Adlandiramadigimizdan daha iUstin ya da asadi olan
Onceden hic¢ gérmediJimizdir.

imenov"...ogic"

Klostrofobi, Dbiutin koktenci devrim hareketleri ig¢in temel arzu olan dogrudan

eylemin icggiidisel cabasinin aciklamasi, ©Ofkeli bir toplum tarafindan
reddedilse de, doyuma wulasma yetenedginden yoksun bir olgunun tipik bir
6zelligidir.

Klostrofobi sendromunun Dbasyapitin (chef d'oeuvre) dogasinda bulundudgunu
varsaymak vyanlis olmaz. Basyapait, bir vyandan essizligini
(tanimlanamazligini) kanitlarken, bir vyandan da metnin dis kabuguna
nufuz ederek vyorumsallik makinesini kesintiye wugratir. Bu silireg, bir biri

dstiine vyigilan sayisiz dizenin anlamsiz Uretiminin bir sonucudur.Basyapit
betimleyici dili bastirarak, so®zsltz anlama alanlarini uygulama ile godsterir.

Kaderin cilvesiyle, Dbasyapit ic¢in anlamin klostrofobisi fiziksel yalitilmaya
doniistir -bltiniyle kapali ve korunmali bir mekdn, yeni basyapitlarin ilerde
igceri girmesini engellemeye yarayan yorumsallik makinesini vayginlastiran
sanat denetcileri (elestirmenler, kiiratdrler, sanat tarihcgileri vb) ic¢in bir
tir "Gordion diguimii"ne donislr. Burada, ayirtedilmedikleri igin
basyapitlarin hizla artan sayisi, devrimci bir duruma ve mantik ilkelerinin
degismesine yol ac¢ctigi ileri sirtlebilir. Sanat denetg¢isi, bu degisimle
konumunu kaybettigi ic¢in durumu tehlikeli bulur ve genellikle "olanakli" ve
"cagdas" kategorileri ig¢inde ve tarihdisa distindigt ig¢cin de c¢agdas
stUrec¢lerin etkinlik alanlarindan silinip siiplirtilecedinden korkar. Basyapitlar
ancak, basindan beri gercekten sodylenecek bir sey olmadidi zaman ortaya c¢ikar.
Bu so6zslz alani, uygulama yoluyla anlatmak ig¢in sec¢ilen yapitlar, tarih icinde
O0ne ¢ikan basyapitlarin en uygun isaret ve simgeleridir (kare ic¢inde basyapit:
"...ioconda"-"... ... ...") ve dogrudan eylemin yikici glci (hedefin
uzlasmaz doyumunun hastalikli saplantisinin canli ornedi terminatodr).
.ioconda'nin essizligi -"... ..." resmin Ust bdélimiinde verilmistir. Bu
inlid sanat kisisinin gizemli tebessumu ve bakisinin betimlendigi bir zemindir
ve alayci sakalli-biyikla "... cen . ...". Bassiz bir vyapit sergileyerek,
onun essizligini blitiniyle bozduk, bu izleyici i¢in kisiliksiz bir zemin
onltinde bir kutlamaya donltsti. Ayrica bassiz ...erminatdr, kendi hastalikla
diizenini kendi ig¢ine almaktan yoksun birakilmis i¢i bos bir pik demir kitledir.
Tavan, basyapitin sergilenmesinin olanaksizligini fiziksel olarak
kanitlar ve dogrudan eylemin c¢oziclisiinin basinin kesilmesi (hadim edilmesi),
yorumsallik makinesinin simgesel baskisini betimler. Yorumsallik makinesi

"Onceden hi¢ gdormedigimiz"i bizden gizler. -aklin gozbebedinin ic¢ine
stUriiklenerek giren solucan. Bu bilgilendirme (ya da adlandirma) hareketi
enstalasyon i¢in ayni anda "tavanin {izerinde" bulunan s&zsliiz alanlari
sergileme olanaksizligda -ve baslarin askin tegis-tokusu (ylizeyin

maddeleserek koun olmasi ve kuntun maddelesmesini yitirerek ylizey olmasi,
yvaygin kiltirin elit kiltire tasmasi ve tersi, Dbasyapit ortaya c¢ikmasinin bir
metaforudur) .

Basyapit boylece gbzden kaybolur ve fiziksel olarak elle tutulamaz.

Bu projenin sosyo-politik oldudgu kadar simgesel diizlemde okunabilmesinin
nedeni de budur. Sanatg¢inin mekédnsal denemelerine ayrilan duvarlar, zemin
ve tavan, ayni zamanda, devrim tasiyicilarini, "ylkseklik siniri"na
baglayan sistemin zorlamasi olarak da gdrilebilir. Galeri, miize ya da
uluslararasi sergiler gibi kurumlar, sistemli gerekirciligi kirabilme
girisimlerini engellemeye zorlayan dizenin blitinlestirici tasariminin
bir parcasidir. Yapilacak ilk is uymamaktir. Bu isi basarabilmek ig¢in



olabildigince iddiali olmak ¢ok Onemlidir ve bundan &tird uygun olmayan

artefaktlar lretmek yerine (anlamdan yoksun olmasa da bu yalnizca udslupsal
egilim olabilir) ig¢ine sikistirilamayacak siradan artefaktlar sergilemek
gereklidir. Gercekte, eger ...iocanda "... " ve ...erminatdr sergi

mekéninin ortasinda sergilenseydi, Dbu QellSkl ortadan kalkardi; ama tavanin
altindaki iddiali konum, bize demagojik olarak sistemin Dbaskisini zorla
kabul ettirir. Cagdas c¢evre ig¢inde, basyapit, ona ayrilan mekdna
uyamaz, uymamalidir, o baska diunyalarda var olur.

Bu makale olmayan baslidi ve biuytuk harfleriyle, bu enstalasyona en uygun sozli
denklemi temsil eder.

Not. Cagdas sanat sisteminin islevine derin givensizlidimizin
yansitilmasinda, haklarimizi bitin o6zgirltigd ile tutuyoruz. Bu sergi
sirasinda bir gdsteri biciminde olabilir.

smolovski

"Higher and lower than that which we cannot name
Is that which we have never seen."
imenov"...ogic"

Claustriphobia is the manifestation of the instinctive striving to direct
action, the principle desire, fundamental to all radical gestures of the
revolutionary; it is characteristic of phenomena which are incapable of being
content while rejected by an angry society.

We have, every right to assume that the syndrome of claustrophobia
is immanent to the chef d'oeuvre. While asserting its uniqueness
(unidentifiability), the chef d'oeuvre penetrates the outer shell of the text
and disrupts the interpretational machine. This process is the result of the
meaningless production of countless versifications which lose their value by
being laid on top of each other. The chef d'oeuvre represses descriptive
language and demonstrates non-verbalized areas of understanding.

By an irony of fate, the claustrophobia of meaning for the chef d'oeuvre is
transformed into a physical isolation -a place for it is ab enclosed,

thouroughly defended space, where it becomes a sort of "Gordian knot" for
the overseers of art (critics, curators, art historians, etc.), who
then deploy their interpretational machine in order to prevent the future

acces of new chefs d'oeuvre. There is every reason to assert that the over-

abundance of chefs d'oeuvre due to lack of discrimination leads to a
revolutionary situation, to a change in the principles of reason. The overseer
is threatened by this change with the loss of his status; he is afraid of
being wiped from the map of contemporaray processes because he thinks within
the categories of the "possible" and the "contemporary", and his thinking

is essentially ahistorical. The chef d'oeuvre comes into existence when, from
the very first, there is literally nothing to be said. The works chosen to
demonstrate this non-verbal realm represent the most adequate signs-aymbols of
the historically embodied chef d'oeuvre (the chef d'oeuvre in the square:

"...ioconda" - "... . ce .") and of the destructive energy of direct action
(...erminator as the 1hcarhatlon of maniacal preoccupation with the
uncompromised fulfilment of a goal). The uniqueness of the ...ioconda -".

." 1is concentrated in the upper half of the painting. The image of the
head of this famous art- personage 1is merely a ground for the



representation of the mysterious smile-gaze of the ...ioconda and the ironic

moustache- beard "... ce ... ...". By exhibiting a headless chef d'oeuvre we
completely destroy its uniqueness, which is transformed for the viewer into a
celebration againt an impersonal background. The headless ...erminator 1is
also an empty pig-iron Dblock deprived of the receptacle for its own
maniacal programme. The ceiling, as physical substantiationof the
impossibility of exhibiting the chef d'oeuvre and decapitation (castration) of
the catalyst of direct action, represents the symbolic repression by the

interpretational machine which hides from us "that which we have never seen".
-the worm that slithers into the apple of the mind's eye. This gesture of
instruction (or naming) also provides this installation with the basis for
simultaneously demonstrating the impossibility of exhibiting non-verbal
spheres which are lived "above the ceiling”" -and the transcental exchange of

heads (the materialisation of surface 1into solidity, and the
dematerialisation of solid into surface, the overflow of mass culture into
elite culture and vice-versa, etc. are thus a metaphor for the chef

d'oeuvre's origination). The chef d'oeuvre slips away, cannot physically be
contained, which 1is why this project can be read on a socio-political as
well as symbolic level. The walls, floor and ceiling assigned to the artist's
spatial experiment can also be seen as dictated by the system which ties the
carrier of revolution to the "limits of height" The institutions such as

the gallery, museum or international exhibition are part of a

system's totalizing project imposed in order to hinder attempts at breaking
with systemic determinism. Possible chefs d'oeuvre are physically isolated.
The first task is not to fit in. It is very important to be as pretentious as
possible in the fulfilment of this task, and therefore it is essential not to
produce artefacts which do not fit (that would be merely a stylistic approach,
though not devoit of meaning), but to exhibit normal artefacts which cannot be
squeezed in. And in actual fact, if the ...ioconda "... ... exhibition

space, the conflict would be removed; but the pretentious positioning
beneath the coiling demagogically shows up the regressive dictates of the
system. In the contemporary environment, the chef d'oeuvre must not and
cannot fit into its assigned space. It exists in other worlds.

This article, with its missing capital letters and title, represents

the most apposite verbal equivalent to this installation.

P.S. We reserve the right to complete freedom in our expression of deep
distrust in the functioning of the contemporary art-system; this might take the
form of a performance at this exhibition.

smolovskii



