistan, 1949)

Sanja Ivekovi¢ 1949 yilinda, halen calismakta ve yasamakta oldugu Zagreb’de dogdu. 1968-1971
yillari arasinda Zagreb Guzel Sanatlar Akademisi’nde okudu ve erken dénem feminist kavramsal
sanati ile genig taninirhik kazandi. Video, fotomontaj ve performans alanlarinda bir 6énci olan
Ivekovic’in erken dénem calismalari 1970’lerde Yugoslavya’da sanatin toplum icindeki roltini
sorgulayan ve galerileri terk ederek, performanslar ve ucuz, kolayca ulasilabilecek malzemeler
kullanmay tercih ederek sokaklara tasan ve bu sayede sanatsal alani demokratiklestirmeye
ugrasan bir sanat¢i jenerasyonu olan "Nova Umijetnicka Praksa" (Yeni Sanat Uygulamasi) ile
baglantilandinlir. Yillar boyu calkantili bir politik ortamda yasamak ve calismak sosyal yapllar,
toplumsa cinsiyet politikalari ve kimlik sorunsali konularinda sorgulamalara yol agmigtir.
Ivekovi€'in ¢ikis noktasi kendi hayati ve bir kadin olarak sosyal konumlandirilisi olup; kendisi her
zaman kitle iletisiminin ve 6zellikle de iktidar politikalarinin sosyalist ve post-sosyalist toplumlar
Gzerindeki yoOnlendirici etkilerine ilgi duymustur. Kisisel sergileri arasinda; The Disobedient
(Neposlusni/e) [Asi], Galerija SC, Zagreb, Hirvatistan (2012); Visages du Langage [Dilin Cehreleri],
Mac/Val, Fransa (2012); Waiting for the Revolution [Devrimi Beklerken], Mudam Luxembourg (2012);
Sweet Violence [Tatl Siddet], MOMA, New York, (2011); Urgent Matters [Acil Konular], BAK Utrecht
ve Van Abbemuseum, Eindhoven (2009); General Alert [Genel Alarm], Kdlnischer Kunstverein,
Kdéln (2007) bulunmaktadir. Katildigi grup sergiler arasinda da; Promises from the Past [Ge¢gmisten
Vaatler], Centre Pompidou, Paris (2012); Gender Check: Femininity and Masculinity in the Art of
Eastern Europe [Cinsiyet Kontrol(: Dogu Avrupa Sanatinda Kadinlik ve Erkeklik], Zacheta Ulusal
Sanat Galerisi, Varsova (2010); After the Wall: Art in Post-Communist Europe [Duvardan Sonra:
Komiinizm Sonrasi Avrupa’da Sanat], Ludwig Museum, Budapeste (2000), ve 2000-2005 yillari
arasinda Viyana'daki Generali Foundation’da katildigi pek ¢ok sergi sayilabilir.

Martin Jenkinson (ingiltere, 1947-2012)

Martin Jenkinson ingiltere’deki politik ve endstriyel miicadelenin son otuz yilini belgelemis
eskiden demir iscisi olan bir fotografcidir. Kendisi hayatta kalmak igin savasan metal iscilerini
fotografladi ve 1981 yilinda Halkin Is icin Yariytsi’'nin resmi fotografcisi oldu. Madenciler Ulusal
Birligi'nin gazeteleri the Miner ve the Yorkshire Miner tarafindan gérevlendirildi ve 1984-85 maden
kapatiimalari karsisindaki destansi grevin tam kalbinde yer aldi. Fotograflari ingiltere’de gesitli
ulusal gazetelerde basildi.

Magdalena Leite (Uruguay, 1977)

Koreograf, dansgi, yénetmen ve besteci. Lisans egitimini koreografi dalinda ENDCC, CENART,
Meksiko’da yapti. Bir dansgi olarak “5 en punto” grubu ile Mary Minetti’nin (Uruguay) koreografilerini
birlestirdi. Meksiko sehrinde diger ydnetmenlerin yani sira Serafin Aponte yénetiminde ve son
zamanlarda Brezilyal koreograf Alex Cassal ve Fransiz tiyatro yénetmeni Julien Le Gargasson ile
dans etti. 2008 yilinda FONCA, Meksiko tarafindan diizenlenen Birinci Latin Amerikali Yaraticilar
Programina katiimak Gzere segcildi. 2010 yilinda mesleki gelisim icin Viyana Uluslararasi Dans
Festivali (Impuls Tanz) tarafindan verilen DanceWeb bursunu aldi. En énemli eserleri arasinda
“cuarenta noventa y seis”, “7x1=7", “Triptico I1I” ve “Cover” bulunmaktadir.

Jorge Méndez Blake (Meksika, 1974)

Calismalari bir kavramsal arag olarak edebiyat (elestiri, sdylem teorisi, veya yazarlar) ile yakindan
baglantilidir. Eserleri mimarlik, gérsel sanatlar ve edebiyat arasindaki sinirlarin kaybolmasi ile
tanimlandigi kadar yazi ve resim arasinda gidip gelen bir dil olusturmak tzere birbiriile iligkilendirilen
sembolik anlar ya da hikayeler araciliiyla bicimlenir. Genellikle, Méndez Blake’in eserlerinin edebi
ybni argiimanlari kolayca taninabilir olan bilinen eserler ve yazarlar ile ilgilidir. Ancak, sanatginin
eserleri bu edebi géndermeler araciligiyla izleyicileri metni hayalglcl yoluyla bu sitrece kendi
deneyimlerini ekleyerek tamamlamaya davet eder. Eserlerinin sergilendigi yerler arasinda House
On* (Madrid), Sala de Arte Publico Siqueiros, Museo Rufino Tamayo ve Museo de Arte Moderno
(Meksiko Sehri); La Maison Rouge (Paris), Museo Nacional Centro de Arte Reina Sofia, Madrid,
INTAR Gallery; Contemporary Art Arena Mexico, Guadalajara; Osaka Sky Binasi, Osaka, Japonya;
ve Jack Tilton Gallery, New York bulunmaktadir.

—_



Fabio Morais (Brezilya, 1975)

Sinir iligkileri konusuna yogun ilgi duyan bir sanatci-yazardir. islerinin ¢ikis noktasi, ham maddesi
ve ayni zamanda Urettigi sinirli baskilar ve metinler gergevesinde varis noktasi kitaplardir. Onu en
cok ilgilendiren, memleket ve millet kavramlarini dil agisindan ele alarak dilin sinirlarini gértntr
hale getirmektir. 8. Porto Alegre Mercosur Bienali de dahil olmak Uzere ispanya ve Brezilya’da
pekcok sergi agmistir.

Vicente Razo (Meksika, 1971)

Razo’nun igleri populer kultir, siyaset ve sanatsal Gretimin kesistigi noktada yer alir ve caligmalari
buluntu nesneler, baskilardan, ses kutlphanelerinin olusturulmasina uzanan farkli tdrdeki
platformlar Gizerine oturur. Ulusal Ozerk Meksika Universitesi’nde sanat okuduktan sonra yiiksek
lisansini New York Universitesi'nde Giizel Sanatlar alaninda tamamlayarak Whitney Amerikan
Mizesi’nde de bagimsiz bir programa katildi. Razo’nun eserleri Meksiko Sehri Mizesi; Los Angeles
Contemporary Exhibitions; Dispatch, New York; MUAC, Meksiko Sehri; PS1 Contemporary Art,
New York; South London Gallery; Circulo de Bellas Artes, Madrid; MALBA, Buenos Aires; ve Sao
Paulo, Brezilya’daki Pinacoteca do Estado gibi ¢esitli mekanlarda sergilendi.

Danh Vo (Vietham, 1975)

Vietnam kokenli, ancak Danimarka’da blylyen Vo, kisisel kimligi Gzerinden rastgele sectigi
yerinden edilmiglik, vatandasglik, bilin¢ ve hayal kirikhgi gibi kiresellesmis dinyanin sorunlarini ele
alan bir sanatcidir. Kendisi sanat eserinin muellifligi ve kimligi konularini sorgulayarak; mulkiyet
durumu ve kisisel iligkilerin roli hakkinda sorular ortaya atmaktadir. Eserlerinin sergilendigi yerler
arasinda Kunsthalle Fridericianum, Kassel; Stedelijk Mizesi, Amsterdam; Singapur Bienali,
Singapur; Galleria Civica DARTE Moderna e Contemporanea, Turin; Gwangju Bienali, Gwangju;
6. Berlin Bienali, Berlin; Witte de With, Rotterdam; Hamburger Bahnhof, Berlin; Manifesta 7 ve
Guiney Tirol, italya bulunmaktadir.

Ming Wong (Singapur, 1971)

Dinya sinemasi tarihine ve popliler eglence formatlarina odaklanan iddiali performans ve videolari
ile uluslararasi taninirhk kazanmis bir multimedya sanatg¢isidir. Eserlerinde 6znelligin insasinin
cografi konum ile iligkisini ulusal kimlik, irk, dil ve cinsiyet kavramlarini ele alan filmler ile baglantil
olarak inceler. Eserleri Museum of Image, Queens, New York; Performa 11; Vitamin Creative Space,
Guangzhou, Cin; Frye Sanat Mizesi, Seattle; Hara Cagdas Sanat Mizesi; Tokyo ve Singapur
Sanat Muzesi’'nde yer aldi. Eserleri ayni zamanda Atelierhaus Monbijoupark, Berlin; 2010 Gwangju
Bienali; ve 2009 yilinda 53. Venedik Bienali icin Singapur Pavyonu’nda sergilenmigtir. Berlin ve
Singapur’da yasiyor ve ¢alisiyor.

Artur Zmijewski (Polonya, 1966)

Zmijewski sanat ile siyaset iligkisini arastirmak amaciyla fotograf ve film ile calisir. Ginimuz
toplumunda sosyal normlari, ahlak ve iktidar temsillerini arastirir ve sanatin bunlar Gzerindeki
etkileri ile ilgilenir. 7. Berlin Cagdas Sanat Bienali’nin kiratérliganu Gstlenmigtir. Eserleri yaygin
bir sekilde Moma, New York; 51. Venedik Bienali, Polonya Pavyonu, Venedik; Museo Universitario
Arte Contemporaneo, Meksiko Sehri; Centro Cultural Banco do Nordeste do Brasil, Brezilya; Yerba
Buena Sanat Merkezi, San Francisco; Berlin Martin Gropius Bau, Berlin; Jeu de Paume, Paris;
Gwangju Bienali, 2010; Witte de With, Rotterdam; Galerija Miroslav Kraljevic, Zagreb; istanbul
Bienali, istanbul; New Museum, New York gibi mekanlarda sergilenmistir.



Rossella Biscotti (Italy, 1978)

She works primarily with moving images, performances, sculptures and text. Her work is related to
topics found in the recent history of her country, the yearning for freedom and the control strategies
used for power. She has participated in solo exhibitions at the CAC Vilnius (2012), Fondazione
Galleria Civica di Trento (2010), and Nomas Foundation, Rome (2009), in addition to exhibitions in
MAXXI National Museum of 21st Century Art, Rome (2010 - 11), Witte de With, Rotterdam (2010),
Museu Serralves, Porto (2010), and Manifesta 9 (2012), Documenta 13 (2012). She received the
Award ltalia Arte Contemporanea in 2010.

Francois Bucher (Colombia, 1972)

In 1999 and 2000 Bucher attended the Whitney Independent Study Program in New York. In 1999
he finished his Master at The Art Institute of Chicago where he received an award for his thesis. He
has received several awards, including the first prize in VideoEx, 2003, Zurich; Prime Videocreation
Award in Latin America; and the Werkleitz Prize, Transmediale 2004 in Berlin. Some of his video
works have been included in the Rotterdam Film Festival, Transmediale, Berlin, 2004, 2005; The
New York Video Festival at Lincoln Center, 2002; and the Turner Prize Film Program at The Tate
Gallery, London, 2002. His video work constantly engages the construction of power, as well as
history, politics, and the crossing from motion picture film to television. He lives and works in Berlin.

Tania Bruguera (Cuba, 1968)

Through an interdisciplinary practice spanning installation, social intervention and most prominently
performance, Bruguera explores the role art can play in daily political life, encouraging viewers to
rethink and question notions of fear, vulnerability, empowerment, self-determination and freedom,
as well as submission and obedience as social survival strategies. She participated in Documenta
11 (Germany) as well as in several biennales such as Venice (ltaly), Johannesburg (South Africa),
Sao Paolo (Brazil), Shangai (China), Havana (Cuba), and Site Santa Fe (United States.)Her work
has also been exhibited at The New Museum of Contemporary Art (United States); The Museum
of Contemporary Art of Chicago (United States); Museum fiir Moderne Kunst (Germany); The
Whitechapel Art Gallery (England); Centro de Arte Contemporaneo Wifredo Lam (Cuba) and
Museo Nacional de Bellas Artes (Cuba). In 1998 she was selected as a Guggenheim fellow (United
States). In 2000 she received the Prince Claus Prize (The Netherlands.)

Jeremy Deller (UK, 1966)

Jeremy Deller focuses on producing experiences, events and interventions rather than objects. He
studied art history at the Courtauld Institute of Art. His installations are usually ambitious, socially
committed and unexpected. He works on the streets outside the gallery, with public or people that
he tries to link or associate with the contemporary art world, some of them unemployed miners,
a glam rock fighter, experts in creations of battles, etc. He won the Turner Prize in 2004. He has
exhibited widely including at CA2M, Madrid, Palais de Tokyo, Paris, Camden Arts Center, London,
New Museum, New York, Museum of Contemporary Art, Chicago ,Manifesta 9, Genk, MOMA PS1,
New York, Sao Paolo Biennale, Mori Art Museum, Tokyo, Tate Britain, London, 4th Berlin Biennale.
He will represent UK in the ‘British Pavilion’of the forthcoming Venice Biennale.

Leticia El Halli Obeid (Spain, 1975)

She works with video, text, drawing and installation. Leticia studied at the Art School of the
National University of Cordoba. She was the artist in residence on the Atlantic Center for the Arts
in 2001 and in the Cité Internationale des Arts, Paris. Among her main exhibitions we find: Latin
American Video and Digital Art Biennial in Costa Rica, 6th MERCOSUR Biennial, Porto Alegre, The
Argentinean Project Montreal, in Canada. She presented her work “Dictados” inside the exhibition
“Entre siempre y jamas”, curated by Alfons Hug for the Latin American Pavilion of the Italo Latin-
American Institute within the Venice Biennale.

Jon Mikel Euba (Spain, 1967)

He works with performance, video, installation and drawing from which he produces a catalogue
of fragmented scenes and characters that refer mainly to comics and underground cinema and
that recur constantly in his work. Euba is interested in the collective moment of production and
investigates all its technical and esthetic components. In 2002 he received the Altadis Prize of
Plastic Arts in France and the award Gure Artea of the Basque Government. He has participated
in the Frankfurt Manifesta IV (Germany), the Istanbul Biennial (Turkey), the Venice Biennale (ltaly)
and the Busan Biennale (South Korea), among others. His performances have been presented at
De Appel and the Amsterdam Stedelijk Museum Bureau, at the Dublin Project Arts Center, at the
Valparaiso Interventions of this Chilean city, at the Van Abbe Museum in Eindhoven, among others.



lain Forsyth & Jane Pollard (UK, 1973 / UK, 1972)

lain Forsyth & Jane Pollard are known for their recreations of cultural and art historical events and
documents. Theirs is an enquiry into the mechanics of liveness, repetition, mediation and reception.
Music is a potent mnemonic device in their work. It is used as a form of time-travel, to derail the
conscious mind and bring the past flooding into the present. Since 2005 Forsyth & Pollard have
pursued an ongoing series re-working seminal video and performance art of the 60’s and 70’s. In
2011 their first major exhibition in London was presented at the South London Gallery. They were
nominated for the Samsung Art+ Prize in January 2012. They have shown extensively including at
the Museum of Modern Art, New York, the Power Plant, Toronto, Art Basel Miami Beach, Witte de
With, Rotterdam, Apex Art New York, among others.

Mario Garcia Torres (México, 1975)

His work consists on slide shows, photography, installations, interventions and videos that address
the recovery of history through new reinterpretations, that re-semanticize and invigorate history,
delving into the details unnoticed and opening possibilities for reflection. He has a particular interest
in art history, especially in conceptual art. Garcia Torres has been in exhibitions at the Berkeley
Museum of Art of California, in the Kunsthalle of Zurich, at the Cube Hoston Square of London, at
the Sora Gallery of Tokyo and he participated in the Venice Biennale in 2007 and Documenta 13
among many others.

Sanja Ivekovi¢ (Croatia, 1949)

Sanja Ivekovi¢ was born in 1949, in Zagreb where she currently lives and works. She studied
at the Zagreb Academy of Fine Arts from 1968 to 1971 and became widely known for her early
feminist conceptual work. A pioneer in video, photomontage and performance, her early practice
was associated with the 1970s’ ‘Nova Umjetnicka Praksa’ (New Art Practice), a generation of artists
in Yugoslavia who questioned the role of art in society and strove to democratise artistic space
by abandoning galleries and taking to the streets through performances and the use of cheap,
accessible materials. Living and working in a turbulent political context for many years brought forth
questions regarding social structures, gender politics and identity. Ivekovi¢’s point of departure
has been her own life and social positioning as a woman, always interested in the influence of
the mass media as well as the politics of power in the contexts of socialist and post-socialist
society. Selected solo exhibitions include: The Disobedient (Neposlusni/e), Galerija SC, Zagreb,
Croatia (2012), Visages du Langage, Mac/Val, France (2012); Waiting for the Revolution, Mudam
Luxembourg (2012); Sweet Violence, MoMA, New York, (2011); Urgent Matters, BAK Utrecht and
the Van Abbemuseum, Eindhoven (2009); General Alert, KéInischer Kunstverein, Cologne (2007).
Selected group exhibitions include: Promises from the Past, Centre Pompidou, Paris (2012);
Gender Check: Femininity and Masculinity in the Art of Eastern Europe, Zacheta National Gallery
of Art, Warsaw (2010); After the Wall: Art in Post-Communist Europe, Ludwig Museum, Budapest
(2000), and several shows at the Generali Foundation in Vienna from 2000-2005.

Martin Jenkinson (UK,1947-2012)

Martin Jenkinson was a former steelworker turned photographer who covered the political and
industrial struggle in Britain over the last three decades. He captured steelworkers as they fought
for survival, and was the official photographer on the People’s March for Jobs, in 1981. He was
commissioned by the National Union of Mineworkers’ newspapers the Miner and the Yorkshire
Miner, and was at the heart of the epic strike against pit closures of 1984-85.His images appeared
in many UK national newspapers.

Magdalena Leite (Uruguay, 1977)

Choreographer, dancer, director and compositor. Holds a Bachelor in Choreography by the
ENDCC, CENART, México. As a dancer she integrated the group “5 en punto” with choreographies
of Mary Minetti (Uruguay). In México she has danced under the direction of Serafin Aponte, among
others, and recently under the direction of the brazilian choreographer Alex Cassal and the french
theater director Julien Le Gargasson. In 2008 she was chosen to participate in the First Creators
Residence of Latin America of FONCA, México. In 2010 she received the DanceWeb scholarship
for professional improvement inside of the Vienna International Dance Festival (ImPuls Tanz.)
Some of her most important pieces are “cuarenta noventa y seis”, “7x1=7", “Triptico II” y “Cover”.

Jorge Méndez Blake (México, 1974)

His work is closely linked to literature (criticism, discourse theory, or writers), which is used as a
conceptual tool. His work is characterized by the disappearance of borders between architecture,
visual arts and literature, as well as by symbolic moments or stories that are linked together to create
a language that oscillates between writing and painting. Usually, the literary aspect of Méndez
Blake’s work is related to known works and writers whose arguments can be easily recognized.
However, the artist’s works through these literary references, invite the viewers to complete the
text through the imagination, which adds to this process their own experiences. He has shown in
House On* (Madrid), Sala de Arte Publico Siqueiros, Museo Rufino Tamayo and Museo de Arte
Moderno (Mexico City); La Maison Rouge, ( Paris) Museo Nacional Centro de Arte Reina Sofia,
Madrid,INTAR Gallery; Contemporary Art Arena Mexico, Guadalajara; Osaka Sky Building, Osaka,
Japan; Jack Tilton Gallery, New York City, among others.



Fabio Morais (Brasil, 1975)

He is an artist-writer enthusiastic about border relations. Books are his starting point, raw materials,
and also the end point, in the case of editions and texts he produces. What interests him most
is to think the notions of territory and nation from the perspective of language making visible the
boundaries of language. He has exhibited extensively specially In Spain and Brazil including the 8
th Biennal of Mercosur in Porto Alegre.

Vicente Razo (México, 1971)

Razo’s work is located at the intersection between popular culture, politics and artistic production,
his practice lands on different kinds of platforms, from readymades prints to the creation of audio
libraries. He studied art in the National Autonomous University of Mexico, he has a master in Fine
Arts at the New York University and attended the independent program of the Whitney American
Museum. Razo has shown his work in the Mexico City Museum, Los Angeles Contemporary
Exhibitions and Dispatch New York, MUAC, Mexico City, PS1 Contemporary Art, New York ; South
London Gallery; Circulo de Bellas Artes, Madrid, MALBA Buenos Aires; the Pinacoteca do Estado
in Sao Paulo, Brasil among others.

Danh Vo (Vietham, 1975)

Of Vietnamese origin, but raised in Denmark, Vo is an artist who addresses random issues of
his personal identity in a globalized world, such as displacement, citizenship, consciousness and
frustration. He questions the authorship and identity of the artwork and raises questions about
the status of property and the role of personal relationships. He has shown his work widely at
Kunsthalle Fridericianum, Kassel Stedelijk Museum, Amsterdam Singapore Biennale, Singapore,
Galleria Civica d’Arte Moderna e Contemporanea, Turin, Gwangju Biennale, Gwangju, 6th.Berlin
Biennale, Berlin, Witte de With, Rotterdam, Hamburger Bahnhof, Berlin, Manifesta 7, South Tyrol,
Italy, among others.

Ming Wong (Singapore, 1971)

Multimedia artist who has been internationally recognized for his ambitious performance and video
works devoted to the history of world cinema and popular forms of entertainment. In his work he
considers the means by which subjectivity is constructed in relation to the geographic location of
the films investigating the notions of national identity, racial, linguistic and gender. He has exhibited
in the Museum of Image, Queens, New York, as part of Performa 11, Vitamin Creative Space,
Guangzhou, China, the Frye Art Museum, Seattle, Hara Museum of Contemporary Art in Tokyo and
the Singapore Art Museum. He has also been included in exhibitions in Atelierhaus Monbijoupark
in Berlin, the Gwangju Biennale 2010, and in 2009 at the Singapore Pavilion for the 53rd Venice
Biennale. He lives and works in Berlin and Singapore.

Artur Zmijewski (Poland, 1966)

Zmijewski works with photography and film to explore the relation of art with politics. He investigates
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