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Onsoz

Bilimsel bilginin kdgit kalemle edinildigi cok enderdir.
Yeni teknolojilerin, deneyin, 6zellikle de beklenmedik
deney sonuclarindan kaynaklanan basarisizliklarin de-
neyimlenmesi gerekiyor. Laboratuvar ise buna mekéan
olusturur. Deney diizeneklerinde rastlantinin payi he-
saba katilsa da bu ortam cogu zaman bilimadamlari
icin gbdzlerden uzak yapilan ara stirmanin disa kapali
mekanini olusturur. Sayisiz sanat¢i bu uygulamayi be-
nimseyerek devraliyor, gelgelelim bunu yaparken de
sinirlari kaldiriyorlar: Laboratuvara giriyorlar ama te-
mel 6zgdrlikleri kullaniyor ve kendi calisma bigimleri-
nin gelenekci olmayan yapisindan yararlaniyorlar. Ka-
tegorizasyon ve hiyerarsinin 6tesinde, bilimsel
sinirlarin icinde kalarak yeni bilgiler Gretmek adina ce-
sitli arastirma alanlarinda deneyler yapiyorlar ve ser-
best eylemlerde bulunuyorlar. Sonugta sanat eserinin
estetigiyle sinirl kalarak sanatcilarin, bu yontemle kla-
sik bilim kavramini ne denli geni sletebilecekleri ve bu
sekilde yeni bilgilere erisip erisemeyecekleri ya da bel-
ki “deneme yanilma sireci” icinde elle tutulur goézle
gorulur hatalar Uretip Gretmedikleri, 2010/11 ars viva
“Laboratuvar” 6dulini alacak sanatgilarin secimine
eslik eden sorular arasindaydi.

Ars viva sanat 6dili 1953 yilindan bu yana Kulturkre-
is der deutschen Wirtschaft tarafindan, Almanya’da

yasayan ve gelecek vaat eden genc sanatcilara veri-
liyor. Yarisma her yil, giincel sanattaki son egilimleri
dikkate alan farkl bir arastirma konusu seciyor.. Sim-
diye dek secilen “Zaman”, “Sahneleme” ve “Tarih”
gibi konularin ardindan 2010 yilinda “Laboratuvar”
kavrami secildi ve buna bagl olarak sanat yaratma-
nin pratigi, 6zellikle de deney bicimleri ve deney alan-
lar1 ve sanat Uretiminde raslantinin rolu gibi sorular
da tum secim sirecine e slik etti.

Juri bu ¢ok katmanli konuya bir guinlik bir atdlye
calismasi ile hazirlandi. Atélye calismasinda labora-
tuvar kavrami, sanat tarihi agisindan incelendigi gibi
sanatsal ve kiiratoryel bakis acisiyla da degerlendi-
rildi. Nina Zschocke, “Laboratuvarda direnis — labo-
ratuvardan gelen direnis” adli bildirisinde, 1960’lar-
dan itibaren misafir sanat¢i programlariyla daha
dogrusu “Sanatci Laboratuvari” gibi programlar cer-
cevesinde artan oranda tesvik edilen sanatcilarin, bi-
limsel laboratuvarda vakit gecirmelerinden bahsetti
ve 6zel érneklerden hareket ederek bu disiplinlerara-
s1 alisverisin sonucunda ne tiirden cakismalarin ve
bunlarin neticesinde hangi olanaklarin dogabilecegi-
ni tartisti. ars viva 6dilli sanatgi Christoph Keller,
“Observatorium versus Laboratorium” [Laboratuvara
karsi Gozlemevi] adli bildirisinde laboratuvar kavrami-
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na kendi eserleri tUstlinden yaklasti: Wilhelm Reich’in
1953/54 yilinda gerceklestirdigi ve “Orgon Enerjisi”
yardimiyla atmosferi etkilemenin olanaklarini arastir-
dig1 bilimsel deneyinin bir tekrari olan Cloudbuster
Project (2003) adli eserinde kendi yaptigi bir techi-
zat yardimiyla kendini bir “yagmur yagdirici”’ya do-
nistlirmeyi basardi ve goriinise gére New York ha-
vasindan ve meteorolojistlerinden daha atik davrandi.
Keller bunun yani sira gézlemevlerinde bilincli olarak
yaratilan ve laboratuvarlarda tiimiyle gecersizmis
gibi gériinen gézlemle olan mesafeye de dikkat ceki-
yor.

Peter Friese 2007 yilinda kiratorlugina yaptigi
ve Neue Museum Weserburg Bremen’de acilan Say
It Isn’t So. Naturwissenschaften im Visier der Kunst
(Oyle Olmadigini Séyle. Sanatin Isiginda Dogabilimleri)
adli sergideki bazi érneklerden yola cikarak, bicimsel
durumlari itibariyle bilimlerden esinlenmis olan ¢esit-
li sanatsal yaklasimlari tartisiyor. Bu sergi genc sa-
natcilarin bilimsel ara stirma ve laboratuvar kosulla-
rinda ¢alismaya olan ilgilerinin son yillarda ne denli
artti gini ve bundan hareketle 6rnegin sadece biyolo-
ji ve fizik gibi dogabilimleriyle ilgili sorular sormakla
kalmayip, sanat tarihsel ve sosyal konulari da arastir-
diklarini cok etkili bir bicimde ortaya koymustur.

Kirator, elestirmen ve sanatgcilarin yani sira Gre-
mium Bildende Kunst [Glzel Sanatlar Kurulu] Gyeleri
de ars viva 2010/11 6dilu icin dnerilerde bulundu.
Juri, 6nerilen otuz dokuz sanatci arasindan t¢ gunliik
bir calisma ve iki asamali bir eleme yéntemiyle Nina
Canell, Klara Hobza, Markus Zimmermann ve Andreas
Zybach’i secti.

Nina Canell, 1979°da isveg’in Véxjo kentinde dogdu,
irlanda’daki Dun Laoghaire Institute of Art, Design
and Technology’de okudu.

Teknoloji ve doga arasinda bir yerde duran kiril-
gan enstalasyonlari cogunlukla dogabilimsel deney
diizeneklerini andiriyorlar: Canell isik, hava ve su gibi
elementleri cesitli malzemelerle birlestirerek bunla-
rin bir sergi suresince gecirdikleri maddi halleri sa-
natsal arac olarak kullaniyor. Kullandigi malzemeleri
elektrikle birlestirerek, 6rnegin ses ve sis Ureterek,
degisim siirecini izleyici i¢in duyulur ve gériliir hale
getiriyor. Boylelikle, siirekli bir degisim icinde olan
heykellerinin kisa dmurluligine dikkat cekiyor ve bir
yandan da calismalarina bazen gizemli ve siirsel olan
bir boyut kazandiriyor.

Klara Hobza, 1975 yilinda Cek Cumhuriyeti’nin Pilsen
kentinde dogdu, New York Columbia Universitesi ve
Minih Akademie der Bildende Kiinste’de okudu.

Performans ve sanatsal anlatilarinin ¢ikis nokta-
sini, sanatcinin bizzat yiklendigi, sakaci, kimi zaman
da goziipek gorevler olusturuyor. Ornegin, Avrupali
sigircik kusunun Amerika kitasi “istila”sini, bu tire
ait yirmi kusu, anavatanlari ingiltere’ye geri géndere-
rek, durdurmay deniyor. Baska bir 6rnekte ise, nere-
si oldugu bilinmeyen buyuk bir kentte, dis dinya ile
iliski kurma denemesi olarak, yanip sénen isiklar sa-
yesinde Mors alfabesiyle mesaj aktarimi yapiyor.
Tum bu eylemlerin ortak noktasi, iclerinde cok kiicuk
bir basari sansini barindiriyor olmalaridir. Bu sirada
harcanan karsiliksiz caba, sanatcinin cesitli video,
bildiri, cizim ve enstalasyonlarla belgeledigi tzere,
eylemin planlanan asil hedefe ulagsmasindan cok
daha heyecan vericidir.

Markus Zimmermann, 1978 yilinda Almanya’nin Han-
nover kentinde dogdu, Miinster Kunstakademie ve
Braunschweig Hochschule fir Bildende Kiinste’'de
okudu.

Sanatsal calismalarinin merkezini —aracg-gerecin,
dogal nesnelerin, sanat ve elisi Grlnlerinin hiyerarsi-
den yoksun mekani ve birikimi olarak— merak odala-
rina duydugu hayranlik olusturuyor. Zimmermann’in

“seyir kutular1”, basit malzemelerden yapilmistir, hem
ise yarar cisimler hem de performatif nesnelerdir ve
izleyiciyi atmosferi oldukca yikli minyatir mekanla-
ra girmeye davet ederler. Ayni zamanda da malzeme,
Istk ve mekan algisiyla mimarinin ic ve dis iliskilerinin
etkisi arasindaki iliskiyi sorgular. Seyir kutularinin
yani sira sanatci, 6zellikle modern urinler diinyasin-
dan devsirdigi cisimlerin islevlerini degistirip kumas-
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larla kapliyor ve bu sayede onlarin bagka bir anlam  Katalogun yazarlar Anette Hisch, Friedrich Meschede,
kazanip yeni éykuler anlatmalarini sagliyor. Dieter Roelstraete, Christiane Schneider ve Gregory
Volk’a, 6dil kazanan sanatcilarin eserlerine yepyeni
Andreas Zybach, 1975 yilinda isvicre’nin Olten ken-  bir gdzle bakmamizi sagladiklari ve sanatcilarin calis-
tinde dogdu, Ziirih Hochschule fiir Gestaltung und  ma bicimlerine dair derin izlenimler kazandirdiklari
Kunst’ta ve Frankfurt am Main’deki Stattliche Hoch- igin tesekkur ederiz.
schule fur Bildende Kiinste, Stadelschule’de okudu. Ayrica, “Laboratuvar” konusunda sanatci 6neri-
Zybach 6zellikle teknoloji ve bilim agisindan énemli  sinde bulunan kiiratér, sanatgi ve elestirmenlere de
sorularla ylzlesiyor ve bundan hareketle, bilimsel de- tesekkiiriiborgbiliriz. Kunstsammlungen Chemnitz’in
neylerin toplumsal boyutunu ve Utopik karakterini y&neticisi Ingrid Mdssinger‘e, Kunstsammlung-
her zaman kapsayan, mekani dolduran, bazen de in- en Chemnitz’in kiiratérii Anja Richter’e, SALT’In
teraktif olan enstalasyonlar gelistiriyor. Projelerini  Arastirma ve Programlar Direktorii Vasif Kortun‘a,
ortaya koyarken yapilar, sistemler ve bunlarin teme- SALT’In Arastirma ve Programlar Yoneticisi Novem-
linde yer alan dislince bicimleriyle yakindan ilgileni- ber Paynter’e, Kunstmuseum Stuttgart’in yoneticisi
yor; ayni zamanda da yaratan, izleyen ve eser arasin- Ulrike Groos’a, ve Kunstmuseum Stuttgart’in kira-
daki paylasima olan ilgisi de belirleyici bir rol oynuyor. téri Daniel Spanke’ye, Gremium Bildende Kunst
Sanatgl, 6rnegin yerfistigi ya da dubel ve badlanti  Uyeleri Till Casper, Susanne Ehrenfried, Ulrich Gun-
parcasi olarak is géren havug gibi, sergi siiresi bo- tram, Andreas Hélscher, Andra Lauffs-Wegner, Ulri-
yunca yaslanmaya yiliz tutan organik malzemeleri ch Sauerwein ve Michael Tacke’den olusan jire tye-
kullanarak, enstalasyonlarinin degisimini bilincli ola- lerine tesekkir ederiz.
rak hesaba katiyor. Bu yilin 6dilini alan sanatgilara, Nina Canell,
Klara Hobza, Markus Zimmermann ve Andreas
Zybach’a sergi ve kataloglarin hazirliginda yogun kat-
kilarda bulunduklari ve esin verici, glcli beraberlik-
leri icin 6zel tesekkirlerimizi sunariz.
ars viva 2010/11 Laboratuvar’in Kunstsammlun-
gen Chemnitz ve Istanbul’daki SALT Beyoglu ve
Kunstmuseum Stuttgart tarafindan konuk edilme-
sinden cok hosnutuz ve her (¢ sergi icin de basarilar
diliyoruz.

Arend Oetker
Stephan Frucht
Katja Mittag
Antonia Ruder



Nina Canell Fellow Ribs, 2009
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Sanatglnln calisma ortami genellikle “atélye” olarak
adlandirilir. 18. yiizyllda Fransizcadan devralinan bu
kavram bir zanaatcinin isligi anlamina geliyordu. Eski
Fransizca'daki astelier sézcigl bir talas yiginini dile
getiriyordu — atelier sézcugunin ilk kullaniminda ise,
icinde rende yapilan ve yerlere talasin dékuldagu bir
marangozhane kastediliyordu. Bunca zaman sonra,
sanatgcilarin Erken Yenicag’da kendilerini el isciligin-
den kurtarmalarinin neredeyse Ugyuz yil ardindan,
Fransizca ve Almancada bu alana ait olarak gorulebi-
lecek bir kavramin kendini yeniden dayatmasi sasir-
tici olabilir. Clinkii ingilizcede, Latincedeki “azimle
ugrasmak” ve “bilimsel olarak arastirmak” anlamina
gelen studere’den tiretilen studio kavrami sanatsal
yarati mekanini adlandirmak icin tercih ediliyor. Bu
adlandirma, pictor doctus (insancil sanatci) ve pictor
ingeniosus’u (dahi sanatci) Ulkisellestiren, sanatciyi,
salt Uriin yerine kendisine ait zihinsel kiiltiirel zengin-
liklerin yaraticisi olarak gérmeyi saglamak lizere
6nemli bir adimin atilmasini temsil eder.

Modern ¢agin sanatcilari, 19. yizyilin sonuyla 20.
ylzyilin basinda, akademilerde 6gretilen ve 6greni-
len ve eskiden kalma ressam atolyelerinin mirasi olan,
her tiirli bicimde resim yapabilme hunerini, tutarli bir
bicimde minimumda tutmuslardi. Henri Matisse’in mi,

Piet Mondrian’in ya da Andy Warhol’'un mu daha usta,
daha basarili ve daha hatasiz olduklari sorusu tutucu
ve avangart sanat elestirmenleri arasinda siddetle
tartisildi. Yeni ve modern gercekligin paradigmasi
olan dogabilimlerinin ortaya cikisiyla birlikte 19. yiz-
yilda sanatcilar da kendilerini bagka sekilde tanimla-
maya basladilar. Bu ise paradoksal bir bicimde sanat-
sal temsilde daha biyuk bir kesinlige yéneltmedi,
aksine tam da bu temsiliyetin kendisi sorgulanmaya
basladi. Sanat¢i Willi Baumeister, sanati 6teden beri
ifade eden bu tutumu, Das Unbekannte in der Kunst
(Stuttgart, 1947) adh kitabinda savas sonrasi
Almanya’da sanat cercevesinde tartismaya acti. Sa-
natci, hem kendi hem de hepimiz adina calisarak,
ufku genis bir kasif, insani potansiyelin bir arastirma-
si olan kendi yaraticiiginin gizli topraklarini kesfeden
biri haline geliyordu. Bu fikir glincel sanatta cok daha
kolay uygulanabilir; sanatcilar resmin ya da heykelin
klasik bicimlerinin 6tesine geciyorlar ve her tir uy-
gun arag¢, malzeme ve yontemi kullanarak, birbirin-
den farkl olasi sanat yapma bicimlerini kesfediyorlar.
ars viva 2010/11, “laboratuvar” konusunu sece-
rek, laboratuvar kosullarinin sanatsal tretim ve calig-
ma bicimleri acisindan sanatcilar lstiinde nasil bir
etkisinin oldugunu arastirmayi amachyor. Bu yil juri-
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nin maksimum sayida dért sanatciyi, Nina Canell,
Klara Hobza, Markus Zimmermann ve Andreas
Zybach’i édillendirmesinin nedeni de belki bu son
derece 6zel egilim ve sanat odakli yaklasimlardir.
Laboratuvarlarda islenen sey ne denli cesitlilik arz
ediyorsa, sanatcilar da o oranda genis bir yelpazeyi
olusturuyor. Laboratorium kavrami, “arastirma
bolimi”’nden farkl olarak giiniimiizde hala “fiziksel
malzemelerle yapilan pratik ugras” gibi ikna edici bir
cagrisima sahip. Oyle ki, izleyiciler, kendi yapacak-
lan kesfi kendileri yonetebilecekler, sanatcilarin car-
pici isleri Uc¢ farkli sergi mekaninda sergilenecek.
Laboratuvar, beyaz kiip yapinin, icinde sanat eserle-
rinin birer seyir nesnesi olarak yer aldigi, kékeni gor-
kemli galerilere sahip saray binalarina dayanmayan
modern sergi salonunun da ilk érnegini olusturuyor.
izleyiciye bir “laborant” rolii biciliyor ve en st dii-
zeyde aydinlatilan nesnelerin anlamini kesfetmek
adina bir denek olarak kendisini kullanabiliyor. Sanat-
la karsilasma bir 6grenme deneyimine donisiyor,
sanatin kendisi ve sanatin izlenmesi bu laboratuvar
sergide birlesiyor.

Chemnitz

Kunstsammlungen Chemnitz (Chemnitz Sanat Kolek-
siyonlari), Richard M&bius tarafindan tasarlanan ve
1909’da acilan binada yer aliyor. Miizenin 1866’dan
itibaren bliylyen koleksiyonu 18. ylizyll sonu resmi
ve 19. ylizyil ortasi heykeliyle basliyor. Koleksiyonun

agirlik noktasini 19. ve 20. yiizyil olusturuyor. Uygu-
lamali sanatlar, koleksiyonun en heterojen repertu-
vari; 4.-8. yizyil arasina ait Kipti kumaslarla,
Avrupa’nin é6nemli tekstil, afis ve duvar k&gidi kolek-
siyonlarini iceriyor. Modernizmin ortaya ¢ikmaya
basladigi tarihlerde, rastlantisal olarak koleksiyonun
genislemesi icin yeterli mali kaynak vardi.

Naziler déneminde kaybolan yaklasik 1000 adet
sanat eserinin boslugunu doldurabilmek icin Kunst-
sammlungen Chemnitz 1995’ten bu yana cesitli
vakiflarin da yardimiyla Edvard Munch, Karl Schmidt-
Rottluff, Erich Heckel, Wilhelm Lehmbruck, Max
Beckmann gibi sanatgcilarin sayisiz resim ve heykelle-
rinin yani sira Lyonel Feininger’in kagit Gstiine yapti-
g1 Ug yuz isi satin aldi.

Kunstsammlungen Chemnitz’in Dogu Almanya
dénemindeki zor zamanlarinin ardindan, 1990 yilin-
dan itibaren, aralarinda Gisela ve Dr. Wolfgang Fliigge
(1985-2005 yillarindan toplam 586 eser) koleksiyonu ve
Georg Baselitz, Anthony Cragg, Raimund Girke, Jorg

Immendorff, Imi Knoebel, Markus Lipertz, Giinther
Uecker, Norbert Tadeusz, Andy Warhol ve Gerhard
Wittner’e ait resimlerin de yer aldi1 sevindirici ba-
gislar yapilmaya basland..

Kunstsammlungen Chemnitz, 2001 yilinda
Almanya’nin yeni eyaletlerindeki devlet capinda
onemli kiltir kurumlarini listeleyen Mavi Kitap’a
dahil edildi ve 2002’den bu yana da Konferenz
Nationaler Kultureinrichtungen’nin (Ulusal Kaltur
Kurumlari Konferansi) Uyesidir. 2003 yilinda
Hamburg’daki Lebendige Stadt adl vakfin verdigi
“canli miize ve modern kdltlir kurumlar arasinda en
iyi konsept” odulunu aldi. Edvard Munch ve Pablo
Picasso gibi klasik modern sanatcilarin katildigi
iddiali sergilerin yani sira cagdas sanat eserlerinin
yer aldigi sayisiz sergi de uluslararasi ilgiyle
karsilandi; 6érneg@in Bjern Nergaard — Mythos und
Morphologie, Avustralya, Gliney Afrika ve Cin Halk
Cumbhuriyeti’nden cagdas fotograf sanati sergileri
ve Bob Dylan‘in diinya ¢apinda ilk mize sergisi olan,
2007 tarihli Bob Dylan. The Drawn Blank Series ser-
gisi. Duzenli olarak gerceklestirdigimiz 6zel gincel
sanat sergileri dizisi kapsaminda, “Laboratuvar” ko-
nulu ars viva 6dilind alan sanatgilari ilk durak olan
Chemnitz’te sunabilmekten cok mutluyuz.

Istanbul

2001 yilinda kurucu ve yonetici Vasif Kortun tarafin-
dan hayata gecirilen Platform Garanti, sergiler, mi-
safir sanatc¢i programi, konferans ve acik oturumlari,
genis sanatcl arsivi ve kiutliphanesiyle Tlrkiye ve
dinyada 6nde gelen gilincel sanat kurumlarindan biri
oldu. Bu girisimlerle Platform, ézellikle glincel sanat
ortaminin yeni yeni olusmaya basladigi ve fakat ye-
terince destek olanagi saglayamayan ve desteklen-
meye acik kurumlara odaklandi.

Arastirma olanaklari Platform Garanti’nin kurum-
sal yapisinin temelini olusturdu. 16.000’den fazla
yayiniyla en zengin giincel sanat arsivlerinden ve
kitiphanelerinden birini kurdu. Bu énemli merkez
yerel sanatgilar, arastirmacilar ve akademisyenler
icin bir kaynak olmaya devam ediyor. 2003’te hayata
gecirilen istanbul Misafir Sanatci Programi ile Plat-
form bircok uluslararasi glincel sanatci, sanat eles-
tirmeni ve kiratorid alti aya varan siireler boyunca
istanbul‘da misafir edip burada arastirmalarini ve
uretimlerini siirdirmelerini ve hatta eserlerini sergi-
lemelerine olanak sagladi. Platform gecen on yillik
sirede istanbul’da ve yurtdisinda 140’in {izerinde



Sunus

17

konferans gerceklestirdi. Bunlarin arasinda Balkan-
lar ve Orta Dogu’dan sanat profesyonellerini ilk defa
bir araya getiren “South... East... Mediterranean...
Europe” (Glney... Dogu... Akdeniz... Avrupa) 2003,
“The Next Documenta Should Be Curated by an
Artist” (Bir sonraki Documenta’nin kiratorligu bir sa-
natcl tarafindan yapiimali) 2004 ve “Archiving Disap-
pearance” (Yokolmay! Arsivlemek) 2006 gibi konfe-
ranslar var. Ayrica Platform, istanbul’da ve
yurtdisinda ellinin Uzerinde sergi gerceklestirdi;
bunlarin arasinda tek-kisilik sunumlar, Uluslararasi
istanbul Bienali ile ortak calismalar ve hem Platform
blinyesinden hem de misafir klratérler ile diizenle-
nen karma sergiler yer aliyor.

Giincel sanat diinyasinda edindigi konumun 6ne-
mi itibariyle bircok édil kazanmakla beraber, ulusla-
rarasl arena ve sanat yayinlarinda da Platform’dan
dévguyle bahseden bircok yazi yayinlandi. Platform
2004’te yerel ve bolgesel kiltiiriin gelisimine yaptig
katki sayesinde Avrupa Kiltir Vakfi’'nin ellinci yil
édulinua kazanma gururunu yasadi. 2003’te diinya-
nin en 6nemli kdr amaci gitmeyen on kurulusundan
biri olarak faaliyetlerini paylasmak izere Helsinki‘nin
Kiasma Giincel Sanat Miizesi’nde diizenlenen “Insti-
tution®” sergisine davet edildi. Platform ayrica
2006’da Londra’daki Frieze Sanat Fuarr’'ndaki Frieze
projelerine katilmaya davet edildi ve 2008’deki SITE
Santa Fe Bienali’ne katilan on bes kurulustan biriydi.

Platform, 2007 yilinda sergi programina ara verip
2010 yilinda bu isim altindaki faaliyetlerini resmf ola-
rak durdurdu. Platform’un gecmis faaliyetlerini,
Garanti Kiltir A.S.’nin diger iki kurumuyla, Garanti
Galeri ve Osmanli Bankasi Arsiv ve Arastirma
Merkezi’yle birlestirmek amaciyla 2008°de istiklal
Caddesi’ndeki mekaninda kapsaml bir tadilat calis-
masi baslatildi. ars viva 10/11 bu yeniden sekillendiri-
lip isimlendirilmis kurumun acilisindaki ¢ sergiden
biri olacak. Bu yeni kurumun, iki binayi (ikinci bina
Galata'daki Osmanli Bankasi Genel Mudurlagu) kapsa-
yan genisletilmis sergi galerileri; tam erisime acik ka-
musal bir kiitiphanesi; arsivi, oditoryumu ve atélye
alanlari mevcut. Bu seneki ars viva’nin konusu olan
“Laboratuvar”, sanat dallarini, mimariyi, tasarimi, ikti-
sadi, sehirciligi ve sosyal tarihi birlestirerek bu yeni
kurumun gelecekteki disiplinlerarasi yaklasimina uy-
gun bir tema olusturuyor. ars viva 10/11 kurum icin,
disiplinler arasindaki sinirlar ile arastirma ve
inceleme metotlarini ele alip sorgulayacak bircok
projenin ilkini teskil ediyor.

Stuttgart

Kunstmuseum Stuttgart genc bir mizedir. Kentin
sanat koleksiyonlari, bir zamanlar Stuttgart kenti
Wirttemberg Kralligr’nin baskentiyken kurulmustu;
Kunstmuseum Stuttgart’in kékeni buraya dayaniyor.
Miizeye 1913 yilindan énce herhangi bir alim yapil-
mamistir; Stuttgart’a disaridan gelen Marche della
Valli di Casanova’nin Suabiyali izlenimcilerin resimle-
rini hediye etmesiyle kent 1926 yilindan itibaren
yogun bir bicimde sanat eseri toplamaya basladi.
2005 yilinda Stuttgart kentinin eski galerisi nihayet
kendine ait bir binaya tasinabildi. Bu ise, yapinin ge-
nisletilerek “Kunstmuseum Stuttgart” (Stuttgart Sa-
nat Mizesi) adi altinda bir bakima yeniden kurulusu
anlamini tasiyordu.

O ginden bu yana da 6érnegin Adolf Holzel, Willi
Baumeister, Johann Itten ya da Oskar Schlemmer
gibi Stuttgartl avangartlarin eserlerinden olusan ko-
leksiyonunu sergileyerek modern bir cizgi ortaya
koymustur. Ayrica buna ek olarak, 14.000 eserin ize-
rindeki envanteriyle, diinya capindaki belki de en bi-
yuk Otto Dix koleksiyonuna da sahiptir. Koleksiyonun
Ucunci guclu ayagini Dieter Roth’a ait bir dizi is mey-
dana getiriyor. Klasik modern ve giincel sanata dair
sayisiz serginin yani sira, Stuttgart, orta Avrupa ve
tum diinyadan gencg sanatcilarin eserlerini de sik sik
sergiliyoruz.

Nina Canell, Klara Hobza, Markus Zimmermann
ve Andreas Zybach’in iglerinin yer aldigi ars viva
10/11 — Labor / Laboratory sergisi de bu nedenle
programimiza cok uygun. Ote yandan Kulturkreis der
deutschen Wirtschaft, bizi de “ars viva kuruluslari”
na davet ettigi icin cok memnunuz. Bu yilin sergi ko-
nusu da kurumumuz icin ¢ok uygun, ¢linki 20. yiiz-
yilda Stuttgart Akademisi’nin belki de en 6nemli sa-
natcilari olan Adolf Holzel ve Willi Baumeister de
oldukca deneysel eserler ve teoriler Urettiler. Akade-
minin 250. yili ile eszamanli acilan Kunst ist eine Wis-
senschaft (Sanat bir bilimdir) adl sergiyi bu iki sanat-
ciya adiyoruz. Hoélzel ve Baumeister de geng ars viva
sanatcilarina yakin olmaktan hi¢ kuskusuz ki mutlu-
luk duyarlardi.

Mizeler 6ncelikle, adaylik 6ncesinde biyik bir
isteklilikle jurinin karsisina cikan tim sanatcilara
tesekkur ediyor. Kendileriyle fikir alisveriginde bulun-
mak son derece ilham verici ve yararlydi. Ozellikle
de secilen sanatcilar Nina Canell, Klara Hobza, Mar-
kus Zimmermann ve Andreas Zybach’a tesekkir ede-
riz. isleri dylesine giiclii ve etkileyiciydi ki, bir Kul-
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turkreis Uyesinin 6zel katkisiyla, dérdinci bir
sanatcglyl daha 6dul kirsusline ¢ikarmak mimkin
olabildi. Bu sanatcilarin katihm ve yaraticiliklari, bir-
birinden oldukca farkl tic miizede birbirinden timuy-
le farkli ti¢ sergiye temel olusturdu; 6dilli sanatcila-
ra buradan bir kez daha tesekkiir ederiz. Ayni
ictenlikle, sadece ars viva 6diluni vermekle kalma-
yip 6dil alan eserlerin sergilenmesinde de etkin bir
bicimdecalisanKulturkreisder deutschenWirtschaft’a
tesekkiir ederiz. Arend Oetker baskanhgdindaki Gre-
mium Bildende Kunst bu dénem igin ic kurumumuzu
secti ve her oturumu azim ve tutkuyla yonetmekten
cekinmedi. Davetli danismanlar Nina Zschocke, Ch-
ristoph Keller ve Peter Friese’ye, sanatin bir metafo-
ru olarak “Laboratuvar” konusu icin milkkemmel bir
calisma ve tartisma zemini yarattiklari icin cok te-
sekkir ederiz. Calismalarimizin, bu katalogda géri-
ndr kilmaya calistigimiz sonuglardan ve lic sergiden
olcebileceginiz basarisini biyik oranda Bildende
Kunst des Kulturkreises’in danismanlari Friederike
Schénhuth, Katja Mittag ve Antonia Ruder’e borclu-
yuz. Juri toplantilarini, sergileri ve bu kapsamli kata-
logu profesyonel bir sekilde hazirlamakla kalmayip
son derece verimli, rahat ve zevkli bir calisma atmos-
feri yaratmayi da basardilar. Her birine ayri ayr te-
sekkir ediyoruz. Doért sanatginin, sergilerimiz disin-
da da genis capta takdir ve ilgi gérmelerini diliyoruz.
Bu 6dulun, sanatcilarimiza daha da ilgi ve hayranhk
duyan bir izleyici kitlesinin olusmasina ve fikirlerini
paylasacak yandaslar kazanmalarina katkida bulun-
masini temenni ederiz.

Ingrid Méssinger, Anja Richter,
Kunstsammlungen Chemnitz, Chemnitz

Vasif Kortun, November Paynter,
SALT, Istanbul

Ulrike Groos, Daniel Spanke,
Kunstmuseum Stuttgart, Stuttgart
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Uygulama Seriivenleri

Christiane Schneider

Ingiliz matematikgi ve filozof Alfred North Whitehead,
uygarlk kavrami Uzerine kaleme aldigi Adventures
of Ideas (1933) adli incelemesinde, uygarligin dogusu
ve ayakta tutulmasinda serivenin belirleyici Gnemini
anlatir. Bir toplumun, sertiven araciligiyla kendini ali-
sildik ve glvenli olanin sinirlari 6tesine tasimasini
6zel bir canliigin isareti olarak degerlendirmistir.>
Peki bilgi kazanimi bakimindan, yeniye, ya da henuz
bilinmeyene nasil ulasilir? Neyin arandigi heniz
belirgin degilse hangi yola basvurulur? Molekiiler-
biyolog ve bilim tarihgisi Hans-Jorg Rheinberger,
“bilmeme”yi bilimsel arastirmanin temel sorunu ola-
rak goriyor. Ona gore, laboratuvar ortamindaki bilgi
Uretimi, su ana degin kazanilmis tim bilgilerin teme-
linde, bu birliktelikten, salt bilissel suireclerle ulasila-
mayabilecek —hemen hemen kendiliginden- sonucg-
lar elde etmek icin kendi blinyesinde yeterli
parametreleri birlestiren bir durum olarak betimlene-
bilir. “Deneysel sistemler” olarak adlandirdidi labora-
tuvar deney diizenlemelerini “6nceden kestirileme-
yen olaylarin Uretimi icin alinan 6énlemler” olarak
gorir.® Bu yilin ars-viva 6dili sahiplerinin laboratu-
vara adanmis calismalari da bu tiurden “énlemler”
olarak anlasilabilir. Nina Canell, Klara Hobza, Markus
Zimmermann ve Andreas Zybach, calismalarinda

algilama yoéntemlerini igliyor ve bilginin sadece dene-
yerek Uretildigini gdstermekle kalmiyor, ayni zaman-
da bu siireci seffaf hale getiriyorlar. Calismalarinin
ortak yanini belli derecede, stureclerin kendi i¢ dina-
miklerine glivenmeleri ve nesne, malzeme ve durum-
larin performatif potansiyelinden yararlanmalari
olusturuyor. Sanatsal uygulamalari bu noktada,
bilim kuraminin en taze akimlariyla parallelikler
gosteriyor — bu, etkinlige ve olgunun duyusal dene-
yimine alan acan, empatik bir bicimde uygulamaya
yonelik, genellikle de manuel olan sanatsal yéntem-
lerinde de gorulebiliyor.

Gectigimiz yillarda bilim kuraminda bilimsel calis-
ma uygulamasina yonelik bir tir yon degisikligi ve
buna bagli olarak da deneysel calisma bicimine dog-
ru bir kayma yasandi. Ayrica bundan bdyle kuramin
sadece bir masasi ve salt yardimcisi olarak anlasil-
mayan, aksine bilgi Uretici niteligi nedeniyle de ilginin
merkezine kayan deneyin degeri de ylkseldi. Bilginin
laboratuvarda deney yapilarak Uretilmesi, ilk kez ge-
lecekteki gelismeler acisindan énemli olgulari glinisi-
gina cikaran acik bir siirec olarak anlasilmaya baslan-
di. Bu ise dikkatleri, bilgiden 6nce, bilginin “baglama
6zgl insasi”’nin farkindalig: sayesinde bu yeni yakla-
sim, dikkatleri laboratuvara kaydirdi.? Uygulamaya
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dayal bilimsel etkinligin gerceklestirildigi mekan ola-
rak laboratuvar, boylelikle 1980’lerden bu yana sayi-
siz arastirmanin adandigi bir anahtar kavrama do6-
nistl.® Laboratuvar kavraminin 6nemi sadece, bilgi
Uretiminin tim cok yonli etkinlik ve etmenleriyle
gerceklestigi yeri tanimliyor olmasindan degil, aksi-
ne bunun 6tesinde, bu yilki ars viva 6dili sahipleri-
nin birbirinden farkh oldugu kadar bireysel bir bicim-
de de gosterdikleri Gizere, sanatsal uygulamanin isine
yarayacak sekilde de kullanilabilecek olmasindan
kaynaklaniyor.

Bu ayni zamanda yeni deney anlayisina da denk
distiyor. Bundan boyle teorik varsayimlari ya da ak-
sini kanitlamak deneyin isi degil. Aksine —
Rheinberger’in calismasinda acikca gorilecegi lize-
re— laboratuvardaki deney surecinin cogunlukla net
olmayan, kaotik, fazla planlanmamis kosullari ‘yeni’yi
kesfetmeyi sagliyor.® Sozii edilen bu ‘yeni’nin ne ol-
dugunun anlasilabilmesi icin elbette éncesinde de
buna dair muglak bir disincenin mevcut olmasi ge-
rekir, ki insan sireclerin ic dinamiklerine kendini bira-
kabilsin. Laboratuvardaki bu calisma tarzi, ‘yeni’nin
dustincelerden dogmadigini, aksine bir deneysel sis-
tem icinde kendiliginden olustugunu ve 6zellikle de
tek tek etmenlerin sonucu degil, toplumsal, dogal ve
teknik etmenlerin 6rdigu agin bir sonucu oldugunu
gosterir. Bu noktada 6zellikle bilimsel ve teknik aras-
tirmanin bir bélumu olan aktér-ag kurami devreye gi-
rer. Su siralar diger disiplinler tarafindan da kabul
goéren bu kuram, basitce ifade edilecek olursa, ister
insani, ister teknik ya da bitkisel olsun, bir duruma
katilan tim unsurlarin isin icine dahil edilmesi ve gti¢-
It bir bicimde dengelenmesi temeline dayanir.’

Calismalarinda kendi yaraticiligini aza indirgemek ve
bunun yerine bir hayvanin, bir bitkinin, bir firmanin,
cagdas ya da tarihsel bir kisinin es-yaratici olabilece-
gi projeler gerceklestirmek gibi bir niyete sahip olan
Andreas Zybach da benzer bir yaklasima sahiptir.®
Teknik ve arastirma alanina dair sorularla ugrasiyor
olmasi nedeniyle dogabilimsel laboratuar kavramina
belki de en cok yaklasanlardan biri olsa da bizzat ta-
sarlayip insa ettigi makinelerle, aygitlarla ya da lre-
tim slrecleriyle acikca, bilime akraba konularin pe-
sinden gider. Bu calisma alani Zybach’a, bir dizi sure¢
gelistirme olanadi verir ama seyler inga etme ve ta-
sarlamak da onun “eller yardimiyla diisinmesine”
izin verir. Yogun arastirmalar, kili kirk yardig planla-
malardaki 6zenini, planlanamayan unsurlarla bilingli
olarak biraraya getirdiginden, laboratuvar arastirma-
larinda da bilgi kazanimi icin vazgecilmez olarak ka-

bul edilen bir ic dinamige yer kalir bu sayede.
Zybach’in, nihayetinde kendi hallerine biraktidi su-
recleri tetiklemesini saglayan sey, énceden planlana-
maz durumdaki kestirilemezlikleri arama cabasidir.
Bu arada, kontroli devretme olanagi, 6érnegin See-
dcopyfoam (2008) adli yapida payandalar arasinda
bir baglanti elemani yerine kullandigi ve dogal olarak
zaman icinde asiri bicimde degismeye baslayan ha-
vuc gibi organik malzemelerden yararlanmasiyla
mimkin kilinabilir. Benzeri bir etkiye, makineleri bi-
yolojik ilkelere dayandirarak erisiyor Zybach. Self-
reproducing Pedestal (2005) adli calismasinda, izle-
yiciler, havanin sikistirilmasi gibi basit bir efekti
—balonlarin Gzerine yerlestirilmis kafes seklindeki bir
kaidenin izerinde hareket etmek suretiyle— tetikli-
yorlar ve bunun etkisiyle kaide de lizerindeki kisi sa-
yisina gore genisliyor. Calisma, seyircinin, Zybach’in
enstalasyon ve projelerinde bir transformasyon su-
recine dahil edilislerini ve bu sayede izleyici/seyirci
rolinden cikip aktér, bir deneyin katiimcisi rolune gi-
rislerini gésteriyor.

Ddniisim sirecinin bir bagka turiyse Nina Canell’in
calismalarinda 6n planda yer aliyor. Sanatgi, su ya da
ahsap gibi organik malzemeler biriktiriyor, bunun
yani sira, plastik legen, hoparlér ya da neon lamba
gibi endistriyel malzemeler de kullaniyor. Canell’in
deneyleri, bilimsel-teknik yonlerin bir atmosfer yara-
timina ya da siirsel cagrisimlara izin verdigi ya da ki-
sisel unsurlar ve sirecleri de isin icine dahil eden bir-
birine bagl deneylerdir. Bu arada Canell’inisi, bilimsel
deney laboratuvarlarinda kullanilan bir siireci de ta-
kip eder: siirecin dinamiklerini, kendi kendilerine ti-
kenene degdin bir dereceye kadar serbest birakmak.
Bu ylizdendir ki malzeme ve maddelerin edimsel po-
tansiyelinden yararlanir ve geciciligi, akiskanligi yan-
sitan diizenlemeleri icin tercihen elektrigi, 6zellikle
de suyu kullanir. Ornegin ultrason yardimiyla suyun
su buharina doniistigu ve bu su buharinin mekéana
yayildigi sirada tekrar dagildigi ve bu sayede 2440 ki-
logram ¢imentonun yavasca sertlestigi ve tozsu bir
durumdan kati bir hale gectigi Perpetuum Mobile
(2009/10) adh caligsmasinda da goéruldigi gibi, mal-
zemelerin maddesel halleri degisime ugrar. Mikrofon
ve hoparlérler donlisimi duyulur hale getirdiklerin-
den, Canell bu calismasinda isitsel algiyi, gorsel al-
giyla birlestirir. Bu arada ultrasonun ses dalgalari ise
belli 6lcliide, neden oldudu su buhari sayesinde goéri-
Iir hale gelir. Nina Canell’in calismalari, izleyicilerin
duyusal algilamalarina bu denli ¢ok yénli hitap eder-
ken, bir yandan da duyularin sinanmasi ve keskinles-
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tirilmesi araciligiyla, izleyicinin dolaysiz deneyimleri
algilamasi ve bunlari degerlendirmesi yetisiyle do-
nandi§i deneyimsel bir sureci etkin hale getiriyorlar.
Canell icin sanatsal eylemin, fizikselligi de 6nemlidir;
ona gore laboratuvar kavrami sadece Latince’deki
“laborare” sozclglinden tirememistir, aksine, calis-
masinin énemli bir parcasini da olusturur: isini elle-
riyle yapmak, kova kullanmak, cimentoyla calismak
ve ellerini kirletmek.®

Duyularin bu sekilde sinanmasi ve bedensel katilm,
odillendirilen tim sanatcilarin pratige dayali deneyi-
me odakli, deneysel calismalarinin belirgin 6zelligini
ortaya koyan diger etmenlerdir. Markus Zimmer-
mann da, malzeme, mekan, i1sik ve algi arasindaki ilis-
kilere dair sorular Uzerine kurdugu arastirmalarinda
sanatcinin oldugu kadar seyircisinin de fiziksel olarak
dahil edildigi bir yéntem seciyor. Yapistirici, karton,
ambalaj malzemesi, képiik ve benzeri basit malze-
melerden nesneler uretiyor, hatta meydana getiriyor.
Zimmermann'in, elleriyle calisma siirecini, kendi bilgi
slirecinin bir parcasi olarak gérmesi, 6zellikle seyir
kutucuklari araciligiyla kesfedilmelerini sagladigi bir-
birinden farkli atmosfer ve ¢agrisim olanaklarini ice-
ren aldatici mekéanlari neden dijital olarak tretmedi-
gini de acikliyor. Ote yandan izleyicilere belli 6lciide
arastirmaci olarak kendi kendine etkin olma ve rafia-
ra dizilmis nesneleri yeni deneyimlerin enstriimanlari
olarak anlama olanagini sagliyor. izleyiciler bunlari
karsilastirarak temasa ederlerken, bakislariyla bu
enstrimanlari delip gecerlerken, bunlari ellerinde tu-
tup dokunurlarken izleyici olarak kendilerince bir tir
kesif gezisine cikiyorlar. Organik gibi gériinen nes-
neleri ve diyoramalari, (bir tir hayali mekan arsivi)
merak odasi ilkelerine gére duzenlenmistir. Zimmer-
mann, bir kesif araci olarak, bir kutucuk icindeki diin-
ya fikrini giincelliyor; bilimsel ve estetik gézlemi bir-
lestiriyor; boylelikle, el yapimi ve dogal nesnelerin
algilanmasi icin deneyimsel bir bicimde duyularin kul-
laniimasi, idrak ve saskinlikla sonuglaniyor.” Boyle-
likle, bugiiniin izleyicisine heterojen olanin yan yana
getirildigi bireysel bir evrenin cok yonliligina aras-
tirma olanagini sunuyor.

Sovalye kahramanlarin uzaklara yolculuga cikip ken-
dini kanitlama sinavlarina tabi tutuldugu ve bugunki
adventure (serliven) s6zcliginin etimolojik kdkeni
olan, Ortacag’da kullanilan bir s6zclik olan éven-
tiure’de oldugu gibi, Klara Hobza da yolculuga cikiyor.
Hobza llke ve sinirlari asarak, Ustlendigi gorevleri
“misyonlar” olarak adlandiriyor. Tim deneylerde ol-

dugu uzere Hobza’nin girisimlerinin de sonu¢ nokta-
sina belirsizlik hakim; onun bu degisken pratigini ¢i-
zimler, metinler, performanslar ve videolar, hedefine
ulasmak icin kullandidi kisisel adimlar ve stratejiler
belgeliyor . Bununla birlikte Hobza’nin hedefleri dyle
hedeflerdir ki erisilmeleri imkansizdir; olaganiisti
zorluklar icerir, boylelikle de dlclilemezlige, kestirile-
mezlige yeterince yer birakirlar. Clinkii burada edim-
sellik malzeme ya da nesnelere degil, aksine sanatci-
nin kendisine bagldir. Hobza, sayisiz yabanci etmenin
olaya etki edebilecedi durumlarin icine girerek, bili-
nemezin arayisinda zorunlu olan denetim kaybini
uretir. Ornegin Departing America (2009) adli ese-
rinde Hamburg’daki sergisi icin gerekli yapi malze-
mesinin nakliyesine New York’taki atélyesinden iti-
baren bir salin lGzerinde eslik etmesi gibi. Her ikisi
de su kenarinda yer alan sehirlerde canlandirilan bu
eylem —Hobza’nin atélyesi Brooklyn Navy Yard’da,
Hamburg’daki galerisiyse bir kanalin kiyisinda yer
aliyor— sirasinda boylesi bir eylemin gerektirdigi
tim lojistik ve birokratik engelleri asar. Diger giri-
simleriyse, bircok yil gecmesine ragmen, heniz
tamamlanmamistir. Ornegin, vaktiyle ingiltere’den
Amerika’ya ithal edilmis olan 60 adet sidircik kusunu,
sorumlu bir Avrupali olarak, Amerikalilari bu kusun
seleflerinin bu Ulkenin basina sardiklari salgin hasta-
liklardan kurtarmak tGzere memleketlerine geri go-
tirmeyi amacladigi, (2005'te baglayan) Nay, I’ll Have
a Starling adli eseri. Kuslari yakalayip denizin 6te ya-
kasina getirmek, burada, Londra’daki Buckingham
Sarayr'nin bahgesinde serbest birakmak hi¢ de kolay
bir goérev degil. Hobza’nin eylemleri sadece numune-
lik kisisel deneyler olarak tanimlanamaz; aksine gele-
neksel sinirlarin asilmasi ve bu sinirlara meydan
okunmasi suretiyle sanat sistemi icerisindeki blyuk
capli deneyler olarak gordlebilirler.

Canell, Hobza, Zimmermann ve Zybach, bilingli ola-
rak, deneysel bilimlerin de kullandigi yéntemlere bas-
vuruyorlar; yani bilginin dogrudan gézlem ve duyusal
deneyimle kazanildigi, deney ve saha gdézleminin,
bilimsel uygulamaya uygun bir diizenle devreye so-
kulan ve ¢cogunlukla deney diizenegini andiran birer
arac oldugu yénteme. Bunun icin caba goésteriyorlar
ancak, sanati bilime dénustiirmeye ya da sanatin
toplumsal édnemini arttirmaya calismiyorlar. 1970’ler-
deki durum tam tersiydi ve sanatin daha da nesnelle-
serek “yari-bilimsel” olarak tanimlanmasi gerektigi
de vurgulaniyordu. Laboratuvar kavramina, diger bir
deyisle deneysel uygulamaya dair giincel diistinceler
daha cok sanat ve bilimin ortak ilgileri Gstine temel-
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leniyor. Tipki acik uclu sonuclari olan karmasik
sirecler yaratma arzusunda oldugu gibi. Sanatgl,
bircok rol icinden birini secerek, cesitli asamalardan
gecerek bunu gerceklestiriyor. Bu noktada sanatcilar
pratik olana yaklasiyorlar, ellerini, idrak etmenin bir
aracli olarak ve sanatsal eylemi elzem bir an olarak
goriyorlar. Bilim kuramina gére eylem, yakin bir
gecmiste tercih edilmeye baslandi ama bu tercihin
sanat kuraminda kokli ve uzun bir gegmisi var. 1887
yilinda Conrad Fiedler sanatsal isi, eyleyen insanlar-
ca icra edilen bilgi surreci olarak tanimlayip su sapta-
mada bulunuyor: “Eskiden, her bir mekanik egitim
eyleminin zihinsel ve kavramsal bir siirece dayandi-
gina inansak da, simdi biliyoruz ki, diistince alaninda-
ki gelismelere dair herhangi bir ilerleme, insan eyle-
mine dayalidir.”™
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Alfred North Whitehead’in Adventure of Ideas [1933] (New York, 1967)
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Only in exceptional cases is scientific knowledge
acquired merely by putting pen to paper. It is neces-
sary to test new technologies, experiment, and fail;
progress often arrives unexpectedly. The laboratory
is the place for this. But although researchers must
be open to the unexpected, the lab remains a her-
metically sealed place where scientists retreat to
carry out their experiments. Many artists adopt
these kinds of procedures for themselves, but in the
process, they open up the boundaries: they go into
the lab, but use the basic freedoms and unconven-
tional methods of their own ways of working. They
experiment and act freely in different fields of
research in order to produce new knowledge in sci-
entific border zones outside of categories and hier-
archies. One of the questions that accompanied the
search for the winners of the 2010/11 ars viva prize
was: to what extent might artists really be able to
expand the classic notion of science, make new dis-
coveries, and perhaps, through experimentation,
produce visible, tangible errors—all ultimately limit-
ed to the aesthetics of the work of art?

Since 1953, the ars viva prize for fine arts has
been awarded by the Kulturkreis der deutschen
Wirtschaft (Cultural Committee of German Business)

to promising young artists based in Germany. Each
year, the competition adopts a different search term
that takes current tendencies in contemporary art
into consideration. Previous themes have included
Time, Mise en scéne, and History, while the topic for
2010 is the Laboratory. The entire selection process
was therefore accompanied by questions concern-
ing the practice of making art, with an emphasis on
experimental forms and fields and on the impor-
tance of coincidence, accident, and error in the pro-
duction of art.

In preparation, the jury attended a day-long work-
shop on this multifaceted theme, examined from an
art-historical point of view as well as from artistic
and curatorial perspectives. In her lecture “Resist-
ance in and from the Laboratory,” Nina Zschocke
discussed particular cases of artists working in
science labs—a practice that has been increasingly
supported since the nineteen-sixties by artist-in-
residence, or rather, “artist-in-lab” programs. With
specific examples, she showed the kinds of friction
that can result from this sort of trans-disciplinary
exchange, as well as the opportunities that present-
ed themselves. In his lecture “Observatory versus
Laboratory,” artist and former ars viva prize winner



26

Foreword

Christoph Keller approached the concept of the lab,
using a number of his own works as examples. In his
work Cloudbuster Project (2003)—a re-enactment
of a scientific experiment conducted in 1953-54 by
Wilhelm Reich, who was looking for ways to influ-
ence the atmosphere with “orgon energy”—Keller,
aided by a handmade device, turned himself into a
rainmaker and was ostensibly able to outfox the
weather and meteorologists in New York. In addition,
Keller made a point of referring to the idea of obser-
vation from afar, a technique purposely employed in
observatories, but apparently entirely avoided in lab-
oratories.

Peter Friese discussed specific examples, from
the exhibition Say It Isn’t So: Naturwissenschaften im
Visier der Kunst (Art Takes Aim at the Natural
Sciences), which he curated in 2007 for the Neues
Museum Weserburg in Bremen, of various artistic
approaches inspired in their formal aspects by sci-
ence. This exhibition was an impressive demonstra-
tion of how, in recent decades, young artists have
become increasingly interested in scientific research
and laboratory work methods and—inspired by
these—produced works that not only pose ques-
tions for the natural sciences, such as biology and
physics, but also examine art-historical and social
themes.

Nominations for the ars viva prize 2010/11 were
submitted by curators, critics, artists, and members
of the Gremium Bildende Kunst (Fine Arts Commit-
tee). In a two-level process, lasting a total of three
days, the jury selected prize winners Nina Canell,
Klara Hobza, Markus Zimmermann, and Andreas
Zybach from among the thirty-nine nominees.

Nina Canell, born in Vaxjo, Sweden in 1979, studied
at the Dun Laoghaire Institute of Art, Design and
Technology in Ireland.

Her fragile installations incorporate found and
fabricated elements, often suggesting tabletop
science experiments. Canell combines the elements
of light, air, and water with various materials; and
utilizes their naturally changing aggregate condition
during the run of a show as an artistic medium. By
combining her objects with electricity—creating
sound or mist, for example—she makes it possible
for the viewer to hear, see, and imagine the process
of change. In this way Canell highlights the ephem-
eral character of her constantly changing sculptures,
and at the same time gives her works a dimension
that is both mysterious and poetic.

Klara Hobza, born in 1975 in Pilsen, studied at Colum-
bia University in New York and the Akademie der
Bildenden Kiinste in Munich.

Her performances and artistic narratives are
based on the playful, sometimes risky challenges
she imposes on herself. In one example, she wished
to curb the European starling’s “invasion” of the
American continent by transporting sixty of the birds
back to England, their country of origin. Another time,
in the middle of the anonymous big city, she used
blinking lights to transmit messages in Morse code—
an attempt to make contact with the world outside.
These activities all have one particular thing in com-
mon: none of them is likely to succeed. The efforts
required are usually significantly more interesting
than the achievement of the actual self-imposed
goal, as can be seen in Hobza’s documentary videos,
lectures, drawings, and installations.

Markus Zimmermann, born in Hanover in 1978, stud-
ied at the Kunstakademie in Miinster and the Hoch-
schule fir Bildende Kiinste in Braunschweig.

His artistic work revolves around his fascination
with “cabinets of curiosities”—sites for non-hierar-
chical collections of artifacts, natural specimens,
artwork, and handcrafted objects. Zimmermann’s
“peep-boxes,” made of simple materials, are objects
both useful and performative, which allow the view-
er to enter atmospherically charged miniature spac-
es. At the same time, they raise questions about
the relationships between material, light, and spatial
perception, and the effect of the relationship between
architectural interiors and exteriors. Besides making
peep-boxes, the artist also takes found commercial
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goods, alters their functions and displays them next
to each other, giving them other meanings and new
narratives.

Andreas Zybach, born in 1975 in Olten, Switzerland,
studied at the Hochschule fiir Gestaltung und Kunst
in Zurich, and at the Staatliche Hochschule fiir Bil-
dende Kiinste, Stédelschule, in Frankfurt am Main.

Zybach is mainly interested in examining ques-
tions pertaining to technological and scientific
research. From these he develops space-encom-
passing, sometimes interactive, installations, which
always include the social dimension and utopian
quality of scientific experiments. His interest in
structures, systems, and the thoughts behind them
is crucial to the way he conceives his projects; yet
equally important is his interest in the interplay of
author, viewer, and work. By building his structures
with organic materials—using peanuts and carrots
as pegs and connecting pieces, for example, which
age over the course of the exhibition—the artist
deliberately reckons with the alteration of his instal-
lations.

We would like to thank the authors of the catalogue:
Anette Husch, Friedrich Meschede, Dieter Roelstraete,
Christiane Schneider, and Gregory Volk; whose essays
have not only opened new perspectives on these
works of art, but also provided profound insights into
the artists’ work methods.

Our thanks go also to the curators, artists, and
critics who suggested the artists for this years theme:
Laboratory. We are grateful to the jury: Ingrid
Méssinger, Director of the Kunstsammlungen Chem-
nitz; Anja Richter, Curator of the Kunstsammlungen
Chemnitz; Vasif Kortun, Director of SALT; November
Paynter, Associate Director of SALT; Ulrike Groos,
Director of the Kunstmuseum Stuttgart; and Daniel
Spanke, Curator of the Kunstmuseum Stuttgart; the
members of the Gremium Bildende Kunst (Fine Arts
Committee): Till Casper, Susanne Ehrenfried, Ulrich
Guntram, Andreas Hoélscher, Andra Lauffs-Wegner,
Ulrich Sauerwein, and Michael Tacke.

Special thanks are due to this year’s prize winners:
Nina Canell, Klara Hobza, Markus Zimmermann, and
Andreas Zybach; for being so deeply involved in the
preparations for the exhibitions and the catalogue,
as well as for their inspiring, intensive cooperation.

We are very pleased that ars viva 2010/11 -
Labor / Laboratory will be hosted by the Kunstsamm-
lungen Chemnitz, SALT Beyoglu in Istanbul, and the
Kunstmuseum Stuttgart, and we wish great success
to all three exhibitions.

Arend Oetker
Stephan Frucht
Katja Mittag
Antonia Ruder



Markus Zimmermann Archiv, 2009
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In German, an artist’s work space is usually called an
Atelier. Borrowed from French in the eighteenth cen-
tury, the word refers to the workshop of an artisan.
Atelier, in turn, is derived from an Old French word,
astelier, which meant a pile of wood shavings; and so,
originally, Atelier referred to a carpenter’s workshop,
where wood was planed and shavings fell. It may
therefore be surprising to realize that Atelier—an
explicit reference to the artisanal environment—
gained acceptance in German and French during the
early modern era—a very late date, considering that
it had been almost three hundred years since artists
had been emancipated from the artisan class. In the
English-speaking world, the preferred term for an
artist’s workplace is “studio,” a word derived from the
Latin studere, meaning to work with great concentra-
tion and to do scientific research. This label obviously
has more to do with the intellectualization of art,
which idealizes the pictor doctus (humanist artist) and
the pictor ingeniosus (artist genius), and it represents
a crucial step toward regarding the artist as the crea-
tor of his own intellectual cultural property, and not
just as a producer of goods.

Around the turn of the twentieth century, modern
artists consistently curtailed the craftsmanship

involved in painting of all kinds, paring back on the
lessons taught and learned in art schools, which were
ultimately relicts from the painters’ workshops of
old. The question of whether paintings by Henri
Matisse, Piet Mondrian, or Andy Warhol were mas-
terful, accomplished, and professionally executed
was hotly debated by conservative and avant-garde
art critics. As a new, modern paradigm of truth—
the natural sciences—emerged in the nineteenth
century, artists also altered the way they defined
themselves. Paradoxically, this did not lead to greater
precision in artistic representation; instead, the
issue of representation itself came into question.
Artist Willi Baumeister brought this position—which
expresses what art had always been about—into
the post-war discussion of art in Germany with his
book Das Unbekannte in der Kunst (The Unknown in
Art, 1947). Working on behalf of both himself and us all,
the artist became an open-minded explorer, someone
discovering the hidden territories of his own creativi-
ty as an investigation of human potential. This idea is
even more applicable to contemporary art. The art-
ists go beyond the classic forms of painting or sculp-
ture; using all available means, media, and methods to
explore the different possible ways of making art.
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In selecting “laboratory” as this year’s theme, ars
viva 2010/11 intends to examine how lab conditions
can have consequential effects on artists’ produc-
tion and work methods. Perhaps it is also because of
this special range and its affinity for art that the jury
has chosen to award prizes to four artists, the
maximum number possible. The works produced by
Nina Canell, Klara Hobza, Markus Zimmermann, and
Andreas Zybach are as diverse as the many things
that can be explored in a lab. Unlike the term “re-
search department,” for example, the word “labora-
tory” still cogently connotes the practical investiga-
tion of physical material. So that the public can
conduct its own explorations, the impressive results
of the artists’ work will be on display at three differ-
ent exhibition spaces.

The lab is also a prototype for the white cube, the
modern exhibition space where works of art are
turned into objects that can be examined, no longer
derived from the imposing galleries of palaces. The
viewer takes on the role of the lab assistant and can
use himself as a test subject to explore the meaning
of objects under optimal lighting conditions. An
encounter with art becomes a learning experience,
while the art itself and the act of viewing art become
one in this “laboratory exhibition.”

Chemnitz

The Kunstsammlungen Chemnitz (Chemnitz Art Col-
lections) are housed in a building designed and built
in 1909 by Richard Mébius. Begun in 1866, the
museum’s collection contains paintings dating from
the late eighteenth century and sculpture dating
from the mid-nineteenth century. Prints are mainly
from the nineteenth and twentieth centuries. Applied
Arts forms the most heterogeneous section; it con-
tains Coptic fabrics from the fourth to the eighth
centuries, and significant collections of European
textiles, posters, and tapestries. By pure chance,
there were sufficient financial means to expand
the collection at exactly the time that Modernism
was emerging. Karl Schmidt-Rottluff was born in
Chemnitz, while Erich Heckel and Ernst Ludwig
Kirchner studied here.

In 1995, in order to compensate for the loss of
about a thousand works of art during the Nazi era,
the Kunstsammlungen Chemnitz, with assistance
from various foundations, began their acquisition of
numerous paintings, sculptures, and prints by Edvard

Munch, Karl Schmidt-Rottluff, Erich Heckel, Wilhelm
Lehmbruck, Max Beckmann, as well as three hun-
dred works on paper by Lyonel Feininger.

After enduing difficult times during the East
German era, the Kunstsammlungen Chemnitz at last
hit a lucky streak in 1990, when a flow of bequests
and gifts began. These included the Gisela and Dr.
Wolfgang Fliigge Collection (a total of 586 works, dat-
ed between 1985 and 2005), as well as paintings by
Georg Baselitz, Anthony Cragg, Raimund Girke, Jorg
Immendorff, Imi Knoebel, Markus Lipertz, Gunther
Uecker, Norbert Tadeusz, Andy Warhol, and Gerhard
Wittner.

In 2001 the Kunstsammlungen Chemnitz were
incorporated into the so-called Blue Book, the list of
important government-supported cultural institu-
tions in the new German states. Since 2002 the
museum has been a member of the Konferenz Natio-
naler Kultureinrichtungen (Conference of National
Cultural Institutions). In 2003 the Lebendige Stadt
(Vital City) Foundation in Hamburg awarded the
museum a prize for having the “best concept for vital
museums and modern cultural institutions.” Interna-
tional attention was drawn to ambitious exhibitions of
classic modern artists, such as Edvard Munch and
Pablo Picasso. There were also renowned contempo-
rary art shows, such as Bjorn Nergaard: Myth and
Morphology, and exhibitions of contemporary fine-
art photography from Australia, South Africa, and the
People’s Republic of China, as well as the show Bob
Dylan: The Drawn Blank Series in 2007, the musi-
cian’s first museum show worldwide. As part of our
regular series of special contemporary art shows, we
in Chemnitz are very pleased to be the first to present
the winners of the ars viva prize, in an exhibition
devoted to the theme “Labor / Laboratory.”

Istanbul

Since its inauguration in 2001 by founding Director
Vasif Kortun, Platform Garanti positioned itself as
the leading contemporary art institution in Turkey
and the region, with a program that encompassed
exhibitions, a residency program, regular confe-
rences and panels, and an extensive artist archive
and library. Through these initiatives, Platform fo-
cused in particular on working with places where, al-
though the structure for a contemporary art scene
was forming, there were still few arts institutions or
funding structures to provide further support.
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Research opportunities formed the core of the insti-
tutional structure and Platform has built one of the
richest contemporary art archives and libraries in
the region with over 18,000 publications. This im-
portant resource continues to serve as a center for
local and international artists, researchers, and aca-
demics. By means of the Istanbul Residency Pro-
gram, launched in 2003, Platform was able to invite
numerous international artists, critics, and curators
of contemporary art to stay in Istanbul for periods of
up to six months to engage in research and produc-
tion, and, often, to exhibit their work. During the
past decade Platform organized more than 140 con-
ferences and lectures that included the first confer-
ence between art professionals from the Balkans
and the Middle-East titled “South . . . East . . . Medi-
terranean . . . Europe” (2003), “The Next Documenta
Should Be Curated by an Artist” (2004), and “Archi-
ving Disappearance” (2006). In addition the institu-
tion realized over fifty exhibitions in Istanbul and
abroad; these included one-person presentations,
collaborations with the International Istanbul Bien-
nial, numerous in-house and guest curated group
exhibitions.

In recognition of its important position within the
world of contemporary art Platform received many
awards and much positive acclaim in international
arenas and arts periodicals. In 2004 the institution
was honored to receive the European Cultural Foun-
dation’s fiftieth anniversary award for its contribu-
tions to the development of local and regional cul-
ture. In 2003, Platform was invited to share its
activities as one of ten important non-profit organi-
zations from across the globe for Institution?, an ex-
hibition presented by the Museum of Contemporary
Art Kiasma in Helsinki. Platform was invited to par-
ticipate in Frieze Projects at the Frieze Art Fair in
London as a non-profit space in 2006, and was one
of fifteen institutions to be hosted at the SITE Santa
Fe Biennial in 2008.

Platform took a break from its exhibition pro-
gram at the end of 2007 and formally ended its ac-
tivities under this name in 2010. In 2008 a major ren-
ovation of its former istiklal Avenue venue was
initiated in order to combine elements of Platform’s
previous activities with Garanti Kiltir A.S.’s other
two cultural entities: Garanti Gallery and the Otto-
man Bank Archives and Research Center. ars viva
2010/11 is one of three exhibitions that will open the
remodelled and renamed institution SALT, which
benefits from expanded exhibition galleries; a fully

accessible and public library; and archival, auditorium,
and workshop spaces spread across two buildings
(SALT Beyoglu and SALT Galata)—the second being
the former Ottoman Bank Headquarters in Galata.
Laboratory, the topic of this year’s ars viva, is rele-
vant to the institution’s forthcoming interdiscipli-
nary approach, which will combine an exploration of
the arts, architecture and design, and economics,
urbanism and social history. ars viva 2010/11 will
therefore be the first of many projects composed to
straddle and question the line between disciplines
and methods of investigation and research within
the arts.

Stuttgart

The Kunstmuseum Stuttgart (Stuttgart Art Museum)
is a young museum. It is rooted in the city’s art col-
lection, founded when Stuttgart was still the capital
of the kingdom of Wirttemberg. There were no
acquisitions before 1913, and the city’s collection did
not really begin to grow until 1926, when the
Marchese della Valle di Casanova, who had adopted
Stuttgart as her home, made the first large gift of
Swabian Impressionist works. In 2005 the Gallery of
the City of Stuttgart was able to move into a build-
ing of its own. An essentially new and expanded
institution was founded under the name Kunst-
museum Stuttgart.

Since then the museum has been exhibiting its
collection, and thanks to works by the Stuttgart
avant-garde (eg, Adolf Holzel, Willi Baumeister, Johan-
nes Itten, and Oskar Schlemmer), it has been able to
forge a modernist path of its own. In addition, the
museum’s inventory of over fourteen thousand
works also includes what is probably the most
important group of works by Otto Dix in the world.
Yet a third strong pillar of the collection is an exten-
sive cluster of works by Dieter Roth. Besides our
many exhibitions of classic modern and contempo-
rary art, we continually showcase young artists from
Stuttgart, Central Europe, and the rest of the world.

For this reason, the ars viva 2010/11 exhibition
Labor / Laboratory suits our program beautifully,
and we are very pleased to have been invited by the
Kulturkreis der deutschen Wirtschaft to join the
line-up of ars viva institutions. The theme of this
year’s show is also a perfect fit, since Adolf Holzel
and Willi Baumeister—probably the most impor-
tant artists of the twentieth-century Stuttgart
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Academy—produced highly experimental work and
theories. At the same time, to celebrate the 250th
anniversary of the Academy, the museum is devoting
an exhibition to these artists: Kunst ist eine Wis-
senschaft (Art is a Science). Holzel and Baumeister
would undoubtedly welcome the association with
the young ars viva artists.

First of all, the museums would like to thank each
and every one of the artists who presented their
work to the jury during the preliminary stages of the
competition. Discussions with them were very
inspiring and helpful. We are especially grateful to
the four prize-winning artists: Nina Canell, Klara
Hobza, Markus Zimmermann, and Andreas Zybach.
Their work was so strong and impressive that one of
the members of the Kulturkreis made a special do-
nation, enabling us to add a fourth artist to the list of
prize winners. The commitment and creativity of
these artists formed the basis for three very differ-
ent exhibitions in three very different museums, and
we would once again like to offer them our heartiest
congratulations. We are also equally grateful to
the Kulturkreis der deutschen Wirtschaft which not
only underwrites the ars viva prize, but is also
actively involved in the awards process and in assist-
ing the realization of the exhibitions for the prize
winners. Under the chairmanship of Arend Oetker,
the Gremium Bildende Kunst selected our three
institutions for this period, and each meeting was
accomplished with enthusiasm and passion for the
subject. In addition, we would like to thank consul-
tants Nina Zschocke, Christoph Keller, and Peter
Friese for creating an outstanding foundation on
which everyone could work and discuss the theme
of the laboratory as a metaphor for art. Much of the
success of our work (which can be measured by the
results printed here in this catalogue and shown in the
three exhibitions) can be credited to the fine arts
consultants for the Kulturkreis, Friederike Schonhuth,
Katja Mittag, and Antonia Ruder. Not only did they
organize the jury meetings, the exhibitions, and the
extensive catalogue with great professionalism, but
they were also substantially responsible for the
effective, comfortable, and highly pleasant atmo-
sphere in which the work was carried out. We are
very grateful to them. Of course, as far as the four
artists are concerned, we anticipate that their work
will be widely acknowledged outside of these shows.
May this prize help them to develop an even larger
sympathetic and enthusiastic audience and to dis-
cover more active advocates for their work.

Ingrid Méssinger and Anja Richter,
Kunstsammlungen Chemnitz, Chemnitz

Vasif Kortun and November Paynter,
SALT, Istanbul

Ulrike Groos and Daniel Spanke,
Kunstmuseum Stuttgart, Stuttgart
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Adventures of Practice

Christiane Schneider

In his study of the concept of civilization, Adven-
tures of Ideas (1933), British mathematician and phi-
losopher Alfred North Whitehead wrote that adven-
ture was crucial to the creation and maintenance of
civilization. He felt that it was a sign of particular
vitality if a society allowed itself to venture beyond
safe, familiar boundaries.? In order to acquire knowl-
edge these days, however, where can we still find
the new and the unknown? How do we proceed, when
it is not clear what we are looking for? Molecular bio-
logist and science historian Hans-Jorg Rheiberger
believes that “not knowing” is the basic problem in
scientific research. According to him, the process
of gaining knowledge in the laboratory can be
described as the creation of a situation, based on
parameters containing all of the knowledge acquired
up to that point, that can be used—uvirtually auto-
matically—to achieve results unachievable through
exclusively cognitive processes. He therefore sees
what he calls the laboratory’s “experimental sys-
tem” as “measures taken to create unanticipated
results.”

The theme of this year’s ars viva prize is the lab-
oratory, and the prize-winning works can all be con-
sidered “measures” of this kind. These works by

Nina Canell, Klara Hobza, Markus Zimmermann, and
Andreas Zybach focus on cognitive processes, and
not only demonstrate that knowledge is created
through practice, but invite us to witness how it is
created as well. All of these works rely upon the
dynamics of process itself to a certain degree, and
exploit the performative potential of objects, mate-
rials, and situations. In doing so, the prize winners’
artistic practices exhibit parallels with the directions
most recently taken by scientific theory—as can be
seen in their emphatically practical, frequently man-
ual artistic procedures that allow space for activity
and the sensory experience of phenomena.

In very recent scientific theory, scientists have
reoriented the direction of their work, and hence
there has been a shift in empirical approaches. This
went hand in hand with an increase in the impor-
tance of the experiment, which was no longer con-
sidered a kind of sidekick to theory itself, or as mere
legwork. Instead, due to its ability to allow knowl-
edge to emerge, the experiment became the center
of interest. Increasingly, the process of discovering
knowledge through laboratory experiments is seen as
an open-ended one, as it is through this process that
the phenomena necessary for further development
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first begin to manifest. As with awareness of the
“context-specific construction” of knowledge before
it,* this new approach shifted attention to the labo-
ratory, the place where practical scientific activities
are carried out. Hence, since the nineteen-eighties,
the lab has become a key concept, and has been the
subject of many studies.® The concept of the labora-
tory is also relevant not only because it describes
the place where the production of knowledge—with
all of its multifaceted activities and factors—occurs,
but also because it functions as a theoretical con-
cept, which can be applied in an enlightening way to
the practice of art itself, as the diverse, highly indi-
vidual works by this year’s ars viva prize winners
demonstrate.

This too corresponds to the new understanding
of the experiment. No longer is it the job of the
experiment to prove or disprove theoretical hypoth-
eses. Instead, as Rheinberger makes clear, it is pre-
cisely the frequently inexact, chaotic, barely planned
process of laboratory experimentation that offers
the conditions under which new things can be dis-
covered.® Before one can start relying mainly on the
dynamics of the process itself, however, a vague
notion of this “new thing” has to exist, so that it can
be recognized when it appears. Lab procedure dem-
onstrates that the new does not simply spring from
ideas, but rather manifests through experimental
process itself. Most of all, though, it proves that the
new does not emerge through the findings of a sin-
gle individual; instead, it is the consequence of com-
bined social, natural, and technological factors. It is
at this point that the actor-network theory (part of
scientific and technological research) comes into play.
This theory, which has, in the meanwhile, been
received in other disciplines, is based, to put it sim-
ply, on including all of the elements in a situation—
whether human, technical, or vegetable—and treat-
ing them equally.”

Andreas Zybach employs a similar approach. He is
interested in minimizing the mark of his own author-
ship on his work, wanting, instead, to realize the
kinds of projects that could be co-authored by an
animal, a plant, a company, a friend, or a historical
person.t Since he works with technological and
research matters, Zybach’s work is perhaps the
most closely related to the concept of the natural
science lab. Using machines, tools, and production
processes, he has invented things and built them,
pursuing explicitly scientific themes. This field of

work not only offers Zybach the chance to develop a
wide range of procedures, but building and design-
ing things also allows him to think with his hands.
His method of combining intensive research and
precise planning with deliberately unpredictable ele-
ments makes room for a dynamic all its own, which
has in lab studies also proved to be indispensable for
the process of gaining knowledge. It is this search
for the unplanned and the unpredictable that inspi-
res Zybach to initiate certain processes, which are
then later left alone to develop. One way of giving
up control is to use organic materials—carrots, for
instance, which he used to connect the braces of his
construct Seedcopyfoam (2008)—that visibly alter
in accordance with natural processes. He achieves
something similar by basing his machines on biologi-
cal principles. In a work called Self-reproducing
Pedestal (2005) viewers initiate the displacement of
air by walking around on a lattice-like pedestal sup-
ported by balloons, thereby inflating additional bal-
loons, allowing the pedestal to expand; its size
adjusting continuously to the number of persons on
it. This work shows how the audience can be incor-
porated, through transformational processes, into
Zybach’s installations and projects. Viewers are
given the opportunity to switch from the role of the
observer to that of the actor, and thus become par-
ticipants in an experiment.

Transformational processes of another kind are
at the forefront of Nina Canell’s work. She collects
organic material, such as water and wood, along
with industrially produced material such as plastic
tubs, loudspeakers, and neon lights. These are com-
bined in experiments in which the scientific/techni-
cal aspects give way to the creation of atmosphere
and to poetic associations involving the individual
elements and processes. Canell’s work also follows
a process used in labs for scientific experiments:
allowing the dynamics of a process to play out on
their own—to a certain degree. She purposefully
employs the performative potential of materials and
substances for her arrangements, which reflect the
transitory and fleeting. She prefers to use electri-
city and, above all, water. This means that the
aggregate state of the materials is always in flux.
In a work called Perpetuum Mobile (2,440 kg) (2009),
for example, ultrasound is used to transform water
into steam, which in turn disperses into the space,
triggering a process that gradually solidifies 2,440
kilograms of pulverized cement. Microphones and
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loudspeakers make it possible to hear the transfor-
mation, thereby combining acoustic and visual
perception. The waves of ultrasound are also made
visible, in a way, through the steam they help to cre-
ate. By appealing in so many ways to the audience’s
senses, Canell’s works activate an empirical process
that allows the viewer to test and hone his senses,
enabling him to better perceive and evaluate his im-
mediate experience. Canell considers the physical
aspect of her artistic work important. For her it is no
coincidence that the word “laboratory” comes from
the Latin word laborare, it is important that she
labors with her own hands: using buckets, working
with cement—and getting dirty in the process.®

Challenging the senses and incorporating the body
are characteristics that distinguish the prize
winners’ work, which is based on practical expe-
rience and experiment. For his investigations invol-
ving material, space, light, and perception, Markus
Zimmermann also uses a process that physically
incorporates the artist, and his audience too. He
makes objects out of very simple materials: glue,
cardboard, packing materials, styrofoam, and similar
things. Zimmermann believes that manual work is a
step on the path toward knowledge, and this explains
why he does not use digital methods, especially in
the case of his illusionary spaces whose different
atmospheres stimulate various associated thoughts.
Furthermore, he makes it possible for viewers to
participate actively in the research as they soon
realize that the rows of objects on his shelves are
tools that can be used to gain new experiences. By
visually comparing the objects, looking through
them, holding them in their hands, and touching
them, viewers can make a journey of discovery. His
organic-looking objects and dioramas (an archive of
imaginary spaces) are arranged according to the
principle of the cabinet of curiosities. Zimmermann
updates this notion of “the world in a cabinet” as a
means of discovery; he blends scientific and aesthe-
tic observation, so that empirically using the senses
to perceive artifacts and natural objects results in
comprehension and astonishment.’® He makes it
possible for present-day viewers to explore the com-
plexity of an individual cosmos, inside of which the
heterogeneous is gathered.

During the Middle Ages a knight was required to
embark on an dventiure—a long journey, on which he
had to endure a series of tests; this is the ety-

mology of the word “adventure.” The journeys that
Klara Hobza makes today are similar. She uses the
word “missions” to describe her travels to different
countries and crossings of various boundaries. As is
the case with all experiments, the ultimate outcome
of Hobza’s efforts is unknown; drawings, texts, per-
formances, and videos document the individual
steps and diverse strategies that she uses to realize
her aims. Her goals are set up such that, although
not impossible, they are still extraordinarily difficult
to attain, and there is plenty of room for uncertain-
ty. Here, performativity does not lie in the materials
or the objects, but rather, in the artist herself. In her
search for the unknown, she creates the necessary
loss of control by going into situations in which
countless unpredictable factors could influence
events. For instance, in Departing America (2009),
when the building materials for her exhibition in
Hamburg were being transported from her studio in
New York, she carried them to and from the ocean-
crossing freighter on a raft—both starting and end
points were on the water: Hobza’s New York studio
at the Brooklyn Navy Yard, and her gallery in Ham-
burg on a canal—thus requiring her to overcome all
of the logistical and bureaucratic hurdles that this
sort of transportation entails. On the other hand,
some of her other undertakings are still not complete,
even after several years. In Nay, I’ll Have a Starling
(begun in 2005), her aim is to take sixty starlings,
the same number as originally imported from Eng-
land to America, and return them to their place of
origin; as a European, she feels responsible for free-
ing America from the plague that the descendants
of those first birds have become. No easy task—
since, after all, she has to catch the birds, transport
them, and then set them free in the Buckingham
Palace gardens in London. Hobza’s actions should
not, however, be understood as merely exemplary
personal experiments; instead, because they chal-
lenge and cross institutional boundaries, they can
be regarded as wide-ranging experiments with the
art system itself.

Canell, Hobza, Zimmermann, and Zybach consciously
turn to notions that define the empirical sciences—
namely, that knowledge is won by resorting to direct
observation and sensory experience, and that expe-
rimentation and field research are the means to be
employed with the systematics of scientific pro-
cedures, and frequently resemble arrangements to
carry out tests. They manage to do this, however,
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without trying to turn art into science or elevate its
relevance to society—as was sometimes the case in
the nineteen-seventies, when art was supposed to
gain a “quasi-scientific” status, by becoming more
objective. Current reflections on the concept of the
laboratory and/or experimental procedure are
based more on the shared interests of art and
science—such as the desire to create highly com-
plex processes with open-ended outcomes, often
through a series of steps in which the artist now only
plays one role among many. They turn here, in a way,
to the practical, regarding the hand as a tool for
comprehension and the artistic act as a crucial
moment. The preference for action that has recent-
ly emerged in scientific theory already has a long
history in art theory. In 1887 Conrad Fiedler
described artistic work as a learning process that
is realized by a person who acts, stating, “Whereas
we once believed that each and every mechanical
activity of education relied upon an intellectual,
conceptual process, we now know that any sort of
progress in the development of thought is depen-
dent upon human activity.” "

A variation on the title of the book by Alfred North Whitehead, Adventures of
Ideas [1933] (New York, 1967). All citations are from the German edition,
Abenteuer der Ideen (Frankfurt am Main, 1971).

2 Whitehead, Abenteuer der Ideen, p. 485.

3 Hans-Joérg Rheinberger, “Man weiss nicht genau, was man nicht weiss. Uber die
Kunst, das Unbekannte zu erforschen,” in Neue Ziiricher Zeitung, May 5, 2007.

4 Karin Knorr Cetina, Die Fabrikation von Erkenntnis. Zur Anthropologie der
Naturwissenschaft (Frankfurt am Main, 2002), p. 25. [Originally published in
English as The Manufacture of Knowledge, (Oxford and New York, 1981)]

5 See, for instance, Karin Knorr Cetina, Wissenskulturen. Ein Vergleich wissen-
schaftlicher Wissensformen (Frankfurt am Main, 2002), esp. chapter 2, “Was
ist ein Labor,” pp. 45-68. [Originally published in English as Epistemic Cultures:
How the Sciences Make Knowledge (Cambridge, 1999)]; Bruno Latour and Steve
Woolgar, Laboratory Life, The Construction of Scientific Facts (Princeton,
1986); Hans-Jorg Rheinberger, Experimentalsysteme und epistemische
Dinge. Eine Geschichte der Proteinsynthese im Reagenzglas (Géttingen,
2001).

6 Rheinberger, “Man weiss nicht genau.”

7 For an overview of the actor-network theory, see Andréa Belliger and David J.
Krieger, eds., ANThology. Ein einfiihrendes Handbuch zur Akteur-Netzwerk-
Theorie (Bielefeld, 2006).

8 From a statement by the artist.

9 Statement made by the artist during a visit to the studio, April 24, 2010.

10 For more on the Wunderkammer, see Gabriele Bessler, Wunderkammern.
Weltmodelle von der Renaissance bis zur Kunst der Gegenwart (Berlin,
2009).
11 Conrad Fiedler, “Der Ursprung der kiinstlerischen Tatigkeit” [1887], in Conrad
Fiedler, Schriften lber Kunst (Cologne, 1996), pp. 131-240; here, p. 188.
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Nina Canell’de Seylerin
Duzeni

Dieter Roelstraete

Kinik: Bilimsel bilgi ve killtiire deger vermez, bilimi - Sinoplu Kinik! Diyojen’in, tek laf etmeden ayaga kalkip ylrlyerek
Gl e Cafle, (el resimel CrRetme Eleacilar'in? harekete dair karsit kanitlarini nasil kolayca cirittigui

ulasma strecinde yanlizca bir ara¢ oldugunu savunur. » 3
; o - malum”.
Paradigma Felsefe S6zligu, Ahmet Cevizci (¢.n.).

Eleacilar: Bu okulun gériisti mutlak bir bircilikle be-

lirlenir. Var olan birdir, hareketsizdir, yaratilmamis- 1 A'
L

tir, yok edilemez ve degismez. Degismez, zira
onun degismesi demek varolanin varolmayan hale
gelmesi demektir. Bundan dolayi, evrende, gorii-

nusteki cokluga karsin, gercekte bitiini kaplayan a 0 o , .
ek bir maddi varlik vardr. Paradigma Felsefe Saz- Fransiz asilli Fovist Raoul Dufy, 1937 Paris Diinya Fuar’nin Elektrik

liigii, Ahmet Cevizci (c.n.). Pavyonu icin 6zel olarak yaptigi o anitsal eserin, La fée électricité’nin

(Elektrik perisi) Ustiinde calismaya baslamadan cok énce, popller kiil-
History of Philosophy: Greek philosophy to Plate,  LUT€l hayalglict sayesinde, elektrigin, 6zinde disi bir fenomen olarak
cilt 1 (Lincoln, 1995), s. 241, gorilmesi (ve resmedilmesi) aliskanlik haline gelmisti.

Bu durumun, elektrigin mahiyetinin ve temel 6zelliklerinin kesfedilme-
intedaviedilmesinde devrimyaratanseyinclektrign  SINAeN hemgn sonra ve h|zIa.(d|yeI|m su ve gazdan ¢ok daha kolla.y bﬁ
evcillestiriimesi, yani 6zel alana girmis olmasidir; o §ekl|de) “eVC|”e§t|rllm|§”, yani “evde” kullanima uygun hale get|r||m|§
T LEGET VD Graeets e iy e e a isio= olmasiyla bir ilgisi olabilir. 19. ylzyilda elektrik kullaniminda yasanan
ri uzun siire boyunca, 6ncelikle cinsel bir felaket ola- b d . v d @ ..t 0 | d ™ | b | A - t tf dl g
rak degerlendiriliyordu, bu sayede erkek tip otorite- U. e\./.rllT.], ozunde i notr- olan doga Ir 0 guya cinsiyet attediimesine
leri, kadin hastalarini, elle yapilan pelvis ya da vajina dair kiltarel ge(;m|§te, gergekten elver|§|| bir an olugturdu. Bunun,
ERE]) (ARG MERE e peEml= (B, © ¢l Viktoryen dénemin cinsiyet saplantisiyla, 6zellikle de — elektrik potan-
nemde de “vibrator” olarak adlandirilacak olan elek- . | | k k |d ™ d d |k @ o | | kl |d £ |
trikli aygrtin erken kesfiyle sona erdi. Bu kesif, siyel olarak yikici oldugundan- disilik “sorunu”yla iligkili oldugu sanil-
kadinlarin, bedenleri {istiindeki denetimi yeniden maSIn.4
RIS GG B el el D s Ayrica, La fée électricité, (diyelim ki bir yer clcesi, sdvalye veya
s6z konusu gilivenilmez tibbi uygulamalara bir son . b . | h | k t | t = k | kt k
verdi. Pek de umulmadik bir sekilde bu, elektrigin papaz yerlne) ir perl veya llahe olara asar anm|§ I, (;un u elektri
sayesinde gerceklesti. geleneksel olarak bir nehir, bir akinti, akici bir sivi, olusumun/dénisu-

Georg Friedrich Wilhelm Hegel, Lectures on the

Tarihsel ironinin giizel bir cilvesi de, kadinsi histerin-
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miin sivi hali gibi® yumusaklik, kivrimli olma ve en énemlisi kapris gibi
s6zde “disi” ozellikleri yansitacak bicimde simgelestiriimekteydi. Elek-
trigin mucizeleriyle ve bazi isyankar disilik simgeleriyle (Sara Bernhard
ile Mata Hari'nin Ophelia ve Salomé'sini distintin) blyili bir dénem olan
belle époque’a 6zgu estetik anlayisinin, en iyi ifadesini, mahmur cicek
motifieriyle art nouveau’da bulmasi, bir rastlanti degildir. Fransiz moder-
nist littérateur (edebiyatcr) Paul Morand’in dedigi gibi, “Kadin ampullii
cicek, ampullu cicek ise kadindir.”®

“Erkek” ile “disi”’yi ayristiran o tuhaf bilimsel aliskanlikla ilgisiz bir
bicimde, elektrik ile disilik halinin, boyle yan yana getirilmesinde daha
da 6nemli olan, elektirigin niifuz edilemez dis 6rtisinin kivrimlarinda
sakli olan (veya sakli oldugu varsayilan) ve acimasiz bir bicimde disipline
sokulmasi, dikkatle kullaniimasi gereken éliimciil bir tehdidin varhigiydi:
insanligin varolus siireci boyunca, vazgecilmez bir isi, 1sik ve yasam
kaynagi (bkz. yerylziinde yasamin kdkenine dair, Miller-Urey deneyi) olan
elektrik hem “dogal” hem “yapay” haliyle daha énceleri de korkunc bir
6lim ve yikim nedeni olarak goéruldiu. Tarih boyunca, guizel cinsin pek
cok geleneksel temsilinde de esdeger bir ikilem g6ze carpar.

O halde, ayni anda tuhaf, cana yakin ve cinsiyetci de olan elektro-
manyetik guicin, La fée électricité-tarzi tasvirine ragbet edilmesi ve bir
surt girisimci, maceraperest savante’in [kadin alimin] (bu konuda Marie
Curie herhalde hep bir “ilk 6rnek” olarak kalacak; nitekim elektro-fizik aras-
tirmalarinin da 6ncusuydld) tam da bu anda ucusa gecip geleneksel ola-
rak erkek-egemen bilimsel arastirma istihkaminin surguli kapilarini
telasla calmaya baslamasi rastlantisal degildir; bunun, tarihsel bir an
olarak cinsel farkliigin “bilimi” olan psikanalizin dogusuyla cakismasi ve
ayni baglamda, erkeklerin, kadinlarda da bulunan ¢cok sey “bilme” arzu-
suna dair uzun uredir duyduklari siiphenin (kadinlari tekrar denetim altina
alabilmek i¢in son girisim) yeni bir fashdir.

Boylece, La fée électricité’nin, bilimsel arastirmanin kafa karistiran
alanina girmesiyle, “Pisagor’'un pantalonunu indirme”ye dair uzun bir
siire¢ basladi — bazi 6nemli yonleri itibariyle, Nina Canell’in calismasi-
nin da, bu siirece kaydi disulebilir.” Elektrik, bir tehdit: Kendi adima,
ben, ondan (La fée électricité) korktugumu, ictenlikle itiraf ediyorum —
dolayisiyla, bence Pisagor’un pantalonu pek de uymuyor. Neyse ki yasa-
digim mekanlar, artik gazh isiticilarla isitilmiyor — zira benim icin gazli
isiticilar, en az elektrik kadar buyiik birer endise kaynagi olmustur. (“Gaz
kapattim mi? Elektrikli sobayi kapattim mi? izleyen panik ataklar, kisisel
sagliga zarar verdigi kadar maddi ylkim anlamina da geliyor. Ne ki, banyo
yaparken esimin birkac adim 6tede elektrikli kurutma makinasiyla sagini
kurutuyor olmasi, en blytk korkum olmaya devam ediyor.)

Bu endise gazin, dogal kaynaklarla ilgili meselelerde (6nemli bir kav-
ramin, dolasim kavrami — kelime oyunu yapmaksizin — Canell'in uygulama-
larinin cogunda yer almasina ragmen), benim, zavalli kita Avrupali halimle
Rusya’ya muhtac¢ oldugumun aci ve somut géstergesi olmasi kadar,
evlerimizin s6zde givenli mahremiyetinde bir hayalet gibi kalici bir teh-
dit veya “tehlike” olarak mevcut olmasiyla da ilgilidir: cevremde ve etra-
fimda her yerde elektrik var, siradan bir eve kac kilometre kablo, tel vb.
désendigini ve Canell’in Shedding Skin (Perpetual Current for Twenty-
Four Buckets)® adli dehsetli/muhtesem aygiti icin kag metre kablo kul-
lanildigini merak ediyorum. Tabii, bu durum her evi potansiyel bir fela-

5 Karl Marx ve Friedrich Engels’in, varligin kati halinin,
modernitenin gelisiyle “buharlastigini” gérmis ol-
duklari herkesce bilinir. Ama buradaki sivilasma
buna karsit bir goriis olarak ortaya konur; bu yiiz-
den, Nina Canell’in sanati da, bugiine dair olanin
dengesiz/degisken 6znesini konu edinir ve ayni se-
kilde de dengesiz/degisken bir girisimdir, Sanatci
2009 yilinda, bes mavi kati cisimden olusan isi

“Akiskan Modernite”yle, ismini, Marx ve Engels’in,
modern diinyada “katiolan her seyin buharlastigi’na
dair meshur iddiasindan alan bir sergiye davet edildi.
Ayrica “Akiskan Modernite” deyisi, Zygmunt
Bauman’in, diinyanin mevcut durumunu tanimla-
mak i¢in tercih ettigi bir formiildi; bu nitelemelerin
cinsiyete dair imalarini, isyerlerinde (bilimsel labora-
tuvar da dahil) kadinlarin sayisinin artmasina ve bu
tirden (“eylem” ve “emek”e hem karsi duran hem de
ona denk olan) cinsiyet “roller”ine duyulan israrl
egilime bakarak, (diger bakis acilari iginde) tarihsel
acidan sorgulamak ilging olabilirdi.

6 Noako Morita’da alintilanmig, “An American in Pa-
ris: Loie Fuller, Dance and Technology,” yay. haz.
Diana Homes ve Carrie Tarr, A Belle Epoque? Wo-
men in French Society and Culture 1890-1914 (New
York, 2006), s. 121.

~

Burada, Avusturyal bilimci Margaret Wertheim’in
1995 tariihli Pythagoras’s Trousers: God, Physics,
and the Gender Wars baslik kitabina referans veri-
yorum. Amerikan akademik yasamini biiyiik lclide
bélen “kiiltiir savaslari” denen olaylarin zirve yapti-
g1 dénemde yayinlanan bu 6nemli kitap, s6zii gecen
kiltur savaslarinin icine gémiilmiis bicimde kendini
gostermeye calisan su zorlu cinsiyet savaslarindan
zarar goérmeye devam ediyor: pek de sasirtici degil
ama amazon.com’da, kitap hakkindaki politik gerek-
celi, vahsi ruhlu elestirilerin cogunu da erkekler ka-
leme almis. Burada yazamis kisilerin, erkek bilima-
damlari olup olmadiklari da bir muamma.

<]

itiraf etmeliyim ki kablolar, uzun siire boyunca kisi-
sel bir takinti oldu benim icin, ve elbette ki Canell’in,
anakronistik olarak “analog” ve zamansiz (en azin-
dan demodeymis gibi kokan) bir malzeme ve/veya
teknolojiye duydugum hayranligi bazi agilardan pay-
laglyormus gibi goriindiigii gercegine bayagi heves-
li bir bicimde tepki verdim. Gin icinde etrafimizdaki
metrelerce kabloyla, 6zellikle de cep telefonlarini,
laptop’lar, ipod’lar ve dizginsiz bir tasinabilirligin
diger iki yiizli enbiyalarini sarj etmeye yarayan kab-
lolarla cebellesirken, mitsel bir denizyilaninin bog-
dugu meshur Laocoon heykelinin 21. yiizyil muadili-
ne benziyoruz bazen. Yine de her zaman bizi bir
bicimde yere bagl tutan bu kablolar, elbette ayni
zamanda, hareketi ilk anda olanakl kilan enerjiyi
iletmek icin tasarlanmis kanallardir. Tellerin, iplerin,
kablolarin ve diger iletken ya da birlestirici kanalla-
rin (ya da daha belirgin bir bicimde séylemek gerekirse,
yoénlendirmenin simgelerinin) Canell’in eserindeki bol-
lugu, statis (dolasimin durmasi) ve hareket, duragan-
lik ve dinamizmin bu temel, cikissiz celiskisine isaret
eder ve bunu yaparken, felsefi anlamda “hareket”in
olanakli olup olmadigi sorusundan kacinir (bildigimiz
gibi mutlak durma hali, olanakli degildir: sifir Kelvin'in
[mutlak sifir] —veya sifir molekuler hareketin— mutlak
sinirl, sadece kuramsal bir sinir olarak varolur, yani, bu-

nun igin evrenden tamamen kopmus bir termodinamik



10

1

Nina Canell

45

sistemin varolmasi gereklidir). Daha da 6nemlisi, buna
ragmen, Canell’in eserlerindeki tel dizeninin basi ve
sonunun olmayisl, sinir trafiginin, yani bu tirden dii-
stinme biciminin ag bicimli modelini de animsatir.
Yukli olsun ya da olmasin, A'y1 B'ye, Y'yi Z’ye bagla-
yan tel, hem her tirden enerjinin, gliciin ve sayinin
araliksiz dolagimini, hem de simdiye dek sadece ¢iz-
gisel bir zaman dizininde ilerlemis olan tim yaratici
disiince tarafindan izlenen (daha dogrusu izi strt-
len) intizamsiz ve cagrisimsal yolu simgeler.

Caoimhin Mac Giolla Leith, “Small Gestures, High
Voltage,”, yay. haz. Melanie Bono ve Annette Hans,
Nina Canell: Evaporation Essays (Berlin, 2010), s. 33.

Bu metin Ustiinde calisirken, Amerikan hapishane
sistemine ait elektrikli sandalyelerin cogunun, 2000
voltluk bir yiikleme yaptigini 6grendim, ilging bir bi-
cimde —s6z konusu metnin giris paragrafindaki fe-
minist tonla devam edersem eger— Amerika’nin en
kot itibarh 6lim sandalyelerinin de takma kadin
isimleriyle adlandirildigini da 6grendim.

Bkz. Hal Foster, “Precarious,” Artforum (December
2009), Caoimhin Mac Giolla Leith tarafindan alinti-
lanmistir, “Small Gestures, High Voltage,” Nina
Canell, Evaporation Essays (Berlin, 2010).

ket alani haline getiriyor (her duy veya ucu acik elektrik kablosu sonum
olabilir) ve ev yénetiminde sagduyu ve sosyal sorumluluk gerektiriyor,
tipki giindelik bir tehlike olan trafik gibi.

Dolayisiyla, Caocimhin Mac Golla Leith, Canell’in elektrikli enstalas-
yonlarini hayata gecirmek icin gerekli olan voltaj birimini, bu enstalas-
yonlarin adinin arkasina ekleyerek tarif etme aliskanhigi hakkinda
yorumda bulunurken, “bir neon heykeli aydinlatmak icin gerekli olan
voltaja dikkat cekmek, izleyicisine her ne kadar hareketsiz gibi gériinse
de neon kullanilan tiim eserlerin dogasinin, esasen kinetik oldugunu
hatirlatmakla ilgilidir”® der. Diisinmeden duramiyorum: 2000V (Nerve
Variation'da), 3000V (Bag of Bones'da), 31000V (en karmaslik isi olan
Tapetum Lucidumda), bunlarin timi, acik¢a gorildigu gibi éldurici
voltajlardir.’® — bu da gercek “tehlike”’nin estetik etkisinin (ya da risk
estetiginin) sé6zcuglin gercek anlamiyla ve acik bir bicimde sahnelenme-
sidir. Canell’in isini, glincel sanat enstalasyonlarinin bircoguna sinmis
bir 6zellik olan tehlike taklidinden kolayca ayirtedebiliriz."

2.DC

Bir yandan, Ustiinde uzlasilan riskin tehlikeli dengesi ve uzlasmaya
dayal pazarlik, diger yandan da, dolasim ve trafik hayaleti: Canell’in
Onceki eserlerine sadece g6z gezdirmekle bile, atalarimizdan kalan
Israrli mecazlar gibi gérinen bir suri cember ve ¢cember bicimli figur
(Perpetuum Mobile ve Shedding Skin'deki kova ve davul zarinin ardindan,
Mutual Leap’teki, tavana asilmis kemiklerden olusan halkadan, Bag of
Bones'daki yllankavi kablo buklelerine kadar bu figUrler, sinirsiz enerji akigini
oldugu kadar, dogal hayat déngisini de gagristirirlar) ortaya ¢ikar. S6z-
lesmenin gliven cemberine dayali mantigi, Canell’in minimum malzeme
kullanmis oldugu eski bir isinde kelimenin tam anlamiyla sergilenmistir:
Black Light (For Ten Performers) [Siyah Isik (On Oyuncu igin)]. Baslik-
taki on oyuncu, aslinda 6zel koleksiyonculara, Canell’in, kiiciik bir kablo
parcasini gegici olarak evlerinden kaldirmayi kapsayan isine katilan kisi-
lere referans vermektedir: “s6zlesme”deki kosullarda da yer alan, uzak-
tan kumandal elektrikli bir zaman dlcer yardimiyla, saptanmis siire
icinde, evlerini tamamen karanliga gémmek anlamina gelen simgesel bir
kesinti. Bu koreografili “etkinlik”’e ek olarak, Black Light’ta ayni zamanda
bir heykel unsuru da var: oyuncularin oldukca cémert bir bicimde, evle-
rindeki elektrik sebekesinden cikarip verdikleri on adet elektrik kablo-
sundan olusan kusursuz bir halka. Bu kablolar, yere seriliyor, cemberin
bilesim noktalarinin karanlikta aydinlanmasini saglayan bir tiir fosforlu
biizdirme hortumuyla birbirlerine baglaniyorlar, bu da bir dusiince
tuneli boyunca isildayan zerrecik ve parcalardan olusan, suzilen bir
haleye ya da belki de carpisan hadronlarin [atom alti parcaciklarinin]
grafik bir temsiline benziyor. Sanat tarihi sayillamayacak kadar cok
sayida cember yiginiyla dolu ve CERN’in Bliyik Hadron Hizlandiricisi
hi¢c kuskusuz, kendinden énceki tuhaf ivme makinesi gibi, uzun bir
zaman boyunca, pek de ilgi uyandirmayan sanat eserlerine esin ver-
meye devam edecek. Yine de birkag is, dénguselligin, dolasimin ve sos-
yal s6zlesmenin birbirine kenetlenen anlatilarini cok basaril bir bicimde
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12 Hic kuskusuz, “Tanri’nin pargacig” olarak adlandiri-

1

w

lan parcacik, (yani, zor bulunur Higgs bozonu) yarat-
t1g1 hayranlikla karisik korku nedeniyle kahredici bir
cahiller kitlesinin igine yavas yavas girebilmisti ve
neredeyse dini bir anlam kazanmisti. Cenevre’deki
parcacik fizigi laboratuvari 6zellikle de, sanatin bi-
limle birlesmesine dair eski ve bosa ¢ikmis riiyayi
yeniden canlandirmakta basarili oldu - CERN’in,
kendi sanatcilari ve konuk sanat¢i programlari bile
var ve elbette Signatures of the Invisible and Sha-
dows of the Infinite gibi sergiler diizenliyorlar. Gen¢
isvecli sanatcilardan bircogunun onur kaynagi Ca-
nell, diyelim ki, sicim kuramindan esinlenen sanat
eserleri Uretmeye dair basit ayartmalara direnmeyi
basardi, bu da, ileri kuramsal fizigin bilmecemsi leh-
cesiyle biiyiilenen bircok sanat¢inin diistigini goz-
lemledigimiz gizli bir tuzaktir. Canell’in “agir” bilime
karsi ¢ok iyi tanimlanmis bir ilgisi var, ama bu ilgi
onu, zaman ve maddenin kékenine dair satafatl, fi-
zik 6tesi spekilasyonlarin batakligina stiriklemiyor;
kendi pratiginde kullandig: bilimsel model, hem ge-
lismesi 6nlenmis simya gelenegine (buna gore elek-
trigin, tas ve suyun dogal alanina her seyden énce
sembolik olarak yaklasiliyordu) hem de belirli bir kulla-
nimi olmayan ve bu yiizden de daha ¢ok Rénesans’a
6zgl “bulus olarak sanat” dahilindeki makine mo-
dellerini acele etmeden tamir eden amatér mihen-
dis ya da Tanri vergisi yetenekleri olan zanaatcinin
gelenegine yakin duruyor. “El sanati” elbette, onun
sanatini tanimlarken kullanilabilecek anahtar kelime
clinkii hem “mesleki” arastirmaya dair imali bir “us-
talik” elestirisine yol aciyor hem de degindigi evcil
alanla baglanti kuruyor (bkz. la fée électricité ile ilgili
yukaridaki tartisma).

Gegisimsel [osmotic] stirece verilen bu referans,
Canell'in Mutual Leap adli isinin parantez icindeki

“After Nollét” bashgini da agikliyor: Jean-Antoine

Nollét, elektriksel iletim ve elektromanyetizma ala-
nindaki calismalariyla ¢cigir acan ve nihayetinde 1748
yilinda osmosis’i kesfeden Fransiz bir amatér fizik-
cidir.

birlestirmeyi beceriyor ve Canell’in hafifmis gibi gériinen elektrik kesin-
tisindeki simgesel anlamlarin tasarrufu bunun icin bir 6rnek olusturu-
yor.”2 insanin, gizemli dogal enerjinin vahsi giiciinii kullanmasina dair
temel sosyal (bu ytzden de sdylesmeye dayall) boyutu ifsa etmekle kal-
miyor, buna ek olarak, bu diizeni miimkiin kilan ekonomik yapiyi da ser-
giliyor; oyuncular sonug olarak koleksiyoncudur: para sahibidirler ya da
(tahminen) ekonomik imkanlari ortalamanin stiindedir ve bu noktada,
bir anlamda Nina Canell ile beni bir araya getiren, uluslararasi sanat
pazarinin gercek yasam kaynagi olan kiiresel sermayenin serbest aki-
sina yoneltilen dolayli bir yorum olarak, sanat¢inin, bu kisilerin evlerinde
seyreden enerji akimina miidahale etmek icin yaptigi yénlendirme kaci-
nilmaz olarak akla geliyor. Black Light ayni zamanda, Canell’in en 6nemli
“konu”larindan biri olan iletim ve aktarmanin, dairesel olsun ya da olma-
sin, donustiirici surecine yaptigimiz vurguyu bir kez daha dogruluyor.
Bu anlamda, Black Light ve tipki onun aynadaki yansimasi gibi olan
Mutual Leap (After Nollét) de, Canell’in radyo ve (ultra-) ses ile ilgili
cesitli deneyleriyle baglantili: bu yan yana duran alanlara dair l¢ 6rnek,
Robin Watkins’le ortaklasa gerceklestirdigi ve rizgarh Alaska’nin man-
yetik firtinalarinin ses kaydi Ustiine temellenen The Luminiferous Aet-
her adli proje ve bir karpuzun Urettigi sessiz seslerin dissel bir bicimde
yukseltilen sesini kapsayan To Be Hidden And So Invisible (21000 HZ)
ve dogal entropinin vahsi rezonansina dair bir calisma olan Anatomy of
Dirt in Quiet Water gibi islerdir. Bu incelikli islerde —bu listeye s6zko-
nusu Temporary Encampment (Five Blue Solids) da eklenebilir— Canell’in,
ultrason, frekans kaymalari ve fosillesme, taslasma ve katilagsmanin yari
jeolojik sureclerine duydugu asikar ilgi, genellikle, bir malzeme ya da bir
formun bagka bir malzeme ya da forma dénustugunu “seyreden” belli
belirsiz bir degisim hiziyla, ayni zamanda da, gercekten sadece, mad-
deye 6zgu farkl durumlar ve madde(siz)lesme surecleri arasindaki
gecirgen sinirlarlailgilidir yani osmosis ile.® Ve boylelikle kendimizi, 6zel-
likle de sanatc¢inin atdlyesinde yiginlar halinde yere yayilmis bircok kiv-
rimh malzemeyi (yollar, hatlar, iletken malzemeler, kanallar) izlerken, durma
ile hareket, hareket etme ile duraganlik —birlesme ve ortaya cikma,
belirme ve acil durum- arasindaki diyalektigi tartistigimiz 6nceki konuya
geri dénmus olarak buluruz.

Canell, kendi isini dissal bir diisinme bicimi olarak ya da bu tirden
bir diistincenin zahmetli bir bicimde dissallagsmasi olarak tanimliyor. Bu
tanimi ise beklenmedik gereclerle yapiyor; jeolojik ve termodinamik
slireclere ait olan “dog@al” goriiniim Ustune disiniyor. (Bu baglamda,
bir fikir degisimi nasil goriniir?) Bu “dogallastirma” surecinin sadece
sanatsal bir emek karsiliginda, yani caliskanlikla elde edilmesi, sanatci
atolyesi ve (bu tlrden bir emegin alani olan) laboratuvarin bulustugu
ortak zemini vurguluyor. Bir suirii basa ¢ikilmaz unsuru, giict veya formu
6zenle ve kili kirk yararak bir araya getirmek, yorulmaksizin deney yap-
mayi, kelimenin tam anlamiyla, deneme ve yanilmayi gerekli kiliyor.
Burada, sanata 6zgu rastlantisal diistinme bicimi, amatér zanaatcilik
etigi cercevesindeki tamir etme’ye benzer. Burdaki tamircilik’i, sanat ve
bilimin ortak kékenlerini cagristiran, hafiften nostaljik bir anlamda kul-
laniyoruz. Zanaatci, dogadaki seylerin derin dizensizligi karsisindaki
korku olasiligini aklindan cikarmaz (cUnkd “seyler dizeni” sadece, bu ilk
sanat-bilim sentezinin ¢okidstnin ardindan tam anlamiyla veya bitinUyle
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kurulmustur — ama bu, tarih yazimina dair pek de geleceg@i olmayan bir tar-
tismadir). Dustinceleri diizene sokmak, seylerin diizenini bozmak; diistin-
celeri biriktirmek, distincelerin fiziksel izlerini yaymak: sanatgi atélyesi
sadece bilimadaminin laboratuvarina benzer ¢linki her ikisinde de aras-
tirma konusu olarak entropi mevcuttur, Nina Canell’in oldukca siirsel bir
bicimde ortaya koydugu gibi bu, doganin gtivenilir emir komuta zinciri-
nin icine beklenmedik olaylarin sizdigini gérmenin, dahasi gézlemleme-
nin essiz manzarasindan alinan zevktir.



From: MHina Canell . 26.04.2010
; ot

To: TWODD 7,10

Ra: Black Light (For 10 Performars)

Dear Twodo Member (Percformer No. 7).,
I am writing to inform You that the electricity was momentarily interrupted
in Your household on the 25" of April, 2010 between 22:22 and 22:25. This

was the second interwention in a series, which will take place over the next
12 calendar montha.

Your Sincaraly,

M s il

Hina Canell

BLACK LIGHT
Syachronisation

Black Light (For Ten Performers), 2010
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Shedding Skin (Perpetual Current for Twenty-Four Buckets), 2008, Detail
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1 Georg Friedrich Wilhelm Hegel, Lectures on the
History of Philosophy: Greek philosophy to Plato,
vol. 1 (Lincoln, 1995), p. 241.

2 In a neat twist of historical irony, it was the domesti-
cation of electricity—i.e. the entry of electricity
into the private home—that also revolutionized
the treatment of female hysteria: up till then, and
in true nineteenth-century fashion, hysteria had
long been treated as a sexual affliction first and
foremost, enabling the male medical authorities
to subject their female patients to such unlikely
“cures” as manually administered pelvic or vaginal
massage—it was an early electric invention, al-
ready then named the vibrator, which put an end
to the aforementioned dubious “medical” practices,
thus marking one small step in women’s struggle
to regain control over their bodies, this one accom-
plished, quite improbably, with the help of elec-
tricity.

of Things

Dieter Roelstraete

“It is known how Diogenes of Sinope, the Cynic, quite simply refuted
[the Eleatics'] arguments against movement; without speaking he rose
and walked about, contradicting them by action.”’

1. AC

Long before French Fauvist Raoul Dufy started work on his monumen-
tal magnum opus La fée électricité, a giant painting created especially
for the Electricity Pavilion of the 1937 Paris World Fair, the popular
cultural imagination had grown accustomed to viewing (and construct-
ing) electricity as an essentially feminine phenomenon. This may have
had something to do with the fact that, soon after the discovery of its
essential properties and qualities, electricity had quickly (and much
more easily than, say, water and gas) found itself “domesticated,” that is
to say, applied to accommodate the demands of “home” use—
indeed, the late nineteenth-century revolution in electrical applications
constituted an especially auspicious moment in the cultural history of
the gendering of an essentially “neutral” natural phenomenon, not in
the least because the Victorian era as a whole was so obsessed with
the question of gender, and with the “problem”—Ilike electricity,
potentially destructive—of femininity in particular.? Furthermore, La
fée électricité was conceived of as a fairy, female goddess, or muse
(rather than, say, as a gnome, knight, or priest) because the traditional
graphic representation of electricity—as a stream, a current, flow, or
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fluidum, a liquid state of becoming®*—seemed to correspond so well
with the supposedly “feminine” qualities of softness, curvature and,
most importantly, caprice; it is no coincidence that the official aesthet-
ic of the belle époque, an era enchanted with both the many marvels of
electricity and various rebellious models of femininity (think of Ophelia
and Salomé, of Sarah Bernhardt and Mata Hari), was best expressed in the
languorous floral motifs of art nouveau—as the French modernist lit-
térateur Paul Morand put it: “Women are flowers with lightbulbs. Flow-
ers with lightbulbs are women.” 4
More important in this alignment of electricity and female agency,
and quite unrelated to the bizarre scientific custom of distinguishing
“male” from “female” electrical polarities, however, was the constant
presence of a lethal threat hidden (or presumed to be hidden) in the
folds of electricity’s impenetrable cloak, one that required careful hand-
ling and ruthless disciplining: an indispensable source of heat, light,
and life (cf. the famous Miller-Urey experiment on the origin of life on
Earth) throughout all of human existence, electricity in both its “natu-
ral” and “artificial” form also appeared early on as a frighteningly relia-
ble bringer of death and destruction—a dichotomy equally prominent
in many traditional representations of the fair sex throughout history. It
is no coincidence then, that the vogue for La fée électricité-style depic-
tions of the electromagnetic force, simultaneously quaint, cutesy, and
sexist, really only took flight at the exact moment when a host of
enterprising, adventurous savantes (Marie Curie will probably forever
remain the archetype in question; tellingly, she was also a pioneer of elec-
tro-physical research) began knocking on the hastily bolted doors of the
traditionally male-dominated bulwark of scientific enquiry—a moment
in history that also coincided, significantly, with the birth of psycho-
analysis as a “science” of sexual difference, and as such yet another
chapter in the long history of men’s suspicion of (and last-stand attempt
at regaining control over) women’s desire to “know” as much as they did.
And so, with the entry of la fée électricité into the mine-riddled arena
of scientific research, began the long process of unbuttoning Pythago-
ras’s trousers—an ongoing project in which certain important aspects
of Nina Canell’s work can equally be inscribed.®
Electricity, threat: |, for one, wholeheartedly admit to being scared
of her (“la fée électricité”)—so for me, Pythagoras’s trousers don’t
quite fit. Luckily, | also no longer have gas heaters in my current living
quarters—for much of my life, they were just as big a source of
anxiety. [“Did | switch off the gas? Did | switch off the electrical stove?”
The ensuing panic attacks would concern financial ruin just as much as
personal well-being. The greatest fear, however, continues to surround the
event of taking a bath while my wife is blow-drying her hair with the proper
electrical appliance just a couple of feet away.] This anxiety is not so
much related to the fact that gas serves as a painfully demonstrative
reminder of my miserable continental European dependency upon Rus-
sian might in matters that concern natural resources (although the
important notion of circulation, which—no pun intended—courses
through much of Canell's practice, is of course present in the acknowledge-
ment of this dependency as well), as it is to the spectral presence of per-
manent threat or “risk” in the supposedly safe privacy of our homes:

3 Liquefaction here stands opposite the solid state

of being that Karl Marx and Friedrich Engels
famously saw “melt into air” with the advent of
modernity; as it so happens, Nina Canell, whose
art is the unstable subject (obliquely approached) of
the current, equally unstable essay, was invited in
2009 to participate in an exhibition named after
Marx and Engels’s celebrated assertion that, in
the modern world, “all that is solid melts into air”—
with a work composed of five blue solids. “Liquid
modernity,” furthermore, is Zygmunt Bauman’s
preferred formula for the present condition of the
world; it would be interesting to further investigate
the gendered overtones of these qualifications
from the historical perspective (among other van-
tage points) of both the increased presence of
women in the workplace—including the scientific
laboratory—and the persistent tendency to
gender “work” (as both opposed and equal to
“action” and “labor”) as such.

Quoted in Noako Morita, “An American in Paris:
Loie Fuller, Dance and Technology,” in Diana
Holmes and Carrie Tarr, eds., A Belle Epoque?
Women in French Society and Culture 1890-
1914 (New York, 2006), p. 121.

| am referring here to a book by the Australian
scientist Margaret Wertheim titled Pythagoras’s
Trousers: God, Physics, and the Gender Wars
from 1995. Published at the height of the so-called
“culture wars” that were then tearing apart much
of American academic life, this important book
continuous to suffer from those exact gender wars
it sought to expose as folded into the aforementi
oned culture wars: not surprisingly, most of the
politically motivated savage criticism posted on-
line on amazon.com was penned by men (whether
they are also male scientists remains unknown).
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6 Cables, | must confess, have long been something

of a personal obsession, and | of course responded
rather enthusiastically to the fact that Canell
seemed to share at least some aspects of my fasci-
nation for a material and/or technology both so
anachronistically “analogue” (or at least smacking
of obsolescence) and timeless. In our daily tussles
with miles of cables all around us, most notably
those meant for charging mobile phones, laptops,
iPods, and other disingenuous prophets of the
illusion of an unfettered mobility, we sometimes
resemble a twenty-first century equivalent of the
famous Laocoon sculpture group, caught in the
stranglehold of a mythical sea serpent. Yet, all the
while, these very same cables that in some way
keep us bound to the ground are of course also
channels designed to conduct the energy that
makes movement possible in the first place. The
profusion of wires, threads, cables, and other con-
ductive or connective channels (or, more precisely,
symbols of channeling) in Canell’s work points to
this foundational aporia of stasis and motion, still-
ness and dynamism, begging the question whether
“movement,” in a philosophical sense, is possible
at all (absolute stasis isn't, as we all know: the abso-
lute limit of zero Kelvin—or zero molecular motion—
only exists as a purely theoretical limit, i.e. requiring
the existence of a thermodynamic system wholly
disconnected from the universe). More importantly,
however, the ubiquity of wiring in Canell’s work
also echoes the reticular model of neural traffic,
ie of thinking as such. The wire, charged or not,
that connects A to B to Y to Z symbolizes both the
ceaseless circulation of energies, forces, and val-
ues of all kinds, as well as the erratic, associative
path “followed” (or rather, traced) by all creative
thinking, which is only ever chronologically linear.

Caoimhin Mac Giolla Leith, “Small Gestures, High
Voltage,” in Melanie Bono and Annette Hans, eds.,
Nina Canell: Evaporation Essays (Berlin, 2010),
p. 33.

Researching this article, | found out that most
electric chairs in the American prison system oper-
ate dispensing 2,000 V charges; interestingly—to
continue the feminist tone of the introductory
paragraph of the present essay—| also found out
that some of America’s most notorious frying
chairs were given female nicknames.

See Hal Foster, “Precarious,” in Artforum (Decem-
ber 2009), quoted in Caoimhin Mac Giolla Leith,
“Small Gestures, High Voltage,” Nina Canell,
Evaporation Essays (Berlin, 2010).

there is electricity all around me, and there is electricity everywhere—
how many miles of cables and wires does the average household
contain, | often wonder, and how many meters of cabling went into
the awesome apparatus of Canell’s Shedding Skin (Perpetual
Current for Twenty-Four Buckets)?® This of course turns every home
into a potential disaster area (every socket or loose-hanging cable could
be the end of me) the control of which is a matter of both level-headed
domestic management and social responsibility, a bit like the quotidian
hazard that is traffic. So when Caoimhin Mac Giolla Leith, commenting
upon Canell’s habit of including the voltage required to bring her elec-
tro-installations to life in the descriptions that accompany these instal-
lations’ titles, states that “to draw attention to the voltage required
to power a neon sculpture is to remind the viewer of the essentially
kinetic nature of all works employing neon, however immobile they
might appear,”’l can’t help but think: 2,000 V (in Nerve Variation),
3,000 V (in Bag of Bones), 31,000 V (in the most complex Tapetum
Lucidum) are all demonstrably lethal voltages®—a frankly literal staging
of the aesthetic effect of real “precariousness” (or of the “aesthetic of
risk”) that clearly sets Canell’s work apart from the mimesis of precar-
iousness that is such a pervasive characteristic of much contemporary
art installation.®

2.DC

The precarious balance of an agreed-upon risk and its contractual
negotiation on the one hand, and circulation, the ghost of traffic, on
the other: while even the most cursory glance at Canell’s oeuvre to
date is certain to reveal a myriad of circles and circular figures as per-
sistent atavistic tropes (from the suspended ring of bones in Mutual Leap
(After Nollét) via the buckets and drumheads in Perpetuum Mobile and
Shedding Skin to the snaking coils of cable in Bag of Bones, echoing life’s
cyclical nature as much as the limitless flow of energy), the circle-of-trust-
like logic of the contract is literalized most comprehensively in one of
Canell’s least material projects to date, Black Light (For Ten Perform-
ers). The ten performers referred to in the title are in fact private col-
lectors, participants in a work of Canell’s that involved the temporary
removal of a tiny piece of electric cable from their respective house-
holds—a symbolic incision meant to douse their homes in complete
darkness for prescribed lengths of time (thanks to a remotely controlled
electric timer, the installation of which was also stipulated in the “contract”).
In addition to this choreographed “event,” Black Light also consists of
a sculptural element: a perfect circle made up of the ten pieces of elec-
tric cable that the performers so generously excised from their domes-
tic grids, laid down on the floor and connected to each other using
phosphorescent shrink tube of a kind that allows the joints of the ring
to light up in the dark, like a hovering halo of bits and bytes flashing
through a tunnel of thought, or a crude graphic representation, per-
haps, of hadrons colliding. Countless circles already litter the annals of
art history, and, like the odd cyclotron before it, CERN’s Large Hadron
Collider will doubtlessly continue to inspire underwhelming artworks
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for a long time to come, yet few works manage to conflate the inter-
locking narratives of circularity, currency, and the social contract so
successfully and with such exemplary economy of symbolic means as
Canell’s understated blackout.”® In addition to revealing the essentially
social (hence contractual) dimension of man’s harnessing the brute
force of nature’s many mysterious energies, as well as exposing the
economic scaffolding thanks to which this management is made possi-
ble—the performers are collectors after all: men of money or more-
than-average economic means (we presume), and it is hard not to think
of the artist’s instruction to intervene in the flows of energy coursing
through their homes as an oblique comment on the deregulated flow of
global capital, the true life-blood of the international art market that, in
some sense, has brought Nina Canell and me together—Black Light
also reaffirms our emphasis on the transformative process, circular or
not, of conduction and transmission as Canell’s great “theme.” In this
sense, Black Light and its apparent mirror image Mutual Leap (After
Nollét) also relate to Canell’s various experiments with radio and (ultra-)
sound, three examples of her work in these adjoining fields being the
collaborative project (with Robin Watkins) The Luminiferous Aether,
based on the recording of magnetic storms in wintery Alaska, and
works such as To Be Hidden and So Invisible (21,000 Hz), which
involved the fictional amplification of the soundless sounds produced
by a watermelon, and Anatomy of Dirt in Quiet Water, a brute reso-
nance study of natural entropy. Canell’s avowed interest in ultrasound,
frequency shifts and quasi-geological processes of fossilization, petri-
faction, and solidification in these exact works—a list to which the
aforementioned Temporary Encampment (Five Blue Solids) should
also be added—often concerns the imperceptible pace of change that
“sees” one material or form become or turn into another, as well as
the porous borders, which are really anything but borders, between
different material states and processes of (de-) materialization—
osmosis." And so we find ourselves returned, following the many
meandering materials (paths, lines, conductors, channels) that litter
the floor, mostly, of the artist’s studio, to an earlier topic of conversa-
tion (see note 9), the dialectic of stasis and motion, movement and
stillness—merging and e-merging, emergence and emergency.

Canell has referred to her work with certain less-than-obvious materi-
als as a form of externalized thinking, or as a laborious externalization
of thought as such—giving thought the “natural” appearance, that is,
of a geological, thermodynamic process. (What, in this context, would a
change of mind look like?) That this process of “naturalization” is only
achieved through artful labor, ie laboriously—cue the painstaking,
meticulous assembly of many an unruly element, force or form, requir-
ing tireless experiment, trial and error, in the most literal sense of the
word—highlights the common ground where the artist’s studio and
the laboratory (as a site of such labor) meet. Art’s haphazard thinking
here resembles tinkering, in the slightly nostalgic sense of art and
science’s shared roots in an ethic of amateur craftsmanship keen on
retaining the possibility of awe in the face of nature’s profound disor-
der of things (for the “order of things” is only really or fully instituted after
the twilight of this original art-and-science synthesis—but that is a

10 No doubt in part because of the awe it has been

able to instill in the overwhelming mass of ignorami
for whom the legend of the so-called “God particle”
(i.e. the elusive Higgs boson) has come to acquire an
almost religious significance, the Genevan particle
physics laboratory has been especially successful
in reviving the ancient, frustrated dream of science’s
union with art—CERN even has its own art and
resident artists program, producing such predictably
titled exhibitions as Signatures of the Invisible
and Shadows of the Infinite. Much to the young
Swedish artist’s credit, Canell has successfully
resisted giving in to the facile temptations of mak-
ing artworks inspired by, say, string theory—the
pitfall in which many an artist bedazzled by the enig-
matic lingo of advanced theoretical physics has been
observed to stumble. Canell does have a clearly-
defined interest in “hard” science of course, but this
interest does not lead her into the quagmire of pom-
pous metaphysical speculations on the origins of
time and matter; the scientific model used in her
practice is closer both to the stunted tradition of
alchemy (in that the natural realm of electricity, stone
and water are approached as symbols first and fore-
most) as well as to that of the amateur-engineer or
gifted craftsman leisurely tinkering away at (models
of) machines that serve no measurable use and thus
appear more closely connected with the Renais-
sance paradigm of art as invention. “Craft” certainly
is a key term when considering her art, if only for
the implied critique of mastery of “professional”
scientific research it entails, as well as for the link
with the domestic realm—see our earlier discussion
of “la fée électricité”—that it touches upon.

The reference to the osmotic process helps to
explain the subtitle, so to speak, of Canell’s Mutual
Leap, the bracketed “After Nollét”: Jean-Antoine
Nollét is the name of the French amateur physicist
whose groundbreaking work in the field of electri-
cal conduction and electromagnetism eventually
led to the discovery, in 1748, of osmosis.
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historiographic discussion which we cannot expand upon). Ordering
thoughts, disordering things; collecting one’s thoughts, dispersing
their physical traces: the artist’s studio only resembles the scientist’s
laboratory in so far as entropy is the subject of the research conduct-
ed in both—the pleasure derived from the singular spectacle, as Nina
Canell herself put it so lyrically, of seeing, nay, observing contingency
seep into nature’s trusted chain of command.
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Small Wave Telegram to an Empty Eye, 2010, Ayrinti
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Klara Hobza icin
Bes Kesit

Gregory Volk

1

Klara Hobza'yi, Paper Planes [Kagit Ugaklar] (2004)
adli, oldukca davetkar kisa videosunda, o kendine has
haliyle ciddi ciddi eglenirken gérilyorsunuz. Ogrenme
ve arastirma kadar her tiurli samata ve soytariliga
aclk olan sanatclyl, maskaralik, yaptigi ise odaklan-
maktan alikoymuyor.

Soguk, rizgarh ve yagmurlu bir giinde, ustiinde
paltosu, Coney Island kumsalinda metal bir sandal-
yede kamburu cikmis oturmakta. Milyonlarca insani
barindiran New York sehrinde olmasina ragmen or-
talikta kimseler yok. Hobza’'nin kucaginda bir tomar
kagit ucak katlama talimati var; kotu hava sartlarina
ragmen kagit ucak yapmaya calisiyor ve sonucta sa-
natcinin, New Millennium Paper Airplane Contest
[Yeni Milenyum Kagit Ugak Yarismasi] (2008) adl Ginli
calismasi olusmaya basliyor.

Hobza, riizgarin elinden almaya calistigi talimat-
lari dikkatle inceleyip uygularken, tamamladigi kagit
ucaklardan birini ugcurmak Uzere iskelenin bir ucun-
dan 6bir ucuna kostugunu gosteren kisa kesitler go-
rilyoruz. iskelenin sonundaki korkuluga variyor, sag
elinde tuttugu ucagi, mikemmel bir ucus gercekles-
tirmek Uzere, Kuzey Atlantik Okyanusu’na dogru fir-
latiyor, ama ucak beklenmedik bir sekilde saga kayip
riizgarda savruluyor.

Dikkatle izlenip uygulanan talimatlar, ustaca katlanan
kagitlar, yani tim bu emek ve 6zen, umut verici oldu-
gu kadar nafile bir eylem, ¢linkii ne kadar iyi yapilmis,
aerodinamik olarak ne kadar saglam ve Hobza tara-
findan ne denli glcli bir bicimde firlatilmis olursa ol-
sun (Hobza, ciritin en uzun mesafeyi katedebilmesi igin,
mUmkun olan en mikemmel agly tutturmaya calisan bir
ciritgiye benziyor), dayaniksiz u¢agin okyanus riizga-
riyla basa cikmasi mumkin degil; karsi konulamaz
sartlara ister istemez yenik disecedi, gézu yukarilar-
da ve ileride olsa bile disecedi, hatta hizla disecegi
cok acik.

Bu iste neseli, hatta cocuksu bir heyecan, bir he-
ves unsuru var: Koca plajda bir cocuk, glicli rizgara
karsi ucabilen oyuncaklar firlatarak eglenmekte. Bu
iste, dogal bir titizlik ve inatg¢i bir gayret var: Hobza,
kendisinden énceki bircok mucit gibi, zor bir seyi,
dogru bir sekilde yerine getirmeye cabaliyor ve vaz-
gecmiyor. Bu iste, kurnazca bir sadelik (basit bir kagit
parcasindan sevimli bir sey yaratmak) ve topyekun bir
sacmalik unsuru da var: Coney Island iskelesinin ko-
runaksiz ucu, kagit ucak ucurmak icin, nereden bak-
san, iyi bir yer degil. Ne var ki, Hobza’nin bu kisacik
eylemi, videoyu seyrettikce, ki bu video insanin igin-
de tekrar tekrar izleme arzusu uyandiriyor, daha
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siirsel ve yankilanan bir hal aliyor. Onun kagit ucagi-
nin ¢agristirdigi birden cok anlam var: insanin en de-
rin arzu ve 6zlemlerinin nasil da kayitsiz bir diinyaya
firlatildid; en iyi, en tutkulu, en iyi niyetli planlarinin
nasil da basarisizlik ve hayal kirikligiyla sonuclanabil-
digi; insanog@lunun gelip gecici bir eyleminin nasil da
rizgar ve kabaran dalgalar gibi, dogal giiclerle iligki-
si oldugu. Hobza’nin girisimi oyuncu oldugu kadar
distinceli, hassas ve ciddi bir eylem; insanin icine is-
leyen ve insanoglu kadar karmasik seylerle dolu san-
ki: Guicli arzularimiz ve biiyiik hiisranlarimiz, tim za-
rafetimiz ve kabaligimiz, bizi harekete geciren
heyecanlarimiz ve islerin yine iyi gitmedigini gériince,
siklikla yasadigimiz saskinlk ve korku.

Hobza’nin, bize agikca géstermeyip ima ettikleri,
bu isin en can alici yénlerinden biri. Arka planda Co-
ney Island var: O Unlu iskelesi ve dénme dolap ile hiz
treni de dahil, tim eglence unsurlari, hediyelik esya
dikkanlari, sosisli sandvi¢ stantlari, MILB beyzbol
stadi, geleni gideni, cafcafll tabelalari ve en 6nemlisi
de, tarihi gecmisi! 1830’lu ve 40’h yillarda, yani Co-
ney Island Brooklyn’in ulasilmasi zor bir “sehirdisi
karakolu“yken, ileri goruslu sair Walt Whitman (ileri
gorusld, Unld bir sair olmadan 6nce, basimevinde cirak-
lik, sonra muhabirlik ve bir gazetede bas editorlik ya-
pan ve Walter Whitman olarak bilinen Walt Whitman)
bu “uzun, ciplak ve issiz kiyilara” sik sik geldiginden
sOz actigl Specimen Days’de, “sertlesen kumun Us-
tunde ileri geri kosup dalgalarla martilara saat basi
Homeros ve Shakespeare’den dizeler okurdum”' der.
Whitman, okyanusla karanin birlestigi bu yerde, 6zel-
likle New York sehrinin o kendine dénik, kaba saba
insanlarinin ugcsuz bucaksiz Atlantik Okyanusu’nun
ritmine acilmasi i¢in potansiyel arzeden, kalici bir sey
oldugunun farkindadir.

Nitekim, bu “uzun, ciplak ve issiz kiyilar”, birka¢
on yil sonra g6z kamastirici edlence parklariyla

“Amerika’nin oyun bahcesi” olarak anilan ve biyik
kalabaliklari kendine ceken bir yer haline gelecektir.
Su kaydiragi ve egitimli kirk adet deniz aslaniyla De-
niz Aslani Parki, Unli mekanik at yarisiyla Steeplec-
hase Parki, evcillestirilmis filleri ve isik oyunlariyla
Luna Park, yapma Venedik kanallari ve (i¢ yiuz clice-
nin ikamet ettigi “Liliput Kéyi” ile Dreamland, 19.
yuzyil sonu ya da 20. yuzyil basi, bugiiniin dev Dis-
ney Cagi yaratiklarinin habercileridir. Coney Island,
aile isletmelerinin yanisira, turistleri bastan cikaran
acayip sovlara, fuhus zincirlerine, ddvme salonlarina
ve geleceg@i okuyan falcilara teslim oldu belki, ama
her seyden 6te, zengin veya fakir, soylu veya géc-
men gemisinden heniiz inmis olsun, malikanede veya

sehrin merkezindeki adi bir apartman dairesinde
otursun, herkesi kucaklayan, gayet demokratik bir
yerdi (bir dlcide hala oyle).

17. yuzyihn baslarinda, bir grup Puriten’in daha
sonralari Massachusetts olarak anilacak olan yerde,
iyi glinde, kotl glinde bir diinya cenneti kurma idea-
linin, bir Utopya olarak, itici gii¢c haline geldigi bir ul-
kede Coney Island, sekiler bir cennet, Amerikan hal-
kina genclesme, heyecan ve mutluluk vadeden bir
pop-kiltur ltopyasi oldu, ama zamanla kdhnelesti;
eglence parklari yandi, bazilari yeniden insa edildi,
ne var ki popllerligini buylik élciude yitirdi. Ayakta
kalan bazi unsurlari da zamanla yorgun dusup iyice
yiprandi; oyle ki, bir isletme olarak 1968’de kapanan
bu eglence merkezi, Parachute Jump’in [Parasitle
Atlama Kulesi] sessizce hukim surdigi bir tarihi ka-
lintiya dondi.

iskele veya plajdaki kagit ucaklariyla birlikte Hob-
za, bu yerin derin insani enerjileriyle ve vadettigi
mevcut harikuladelikle incelikli bir baglanti kurmak-
ta: Ucma durtusi, bagimsizlik arzusu, fantastik gos-
terilere kendini kaptirip mest olma ve bir sureligine
olsun, ginlik yasamin dayattigi kurallardan ve sinir-
lamalardan kurtulma. Dinyanin hemen hemen her
yerinden nesiller boyunca buraya akin eden gé¢cmen-
ler de boylesi enerjilerin pesindeydi. S6z konusu ca-
lisma sirasinda, Hobza’nin da bir gécmen oldugunu
hatirlatmakta yarar var: Kendisinden énce -hic abar-
tisiz- milyonlarca gé¢menin akin ettigi ayni plajda ka-
git ucaklar yapip ugurmaya calisan Pilsenli bir Cek
gé¢ecmen! Hobza'nin kagittan yapilmis bir ucagi ruz-
gara ragmen ugurma girisiminin umut dolu oldugu
kadar imkansiz olmasi, arka plandaki sasirtici, sus-
kun ortamla incelikli bir bicimde értusuyor: Kirtk d6-
kuk bir dinamo, altust olan biyik planlar, zamanla
eriyip gidecegi kanitlanan isikli bir cennet.

2

Hobza’'nin, heykel, video, fotograf ve eskizden, kav-
ramsal yaklasimlara, anlati ve performansa kadar
uzanan ve cogu kez bunlarin hepsini birlestiren calis-
ma Uslubu, ictenlikli ve tamamen kendine 6zgidir.
Eserleri, elbette galerilerde, miizelerde sergilenmek-
tedir, ama onun birincil 6zelligi, bir butiin olarak diin-
yayla dogrudan ve karmasik bir baglanti icinde olma-
sidir ki, sanatciyli tam da bu nedenle ve siklikla ya
suda ya plajda ya ormanda ya da yiksek bir binanin
tepesinde bulursunuz. Hobza, proje liretmekten ziya-
de projelerinin icinde yasar sanki. Nasil sonuclanacak
olursa olsun, bastan sona kadar urettigi projelerin
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icinde yasar, bunlari inceleme, arastirma, iletisim, kul-
turel elestiri, kendini kesfetme araclari olarak kullanir
ve bunu buyuk bir azim, sorgulayici bir merak, bazen
blyuk cesaret ve cogu kez disaridan belli olmayan bir
mizah anlayisiyla yapar. Dahasi, bugiine kadar ger-
ceklestirdigi biitiin bliylik projeleri, kagit ucak meraki,
kuslara olan diskinligi, Mors Alfabesi’ne duydugu
ilgi, New York’ta gecen birkac basarili yilin ardindan
sehri terkedip Avrupa‘ya dénme karari gibi basit ve
anlasilabilir seylerden hareketle baslamistir ki,
Hobza’yi az rastlanir, cazip bir sanat¢i yapan tam da
bu olsa gerek. Bu siradan ve anlasilabilir seyler, cogu
kez uzun siireler boyunca, bircok viraji alma pahasina
kesfedilip gelistirildikce, s6z konusu projeler, yepyeni,
ilging, cilgin, tutkulu ve son derece anlaml bir boyut
kazanarak insanlarla aramizdaki mesafe, yabancilas-
ma, cevremiz, tarihle olan catismali iliskimiz, hirslari-
miz ve basarisizliklarimiz gibi temel endiselerimizi ir-
deler.

Mesela, Hamburg’da, Galerie fiir Landschafts-
kunstilk‘teki ilk kisisel sergisini, Departing America -
2009 [Amerika'dan Ayriimak] adl eserini ele alalim:
Hobza‘nin stliidyosu, Brooklyn Navy Yard’da, East
River’in kérfeze aktigi bolgedeydi, yani suya yakindi.
Sanatci, New York’tan ayrilmaya karar verince, stiid-
yosundaki her seyi, malzemeler dahil, 6zel olarak ta-
sarlanmis ahsap bir sala yukleyerek, (bu, giindelik is-
ler icin eski teknolojiyi kullandigi bircok 6rnekten
biridir) tuhaf bir bicimde zaman icerisinde hareket
ediyor gibi gériinen bir eser, 19. ylizyll, hatta belki de
17. yazyilin tipik 6zellikleriyle massedilmis bir 21. yiizyil
eseri yaratti! S6z konusu ahsap salli, bir deniz kano-
suyla cekerek korfezi gecip, Bayonne-New Jersey’nin
etrafindan doénerek, Port Newark-New Jersey’deki
uluslararasi kargo tesislerine kadar, biraz da tehlikeli
bir yolculuk yapti; izledigi yolda, yillar boyunca “tikis
tikis gemilerde icice” seyahat ederek Amerika’ya Ellis
Adasr’dan ayak basan milyonlarca gécmeni karsilayip
kucaklayan Ozgiirliik Heykeli’nin de yanindan gecmis-
ti. Sal ve kargosu, Port Newark’da Dublin Express’e
yuklenip, Hamburg-Almanya’ya dogru, yani tarihsel
olarak “ters” bir istikamette yola cikti: “Ters”, ¢linki
Hamburg, 19. yiizyll boyunca ve 20. yiizyilin baslarin-
da, Avrupali gécmenlerin Amerika’ya gitmek lzere
yola ciktigi, baslica liman sehirlerinden biriydi. Hobza,
kargosunu Hamburg’da gemiden indirip tekrar sala
ylkledi ve Elbe Nehri ile kanallar lizerinden yizdure-
rek kanallardan birinin kiyisindaki bir binanin G¢linci
katinda bulunan galeriye getirdi. Sal ve kargosu, gale-
riye, bir tir halat ve ving sistemiyle binanin dis yizin-
den yukari cekilerek cikarildi.

Cizimler, videolar ve fotograflar da iceren sergi,
bir 18. ylizyil veya 19. yiizyil kasifinin ¢ciktigi uzun yol-
culuktan getirdigi birer nesne ve bilgi arsiviymiscesi-
ne, Hobza’nin salin ahsabindan Urettigi kaba, ma-
samsi yapllarin Ustline yerlestirildi. Sanat eserleri ve
masalar dahil, bu serginin, icindeki her seyle seyahat,
kargasa ve maceranin “anilarindan” hareketle ortaya
cikmis olmasinin harikulade bir yéni var.

Projenin, son derece kisisel ve derinden hissedi-
len bir boyutu var: Hobza‘nin baska bir yerde yasa-
maya, hayatini orada kurmaya, sonra da kurdugu ha-
yati terk etmeye karar vermesi. Sanatci, yasadigi
yerden ayrilabilmek icin bir tiir heykel, bir salin tsti-
ne yikledigi esyalarindan ibaret bir heykel insa et-
mistir! Ve proje gelistikce gérinmeyen seyler -
Hobza’nin New Jersey’ye gitmek lizere koérfezi
gecerken yaptig o cok komik, komik oldugu kadar
tehlikeli yolculuk ve Dublin Express’in bir okyanus
dahil katettigi uzun mesafe, eserin ayrilmaz birer
parcasi haline gelmistir. Eserde gemi seyir yollari,
gelgit akintilari, denizcilik becerisi, degisik su tirleri
gibi, mesafeler ve enginliklerin de roli vardir. Bu pro-
je ayni zamanda bir performanstir ve Hobza, bu per-
formansinda degisik roller Uslenmistir: Bir seyyah ve
kasif, butlin esyalarini yeni bir yuvaya nakleden bir
gbécmen, ¢ok uzun sure ayri kaldigi evine dénen bir
gezgin, ilkel bir tasitla koca kargo ve yolcu gemileri
arasindan gecmeye calisan Buster Keaton’a benzer
trajikomik bir karakter! Dahasi, Hobza, tiim bu rolle-
ri Ustlenirken, harikulade bir altiist etme 6rnegi vere-
rek, temsili bir Amerikan hikayesini tersyliz etmeyi
basarmis, yani akin akin gelenleriyle tnli bir kérfez-
den, dramatik bir ayrilisi gerceklestirmistir.

Hobza ayrilirken, kesif ve 6zgurliik icin yolculuk,
eski olandan yeni olana yolculuk gibi edebiyatta ve sa-
nattaki temel Amerikan motifierini hatirlatiyor ve bunu
kendi amaci dogrultusunda yeniden sekillendiriyor.
Akla, sadece gégcmenler degil, Mark Twain’in Huckle-
berry Finn‘in Maceralari adli eserinde sallarini Missis-
sippi Nehri izerinde ylizdiren Huckleberry Finn ile
kacak kole Jim, 1804’te Batr’'yi kesfetmek lizere Mis-
sissippi Nehri’ni gecen Meriwether Lewis ve William
Clark, 1620’de Mayflower gemisiyle Plymouth-
ingiltere’den, Plymouth-Massachusetts’e yelken acan
hacilar, 19. ylizyllda Batr'ya gidip orada hayat kuranlar
ve San Francisco’da gemilerden inip kitanin i¢ kisimla-
rinda altin bulmak Ulzere yola koyulan “49‘cular” da
geliyor. Bu cercevede, Hobza‘nin kahramanca giristigi
garip sal yolculugu, sasirtici derecede genis ve kap-
samli bir tarih strecine uzanarak hikaye Ustiine hikaye,
tarihsel olay ustine tarihsel olay cagristiryor.
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New York’tan ayrilip Avrupa’ya dénen Hobza’'nin,
New York (dolayisiyla Amerika) deneyiminin sanati
Uzerinde derin ve kalici bir etkisi oldugu acikca goéri-
liyor. Buna, sanatcinin mekan sec¢imi, tarihi malze-
meleri sikca kullanmasi ve bir gé¢cmen olarak, edindi-
gi yeni vatani hakkinda, sonsuz merak sahibi, bazen
de sorgulayici ve elestirel olmasi dahildir. Plymouth
Rock’ta koloniyi kuran ilk hacilardan bahsetmistim.
Samuel Morse adli geng¢ bir sanat¢i (mucit olmadan
once), hacilarin Amerika’ya ayak basmalarini, yani o
Unli sahneyi tasvir eden tabloyu Landing of the
Pilgrims’i [Hacilarin Ayak Basisi] 1810’da yapmistir.
Kalvinist bir kilise adaminin oglu olarak, Charlestown-
Massachusetts’ta yasayan Morse, New England’daki
bagnaz protestanligin icine derinlemesine dalmis,
sonralari Alfred Vail ile birlikte, Mors Alfabesi’ni (haf-
lerle sayilarin noktalar ve tirelerle ifade edilerek sesli
veya yanip sénen isiklarla, yani gorsel olarak iletildigi sis-
tem) icat ederek, 19. yuzyil telgrafciliginda 6nemli bir
sahsiyet olmustur.

Hobza, Samuel Morse ve Morse Alfabesi’ne
2003’te merak sararak sistemi 6grenmis ve New
York’a isikla mesaj ileten ev yapimi kiicuk bir sistem
kurup, 19. yizyildan kalma bu uzun mesafe iletisim
yontemini cep telefonlari, internet, sosyal iletisim
aglari vb.’ne gémiilmuis 21. ylizyll yasantimizin ileti-
sim yontemlerinin yanina yerlestirivermistir. Bekle-
nebilecegi Uzere, baslangicta kendisine kimse cevap
vermemis; bir zamanlarin blyik 6nem tasiyan Mors
Alfabesi ile iletisimin demode bir sistem oldugu acik-
ca ortaya cikmistir. Ne var ki, Hobza moralini bozma-
mis; 30.000 vat elektrikle calisan 1200 lambali, daha
biyuk ve yeni bir sistem kurup, bunu Long Island
City Sculpture Center''n en Ust katindaki camli ala-
na yerlestirerek, burayi yanip sénen isiklarla cevreye
Mors Alfabesi ile mesajlar génderen bir merkez hali-
ne getirmis; sonunda Isikli mesajlari géren ve Mors
Alfabesi’ni bildigine (en azindan tanidigina) hilkmedi-
len sinirh sayida New Yorklu’dan yanip s6nen araba
farlari, el fenerleri, pencere isiklari ve kornalarla ce-
vap almayi basarmistir.

Hobza’nin, Morse Code Communication (2005)
adl eseri, bir 1sik heykeli olmanin 6tesinde mimari bir
mudahale ve bir performansti; mithis bir video hali-
ne de geldi. Videoda, yuksek binanin en tepesinde,
isiklarin ve kablolarin esaretinde pek yalniz gériinen
Hobza, biriyle, herhangi biriyle iletisim kurmak umu-
duyla, eski pusku bir aygiti telasla kullanirken goriil-

mekte: bu koca sehre yeni gelmis, birileriyle iligki
kurmak isteyen ve bunun ne denli zor oldugunu anla-
yan bir insanin yasayabilecegi yalnizlik ve 6zlemin 6l-
cusuz ve kacikga tezahuru.

Hobza‘nin her eseri gibi, bu proje de ayni anda
devreye giren, bir dizi olasi anlam katmani edindi.
Unli bir sanat merkezinde bulunan eser, sehri biitii-
niyle isin icine dahil etmenin 6tesinde, yeriisti met-
rolarla ve arabalarlarla gelip gegen, apartman pence-
relerinden disari bakan, sokakta yiirliiyen ya da
Manhattan’daki ofisinden Queens’e bakan insanlar-
dan olusan, anlik izleyici kitleleri iiretti. Manhattan
nehrinin karsi kiyisindaki 1sikli binalar tarafindan
gorilmeye ve o binalarla yarismaya cabalayan,
Queens’in arka sokaklarindan birinde, somut bir ta-
rihsel gecmisi olan, bir tramvay onarim tesisinde yani
nispeten ufak bir mekanda bulunan Sculpture Center,
gecici bir sure igin 1sik sacan, gérkemli bir manzara-
ya birinmuisti. Butiin bu sire boyunca, Hobza, go-
zlinde koruyucu goézlukler oldugu halde kulesinde
oturmus, bu devasa sehrin otoyollarina, metrolarina
ve muhtesem gokdelenlerine yalniz basina mesaj ar-
dina mesaj yolluyor; bulundugu yukseklikten “buyuk-
IGgin” kendisiyle iletisim kurmaya calisircasina, as-
linda cok giiliing, fakat bir o kadar yalniz ve yabanci
bir gorintu ciziyordu.

4

Amerikall sair-filozof ve énde gelen Transandantalist
Ralph Waldo Emerson, 1839’da sanat (liretimine yak-
lasimini gunluginde, “Bizler Tam/Dogru/Kesin ve
Engin olani, Hayallerimizi ve Matematigimizi istiyo-
ruz.”? seklinde tanimlarken, sanat tretiminin (belki ya-
samin da) ayni anda akilci, sorgulayici, vizyoner ve
deneysel olma 6zelligini 6zli bir bicimde dile getir-
mekteydi. Emerson’dan bahsetmenin zamani degil
belki (bu arada kendisi, Walt Whitman ve Samuel Mor-
se, Unlt dogabilimci, kusbilimci ve kus resimcisi John Ja-
mes Audubon, hatta Unlu sovmen PT. Barnum ve daha
nice 6nemli sahsiyetin cagdasidir), ama yasadigi d6-
nemde sozlerinin etkisi blylik ve derin olmus; bu etki,
Transandantal akimin altin ¢cagi 1850’lerde sona er-
dikten sonra bile uzun siire devam etmisti. Emerson’un
ginligunden alintilanan yukaridaki sézler, Hobza’yi
isaret etmektedir adeta, ¢linkii Hobza da tam, dogru,
engin olanla ugrasip hayallerle matematigi eslestirir.
Eserlerinde seyleri tamtamina élclip Gzerinde disi-
nerek duzenler, yaptidi isi sistematik tekrarlamalarla
yari-bilimsel bir havada sirdirir; hata yapmamaya
6zenli, vir zivirdan uzak, ciddi bir tutum icindedir. Ve
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bu arada, izleyicisine de alisiimadik bir bicimde arindi-
rici gelen, engin fikirlerle dolu ve cilginca yaratici
eserler Uretmektedir.

American Acclimatization Society (bazen Acclima-
tion Society of North America - Amerikan Iklim Alistirma
Cemiyeti olarak da anilir) misyonu geregi, 1890’da Ku-
zey Amerika’yl Avrupali hayvan ve bitki tirleriyle ta-
nistirmak adina, New York sehrine Avrupa’dan sigir-
cik kuslan (Sturnus vulgaris) ithal etmeye karar verdi.
Bir efsaneye gore, bu kararin ardinda cemiyetin Sha-
kespeare hayrani, eksantrik baskani Eugene Schief-
felin vardi; baskan, V. Henry’de (1. Bolum, 1. Perde, 3.
Sahne)® sabri tasan Hotspur’un, “Nay, I’ have a star-
ling shall be taught to speak only Mortimer...” [“Hayir,
sadece Mortimer demek Uzere egitilmis bir sigircigim
olacak... "] repligindeki sigircik dahil, Shakespeare’in
eserlerinde adi gecen biitiin kus tirlerini Amerikan
dogasiyla tanistirmak istemisti. Nitekim, ingiltere‘de
altmis adet sigircik yakalanarak Amerika’ya goénderil-
di ve kuslar, New York’taki Central Park’ta serbest bi-
rakildi. Bu Avrupali gécmenler Amerika’yi sevdi; hat-
ta o kadar cok sevdiler ki, deliler gibi cogalip
kendilerine yasam alani agmak Uzere yerel tirlerle
basariyla micadele edip her yerde rastlanir oldular.
Bugiin, diinyanin 300 milyonluk sigircik nifusunun,
200 milyonu Amerika’da yasamaktadir.

Hobza’nin, 2005’te baslayan, Nay, I’ll Have a
Starling [Hayir, Benim Bir Sigircigim Olacak] adli ¢cok
yonli projesinin merkezinde, Schieffelin’in oyununu
bozmaya yonelik nafile bir arzu var, kasith olmasa da
kesin/sert ekolojik sorunlara yol acabilecek bir arzu
(Hobza, New York’ta yasayan bir Avrupali olarak, bu
kiucuk Avrupali gé¢cmenlerin sebep oldugu kaosa
baktikgca “utanc” duydugunu séylemistir). Hobza,
Central Park’ta yakalayacagi altmis sigircigi
ingiltere’ye geri génderip, Buckingham Sarayrndaki
parkta serbest birakmaya niyetlidir. Bu, 21. yizyilda,
elbette en az Schieffelin’in (bilimsel olarak desteklen-
mis olsa da) 19. yuzyil plani kadar zirzop, aptalca bir
plandir, ama yine de bizlere doganin ne denli dolam-
bacli oldugunu, “saf/tertemiz” degil, karsit ideoloji-
lerin ve giindemlerin yaristigi ve insanlik tarihinden
glcli bir bicimde etkilenen, cekismeli bir alan oldu-
gunu gostermektedir.

Hobza’nin tasarisi —pek akla yatkin olmadigi, hat-
ta, acik sdylemek gerekirse, biraz sacma oldugu hal-
de- yeni ortam ve olanaklarin icine sizarak daha da
yayginlik kazanan bir projeyi harekete gecirdi. Siyah
elbisesi ve tulli sapkasiyla aksi bir dogabilimciyi an-
diran sanatgi, altmis adet ev yapimi tuzagi agaclara
yerlestirdikten sonra elindeki ag1 savura savura deli-

ler gibi kosusturmaya baslayip, birkac yumurta al-
mak icin kuslarin yuvalarina tirmandi. 19. yiizyill ban-
ka soyguncularina veya sigir hirsizlarina yapilan
uygulamalara benzer bicimde, New York sehrinde
ele gecirilen her sigircik icin 25 dolar, her sigircik yu-
murtasi icin 5 dolar 6diil verecegini ilan etmek lzere
interneti kullandi. Butin hikayeyi ve tasarilarini,
Shakespeare’in yasadigi dénemden kalmis gibi gori-
nen cizimlerle dolu bir kitap yayinlayarak veciz bir bi-
cimde anlatti. 17. yizyildan modern ¢aga kadar uza-
nan sirede kullanilan cgesitli tuzaklari ve tuzak
turlerini satmak lzere, Hobza & Sons [Hobza ve
Ogullari] adli bir sirket icat etti. Bu arada, hayvan
haklari aktivistlerinin Gstiine cullanmasi lzerine, kar-
sit gorislerle de ugrasti. Tum pratikligi, cilginiigiyla
ve tim komikligiyle Hobza’nin projesi her seye rag-
men ¢cok kapsamli; birbirinden tamamen farkli zaman
araliklarinda gezinen, koca bir kitaya yayilmis olan
200 milyon sigircigi kapsayan, Amerika ile Avrupa
arasinda gidip gelmeye cesaret eden ve muazzam bir
zaman dilimi ve ekolojik gelismeye bizi de (izleyici ola-
rak) isin icine dahil eden bir proje.

5

Seyahat ve nakil, Hobza’nin en énemli eserlerinin
temelini olusturur. Sanatcinin eserleri, farkh farkh
zamanlarin bilgisini, hikayesini ve estetigini kiyasla-
yip birlestirir ve duragan sonuclardansa, sureclere
dogru yoénelir. Ozellikle de kesfe doniik, seyahat ve
arastirmayle ilgili bir ugrastir bu; nitekim, ne kadar
uzun veya kisa olursa olsun, sanat¢inin ucusa, hare-
kete, maceraya ve seyahate gercek bir yatkinligi/
egilimi var.

Hobza'nin, The New Millennium Paper Airplane
Contest (2008), adli eseri bir rastlantiyla baslamisti.
Oregon‘da ikinci el kitap satan bir kitabevinde etrafa
bakinirken, sponsorlugunu Scientific American dergi-
sinin yaptigi ve 1967°de New York’ta diizenlenecek
olan The First International Paper Airplane Contest’i
[Birinci Uluslararasi Kagit Ucak Yarismasi] belgeleyen
The Great International Paper Airplane Book® adl ki
tabi goriip mest oldu. Scientific American bu yarisma
yi yeni aboneler edinmek icin diizenlemis; yarismaya
yirmi sekiz llke ve yirmi dokuz eyaletten, 12.000 kisi
katilmisti. Finaller, bugiin New York Hall of Science
[New York Bilim Merkezi] olarak bilinen Great Hall’da
[BuyUk Salon] yapilmisti ve ardindan yayinlanan kitap,
yarismaya katilan ucaklarin en buytginden, en kici-
glne kadar érneklerle aerodinamik bilimi, havacilik ta-
rihi ve 1967°deki yarismadan hikayeler iceriyordu.
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Bundan 41 yil sonra, Hobza’nin yarismasi da Pub-
lic Art Fund [Kamusal Sanat Fonu] tarafindan destek-
lenerek Great Hall’da diizenlendi: 1967 Dinya Fuari
icin Wallace K. Harrison tarafindan, baslangicta ro-
ket sergilemek Uzere tasarlanmis olan, mavi renkli,
cam ve betondan yapilmis dikkate deger bir yapi. 1
Kasim, 2008’de gerceklesen bu bir ginlik etkinlikte,
roketler ve yiksek teknoloji yerini kagit ucaklara bi-
rakti. Diinyanin cesitli yerlerinden gelen 350 katilim-
ci arasinda hem tasarimlariyla gurur duyan cocuklar
hem de bos zamanlarini 6zverili bir sekilde degerlen-
direrek yarismaya katilabilmis olan havacilik miihen-
disleri vardi. Tasarimlar, Uslup itibariyle en basit olan-
dan, uc noktada karmasik, teknik olarak en alengirli,
alisilmadik veya acayip olana kadar uzaniyordu. Hob-
za her katilimcidan kagit ucaklarla iliskisine dair, kisa
bir hikaye yazmasini istedi; kitabinda bunlara da ge-
nis yer ayriliyor. Kitapta, kitaptan koparilip katlana-
rak yapilabilecek gercek ucak tasarimlari da var, ki
ucus hakkindaki bu kitabin her tirli ucus anlamina
gelebilecegini ima ediyor.

Hobza’nin projesi, performansi, tarihsel malze-
meyi, bilgi aktarimi icin kullanilan ortamlar-arasi
araclari, mekana 6zgulugu ve daha bircok farkli me-
seleyi iceren karmasik glincel sanat ortami icinde,
sanat diinyasinin da 6tesinde yer alan arindirici bir
olay, ender bir durumdu. Bu bir gunliik etkinlige fark-
I farkh insanlar eglenerek katildi ve olay haber konu-
su da oldu: gazeteler, dergiler, radyo ve televizyon
dahil, butun kitle iletisim organlari ilgi gésterdi. Yarig-
ma, cazibesini, bir bakima bildik bir konuya taze bir
bakis acisiyla yaklasmis olmasina borcluydu. Kagit
ucaklar siradandirlar, ama insanligin yasam deneyim-
lerinden olusan ve buyuk 6lciide paylasilan bir hazi-
nenin parcasidirlar. Malum, eline bir kagit parcasi
geciren her ¢ocuk, sevincle kagit ucak yapmis veya
yapamayip hisrana ugramistir. Kagit ucaklar, mu-
hendisler tarafindan yeni tasarimlari sinamak, pro-
testocular tarafindan mesaj iletmek, hapishanedeki
tutuklular tarafindan dis diinyayla temasa gecmek,
esaret altindakiler tarafindan yasak sinirlari asmak
ve daha nice nedenlerle asirlar boyunca kullaniimis-
tir.

Hobza’nin kitabinda yarismaya katilanlarin kisisel
hikayeleri de yer aliyor. Mesela, Jack Vegas’in “Co-
cuk” kategorisinde yarisan ucaginin “inanilmaz siizi-
lis kabiliyeti” nedeniyle “planér veya kiictik bir ok”
olabilmesi; “Guzellik” kategorisinde yarisan ve “oyun-
caklarin az oldugu kominist bir llkede blyuyen”
Horea Virgil Marian icin “bir kagit parcasindan kendi
oyuncagini yapmanin buyik bir 6zgirlik eylemi”

olmasi; Montreal’li sanatci ve fotografci Susan
Coolen’in, 2002’de “Montreal sokaklarinda kagit
ucaklara rastlamaya basladiktan sonra” buldugu her
kagit ucagin fotografini cekmis olmasi gibi. “Guzellik”
kategorisinde birinci olan Christina Bertazzo séyle
yaziyor: “Kagit ucaklar bitmez tiikenmez bir umudu
simgeliyor: Ucma umudu. Basarma umudu. Dikkatle
katladigin her kagit ucakla, kendi ellerinle bir sey ya-
ratiyorsun; senin, yani yaraticisinin gidebilecegi yer-
lerin 6tesine gidebilecek bir sey. Kim derdi ki, basit bir
kagit parcasi gokylziine cikabilecek?” Bertazzo,
“Benim deneyimim hic boyle olmadi; hatirladigim ka-
dariyla, yaptigim bitin kagit ucaklar aninda yere ca-
kildi, ama ugagimin birgiin ugacagi umuduyla ben hi¢
pes etmiyorum” diye noktaliyor yazisini.
Hobza’nin Coney Island’daki eyleminin Ustl orti-
IG olarak ima ettigi sey —yani kagit ucaginin, kendi
tarihi ve hakkindaki tim hikayelerle mekéna tepki
verme bicimi— burada aciklik kazaniyor. O gin,
Great Hall’da, kagit ucak sayisi kadar cok hikaye,
tarih, kisilik ve ani da ucusuyordu; bitiin bunlar
Hobza’nin kitabiyla birlikte, neseli fakat insani agidan
gayet derin ve sorgulayici bir is ortaya ¢ikariyor.

-
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Five Sections for
Klara Hobza

Gregory Volk

1

In her short, wonderfully evocative video Paper Air-
planes (2004), you see Klara Hobza in a moment of
serious play, a signature condition for this artist,
who tends to be at once concentrated and antic,
prone to research and scholarship while open to all
sorts of high-jinx and willful buffoonery. On a cold,
wet, windy day, Hobza, in her winter coat, is hunched
on the beach at Coney Island, seated on a metal
chair. No one else is around, even though this is New
York City, home to millions. In Hobza’s lap is a pile of
instructions for folding and constructing various
paper airplanes, which she proceeds to do in raw
weather; this is the action that would eventually lead
to her renowned New Millennium Paper Airplane
Contest in 2008. As Hobza scrutinizes and follows
the instructions (which the wind tries to tear from her
hands), there are quick cuts to her sprinting down a
long, empty pier while cocking a finished paper air-
plane in her right hand. She reaches the railing at
the end and flings her airplane out and over the
North Atlantic, ready for an excellent flight. But her
airplane swerves unexpectedly, hard right, and is
whisked away by the wind. All those painstaking
efforts: instructions patiently followed, creases ex-
pertly made, result in an action that’s both hopeful

and futile—for no matter how precisely made and
aerodynamically sound, no matter how much power
Hobza puts into her throw (she resembles a javelin
thrower angling for the best possible arc and the great-
est possible distance), her flimsy airplane is no match
for the coastal headwinds, and is inevitably buffeted
and undone by invincible circumstance. While its
ambition might be up and out, its destiny is down—
and down fast.

There is an element of gleeful, even childlike
enthusiasm in this work: another energetic kid hav-
ing great fun at the big beach, flinging aerial toys
into the strong wind. There is an element of matter-
of-fact precision and stubborn zeal; Hobza tries and
keeps trying to get a tough thing done right, like
generations of inventors before her. There is an ele-
ment of artful simplicity (making something lovely
from nothing more than a single sheet of paper) and an
element of total absurdity: the exposed end of the
Coney Island fishing pier on a windy day is a bad
place for paper planes. Yet the more time you spend
with the video—which is enthralling, which you want
to watch over and over—the more resonant and po-
etic Hobza’s brief action seems. Her folded airplane
comes with multiple connotations: one’s deepest
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wishes and inmost longing launched into an indiffer-
ent world; the ways one’s best, most passionate,
most well-intentioned plans often falter and fail; an
ephemeral human activity juxtaposed with powerful
forces of nature, wind and surging waves. Hobza'’s
action is playful, but also solemn and thoughtful, and
it seems suffused with things complicatedly human
and close to the bone: our robust aspirations and
painful disappointments, our grace and ungainliness,
our excitation and frequent consternation when we
find, once again, that things haven’t worked out so
well.

What Hobza does not show in the video, what
she keeps hidden and implicit, is a crucial aspect of
this work. Coney Island is behind her: its famous
boardwalk and amusement park rides, including a
towering Ferris Wheel and the Cyclone roller coaster;
its cheesy souvenir emporiums and hot dog stands,
minor league baseball park, passersby, garish
signage and, importantly, its history. Way back in
the 1830s and 1840s, when Coney Island was a
remote, hard to reach outpost at the very edge of
Brooklyn, the visionary poet Walt Whitman (before
he’d become the visionary poet Walt Whitman, dur-
ing the years when he was still a printer’s apprentice,
journalist, and journeyman newspaper editor known
as Walter Whitman) often visited this “long, bare un-
frequented shore,” where, as he later recounted in
Specimen Days, after swimming, he would “race up
and down the hard sand, and declaim Homer or
Shakespere [sic] to the surf and sea-gulls by the
hour.” ' Whitman understood that, especially in New
York City, there is something extremely potent and
sustaining about this place where land meets the
ocean, where the dense city, with all its raucous
humanity and habitual self-absorption, opens out to
the rhythms and vastness of the Atlantic.

Several decades later this “long, bare unfrequen-
ted shore” would become what was often called
“America’s playground,” with throngs of visitors
attracted by a succession of outlandish, fantastical,
bedazzling amusement parks: Sea Lion Park with its
Shoot-the-Chutes ride and forty trained sea lions,
Steeplechase Park with its famous mechanical horse
race, Luna Park with its domesticated elephants and
thousands of electrical lights, Dreamland with its
fake Venetian canals and “Lilliputian Village” inhabit-
ed by three hundred dwarves—all late-nineteenth-
or early-twentieth-century precursors to the Disney-
era behemoths of today. Coney Island became home
to legitimate family businesses and freak shows,

tourist enticements and prostitution rings, tattoo
parlors and clairvoyants speculating about the
future, and above all else it was (and remains, in some
measure) a richly democratic place where basically
anyone was welcome, rich or poor, blueblood or im-
migrant fresh off the boat, those living in mansions
and those living in downtown tenements.

In a country where—for better or worse—utopi-
anism has been a driving impulse ever since a band
of early-seventeenth-century Puritans attempted to
establish their unlikely heaven on earth in what
would later become Massachusetts, Coney Island
was a secular paradise, a pop culture utopia offering
rejuvenation, pleasure, and thrills to the masses; but,
over time, the paradise faded, turned dated and de-
crepit. The amusement parks burned and were
sometimes rebuilt, but declined in popularity. The
lingering rides and attractions began to look thread-
bare and enervated, and the whole place began to
seem like a relic, presided over by the great hulking
ruin of the towering Parachute Jump, which ceased
operations in 1968.

Hobza, with her paper airplanes on the beach
and at the pier, connects very subtly with the deep
human energies of the place and all its promise of
available wonderment: an urge to fly, to be unfet-
tered, to be wowed by marvels and spectacles, to be
freed (however temporarily) from the rules and limi-
tations of normal daily life. In search of such ener-
gies, generations of striving immigrants hailing from
pretty much everywhere made a beeline for the
place, and it’s worth noting that at the time of this
work Hobza was an immigrant too, a Czech immi-
grant from Pilsen making and tossing her airplanes
on the very same beach where millions of other
immigrants had, quite literally, gone before. Hobza’s
hopeful yet impossible attempt to make a paper air-
plane soar into a resistant wind intersects, again
subtly, with the whole withering context behind her:
a dynamo that broke, big plans that went haywire, a
bright paradise that proved soluble in time.

2

Spanning and oftentimes combining sculpture, video,
photography, drawing, conceptual approaches, vari-
ous narratives, and performance, Hobza’s practice
is decidedly idiosyncratic and expansive. While her
works are certainly shown in galleries and museums,
what’s even more primary is her direct and complex
engagement with the world at large, which is why
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you often find her on, or in, the water; at the beach;
in the woods; or high up in a building or a tower. You
also get the feeling that she doesn’t so much make
as live her projects, that she really inhabits them
from beginning to end (in whatever ways they ulti-
mately turn out), using them as vehicles for investi-
gation and communication, for cultural critique and
self-discovery, and that she does so with persever-
ance, quizzical curiosity, flat-out courage at times,
and frequent deadpan humor. Moreover, all of her
major projects to date have started from something
really simple and straightforward: an interest in paper
airplanes; an avidity for birds; a fascination with
Morse code; the decision, after several flourishing
years spent living and working in New York, to leave
the city and return to Europe. However—and this is
what makes Hobza such a rare and compelling art-
ist—as these simple and straightforward things are
explored and developed, oftentimes over a consid-
erable duration, through many twists and turns, the
projects grow not only refreshingly nutty and
obsessive, but also profoundly meaningful. They
probe core concerns: our closeness to and aliena-
tion from others, our conflicted relationship with
our environment and with history, our ambitions
and our failures.

Consider Hobza’s Departing America (2009),
which culminated in her first solo exhibition at Ham-
burg’s Galerie fiir Landschaftskunst. Her studio was
in the Brooklyn Navy Yard, close to the water, where
the East River flows into the harbor. After deciding
to leave New York, she loaded the contents of her
studio, including materials related to various art-
works, onto a specially designed wooden raft (one of
numerous times when she has used antiquated tech-
nology for current purposes), making for a kind of
work that seems peculiarly mobile in time—in this
case a twenty-first-century work imbued with nine-
teenth- or perhaps even seventeenth-century char-
acteristics. Towing the raft behind her from a sea
kayak, she went on a precarious trip across the har-
bor and around Bayonne, New Jersey, to the inter-
national cargo facility at Port Newark, New Jersey,
a route that took her past the Statue of Liberty with
its famous inscription welcoming “huddled masses”
to America and Ellis Island, where millions of immi-
grants through the years first set foot on American
soil. At Port Newark, her cargo and the raft were
loaded onto the Dublin Express for shipping to Ham-
burg, Germany, in a kind of reverse historical trajec-
tory: in the nineteenth and early twentieth centuries

Hamburg was one of the main European ports from
which emigrants embarked for America. In Hamburg,
she unloaded her cargo from the freighter, secured
it to the raft, and navigated across the Elbe River
and through canals to the gallery (which itself is on a
canal), where, via a system of ropes and winches,
everything was hoisted up the building’s facade
and into the third floor. Hobza’s exhibition, which
included drawings, videos, and photographs, was
installed on rough, table-like structures that she made
from the raft’s own wood: an archive of objects and
knowledge such as an eighteenth- or nineteenth-
century explorer might have acquired and brought
back after long travels. There is something wonderful
about the fact that this exhibition and everything init,
including the artworks and display tables, came with
the “memory” of travel, upheaval, and adventure.

This project involved something deeply personal
and deeply felt: Hobza’s experience of living and
building a life elsewhere; then deciding to leave what
she had built. In order to leave, she constructed a
sculpture of sorts, namely her possessions stacked
on a raft. As the project developed, things largely
unseen—Hobza’s hilarious yet vulnerable trip across
the harbor to New Jersey, the Dublin Express sailing
across considerable distances, and the ocean it-
self—became integral parts of the work. Distances
and immensities figured in: shipping routes, tidal
currents, navigational skills, different kinds of water.
This project was also a performance, in which Hobza
assumed multiple roles. She was a voyager and
explorer; an emigrant transporting all her posses-
sions to a new home; a wanderer, gone for a long
time, who has finally returned home; a tragicomic,
Buster Keatonesque figure on a rickety craft maneu-
vering among the great freighters and cruise ships.
Moreover, in a bit of marvelous subversion, as she
assumed all of these roles Hobza also managed to
turn a representative American story on its head—
in a harbor famous for arrivals, she enacted her own
theatrical departure.

As Hobza departed, she also evoked and recast
for her own purposes a foundational American motif
involving a voyage of discovery and liberation, a jour-
ney from old to new, which reaches way back
into history, literature, and art. You think not only
of emigrants, but also of Huckleberry Finn and the
runaway slave Jim on their raft floating down the
Mississippi River in Mark Twain’s Adventures of
Huckleberry Finn; you think of Meriwether Lewis
and William Clark voyaging up the Missouri River in
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1804 as they set out to explore the West; you think
of the Pilgrims, in the Mayflower, sailing from Ply-
mouth, England, to Plymouth, Massachusetts, in
1620; you think of nineteenth-century pioneers
heading out West, of the so-called “forty-niners”
scrambling out of ships in San Francisco to venture
inland with the hope of striking gold. In this context
Hobza’s oddball, mock-heroic raft trip seems sur-
prisingly open and expansive, evoking story upon
story, historical episode upon historical episode,
across a broad reach of history.

3

Now that Hobza has left New York and returned to
Europe, it becomes apparent that her experience in
New York (and, by extension, in America) has had a
lasting and profound impact on her art. This includes
her choice of sites, her frequent use of historical
materials, and her fundamental position as an immi-
grant avid for, endlessly curious about, and at times
skeptical of her adopted country. | mentioned the
Pilgrims landing at Plymouth Rock. In 1810 a young
artist, Samuel Morse (not yet an inventor), painted a
depiction of that famous scene, appropriately titled
Landing of the Pilgrims. As the son of a Calvinist
minister, the Charlestown, Massachusetts—-based
Morse was deeply and personally implicated in the
Puritan tradition in New England, and he also went
on to become a crucial figure in nineteenth-century
telegraphy, as well as the co-inventor (with Alfred
Vail) of Morse code, a system of dots and dashes
representing both letters and numbers that can be
communicated audibly—or visually, by blinking
lights.

In 2003 Hobza grew obsessed with Samuel Morse
and Morse code, which she learned. She built a mod-
est, homemade light system to blink her messages
out to New York, thus juxtaposing a method of long-
distance communication rooted in the nineteenth
century with our twenty-first-century lives inundat-
ed by such communication—mobile phones, smart
phones, texting, the Internet, social networking
sites. Not surprisingly, no one answered; Morse
code, once exceptionally important, was well on its
way toward obsolescence. Undaunted, Hobza per-
severed. She upped the ante, and built a new, larger
structure fitted with some 1,200 lights emitting
30,000 watts of electricity, which she installed in
the clerestory at SculptureCenter in Long Island
City. By manipulating her construction, was able to

turn the whole top of the building into a flashing,
blinking, illuminating force, dispensing coded mes-
sages to the surrounding city. This is when she final-
ly got a few responses—blinking car lights, car
horns, flashlights, lights in windows—presumably
from the very small subset of New Yorkers who no-
ticed the blinking building and who also knew (or at
least recognized) Morse Code.

Hobza’s Morse Code Communication (2005) was
a light sculpture, an architectural intervention, and a
performance—and it also became a tremendous
video. Up high at the very top of the building, sur-
rounded by and sequestered amongst her lights and
cables, Hobza (looking very much alone) frantically
working what looks like a creaky old contraption in
hopes of reaching someone or anyone out there: an
outsize, wacky manifestation of the longing and
loneliness a newcomer might experience in the big
city, wanting to connect with others, but finding
such connections to be extremely difficult. But as
always happens with Hobza’s works, this project
assumed multiple layers of possible meaning, all
operating simultaneously. This artwork, located in a
renowned arts venue, extended far beyond that
context to engage the city in its entirety, and it
generated an ad hoc audience: people passing by
on elevated subways, driving by in cars, looking out
from their apartments, walking on the streets, or
looking toward Queens from Manhattan office
buildings. SculptureCenter (housed in a former trolley
repair facility on a Queens side street, meaning that the
building comes with his own palpable history) tempo-
rarily became a lit-up spectacle, but it was also
a comparatively small place, desperately competing
with and visibly trying to be noticed by the enor-
mous illuminated buildings across the river in Man-
hattan. Throughout it all, Hobza, wearing her pro-
tective goggles, was up there in her lonely tower
sending out message after message to the immense
city, including its bustling highways, rushing sub-
ways, and towering skyscrapers. She was a hilarious,
if also solitary and remote, figure way up high trying
to communicate with vastness altogether.

4

In 1839, the American poet/philosopher and
leading Transcendentalist Ralph Waldo Emerson
succinctly encapsulated an approach to art-making
(and perhaps also to living) that is at once questing
and cerebral, visionary and empirical, when he wrote
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in his journal: “We want the Exact and the Vast; we
want our Dreams, and our Mathematics.” > Now is
not the time to go into the ins and outs of Emerson
(a contemporary of Walt Whitman and Samuel Morse,
by the way, as well as the famous showman P.T.
Barnum, the renowned naturalist, ornithologist, and
painter of birds John James Audubon, and any number
of other important nineteenth-century figures), but his
influence was profound in his day, and has contin-
ued long after Transcendentalism’s heyday ended
in the 1850s. The above quote from Emerson’s jour-
nal seems especially pertinent for Hobza, who like-
wise deals in exactitude and vastness, who also
couples dreaminess with mathematics. Throughout
her work she measures, considers, and arranges
things exactly; she uses methodical repetition and
goes about her activities with an air of quasi-scien-
tific research; she has a no-nonsense demeanor and
an interest in precision. In the meantime she makes
wildly imaginative and fanciful works that are chock-
full of expansive ideas and that also prove uncom-
monly cathartic for her viewers.

In 1890, an organization called the American
Acclimatization Society (or sometimes the Acclima-
tion Society of North America) decided to import
European Starlings (Sturnus vulgaris) to New York
City as part of its mission to introduce European
flora and fauna to North America. According to
legend, Eugene Schieffelin, the society’s eccentric
chairman and a Shakespeare enthusiast, wanted to
introduce all the birds mentioned in Shakespeare’s
writing to America, including the starling, which
appears in Henry IV, when the exasperated Hotspur
announces, “Nay, I‘ll have a starling shall be taught
to speak nothing but Mortimer’ . . . ” (Part 1, Act 1,
Scene 3).3 Sixty starlings were thus captured in Eng-
land, transported to the United States, and released
in Central Park. These European immigrants liked it
in America. They liked it so much, in fact, that they
multiplied like crazy, successfully competed with
native species for food and habitats, and became
ubiquitous. Today there are some 200 million
starlings in the United States, out of a total world
population of 300 million.

At the heart of Hobza’s multifaceted, ongoing
project Nay, I’ll Have a Starling, (commenced in
2005), is her impossible desire to undo Schieffelin’s
scheme, with its drastic, if unintended, ecological
consequences (as a European living in New York, she
has said that she feels “embarrassed” by the havoc
caused by these European imports). Hobza intends to

capture sixty starlings in Central Park, return them
to England, and release them in the park at Bucking-
ham Palace. It is, of course, a crackpot, harebrained
scheme for the twenty-first century—much as Schi-
effelin’s (though buttressed by the science of his day)
was for the nineteenth century—yet one which
highlights just how mediated nature is for us; how
nature, far from being “pure,” is instead a contested
arena suffused with competing ideologies and agen-
das, impacted mightily by human history. Hobza’s
plan—which seems at once vaguely plausible and
frankly ludicrous—has also set in motion a sprawling
project that keeps morphing into new mediums and
possibilities. Resembling a dour naturalist in a black
dress and a hat with mosquito netting, Hobza placed
sixty homemade traps in trees, dashed crazily about
while brandishing a big net, and climbed up to nests
to steal a few eggs. She has used the Internet to
offer rewards: $25 for each starling captured in New
York City and $5 for each starling egg found, as if
these birds were akin to nineteenth-century bank
robbers or cattle thieves in the American West. She
has published a book succinctly recounting the sto-
ry and her plans. This book is filled with drawings
that look as if they could be from Shakespeare’s
time. She has invented a company called Hobza &
Sons that will provide traps, in styles ranging from
seventeenth-century to modern. She has also dealt
with controversy, with animal rights activists weigh-
ing in. Still, for all its conflation of practicality and
outrageousness—and for all its humor—Hobza’s
project is once again suffused with vastness: a
project that veers across wildly different eras, that
concerns the 200 million starlings who have prolifer-
ated across an entire continent, that wants to ven-
ture between America and Europe, and that impli-
cates us (as viewers) in an immense reach of time
and ecological development.

5

Travel and transportation are essential in all Hobza’s
major works, which are deeply concerned with mov-
ing through the world; which contrast and combine
knowledge, narratives, and aesthetics from different
times; and which gravitate toward processes rather
than static results. Hers is an especially explorative
and itinerant kind of work, and she has a real affinity
for flight, motion, quests, and voyages, however
long or, as the case may be, however brief.
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Hobza’s The New Millennium Paper Airplane Con-
test (2008) started with a chance discovery. While
browsing in a used bookstore in Oregon, she noticed
and was captivated by The Great International
Paper Airplane Book; * a book that documented The
First International Paper Airplane Contest, spon-
sored by Scientific American magazine and held in
New York in 1967. Scientific American staged this
contest in a bid to attract new subscribers; almost
12,000 people entered, representing forty-nine US
states and twenty-eight different countries. The
finals were held in the Great Hall of what is now the
New York Hall of Science, and the accompanying
book includes examples of the kinds of airplanes
submitted (from miniscule to massive) as well as
information about aerodynamics, the history of
flight, and stories from the 1967 event.

Forty-one years later, Hobza’s contest (spon-
sored by the Public Art Fund) was also held in the
Great Hall, a remarkable blue glass-and-concrete
structure designed by Wallace K. Harrison for the
1964 World’s Fair, originally to display rockets. For
this one-day event, held on November 1, 2008, rock-
ets and advanced technology gave way to paper air-
planes, in an intense yet festive contest that attract-
ed almost 350 participants from around the world,
including children who submitted their cherished
designs and aerodynamic engineers who had worked
long and hard in their spare time. Styles ranged from
simple to extremely complex, technically savvy,
quirky, and whimsical. Hobza asked each contestant
to submit a brief story concerning her or his rela-
tionship to paper planes, which figure prominently in
her book. The book also includes pages with the
actual airplane designs, which can be torn out and
appropriately folded, meaning that this book about
flights can literally become all sorts of flights.

Hobza’s project was a rare instance in which
complex contemporary art, involving performance,
historical material, cross-media vehicles for convey-
ing information, site specificity, and sundry other
matters, became a cathartic event moving far be-
yond the art world. A diverse range of people partici-
pated joyfully, and this one-day event made news: it
was singled out in the mass media, including news-
papers, magazines, radio, and television. Part of its
appeal had to do with a fresh approach to a familiar
subject. Paper airplanes are, of course, common-
place, part of a trove of broadly shared human expe-
rience. Every kid with access to paper has made
them at some point, with delight and sometimes

frustration. They have been used by engineers to
test designs, by protesters to deliver messages, by
prisoners to reach the outside world, by captive
people to traverse sealed borders, and no doubt in
many other ways through the ages. In Hobza’s book,
you also learn of personal stories and enthusiasms,
for instance from Jack Vegas, a contestant in the
Children’s category, whose airplane has “amazing
gliding skills” and can be “a glider or a dart”; from
Horea Virgil Marian, a contestant in the Beauty
category, who grew up in a “Communist country . . .
where toys were not abundant” and where “making
your own toy from a piece of paper was a gesture of
independence”; and from Susan Coolen, a Montreal-
based artist and photographer, who in 2002 “start-
ed finding paper airplanes in the streets of Montreal”
and has been photographing found paper airplanes
ever since. Christina Bertazzo, the winner of the
Beauty category, wrote: “Paper airplanes epitomize
ever-enduring hope. The hope to fly. The hope to
succeed. With each paper airplane you carefully fold,
you create something with your own hands, some-
thing that will go beyond where you, its creator, can
go. Who would have guessed that a simple sheet of
paper could rise to the skies?” Bertazzo goes on to
conclude, “In my case, that never really happened.
All my planes seem to immediately crash, and this
has happened for as long as | can remember. Yet |
refuse to give up, stubbornly hoping that my plane
will indeed fly one day.”

What was implicit in Hobza’s paper airplane flying
action at Coney Island—the way her plane res-
ponded to the site with all its history and stories—
became explicit here. Paper airplanes were flying
through the Great Hall on that day, so too were many
stories, histories, personalities, and memories, which
together with Hobza’s book collectively make for a
work that is characteristically playful, but also
searching and humanly profound.

-
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Dear Till,

The transport was in danger up to the last moment. John, my maritime ad-
viser, had hooked me up with Paul, war veteran and maritime environmental
activist. Paul agreed to come with a boat, tugging a raft. In the meantime,
John was supposed to secure a docking permit with his buddies at the Navy
Yard.
However, in the last three days, neither John nor Paul called back. In my
panic, | started collecting materials at the Navy Yard to throw together a raft.
Finally, Paul called the afternoon before the big action. Yet there was still no
word from John.
So, Monday morning, | rushed around the Navy Yard like a beheaded chicken
trying to secure a docking permit, walking up to any security guard | could
spot. | tried to explain the urgency of returning to Europe with my things.
A couple of compassionate souls tried to convince their boss, but he said
“No, we never do that.” As they saw me turn pale, they thought of one last
chance: the firefighters! Incidentally, the NYFD parks their boats right in
front of my studio building!
So | leaped over to their office, and really, Till, | worked it! | mean, anything
| could do to win them over to my plan. Indeed some of them were rather
grouchy, but once the doughnuts arrived, they reluctantly agreed to help
me—probably to finally get rid of me.
You see, | just barely made it happen! At least that's what | thought. The big
day arrived and a few loyal friends came in the morning to say farewell. While
we and the packages were waiting for Paul to arrive, we raised our mugs
filled with coffee and grandpa‘’s homemade Slivovic. Before coming to the
United States, | had taken one bottle with me, as a reminder of my roots.
Now we could finish it off, as there will be no shortage in Europe.
Suddenly, a guard comes running, stressing out: “What are you doing there,”
“Who is responsible for this” “You can't just do that!” | explained that | had
been talking to security and the fire fighters the day before. But he retorted:
“You have to talk to the suits. Don’t you realize which building that is, right
behind you? It's the main security office. Right there, behind these rows of
tinted windows, you have at least 20 suits staring down at you, as we speak!*

Still, | felt the man had a sweet side to him, and | wholeheartedly explained:
“It is my way of saying goodbye to my beloved New York.” He then picked
up his walkie talkie, and, in a dignified, celebratory voice, announced to his
supervisors: “This young lady here is departing America.”
After a while he returned, beaming with joy: “You are golden! You are officially
free to do anything you want.”
At last, Paul arrived, followed by the fire fighters. Their triumphant smiles
gave away their victory over the suits. They jumped right in, helped with
loading and wished me a good journey and much success in my new country
over in Europe. Together with my friends, they waved goodbye. Later, Zach
reported to me that my undertaking was entirely clear and natural to the fire
fighters: “Of course she has to do this.”
On the water, | then understood my friend’s concerns—the East River is no
joke! Beside the Atlantic’s tidal system, turbulence and currents work against
each other. In addition, the dense ship traffic causes large waves which hit
you from the most undesirable angles. We navigated underneath the brid-
ges: the Manhattan Bridge, the Brooklyn Bridge, and then along the south-
ern tip of Manhattan, around Governor’s Island, and straight towards the
Statue of Liberty. | took in this grand moment of reversed migration, con-
templating the fate of immigrants before me.
We passed Staten Island and then went around the southern shores of Bay-
onne, New Jersey, back north again, finally docking in Newark. Again, secu-
rity wanted to give us trouble, and again luck was on our side: Paul’s wife is in
politics and dropping her name sufficed to give us time to unload.
Supposedly, the Dublin Express leaves Port Newark September 23rd. I'll let
you know more soon.

All my best, Klara
PS: You should see the poverty ridden docks of Port Newark! We kept chok-

ing on the foul, fermented smells, the bad breath of the Devil himself. Hours
later, you could still taste the grime.
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A fter having captured 60 European Starlings in New York, I want to bring them
back to England, and release them in Buckingham Palace Park.
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THIN AIRFLANE that can go through the faware of my lie,

64 The New Millennium Paper Airplane Book, 2009
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Mucevherler, Jeodlar ve
Merak Odalari

Markus Zimmermann’in Sanatsal
Arastirma Laboratuari Uzerine

Anette Husch

Mekénlar ufacik olabilirler, ama 6zellikle de sadece
g6ze hitap ediyorlarsa biyikmis gibi de goériinebilir-
ler — izleyici fiziksel orantilari gérebilme yetisini yiti-
rir. Orantilarla ilgili bu aldatmaca, duyularin ayartil-
masi, kisileri hayrete dusiiren en eski tekniklerden
biridir ve bunu da merak odalari saglar. Geg
Rénesans’ta ortaya cikan merak odalari, koleksiyon-
larin dizenlenmesine ve sergilenmesine dair bir yon-
tem olusturuyordu.! Sanat, elisi, ve dogal numuneler
bu tir koleksiyonlarda birbirlerinden ayri sunulmaz-
lardi; daha ziyade dev bir sergi olusturmak lzere bir
araya getirilirlerdi. Ornegin, mineraller minyatiirlerle,
kireler optik aygitlarla yanyana sergilenirdi.? Bu ken-
di kendine tasarlanmis dunyalar, farkli veya tuhaf
nesnelere duyulan saskinlik ve hayranlikla yon degis-
tirdi. Ozellikle 1492’de baslayan biiyiik kesif gezileri
déneminde merak odalari, popiilerlesmeye baslamis-
ti. Amerika kitasi Kristof Kolomb (1451-1506) tarafin-
dan rastlanti sonucu bulunup diinya haritasinda yeri-
ni aldig zamanlarda, yeryuziiniin yeni parcalarindan
yararlanabilme olasiligi, merkezi konulardan biri hali-
ne geldi.

Markus Zimmermann da hayret duygusuyla hare-
ket ediyor. Ariyor, buluyor, bir araya getiriyor ve ince-
liyor, farkh olan seyler arasindaki benzerliklere hayran

kaliyor, sirpriz etkiler karsisinda seviniyor, gorsel
mekanlarin yaratimina, bigimlerin, degerlerin ve hiye-
rarsilerin ortaya cikisina ilgi duyuyor. Sanatsal arayi-
sinda erisilebilir mekanlar ve dikiz kutulari yaptigi gibi
bunlar sonradan arsiv olusturacak bicimde diizenle-
nebiliyorlar ve kendine 6zgl, degerli nesnelerle yan
yana sergileniyorlar. Bu enstalasyonlar dizenlenmis,
birer cagdas merak odasidir — buradaki “diizenleme”
s6zcugi bile neredeyse fazlasiyla imali. Cinki onun
derdi tumturakl olmak ve yuzeysel algilar degil, us-
telik isleri alginin gercek anlami, duyusal algilama ve
duyumsama ile ilgili oldugu halde. Sanatcinin yaratti-
g1 mekanlar, derlenip toparlanmis, diizgiin ve nere-
deyse kili kirk yararcasina dizenlenmisler gibi bir
etki yaratiyor. Dikiz kutucuklari kullanima sunulmus,
mineral olduklari varsayilan nesneler diizenli bir se-
kilde yanyana dizilmisler. izleyicinin, bunlarin plastik-
ten, karton ya da buluntu esyalardan yapilma cisim-
ler olduklarini anlamasi zaman aliyor. Ambalaj
malzemeleri, 6zenle paketlenmis pralin cikolatalarini
ya da susiyi andiran kiglk birer degerli esyaya
dénismus.

Belki de en iyisi bir iddiayla baslamak: Markus
Zimmermann'in yapitlari agirbasliigi simgeliyorlar ve
basariyla uygulanmis bir sadeligin etkisindeler. Bekli-
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yor gibi bir halleri var. Hizli bir g6z atmayla her seyi
g6rip anlayacaklarina inanan acelecilerden cok ken-
dilerini alici gézlerle temasa edecek ziyaretcileri bek-
liyor gibiler. Ne de olsa; arsiv raflarinda bekleyen
kutular bu acelelikle etkilerini gésteremezler, hatta
kiymetsizlesir ya da en azindan olaganiistl cekinik
bir hal alirlar. Ama alici goézle incelendiklerinde bu
durum carcabuk degisiverir.

Zimmermann’in dikiz kutucuklari neredeyse
sanatcinin mekansal etkilere duydugu anatomik ilgi-
nin bir kaniti: iceriye dogru bakildiginda, bu kullanimi
kolay aletin sinirlarini olusturan kenarlar timiyle
ortadan kalkmiyor, ama kiiciik mekanlar yine de bir
blylkluk kazaniyor ve seyir aninda genisliyorlar.
imge kavramina, mekanin tanimina ve 1sigin roliine
ve icle dis arasindaki dengeye dair sorular dikiz
kutusu icinde birbirleriyle bulusuyor. Bu karsilasma-
larin dinamik ve surecsellikleri tekrardan, malzeme
Ustiinde yapilan degisikliklere de yansiyor:
Markus Zimmermann ilk dikiz kutucuklarini kolayca
erisilebilen malzemelerden; bulunmus ya da saklan-
mis ambalaj ve kartonlardan uretti. Ona gore dis
gérinum o kadar da énemli degildir, dis ylzeydeki
hicbir unsur giizel gérinmeye ya da hosa gitmeye
cabalandigi izlenimini vermez; her sey daha cok
uydurmaymis, egretiymis gibi goriniir sadece. Gel-
gelelim, bu kutucuklardan birinin deliginden
bakildiginda seyirciyi birbirinden farkli mekan izle-
nimleri bekler: Sasirtici diinyalar, neredeyse kic‘e
kacan sahne tasarimlari veya minimalist odalar; sur-
prizler iceren, masalsi biyl duygusunu cogaltan, po-
piler bir barin atmosferini ya da moda bir markanin
6rnek magazasinin soguk havasini daha da gti¢clendi-
ren mekanlar gérmek mimkindur. Bu ilk dikiz kutu-
cuklarinin iclerinde kullanilan malzemeler de
kalite bakimindan dis yuzeyini olusturan malzemeler
kadar basittir: plastikten pralin ambalajlarinin yani
sira farkl plastik maddeler ve kagit ya da suni képiik
ve aliiminyum folyo. Buna ragmen tiim bu malzeme-
lerin islenisi kili kirk yararcasina planlanmis ve basa-
riyla uygulanmistir; dyle ki, mekan atmosferi zarif,
bazen son derece dikkat ¢ekici, ama her kosulda hep
tam istenen etki elde edilerek ham dis yiizeyle bir
karsitlik icinde bulunuyor.

Bu dikiz kutusundan iceri bakmakla sadece araci-
siz seyir zevki tatmin edilmis olmaz, aksine Bati’nin
tiim geleneksel gérme kiltiriine de davetiye c¢ikaril-
mis olur. Clinkl, peep-show (dikiz sovu) ya da raree-
show (kutu icinde mercek ile gdsterilen resimler) da
denen bu dikiz kutusu 18. yiizyildan itibaren oncelik-
le kitlesel eglence kiltiri alaninda yaygin olarak kul-

lanimdayd ve 6zellikle de her yil diizenlenen panayir-
larda buyuk bir ilgiyle karsilanirdi. Bu dikiz kutulari,
kendinden sonraki tim optik araclara énculik etmis
Camera Obscura’ya kadar uzanan optik cihazlar sini-
fina dahildir: bir acikliktan, mekana isik duser ve kar-
si duvarda yer alan delikte ayna yansimasi gibi ve te-
petaklak duran bir goériinti meydana gelir. Bu
“karanlik oda”nin etkinligi, teknik anlaminin 6tesine
gecip, yansitilan goérsel mekanin algilandigi bedensiz
ve yegane go6zle islemde bulunarak, bakisin merkezi
metaforu olma roliine kadar uzanir: Camera
Obscura’nin kendi de model itibariyle bakisi ifade
eder. Bu yiizden bu optik aygit glinimiize degin, re-
simlerin nasil olustuklari sorusuna karsilik verir ve te-
levizyonun, fotografin ve sinemanin bir arketipi sayi-
Iir.3 Dikiz kutusu da ayni sekilde bu model tzerine
kuruludur, ancak kopyalanmis olarak yansitilan re-
simler yerine uzak Ulkelere sanal yolculuklari olanak-
I kilan, carpisma ve savaslari ya da tiyatro oyunlari-
nin minyatir sahnelemelerini kismen hareketli
sahnelerle betimleyen kendi imgelerini gésterir. So-
nucta dikiz kutularinin donanimi daha da karmasik
hale gelirl, bitimsiz, surekli degisen, cok yuzli bir
mekanda gézin yolunu bulmasini saglamak icin ay-
nalar kullanan katoptrik bir sisteme donusir.?

Markus Zimmermann’in sanatsal arastirma mer-
kezinde yer alan dikiz kutularinin sahneleri her tir
zenginlik ve nesnesellikten uzaktir. Mekanlari figi-
ratif sahnelere ihtiyac duymaz ve saldirgan bir
bicimde somut olay ya da hikadyeleri animsatmazlar
sadece basliklari seyrek olarak kimi cagrisimlara
neden olur; Superman Il (2007) ya da Hulk (2008)
gibi. Bununla birlikte Zimmermann’in dikiz kutulari,
her seyden 6nce kutu ile kullanici arasindaki ortak
oyun sayesinde resmin olusmasiyla birlikte, gérme-
nin performatif niteligini ve algilamanin fizikselligini
vurgularlar.®

Ozellikle de tic boyutlu resim teknolojileri giderek
dijital goriintilemenin temel konusu olmaya basladi-
gindan, Zimmermann’in yapiti giincel oldugu kadar
anakroniktir de.® Clnki Zimmermann resimlerin ici-
ne dalinabilmesi icin arkaik ve akil almaz bicimde ba-
sit araclari kullaniyor, bu tiirden algi alanlarinin yara-
tilmasi, bugiin elektronik siber diinyada sikca hayal
edilen bir durumdur. Siberdiinyanin aksine Zimmer-
mann, bizi fantastik gérsel diinyalara davet ederken
en yeni teknolojileri kullanmiyor. Bu onun sanatsal
calismasinin yogunlugunu yok etmiyor, aksine: bu,
gosterissiz, kendi ifadesiyle, “el altinda bulunan”
malzemenin basitligiyle, izleyici lizerinde, bu yogun-
lugun daha da pekistigi izlenimi yaratiyor.
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Bu arada dis gérinumleri itibariyle pek dikkat
cekici olmayan bu kutularin yani sira Zimmermann,
ustyuzeyleri mekanin icsel mimarisini yansitan kutu-
lar da yapti. Ornegin Carpet Crawler (2010), basa-
maklandiriimis dis gérinumuyle, kutunun icine ege-
men olan mekan ve isik durumunu yansitan, daha
dogrusu bunu olanakh kilan bir gékdeleni andiriyor.
Zimmermann’in kentsel siluetlere olan bu yakinhgi,
sagdan soldan toplanmis ve ayni zamanda dikiz
kutulari olan heykelciklerin bulunduklari noktalari
yer isaretleriyle kesin olarak belirledigi Bielefelder
Gefihl (2010) adli calismasinda da gérullyor. Biele-
felder Gefiihl de teknik ve icerik olarak sanatginin
tiim diger calismalari gibi karmasiktir. Ne de olsa bu
enstalasyon, izleyicinin dikiz kutularini kullanmasi
halinde ayni zamanda pek ¢ok 6zel seyir sertiveni
sunar. iceriye bakis eyleminde tiim enstalasyon bir
anligina degistirilmis olur, clinki izleyicinin kendisi
de o anda bu duzenlemenin bir parcasi olur.

Dis gérunumuyle de heykel bigimli distinilmus
bu tiirden dikiz kutulariyla Zimmermann, Minster
Kunstakademie’deki 6grenciliginin ilk yillarindaki tre-
timine de yakinlasir. O zamanlar da bir heykeltiras
gibi ve sistematik calisirdi. Ornegin ilk sémestrde ce-
sitli recel kavanozu kapaklarini icice koyup akademi-
nin bahgesinde yere yaymisti. Kapaklarin cevresinde
gezinirken kusbakisi gérintuler kiicuk bir kenti andi-
riyorlardi. Bogomir Ecker’in master égrencisi olarak
Braunschweig Giizel Sanatlar Yuksekokulu’ndaki
Drei Tische (2008) adl bitirme calismasi, Ustlste
konmus biskuvilerin ve mimari calismalari andiran t¢
heykelcigin de dahil oldugu ilkel bir dikiz kutusu
diizenlemesinin izlerini tasiyordu.

Dikiz kutularinin betimlenmesinde agirbaslilik ve
gosterigsizlik gibi kavramlar nasil uygun geliyorsa,
bu tanimlar Filiale N° 1 (2008), Filiale N° 2 (2009) ve
Filiale Fellbach (2010) isimli laboratuvara benzer
enstelasyonlara da uyarlanabilir. Bu eserlerin isimleri
de bu sadelik duygusuna destek olur. Bu enstalas-
yonlarin bilesenleri yine kismen heykelciklerdir — ayni
sekilde ambalaj malzemesinden ve baska maddeler-
den meydana gelmislerdir ve bu halleriyle kaya olu-
sumlarini (Druse, 2006), bazen de yarim bir papayayi
(Form, 2006) andirirlar. Dizenlemelerin bicimi,
Zimmermann’in yapilara, modellere, bilim ve sanatta
hiyerarsilere olan ilgisini kanitliyor.

Hannover dogumlu sanatci kendisini en ¢ok
etkileyen sanatcilardan biri olarak ayni kentin ¢cocu-
du olan baska bir sanatciya isaret ediyor: Kurt
Schwitters (1887-1948). Schwitters ilk Merzbau’yu
1923 ile 1936 yillari arasinda Waldhausen’de,

Hannover’de annesiyle babasina ait evde yaratti.’
Zimmermann da anne ve babasinin evini asil atolyesi
olarak kullaniyor. Schwitters gibi Zimmermann da
yakininda bulunan, karmasik olmayan malzemeler ile
calisiyor: bazen ¢opten eski bir dosya alip bunu dikiz
kutusuna donlisturiyor, ya da bir dosya dolabinin ici-
ne Istanbul ziyareti doniisiinde beraberinde getirdigi
kimibuluntuesyadanolusan Tirkische Sammlung’unu
[Tark Koleksiyonu] yayiyor. Her iki sanat¢inin yapitla-
ri da, Brian O’Doherty’nin Schwitters’in Merzbau’su
hakkinda yazdigi, “...degisip dénismis g6z aracili-
giyla diinyanin sémirgelestirilebilecegi déniisim
hiicresi” tanimindabulusuyor.t MarkusZimmermann’in
arastirdigi sey, kalici etkileri temasa eden kisinin ba-
kiglarini belirleyen sanatin guictdir. Merak odalarin-
daki insan eliyle yapilan nesneler, baska bir deyisle
artificalia ve doganin bagrindan seyirlik nesne olarak
alinan seyler, yani naturalia karisimi, Zimmermann’in
yapitlarinda yerini, yapboz benzeri cetrefil oyunlara
birakiyor. Clinkii sanat¢i sadece, arada bir naturalia
etkisi veren, artificalia’lan gosteriyor. Bu sayede, sa-
nat ve merak odalari i¢in nadideligin anlami korun-
mus oluyor, clinki Markus Zimmermann tarafindan
biraraya getirilen nesneler —bu buluntular ne kadar
kiicuk olurlarsa olsunlar, gecirgen olmayan sanatsal
dizen icinde gene de yerini bulduklarindan- biricik-
lerdir. Kurt Schwitters’in sézleriyle ifade edilecek
olursa: “Ciddi sorunlarla basa cikmaya calisan bir
oyun. Sanat bu iste.”®

Bu kavrami sanat tarihi icerisinde Julius Schlosser bicimlendirmistir: Julius
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1 Schlosser, Die Kunst- und Wunderkammern der Spdtrenaissance, Leipzig 1908. 9 Wolfgang Kemp Inside the White Cube. In der weiBen Zelle, Berlin 1996,
Kunst- und Wunderkammer (Sanat ve Merak Odasi) terimleri ilk kez Graf s. 34-69, s. 48.
Froben Christoph von Zimmern'in Zimmerische Chronik’inde kullanilmistir: Kurt Schwitters, Mektuplar, kaynak: John Elderfield, Kurt Schwitters, New
daha genis bilgi icin 6zellikle kars.: Paul Hermann, Zimmersche Chronik York ve Londra 1985, s. 96; Kurt Schwitters. Die spdten Werke, sergi kat.
urkundlich berichtet von Graf Froben Christoph von Zimmern 1567 und seinem Museum Ludwig, Koln 1985, s. 22.

Schreiber Johannes Miiller 1600, Meersburg und Leipzig 1932,

Cilt. 3, s. 108, s. 350; Cilt. IV, s. 105. Ayrica ayni konu icin kars.: Horst
Bredekamp, Antikensehnsucht und Maschinenglauben. Die Geschichte der
Kunstkammer und die Zukunft der Kunstgeschichte, Berlin 1992; Theater der
Natur und der Kunst. Theatrum Naturae et Artis, yay. haz., von Horst
Bredekamp v.d., sergi kat. Martin-Gropius-Bau Berlin, 2 cilt, Berlin 2000;
Horst Bredekamp, Die Fenster als Monade. Gottfried Wilhelm Leibniz’ Theater
der Natur und Kunst, Berlin 2008.

Ornegin 1589’dan 6nce oyulmus kiraz cekirdeginden bir kiipenin tizerinde

2 s6ziimona 185 yiizden hi¢c olmazsa 113 tanesi taninabilir durumdadir. Bu parca
Dresden’deki Griine Gewdlbe (Yesil Kemer) Koleksiyonu’na aittir. Efsanevi bir
baska minyatiir taki da de isvecli general Magnus Stenbock’un (1665-1717)
hapishanede bulundugu sirada yaptigi ve uzmanlarin nasil yapildigi konusunda
hala saskin olduklari minyattirdir: Balina disinden yapilmis olan zincir, 96 cm
uzunlugundadir ve yaricaplari kismen 0,3 milimetreyi gecmeyen 4802 adet
halkadan meydana gelir. Zincir halkalari arasinda dikis yeri bulunmayan bu
takinin yapilis tarzi bugiine kadar aciklanabilmis degildir.

René Descartes (1596-1650) Camera Obscura’yi bedensizligin metaforu

3 olarak dile yerlestirmistir. Optik Gizerine kaleme aldi§i incelemesinde géz
bebegdi, pencerenin, iris tabakasi, resim dokumali duvar halisinin ve géziin
tamami ise dahili bir gézlemci tarafindan gézlemlenen dikiz kutusunun yerini
alir. Descartes bu tanimla gérme olgusunun gerceklesmesine dair yerlesik
kuramlardan kendini kurtarir. Bunun icin ayrica kars.: Victor |. Stoichita, Das
selbstbewuBte Bild. Vom Ursprung der Metamalerei, Minih 1998, s. 177.
Ortacag’daki gérme kuramlarina dair bilgi icin kars.: David C. Lindberg, Auge
und Licht im Mittelalter. Die Entwicklung der Optik von Alkindi bis Kepler,
Frankfurt am Main 1987 (Chicago ve Londra 1976), cagdas sanat bakimindan
anlami icin ayrica bkz.: Rolf Beil, Black Box. Der Schwarzraum in der Kunst,
sergi kat. Kunstmuseum Bern, Ostfildern 2001. Eszamanli olarak ayrica
Gottfried Wilhelm Leibniz’in (1646-1716) monadlar kuramina yaslanan, bedeni

“karanlik ve gecirgensizlik alegorileri Ureticisi” olarak tanimlayan, barok
algilama biciminin, Ust 6rtuli bicimde dokunsal ve elle tutulabilir 6zellikleri
hakkinda bir kuram ortaya cikmistir. Bkz.: Martin Jay, Die Ordnungen des
Sehens in der Neuzeit, kaynak: Tumult, c. 14, Munih 1990, s. 40-55, 6zellikle
s. 53; Horst Bredekamp, Die Fenster als Monade. Gottfried Wilhelm Leibniz’
Theater der Natur und Kunst, Berlin, 2008.

Katoptrik (optik biliminin isinlarin aynalara vurarak kirilmasi ile ilgili dali) kutular

4 egri yerlestirilen sayisiz ayna sayesinde sasirtici yanilsamalar sunuyorlardi.
Yunanca’da ayna ve yansimalar 6gretisi katoptrik terimiyle anlatilir. Katoptrik
tiyatro kavramina ilk kez iskenderiyeli Heron (i. O. 2. yiizyil) deginir. Bu konuda
ayrica kars.: Jurgis Baltrusaitis, Der Spiegel. Entdeckungen, Tduschungen,
Phantasien, Gief3en 1996, s. 305.

Bu konuda kars. 6rn.: Hans Belting, Bild-Anthropologie. Entwiirfe fiir eine

5 Bildwissenschaft, Minih 2001; (yay. haz.) Gottfried Boehm , Was ist ein Bild?,
Minchen 1994; William J. T. Mitchell, Picture Theory, Chicago 1995; Lambert
Wiesing, Die Sichtbarkeit des Bildes. Geschichten und Perspektiven der
formalen Asthetik, Reinbek bei Hamburg 1997; Martin Seel, »Vor dem Schein
kommt das Erscheinen«, kaynak: Merkur. Zeitschrift fiir europdisches Denken,
47,534/535, Eylil / Ekim 1993, s. 772-783.

Immersion, Latince’de icine dalmak anlamina gelir. Bu kavram 1990’lardan bu

6 yana, bilgisayar destekli gorsel diinyanin gesitli bicimlerini betimlemede
kullaniimaktadir. Kavram, sinirlarin kaldirilisini ima eder; bu baglamda icine
dalmak ifadesi ayni zamanda ortadan yok olmak anlamina da gelir. Bu konuda
ayrica kars.: (yay. haz.) Douglas MacLeod ve Mary Anne Moser / Banff Centre
for the Arts: Immersed in Technology. Art and Virtual Environments,
Cambridge / Massachusetts ve Londra 1996; Kevin Robins, Into the Image.
Culture and Politics in the Field of Vision, Londra ve New York 1996; Oliver Grau,
Virtual Art. From lllusion to Immersion, Cambridge / Massachusetts, 2003.

7 Schwitters anne ve babasinin yasadigi sokagin adi olan Waldhausenstraf3e’den
esinlenerek evi “Waldhausen” olarak adlandirmistir. Kurt Schwitters ve sanata
etkileri konusunda ayrica kars.: (yay. haz.) Susanne Meyer-Biser ve Karin
Orchard: Aller Anfang ist Merz. Kurt Schwitters und die Folgen, sergi kat.
Sprengel Museum Hannover, Ostfildern 2000.

8 Brian O’Doherty: »Das Auge und der Betrachter« (1976), kaynak: (yay. haz.)
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Bijoux, Geodes, and

Cabinets of Curiosities

On Markus Zimmermann’s
Artistic Research Lab

Anette Husch

Spaces can be physically tiny and yet seem enor-
mous, especially when they are only accessible to
the eye—the viewer loses sight of physical propor-
tions. This sleight of hand with proportions, this
seduction of the senses, is one of the oldest ways of
astonishing people, and one employed by the cabi-
net of curiosities. Emerging in the late Renaissance,
the cabinet of curiosities represents a method of
organizing and displaying collections." Art, craft-
work, and natural specimens were not presented
separately in these collections; rather, they were
brought together to create large exhibits, where
minerals found themselves on display next to minia-
tures, globes, and optical apparatuses.? These self-
designed worlds juggled with astonishment and
wonder over things that were different or strange.
They were especially popular during the age of the
great explorers, which began in 1492, when the
Americas were accidentally discovered by Christo-
pher Columbus (1451-1506) and started appearing
on maps of the world as it was then imagined to be.
In this age the unknown—the exploration of new
parts of the earth—was a central theme.

Markus Zimmermann is also astonished. He
searches for and finds things, collects them and

studies them; he contemplates the analogies
between different things, delights in surprising
effects, and is interested creating visual spaces and
realizing forms, values, and hierarchies. On this
artistic quest, he constructs accessible spaces and
little peep-show boxes, which are then organized
like an archive, and displayed next to idiosyncratic,
precious objects. These installations are staged as
contemporary cabinets of curiosities—although the
word “staged” is almost too suggestive, since nei-
ther pomp nor superficial sensations are his thing;
even though his work is about the real meaning of
sensation, about sensory perception and feeling.
The spaces the artist makes seem neat and orderly,
almost Spartan, in a way. His peep-boxes are there
to be looked at, and lined up in perfect order are
what seem to be minerals—until the viewer realizes
that they are made of plastic, cardboard, and other
found items. Bits and pieces of packaging have
become small, precious objects that look like attrac-
tively wrapped candies or pieces of sushi.

Perhaps it would be best to begin with an asser-
tion: Zimmermann’s works are characterized by
understatement, and marked by skillful simplicity.
They look as if they might be waiting—waiting for
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the viewer who will examine them in detail, someone
besides the hurried sightseer who thinks he can take
it all in at once. If simply glanced at, the boxes on
the shelves are plain, even insignificant, or at least
extremely unobtrusive; but all this changes upon
closer observation.

Zimmermann’s peep-boxes testify to his almost
anatomical interest in the mechanisms of spatial
effects. Although looking inside them does not
entirely dissolve the boundaries of these handy de-
vices, the little spaces do seem bigger and further
away while one examines them. Inside the boxes,
questions about the concept of the image, the defi-
nition of space, and the role of light encounter ques-
tions about the relationship between the internal
and external proportions. The dynamics and process
of these encounters are also, once again, reflected
in the changes made to the materials: Zimmermann
built his first peep-boxes with those easily obtained,
using packaging and cartons he had either found or
saved. At first glance, the boxes appear unimpor-
tant, their surfaces have not been beautified or
made to look attractive. Instead, everything seems
to be rudimentary and provisional. But if one looks
through the little hole in one of these boxes, the
viewer can expect a very different impression: bizarre
worlds, kitschy set designs, or minimalist rooms;
surprisingly lit, which heightens the sense of fairy-
tale enchantment, the atmosphere of a trendy bar,
or the cool ambience of a fashionable flagship
store—whatever the scene inside the box might be.
The materials inside Zimmermann’s early peep-
boxes were just as simple as the materials on the
outside: plastic candy-packaging is just as good as
other kinds of plastic and paper, as Styrofoam or tin
foil. These materials are used, however, in such a
carefully planned and skillful way that the interior at-
mospheres are elegant—sometimes spectacular—
and always very precise, in contrast to the boxes’
rough exteriors.

Looking into these peep-boxes not only satisfies
the spectator’s immediate curiosity, but also evokes
the entire tradition of Western perception. The peep-
box, known also as the peep-show or the raree-
show, has been part of (mainly) popular culture since
the eighteenth century, and was a particularly
favorite attraction at markets and fairs. It is among
the optical devices that can be traced back to the
camera obscura, the prototype for all ensuing opti-
cal media: light rays penetrate through an opening
into a space, creating an inverted image on the wall

opposite the hole. The operation of this “dark room”
goes beyond its technical significance to its role as
a central metaphor for sight, likewise relying on a
disembodied single eye, through which visual space
is perceived. The camera obscura itself corresponds
in an exemplary way to the eye. For this reason it still
symbolizes questions surrounding the creation of
images, and is regarded as the archetype of tele-
vision, photographs, and the cinema.® The peep-
box is also based on this model, but instead of the
duplicated, projected image, it features its own
images, which make it possible to take virtual jour-
neys to far-away lands, to witness battles and wars,
or to watch miniature scenes from plays—some-
times with movable set pieces. Peep-boxes became
more and more elaborate, finally turning into so-
called Catoptric systems, which use mirrors to guide
the eye through an infinite, kaleidoscopic, multi-
faceted space.*

In Zimmermann’s artistic research center, the
scenes in his peep shows are far from opulent or
representational. His spaces function without figu-
rative scenes and are not directly reminiscent of
specific events or stories, although, occasionally,
some titles invoke associations, such as Superman Il
(2007) or Hulk (2008). Above all, however, Zimmer-
mann’s peep-boxes emphasize the performative
character of vision and the physicality of perception
transpiring at the moment when the interplay of box
and viewer finally results in an image.®

Precisely because one of the central themes of
digital imaging is immersive visual technology, Zim-
mermann’s work seems as current as it does anach-
ronistic. He employs archaic, devastatingly simple
media to achieve immersion in images, to create
such fields of perception as are today mainly dreamt
of in electronic cyberspace.® Zimmermann, however,
invites us to visit fantastic visual worlds without hav-
ing to resort to the latest technology. This does not
disturb the concentration of his artistic work; on the
contrary: one gets the impression that it is height-
ened by the simplicity of the modest materials,
which he himself calls “immediate.”

In addition to the outwardly unspectacular boxes,
Zimmerman has made other boxes whose surfaces
correspond to the space inside. Carpet Crawler
(2010) recalls a high-rise whose graduated exterior
accommodates and enables the space and light
conditions inside the box. Zimmermann also tran-
scribes city-like silhouettes in Bielefelder Gefiihl
(Bielefeld Feeling, 2010), by specifying the positions
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of an assembly of small sculptures—also peep-
boxes—with markings on the floor. Technically and
in its content, Bielefelder Gefiihl is as intricate as
any of the artist’s works. This space-encompassing
installation offers many intimate visual experiences
as well, when the spectator peers into the peep-
boxes. The act of looking inside the boxes alters the
entire installation for a moment, the viewer is now a
participant.

With these also externally sculptural peep-boxes,
Zimmermann returns to his early days as an art
student at the Kunstakademie Miinster (MUnster Art
Academy). In those days, he was already working—
and working systematically—with sculpture. In his
first semester he piled the tops of jam jars inside of
each other and set them out on the floor of the art
school. Anyone walking around them would see, in
perspective and overview, something reminiscent of
a tiny city. Zimmermann then studied under Bogomir
Ecker at the Hochschule fiir Bildende Kiinste Braun-
schweig (Braunschweig College of Fine Art). His final
project, Drei Tische (Three Tables, 2008), featured a
rudimentary arrangement of peep-boxes, along
with three small sculptures that looked as much like
towers of cookies as like architectural studies.

If “humble” and “restrained” seem like suitable
descriptions of the peep-boxes, they can also be
applied to Zimmermann’s laboratory-like installa-
tions, the titles of which, such as Filiale N° 1 (2008),
Filiale N° 2 (2009), and Filiale Fellbach (2010),
encourage this sense of austerity. Some of the ele-
ments in these installations are also small sculp-
tures, objects made of packaging and other similar
materials. They resemble rock formations (Druse,
2006), or sometimes a halved papaya (Form, 2006).
These arrangements testify to Zimmermann’s inter-
est in structures, models, and hierarchies in science
and art.

Zimmermann is from Hanover, and among the
artists he most admires is another of the city’s sons,
Kurt Schwitters (1887-1948). Schwitters built his
first Merzbau (Merz Building) between 1923 and
1936 at Waldhausen, his parents’ home in Hanover.’
Zimmermann also used his parents’ house as his main
art studio. Like Schwitters, Zimmermann worked
with the materials at hand, uncomplicated things—
whether taking old ring-binders out of the rubbish
and transforming them into peep-boxes, or spreading
out his Turkische Sammlung (Turkish Collection)—
objects he’d found in and brought back from Istan-
bul—in a filing cabinet. Another correspondence

between the works of the two artists is aptly
described by something Brian O’Doherty wrote
about Schwitters’s Merzbau, which he called a
“chamber of transformation . . . from which the world
can be colonized by the converted eye.”® It is this
power of art, with its lasting effect on the eye of the
viewer, that Zimmermann is investigating. Zimmer-
man turns the cabinet of curiosities’ original mixture
of man-made things and showpieces from nature,
artificalia and naturalia, into a puzzle, for he only
displays artificalia that happen to resemble naturalia.
This maintains the significance of rarity in cabinets of
art and curiosities; each object gathered in Zimmer-
mann’s arrangements is unique; each found piece, no
matter how small, has its own place in the artist’s
impenetrably dense order. To echo Kurt Schwitters:
“A game dealing with serious problems. That is art.” ®

1 Julius Schlosser coined this term for art history. See Julius Schlosser, Die

Kunst- und Wunderkammern der Spdtrenaissance [1908]

(Braunschweig, 1978).

The term Kunst- und Wunderkammer (literally, “chambers of art and wonders”)
first appeared in Graf Froben Christoph von Zimmern’s Zimmerische Chronik.
For more on this, see especially Paul Herrmann, Zimmersche Chronik
urkundlich berichtet von Graf Froben Christoph von Zimmern 1567 und
seinem Schreiber Johannes Miiller 1600, (Meersburg/Leipzig, 1932) vol. IlI,

p- 108, p. 350; vol. IV, p. 105.

For more on the theme, see Horst Bredekamp, Antikensehnsucht und
Maschinenglauben: Die Geschichte der Kunstkammer und die Zukunft der
Kunstgeschichte (Berlin, 1992); Horst Bredekamp et al., Theater der Natur
und der Kunst: Theatrum Naturae et Artis, exh cat. Martin Gropius Bau,
Berlin, 2 vols. (Berlin, 2000); Horst Bredekamp, Die Fenster als Monade:
Gottfried Wilhelm Leibniz’ Theater der Natur und Kunst (Berlin, 2004).

2 Acherry pit earring carved before 1589 was said to have 185 faces on it,
although only 113 of them can actually be seen. The piece is part of the
collection in the Griines Gewdlbe (Green Vault) in Dresden. Another legendary
miniature was made by Swedish General Magnus Stenbock (1665-1717) while
he was in prison. Experts are still astonished at the skill with which it was
fashioned: made from a whale tooth, the ninety-six-centimeter-long chain has
4,802 rings, some of which measure no more than 0.3 millimeters in circum-
ference. To this day, it is unknown exactly how Stenbock made this ivory
miniature, since no seams can be discerned on the rings.

3 René Descartes (1596-1650) defined the camera obscura as a metaphor for
disembodiment. In his treatise on optics, the pupil becomes the window, the iris
is the tapestry, and the eye as a whole is a peep-box that can be seen by an
internal spectator. With this, Descartes turned away from traditional theories of
optics.

For more on this, see, for example, Victor |. Stoichita, Das selbstbewufte Bild:
Vom Ursprung der Metamalerei (Munich, 1998), p. 177.

For more on medieval optical theory, see David C. Lindberg, Auge und Licht im
Mittelalter: Die Entwicklung der Optik von Alkindi bis Kepler (Frankfurt am
Main, 1987), originally published in English as Theories of Vision from Al-Kindi
to Kepler (Chicago and London, 1976); for more on the importance of the camera
obscura to contemporary art, see, for example, Ralf Beil, Black Box: Der
Schwarzraum in der Kunst, exh. cat. Kunstmuseum Bern (Ostfildern, 2001).

At the same time, there evolved a theory about the implicitly tactile, haptic
traits of baroque perception, which, according to Gottfried Wilhelm Leibniz’s
(1646-1716) monad theory, defined the body as the “producer of allegories of
darkness and opacity.” See Martin Jay, “Die Ordnungen des Sehens in der
Neuzeit,” in Tumult, vol. 14 (Munich 1990), pp. 40-55, esp. p. 53; Horst
Bredekamp, Die Fenster als Monade: Gottfried Wilhelm Leibniz’ Theater der
Natur und Kunst (Berlin, 2008). ~
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Catoptric boxes contained numerous diagonally positioned mirrors that resulted
in astonishing illusions. “Catoptric” denotes the Greek theory of mirrors and
reflections. The term “Catoptric theater” was mentioned by Hero of Alexandria
(second century BC). For more on this, see, for example, Jurgis Baltrusaitis,

Der Spiegel: Entdeckungen, Tduschungen, Phantasien (Giessen, 1996), p. 305.
For more on this, see, for example, Hans Belting, Bild-Anthropologie:

Entwiirfe fur eine Bildwissenschaft (Munich, 2001); Gottfried Boehm, ed.,

Was ist ein Bild? (Munich, 1994); William J. T. Mitchell, Picture Theory

(Chicago, 1995); Lambert Wiesing, Die Sichtbarkeit des Bildes: Geschichten und
Perspektiven der formalen Asthetik (Reinbek bei Hamburg, 1997); Martin Seel,
“Vor dem Schein kommt das Erscheinen,” in Merkur: Zeitschrift fur
europdisches Denken, 47:534/535 (September/October 1993), pp. 772-783.
Since the 1990s this term has served to describe various forms of computer-
generated visual worlds. The aim is to dissolve the sense of boundaries, since
“immersion” also means to be deeply engrossed or absorbed in something.

For more on this, see Douglas MacLeod and Mary Anne Moser/Banff Centre for
the Arts, eds., Immersed in Technology: Art and Virtual Environments
(Cambridge and London, 1996); Kevin Robins, Into the Image: Culture and
Politics in the Field of Vision (London and New York, 1996); Oliver Grau,

Virtual Art: From lllusion to Immersion (Cambridge, 2003).

Schwitters called his parents’ house Waldhausen, or “Forest House,” after its
location, on Waldhausenstrasse.

For more on Kurt Schwitters and his influence on art, see, for example, Susanne
Meyer-Biser and Karin Orchard, eds., Aller Anfang ist Merz: Kurt Schwitters
und die Folgen, exh. cat. Sprengel Museum, Hanover (Ostfildern, 2000).

Brian O’Doherty, “The Eye and the Spectator,” [1976], in Wolfgang Kemp, ed.,
Inside the White Cube: In der weissen Zelle (Berlin, 1996), pp. 34-69, p. 48.
Original English essay, “The Eye and the Spectator,” in Inside the White Cube:
The Ideology of the Gallery (Berkeley, London, and Los Angeles, 1981).

Kurt Schwitters, letter to Raoul Hausmann, dated August 8, 1946, in Ernst
Nundel, ed., Kurt Schwitters. Wir spielen, bis uns der Tod abholt: Briefe aus
fiinf Jahrzehnten [1974] (Frankfurt am Main and Berlin, 1975), p. 216.
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Havuckurutmadeneyle-

mesistemienstalasyonu
ya da Andreas Zybach’in
“Kendi Kendini Yaratan Sanati”

Friedrich Meschede

Sanatgl atolyeleri aslinda, yeni fikirlerin, ve stirekli
diger gorsel diizenleme bicimleriyle kiyaslanarak ge-
cerliligini kanitlamak zorunda olan heniiz onaylanma-
mis gorsel icatlarin isligi olduklari icin bir laboratuvar
olarak degerlendirilebilir. S6zliige gbre laboratuvar
kavraminin dar anlamda kastettigiyse, biyolojik, kim-
yasal, bakteriyolojik ya da salt teknik is sureclerinin
gerceklestirildigi bir calisma mekéani ya da arastirma
yeridir. Laboratuvarin bugiin sanatsal bir tartismanin
merkezi konusu haline geldigi gercedi, sanatcilarin,
ara¢ ve olanaklariyla, mutlak olarak sanatsal is sii-
recleriyle degil ama kesinlikle kanitlanabilir olan’la
nitelendirilen bir sahaya dalmis olduklarinin acik gés-
tergesidir. Dogabilimsel bilgiler, spekilasyona ve 6n-
gorilemez olana pek meydan vermiyorlar. Bununla
birlikte sanat ile dogabilimin ortak paydasinin, “yeni”
ve “kesfedilmemis olan” kavramlariyla, kisaca, gele-
cekteki bir durum anlamindaki ltopya fikriyle
yeniden tanimlanmasi gerekir.

Bilim ve sanatin, seylerin gercekte nasil olmasi
gerektigiyle ilgili ortaya attiklari spekilasyonlarla bir-
birlerinin sinirlarini astiklarina dair kékli gelenegi an-
latabilmek icin, sadece Johann Wolfgang Goethe’nin,
200 yil 6nce Isaac Newton ve isik fizigi kavramina
karsit olarak 6nerdigi renkler 6gretisine bakmak

yeterlidir. Sanat ve teknolojinin 20. yiizyildaki etkile-
siminin betimi icin, bu konunun sanat tarihine demir
atmasini saglayan iki sergi ve bir yayina dikkat cekil-
mesi gerekir. Bunlardan ilki, Pontus Hultén’in 1968
yilinda New York’taki Museum of Modern Art’ta di-
zenledigi The Machine as Seen at the End of the
Mechanical Age [Mekanik Dénemin Sonunda Makine]
sergisidir. Bu, 20. yiizyil sanatinin cesitli yaklasimla-
rinin bir retrospektifidir, ayni zamanda da bu déneme
ait farkl olgularin sunumundan olusur. Bir yil sonra
Phyllis Tuchman Los Angeles’taki County Museum
of Art’ta glincel sanatcilarla high-tech firmalarini
birlikte deneyler yapmaya tesvik eden Art and Tech-
nology [Sanat ve Teknoloji] sergisini diizenler. Niha-
yet Douglas Davis’in 1975’te Vom Experiment zur
Idee. Die Kunst des 20. Jahrhunderts in Zeichen von
Wissenschaft und Technologie bashgiyla »DuMont
Kunst und Praxis« dizisinden Almanca’ya cevrilen
1972 tarihli Art and the Future [Sanat ve Gelecek] adli
kitabina da deginmek gerekir. Bu konu ¢oktandir
mevcuttur ve sanatcilar 6teden beri sirekli sinirlari
asmay! denediklerinden bu denli karmasiklasmistir.
Bu baglamda sorulmasi gereken tek soru, bunun ne-
den boéyle oldugudur. Bu disiincenin izi straldagin-
de, hem sanat hem de bilim, dikkatimizi cekmek igin
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yarisan, karsilastirabilecegimiz fikirlere sahip olsa da,
sanatcilarin bilimadamlarindan daha farkli kurallari
takip ettigini gorebiliriz belki. O halde, sanatgilarin
teknolojiye ilgileri, bu konuya goniilli olarak yaklas-
tiklarindan mi, yoksa herkesin kendi mesleginden so-
rumlu oldugu toplumsal kurallari kesfetmis olmala-
rindan mi kaynaklaniyor?

Sanatcilar kimi zaman yazarlarin isini hayli zorlas-
tiriyorlar, ézellikle de eserleri icin isimsiz ifadesini
sectiklerinde ya da bu gizemli anlami daha da glc-
lendiren bir altbaslik verdiklerinde. Bu yilizden, And-
reas Zybach’in burada s6zi edilmeye calisilan 2010
tarihli isimsiz isinin éncelikle tarif edilmesi gerekir.
Bu isin bilesenleri ve bunu takiben yarattig: etki ta-
nimlanmali. Bu is, aliminyum, motorlar, isitici parca-
lari, bir havalandirici ve plastik folyodan olusuyor. Bu
liste, glincel enstalasyon icin siradisi bir malzeme
toplamidir. Listede bir motor oldugunu gériince, bir
seylerin araba gibi suruldugu, harekete gectigi sonu-
cunu cikarabiliriz. Eser bicim itibariyle, bir ucunda,
ustte mavi folyolu bir rulonun asil oldugu aliminyum
cerceveli bir yapiya sahip. Sasi Uzerine motor ve ha-
valandirici monte edilmis. Tum bilesenler basit bir
diizen icerisinde gérece etkin ve icice; “aygit”, bir
ambalajlama diizenegi oldugu izlenimini dayatiyor,
ama bu makinenin ne lretecegi tam olarak bilinmiyor.
Bu heykelin amaci, folyoyu yavasca kenara sarmak
ve plastik yizeyleri, birlesme noktasinda bir boruyla
kaynastirmaktan ibarettir. Havalandirici hava Ufleye-
rek folyoyu sisirir, dyle ki bu sirada bir boru bicimi
olusur ve bu boru bicimi surekli kivrildigindan ve sis-
tiginden mekan icerisine yavasca yayilir. Bir canavar
dogmustur. Bu, mekani dolduran, yerin timunu 6r-
ten, belli direnc noktalarinda mekanda hareket etme
yoénunu degistiren, kivrilarak giden ve sonunda go6-
rinti itibariyle tehditkar bir bicimde buylyerek
izleyiciyi mekanin disina iten, en azindan ona dar bir
alan birakan boru benzeri bir plastik ambalajdir. Bu-
rada hareket 6zgurliguna sinirlayan bir sey uretil-
mistir. Ne var ki bu bicimde liretilen ambalajin ici bos
kalir ve bdylece burada “ambalajlanan”a, yani bos
sergi mekanina génderme yapilir. Bu tirden
makineler lireten sanayide, teknoloji ve mekan kulla-
nimina dair ¢ok fazla sorun vardir; mekanin denetimi
ve dizenlenmesi 6nemli bir unsurdur. Andreas
Zybach burada bu sorunsaldan yararlanir.

Bilyime ve surecleri, enerjinin goérilebilir bir seye
dénisumu ve buna bagl toplumsal politik ¢cikarimlar;
Andreas Zybach’in isledigi konulardir. Yukarida s6ze-
dilen calisma, bir seyin ortaya cikmasini saglayan, iz-
leyiciyi bir harekete tesvik etmek suretiyle bu sirece

dahil eden eserleri temsil eder. Bu baglamda, adi ga-
yet acik olan bir 6nceki ise, 2005 yilindan bir ensta-
lasyona da deginmek gerekir: Sich selbst reproduzi-
erender Sockel [Kendi Kendini Ureten Kaide]. Kaide
benzeri iki diiz ylizey arasinda, Andreas Zybach’in,
eserini tanimlarken “pnématik bedenler” diye adlan-
dirdigi sayisiz kirmizi balon yer aliyor. Bir ziyaretci bu
kaide Ustlinde yiriyebilir, bu arada kisinin agirlig: bir
basinc esitleyici olarak etki eder, sikisan hava bir
pompa araciligiyla bir baska balona yonlendirilir ve
bu balon izleyicinin hareketini izleyerek sismeye
baslar. Heykel tarihinin merkezi motifi olan kaide yi-
zeyi, Uzerinde izleyicinin dengesini bulmaya calistig
deneysel bir podyuma dénustr. Klasik heykellere
6zgl sabit ve hareketli ayak arasindaki duragan etki-
lesim burada, aktérin dengesi cercevesinde gercek-
lesen hareketle zengin bir oyuna doénisur. Yavasca
sisen balon, heykel ve kaide arasindaki iliskinin bir
parodisiymis gibi gérinur: sisen yuzeydeki kicuk
hacim bir heykel gibi géruniur ama yer degistiren
hava icin bir supaptir sadece, balon tarafindan da
gérunar kihnmis olur.

Makine gibi calismak isteyen ve sadece hava da
olsa bir seyler Ureten eserlerin aksine, Andreas
Zybach’in, bunun tam tersini betimleyen bir baska
eserler dizisi daha mevcuttur. Bu isler, kendi icinde
karsithk olusturan, denetimli bir yikim strecini géste-
rirler. Sanat¢i 2008 yilinda, dev bir kirpik kagit yiginin-
dan olusan Untitled (Greenwhitegrayorangeyellow)
[isimsiz (Yesilbeyazgrituruncusari)] adli calismayi ger-
ceklestirir. Andreas Zybach ilk 6nce s6z konusu renk-
lerin isimlerini yiginla kagit Ustiine bastirir; 6rnegin ye-
sil renk gorsel olarak betimlenmemistir; sadece dilsel
cagrisim s6z konusudur. Satirlarin dikdértgen bir ka-
git Uzerinde soldan saga aktigi geleneksel baskidan
farkl olarak Zybach, metin satirlarini doksan derecelik
bir aciyla kaldirarak bastirmistir: yani satirlar yukari-
dan asagiya olacak bicimde, kagit yapraklari tek tek
kirpoma makinesinden ciktiginda lizerindeki sézcikler
birbirinden ayri okunabilir hale gelecektir. Makinenin
islevi, basili olani okunmaz hale getirmek olsa da bu
durumda islev tiimiyle sagma (ad absurdum) kilinmis-
tir. Kagit 6gutiicusi, sézcikleri okunamaz hale getire-
cegine tam tersini yapmistir ve hatta bu sézcukleri
yaratmistir. Serit haline getirilen kagitlardan olusan
yigin yakindan incelendiginde soyut renk adlarindan
olusan bir tir “somut siir” okunur. Uzaktan bakildigin-
daysa bu canavarsi kagit yigini islenmemis verilerden
olusan bir ¢6p dagini andirir.

Andreas Zybach, bir gérinti yaratma yéntemi
olarak kirpmayi barrels-bricks-cameras-carrots-
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doors-pipes (2009) adli calismasiyla surdirir. Maki-
neye kurban giden hammaddelerin adlar az ve 6z
olarak siralanir: plastik variller, tuglalar, kameralar,
havuclar, ahsap kapilar ve demir borular. Bu malze-
meler ayni sekilde toz tanecikeri haline donistiiri-
lirken izleyici de 6giitme sisteminin yok edici eneriji-
sinin farkina varir. Bir boyar maddeye dénisen
malzemeler, sivi bir tutkalla birlesirler, Zybach bunla-
ri bir tir boya elde etmek icin karistirir ve bu boya
galeri duvarlarina spreylenir. Soyut bir duvar resmi
meydana gelir; bu resme yakindan bakildiginda, ta-
necikler, nesnelerin égltulmeden énceki halini anim-
satir; 6rnedin metal borular, metal talastan taninir.
Bu eser butiin mekani ele gegirir; duvarlar, tavan ve
yer, bu Uretilmis boya kutlesiyle értulidir. Sanki, re-
sim tarihinden cikagelen bir olgu —bedensel hareket-
lerle gerceklestirilen “all-over” resim tarzi— gésteril-
mektedir ve hatta alaya alinmaktadir. Bir heykel
oldugu gézoniinde tutularak incelendiginde, madde-
nin bir halden digerine dénisimu; daha énce lg¢ bo-
yutlu olan seyin iki boyutlu resim olarak betimlenme-
si; goérunurdeki sonu¢ degerlendirildiginde algiya dair
oldugu farkedilen bir calisma sirecidir. Tim mekan
zorunlu olarak resim tasiyicisina dénusur; izleyici,
renksel yogunlugun neden oldugu biyulenmeyle,
eserde sakli olan siddetin neden oldugu korku cagri-
simlari arasinda bocaladigi bir senaryonun tam orta-
sinda bulur kendini. Ne var ki bu duygulardan biri, di-
geri vahsice bozulmazsa var olmayacaktir ve bu
metafor kendini dolaysizca gésterir. Nesnelerin, ey-
lemin basindaki natiirmort benzeri diizeninden do-
gan, gorunurde sinirlari olmayan, her seyin her seyle
entropik karisim icinde oldugu bir resim meydana
gelmistir. Andreas Zybach bu eserde baska duyusal
izlenimlerin olugsmasina da olanak veriyor; 6rnegin
sadece koklama duyusuyla algilanabilen, bdylelikle
de gorilemeyen izlenimlere. Yapistirici maddeyle
zenginlestirilmis havug tanecikleri ciiriimeyi baslati-
yor; sanat, kelimenin tam anlamiyla, kokuyor. Asil is-
leri gérunti yakalamak olan kameralar, 6gutiilme si-
recinde ¢6zuliip kendileri de gériintiniin icine dahil
oluyorlar. Plastik variller, tuglalar, kameralar, havuc-
lar, kapi ve demir borular kendilerine 6zgi bir motif
olusturuyorlar. Heykeltiraslara 6zgti, ahsap, demir ve
tas gibi klasik hammadeleri, sivi bir boya maddesinde
cozilerek organik maddelerle zenginlestirilip bir ara-
ya getiriliyorlar.

Andreas Zybach’in eserlerinde apaciktir ki, ana
motifi, gerek makineler araciligiyla insa etme, gerek-
se makinelerin yarattigi yikim olusturuyor. Eserine
iliskin bu gézlemler onu yukarida bahsi gecen Pontus

Hultén sergisinin odagini olusturan Jean Tinguely ve
heykellerine yakin bir yerde konumlandiriyor. Bu hey-
keller kendi kendini yikan aygitlar olduklari kadar ki-
netik objeler olarak da tanimlanabilirler. Ama Zybach’i
onceki kusaklara baglayan sey, sadece icerige dair
konular degildir; daha énemli bir baglanti, her iki sa-
natcinin da, bir aygitin yapimini, bilimin ve teknolojik
gelismenin ilkelerine dair siphenin ifade buldugu
gorsel bir metafor olarak gérmeyi saglayan niyetleri-
dir. Gercekte kullanigli olan bir nesnenin islevi sac-
malik aracihigiyla abartilir; Tinguely’de ise her bir
heykel kendine zarar verme glicii gérmezden geline-
meyen bir canavara donusiir. Eserlerinin cogu bir
performansin resmini andirir; catirdayip takirdamak-
ta, dénlp gurulth dretmektedir; dyle ki vaktiyle kine-
tikten turetilmis olan bu unsurlarin teatral dramatur-
jileri, hareket siireclerinden olusan bir oyunu
tetiklerler, ki bunlar ayni zamanda da dustnce sirec-
leridir. Ancak su sorunun ucu acik kalir: Acma-kapa-
ma diigmesine kim basmaktadir? Ciinkii bu noktada
Andreas Zybach’in eseri sanat-tarihsel selefinin ese-
rinden belirgin bir bicimde ayrilir. Zybach muellif kim-
dir sorusunun pesinden gitmektedir. Elestirel potan-
siyeli bu soruda oyle glicli bir ifade bulur ki, kendini
anlatirken ifade ettigi bir s6zi animsatir: “Laboratu-
vara erisim, tuketiciyi ureticiden farkh kilan seydir.”
Ornegin bir keresinde atdlyesine bir fare girer, icinde
patlamis misir bulunan bir kartonu disleyerek bir de-
lik acar ve zamanla kutunun icindekileri yiyip bitirir.
Bir girisi ve c¢ikisi olan bos kartonun bu hali, Andreas
Zybach’a gore beklenmedik bir bicimde temel bir mi-
mari bicimi temsil eder. Bir muellif olarak davrandi-
ginda ve bunu kisisel muelliflik fikriyle bicimlenmis bir
aracla, yani cizimle gerceklestirecekse, bilincini ka-
sitll olarak engellemek ister. Uyurken ortaya c¢ikar-
mak istedigi bir dizi ¢izim icin Zybach kartondan bir
bardagin tabanina bir kegeli kalem ilistirir. Uykuya
dalmadan 6nce de kalemi bir kagidin Gzerine yerles-
tirir. Uyku sirasinda bu ¢izim donanimini kaybetme-
mek ve uykunun kendisinden lretken bir zaman dili-
mi olarak yararlanabilmek icin de bardagin gévdesine
bir delik daha acarak bu delikten bagparmagini geci-
rip kalemi sabit tutabilmeyi saglar. Deney, bilincaltin-
dan bir seyler yaratabilmek lizere ve miellifin niyeti-
nin isareti gérilmeyecek sekilde uyku halinde
stirdiralir. Buna gore sanat uyku sirasinda meydana
gelmekte ve sanatcinin yokluktan bir sey yaratma,
daha dogrusu yasamin her aninda Gretken olma dust
gerceklesmektedir. 3 Temmuz 1961'de, bir cerceve
Ustline naylon tuval gerip lizerine camasir suyu pus-
kirttigl ve kumasin asitle temasi sonucu erimeye
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basladigi—-South Bank Demonstration [Giney Kiyisi
Gosterisi] eylemiyle Auto-Destructive Art’a [Kendi
Kendini Yikan Sanat] (1959) iliskin manifestosunu bir-
lestiren Gustav Metzger’i animsayarak, blyik bir
karsithk olarak —zaten arastirageldigi bir konu olma-
si nedeniyle de— Andreas Zybach’in eserinden “Ken-
di kendini yaratan sanat” olarak s6z etmek miimkin
gorinuyor.

Andreas Zybach’in eserlerini bugiin arastirma
ve gelistirme arasindaki iliskiyi tanimlayan bir kar-
masikhgi gorsel bicimlere déniistirmeyi amacla-
yan bir dizi sanatsal deney olarak degerlendiriyo-
rum. Gazetelerde yayinlanan bilimsel calismalarin
onemli bir roli var; kagit tistiine basildiklari andan
itibaren, laboratuvarin korunakli mekanindan ciki-
yorlar ve en azindan kamuya, ne kadar 6zel bir uz-
manlik gerektiren asamalardan gectiklerine dair
bir fikir veriyorlar. Andreas Zybach’in 2008 tarihli
Seedcopyfoam [Tohumkopyalamakopik] adl ens-
talasyonunu da bu baglamda degerlendirmek ge-
rekir. Burada da diizenlemenin bir parcasi olarak
karsimiza gene havuclar cikar. Buytk bir mekéni
gerekli kilan bu heykelin adindan da anlasilacagi
uzere, “kopyalama”, bir baska deyisle, bitki to-
humlarinin saklanmasi s6z konusudur. Bitun
mekana ipler gerilmistir ve bu ipler aliminyum bo-
rularla birbirine baglanarak, kumaslarin cadir ten-
tesi gibi gerili durdugu bir yapi meydana getirilmis-
tir. Bu kumaslarin Gzerinde, Afganistan’dan
Norvec’e tohum toplayip arsivleyen érgitlere dair
haberler yapistirilmistir. Bu arastirma dikkate alin-
diginda, Andreas Zybach’in yapisi, yazili olani,
mekénsal olarak anlayabilmeyi saglayan bir sanat-
sal deney olarak gériunuyor. Zybach, tohumlarin
asamali kurutulmasi yénteminin, bunlari korumak
icin en kullanish yol oldugunu belirtiyor. Zybach’in
enstalasyonunda belirli sabit noktalar —6rnegin bir
mentese ya da mandal- havuclarin yardimiyla bir
arada tutuluyor; havuglarin sergi sliresince yavas-
c¢a kurumasi, gerilim kuvvetinin siirekli degismesi-
ne etki ediyor, bu gerili kumaslarin konumlarini et-
kiliyor: boylelikle de havuglardaki sivinin en az
miktardaki kaybi bile bitiin enstalasyonla iliskisi
baglaminda gérinir bir nitelik kazaniyor.
Zybach burada kendi denetimini yok etmek Uzere
mekanik aktarim ilkeleri yerine organik degisim
sureclerinden yararlaniyor. Bir havucun kuruma
sureci Uzerinde sanatcinin hi¢cbir nifuzu olamaz;
boylece dogal bir etmen kasitli olarak bu semaya
dahil edilmis oluyor ve ardindan, énceden kestiri-
lebilir stirecleri disarida birakmis oluyor.

Andreas Zybach’in heykellerinin cogu kendi kendine
gelisen deneyler olarak degerlendirilebilir. izleyici,
alanin icinde dolasmaya, baglantilar aramaya ve anlam-
larini bulmaya davet edilir; burada her iki anlami da
kastediyoruz: somut diizenin kendisi ve metaforu.

Bir tiir laboratuvar olarak heykel fikri en belirgin
bir bicimde Miinih’teki Botanik Bahce’de gercekles-
tirilen Rotating Space [Mekani dondirmek] adli eseri-
ne yansiyor. S6z konusu heykelin temeli Wernher
von Braun’un bir uzay istasyonunun yapimi icin gelis-
tirdigi tasarimdan tiremistir. 1970’li yillarda bu tasa-
rimdan yola cikarak NASA ve Goodyear firmalari bir-
likte bir prototip Uretmislerdir. Daire bicimli mimari
bir yapi gibi gériinen uzay sondasi, yiksek bir hizla
kendi ekseni etrafinda dénerek yercekimsiz ortamda
kendi yapay yercekimini Uretti. Zybach, kontrol altin-
da tutulan dogal ve yapay seralarin bulundugu bir yer
olarak Botanik Bahgesi’nin, heykeli icin uygun bir yer
oldugunu distiniyordu cuinki burada da benzer ilke-
ler hayata gecirilebilirdi. Heykeli olusturan iskeletin
icine toprak, su ve bitki tohumlari yerlestirerek ve ar-
dindan bu yapiyi déndirerek iki “mekan kavrami’ni
yanyana getirmeye calisiyor. Ancak bu dairesel hare-
ket durdugunda bitkiler dogal yercekimine boyun
egerek yere dusuyorlar ve buyime sona eriyor. Bo-
tanik Bahge ve uzay yolculugu ve acma-kapama sal-
terine kim basiyor?

Andreas Zybach, siirekli olarak bu tiirden sanat
eserlerinin cevresinde dénip duran ve durmaksizin
degisiklige ugrayan bir soru katalogu gelistirmistir.
ilk soru sudur: Hangi kurallara uymallyim? Son soru
ise soyledir: Sanat yapitinin idealize ettigi bir sey var
mi?

Elbette yanitsiz kalan bu sorularin coklugu Andreas
Zybach’in yapitlarinin asil itici giiciidir. ilk basta bu
sorularin cogu kulaga sacma geliyor; iclerinden bazi-
lari bilimsel bir incelemenin konusuna hizmet edebi-
lirlerdi, bazilariysa bu baglamda heniiz hi¢c sorul-
madi. Gelgelelim, timiinde ortak olan durum, sadece
sanatsal arastirma alaninda gecerli olacak olsa da
ancak bu “sacmalik” Ustiinde durularak bu sorulara
bir yanit bulunabilecegidir.






Spaceframepotatochip, 2006
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The Carrotdrying-
experimentalconstruction-

installation

or: The Auto-Creative Art
of Andreas Zybach

Friedrich Meschede

Every artist’s studio can in fact be considered a
kind of laboratory, as it is a workshop for new ideas
and unconfirmed visual discoveries that have yet to
prove their validity through consistent confronta-
tion with other visual configurations. The dictionary,
however, defines the word “laboratory” in a narrow-
er sense, as a work-space or a place for biological,
chemical, bacteriological, or purely technological re-
search. The fact that the laboratory has become a
central theme for some artists today makes it clear
that artists are taking their means and opportunities
and penetrating deep into a territory that is definite-
ly characterized by verifiable, but not essentially ar-
tistic work processes. The natural sciences allow lit-
tle room for speculation or unpredictability. Yet there
is something common to both art and science, which
corresponds with the words “new” and “undiscov-
ered,” and, in short, with the idea of a coming state
of utopia.

To illustrate the long history of how science and
art cross each other’s boundaries in their specula-
tions about things that can’t really be the way they
are, let us simply refer to Johann Wolfgang von
Goethe’s color theory, which, two hundred years
ago, was at variance with Isaac Newton and his

concept of the physics of light. In order to delineate
the interplay between art and technology in the
twentieth century, we must turn specifically to two
exhibitions and one publication that established this
theme in art history. First is The Machine as Seen
at the End of the Mechanical Age, organized by
Pontus Hultén in 1968 for the Museum of Modern
Art in New York. This was a retrospective of differ-
ent approaches to twentieth-century art, as well as
a presentation of its various phenomena. A year later,
Phyllis Tuchman organized Art and Technology for
the Los Angeles County Museum of Art, an exhibi-
tion in which contemporary artists and high-tech
companies were encouraged to experiment together.
Finally, there is Douglas Davis’s book, Art and the
Future, published in 1972 (a German translation ap-
peared in 1975). The theme has already been estab-
lished and become so complex because artists have
always sought to trespass these boundaries. The
only question is: why? If we pursue the matter, we
might discover, when both have comparable ideas
competing for our attention, that artists follow dif-
ferent rules than scientists. Does this mean that art-
ists’ interest in technology is based on their free-
wheeling approach to the theme, or is this exploration
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due to the development of societal norms, which
maintain that each person ought to stick to his own
métier?

Artists don’t make it easy for writers when they
designate their works Untitled, or provide subtitles
that make them seem even more cryptic. And so
Andreas Zybach’s work Untitled (2010), that we are
now to discuss, must first be described. Its compo-
nents must be identified, and then its effect. The
work itself is composed of aluminum, motors, heat-
ing elements, a fan, and plastic film. Such a collec-
tion of materials is unusual for a contemporary instal-
lation. Seeing a motor in the list of materials, we can
infer that something is being driven, that something
is moving. A roll of blue plastic film hangs at one end
of a simple aluminum framework structure, on top of
which the fan and motor are mounted. Everything is
arranged in a relatively efficient, compact, and com-
prehensible composition. The “machine” looks like it
might be some sort of wrapping contraption, but it
is difficult to determine exactly what it will produce.
The aim of this sculpture is to gradually unroll the
film and fuse the flat plastic into a tube. The fan
inflates the film, giving it the form of a tube that,
through continued unrolling and inflation, slowly
extends into space. A monster is being made. This
tube-shaped plastic packaging fills the room: tra-
versing the whole floor, changing course wherever it
encounters resistance, meandering around the
space—ultimately this apparently menacing expan-
sion forces the viewer out of the gallery, or at least
leaves him less and less space. What is produced
here limits one’s freedom of movement. The pack-
aging remains empty, playing thereby with what is
being “packed”: the empty exhibition space. In the
industrial world, where these kinds of machines are
manufactured, questions about technology and
the use of space are always virulent; the control and
organization of space plays an important role. Here,
however, Zybach claims this issue for himself.

Zybach’s themes are growth and its processes,
as well as the transformation of energy into some-
thing visible and the sociopolitical implications of
this. The installation mentioned above represents a
group of works that first create something and then
involve the viewers by motivating them to move.

Also belonging in this context is an older installa-
tion from 2005, whose title should now seem clear:
Sich selbst reproduzierender Sockel (Self-reproduc-
ing Pedestal). Sandwiched between two flat pedes-
tal-like surfaces are countless red balloons, which,

in Zybach’s description of the work, are called “pneu-
matic bodies.” If a visitor walks on the pedestals,
then his weight redistributes the pressure; the dis-
placed air is then pumped into another balloon,
which expands accordingly as the visitor moves
around. As a central motif in the history of sculpture,
the pedestal becomes an experimental podium, on
top of which the visitor has to find his balance. Here,
the correlation of supportive and free-standing stat-
ic pressure associated with classic sculpture is
turned into a mobile balancing game played by an
active participant. The gradually inflating balloon
appears to be a parody of the relationship between
sculpture and pedestal: the small volume on this
oversized surface resembles a sculpture, but it is
only a valve for the displaced air, this made visible by
the balloon.

In contrast to these works, which look as if they
will function like machines—that is, produce some-
thing, even if only air—there is another group of
Zybach’s works that represent the exact opposite.
These works demonstrate a process of controlled
destruction, which is already a contradiction in itself.
In 2008 Zybach created Untitled (Greenwhitegray-
orangeyellow), a gigantic pile of shredded paper.
First, the artist had the names of colors printed on a
great deal of paper—the color green, for example,
was not actually depicted, just verbally indicated. In
contrast with the conventional printing process,
where lines run left to right on a piece of rectangu-
lar paper, Zybach rotated the lines of text ninety
degrees, and then had it printed. Behind this was
the idea that if the lines ran from top to bottom, then
the individual words would be legible even after the
paper had been shredded. The machine’s function
was rendered absurd. The shredder didn’t cut the
words into illegible fragments, but the exact oppo-
site—apparently reproducing them. A closer look at
the pile of shredded paper allows one to read a kind
of “concrete poetry” made up of abstract color data.
Seen from a distance, the monstrous pile of paper
resembles a trash heap of unprocessed information.

Zybach continued to work with shredding as a
method for creating images, producing a work called
barrels-bricks-cameras-carrots-doors-pipes in
2009. Items falling victim to the machine are con-
cisely listed: plastic containers, bricks, cameras,
carrots, wooden doors, and iron pipes. Since all of
these materials wind up in an aggregate state—as
pulverized particles—the spectator is made aware
of the destructive energy of the shredder. Trans-
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formed into a pigment-like state, the materials are
combined with a liquid binder, and Zybach stirs them
into a kind of paint, which is then sprayed on the gal-
lery walls. This creates an abstract mural whose par-
ticles, seen from up close, remind the viewer of each
pulverized object: the metal pipes, for instance, can
be recognized by the metal shavings. The piece
takes up the entire room: the walls, the ceiling, and
the floor are covered by the handmade paint. It looks
as if a certain achievement in the history of paint-
ing—the gestural, “all-over” concept of painting—
is being shown as a motif from art history, and also
being mocked. In its sculptural aspect, the transfor-
mation from one aggregate state to another—the
presentation of the previously three-dimensional as
a two-dimensional image—is a work process that
has to be realized as a perceptual one, by consider-
ing the visible result. The entire space necessarily
becomes a support for the image, while, in the midst
of this scenario, the viewer finds himself oscillating
between fascination with the intensity of the color
and fear of the violence concealed within the work.
Intuitively, though, a metaphor can be perceived:
the one is not possible without the brutal destruc-
tion of the other. From the still-life-like arrangement
of the materials at the beginning of the action emerg-
es an apparently boundless visualization of an entro-
pic mixture of everything with everything. Moreover,
Zybach allows other sensory impressions to ema-
nate from this work which can only be perceived
through the sense of smell and are therefore not vis-
ible. Decay is caused by the bits of carrot mixed with
the binder, so that the art literally stinks. Cameras—
meant to be used to capture an image—are broken
down in the shredding process and then absorbed
into the image. Plastic containers, bricks, cameras,
carrots, doors, and iron pipes form an idiosyncratic
collection of motifs. Wood, iron, and stone—the
sculptor’s classic materials—are added to organic
materials, and all are gathered with the ultimate goal
of dissolving them into liquid paint.

Clearly, the construction of machines and the
destruction caused by machines are both central
motifs in Zybach’s oeuvre. This places the examina-
tion of his work in the neighborhood of Jean Tinguely
and his sculptures, which were the focal point of the
exhibition curated by Pontus Hultén, mentioned
above. These sculptures can be regarded as self-
destructive machines and kinetic objects alike. How-
ever, it is not just the contextual themes that link
Zybach to his historical predecessor. A more impor-

tant connection is the intention of both artists to
see the construction of an apparatus as a visual met-
aphor that expresses doubt in the principles of sci-
ence and technological development. The function
of an essentially useful object is exaggerated through
absurdity, while Tinguely turns every sculpture into
a monstrosity that possesses an immediately recog-
nizable self-destructive power. Many of his works
generate the image of a performance. Things rattle
and clatter, rotate and make noise, so that, having
been distilled from kinetics, the theatrical dramatur-
gy of these elements begins a playful sequence of
motions, which is always a sequence of thoughts,
too.

Yet, the question remains: who is operating the
on/off switch? It is this point that clearly separates
Zybach’s work from that of his historical predeces-
sor. Zybach is constantly adding to the issues sur-
rounding authorship. This is such a strong expres-
sion of his current critical potential that one is
reminded of a sentence he formulated for himself:
“Access to the laboratory distinguishes consumers
from producers.”

A mouse once got into Zybach’s studio, chewed a
hole into a full box of popcorn and, over time, ate the
entire contents. The resulting empty box, with its
entrance and exit, represented, for Zybach, an unex-
pected but essential architectural form. When act-
ing as an author in a medium characterized by the
idea of personal authorship—drawing—he deliber-
ately tries to inhibit his consciousness. For a series
of drawings that he wanted to make while he slept,
Zybach attached a marker to the bottom of paper
cup. Before going to sleep, he placed this pen on top
of a piece of paper. So as to not lose the drawing
implement in his sleep, and to use even the time he
spent sleeping productively, he put another hole in
the side of the cup, so he could put his thumb in it,
fixing the pen in his hand. While sleeping, he kept
trying to create something out of his subconscious,
something that would show no sign of an author’s
intention. Here, Zybach is making art while he sleeps,
fulfilling a long-cherished dream of artists: to
make something out of nothing, or to be productive
at every moment of one’s life. Recalling Gustav
Metzger—who, on July 3, 1961, connected his Man-
ifesto on “Auto-Destructive Art” of 1959 with his
action South Bank Demonstration in which he
stretched a nylon canvas over a constructed frame
and sprayed it with bleach, causing the fabric to
disintegrate—one could say that Zybach creates
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the greatest contrast imaginable: a kind of “Auto-
Creative Art,” into which he delves.

| consider Zybach’s body of work a series of artis-
tic experiments whose goal is to translate the com-
plexity that determines today’s relationship between
research and development into visual form. Often,
newspaper reports of scientific studies play an im-
portant role; when printed in the paper, studies are
no longer in the protected space of the lab and are
able at last to give the public an idea of the highly
specialized procedures entailed in them. This is the
context in which to examine Zybach'’s installation,
Seedcopyfoam (2008). Once again, we see that car-
rots are part of the arrangement. As the title of the
very large sculpture suggests, it is about “copying,”
or storing plant seeds. Ropes spanning the entire
room are combined with aluminum pipes to form a
structure in which fabric is stretched out in the way
a tarp might be. Texts inscribed on this fabric tell of
organizations that store seeds from Afghanistan to
Norway. In terms of this kind of research, Zybach’s
construct resembles a series of experimental at-
tempts to visualize in space the things that are de-
scribed. Zybach says that the process of gradually
drying out seeds is the most useful way of conserv-
ing them. In his structure, certain stabilizing points,
such as hinges or a brace, are held together with
carrots. As these gradually dry out over the course
of the show, the tension is altered and this, in turn,
affects the position of the fabric in the space. In this
way, the carrots’ loss of moisture can be seen as a
component of the whole installation. Instead of
transposing mechanical principles, Zybach uses or-
ganic processes of change in order to relinquish
control over events. He has no influence over the
way a carrot dries out, and thus a natural factor is
deliberately incorporated into the scheme, in turn
shutting out any sort of calculable procedure.

Zybach’s sculptures can often be regarded as
experiments that take on lives of their own. Viewers
are invited to walk around inside the area, looking for
connections and recognizing their meaning as an
aspect of both construct and metaphor.

The notion of sculpture as another kind of labora-
tory is best reflected in the work Rotating Space
(2004), realized in the Botanical Garden in Munich.
Its basic construction is derived from Wernher von
Braun’s design for space station. In the nineteen-
seventies NASA and the Goodyear Company joined
forces to build a prototype of this design. The space
probe looks like a circular piece of architecture, and

is supposed to rotate at high speed on its own axis
so that, in zero gravity, it creates its own artificial
gravity. In the Botanical Garden—a place where na-
ture is controlled and plants grow under artificial
conditions in greenhouses—Zybach saw the ideal
site for his sculpture, because comparable principles
could be implemented there. By putting soil, water,
and plant seeds inside the structure and then rotat-
ing it, the sculpture attempts to bring together the
two “concepts of space.” When the circular motion
stops, the plants succumb to gravity and fall to the
ground, ending their growth process. Botanical Gar-
den, space travel—and the question of who is oper-
ating the on/off switch.

Zybach has developed a constantly changing cat-
alogue of questions for himself, always revolving
around the main question of the work of art as such.
The first question: Which rules should | obey? The
last question: Does the work of art idealize things?

This multitude of questions—without answers, of
course—is what actually fuels Zybach’s work. Most
of the questions seem absurd at first. Some might
be good themes for a scientific treatise, while oth-
ers have never been asked within this context. Com-
mon to them all however, is that an answer will come
only by working through this absurdity—even if it
will probably only be valid in the artistic field of
research.
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NORDICA PUTS OUT FIRE
ON OPERA HOUSE STAGE

Stamps Out a Blaze from Broken
Torch, Singing All' the While.

AUDIENCEANDCHORUS $CARED

Prima Donna's Dress Bcorched, but
8She Didn"t Mind — Audlence
Goes Wild Over Her.

Binging perfectly all the while the dra-
matic notes of the climax to * GUtter-
ddmmerung,” Mme, Lilian Nordica ran
half-way across the stage of the Metro-
politan Opera House yesterday afternoon

ped out a emall fire that had
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KITE RAISED 227 POUNDS.

Prof. Bell's Experiment at Cape Breton
o a Buccess.
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ining under i the
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experiment,
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Granting Rebates.
CHICAGO, Dec. 20.—The Federa! Grand
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BIG SUBWAY SYNDICATE

Company on $100,000,000 Capi-
tal Basis Now Forming

McDONALD MAY BUILD LIWES
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Minensuchgerate und Chips

Esa-Tagung zum Technologietransfer / Viele Anwendungen

iz, DARMSTADT, Wie kommen die Kar-
tedffelchips heil in die Tute? Damit sie
bzim Einfilllen nicht zerbrdseln, bedarf es
ciner besonderen Technik, und die haben
sich die Chipshersteller bei der Raum-
fahirt beschafit. Technologietransfer nenmt
man die branchenfremde Nutzung von
iechrologischen Emwicklungen,  und
kaum eine Technologie mub so ausgefeil
und auspereill sem wie dee der Haum-
fwhirt.

Wil auf diesem Gebiet intensive wnd
aufwendige Forschung betrichen wird,
kam dic Europiische Weliraumageniur
Esa vor etwa zehn Jahren auf den Gedan-
ken, diese Technologien fur Parallelanwen-
dungen in der Industrie zu vermarkten.
Dazu wurde die MST Acrospace GmbH
als Berawngsumernchmen mit Shz in
Kioln gegriindet, das bas o dreimal am
Jahr Foren unter der Fragestellung veran-
stalier: Haben 3¢ gin techniches Pro-
Mem?™ Jetn fand ein solches Esa-Forum
aum Thema Semoren und Mettechn-
ken™ im Raumi@ahrikontrollzentrum Esoc
in Darmstadt statt. ou dem &5 Vertreter

Spaceframepotatochip, 2006

ben soll, Ein solches Ticfenmadar kinne
aus bis ou S0 Zentimeter Tiefe ein Bild mil
sehr Boher Aullbsung lefern, aus bis zu
#ehn Meter lele e ammer noch ver-
wendbares.

Dricses Tielenradar cigne sich schr gut
fur Minensuchgerite und sei unter der Be-
#eichnung . Projekt Hope™ '.rir:._uul-:.llt WONT
den, berichiete Dworak. Denn die Lanad-
minen besthnden beute kaum noch aus
Metall und seien mit den Metalldetekto-
ren kaum auffindbar. Mit dem Tiefenra-
diar wiirdhen sie auf cinem Bildschirm sichit
bar uned kinnten auch & birer Form klassa-
lizpert werden.

Besonders grobes Interesse an der Welt-
raumtcchnik hat die Medizin, Die Raum-
technik mul leicht, hoch belastbar und
sehr muverlissig sein, weil Reparaturen
nur schwer vorgenommen  werden kisn-
men. Ludem mul sie sparsam im Energie-
verbrauch scin. Ahnliche Anforderungen
haben beispiclsweise Herzschritimacher,
deren Herstellung techmische Erkenntnis-
s aus der Baumilfahritechnik dbermimmt.
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0-6,5 PS, 2007
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0-6,5 PS, 2007



Seedcopyfoam, 2008
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barrels-bricks-cameras-carrots-doors-pipes, 2009






Ohne Titel / Untitled (Greenwhitegrayorangeyellow), 2008
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Ohne Titel /7 Untitled, 2010






Sleep (Drawings), 2008
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Sich selbst reproduzierender Sockel / Self-reproducing pedestal, 2005









Rotating Space, 2004
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Giris / Intro

1

Nina Canell

Fellow Ribs, 2009

Sopa, Neon, Ahsap, Alci, 1000 V / Stick, neon, wood, gypsum, 1,000 V
25x43 x15cm

Fotograf kaynagi / Photo Credit: Nina Canell

Mirta D’Argenzio Koleksiyonu’nun izniyle / Courtesy: Collection Mirta
D'Argenzio, italya / Italy

2
Klara Hobza

Search for the Longwave, 2008
Fotograf kaynagi / Photo Credit: Andreas X. Nilsson

3

Markus Zimmermann

Archiv, 2008

Enstalasyon goriinimu / Installation view
Fotograf kaynagi / Photo Credit: Oriane Durand

4
Andreas Zybach

0-6,5 PS, 2007

Kontraplak, metal, ipek, boya, pompa, tily / Wallboard, metal, silk, color,
pumps, feathers

700 x 220 x 220 cm

The True Collection’in izniyle / Courtesy: The True Collection, Seattle
Fotograf kaynadi / Photo credit: Andreas Zybach

Nina Canell

5

Perpetuum Mobile (25 kg), 2009/10

Su, 25 kg ¢imento, sis makinesi, kap / Water, 25 kg cement, ultrasonic
mist machine, basin

Degisken boyutlar / Dimensions variable

Konrad Fischer Galerie, Berlin; Mother’s Tankstation, Dublin; ve
Berlin’deki Galerie Wien/Lukatsch'in izniyle / Courtesy: Konrad Fischer
Galerie, Berlin; Mother’s Tankstation, Dublin; and Galerie Wien/Lukatsch, Berlin

6
Black Light (For Ten Performers)
Letter posted to the participants after the event of the second blackout,

26.4.2010

7

Shedding Skin (Perpetual Current for Twenty-Four Buckets), 2008
Ayrinti / Detail

240 | su, su kovalari, ¢elik, hidrofon, hoparlér, kil, ultrasonik sis makinesi,
davul derisi, nébetlese calisan zaman 6lgerler, yapistirma bandi, kablo /
240 | water, buckets, steel, hydrophones, amplifiers, clay, ultrasonic mist
machine, drum skins, relay timers, mylar tape, cable

500 x 500 x 150 cm

Konrad Fischer Galerie, Berlin; Mother’s Tankstation, Dublin; ve
Berlin’deki Galerie Wien/Lukatsch’in izniyle / Courtesy: Konrad Fischer
Galerie, Berlin; Mother’s Tankstation, Dublin; and Galerie Wien/Lukatsch, Berlin

8
Nina Canell

9

Mutual Leap (After Nollét), 2008

Kemik, elastik halat / Bones, elastic string

Cap / Diameter: 70 cm

Enstalasyon gériinimi / Installation view

Galerie Wien/Lukatsch, Berlin

Ozel koleksiyonun izniyle, isvigre / Courtesy: Private Collection
Switzerland

10

To Be Hidden and So Invisible (21000 Hz), 2009

yuceltilmis karpuz, islev lreteci, amfi, hoparlér,

kablo, ahsap / Sublimated watermelon, function generator, amplifier,
speaker, cable, wood

23x92 x26 cm

Ozel koleksiyonun izniyle, italya / Courtesy: Private Collection, Italy

1"

Fluorescent Freeze, 2008

Bakir, neon, kablo, sentetik kiirk, 1000 V / Copper, neon, cable, synthetic
fur, 1,000 V

90 x 140 x 150 cm

Enstalasyon goriinimii / Installation view at Kunsthaus Glarus, isvicre /
Switzerland

Konrad Fischer Galerie, Berlin; Mother’s Tankstation, Dublin; ve
Berlin’deki Galerie Wien/Lukatsch’in izniyle / Courtesy: Konrad Fischer
Galerie, Berlin; Mother’s Tankstation, Dublin; and Galerie Wien/Lukatsch, Berlin

12

Into the Eyes as Ends of Hair, 2010

Radyo, ¢esitli kablolar ve kablo ucu, ¢ivi / Radio, various cable and cable
ends, nails

Degisken boyutlar / Dimensions variable

Konrad Fischer Galerie, Berlin; Mother’s Tankstation, Dublin; ve
Berlin’deki Galerie Wien/Lukatsch’in izniyle / Courtesy: Konrad Fischer
Galerie, Berlin; Mother’s Tankstation, Dublin; and Galerie Wien/Lukatsch, Berlin

13

Winter Work, 2009

Cubuk, tas, neon, kablo, 2000 V / Stick, stone, neon, cable, 2,000 V

130 x 45 x 15 cm

Enstalasyon gériinimii / Installation view at Neuer Aachener Kunstverein
Ozel koleksiyonun izniyle, Almanya / Courtesy: Private collection, Germany

14

Black Light (For Ten Performers), 2009

On evden sokulmis elektrik kablosu, ucu daralan fosforlu hortum /
Removed electric cables from ten households, phosphorescent shrink tube
Cap / Diameter: 70 cm

Enstalasyon gériiniimii / Installation view at Neuer Aachener Kunstverein
Twodo Collection’in izniyle / Courtesy: Twodo Collection, Aachen

15

Tapetum Lucidum (Blue Gas No. 1) ’un bir araya getirilisini gésteren
teknik gizim / Technical blueprint, 2009

Sanatcinin izniyle / Courtesy: the artist

16

Gathering Nerves, 2010

Neon, sopa, kablo, celik, ¢ivi, elektrik tesisati, 1000 V / Neon, stick,
cable, steel, nails, wire, 1,000 V

75 x 117 cm

Ozel koleksiyonun izniyle, Almanya / Courtesy: Private collection,
Germany
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17/18

Small Wave Telegram to an Empty Eye, 2010

Ayrinti / Detail

Cam kap, hidrofon, ultrasonik sis makinesi, amfi, elektrik tesisati, kablo,
civi, bakir, yapistirma bandi, hoparlér, karpuz, beton, yatak koruyucusu /
Glass jar, hydrophone, ultrasonic mist machine, amplifier, wire, cable, lead,
nail, copper, mylar tape, speaker, watermelon, concrete, mattress pad

350 x 110 x 29 cm

Bzel koleksiyonun izniyle, Almanya / Courtesy: Private collection,
Germany

19

Nerve Variation, Heat Hang & Soft Stone, 2009

Paratoner, beton, borular, cam kiireler, neon, kablo, tugla,

aliminyum, 6 000 V / Lightning rod, concrete, pipes, glass spheres, neon,
cable, brick, aluminum, 6,000 V

120 x 150 x 150 cm

Enstalasyon goriinimii / Installation view at Neuer Aachener Kunstverein
Ozel koleksiyonun izniyle, italya ve ingiltere / Courtesy: Private collection,
Italy and Great Britain

20

Temporary Encampment (Five Blue Solids), 2009

Alci plakalari, elektromanyetik cihazlar, ahsap / Gypsum panels,
electromagnetic devices, wood

Degisken boyut / Dimensions variable

Enstalasyon gériniimi / Installation view at Scheppersinstituut (Muhka),
Antwerpen / Antwerp

Ozel koleksiyonun izniyle, Almanya / Courtesy: Private collection,
Germany

Tum fotografiarin kaynagi: Nina Canell ve Robin Watkins / Photo credit
for all pictures: Nina Canell and Robin Watkins

Klara Hobza

21-23

Paper Airplanes, 2004

Proje / Projekt: Coney Island Testing Grounds
Dijital video, 32 saniye / Digital video, 32 seconds
Fotograf kaynagi / Photo credit: Stefanie Trojan

24
The Great Starling Catch, 2008
Fotograf kaynagi / Photo credit: Zach Rockhill

25, 28-38, 46/47

Departing America, 2009
Fotograf kaynagi / Photo credit: Klara Hobza

26

Departing America, 2009
Fotograf kaynagi / Photo credit: Eric Angles

39-44

Departing America, 2009
Fotograf kaynagi / Photo credit: Galerie fir Landschaftskunst, Hamburg

45

Departing America, 2009
Fotograf kaynagi / Photo credit: Jens Rathmann

48/49
Morse Code Communication, 2005
Fotograf kaynagi / Photo credit: Tim Hyde

50
Morse Code Communication, 2006
Fotograf kaynagi / Photo credit: Stefanie Trojan

51

Search for the Longwave, 2008
Fotograf kaynagi / Photo credit: Klara Hobza, Andreas X. Nilsson

52

Nay, I'll Have a Starling, (taslak) 2007
Fotograf kaynagi / Photo credit: Klara Hobza

53-57
Nay, I'll Have a Starling—Proposal, 2006
Fotograf kaynagi / Photo credit: Klara Hobza

58-66, 62/63

The New Millennium Paper Airplane Contest, 2008

Public Art Fund ile ortak proje / Project with Public Art Fund
Fotograf kaynagi / Photo credit: Amy Eliott

61

The New Millennium Paper Airplane Contest, 2008

Public Art Fund ile ortak proje / Project with Public Art Fund
Fotograf kaynagi / Photo credit: Jeff Parrott

64

The New Millennium Paper Airplane Book, 2009

Public Art Fund ile ortak proje ve tasarim: Annie Shaw / Project with
Public Art Fund, Layout and Design: Annie Shaw

65
Europa-Durchquerung - Der Plan, (taslak) 2010
Fotograf kaynagi / Photo credit: Klara Hobza

Fotografiarin timi: Sanatcinin ve Galerie fir Landschaftskunst
(Hamburg)'in izniyle

Courtesy for all works: the artist and Galerie fur Landschaftskunst,
Hamburg

Markus Zimmermann

66

Carpet Crawler, 2010

Cok yogun lif tabaka (HDF), plastik kdpik / High-density fiberboard
(HDF), styrofoam

36 x24x8cm

67-69

Carpet Crawler, 2010

ic gériiniim 1-3 / Interior view 1-3

Cok yogdun lif tabaka (HDF), plastik kdpik / High-density fiberboard
(HDF), styrofoam

36 x24x8cm

70

Bielefelder Gefiihl, 2010

Enstalasyon gériinimii / Installation view
Cesitli malzemeler / Various materials
400 x 540 x 140 cm
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7

Drei Tische, 2008

Plastik folyo, masa konstriiksiyonu, karton, plastik kopuk, akrilik, lamba,
kablo / Plastic foil, table frame, cardboard, styrofoam

Degisken boyutlar / Dimensions variable

72

Drei Tische, 2008

Enstalasyon goriinimi / Installation view

Karton, plastik koplik, emiilsiyon boyasi / Cardboard, styrofoam, emulsion
paint

Degisken boyutlar / Dimensions variable

73
Markus Zimmermann

74

Fontaine, 2010

Orta yogunlukta sunta plaka (MDF), plastik kopiik, akrilik, silikon /
Medium-density fiberboard (MDF), styrofoam, acrylic, silicon

13 x 35 x48 cm

75

Filiale Fellbach, 2010

i¢ goriiniim / Interior view

Cesitli malzemeler / Various materials
450 x 440 x 690 cm

76

Druse, 2006

Koplk, plastik koplk, emilsiyon boyasi / Construction foam, styrofoam,
emulsion paint

30x30x25cm

77

Form, 2006

Koéplk, al¢l / Foam, gypsum
25x14x9,5cm

78

Ei, 2006

Akrilik boya, styrodur, al¢i / Acrylic paint, styrodur, gypsum
20x18x 20

79

Filiale Fellbach, 2010

ic gérintim / Interior view

Cesitli malzemeler / Various materials
450 x 440 x 690 cm

80

Filiale Fellbach, 2010

Ayrinti / Detail

Mobilya, insaat kopugu, kdplk, kagit hamuru, pleksiglas, ip, sprey boya /
Furniture, construction foam, foam, papier maché, Plexiglas, string, spray
paint

81

Filiale N°1 Pralinen, 2007

Plastik kopiik, balmumu, artiklar, akrilik boya, sentetik / Styrofoam, wax,
refuse, acrylic paint, synthetic

29,5x21x5,5¢cm

82

Filiale N°1, 2008

Cesitli malzemeler / Various materials
340 x 360 x 500 cm

83/84
Archiv, 2008
Enstalasyon gértnimleri / Installation views

85

Rocher, 2005

Karton, yapistirici bant, kdpik / Cardboard, tape, foam
1x24,5x60cm

86

Rosa Raum, 2008

Karton, yapistirici bant, plastik / Cardboard, tape, plastic
M x23x40cm

87

Domino, 2009

Karton, yapistirici bant, plastik / Cardboard, tape, plastic
20 x 27 x 60 cm

88

Speer, 2007

Karton, yapistirma bandi, akrilik, folyo, delikli plaka / Cardboard, tape,
acrylic, foil, perforated plate

16,5 x 28,5 x 52 cm

89

WeiB3e Hiigel, 2007

Karton, yapistirici bant, plastik ambalaj malzemesi / Cardboard, tape,
plastic packing material

18 x40 x 55 cm

90

Elegie, 2008

Karton, yapistirici bant, sentetik / Card board, tape, synthetic
25,5x23 x32cm

91

Ghostbuster, 2007

Karton, yapistirici bant, akrilik boya, depozitolu sise / Board, tape, acrylic
paint, deposit bottle

25,5x26 x 38 cm

92

Robinson, 2005

Lamba, karton, yapistirici bant, ahsap, boynuz / Lamp, card board, tape,
wood, horn

30 x40 x120 cm

93

Filiale N°2, 2009

Cesitli malzemeler / Various materials

270 x 500 x 700 cm

Enstalasyon gériinimii / Installation view Kunst im Tunnel (KIT),
Dusseldorf

94

8mm, 2008

Ahsap, karton, yapistirici bant, akrilik boya / Wood, board, tape, acrylic
paint

Mx21x31cm

95

Timberlake, 2008

Karton, yapistirici bant, folyo, delikli plaka / Card-board, tape, foil,
perforated plate

6x13%x29 cm
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96

Rot und Schwarz, 2010

Ahsap, karton, plastik, yapistirici bant, boya, metal / Wood, cardboard,
plastic, tape, paint, metal

75 x 480 x 450 cm

97

Korange, 2009

Koplk, pleksiglas, orta yogunlukta sunta plaka (MDF), yapistirici bant /
Foam, Plexiglas, medium-density fiberboard (MDF), tape

32 x38,5x10 cm

98

Rot und Schwarz, 2010

Ahsap, karton, plastik, yapistirici bant, boya, metal / Wood, cardboard,
plastic, tape, paint, metal

75 x 480 x 450 cm

Enstalasyon goriiniimi / Installation view

99

Bord (Stillleben), 2010

Ahsap, plastik koplik, pleksiglas, akrilik, folyo / Wood, styrofoam, acrylic,
foil

51x 120 x40 cm

Tum eserler, sanatginin izniyle / Courtesy for all works: the artist
Tum fotografiarin kaynagi / Photo credit for all pictures: Oriane Durand

Andreas Zybach

100

Spaceframepotatochip, 2006

Aliminyum, kumas, gazete sayfalari / Aluminum, fabric, newspaper pages
290 x 300 x 120 cm

Sanatcinin ve Johann Konig’in izniyle / Courtesy: the artist and Johann
Konig, Berlin

Fotografin kaynagi / Photo credit: Andreas Zybach

101
Andreas Zybach

1027103

Spaceframepotatochip, 2006

Aliminyum, kumas, gazete sayfalari / Aluminum, fabric, newspaper pages
290 x 300 x 120 cm

Sanatcinin ve Johann Konig’in izniyle / Courtesy: the artist and Johann
Konig, Berlin

Fotografin kaynagi / Photo credit: The New York Times, Frankfurter
Allgemeine Zeitung

104-106

0-6,5 PS, 2007

Kontrplak, metal, ipek, boya, pompa, tlly / Wallboard, metal, silk, color,
pumps, feathers

700 x 220 x 220 cm

The True Collection’in izniyle / Courtesy: The True Collection, Seattle
Fotografin kaynagi / Photo credit: Andreas Zybach

107-110
Seedcopyfoam, 2008

Havug, aliminyum ¢ubuk, kumas, tiy, halat / Carrots, metal tubes, fabric,

coil springs, ropes

Degisken boyutlar / Dimensions variable

Sanatcinin ve Johann Konig’in izniyle / Courtesy: the artist and Johann
Kénig, Berlin

Fotografin kaynagi / Photo credit: Andreas Zybach

m

barrels-bricks-cameras-carrots-doors-pipes, 2009

2 palet dolusu tugla, 4 kapi, 2 dijital kamera, 80 kg havug, 4 plastik varil,
3 demir boru, su, tutkal / 2 pallets of bricks, 4 doors, 2 digital cameras,
80 kg carrots, 4 plastic barrels, 3 iron pipes, water, binder

Degisken boyutlar / Dimensions variable

Sanatcinin izniyle / Courtesy: the artist

Fotografin kaynagi / Photo credit: Emanuel Rossetti

112/113

barrels-bricks-cameras-carrots-doors-pipes, 2009

2 palet dolusu tugla, 4 kapi, 2 dijital kamera, 80 kg havug, 4 plastik varil,
3 demir boru, su, tutkal / 2 pallets of bricks, 4 doors, 2 digital cameras,
80 kg carrots, 4 plastic barrels, 3 iron pipes, water, binder

Degisken boyutlar / Dimensions variable

Sanatcinin izniyle / Courtesy: the artist

Fotografin kaynagi: / Photo credit: der Kinstler / the artist

114-116

Ohne Titel / Untitled (Greenwhitegrayorangeyellow), 2008
Lazer kopyalar, kagit / Laser copies, paper

Degisken boyutlar / Dimensions variable

Sanatginin izniyle / Courtesy: the artist

Fotografin kaynagi / Photo credit: Andreas Zybach

117

Ohne Titel / Untitled, 2010

Aliminyum, motorlar, isitici, havalandirici, plastik folyo / Aluminum,
engines, heating unit, ventilator, plastic foil

Degisken boyutlar / Dimensions variable

Sanatginin ve Johann Widauer’in izniyle / Courtesy: the artist and Johann
Widauer, Innsbruck

Fotografin kaynagi / Photo credit: Andreas Zybach

118/119

Sleep (cizimler / Drawings), 2008

Keceli kalem, kagit / Marker, paper

32x22cm

Sanatcinin ve Johann Widauer’in izniyle / Courtesy: the artist and Johann
Widauer, Innsbruck

Fotografin kaynagi / Photo credit: Andreas Zybach

120

Sich selbst reproduzierender Sockel / Self-reproducing pedestal, 2005
Pnématik beden, kontrplak parcalari, pnématik pompa / Pneumatic
bodies, wallboard elements, pneumatic pumps

Tek birim / Single unit: 98 x 98 x 30 cm,

Degisken boyutlar / Dimensions variable

Sanatcinin ve Johann Konig'’in izniyle / Courtesy: the artist and Johann
Konig, Berlin

Fotografin kaynagi / Photo credit: Andreas Zybach

121-123

Rotating Space, 2004

Paslanmaz celik, elektrikli sirme diizeni, toprak, bitki tohumlari (havug,
tere, fasulye, cimen, kolza, yildiz cicegi, balkabagi ve digerleri) /
Stainless steel, electric drive, soil, seeds (carrots, cress, beans, grass, colza,
asters, pumpkin, and others)

215 x 165 x 315 cm

Sanatcinin ve Johann Konig'in izniyle / Courtesy: the artist and Johann
Kénig, Berlin

Fotografin kaynagi / Photo credit: Andreas Zybach
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Arastirmanin ve deneyin, basarisizliga ugramanin ve bilgi kazanmanin
mekan olarak laboratuvar, bilimsel yéntemlerin egemen oldugu deneysel
guncel sanatta merkezi bir rol oynuyor. “Laboratuvar” kavrami, Kultur-
kreises der deutschen Wirtschaft’in verdigi 2010-11 ars viva éduliyle
ddullendirilecek sanatcilarin seciminde de etkili oldu.

Odiile isvecli sanatci Nina Canell (¥1979), Cek Cumbhuriyeti’nde dogup
Almanya’da buyuyen sanat¢i Klara Hobza (*1975), Alman sanat¢i Markus
Zimmermann (*1978) ve isvicreli sanatci Andreas Zybach (*1975) layik
goéruldiler. Dort sanatci da algimizin ve arastirma dirtimuzin duyusal kes-
fine yonelik calismalara hem siirsellik hem de ironiyle kendilerini
adamiglar.

Bu katalog, sanatcilarin calismalarini Chemnitz Kunstsammlungen, istanbul
SALT Beyoglu ve Stuttgart Kunstmuseum’da sergileyen ars viva sergileri
kapsaminda yayimlanmistir.

The laboratory is a place for research and experimentation, for failure
and the acquisition of knowledge alike, and it plays a crucial role in
experimental, scientifically influenced ways of creating contemporary

art. Laboratory was also the guiding concept in the search for the
winners of the ars viva 2010/11 prize, awarded by the Kulturkreis der
deutschen Wirtschaft. The prize winners are Swedish artist Nina Canell
(*1979); Klara Hobza (*1975), an artist born in the Czech Republic but
raised in Germany; German artist Markus Zimmermann (*1978); and
Swiss artist Andreas Zybach (*1975).

This catalogue is published in conjunction with the series of ars viva
exhibitions, which will present the artists’ works at the Kunstsamm-
lungen Chemnitz, SALT Beyoglu in Istanbul, and the Kunstmuseum
Stuttgart.

176 sayfa / pages
123 gorsel / illustrations
97 renkli gérsel / in color




