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Bosluk ve Kaide
Dilek Winchester

Bosluk ve Kaide adli enstalasyon, Mayis-Eylil 2019 tarihleri arasinda,
cesitli kurum ve olusumlardan 89 kisiyle yapilan goérisme ve yazismalari
takiben 6ding alinan 81 kaidenin Depo’'nun catisi altinda toplanmasiyla
olustu. Kaideler, mize, sergi ve arastirma merkezi, galeri, sanatgi inisiyatifi,
sanatgl olusumu, kér amaci giitmeyen sanat mekéni, sabit mekéni olmayan
sanat girisimi, 6grenci sergileri diizenleyen kurul ve olusumlar gibi 44 farkh
sanat kurumu ve olusumundan 6ding alindi.

Kendi sergi hafizasini beraberinde tasiyan; ilerde baska sergiler igin
kullanilmay! bekleyen; istanbul, Ankara, Diyarbakir ve izmir'deki farkli sanat
mekdanlarindan toplanan kaideler, tzerlerinde sergilenmis eserlerin
cesitliligini yansitan teshir tniteleri olarak ge¢cmiste yapilmis onlarca
serginin bellegi olmalarinin yani sira, ilerde yapilacak, yapiimasi hayal
edilen, yapilamayacak olsa bile emek verilecek onlarca serginin ihtimalini,
potansiyelini, beklentisini Depo'nun catisi altinda bulusturuyor.

Kurumlarin ve aracilik eden kisilerin listesi, sanatgi merkezli, 6znel bir
listedir. Bu listede sanatci olarak dahil oldugum, beraber calistigim,
beslendigim, Gzerine arastirma yaptigim, benim ve sanatci arkadaslarimin
eserlerini sergileyen, izleyici olarak takip ettigim, kendi sanat tretimime olan
etkilerini gozlemledigim, Gzerine yazi yazdigim, hakkinda fikir beyan ettigim,
kisacasi benim diinyamda yeri olan kurum, inisiyatif, olusum ve girisimler,
parcasi oldugum kamusalligi olusturan yapilar yer alyor.

Bu enstalasyon, 81 kaidenin mekanda yerini almasi i¢in aracilik
eden, inisiyatif kullanan, hangi kaidenin uygun olduguna kafa yoran,
gorisme ve yazismalarla bunu mimkin kilan kisilerin dahil oldugu
formel ve enformel aglar (izerinden gelisti. isin arka planinda ise, hem



kurum catisinin 6tesine uzanan bu enformel aglarin yarattigi streklilik
ve aidiyet hissiyle hem de kurum ve kisiler arasindaki celiski ve
iliskilenme dinamikleriyle ilgileniyorum.

“Tate muizesine gittim ve depodan 50 kaide 6diin¢ almay:
becerdim. Bunlarin lizerine dergilerden, sa¢ kurutma makinesi
veya kol saati gibi arzu nesnelerinin fotograflarini koydum.
Birkacg glin sonra da kaideleri Tate’e iade ettim, ama Ug tanesi
unutulup kalmis. Oyle olunca diisiinmeye koyuldum, ben
bunlarla ne yapabilirim diye.”

Bruce Mclean, 1971 yilinda bos kaideleri kullanarak yaptigi “Pose
Work for Plinths” adli calismasiyla ilgili olarak 2016'da Guardian
gazetesine verdigi roportajinda bdyle diyor. Mclean, Londra’da Situations
adli mekdnda yaptigi sergi icin Tate'ten 50 kaide 6diing alir. Kaideleri iade
ederken ¢ tanesi unutulur. Sanatgi bu lg kaideyi kullanarak, “canh
heykel” adini verdigi ve kendi bedenini kullandigi bir performans yapar.

Benim ilgimi ceken, Mclean’in geride kalan kaidelerle ne yaptigindan
cok, kaideleri Tate'ten 6ding aldigini séylemesi oldu.
Tipki 1971 yilinda Tate'in Situations’daki sergisinde kullanmasi icin Bruce
Maclean’e verdikleri gibi, bazi kaideler bazen mekdnlar arasinda dolasiyor.
Arka planda kalan formel ve enformel iliskilerin bulusma noktasi ve
paylasilan kamusal alanin iklimini belirleyen yer burasi. Kaidelerin
Uzerindeki boslugun davetine nasil icabet etmeli?



Attending the Void
Dilek Winchester

The installation “Attending the Void” came into being with the
collection of 81 borrowed plinths in Depo, obtained via meetings and
correspondence with 89 people from various institutions and organisations
between May and September 2019. The plinths were borrowed from 44
different art institutions and organisations including museums, exhibition
and research centers, galleries, artists’ initiatives, non-profit art spaces,
art initiatives without permanent spaces, as well as boards and bodies
organizing student exhibits.

These plinths marked by their own exhibition memories and waiting
to be used in other future exhibits, collected from different art spaces in
istanbul, Ankara, Diyarbakir and izmir not only serve as the memory of
dozens of past exhibitions as the display units reflecting the variety of
artworks exhibited upon them, but also bring to Depo the possibility,
potential and expectation for dozens of exhibitions to come, to be imagined
or to be worked towards, even if eventually in vain.

The list of institutions and individuals acting as intermediaries is an
artist-centered, subjective list. It comprises of institutions, initiatives, organisa-
tions | have been involved in, nourished by or worked with as an artist, did
research on, those that exhibited artworks of mine or my friends, which | have
followed as an art viewer, whose influences | observed on my own artistic
production, which | wrote or expressed opinions on — which, in short, populate
my world, as structures that constitute the public of which | am a part.

This installation materialized through formal and informal networks
made up of people acting as intermediaries and taking the initiative to bring
the 81 plinths into this space, giving thought to which plinth would be



suitable, and making this possible through meetings and personal
correspondence. What interests me in the background of this work is both
the continuity and sense of belonging created by these informal networks
that stretch beyond institutional frameworks, and the dynamics of
relationships and contradictions between institutions and people.

“l went to the Tate and managed to borrow about 50 plinths
from the basement. I put photographs from magazines of
desirable objects, like a hairdryer or a wristwatch, on top of
the plinths. After a few days I shipped the plinths back to the
Tate, but there were three left behind. | thought: what can |
do with them?”

This is what Bruce McLean says in an interview with the Guardian
in 2016 on his 1971 work “Pose Work for Plinths” using empty plinths.
McLean borrows 50 plinths from the Tate for an exhibition he holds in a
place called Situations in London. When he returns them, however, three
end up left behind. With these three plinths, the artist then puts on a
performance he calls “live sculpture” in which he uses his own body.

What caught my attention here, more than what McLean did with
the plinths that were left behind, was his saying that he had borrowed
the plinths from the Tate. Just like the plinths given by the Tate to Bruce
McLean for his use in his exhibition at the Situations in 1971, certain
plinths at times circulate between art spaces. This is the point of conver-
gence between formal and informal relations in the background, and
what determines the climate of the shared public space. How, then, to
respond to the invitation of the void above the plinth?



Bos / Dolu
Ayse H. Koksal

Kaide mlize-sanatini temsil eder.

Donald Preziosi muzeyi, “...objeleri, fikirleri ve inanglari birestirerek
anlamlarin yaratilmasi, korunmasi ve yayilmasinda en glcli semiyotik
aygit” olarak tanimlar.! Sanatginin tretimi, bu semiyotik aygitla en gtgla
anlamini yakalar. “Miize-sanati”? olur. O nedenle, mizenin icadindan
sonraki sanat, mize-sanatidir. Foucault, miize-sanatini Manet ile baslatir.
Manet, piktoral Gslubu bozarak ilk defa temsil yerine, sergilenmek lzere bir
resim-obje yapar. Manet’'nin miize-sanati ne kendini anlatir ne de baska
bir seyi temsil eder. Mlizede tasniflenmis diger objelerle kurdugu iliskinin

bir yansimasidir.

Mize-sanati, sanatin mizede olma hali degildir. Kaidenin Gstindeki
bos/dolu olma halidir. Dolu kaide, biitin kudretiyle, tGreteni sanatgi, Uretileni
sanat yapiti, mekdni sergi ritlieline dondirme kudretinin temsilidir. O,
Uzerinde duracak, durabilecek, durmaya deger olanin secilmislik hali,
secki'nin/seckin’in temsilidir. Kaidenin dolu hali secilmislerin solenidir.

Bos ise, secil(e)memislerin goriinmezligi, sessizligi, yoklugudur. Anlamsiz bir
rezervdir. Doldurma arzusunu tetikler. Kaide de bos olma duygusunu
sevmez. Bos kaide, isimsiz, cisimsiz, varliksiz, anlamsiz bir kitledir. Ancak
Uzeri dolu oldugunda kudretlidir. Kaidede bos ve dolu alanlar birbirini
anlamlandirir ve tanimlar. Sanattaki figlir-zemin gibi... Mlze-sanatinin

negatif ve pozitif alanlaridir bos/dolu.

1 Donald Preziosi “Narrativity and the Museological Myths of Nationality
Museum?”, History Journal, 2009, Sayi 1, s. 37-50.

2 Michel Foucault “Different Spaces” M. Foucault, Essential Works of Foucault
1954-1984 icinde (Londra: Penguin Press, 1998) s. 182.



Oliimsiiz / Olamli

Kaidenin Ustl doludur. Dolunun mitsel zamani 6limstzIGgu vaat
eder. Dolu, sanatin tarihinde kadim olmakla estir. Ve 6limdar. Mize
mezarlik, kaide mezar tasidir. Uzerini dolduran mevta... sanat, kendi
disindaki bir nesneyi, dogayi, gercekligi anlamlandirmayi reddetmekte,
o6lmektedir. Hayattan bagini koparmis bir “sey”dir. Kendine 6zgu bir hayal
oyunu olmaktan ¢ikmis, kaidelesmistir. Hayatin akici, gegici, anlik,
degisken oyunundan uzaktadir. Clrimemesi icin muhafaza edilen
mumyadir. John Cage'in 4'33"0 sessizligin bestesidir. Sessizligi bozan
gulUsler, i¢ cekmeler, tiksirmalar, 6ksirmelerdir bu sonat. Her seferinde
degisir, sansa birakilir. Cage, hayal glc ile idrak arasindaki ahenkli
oyunun deneyiminin pesindedir. Kaidenin Ustl bos kalir. Hugo Ball'in
tuhaf siir dinletileri, Allan Kaprow’un “olay asamblaji” oyunlari, Joseph
Beuys'un saman rittelleri, Yoko Ono’nun teatral tecavizleri anliktir.

Kaidenin Ustl bostur.

Var / Yok

Kaidenin Ustl bostur. O zaman sanat yoktur. Sanatgi, bu bos alana
kendi biricik, 6zgun, yaratici Gretimini yerlestirmek icin cabalar. Bos
demek, sanat yok, sanatgl gérinmez demektir. Ya da kaidenin Ustu
doludur. Dolu kaide bir kutsama ve kutsanma rittelidir. Dolu kaide
muze-sanatinin arzu nesnesine dontstimudur. Dolu kaide ile sanatin
estetik deneyim disinda bir varligi kalmamistir. Kaideyi doldurmakla
biriciklesmistir. Timm Ulrichs bir vitrinin arkasinda canl olarak kendini
teshir eder. Etten kemikten Ulrichs yok, sanatgi Ulrichs var olur. Piero
Manzoni muzede gezen izleyicileri, gelisi gtizel olarak, kaide Gzerine
cikarir. Kaide mi yok olur? izleyici mi? Yoksa kaideyle fetislesmis
muze-sanati mi? Documenta’nin katalogunda Robert Smithson “Bir
sanat objesi bir kez tarafsizlastirildiginda, etkisiz hale getirildiginde,
soyutlandiginda, giivenli oldugunda ve siyaseten lobotomize
edildiginde, toplum tarafindan da tiketilebilir hale gelmistir,” diyor.3

3 Robert Smithson (1972) Documenta 5’in katalogu.



Degil mi ki, sanatin ickin 6zerkligi kendini disipline eden bitin kurumlara
karsidir? O halde, yoku vara, bosu da doluya déonlstirmekte ustadir.

Kamusal / Ozel

Kaidenin Usti doludur. O halde kamusaldir. Mize-sanati haminin,
sanatginin, sponsorun, koleksiyoncunun, piyasanin elinden kurtulmustur.
Ozglirdir. Kimsenin 6zel hayal dleminde saklanamaz, gizlenemez. Kaidenin

UstU kalabaliklara emanettir. Elestiri, gdorme, sevme hakki kamuya aittir.

Kaide bostur... o halde kamusaldir. Biirger’in deyisiyle “tarihsel
avangard”in getirdigi bosluktur 0.4 “Reddedilen Salonu”dur. Hem sanatin
genel kabullerine hem de kurumlarina baskaldiridir. Craig Calhoun kamusal
alani, kisisel ¢ikarlarin, 6znel fikirlerin ortak bir amag ¢cevresinde birbiriyle
iletisime girdigi, micadele ettigi, birbirini etkiledigi ve sekillendirdigi aracilar
olarak goérir.5 O halde bos/dolu kaide bir kamusal alandir. Bos yok olani
dUstndurir, sorgulatir. Kaidenin st bos kaldik¢a, neden dolu degil sorusu
tekrarlanir. O boslugu dolduracak yapit depoda midir? Ozel bir salonda
midir? Kaideye yarasmayacak kadar dedersiz midir? Oyle olsa bile, buna
kim karar verebilir? Marcel Duchamp'in tasinabilir mizesi
“Bofite-en-Valise”inde, daha 6nce yaptigi hazir-nesnelerinin modelleri ile
resimlerinin réproduiksiyonlari vardir. Sectigi valiz, o donemde siradan bir
seyyar saticinin kullandid tiptedir. Bir peynir saticisina ait sahte
pasaportuyla gezer ve valizdeki mizesini meraklilara gosterir. Kaidelerin
hepsi bostur... Duchamp’in seyyar satici valizinin igi ise tika basa doludur.
Jean Tinguely, “New York’a Saygi”"da bisiklet tekerlegi, motor, balon, piyano,
go-cart, kiivet gibi parcalardan olusan makinesini New York Modern Sanat
Muzesi'nin heykel bahcesine getirir. Beyaza boyadigi bu makineyi 18 Mart
1960'ta bir defaligina ¢alistirir. Makine bozulur, patlar ve en sonunda itfaiye

yardimiyla séndurGlir. Tinguely bunu “kendi kendini yapan ve kendi kendini

4 Peter Biirger, Avangard Kurami, ¢ev. Erol Ozbek (istanbul: iletisim Yayinlari,
2009) s. 55.

5 Craig Calhoun, “Civil Society and the Public Sphere”, The Oxford Handbook of
Civil Society icinde, Michael Edwards (ed.), (Oxford: Oxford University Press,
2011) s. 311-323.



yikan sanat eseri” olarak tanimlar. Kendini imha ederek yeniden
yaratmadir. Miize-sanati, kaidenin bosu ve dolusuyla birlikte vardir.
Bos/dolu mizakere ve micadele eder, onlar icin micadele edilir.

Bosluk hayal gucudur. Dolulukla var olur.



Empty / Occupied
Ayse H. Koksal

The pedestal represents museum art.

Donald Preziosi defines museums as “uniquely powerful semiotic
instruments for the creation, maintenance, and dissemination of meanings
by fielding together and synthesizing objects, ideas, and beliefs.”* By means
of this semiotic instrument, the artist’s production attains its most potent
meaning, becoming “museum art”.2 It is for this reason that art after the
birth of the museum has come to be museum art. Foucault takes Manet as
its point of origin. Breaking with pictorial style, Manet produces a
painting-object that, for the very first time, meant to be ‘exhibited’ rather
than “represent”. Manet's museum art does not seek to explain itself or
represent something else; it is simply a manifestation of the relationship —
interdependence - it has acquired with the other variously classified objects

in the museum.

“Museum art” is not “art in a museum”. It is rather about the pedestal’s
state of being occupied or vacant. The occupied pedestal, with all its might,
represents the power to turn the producer into an artist, the product into an
artwork, and the surrounding space into the site of an exhibition ritual. The
very “chosen”ness of what sits on it, in fact what can sit on it or is even
worthy of sitting on it is an embodiment of the notion of selection/of being
“select”. The pedestal in its occupied state is a banquet for the select, the
handpicked elite. When empty it manifests the invisibility, silence and
absence of the unchosen, unwanted. It becomes a meaningless container,

triggering the desire to fill, to populate it. The display pedestal itself does

1 Donald Preziosi “Narrativity and the Museological Myths of Nationality
Museum?”, History Journal, 2009, No 1, p. 37-50.

2 Michel Foucault “Different Spaces”, in M. Foucault, Essential Works of Foucault
1954-1984, 1998, Penguin Press, London, p. 182.



not enjoy this sense of emptiness. The empty pedestal is a nameless,
formless, presence-less, pointless, meaningless mass. It only wields
power once populated. The empty/vacant and full/occupied areas on a
pedestal give meaning to and define each other. Just like the
figure-ground relationship in art... Empty/occupied are the negative and
positive spaces of museum art.

Immortal / Transient

The pedestal is occupied/full. The mythical time of this
presence/state of fullness carries the promise of immortality. In the history
of art, the full pedestal is equal to being primordial, ancient. It is at once
death itself. The museum is the graveyard and the pedestal is the
gravestone. The corpse that occupies it is...art, dying, having refused to
interpret nature, reality, an object other than itself. A “thing” that has
severed its connection to life. No longer an idiosyncratic play of
imagination, it has become fixed. It is far from the flowing, transitory,
momentary, fleeting, changing game of life. It has become a mummy,
embalmed to prevent rotting. John Cage’s 4'33" is a silent composition. It
is a sonata of giggles, sighs, sneezes and coughs disturbing that silence.
It changes each and every time, with its content left to chance. Cage is
after an experience of the harmonious play between imagination and
cognition. The pedestal remains empty. Hugo Ball’s eccentric poetry
recitals, Allan Kaprow's “happenings — assemblages of events”, Joseph
Beuys’ shamanic rituals, Yoko Ono’s theatrical rapes are all momentary.
The pedestal is empty.

Present / Non-existent

The pedestal is empty. In which case there is no art. The artist
strives to have their own unique, original, creative product inserted into
this empty space. Empty means that art is non-existent and the artist
invisible. Or the pedestal is occupied. The occupied pedestal is a



consecrating ritual. It is the transformation of museum art into an object of
desire. With it, art ceases to exist as anything but aesthetic experience. In
occupying the pedestal, it has become singular. Timm Ulrichs
exhibits-exposes himself live behind a vitrine. As the Ulrichs of flesh and
bone ceases to exist, Ulrichs-the-artist comes into being. Piero Manzoni
casually invites viewers strolling through the museum onto a pedestal. In
this act, is it the pedestal that disappears? Or the viewer? Or the museum
art that the pedestal has fetishized? In Documenta’s catalogue Robert
Smithson says, “once the work of art is totally neutralized, ineffective,
abstracted, safe, and politically lobotomized it is ready to be consumed by
society.”® Isn't art’s intrinsic autonomy against all institutions that seek to
discipline it? In that case it is a master of transforming absence into
presence, emptiness into something that is filled.

Public / Private

The pedestal is occupied. It is therefore public. Museum art has
escaped the grip of the patron, the artist, the sponsor, the collector and the
market. It is free. It can no longer be kept cooped up, hidden away in
somebody’s private fancy. What sits atop the pedestal is entrusted to the
masses. The right to criticize, view and enjoy belongs to the public.

The pedestal is empty ... it is thereafore public. It is, in Birger’s words,
a void brought about by the “historical avant-garde”.# The “Salon of the
Refused”. It is a revolt against both the conventions and the institutions of
the art world. Craig Calhoun sees the public sphere as a medium where
private interests and subjective opinions communicate, contend, affect and
shape one another around a common purpose.’ In that case the

2 Robert Smithson (1972) Documenta 5 catalogue.

4 Peter Biirger, Theory of the Avant-Garde. Trans. into Turkish: Erol Ozbek. iletisim
Publications, Istanbul, 2009, p. 55

5 Craig Calhoun, “Civil society and the public sphere”, in The Oxford Handbook of
Civil Society, Michael Edwards (ed.), 2011, Oxford University Press, Oxford,
p. 311-323.



empty/occupied pedestal is a public sphere. What is empty makes one
contemplate, indeed question absence — the non-existent. As long as the
pedestal stays empty the question of why it isn't occupied remains
hanging. Is the work of art that is to fill that void in a storage unit? Is it in
a private salon? Is it too worthless to deserve a place on that pedestal?
Even if so, who is to decide? Marcel Duchamp’s portable museum
“Boite-en-Valise” (“Museum in a Box” or “Box in a Suitcase”) contains
replicas of his previous readymades and reproductions of his paintings.
The suitcase of his choice is the kind that regular street peddlers used at
the time. He travelled around with a fake passport posing as a cheese
merchant, showing the museum in his suitcase to those interested. All
pedestals are empty... while Duchamp's street peddler’s suitcase is full to
the brim. In “Homage to New York” Jean Tinguely brought a mechanism of
his composed of pieces such as bicycle wheels, motors, a balloon, piano, a
go-cart and a bathtub into the Sculpture Garden of the New York
Museum of Modern Art. Having painted it in white, he set this machine in
motion on March 18th 1960 for one time only. It self-destructed and burst,
only to be put out with the help of the fire department. Tinguely called this
a “self-constructing and self-destroying work of art”. Rebirth through
self-annihilation supreme. Museum art exists in the co-presence of the
empty and occupied pedestal. Emptiness and presence contend and
negotiate with each other, just as they are contended for.

Emptiness is imagination. It materializes in presence.



Kamusal Alan Diye Bir Sey Var

Erman Ata Uncu

Dilek Winchester'in Bosluk ve Kaide sergisinde ziyaretciyi karsilayan
bos kaideler, sanat¢inin hentiz sergilenmemis baska bir isinin, Sanat Diye
Bir Sey Var enstalasyonunun yankilarini tasiyor. S6z konusu enstalasyon,
farkl tonlamalarla anlami epey cesitlilik gosterebilecek “Sanat diye bir sey
var” cimlesini, telaffuzun kesintiye ugratildigi bir tarzda, kekeme bir insanin
agzindan cikabilecegi sekliyle yazil olarak sunmakta. Sanat Diye Bir Sey
Var'da yazima yapilan bu miidahale, sanatin ne oldugu konusunda
mutabakata varmanin imkdnsizligini yansitirken, Bosluk ve Kaide de o

imkdansizligin hayata gectigi kamusal alana isaret ediyor.

Muzeler, ticari galeriler ya da belirli bir mekéni olmayan sanat
inisiyatiflerinin sanat eseri sergilemek icin kullanmis oldugu kaideler,
Uzerlerinde herhangi bir nesne olmadan sergilendiklerinde, ait olduklari
mekanlarin/olusumlarin kamusala dair distincelerini de peslerinde getiriyor.
Sergileme araclari, serginin nesnesine donlslyor. Nesneler yerine, olagan
kosullarda onlarin “paylasilmasina”, izlenmesine aracilik eden bu yardimci
unsurlar odaga yerlesince, s6z konusu paylasimin tzerinde durdugu
zeminin belirsizligi de somut bir hal aliyor. Tarihsel baglamda sanat eserinin
biricikligini vurgulama araci olarak kullanilan ve kamusal alana neyin
cikarilacagi kararina dayanak olan kaideler, ginimiizde kurumlarin ve
olusumlarin kamusala dair tavirlarinin gesitliligi dogrultusunda, oldukca
genis bir yelpazeden farkli isaretler tasiyabilir. Ornegdin sanatta retimin
kendisini mesele edinen bir olusumda kullanilan kaideler ile, politikasini
sanat eserini sunmak Uzerine sekillendiren bir kurumun deposundan ¢ikan
kaideler, kuskusuz farkli kamusallik fikirleri barindirirlar. Ancak Winchester,
tim bu fikirlerin ne dlciide cakisip kesistiginin pesine dismektense, s6z

konusu cesitliligi kaideler Gzerinden gorindr kilmay:i segiyor.



Kullanildiklari sergilerin hayaletlerini de beraberinde getiren bu
kaidelerin hangi kurumlara, galerilere ya da olusumlara ait olduklar
bilgisi, bilin¢li bir tercih dogrultusunda izleyiciyle paylasiimiyor. Béyle bir
bilgi, enstalasyonun odagindaki kamusallik fikrinin asadi ¢ekilmesine,
Winchester'in Depo’'nun sergi mekénina tasidigr hayaletin ayaklarinin
arzu edilmeyecek bir sekilde yere basmasina yol acabilirdi. Tam aksine, bir
zamanlar tzerinde sergilenen nesneler dahil her tirli unsurdan
arindiriimis bu kaideler, sadece kamusal bir alani mimkin kilma
iddialariyla karsimiza ¢ikiyorlar. Bu yontyle Tirkiye'de sanat baglaminda
kamusal alanin rontgen filmi de sayilabilecek bu gorintd, birtakim sorulari
da beraberinde getirmekte: Sanat sergilerini, etkinliklerini kamusal kilan
nedir? Genelgeger bir ayrim haline gelen kamusal/ézel alan karsithidi neleri
gozden saklar? Kamusal alanin sinirlari nerede cizilir? Baska bir deyisle
bu réntgen filmi, “semptomlar” dninda gorinir kilmiyor; aksine
kamusal alan fikrinin ele avuca gelmezliginin, cesitliliginin ve ¢elisik
yapisinin kanitina déntsuyor.

Jirgen Habermas, kamusal alan ile 6zel alan arasindaki diyalektik
iliskinin tarihinde kitle iletisim araclarinin ortaya cikisinin yol actig
doénlstimin ucunu kamusal alan yanilsamasina vardirir. 18. ylzyilda,
“hayatin mecburiyetlerine” yani “Uretim ve tiketim dongusine” bagli
olmayan akil yiratme faaliyeti, bir sonraki ytzyilin ortalarinda kitle iletisim
araglarinin ortaya cikislyla beraber bir tiketim nesnesine dénustnce,
kamusal alan fikrinde de bir ¢c6zUlme yasanir. Mulk sahibinin tiketim ve
Uretimin disinda bir mahrem alana sahip olmasi ayricaligiyla, insan olma
fikri Gzerine topluca akil yurutebildigi kamusal zemin, kitle iletisim
araglarinin 6zel alana sizmasiyla ¢atirdar. Kamusal alanin, mutabakata
varma amagcl fikir alisverisine dayal yapisi gecerliligini yitirir, kitle iletisim
araglarinin 6zel alanlarin icine kadar sizmasiyla hem 6zel ile kamu
arasindaki sinir belirsizlesir hem de grup faaliyetlerinin (topluca izlenen



filmler, nGfusun farkh kesimlerine ayni anda servis edilen televizyon, radyo
programlari, cep kitaplariyla beraber edebiyata erisilebilirligin artisi)
kamusallik yanilsamasi ortaya cikar.

“Bos zaman davranisi denen sey, sadece Uretim ve tiketim déngusine
dahil edilerek, dolaysizca hayati mecburiyetlerden 6zgurlesmis bir diinyayi
kurma melekesini yitirdigi icin bile, gayr siyasaldir [apolitiktir]. Bos zaman,
calisma zamanina onun tamamlayicisi olarak yapisik kalirsa, o vakit icinde
sadece 6zel isler yurGtilmeye devam eder ve bu faaliyet 6zel sahislar
arasinda bir kamusal faaliyete donligsmez.”t

Bu ortam, Winchester'in ele aldigi sekliyle kamusal alani da dogrudan
etkiliyor. Zira Habermas'in analizi isiginda, sanat eseri ile izleyici arasindaki
iliskide kamusalin nerede aranmasi gerektigi sorusunun cevabi ¢cok daha
cetrefil. Adlari belirtiimese de enstalasyonda kaideleri yer alan olusumlarin
her biri, sanatin izleyiciyle “bulusturulmasi” noktasinda, kamusalliga dair
farkl anlayislarn hayata gegiriyor. Grup faaliyeti ile kamusallik arasina cekilen
cizginin yer yer aciklayiciligini yitirebildigi bu haritada, 6zel alan ile kamusal
alan arasinda keskin bir karsitlik dngérmek de gecerliligini yitirebiliyor.

izleyicide zevk ve yikim duygularini ayni anda harekete gecirme
ihtimali bulunan sanatin,2 kamusal 6ngoérilemeyen bir noktaya cekebilme-
siyle de alakali bu geciskenlik, Winchester'in 2011 tarihli isi Kayisikent'in de
belkemigiydi. Sanatgl, bu isinde mekénsal olarak Karakdy’de yogunlasan
PVC arabalarinda, her bir sayisi farkh bir sanatgi tarafindan hazirlanan
Kayisikent fanzinini dolasima sokmus; kitle iletisim araclarinin kurulu
dizeninin haricinde, rastlasmalarla bicimlenen bir kamusal alan ihtimali 6ne
stirmustu. Bosluk ve Kaide, “Sanat diye bir sey var” cimlesi Gizerinden bu

1 Jirgen Habermas, Kamusalhigin Yapisal Dénlisiimii, cev. Tanil Bora, Mithat Sancar
(istanbul: iletisim Yayinlari, 2000) s. 281.

2 Claire Bishop, Artifical Hells: Participatory Arts and the Politics of Spectatorship
(Londra: Verso, 2012) s. 94.



ihtimallerin sanat Gzerinden nasil hayata gegirilmeye calisildiginin pesine
dusuyor. Sanatcinin tipki Kayisikent'te oldugu gibi, dnceden kurulu bir
duzenin sinirlarina ragbet etmeden, herhangi bir hiyerarsi gézetmeden
biraraya getirdigi kaideler, biraradaliklariyla kamusal alan fikrinin ele
avuca gelmezligine taniklk ediyorlar.



There Is This Thing Called
Public Space

Erman Ata Uncu

The empty pedestals or plinths meeting visitors at Dilek Winchester’s
exhibit named Attending the Void carries traces of another yet unexhibited
work of the artist’s — namely her installation There Is This Thing Called Art
(Sanat Diye Bir Sey Var). The installation in question presents the sentence
“There is this thing called art”, whose meaning varies greatly depending on
the intonation, in writing in a manner involving breaks in pronunciation, as if
uttered by someone with a stutter. While this intervention into the act of
writing made by There Is This Thing Called Art reflects the impossibility of
reaching a consensus as to what art is, Attending the Void points to the
public space in which that impossibility is enacted.

When plinths used by museums, commercial galleries or art initiatives
without a permanent space in order to display artworks are then exhibited
without any object upon them, they bring along notions of how the
spaces/organisations they belong to conceptualize “the public”. The means
of display become the object of display. When these auxiliary elements step
into the spotlight instead of the objects whose “sharing” and viewing they
would under normal circumstances enable as intermediaries, the
uncertainty or ambiguity of the ground on which this sharing rests takes on
concrete form. Having historically been employed as a means of
highlighting the singularity of a work of art and to buttress the decision as
to what merits public display, today pedestals may carry a wide range of
different markers in line with the diversity of approaches to ‘the public’
espoused by institutions and organisations. For instance, the pedestals
used by an organisation that problematizes the issue of production itself in
art and those found in the basement of an institution whose policy is based



on presenting artwork undoubtedly embody different notions of the
public. Yet rather than pursuing to what extent these notions overlap and
intersect, what Winchester prefers to do here is render visible the
diversity in question through pedestals.

Viewers are deliberately kept in the dark regarding which
institutions, galleries or organisations these pedestals bearing the ghosts
of previous exhibits belong to. Such kind of information risks dragging
down the notion of “the public” at the heart of the installation, undesirably
grounding the ghosts Winchester releases into Depo’s exhibition space.
Instead, these pedestals rendered devoid of all elements including the
objects once displayed above them, appear before us solely with their
claim to providing a public space. This sight, which may in this regard be
considered an x-ray of the public sphere in terms of art in Turkey, also
prompts certain questions: What is it that renders artistic events and
exhibitions public? What does the by now entrenched divide of public
vs. private space obscure from sight? Where are the boundaries of the
public sphere drawn? In other words, this particular x-ray film does not
immediately lay bare the “symptoms”; but rather becomes proof of the
elusiveness, diversity and contradictory make-up of the notion of
public space.

Jirgen Habermas carries his discussion of the transformation
brought about in the history of the dialectical relationship between the
public sphere and the private by the advent of mass media all the way to
saying an illusion of public space is the case. According to him, when the
act of critical reasoning which was not subject to “the cycle of production
and consumption”, that is, to “the dictates of life’s necessities” in the 18th
century turned into a commodity up for consumption with the advent of
mass media by the middle of the following century, a disintegration of the



public sphere occurred. The notion of a public, where property-owners with
the privilege of having an intimate space outside the reach of consumption
and production could collectively reason on the idea of being human, starts
falling apart as mass media penetrates the private sphere. The public
sphere’s structure based on deliberative exchange for the purpose of
reaching a consensus loses its validity, and both the boundary between the
public and private blurs as mass media penetrates the very heart of private
spaces and an illusion of public space emerges in group activities (collective
film-watching, simultaneous television broadcasts to different portions of
the population, radio programs, increasing access to literature with pocket
books, etc.).

“So-called leisure behaviour, once it had become part of the cycle of
production and consumption, was already apolitical, if for no other reason
than its incapacity to constitute a world emancipated from the immediate
constraints of survival needs. When leisure was nothing but a complement
to time spent on the job, it could be no more than a different arena for the
pursuit of private business affairs that were not transformed into a public
communication between private people.”t

This environment directly influences the public sphere in Winchester’s
sense as well. For in light of Habermas’ analysis, answering the question of
where to locate the public in the relationship between the viewer and the
artwork is an even more complicated matter. Though their names are not
specified, each and every one of the organisations whose pedestals
feature in the installation enact different conceptions of public space
within the context of bringing art to audiences. Upon this map where the
boundary line drawn between group activities and the public sphere
may at times lose its signifying power, the assumption of a stark
contrast between private and public space may also end up defunct.

1 Jiirgen Habermas, The Structural Transformation of the Public Sphere, trans.
into Turkish by Tanil Bora, Mithat Sancar (Istanbul: iletisim Publications, 2000)
p. 281.



This transitivity — also related to how art, which carries the potential
of simultaneously eliciting pleasurable, disturbing and perverse
experiences,? is able to render the public ultimately unpredictable — was
also the crux of Winchester’s 2011 piece Apricot City A4 (Kayisikent). In
this work, the artist distributed a zine — each issue of which was edited
and designed by a different artist — using PVC pushcarts, spatially
concentrated in Karakdy, thus propounding the possibility of a public
space shaped by encounters outside the established order of mass media.
Attending the Void traces how these possibilities are materialized by way of
art through the sentence “There’s this thing called art.” These pedestals, or
plinths, brought together by the artist without conforming to the rules of a
previously established order just as she did in Apricot City A4, with their very
compilation act as witness to the elusiveness of the notion of public space.

2 Claire Bishop, Artifical Hells: Participatory Arts and the Politics of Spectatorship
(Londra: Verso, 2012)p. 94.
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