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Eric Alliez (1957) Middlesex Universitesi (Londra) Modern
Avrupa Felsefesi Arastirma Merkezi’'nde Cagdas Fransiz Felsefesi
profesoriidiir.

Eserleri : Le Temps des capitaux Cilt: 1, Recit de la Conquete du
Temps (Gilles Deleuze’iin 6nsbziiyle), Cilt: 2, La Capitale du temps -
1. [’Etat des choses, Paris, Cerf, 1991/1999; La Signature du monde,
ou Qu’est-ce que la philosophie de Deleuze et Guattari?, (Paris, Cerf,
1993) (iki ilave metinle birlikte ingilizce cevirisi : The Signature of
the World. Or What is the Philosophy of Deleuze and Guattari?,
London:  Continuum, 2005); De [impossibilité de Ia
phénoménologie. Sur la philosophie frangaise contemporaine,
(Paris, Vrin, 1995); Deleuze. Philosophie virtuelle, (Paris,
Synthélabo, 1996); Gilles Deleuze. Une Vie philosophique (editor),
(Paris, Synthélabo, 1998); la Pensée-Matisse. (J.- Cl. Bonne ile
birlikte), (Paris, Le Passage, 2005); L’GEil-Cerveau. Nouvelles
Histoires de la peinture moderne ().-Clet Martin ile ortak ¢alisma),
(Paris, Vrin, 2007).

Su siralarda estetik arastirma programinin son cildini teskil
eden ve heniiz yaymladigi «Organsiz beden, imgesiz Beden: Ernesto
Neto’nun Anti-Leviathan’i», A Culpa Civilizada icinde. Ernesto Neto,
Musée des Beaux Arts de Nantes, 2009 ile baglantili bir metin olan
Defaire I'lmage lizerine ¢alismaktadir.

TransArts dizisinin (E. Samsonow ile birlikte, Viyana: Turia +
Kant, 1999/2000/2001/2003)ve Euvres de Gabriel Tarden (Paris:
Les Empécheurs de penser en rond / Seuil, 1999-2004)editoriidiir.

Bahar 2009’'a kadar Giincel Sanatla ilgili boliimiini yonettigi
Multitudes dergisinin kurucu iiyesidir.
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ONSOZ

1990’li yilardaki sanatsal ¢ikisin ele alinisi Nicolas
Bourriaud’nun /liskise! Estetik adini verdigi sanatsal
calismayla yeni bir agilima girmisti. 1990’li yillarda sanat,
glincel sanat olarak daha &nce var olan formlardan,
eserlerden ve kullanimlardan yola c¢ikarak calismaya
baslar. Gitgide daha ¢ok sanatql var olan eserlere
gondermelerle, onlarla iliskiye girerek c¢aligmalar
gerceklestiriyor. Bourriaud’'ya gore, “kiiltlirel iriinler
yorumlaniyor ve yeniden yorumlaniyor”.’ Hatta bu tip
calismalarn, Bourriaud, bir “DJ ve programciya” benzet-
mektedir. Sanatgilar énce sosyallik modelleri yaratmaya
baslamislar ve ardindan da temelliik etme, kopyalama,
gondermeler yapma, anistirma, hatirlatma, benzetme,
yeniden kullanma, kendine mal etme gibi pratikleri
gerceklestirmislerdir. Tiirkiye’de siklikla glindeme gelen,
“kopya mi cekti? caldi mi?” gibi tartismalarin icinden
diisiindiigiimiizde ise postprodiiksiyon kavramiyla kopya
kavrami arasindaki yataygecisliligin hi¢ sorgulanmamakta

Nicolas Bouriaud, Postprodiiksiyon, Cev: Nermin Saybasili,
Baglam Yayinlari, 2004, s.22
Ucretsiz PDF Kitap Arsivi - https://rantey.org



Ali Akay

oldugu olgusunu hatirlayabiliriz. Postprodiiksiyon ve
lliskisel Fstetik kitaplan bize bu tip sanatci pratiklerinden
yola c¢ikarak kuramsallasan bir sanat durumunu
serimlemistir.

Nicolas Bourriaud c¢agdas sanatlardaki gelismeyi
sosyolojik bir sekilde teknolojinin ve toplumsalin
vaziyetine kiyaslayarak bir okumaya girismistir: 1960’larin
pop ve minimalist sanati endiistriyel lretim ve Kkitle
tiiketiminin iizerinden ortaya ¢ikmisti; Pop ise slipermar-
ket ve tiiketim toplumunun sanatina tekabiil etmekteydi.
KKavramsal sanat ise, yonetsel estetik ve hizmet sektoriine
bagli olarak gelisti. Kavramsal sanatin erken 1970’lerinde
ise bilgisayarlasmanin baslangici séz konusudur. Ve bu
anlamda da “zamansiz” olarak Nietzschevari bir kavramla
okunur. 1975’de mikrobilgisayar ve 1977’de Apple Il ortaya
ciktiginda ise Art&lLanguage grubu calismalarini siirdiir-
mekteydi. On Kawara “dosyalar icinde kendi isaretleme
sistemini kurmustu”. Ortak kullanilan araclara verilen ad
olarak sampling miiziksel olarak Barthes ve Foucault’nun
“yazarin 6liim{” ile eslesmekteydi. Douglas Gordon’un
calismalari 24 saatte “Psycho”yu yaymas: sanati yeniden
kullamilim meselesine soktu ve hazir kulanim nesne-
lerinden bir sanat yapilmaya baslandi.

Nicolas Bourriaud “Sanatsal etkinligin formlari ve
islevlerinin degismez bir 6z degil, ama ¢aglara ve toplum-
lara gére evrilen bir oyun” oldugunu yazmaktadir. Kitabin
baglangic cilimlesi sanatin bir tarihsellik ve bir
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paradigmatik déniisimi oldugunu vurgulayarak basla-
maktadir. Bu duruma gbre sanata bakan elestirmenler,
durum analizi yaparak bu degisen durumu incelemeye tabi
tutmalidir. Modernizmin tiikendigini, Greenbergvari bir
bicimciligin veya minimalist ve kavramsal ¢ikiglarin bir
devami olarak “iliskisel estetik” her seyden de &nce bir
miras| tasimaktadir; ancak bu mirasin “icinin bosaldigini”
yazan Nicolas Bouriaud’ya gore, giincel sanat pratik-
lerinde bu miras kullaniimaya devam edilmektedir. Yani,
bir ciimleyle daha alintilarsak, “6len modernizm degil,
onun ereksel ve idealist yanidir”. Onciiliigiin karargahina
cekildigi bir donemde sanat baska demokratik pratiklerle
islemeye baslamistir. Burada Bourriaud vermis oldugu
drneklerde Althussser’in  ‘daima hareket halindeki
diinyanin  temposuna ayak uydurmaktan’, Gilles
Deleuze’in  ‘otun ortadan bittiginden’, Michel de
Certeau’'nun simdiki zaman ‘kiiltiriniin mirasgiligindan’
soz etmektedir. Siyasi olarak da ‘demokratik merkeziyetgi’
kafalara giincel sanatin yavan gelecegini vurgulamistir.
Buna karsitik Maurizio Cattelane‘in bir ciimlesinden alinti
yaparak “Dolce Utopia” doénemine girilmis oldugunu
diislindiigiintin altini ¢izmektedir. Buna gore de, iliskisel
sanat sanati sembolik formlardan (Panofsky), 6zerklikten
(Greenberg) ayrn bir sekilde ele almak gerekliligini
vurgulamaktadir. Buna gore de sosyolojik olarak
megalopollerin doneminde oldugumuzu soyleyebiliriz.
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Ulus-devletlerin yerini almaya baslayan baska sosyal
formlarla isleyen ag toplumlarinin (Deleuze ve Guattari,
Bruno Latour) icindeki giincel sanattan bahsetmektedir.
Yalniz bu ciimlelerin ardindan gelen dayanagi karsilikli
Oznellik olan olarak ileri siiriilen veya baska tiirli
cevirmeye kalkarsak dznellik-arasilik meselesinin giincel
sanatin dayanagi oldugunu sdylemesi bir ¢eliskiye dogru
gotirmektedir bizi felsefi olarak; o da Habermas’in
felsefesine ait bir kavramin Deleuze ve Guattari’ye oldugu
kadar Lyotard’a da yabanciligidsr. Fakat burada, Nicolas
Bouriaud’nun tercihinin sanatin alimlanmasi ({izerine
oldugunu Diisiindiigiimiizde Marcel Duchamp’a yaslanan
bir bakisin, tabii ki, sanatin anlaminin hem sanatgi hem de
onun eserine bakan tarafindan verilmesinde yatan bir
iliskisellikte yattigini da diistinebiliriz.

Eric Alliez’in metni ise giincel sanatin popiiler kiiltiire
yonelik haline bakarak elestirelligin, iliskisellikle bile olsa,
sizoanalitik bakisinin icinde &znellikler-arasiiga indirge-
nemeyecegini vurgulamaktadir. Popiilist veya popiiler
kiiltiiriin bugiin siyasi olarak ele gecirdigi diinyanin
icindeki elestirelligin poplilizm {zerinden degil de,
popliler kdltiiriin elestirisi iizerinden yapilabilinecegini
gormek lazimdir. Burada Avusturya, Fransa gibi Bat’’nin
asiri sagcilarinin yiikseldigi llkelere géndermelerle Eric
Alliez bu popiiler kiiltiir ve popiilizm arasindaki sinirin
nerede bitip nerede baslayacaginin sorgulamasini
diisiinmektedir. Eger bu tip bir modernizm “istisna

Ucretsiz PDF Kitap Arsivi - https://rantey.org
10



Onsoz

Devletine” yol a¢maktaysa, bu sanatin estetize
edilmesiyle iliskilidir. Bir komiinizm varsa da bu bir
“kapital komdinizmidir”. Eric Alliez,  bize sundugu
metninde liberalizmin yeniden {retilen giiciine ait olan
kapitalizmde ise ‘Sizofreni ve Konsensiis’iin birlikte
isledigini vurgulamasidir.

Bourriaud ise 1990’ yillarin basinda, daha asir sag
heveslerinin bugiinkii kadar biiyimedigi bir dénemde,
postmodernizme olan bir ‘mahkumiyetin’ aslinda bir
istisna olmaktan c¢ok daha fazla bir sans oldugunu
vurgulamaktadir. Yani “diinyayr basmakalip bir tarihsel
evrim diistincesine gbre insa etmeye calismak yerine,
diinyada daha iyi yasamayl ©Ogrenmektir” asil sorun.
Utopya degil ama icinde yasanan gerceklik icindeki
varolus sekillerini bulmak gilincel sanatin islevi olarak
durmaktadir. Eric Alliez ise ‘iliskisel’ olan bir estetigin
popliler kiiltiir ile olan alakasini sorgulamak {izere Nicolas
Bourriaud ve Jerome Sans’in Paris Belediyesi tarafindan
organize edilen, “Beyaz Geceler” sergisine yaptiklari
kiiratorliigiin elestirisiyle baslamaktadir. Aslinda, sergiyi
goren biri olarak Paris’teki “Beyaz Geceler” sergilerinden
en ilginglerinden birisi olan bu sergideki yaklasimin biyiik
bir bienal niteliginde oldugunu sdylemek istiyorum.
Buradaki mekanlarin secilisi, sanatgilarin  yerlestir-
melerinin dagilimi agisindan basanli bir sergi izledigimizi
hatirlamaktayim. 2006 yilinda Paris Uluslararasi Milli
Sanat Tarihi Arastirma Merkezi INHA’daki calismalar
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dolayisiyla bulundugum sehirdeki bu sergi ilging bir
sekilde Palais de Tokyo’dan ayrlmis olan Nicolas
Bouriaud ve Jerome Sans’in Lyon Bienali’nden evvelki son
beraberliklerinden  birisiydi. Palais de Tokyo’daki
galismalarnyla Paris‘deki miizeal anlayisa yeni bir dinamik
getirerek yeniden bir canlanmay! ortaya ¢ikaran Bourriaud
ve Sans’in sergileri, neticede elestiriler almis olsalar da,
Fransa’nin giincel sanat diinyasindaki kaybolan itibarini
geri almak lizere bir hamlede bulunmuslardi.

Eric Alliez’in elestirisi ise, Fransa’daki 2005 Lyon
Bienali kataloguna yazan Nicolas Bourriaud’nun zaman
lizerine olan vurgusudur. 1960’larla 1970’lerdeki devrimci
hareketlerin bugiin ile iliskisini vurgulayan Bourriaud’nun
‘6znellikler-arasilik kavramina’ isaret etmektedir. Oznel-
likler-arasiligin mikropolitikasi tarafindan temsil edilen bir
siyasetin bir iliskisellik mikropolitikasini canlandirmak
isteyisini anlamsiz bulur gibi durmaktadir. Ve buna gore,
‘iliskisel estetigin sizofrenisi, iletisimin yeni evrenselleri
lizerinde sorf yapmasiyla ortaya ¢lkan alternatif
demokratiklesmenin bir tiir islevi gibidir'. Bu yaklasimla,
Eric Alliez, klasik bir sekilde bienallerin ve trienallerin ve
de kiiratorlerinin  “kapitalizmle oynadiklari oyunun”
elestirisini yapmakta oldugunu bize diislindiirtmektedir.
Bienallerin bir bakima Biitlinlesmis Diinya Kapitalizmi'ne
eklemlenmekle yiikiimlii olarak sehrin pazarlanmasini
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gerceklestirdigini vurgulamasi, benzer bir sekilde Brian
Holmes’un elestirel bakisina da yakin durmaktadir.

Nicolas Bourriaud, /liskisel Fstetik kitabinin son
bélimiinde yer alan ve daha 6nce Chimere dergisinin
Guattari 6zel sayisinda (No:21, 1994) yayimlanmis olan
yazisinda Guattari’nin Duchamp’dan yola ¢ikarak yaptig
vurguya deginmektedir®. Buna gore tarihi olarak, Tannsal
varligin imge formundan Ronesans’in perspektif merkezli
projeksiyon ydnetime giden cizgide bakanin perspektivist
bakisinda simgesel bir sosyalligin icine yerlesmeyi
ongéren anlayisin modern sanatlarda eszamanli bir bakisa
déniisiin hikayesini anlatirken, Bourriaud, Rothko ve
Pollock ile birlikte Amerikan resminde bakan Kisiyi
renklerden olusan bir ortama sardigint ve hatta
bogdugunu da vurgular. Bu sarip sarmalamayla ikona
resimlerinin ‘hedefledigi etki’ ile benzerlikleri oldugunun
on kabuliine gore, bicimsel bir ortama dogru yoneltilen bir
insanilik oldugunun altini gizer. Eric Troncy'de bu iliskiye
istinaden “bakan kisiyi bu ortamla veya insa edilmis bir
cevreyle saran bu alan konusunda “all around” etkisinden
s0z edildigini” isaret eden Nicolas Bourriaud, bunun “a//
over’in tersi oldugunu yazmistir. Bu sekilde ‘duygu, bakan
kisiyle sanat¢i arasindaki bir karsilikli eylem glicii’ olarak
durmaktadir.

2 Nicolas Bourriaud, /iskisel Estetik, Cev: Saadet Ozen, Baglam

Yayinlari, istanbul,2005

Ucretsiz PDF Kitap Arsivi - https://rantey.org
13



Ali Akay

Bu tartismanin odak noktasi olan Guattari’nin metnine
baktigimizda ise, Yeni Estetik Paradigma adli yazida Felix
Guattari, oncelikle sanatin ¢ok ge¢ ddnemlerde arkaik
toplumlardaki sosyal ve antropo-etnolojik boyutundan
ayrilarak sanatsal bir &zgiinliik alanina girdigini
vurgulamakla baslar®. Anlatimin  Kolektif Diizenlemesi
olarak adlandirdigi kavramsalligin icinde sanatin aile
iliskileri, sosyal iliskilerden 6nceleri kopamadiginin altini
cizer. Modern zamanlarda &znelligin billurlasmasi
sayesinde bu &znellige ek olarak gelisen sanat bir ayricalik
alam haline gelmeye baslar. Arkaik toplumlarda
bireysellikten ¢ok ¢oklu semiyotizasyon séz konusudur.
Herkes yataygecisli kimliklere sahiptir ve dolayisiyla tek
bir kimlik etrafinda toparlanma daha o zamanlarda
meydana gelmedigi gibi modern zamanlarda da kimlik
siipheli bir kavramdir ve kismi 6znelliklerin kesismelerinde
meydana gelir. Bu anlamda Durkheimci bir isboliimiinden
¢ok uzaklardadir. Felix Guattari'ye gore*, politik,
ekonomik, dini, sosyal alanlardan ayrn bir estetik alan
yoktur. Anlatimin Kolektif Diizenlemesi'nin yersizyurd-
suzlagmastyla birlikte 06znelligin bir tip bireylesme
(individuation) iizerine dogru ydnlendiginin (izerinde
durur. Burada ¢okyonliiliigiin ve ¢ok adliligin kaybolmaya
basladigini gérmekteyiz ve bunlarin yerine birgok arkaik

3 Felix Guattari, Chaosmose, Galiee, 1992
4 Felix Guattari, a.g.e., s. 138
Ucretsiz PDF Kitap Arsivi - https://rantey.org
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toplumlardaki insanlarin adlarinin coklugunu
diisiindiigiimiizde bunun kayboldugunu saptayabiliriz.
Bunlarin yerine yeni olusumlar meydana gelmeye baslar,
coklu adlarin azalmaya basladigini fark ederiz. Varolus
evrenlerinin ise cokluklari terk ederek, atomize olduklarini
sOyleyebiliriz. Felix Guattari, bu degisim hakkinda,
Anlatimin Kolektif Diizenlemesi'nin yersizyurdsuzlastigini
ileri siirer. Bu parcalanma ve béliinmeyle evrenler
arasindaki  &zgilinliikler ortaya  ¢tkmaya  baslar.
Degerlendirme bicimlerinin bu sektérlesmesi ¢agimizin
anlayisina damgasini vurmus olur. Mesela Rdnesans
prensinin satin aldigi koleksiyon bir eserler bitiini
olmaktan cok prestij nesneleri veya merak odalar (Cabinet
de curiosites) nesneleriydi. Orta Cagin el zanaat¢ilarinin
dindar calismalarindaki eserler bugiin bizim icin eser
yerine konulan seylerdir ve o dénemin anlayisina bugiin
biz artik kapaliyizdir. Sadece kiiltiirel ve teknolojik olarak
g6ziiken seylerin bizim icin estetik nesneler olmasi ise o
dénem anlayisina ¢ok uzak durmaktadir. Guattari sadece
sunu yazmaktadir: Anlatimin Kolektif Diizenlemesi'ne
gbre, bugiin Kiibist sanatcilarla onlarin etkilendikleri
nesneleri yanyana sergilemek yeniden miimkiin olmaya
baslamistir. Veya Aby Warburg’dan yola ¢ikan bir sanat
tarihi antropolojik olanla estetik olani yan yana
koyabilmektedir. Iliskisellik yeniden ayri bir anlatima
oturmaya baslamistir. Tarihi, ekonomik, kiiltiirel, mitolojik
veya sanatsal olanlarin birbirlerinden aynldig bir estetik
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semiyotik  buglin ne dlglide tekrar yan vyana
gelebilmektedir? Bu anlamda Felix Guattari, Marcel
Duchmap’in bir sbézcesine yaslanarak bitimli ve bitimsiz
evrenlerin nasil kesisebilecegi sorusunu sorar: ‘Sanat
zamani ve mekani diizenlemeyen bdlgelere dogru giden
bir yoldur’. Diisiincenin, eylemin, duygulanimlarin zamana
ve mekana bagli olmayan bir yeniden diizenlenmeleri stz
konusudur. Bunlar sonlu ve sonsuzu birbiri igine
sokmaktadir. Zaman iginde ve mekanda bunlar yan yana
birbiri igine girerek iliskilendirilebilmektedir. Bir alandaki
mutasyon diger  alanlardaki degisinimleri de
etkileyebilmektedir. Bunlar vyataygecisli bir sekilde
degisime ugrayabilir ve mutasyonlarin bir paradigmasi
meydana gelebilir. Yeni Estetik Paradigma da biitiin bu
mutasyon fikriyle alakali olarak durmaktadir. Burada artik
kurallagmis, sabitlenmis, kabul gormiis bir sanat
diinyasinin eserlerinin disina ¢ikmaya baslariz: Melaine
Klein’in “kismi nesneler”i gibi, eserler de siire¢sel bir
aynma girmeye baslarlar. Bilinmeyene, taninmayana
dogru bir acilii- baslar. Burada aliskanliklar sona erer ve
yeni bir estetik paradigma sanatin ontolojik olarak
bilinmeyene dogru agilmasi ve taninmayani tanimaya
baslamasidir. Kaozmatik ilk katlanma bir siire¢selligi
meydana getirmekteyken, ikinci katlanma artik olusmaya
baslayan siire¢sel bir sanati ortaya ¢ikarmaya baslar.
Bireylerarasi  trans-gocebe iliskilerde  disiplinlerin
kapaliig sorgulanmaya, deger evrenlerinin kendilerine
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kapaliliklari agilmaya, koksapsal bir sekilde dagilmaya ve
béliismeye baslar. Bedenler kendilerini diger bedentere
acar ve bilinmeyen sevilmeye baslar. Bedenler kendi
icindeki otekilikleri disarnt ¢ikarr, diger bedenlerle
kesismeler yaratir ve bedenin yeni bir tanimi ileri siiriiliir.
Acllmis ve trans-gbcebelige dogru kaymis bedenler
arasindaki iliskiler ile disiplinler arasi iliskiler birbirlerine
destek olur. Hep beraber isleve sokularak, ¢alisarak, kismi
parcalarin otopoietik bolumleri farkl, cesitli, degisken bir
hareketle her biri bedeni aktifin ve pasifin ikili
sonsuzlugunda isleme koyar. Kismi nesnelerin birbirleriyle
girdikleri bu tip iliskilerde her bir kismi nesne kapaliligini
terk ederek agilir. En otistik ve kapali kismilikler bile
bireylesmeler- arast bir iliskide 0znesiz bicimlerini bulur.
Sanat bu yeni estetik paradigmanin en ¢ok ¢alistigi alan
haline gelir.

Sanat ve felsefe okuyucularn igin Yeni Estetik
Paradigma kavrami iizerine yapilan “i¢ tartismalardan”
birisini okuyucuya sunmak ve bu tartismalarin belki de
Tiirkiye’de de canlanmasinin gerekliligini diistinerek,
Nicolas Bourriaud’nun /liskisel Estetik ve Postorodiiksiyon
kitaplarinin Tiirkce’ye ¢evrilmesinden sonra Eric Alliez’in
bu kii¢iik metnini yayimliyoruz.

Ali AKAY
istanbul, 29 Agustos 2009.
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KAPITALIZM VE SIZOFRENI VE KONSENSUS.
ILISKISEL ESTETIK UZERINE”

Popiilist Giris

Ve hi¢ siiphesiz miicadele bir karsi miicadele olarak
goriinmektedir|[...]
Ama daha énemlisi, miicadele edenin kendisi miicadeledir:
Miicadele onun kendi parcalar arasindadir, zapt eden ya da
zapt edilen giicler arasinda ve bu giiclerin iliskilerini
ffade eden giicler arasindadir.
Gilles Deleuze, £ssays Critical and Clinical

Fransiz sanat elestirmeni Eric Troncy’nin yaklasik on
yil nce kaleme aldigt ‘Stokholm Sendromu’ adinda hos
bir makale vardir. Daha sonra Baudrillard’in Troncy
tzerinden yeniden basvurdugu ‘Stokholm Sendromu’,

* ilk olarak Tate Britain’da sunulan (14 Ekim 2006) bu yazinin
farkli versiyonlan Plato'da (istanbul), sonra Verksted (Oslo),
Multitudes (Paris), Glenta (Stockholm) ve Z/X (Auckland)’da
vayintanmistir. ilk ceviri Z/X #3 icin Tim Adams tarafindan ve
son diizeltmeler de Robin Mackay tarafindan yapilmistir
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sosyo-kiiltiirel konsensiisii doksanlarin moda ‘g&riinlim’tine
indirgenmis bir avangard estetige baglayan paradoksal
iliskilere gdnderme yapmistir. Bu durumun kotii bitecegi
gercegi - buglin Troncy sanat yapitinin segkinci konumun-
dan (‘giindelik’ kusursuz cinayet!) feragat etmesi hasebiyle
glincel sanatin en radikal ready-made’i olarak TV lizerine
acayip savunma metinleri yazmaktadir - makalenin acilis
satirlarini daha lezzetli kilar: bu kisa dmiirlii berraklik
anindan temelliik ederek alintiliyorum: ‘S6z konusu olan,
devrimci arzunun iletisimin kii¢lik kapisindan tahliye
edilmesinden baska bir sey degildir, ayni zamanda baskatik
(alterity) da  aym  kapiin  devasa oyugundan
bosaltilmaktadir.?

Beni iliskisel estetigin bir tiir klinik ve kritik ele
alimsini poplilizmin bulanik 1s1g1 altinda sunmaya iten
provokasyonla ilgili yakinlarda Paris’te Nicolas Bourriaud
ve Jerome Sans tarafindan Nuit Blance (ya da White Night
Evend baslig altinda &rgiitlenen, uykusuz bir gecenin
safaginin habercisi olarak tasavvur edebilecegimizden
daha iyi bir giris diisiinemezdim. O halde dolaysiz ola-
cagim; bu sorunu gergekten daha iyi siipiirebilmek (ya da
karsiliginda kendim §_iijirUlmek) icin ‘poplilist’ 6znenin

! E. Troncy, «Le syndrome de Stockholm», Documents sur l'art,

n°® 7, printemps 1995; yeni baski. Id., Le colonel Moutarde
dans la bibliothégque avec le chandelier (textes 1988-1998)
icinde, Paris: Les Presses du réel, 1998, s. 49.
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imalathanesine iki ayagimin lizerinde ziplayarak dogrudan
atlayacagim: ‘buglin estetik ve siyaset arasinda lizerine
calistlacak antamli bir iliski bulunmakta midir?’

Bunu yapmak icin 7he Populism Readern agilisinda
yer alan su ikaz edici notu sahiplenerek Kendimiz ve bizler
arasindaki miicadeleyi ortaya koymaktan ¢ekinmemeliyiz:
‘poplilizm iizerine bir proje, kavrami farkli bicimlerde
kullanma hakkini temel bir hak olarak benimsemelidir...
Farki canlandirmalidir. Kendinden de farklilasmalidir.”

0 halde simdi aglk bir bicimde ifade etmeye
calisacagim bastaki ve goriiniiste tartismali beyani farkli
boyutlariyla denemeyi riske edelim:

(1) Giincel popiilizm, Halkin ifade etme bigiminin nihai
(yani tam ve en son) bigimidir.

(2) Giincel Popiilizm Halkin, siyasi bir 6zne olarak
izledigi yoriingenin tarihsel olarak sona ermesinden,
gercek sosyalizm ve gercek sosyal-demokrasi arasinda
kiiresel olarak miizakere edilmesinden ve devletgi-proleter
birlesme ile Refah  Devleti’'nin  ortak-ydnetimine
entegrasyonunun genisletilmis yeniden liretiminden
sonrakitarihsel sonrasi/siyaset sonrasi ifadesidir.

% Dieter Lesage, ‘Populism and Democracy’, The Populism

Reader iginde, Ed: Cristina Ricupero, Lars Bang Larsen,
Nicolaus Schafhausen, Berlin/New York: Sternberg Press,
2005.
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(Oylarin 8o’lerde kitlesel olarak Fransiz Komiinist
Partisi’nden Milliyet¢i Cephe’ye, yakinlarda da Milliyetci
Cephe’den Sarkozy’ye ge¢cmesi, ya da Avusturya Sosyalist
SPO’den Jorg Haiderin asir sag partisine, sonra
muhafazakar OVP’ye, son secimlerde de yine birinciye
gecmesi, Halkin Adi politik bir 6zne olarak askinligindan
ve reformculugun ekonomik aktorii  olarak da
gercekliginden mahrum edildiginde dogmus olan emsalsiz
bir akis halindeki Gostereni anlasilir hale getirmektedir.
Bu bir imgesonrasifenomeni midir?)

(3) Giincel popiilizm, ‘halkin eksikligi durumunda’
siyaset ve hayatin metalastiriimasiyla hicimlendirilen bir
gblgedir ve bu eksiklik icinde, konsensiisiin bir tiriin{i ve
medya uygulamas! olan parlamenter demokrasi
gercekliginin (en) ‘tehlikeli Ek’i haline gelir.

(4) Guncel popiilizm, Diinyanin Geri Kalani ve Diinyanin
(Felix Guattari”yle birlikte £ntegre Edilmis Diinya Kapitalizmi
adimt verdigim seyin gercek kapsami iginde Hicbirseyin
kalmadigi Diinyanin ‘harici’ olan kismi)® esit bicimde
secici/katiimci/interaktif ~ jnfoeglence  yonetselligine
teslim edildigi zaman hemencecik ‘ikili karsitlik haline
getirilmis’ Diinyanin Geri Kalanini ifade etmesi nedeniyle

3 Eric Alliez, Félix Guattari, «Capitalistic Systems, Structures and
Processes», Felix Guattari, Molecular Revolution iginde,
London: Penguin Books, 1984, s. 273-287.
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baskin olan kiiresellesmis Postmodernitenin siyaset-sonrasi
bicimidir.

(s5) (Bir bilmece kisvesi altinda) ‘Siyasetin estetize
edilmesi’, istisna Devleti’ popiilizminin modern bicimine
yol agmis ise, mutlak pazar bigiminin glincel ¢aginda kendi
dogrudan demokrasi haliisinasyonunu zaruri olarak
‘yapacak’ olan estetik(sonrasi) (neo)popiilizmin adi nedir?

(6) (Kontrolsiiz bir ivme kisvesinde) Bir c¢okluk
popiilizmi ya da daha agik¢a sGylenecek olursa ¢oklugun
estetik (sonrasi) Gznesi ve ‘yeniden-estetize etmenin’
nesnesi olacagl bir popiilizm var midir? Gériis ayriliginin
estetize edilmesi, kendi ‘acik’ ve ‘iliskisel’ niteliklerini ileri
siiren antagonizm ve/veya koktenciliginin Gtesinde
bulunan ve kendi eglence degerini (value of conviviality)
dogrulayan postmodernist konsensiisiin  sergilenme
bicimine nerede dénisiir...?

(7) (Higlik degil ama iktidarsizlik...) - iliskisel varlik
niteligiyle sanat ve cokluktan ziyade iliskisel bir estetik
mi?

(8) (... Yani iktidarsizigin ele gegirilmesinin iktidan’) -
ya da baska bir deyisle bu, burada ‘bicimsel komiinizm’
olarak adlandirilacak olan post-fordizmden onun genel
rejimi olan ‘postprodiiksiyonu’ 0Odiing alan ‘kapital
kom{iinizm’dir.

Baudrillard’in bu tarz meselelere dair sergiledigi ve
insani hayrete diisiiren bir tepkisel ustalikla ‘kutsal
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Kiiltiirel ittifak’ adini verdigi ve okuyucularin bilgisine
sikintili zamanlar igin imkansiz bir giris olarak sundugu
seyi yapmay!/yapmaktan vazgecmeyi basarmak amaciyla
bunu ‘kendi aramizda’ ileri siirliyorum,

Ozel Efekt Senaryosu

(Tekno, duygulara uygulanmis komiinizmdir)
Nicolas Saunders, £ for Ecstasy

Tartismanin ¢abucak bir eskizini verirken sanatgilari,
isleri, onlarin rejimlerini ve sergi mekanlarini (Paris’te
Nicolas Bourriaud ve Jerome Sans tarafindan kurulan ve
yakin zamana kadar birlikte yGnetilen Palais de Tokyo'daki
‘glincel yaratinin mevkii’nden baslayarak) bir tarafa
birakarak  kendimi  sinirlayacagim. Daha  ziyade,
alabitdigine yayilmasi sayesinde tuhaf bir sekilde bize
tamidik gelmeye baslayan (dolayisiyla da okumami
yonlendiren ‘semptomal’ prensip sayilan) bir sodylem
diizeni iizerinde duracagim: /liskisel estetik. Doksanlarin
sanati lizerine odaklanan estetigin etrafini saran ‘yanlis
anlamalarin’ ‘kuramsal s6ylemin ac¢igina’, yani altmislarin
melestirel sanatinin kirilmasini anlamakta basarisizligina,
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bor¢lu oldugunu ileri siiren bu soyleme artik hepimiz
olduk¢a asinayiz. Ne kadar tanidik, etrafimizdaki her seyle
ne kadar ‘rezonant’ (titresimli, uyumlu, ahenkli) goriinse
de ogolarin bu sanatl, kendi tefsirinin gorsel-isitsel
arsivinden; sanat diinyasinin yeni bir bolimini (4d/d
modern ve sonunda giincel olan) séziim ona canlandiran
iliskisel biciminicine yatinlmis bir yorumdan baska bir sey
olamazdi. Bourriaud’nun betimsel olan ve alisilagelmis
olanin arasinda bir yerlerde bulunan ifadesini, bu
anlamda; ‘sanatin satrang¢ tahtasinda ‘her nasilsa sonuna
kadar oynanip bitirilmis olan bu en canli unsurun
interaktif, kullanimi kolay ve iliskisel kavramlarla ilgili
olmasi zorunlulugu’®na gore yeniden okuyabiliriz.

* Nicolas Bourriaud, Relational Aesthetics, c¢ev. Simon
Pleasance, Fronza Woods ve Mathieu Copeland (Dijon: Les
Presses du réel, 2002), s. 8. (Nicolas Bourriaud, /liskisel
Estetik, Cev : Saadet Ozen, Baglam Yayinlari, 2005) Betimsel
olan ve alisilagelmis olan arasinda dedim ciinkii sonradan
geri donme geregi duymaksizin en bastan belirtmeliyiz ki
itiskisel form-islevin izolasyonu, 6rnek niteligindeki sanat
yapitlanni sadece ‘a¢ik islere’, katilimla ‘acilan’ islere
indirgeyerek sanatgilarin se¢imini bu egilimi (‘en canl’ olani)
temsil etme sartina baglar, pars pro totoHans Ulrich Obrist’e
gére kapitalist metalastirmadan aynlmis ‘toplumsal bir ara
yiiz’i deneyimleyen halk. Nicolas Bourriaud’nun daha
sonraki tartismalarini okurken fliskisel Estetikte islerinden
ornek verilen ‘1990’larm Sanat’ béliminde (‘Katiim ve
Gegcislilik® adli itk bdliimde) géze ¢arpan bir bigimde basroli
oynayan Rirkjit Tiravanija’nin ‘iliskisel sanat’in en pragmatik
figlirtt oldugu goriiltir. Bu bizi Tiravanija’'nin ve Kkiirator,
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elestirmen tarafindan anilan diger sanatgilarinin (6rnegin
Felix Gonzales-Torres, Gabriel Orozco, Patrice Hybert ya da
Philippe Parreno), sanat yapitlarinin, enstalasyonlarinin bile
kendi kastettikleri sosyalligin tarzlar (6rnegin katiimin
sosyal boyutu) bakimindan karmasik ve yoldan ¢ikmis
olduklarini fark etmekten alikoymamalidir. Bunu vurgulamak
icin (1)1990’larin sanatini monoton iliskisel estetik basliklar
altinda kaydetmeyi reddederiz (Santiago Sierra bunun tam
bir karsi 6rnegidir); (2) islerin se¢imi icin iyi bir kriter, onlarin
asin  vis-3-vis tekrarlanan toplumsal 6zerkligin sanatinin
gerceklesmis sanatvari ‘mikro-litopyas® olarak gerceklik-
durumunun ‘tevazu’ ve ‘zevk’ cagrilari olabilir (‘iliskisel’
yapiti lreten emegin metalastinlmasi sergisinde Sierra
tarafindan sokiilen)... Bu tarz asirt bir kriter temelindedir ki
kesin olarak Gordon Matta-Clark’in miisterek YemeKk'i Rirkjit
Tiravanija’nin - mutfak  estetiginin  karsisina  koyabilir
(Karsilagtirmiz  NY, David Zwirner Gallery’deki 2007
sergisinde giyabinda Gordon Matta-Clark’in Open House
[1972]'unun cifte yeniden yapimini yan yana koyup sokaga,
evsizlere acgik olarak yerlestirerek Yemek’i geri getirir gibi
yapan is —ve Rirkjit Tiravanija’nin 303 Gallery’de sergilenen,
Thai yemeginin pisirilip ziyaretcilere servis edildigi /simsiz
1992 adliisi) Bildigimiz gibi Matta-Clark sehir alaninda Sanat-
Bi¢imin toplumsal kargi-iman i¢inde yer alan, sanat ve
politikay! en yiiksek gerilim noktalarinda karsilikli olarak
sorunsallastiran ‘cevresel’ faaliyetler ve miidahaleler
tasarlayarak temsilden (sanat galerisi/sanat galerisinin
kurumsal elestirisi) kagmaktadir.

Ama simdi bu metindeki meselemize donelim. Claire
Bishop’un ‘Antagonism and Relational Aestetics’ (Ekim 110
[Sonbahar 2004])' adli makalesine cevabinda Liam Gillick
soyle aciklar: ‘/liskisel Estetik Bourriaud ve metninde
gonderme vyapilan bazi sanatgilar arasindaki enformel
tartismanin ve goriis aynliginin sonucuydu... Kitap belirli
egilimlerin  ornekleri olarak siirekli birlikte siralanan
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Eger Bourriaud’nun doksanlar iizerine olan Kkitap-
manifestosunu takip edecek olursak, kendisi olmaksizin
giincel sanatin simdiyle -‘toplumla, tarihle, Kiiltiirle’-
iliskiye giremeyecegi bu kinlma, iki katmanli ve
paradoksal bir karakteristige sahiptir: Bu kirilma, -
toplumsal rabitadaki ¢atlaklari onarip, senlik mekanlarini
yeniden ziyaret edip, surdirilebilir kalkinma ve tiiketim
bicimlerini, var olan imgelerin catlaklarina girebilecek
uysal enerjileri vs. arayarak - ortak bir diinya fikrinin
kaybedilmis anlamini eski haline getirecek konsensiis
kategorisi tarafindan imlenmis bir estetigin ‘iliskisel’
perspektifine uyum saglayabilir; ancak yalnizca 6olarin ve
7olerin en yenilik¢i kuramsal ve sanatsal pratiklerini kendi
giiclerinden yoksun birakarak, onlar miitevaz: bicimiere,
oznellikler-arasiligin mikropolitikasmin ‘miitevazi irtibatla-
rina’ yoénlendirmek yoluyla. Bu durum, ‘baglantinin’ (¢.n.
linkage) [yani reliance] (¢.n. bel baglama) (kavrami
1g960larn ‘devrimciligiyle’ yasanan bu kopus siirecinin
biitiin vechelerini onceden kestiren Michel Maffesoli’den
ddiinc alacak olursak)® tamamen yeni bir zihinsel ekolojisi

sanat¢ilar bakimindan baskin geliskiler ve ciddi tezat
sorunlarl tasimamaktadir’ (Liam Gillick, ‘Contingent Factors:
A Response to Claire Bishop’s “Antagonism and Relational
Aesthetics™, £kim 115, [Kis 2006], 5. 96).
5 Bkz. 2005 Lyon Bienali katalogunda yer alan Michel Maffesoli
ile sGylesi, Nicolas Bourriaud ve Jérome Sans: £Fxpérience de
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hatirmadir; (Michel de Certau tarafindan 7he Practice of
Everyday Life kitabinda ‘kullanicr’nin tiitketim toplumuna
détournemenft  (¢.n.  yonlnii  degistirmesi)  ilkesi
baglaminda ‘biraraya getirilen’ [¢.n. bricolaged] bir tema
olarak)® giindelik yasamin yeniden kesfedilmesi icin
isleme konulan bir baglanti. Politik ekonominin ve politik
ekonomi arzusunun onaylanmasiyla politik ekonominin
ortadan kaldinlmasinin  elestirisi icin  ag-ekonomi
liberalizminin kiiltiirel mitlerini ikame eden bu spontane
hermenétigi kucaklayan Estetik, postmodern yasam igin
(ya da yasamin postmodernlestirilmesinin: Bourriaud,
‘dlinyayi daha iyi bir bicimde yasamayi 6grenmek’ der.) bir
‘alternatif’ idman alani haline gelir.

Dahas! bu, Sanat ve VYasamin Bulaniklasmas/nin
postprodiiksiyonunda yer alip, sanatin  yasam-olus
politikasina (dispositifin  sanat)) karsi-gerceklestirilerek

la durée (Histoire d’une exposition) (Lyon: Biennale de Lyon,
2005).

Bourriaud’nun Certaucu temalari yeniden temelliik etmesi,
Giindelik olanin kiiltiirel calismalar alaninda uzun siiredir var
olan  kurumsallastinlmasi  siirecini  tamamlarken de
Certau’nun teorisi kendi politik semiyotiginin (kiiltiiriin
‘kiiltiirlin -~ retici-olmayanlarinin ~ kiiltiirel ~ aktivitesi’ne
odaklanan ‘tartismalt bir analizi’) taktik ufkunu, yalnizca
hermendtik olan bir projenin hatirina kaybeder Bkz. Michel
de Certeau, 7he Practice of Everyday Life, ceviren: Steven
Rendall (Berkeley: University of California Press, 1984).
Fransizca basli§i; L’/nvention du quotidien, Cilt 1, Arts de faire
(1974).
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baslayan ve biten bir sekanst izleyen, sanatin yasam-olus
politikasini, diyalojik yapisini (‘insanlar arasi toplumsal alma-
verme iliskisi’) ‘gtindelik mikro-titopyalarr’ (yasamla romantik
ancak kararli bir sekilde perel olan bir uzlasmay) farkli
sekilde besleyen ve varsayilmis bir duygu toplulugunun etik
dogrulamasini kurabilecek giindelik yasamin olus-sanatina
(tavrin bicime doniistiigii bir tavir sanatina) donustiirmektir.
Dolaysizlikve yakmiigadair ‘demokratik kayginin’ bir bolimii
olarak distiniilen ‘toplumsal seffafliga’ yonelik ‘arzusu’
tarafindan ‘etik’ hale getirilen, ‘bicimsel komiinizm’ (aktarilan
parcadan aynen alinmistir) talebini st belirleyen ve
‘vasanilmis zaman’’ ‘yeni bir sanatsal kita’” olarak
ylikseltmeyi amaglayan bu hareket, gercekligini, -Jacques
Ranciere’in gayet hos bicimde belirttigi gibi- bilhassa
‘daha diin radikal siyasi ya da sanatsal degisimi
amaclayan diislince ve tutum bigimlerini yeniden kodlama
ve donistiirme kapasitesinden’® tiiretir. ‘Pazarlamanin,
kavram ve olay arasinda kesin bir iliski fikrini korudugu’
(Deleuze ve Guattari'nin felsefe Nedir?’in Girisinde

7 Bkz. Nicolas Bourriaud, Postproduction (Dijon: Les Presses

du réel. 2003) (Nicolas Bourriaud, Postprodiiksiyon, Cev:
Nermin Saybasili, Baglam Yayinlar, 2004), Formes de vie:
L’art moderne et linvention de soi (Paris: Denoél, 2003) ve
Expérience de la durée (histoire d’une exposition) (Lyon:
Biennale de Lyon, 2005).

8 Jacques Ranciére, Malaise dans lesthétigue, (Paris: Galilée,
2004), S. 172.
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yazdiklar gibi)® iletisim ve hizmet kapitalizmi ¢aginda,
pazarlama kiiltiirlinlin  kiiltlirlin yasam tarzi olarak
pazarlanmasini yonettigi ‘denetim toplumunun’
laboratuari haline gelmek amaciyla soyle de ilerteyebiliriz:
Sizofreni ve Konsenstis.

Ve belki de daha erken ddnemin Kapitalizm ve
Sizofreni’sinin bu parodik tersine doniisii Deleuze ve
Guattari’nin (ama bilhassa Guattari'nin) iliskisel estetik
partizanlarn tarafindan kronik bir bicimde yeniden
kazanidmalarm da  aciklayabilir.  Aslinda bu,
postmodernitenin  estetik yeniden insanlastirmasini
sanatin potansiyelsizlestirilmesine ve onun protesto
zamanlarinin ‘tersine geviren’ politik deneyimi olarak nihai
yeniden bicimlenmesine bagli hale getiren bir dikiz aynas:
etkisini andirmaktadir. Sanatsal etkinligi ‘cevrenin
banalliginin gtbegindeki negentropinin (¢.n negatif
entropi.) kesfine™ odaklayan yeni mikro politik ve mikro
sosyal pratiklerin uyusmazligina dayali tersine gevirme
burada, serginin iliskisel olarak yeniden ziyaret edilen
mekani tarafindan uyumlu hale getirilen kdgciik bigcim
seklindeki bu trans-medya tiyatro igin sonradan {iretilen

% Gilles Deleuze and Felix Guattari, What is Philosophy?,
ceviren: Graham Burchell ve Hugh Tomlinson (London:
Verso, 1994), s. 16.

° Félix Guattari, Chaosmosis: An Ethico-Aesthetic Paradigm,
ceviren: Paul Bains ve julian Pefanis (Bloomington: Indiana
University Press, 1995), 5.131.
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bir uyusan hikayeye indirgenmistir. Bu yiizden aslinda
baslangicta bahsedilen kirilma, ‘1960larla 1970ler ve bizim
zamanimiz arasindaki kopriileri™ yeniden insa etme
geregi baglaminda yeniden formiile edilecektir. Bir
oznelllikleraras) mikro politika tarafindan temsil edilen -
. bu tarihsel - askin canavar olarak da adlandirabilecegimiz
- 6nerme bir kisa devreyi seslendirir. Bu kisa devrede
biitiin mesele, ‘sanatsal olarak’ yeniden basvurulan
oznelliklerarasi iletisimsel eylem pratiginin icine, aslinda
‘ekonomik faaliyetlerin 6znelligin iretilmesinin yeniden
merkezlestirmesi’ne molekiiler devrimle karsi ¢ikarak her
tiir oznelerarasiligin temellerinin oncelikli olarak altini
oymus olan bir mikropolitikay! geri getirmektir.’* Aslinda
(temelde) bugiiniin giincel sanatinin ‘kurumsal ¢ergevesi’
ve ‘degerlendirme evreninin’ (Guattari’nin {lizerinde israr

" Nicolas Bourriaud, Expérience de la durée (Histoire d’une
exposition) (Lyon: Biennale de Lyon, Paris-Musées, 2005) s. 12-13.

Félix Guattari, Chaosmosis, s.122. ‘iliskisel Estetige dair Berlin
Mektubu’nda (2001) [yeniden yayinlanma Claire Doharty,
Contemporary Art from Studio to Situation iginde, Londra:
Black Dog, 2004, S. 44-49), Bourriaud iliskisel Estetigin ‘birey-
asir’ boyutu Uzerinde israr eder. Fakat Simondon’un ‘birey-
asir’ olarak (bireysellikler-arasi her tiir paylasilan bigimin bir
alternatifi olarak) tanimladigt nosyona dayanan kolektif uyum bu
noktada yitmektedir (ve kendisine bir posteriori eklenemez).
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ettigi ‘ekonomik degerlendirmeyi de kapsayan’) katildigi
bir siire¢.”

Bu nedenle iliskisel estetigin sizofrenisi, iletisimin
yeni evrenselleri Uzerinde sdrf yaparak sunmayi aradig
alternatif demokratiklesmenin bir tiir islevi gibidir.
‘insanlar arasi miibadeleyi’, ‘var olan toplumsal bicimlerin
catlaklarinda’ ekonomik olarak seylestirilmekten kurtar-
maktan cok, (iliskisel estetigin de &ne siirdiigii gibi- fakat
galeri/sanat fuar sisteminden, sanatin yeni ekonomisinin
miize-laboratuarina kadar hepsini yonlendiren ve Bienal,
Trienal, Documenta, Manifesta silsilesi ve bunlarn -
Braudel’in deyimiyle- ‘sehir kapitalizmleri’ne
entegrasyonu lzerinden jvmelendiriimis  doniisiind
yonlendiren rotay:s hi¢ kaybetmeden) metalastirmanin
yeni Olgiitlerini ve hayatin bu sergi araciligiyla katilimci
bicimde y&netilmesini - ‘interaktivite kiiltiirliniin’® (isfem

3 Bkz 0. Zahm’in F. Guattari’yle sbylesisi, Chiméres, n° 23, été
1994. Soylesinin sonunda Guattari sbyle der: “Burada
yapitlari toplumsal alanda agikga gosterilen kurumsallasmis
sanata degil, olus halindeki bir durumun yaraticitik boyutuna
gbénderme yapti§imizi vurgulamak amaciyla bir proto-estetik
paradigmadan bahsetmek daha iyi olabilir...” (F. Guattari,
Chaosmosis, s. 101-2).

Avrupal kiiltiirel sermayelerin belirlemelerince golarin ilk
yillarinda harekete gegirilen ‘kiiresel sehirler’, mekan-odakli
islerin, turistik-mekan hususiyetine gevirisini gelistirmislerdir.
Gordon Matta-Clark, yapiti yeniden okumaya dayali ‘kiiresel’
metoda uyan bu ¢eviri projesine kaginilmaz olarak segilmisti.

14
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olarak iliski) itici roliinii hazirlayan dispositifleri- test
etmektedir. Sanat yetkilileri (kiiratér- danigmanlar, miize
miiaiirleri- yoneticileri), sanatin postmodern demokratik-
lesmesinin tehlikeli avangarddan ve ilk (/n situ) sanat
bicimlerinin  d6nistiiriicii  ‘devrimci’  pratiginden,
paylasilandaki (in socius) yasam gliclerine dogru
kopusuna taniklik ederek sudan ucuz bir fiyata toplumsal
bir ‘yakinlik’ islevi kazanmis olmaktan dolayl oldukga
memnundurlar. (Yasam gliclerini onlari  hapseden
bicimlerden o6zgiirlestirmek ve dolayisiyla evet; gergek
deneyimin kendi ger¢eklik- durumunda farki &ne siiren
heterogenetik unsuru olarak yen/ bir seyler yaratmak.
2006’da Paris’te Bourriaud ve Sans’in  ‘sanatsal
yoneticileri’ oldugu White Night’ta bize ‘artik 6lgiit
olmadigr, vyalmizca zamani ge¢mis avangard retorik
oldugu, simdi artik ‘melezlestirilmenin’ ve ‘kiiltiirlerin
gecisinin’ zamaninin geldigi séylenen’ bu radikal yeniligi
yaratmak) Post-fordist hareketlilik ve esneklik ¢agrisina
karsilik olarak bu durumda aynt zamanda kiiratdrler ve
miize yoneticileri olan elestirmenler de diger ‘ara
bulucular kadar (sanatgi olarak kiiratér tarafindan kisa
devreye ugratilmadiklari zamanlarda) bu durumdan esit
bicimde hosnutturlar ¢linkii imgenin anlam ufku
‘arzulanan bir diinyay! isaret ettiginde seyirci tartisabilir;
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kendi arzusunun yankilanabilecegi zemine dayanir hale
geldiginde’™  oznellikler-arasilikta  arzunun  imgede
temsilcisi ya da ‘delegesi (dé/égué) olan’ bir ‘bicim teorisi’
bulur. (itiraz: Bicim, tam aksin temsile katilan seyirciye
hitap eden imgedeki arzunun siirgiin cezasi olagelmemis
midir? Ve imgenin bicimsel rejimi, modern sanatin longue
durée’si*® ve avangardcl radikallestirmesi ile giincel
sanatin sematik rejimi i¢erisindeki bu ‘zor gizgiyi’ izlerken
yapilmaktan vazge¢ilmis degil miydi?)"

O halde Duchamp’in resimleri yapanlar onlara
bakanlardir 6nermesi, (‘seylestirme tuzag’na kars))™

!5 Nicolas Bourriaud, Relational Aesthetics, s. 23.

% Bkz benim kitabim L’@il-Cerveau. Nouvelles Histoires de la
peinture moderne (Paris : Vrin, 2007).

7 Jean-Claude Bonne ve benim La Pensée-Matisse (Paris: Edition
du Passage, 2005) adini verdigimiz sey arzunun imge
bicimine indirilmesinin gercek bir alternatifini Gretmistir.
Ayrica bkz. ‘Défaire limage’, Multitudes, 28, 2007
(genisletilmis ingilizce versiyon, Armen Avanessian and Luke
Skrebowski (eds), Aesthetics and Contemporary Art icinde,
yayina hazirlaniyor), ve yakin zamanda yayinlanan makalem,
‘How to Make It a Body without Image: Ernesto Neto's Anti--
Leviathan’ (Radical Philosophy 156, Temmuz/Agustos 2009).

‘Ama bunu soylemek de -Stewart Martin’in ‘Critique of
Relational Aesthetics’te 6ne siirdiigli gibi- zaten tuzaga
diismektir [...] degerin kaynaginin nesne-metada oldugunu
diistinmek kesinlikle Marx’in fetisizm adini verdigi hatadir.
[..] Bu fetisizmden kacinirsak kapitalist toplum icinde
toplumsal olanin  temel olumianmasinin  kapitalist
miibadelenin elestirisi oldugu yanilgisindan soyunuruz; bu,

18
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sanat-nesneleri ile toplumsal iliskiler karsitligi agisindan
temelliik edilecek, bu &nerme arzu kincilar tarafindan
sanatsal yaratim siirecinin performatif kdkenine uyumiu
hale getirilerek vansitilacak; bu yaratim siirecinde
boylelikle ready made vyeni, (Vatimo’nun Modernite
tanimini izleyecek olursak) ‘olusun yeni olana
indirgenmesi’ ise karsit olarak yonelen kendi postmodern
bicimi harig, her tiir gercek olumsuzluktan kopuk bir tarih-
sonrasi hakikat olabilecektir. Ve -Worstward ho!- hepsinin
lizerine, yargilayarak hiikiim verme, artik sanatin yaratici
kullantm degeri ile kdltir kiracilarmin kuilanimi igin
kisisellestirildigi bir turist ¢evrimini birbirinden ayirt
etmekle ilgilenmeyen bir katiimci pratik s6z dagarcigina
déniisiir:  ‘duygu, duyguyu ‘somutlastirma’ ya da
somutlastirmamayi belirleyen yani bunun sanat olup
olmadigina karar veren izleyenin basit ‘fikrine’ baglidir’.”
(her ne kadar burada Deleuze ve Guattari’den alinti
yapsam da ciimle - vurgudaki fark methedicinin karsiti
olarak kiiglimseyici olacak sekilde - Bourriaud’nun da
olabilirdi.)

Bu Duchampci toplumsal ‘zayif 6tesinin’ (infrathin)
ready-made’ine gore, Kiiglik Demokrasi olarak uyarlanmis

dikkati  basit bir bicimde kapitalist miibadelenin onu
dogrudan dayatan sosyal insasina c¢eker.’ (Verksted, n. 8,
2006, S. 113).

*? Gilles Deleuze ve Felix Guattari, What is Philosophy?, s. 198.
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ve Guattari tarafindan gelistirilen yeni estetik paradigmanin
‘islemsel’ cevirisinde (arzunun politik ontolojisi burada
kendini kaginilmaz bi¢imde ‘bicimlerin bir siyasetine’ ya da
sanat yapitinin ‘nesnelliginin’ imha edilmesinin kapitalist
miibadeleyi de yok edecegine inanan bigimlerin hayali
politikasina yeniden gonderilmis bulur) geri donilsime
ugratilmis bu insani, olduk¢a insani Duchamp’a gore,
sanatsal Moderniteye dogru -ya da daha agik bir bicimde
soylenecek olursa sanatin modern fikrine dogru- gegirilen
giincel kirnlma lizerinden gdsterenin yapisalciliginin kati
hakikatine itiraz etme egilimi vardir.

Fakat tartismamda bu cizgiyi takip etmeden &nce
cabucak Guattari/soft Duchamp ara yiizeyine geri
dénmeliyiz ¢linkli Bourriaud kitabinin son béliim{inde
(Mliskisel Estetik, 5.86-104) Felix Guattari’nin ‘yeni estetik
paradigma’ fikrini bu perspektiften temelliik eder. (Sondan
bir ©nceki bdlimiin; ‘Felix Guattari ve Sanat’in
altbolimiiniin  basiigt Chaosmosis, fliskisel ~Estetikin
‘Bicimlerin  Politikasina Dogru’ adli bdlimiinde vyer
almaktadir).*® 1955’te James Johnson Sweeney’le yapilan ve
filme alinan uzun miilakatinin sonunda Duchamp soyle der:
‘Sanatin insanin kendini hakiki bir birey olarak ortaya

2% Bu bolitm Chiméres dergisi no. 21, Kis 1994'te yayinlanan bir
makaleye dayanmaktadir ve bu nedenle baslangicta yabanci
olan kurumsal bir alana sonradan aktarnlirken yeniden
yazilmistir.
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koyabilecegi tek eyleme bicimi olduguna inaniyorum. insan,
hayvanlik asamasinin iistesinden yalnizca sanat lizerinden
gelebilir, ¢linkii sanat ne zamamin ne de mekanin
baskiayamadigi  alanlara  agilmaktir’  Guattari’nin
Duchamp’in zaman ve mekani siirdiirmeyen alanlar fikrini
Chaosmosis'te aktardigr bolim budur ¢iinkii (ve burada
konusan acik¢a Guattari’dir) ‘hissedilebilir maddenin
sonlutugu, duygulanimlarin ve algilarin  iiretiminin
onceden bicimlendiritmis yapilar ve koordinatlaria
eksantrik bir iliskiye giderek daha da meyledecek
destekgisi haline gelir’. Duchamp bir tasla iki kus vurur;
boylelikle hayvan-olusa biraz meyilli bir satrang
oyuncusunun metodolojik bireyselligini ‘cerceveden
cikarir’ ve onu duygu materyatlerinin kaos-mik ortamina
daldinir..*

> Félix Guattari, Chaosmosis, s. 101. 20. yy'in baslangicinin
cevreleyen Bergsonculuguna kargi Duchamp’in devaml
sanatin  ‘hicbir  biyolojik mazeretinin  olamayacagin’
soylemesini ve ispatlamaya c¢alismasini hatirlayalim...
Bergson’la (Bergsoncu vitalizmle) hesaplasmalar
Merdivenden Inen Ciplakla yapma-anindaki iliizyona
(Duchamp’a gore bu her zaman romantiktir) kars ready-
madein nominal kesfi arasinda gergeklesmistir. Bkz ayrica
Guattari’'nin  Sise rafim  bilhassa enine -aurasal ve
duygulandinici!- kullanimi, ‘Ritornellos and Existential Affects’
icinde, G Genosko (ed.) The Guattari Reader, (Oxford:
Blackwell, 1996) s. 164. Bu readymade nosyonu Bin Yayla ve
readymade’in yer yurd sahnesi kuran bir kusun sensibilia si
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Burada Guattari tarafindan ortaya konulan yen/ estetik
paradigmaya itiraz etmiyorum. Marcel Duchamp’a yapilan
bu  proto-estetik ontoloji  atfina itiraz ediyorum.
Duchamp’in  ‘resimsel nominalizmi’, kelimenin tam
anlamiyla, ontolojik degildir. Duchamp, Pierre Cabanne’a
‘olug’ sozciigline inanmiyorum’ diyerek sirrni  agar.
‘Olusun politikas’, ‘olusun mekanigi’ vs. olarak
tanimlanan, proto-estetik kalbinin attigi ve Guattari’ye
gore, sdylemsel olmayan siirecte ya da Duygulanimlarin
yogun alanina ait (Guattari’ye gére ‘bu agidan Bergsoncu
siire  fikriyle  kiyaslanabilir)**  ‘bir  gosterenin’
semiyotiklestirme siirecinde bulunan Deleuze-Guattarici
‘sizo-ontoloji’ fikrine karst ¢ikilan bir agiklamadir bu. Bu
nedenle ontolojik gelenegin bu mutlak siddeti icerisinde
(Negri’nin Spinoza'nin ontolojisini sunumundan 6diing
alirsak) Duygulanim ‘sézcelemin yersizyurdsuz-lastirilmis
ozlidiir= proto-enerjidir.?® Oysa tam aksine Duchamp’in
‘stratejik’ radikallestirmesi, Sanat-Bicimini sanata dair dil
oyunlarina /ndirgemeye dayanmaktadir ve bu dil oyunlari
da yine dilin esnekliginin, s6zde plastik sanatlarin

ile baglantilandirildigi Felsefe Nedir’in sonug détournement’t
tarafindan beslenecektir.

22 F. Guattari, ‘Ritornellos and Existential Affects’, The Guattari
Readeriginde, s. 159.

2 F, Guattari, ‘Ritornellos ~nd Existential Affects’, The Guattari
Reader iginde, s. 168. ve ‘La récursion énonciative’,
Cartographies schizoanalytiquesiginde, s. 231.
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imgesel/hayali rejimine karsi dondiirmek amaciyla
oznesini oyundan cikaran, gosteren bir tekrarin (cosa
mentale [¢.n. zihinsel sey], gri 0z, sanat ik olarak ve her
seyden once dilin farkinda olmadan gergeklestirdigi bir
seydir) indirgenmesine dayanir.  Bu yolla Duchamp
diinyanin her tiir imge-yapiminin, her tiir gosterge-
yapiminin iptalini isaret ederken, okunabilir gésteren de
ifade ve yapi arasindaki baglantiyi koparir. (‘Pisuar’dan
Dart-Nesnesi’'ne [Objet-Dard], The Bride’dan The Given’a;
Fallus’ ya da ‘Sanat’ ayni seye indirgenir) Resmin, baslik
sozcliklerinin  ‘g6riinmez  rengi’ tarafindan ortadan
kaldinlmast da boylece, sanati, insa etme ‘edimlerindeki
Totolojiden’ baska hi¢bir seyi sembolize etmeyen, ‘ifadeleri’
Duchamp’in dedigine gobre ‘fiziksel dinyayla hichbir
rezonansa sahip olmaksizii ‘ylzen’ bir Gdsterenin Bekar
Makine’**sine indirgeme olayinin manti§i geregince
miizakere edilmistir. Nihai Gercekligi, nesne olarak

% Bu noktada Duchamp’in Anti-Edipus'ta goriinen Deleuze-
Guattarici benimsenmesini, ‘bekar makina’ sorununun
arzulayan makina sifatiyla Lacanla sapkin bir iligki tarafindan
(‘Lacan’s sizofreniklestirmek’) asini belirlendigini hatirtamaliyiz...
Anti-GEdipusun  otesinde, Guattari her daim Lacan’n
yersizyurdsuzlasan arzunun  degerine  hakim  oldugunu
anlayacaktir; o kadar ki Lacan’in objet a’si ‘spekiile edilemez,
échappant par la aux coordonnées d’espace et de temps’olarak
tanimlanmisti (Chaosmose, s. 132). Bu soruyla surada kisaca
ugrastim: ‘Contemporary Matisse’, Deleuze, Guattari and the
Production of the New iginde, ed: Simon O’Sullivan and Stephen
Zepke, London-New York: Continuum, 2008, s. 144.
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fetislestirilen imgesinin kisvesi i¢inde aciga ¢ikanlmistir:
in-estetik durumdaki fark edilir hibenin Verili[étant donné]
yoklugunda sanat disi sanat, kendi gdsteren-imgesini
gerceklestiren ve yok eden seydir. Duchamp’in giincel
diislincedeki biricik konumu budur: Romantizmin gercek
imkansizligini, estetikte geleneksel olarak korunagelmis
‘sunulamaz olanm sunumunu’ elinde bulunduran nihilist
bir ironiye terciime etmek -artik ne imgenin/imgede
[de/dans]  Goriinmez olani ne de Bigimin/Bigimde
Oznelerarasilig); bir Gésteren-imge, postmodernitenin in-
estetik kurulumu olarak -ilk defa ispatlanmis olan ve
parcalanmis olmasa bile sanatta oldugu kadar karsi
sanatta da bitkin  didsmis  bulunan-  imgenin
sanatta/sanattan [de/hors] c¢ogalan hiikiimsiizliigii.
Duchamp’in acikladigi gibi, Mdmkiin kisvesinde ve
Guattarici kaosmotik temelliikiiniin karsisinda, harfin
hipo-fizigi ‘ her tiir miimkiin estetigi yakmstir. Michel de
Certau bunu oldukga iyi bir bicimde aciklar: onun ‘Griinleri,
dilin simrinda ortaya ¢ikardiklari gercekligin sonsuzlugu
baglaminda degil [bu Guattarici goristir), simulakr
lireten mekanizmalar ve baska hicbir seyin var olmamasi
arasindaki iliski bakimindan muhtesemdir [...] Makine
fireten  dil, tarihten temizlenmistir, gercekligin
miistehcenliginden izole edilmistir, mutlaktir ve “bekar”
Otekiyle iliskisi yoktur.” Bu baglamdadir ki ‘Bekarlik
yazinsaldir ve edebiyat, titiz bir protokolii Lacan
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tarafindan {iretilecek olan (lalangue cinsel iliskinin
imkansiziginin mekanidir) ‘bekar narsisizminin mantigina’
boyun eger ve ironik ve kili kirk yaran matem isinin
yerlestigi yerdir® - estetigin iliskisel olusu igindeki
matemi.

Diizenlemenin  estetik  diizeyini tarafsizlastirma
yoniindeki ‘bilgi verici olma’ ¢abasi esnasinda es zamanli
olarak hem ‘disarida birakic’’ ve hem de ‘kapsayla’26 olan
kavramsal sanatin miidahalesinin diizlemini belirleyecek
olan tam da bu anti-estetiktir. ‘Oyle ki -Deleuze ve
Guattari’yi  izleyecek olursak- her sey duygunun
sonsuzcasina yeniden iiretilebilir bir degerini istlenir.”*’
(Bu, Analitik Felsefe sonrasi Dil Sanati olarak telaffuz
edilen seyin ilk materyalist islevinin birincil bilgisidir)
Ayni zamanda olusun makinalastinlmasi igin gereken
alternatiflerin Post/modern olarak adlandirilan radikalligi,
yeniden-tekillestirmenin degisime ugramis Oznel
koordinatlarini -fiziksel oldugu kadar toplumsal ‘cevreyi de’

% Michel de Certeau, The Practice of Everyday Life, s. 150-152
(«Bekar Makinalar»).

*® Ppeter Osborne tarafindan nerilen ‘kapsayict ya da zayif
Kavramsalcilar  ve ‘disarida  birakict ya da  giiglii
Kavramsalalar arasindaki -daha fenomenal ve tarihsel-
aynnma muhalefet etmemektedir. Bkz. P. Osborne,
‘Conceptual Art and/as Philosophy’, M. Newman, J. Bird,
Rewriting Conceptual Art iginde, London, Reaktion Books,
1999, 5. 49.

%7 Gilles Deleuze ve Félix Guattari, What is Philosophy?, s. 198.
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etkin bir tarzda iceren, izah eden ve karmasiklastiran,
katilan bireylerle artik karsilasmayacak olan sinirlarr
kesfetme kapasitesiyle kendi gidisatini muhtemelen altiist
edecek ya da duygulandiracak alginin mantigindan gecer.
Bu, Guattari’nin -hatirlayacagimiz iizere- ‘cevrenin
banalliginin gtbegindeki negentropinin (¢.n negatif
entropi.) kesfi® dedigi; yapisalci bir biyo-estetik icinde
karsi-lirettigi readymade’in daha iyi bi¢cimde yeniden-
yapilmasini tasarlayan seye baglanir.

Bu ¢ifte uyusma ve dinginlesmedeki (3 double entente
et détente) ¢ifte hareket bir tarafin kazancinin digerinin
kaybi oldugu kurumsal yeniden estetiklestirmenin kiiltiirel
protokollerinde (kavramsalci tarafsizlastirmanin estetik-
lestirilmesinden ve cevreci deneyselciligin kurumsallas-
tinlmasindan) yeniden isleme koyan (ve isleme tabi
tutmayan) zayif bir diislince olarak (yeni Pensiero debole)
iliskisel estetik, o ana uygun bir postprodiiksiyon
alametidir. Deleuze ve Guattari tarafindan ‘olaylarin
sadece sergiler, kavramlarin da sadece satilabilir olanlar'®
olarak teshis ve telaffuz edildigi iizere, bi¢imlerin, kiilttirel
sermaye lizerine herhangi bir saldindan onu kendi
arzularina adapte etmek amaciyla vazgececek kullanici-
tiiketicilerine agik bir zevk karsitligiyla, minimum pahaya,
gecmis zamanlann tiiketici odakli tekbi¢imliligi icinde

B Guattari, Chaosmosis, s. 131.
* Gilles Deleuze ve Félix Guattari, What is Philosophy?, s. 10.
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satilmasidir bu. ‘Kapital-mantikl’’ giiniimiizde Sanat igin
denetimsel bir model.

Bourriaud’nun Postprodiiksiyon baslikli metninde su
ifadeler yer almaktadir: ‘sanatgilar bugiin postprodiiksiyonu
tarafsiz bir islem, birinin kazancimn digerinin kaybi oldugu
bir oyun olarak yapmaktalar, oysa Sitiiasyonistler saptirilan
isin degerini bozma; baska bir deyisle kiiltirel sermayeye
saldirma amacii  tasiyorlardi.  Uretim...  tiiketicilerin
kendilerini  kiiltiriin  kiracis1  yapacak bir dizi  islemi
gerceklestirebilecekleri bir sermayedir3° Bununla birlikte
Michel de Certeau’ya ve onun yaratici alter-tiiketicisine gore
Bourriaud denemesinin ‘felsefi esaslarini’ bu noktaya
degil, Marx’a yiiklemistir; artik asina gelecek ‘estetige’
oldugu kadar ‘ekonomik’ bir jeste goOre: ‘Marx’a gore
“insan dogasini” tammliamaya yeterli tek unsur, insanlarin
kendileri tarafindan kendi aralarinda kurulmus iliskisel
sistemden, yani her bireyin digerleriyle toplumsal
iliskilerinden baska birsey degildir®® Hiimanist Marx’in
‘Tam insanr’, toplumsal iliskileri seylesme diizenine dahil
eden fetisizm analizinden koparildigi, kendini karsi-kiiltiir
icin yeni bir tiiketici modeli icat etme siirecindeki diinya
sanat pazarina uyumlu hale geviren kiiltiirel demokrasinin
son gostereni haline geldigi vakit cember tam anlamiyla
tamamlanir. Ve bu ¢ember, giincel sanat pratiklerinin

3° Nicolas Bourriaud, Postproduction, s. 33.

3 Nicolas Bourriaud, ‘Le scénario et Peffet spécial’, Art Press 2
(2006) (‘La scéne frangaise’), s. 50.
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durumunu iliskisel estetigin alani icinde, koksapsal kirmizi
basliklar altinda tanimlayan ‘Deleuze-Guattariciler’le
karsilastigimizda, seytani bir spiral unsuru bile benim-
seyebilir.3* Neyse ki Bourriaud -gerci karmasik bir bicimde
de olsa- (ama hakli bir sekilde 6zne problemini merkeze
alarak) Ozne-Bicimin -bundan béyle radicant®® adini
verecegi- Romantik-sonrasi dinamigin bakis agisindan
farklilig vurgulamistir. Radicant dzne.

32 Bkz. Simon O'Sullivan, Art Encounters Deleuze and Guattari.
Thought beyond Representation, Londra: Palgrave, 2006, s.
14,%s. 17. aslinda yazarin payina kesin bir kaygi olmaksizin
ortaya ¢ikmayan bir ‘tamimlama’: ‘oluslar nerededir? Bu,
‘tiiketici kiltiirli tarafindan sunulan pratiklerden’ nasi
farklilasir? (s. 177-178, n. 55). Yine de Deleuzecii oldugu
varsayilacak bir sanat tanimina bagvurmak: ‘bagimsiz ve 6zel
bir sembolik uzamin ifadesi’ (s. 181, n. 20) bize soruyu
cevaplandirmanin en iyi yolu olarak gériinmemektedir

Nicolas Bourriaud, 7he Radicant, New York: Lukas & Sternberg,
2009, S. 55: ‘Bilhassa baslangictan beri 6zne sorunpunu
paranteze alan cokluk olarak tanmimianan koksapin aksine
radicant bir mevzi ya da yol bicimini alir; tekil &znenin
ilerlemesi.’ (bu ‘yol'la Guattari'nin Deleuze’le birlikte
aynntilandirdigi  kdksap iizerinden Oznelesme siirecinin
arasindaki farki fark ediniz)

Radicant: yere yatik veya yere meyletmis ve yapiskan kokler

salan sapa verilen ad. Ek kokler salan, her yana dal budak
saran. (¢.n.)

33
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Altermodern Son S6z

Kaygan bir mekanin bizi kurtarmaya kafi gelecegine
asla inanmadik.

Gilles Deleuze, Félix Guattari,

Bin Yayla

Diinya finans sisteminin  ¢6kiisii  tarafindan
(6z)elestirel bir bigimde radikallestirilen gliniimiiz
alter(kiiresellesme) ¢aginda Nicolas Bourriaud, hareket
halindeki bi¢imler diyasporasint ve i¢inde yasadigimiz
kiiltlirlin diinya ¢apinda resmi bigcimde asin kodlanmastni
harekete geciren ‘kiiresel bir diyalog’ icinde yiiritiilecek
bir ‘etik sorumlulugu’ ¢agirmaktadir. (Kaginilmaz olarak
Documenta 12 6zelinde Roger Bruegel tarafindan 6n plana
¢ikarilan ‘bigimlerin gocii’'nii yankilayan bigimlerin bir
‘titresim’i)®* Sonuc olarak iliskisel estetigi ‘modernizm ve
postkolonyalizm arasinda bir sentez’ olarak tasarlanan,
aleni bir jeo-politik altermodernizm olarak (/onun iginde)
yeniden vurgular. (Documenta 12 kendisini doguran ve
Okwui Enwezor tarafindan yonetilen Documenta 11’le aktif

34 Documenta 12’nin dispositif yapisdkiimii icin bkz. “Multitudes
Icdnes versus Documenta Magazine” (Giovanna Zapperi ile),
Multitudes, 30, Sonbahar 2007; ve ayrica web sitesi
http://multitudes-icones.samizdat.net.
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olarak melezlestirilmistir.)?® Burada gdcebe sanatcinin
(cok dilli gezginin) heterokronik ‘seyahat-bicim’,
modernitenin “takimadalar” bigiminde ag kuran bir seklini
ortaya cikarmak iizere®® postmodernizmin élimiinden
dogmaktadir. Gogebeligin ulus-asirn kaygan kapitalizm
caginda (T.) Demos’un Tate Trienal Katalogu’nda
diplomatik bir sekilde vurgulandigi gibi) sanatsal kimligin
kendine vyeten bir ara bicimi olarak ragbet goren
kutlanmasinin ve (Cin, Hindistan, Orta Dogu, Dogu
Avrupa’dan  gelen) eksantrik  sanatgilarin  sdzde
‘uluslararasi giincel sanatr’ bicimlendiren pazar séhretinin
Otesinde, hi¢ degilse Bourriaud’nun postmodernizmin
sonuna dair semptomatik ifadesini siirdlirme firsatini
takdir etmekteyiz. Melezlesmenin elestirisiyle birlikte
Bourriaud, simdi ayni eksende Hal Foster'in ‘Otekinin
Hegelciligi® adini verdigi cokkiiltiircii 6zciiliik elestirisini
de gelistiriyor. Gergek giiclerin politik radikalligi acisindan
altermodernin her zaman zaten ‘en retard’ (pleksiglasta
bir gecikme) olmasina ragmen klasik-modern 6znenin
elestiri kivrimini agan diyalojik ya da Oznelerarasi anlati
merkeze hala (narsisist kendini yenilemenin seyahat

35 Biitiin diinyaya yayilan ¢ok sayidaki tartisma “platformundan’
Créolité and Creolization’ ve ‘Four African Cities’i anabiliriz.

3 Nicolas Bourriaud, ‘Altermodern’, Tate Triennial, Londra: Tate
Publishing, 2009 (sayfalar numaralanmamis).
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pratigi olan)®” 6zneyi aldigi icin giincel sanat ve elestiride
etnografik doniisiin bu yeni hikaye anlaticiiginda (Simon
Critchley’in edindigi Lyotardci nakarat olan) modernin her
zaman altermodern olmus olmasimin ortaya ¢ikacagindan
sliphe etsek bile, iliskisel sonrasi anlati, kusursuz bir
stratejik uzmanlikla (Hicretin [¢.n. Exodus] bigimsel
komiinizmini) geri doéniistiirmeyi ve (estetik egretiligi)
diinyay! (sanat diinyasini) jeo-uyarlamaya ‘terciime
etmeye’ ihtiyag duymaktadir. Belli bir formiil havasiyla
sunu okur (belki de artik aprés-coup [¢.n. hem darbe
sonras; hem de s Jisten gectikten sonral niteligini
gizlemeyi umursamamaktadir): ‘jeo-politika alterdiinyasal-
lasma icin neyse, altermodern de kiiltiir igin odur.”®

37 Hal Foster, ‘The Artists as Ethnographer, The Return of the
Realicinde, London, MIT Press, 1996, s. 179-180. Ve dzellikle
de: ‘bu acgidan kendiligin otekilesmesi [...] modern dzneye
yalnizca kismi bir meydan okumadir, bu 6tekilestirme ayrica
beniigi romantik karsi ¢ikis tzerinden destekler, diyalektik
temelliik iizerinden benligi korur, onu siirrealist arastirma
iizerinden genisletir, postyapisalct stkints tizerinden siirdiiriir, vs’

38 Nicolas Bourriaud, The Radicant, s. 185,
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PREFACE

Reconsideration of artistic turn in 1990s has entered a
new phase through Nicolas Bourriaud’s work, ‘Relational
Aesthetics”. In 1990s, art begins to function as
contemporary art through preexisting forms, works and
usages. More and more artists produce works referring to
existing ones. According to Bourriaud, “cultural products
are being interpreted and reinterpreted.”’ Furthermore,
Bourriaud compares such works to “a Dj and a
programmer.” Artists, first, began to create models of
sociality and then they realized practices such as
appropriation, copying, referring, implying, recalling,
comparison, and reusing. If we reflect upon the frequent
discussions in Turkey, which are based on questions as
“Did s/he copy or steal this?” we may recall the
phenomenon of the transition between the notions of
reproduction and copy are never being questioned.
Postproduction and Relational Aesthetics have launched a
condition of art which is theorized through such practices
of artists.

' Nicolas Bouriaud, Postprodiiksiyon, Translated by: Nermin

Saybasili, Baglam Pubiishing, 2004, p.22
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Nicolas  Bourriaud achieved a sociologically
comparative reading of progress in contemporary arts in
relation to the condition of technology and of the social:
Pop art and minimalist art of 1960s had emerged upon
industrial production and mass consumption, and Pop was
the art of supermarket and of the consumer society.
However, conceptual art developed in connection with
governmental aesthetics and service industry. The early
1970s of conceptual art is also the beginning of
computerization. In this sense, it is read “timelessly”
through a Nietzschean concept. When the microcomputer
appeared in 1975 and Apple Il emerged in 1977, the Art&
Language group was continuing to study, and On Kawara
had constructed “its own marking system within files”.
Sampling as the name of common medium, matched in a
musical sense with Barthes’ and Foucault’s “death of the
author”. Douglas Gordon’s works and his emission of
“Psycho” in 24 hours led art to deal with recycling and
started the process of making an art from the ready-
mades.

Nicolas Bourriaud writes that “the forms and functions
of artistic activity are not fixed essences but a game which
evolves in accordance with shifting eras and societies.”
The book begins with a sentence emphasizing art as an
historical and paradigmatic transformation. So art critics
must search and analyze this shifting condition. After the
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exhaustion of modernism, “relational aesthetics” as a kind
of continuation of Greenberg-like formalism or minimalist
or conceptual statements, carries in the first place, a sort
of inheritance. But this inheritance which according to
Bourriaud is now “discharged”, is still being used within
the field of contemporary art practices. To quote him
again, “what is dead is not modernism but its teleological
and idealistic aspect.” Art began to function through other
democratic practices when it withdrew to the
headquarters of avant-gardism. Here Bourriaud mentions
Althusser’s “keeping up with the tempo of constantly
moving world”, Gilles Deleuze’s “rhizomes appearing in
the midst”, and Michel de Certeau’s “heirship of present
culture”. And in the political sense Bourriaud emphasizes
that art would seem arid to those with a ‘democratic
centrist’ mind. However, by quoting a sentence from
Maurizio Cattelane, he underlines his idea that a period of
“Dolce Utopia” has begun. Thus, relational art emphasizes
the requirement of a new approach dealing with art
separated from symbolic forms (Panofsky) and autonomy
(Greenberg). Accordingly we may say that, sociologically,
we are now in the period of megalopolis. Hence Bourriaud
discusses about contemporary art within network
societies (Deleuze-Guattari and Bruno Latour) functioning
through other social forms and which are displacing
nation states. But his claim of mutual subjectivity, or to
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translate in another way, inter-subjectivity, take us to a
philosophical contradiction, as it is a concept, which
belongs to Habermasian thought and foreign to both
Deleuze and Guattari as well as to Lyotard. Nevertheless,
when we consider that Bourriaud’s choice relates to the
perception of art, we may certainly conclude that a view
leaning on Marcel Duchamp would naturally lead to a
relationality that lies in the fact that meaning is assigned
to art both by the artist and the viewer.

Considering contemporary art’s condition towards
popular culture, Eric Alliez’s text emphasizes that
criticality, even in relationality, in its schizoanalytic view
cannot be reduced to inter-subjectivity. It is necessary to
see that criticality, which is in a world politically
conquered by populist or popular culture, now could only
be achieved through the criticism of popular culture and
not through populism. When Alliez refers to the Western
countries such as Austria and France in which right wing
extremism is on significant rise, he considers the
questioning of the boundaries between popular culture
and populism. If this kind of modernism leads to a “State
of Exception”, then it is related with the aestheticization of
art. Even if there is a communism, that is a “capital
communism”. Eric Alliez emphasizes that ‘Schizophrenia
and Consensus” function together within capitalism which
belongs to the reproduced power of liberalism.

10
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Bourriaud, on the other hand, emphasizes that a
“condemnation” to postmodernism in early 1990s in which
the extreme right ambitions were not that strong, has
been more of a chance than an exception. That is to say,

.nstead of trying to construct the world through a
stereotypical idea of historical evolution” the real problem
is “learning to lead a better life in the world”. The function
of contemporary art seems to find out not the utopia but
the ways of existence within present reality. [n order to
question the relationship between relational aesthetics
and popular culture, Eric Alliez begins with the criticism of
Nicolas Bourriaud and Jerome Sans’s curatorship in the
exhibition “White Nights”, which was organized by the
municipality of Paris. In fact, as someone who has seen
the exhibition, | would like to say that in this exhibition
which was one of the most interesting within “White
Nights” series, the approach of Bourriaud and Sans
presented the character of a huge biennial. | remember
that the exhibition was successful in terms of the places
chosen and the ways in which the installations were
placed. In the city where | have been for my works at INHA
(Institute last of National Art History), the exhibition took
place in 2006 and it was one of the last cooperations of
Nicolas Bourriaud and Jerome Sans(who had interestingly
left Palais de Tokyo before the Lyon Biennial.) Although
they have been criticized in many ways, exhibitions of

11
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Bourriaud and Sans, who brought a new dynamic to the
museum conception in Paris, recorded a breakthrough in
terms of reclaiming the prestige of France that was fading
out from contemporary art world.

Eric Alliez’s criticism is to the emphasis on time that
Nicolas Bourriaud wrote in the catalogue of 2005 Lyon
Biennial in France. He indicates Bourriaud’s notion of
“Inter subjectivity” which emphasizes the relationship of
revolutionary movements of 196o0s and 1970s to the
present. He seems to find it meaningless that a politics
represented by micropolitics of inter-subjectivity to try to
revive micropolitics of relationality. And accordingly, “the
schizophrenia of relational aesthetics seems to be a
function of alternative democratization that emerges with
its surfing on the new universals of communication”.
Through this approach Eric Alliez makes us think that he,
in a classical way, criticizes ‘the game’ that biennials,
triennials and curators ‘play with capitalism’. His
emphasis on biennials’ realizing the marketing of cities in
terms of articulation to ‘united world capitalism’ seems
close to Brian Holmes’s critical approach.

In the last chapter of Relational Aesthetics (this text
was previously published in Chimere's special issue on
Guattari, No:21, 1994) Nicolas Bourriaud touches on
Guattari’s emphasis which was made in reference to

12
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Duchamp.” According to this, when Bourriaud tells the
story of how being embedded in a symbolic sociality
within the viewer’s perspectivist gaze, along the historical
tine which goes from the image-form of divine existence to
the perspective centred projection management of
Renaissance, turned into a synchronic gaze with modern
arts, he also emphasizes through Rothko and Pollock that
in American painting, the viewer is wrapped up and even
overwhelmed by a medium made up of colours. On the
assumption that the “effect aimed” by the icons by this
wrapping has similarities, he underlines the humanitarian
aspect which is directed to a formal medium. Nicolas
Bourriaud points out that in Eric Troncy the effect of this
wrapping space which overwhelms the viewer within a
constructed medium is “all around” and he argues that
this is just the opposite of “all over”. Therefore “emotion
seems a sort of power of interaction between the viewer
and the artist’.

Guattari’'s text New Aesthetic Paradigm, which
underlies this discussion, begins with an emphasis that
art had divorced from its social and anthropo-ethnological
aspect and entered a field of artistic originality in the late
archaic societies.” Through his concept of “Collective

2

Nicolas Bourriaud, fliskise!/ Estetik, Translated by: Saadet
Ozen, Baglam Publishing, Istanbul, 2005

3 Felix Guattari, Chaosmose, Galiee, 1992
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Assemblages of Enunciation”, he underlines that art
initially could not separate from family and social
relations. Thanks to the crystallization of subjectivity in
modern times, art, which articutates this process,
becomes a field of privilege. In archaic societies there is
multi semiotics rather than individuation. Everyone has
transitive identities, and therefore uniting around one
identity did not happen at that time just as in modern
times the notion of identity is still an ambiguous one and
identities emerge at different intersections of partial
subjectivities. In this sense it’'s quite distant to a
Durkheimian division of l{abour. According to Felix
Guattari®, there is no aesthetic field isolated from political,
economic, religious, and social fields. He elaborates the
idea that through deterritorialization of Collective
Assemblages of Enunciation, subjectivity tends to a sort of
individuation. As we think about the multitude of people’s
names in many archaic societies, we may notice that
sophistication and multi-namedness begin to disappear.
fnstead, new formations occur and we notice that multi-
names begin to diminish. Besides, we can say that by
abandoning multitudes, universes of existences are
atomized. About this change, Felix Guattari asserts the
deterritorialization of  Collective Assemblages of

4 Felix Guattari, ibid , p. 138
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Enunciation. Originalities between universes appear
through this separation and division. This fragmentation
of forms of evaluation defines the understanding of our
time. For instance, the collection bought by a Renaissance
prince was objects of prestige or cabinet of curiosities
rather than a collection of works. Today the religious
works of medieval craftsman correspond to works of art
and we now are quite closed to the understanding of that
period. And the fact that things which seem only cultural
and technological appear as aesthetic objects to us is
quite distant to that period’s understanding as well.
Guattari writes merely this: according to Collective
Assemblages of Enunciation, it’s now possible again to
display Cubist artists together with the objects that they
have been influenced. Or an art history which sets off from
Aby Warburg can now juxtapose the anthropological and
the aesthetic. The relational is repositioned into a new
enunciation. How much can an aesthetic semiotics in
which the historical, the economic, the cultural, the
mythological or the artistic that are separate from each
other, reunite again today? Leaning on a phrase of Marcel
Duchamp, Felix Guattari poses the question of how can
finite and infinite universes would intersect: ‘Art is a way
that goes to the territories which do not arrange time and
space’. The point is the reorganization of thought, activity,
and affects without time and space. These make the finite

15
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and the infinite penetrate to each other. They could be
related to each other in time and space through
penetration. A mutation within a specific field could affect
the changes in the other fields. These may transform in a
horizontally transitive way and a paradigm of mutations
may occur. And New Aesthetic Paradigm seems to be
related to this idea of mutation. Here we begin to go
beyond the ruled, fixed, accepted works of the art world:
like Melaine Klein’s “partial objects”, works began to
distinct in terms of process. An expansion to the unknown,
to the unfamiliar takes place. Here hahits come to an end;
a new aesthetic paradigm is the ontological expansion of
art towards the unknown, and the beginning to recognize
the unrecognized. The first chaosmatic fold composes a
process, and the second now begins to generate a
processive art that now started to emerge. Through trans-
nomadic relationships, the closeness of disciplines begins
to be questioned and the obscurity of value universes
starts to be spreaded and separated in a rhizomatic way.
Bodies open themselves to other bodies and the unknown
is started to be loved. Bodies present the otherness
inherent in them and create intersections with other
bodies, and a new definition of the body is asserted.
Relations among bodies that are opened and slipped to
the trans-nomadity, and relations among disciplines
support each other. Through a shifting, various and
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instable movement, the autopoietic sections of partial
parts that work and are put into function, operate the body
within the double infinity of the active and passive. In
these kinds of relations between partial objects, each one
leaves its partial closeness and unfolds. Even the most
autistic and closed partialities find their subjectless forms
within a relationship of inter-individuations. And art
becomes the field in which this new aesthetic paradigm
functions the most.

After publishing the Turkish editions of Nicolas
Bourriaud’s  books,  “Relational Aesthetics” and
“Postproduction” for the readers of art and philosophy,
we are now publishing this short text of Eric Alliez in order
to refresh the debates in Turkey and to present one of the
“inner discussions” about New Aesthetic Paradigm.

Ali AKAY,
Istanbul, August 2009

Translated by: Tugba Dogan
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CAPITALISM AND SCHIZOPHRENIA
AND CONSENSUS.
OF RELATIONAL AESTHETICS’

Populist Prologue

And no doubt the combat appears as a combat against/...].

But more profoundly, it is the combatant himself who is the
combat:

The combat is between his own parts, between the forces
that either subjugate or are subjugated, and between
the powers that express these relations of forces.

Gilles Deleuze, £ssays Critical and Clinical

There is an amusing article written some ten years ago
by French art critic Eric Troncy, entitled ‘The Stockholm
syndrome’. Later revisited by Baudrillard, through Troncy,

Different versions of this paper, initially given at the Tate
Britain (14 october 2006), have been published in Plato
(Istambul), Verksted (Oslo), Multitudes (Paris), Glenta
(Stockholm) and Z/X (Auckland). The intial translation was
made by Tim Adams for Z/X #3, and the subsequent changes
were revised by Robin MacKay.
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‘Stockholm syndrome’ referred to the paradoxical
relations linking socio-cultural consensus to the
aesthetics of an avant-garde reduced to the most
fashionable ‘look’ of the nineties. The fact that this was to
end badly - today, Troncy writes quirky apologetics for
reality TV as contemporary art’s most radical ready-made,
by virtue of its renunciation of all claim to the elitist status
of the artwork (the ‘everyday’ perfect crime!) — makes the
article’s opening lines all the more delectable. | quote,
appropriating this ephemeral moment of lucidity: ‘What is
at stake is nothing less than the evacuation of
revolutionary desire through the small door of
communication, at the same time as the draining of
alterity into the great pit of the same.’”

I could not think of a better introduction to the
provocation that leads me to present a kind of critical and
clinical treatment of relational aesthetics in the murky
tight of Populism, which we could envisage as signalling
the dawn of a sleepless night, of the kind organised by
Nicolas Bourriaud and Jéréme Sans in Paris, precisely
under the heading Nuit blanche (or White Night Evend. I'll
be direct then, jumping with both feet straight into the

'L Troncy, «Le syndrome de Stockholm», Documents sur l’art,
n° 7, printemps 1995; new ed. in Id., Le colonel Moutarde
dans la bibliothéque avec le chandelier (textes 1988-1998),
Paris: Les Presses du réel, 1998, p. 49.
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factory of the ‘populist’ subject, the better to thrash out
this question for real (or to be thrashed in turn): ‘Is there a
significant relation between aesthetics and politics to be
studied today?’

In order to do this, we shouldn’t be afraid to introduce
the Combat with Oneself and between ourselves, by
making our own the cautionary note with which 7he
Populism Reader opens: ‘A project on populism should
claim as a basic right the right to use the term in different
ways [...]. It should enact difference. It should differ from
itself’.?

Let us risk an initial and ostensibly controversial
statement, which | will endeavour now to articulate, in its
various dimensions:

(1) Contemporary populism is the ultimate (which is to
say the complete and terminal) form of the expression of
the People.

(2) Contemporary Populism is the posthistorical /
postpolitical expression of the People after the historical
completion of its trajectory as a political subject, globally
negotiated between real socialism and real social-
democracy;  statist-proletarian  incorporation  and

2 Dieter Lesage, ‘Populism and Democracy’, in 7he Populism
Reader, Edited by Cristina Ricupero, Lars Bang Larsen,
Nicolaus Schafhausen, Berlin/New York: Sternberg Press,
2005.
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expanded reproduction of the people integrated into the
co-management of the Welfare State.

(The massive transfer of votes from the French
Communist Party to the Front National in the eighties and
from the Front National to Sarkozy very recently, or from
the Austrian socialist SPO to Jorg Haider's extreme-right
party in 2000, then to the conservative OVP party, and
back to the former during the last elections, give flesh and
body to the unprecedented floating Signifier that arises
when the Name of the People is deprived of its
transcendence as a political subject as well as of its reality
as the economic agent of reformism. Is this a phenomenon
of afterimage?)

(3) Contemporary populism is the shadow cast by the
commodification of politics and life when the ‘people is
lacking’ and becomes, in its lack, the (most) ‘dangerous
Supplement’ of parliamentary democracy in its reality as
the production and media administration of consensus.

(4) Contemporary populism is the dominant
postpolitical form of globalised Postmadernity inasmuch
as it expresses in the most immediately ‘binarised’
manner the Rest of the World, when the Rest and the
World (of the ‘external’ World there remains Nothing in the
real subsumption of what | called, with Félix Guattari,

22



Capitalism and Schizophrenia and Consensus. Of Relational Aesthetics

Intesrated World Capitalism)® are equally consigned to the
seiective/participatory/interactive  governmentality — of
intotainment  (Market  Populism gua Capitalistic
Democracy).

(5) (In the guise of a riddle.) If the ‘aestheticisation of
politics’ led to the State of Exception of populism in its
modern form, what is the name for the (post)aesthetic
{neo)populism which will necessarily ‘make’ its own the
true hallucination of direct democracy in the contemporary
age of the absolute market-form?

(6) (In the guise of an uncontrolled acceleration.) Does
there exist a populism of the multitude, or more exactly a
populism of which the multitude would be the
(post)aesthetic subject and the object of ‘re-
aestheticisation’? Where the aestheticisation of dissensus
would become the postpolitical form for the exhibition of a
postmodernist consensus affirming its ‘open’ and
‘relational’ qualities, self-affirming the value of
conviviality beyond antagonism or/and radicality...?

(7) (‘Not nothingness, but powerlessness...’) - A
relational aesthetics rather than art and multitude gua
relational being?

3 Eric Alliez, Félix Guattari, ‘Capitalistic Systems, Structures and
Processes’, in Felix Guattari, Molecular Revolution, London :
Penguin Books, 1984, p. 273-287.
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(8) (... namely the power of capture of powerlessness’)
— Or in other words, it is the ‘communism of capital’ that
will be called here ‘formal communism’, borrowing from
post-Fordism its general regime of ‘postproduction’.

| advance this ‘between us’, in order to achieve the
un/doing of what Baudrillard, with that amazing
reactionary ingenuity he displays when attending to such
matters, called the ‘Holy Cultural Alliance’ — and offer it to
the readers’ wisdom as an impossible prologue for
troubled times.

The scenario of the special effect

Techno is communism applied to the emotions.

Nicolas Saunders, £ for £cstasy

I will limit myself to providing a quick sketch of the
argument, leaving aside the artists, the works, their regime
and places of exhibition (starting with the ‘site of
contemporary creation’ at the Palais de Tokyo in Paris,
founded and until recently co-directed by Nicolas Bourriaud
and Jéréme Sans). Instead, | will dwell on the order of a
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discourse that, through its widespread dissemination, has
become strangely familiar to us (and thus accounts for the
‘symptomal’ principle that governs my reading): relational
aesthetics. We are all by now al/l too familiar with this
discourse that focuses upon the art of the nineties, which
claims that the ‘misunderstandings’ surrounding the latter
are owing to a ‘deficit of theoretical discourse’ — namely, its
failure to recognise the break with the critical art of the
sixties. How familiar it seems, how ‘resonant’ with
everything around us, that fA/s art of the nineties could be
nothing but the audiovisual archive of its commentary, a
commentary invested in the relational form which
supposedly animates a new partition of the art world (into
what is stillmodern and what is finally contemporary). It is
in this sense that we can reread Bourriaud’s statement,
located somewhere between the descriptive and
prescriptive, according to which ‘anyhow, the liveliest
factor that is played out on the chessboard of art has to do
with interactive, user-friendly and relational concepts.™

Nicolas Bourriaud, Relational Aesthetics, trans. Simon
Pleasance and Fronza Woods, with Mathieu Copeland, Dijon:
Les Presses du réel, 2002, p. 8. | say ‘between the descriptive
and prescriptive’ because we should note from the very start,
without needing to return to it later, that the isolation of the
relationat form-function entails the selection of artists
supposed to represent this tendency (the ‘liveliest’) by
reducing exemplary artworks to their single structure as
collaborative ‘open works’, ‘opened’ by the participation -
pars pro toto, according to Hans Ulrich Obrist — of the public
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experiencing a ‘social interstice’ removed from capitalistic
commodification. Reading Nicolas Bourriaud’s further
arguments, it seems that Rirkrit Tiravanija, whose work
introduces the series of art examples in Relational Aesthetics
and who features prominently in the chapter on ‘Art of the
1990s’ (in the first section, entitled ‘Participation and
Transitivity’) is the most paradigmatic figure of ‘relational
art’. This should not stop us from remarking that even
Tiravanija’s installations, and many other works by artists
mentioned by the curator-critic (Felix Gonzales-Torres,
Gabriel Orozco, Patrice Hybert or Philippe Parreno, for
example), can be seen to be far more complex and perverse
in terms of the modes of sociality (i.e. the social dimension of
participation) they imply. This in order to emphasise that (1)
we refuse to inscribe the art of the 1990s, as such, under the
monotonous rubric of relational aesthetics (to which Santiago
Sierra is a perfect counter-example); (2) a good criterion for
the evaluation of works might indeed be their excessvis-a-vis
repeated calls to ‘modesty’ and ‘conviviality’ as reality-
condition for an art of social autonomy in a realized arty
‘micro-utopia’ (undone by Sierra in the exhibition of the
commodification of labour that produces the ‘relational’
artwork)... It is on the basis of such an excessive criterion,
certainly, that one could oppose Gordon Matta-Clark’s
cooperative Food to Rirkrit Tiravanija’s culinary aesthetic. Cf.
the 2007 show at the David Zwirner Gallery in NY that
pretended to bring back Food, in absentia, by juxtaposing a
double reconstitution of Gordon Matta-Clark’s Open House
[1972] — originally located in the street, and open to the
homeless — and Rirkrit Tiravanija's Untitled 1992 (Free),
exhibited at the 303 Gallery where Thai curry was cooked and
served to visitors... As we know, Matta-Clark escapes from
(art-gallery / institutional critiqgue of the art-gallery)
representation (and the purely formal redefinition of the
exhibition-medium) by proposing, within the urban territory,



Capitalism and Schizophrenia and Consensus. Of Relational Aesthetics

This break, without which, if we follow Bourriaud’s
book-manifesto on the nineties, contemporary art would
be incapable of entering into relations with the present —
‘with society, with history, with culture’ - has a twofold
and paradoxical characteristic: It can conform to the
‘relational’ perspective of an aesthetic marked by the
category of consensus — restoring the lost meaning of a
common world by repairing the fissures in the social bond,
patiently weaving a ‘relational fabric’, revisiting the
spaces of conviviality, groping about for forms of
sustainable development and consumption, soft energies
able to slip into the cracks of existing images, etc. — only
by divesting the most innovative theoretical and artistic
practices of the sixties and seventies of their forces,
shunting them into humbler forms, the ‘modest

‘environmental’ agencies and interventions that consist in a
social  disarchitecturing  of the Art-Form  which
interproblematizes art and politics at the point of their
highest tension...

But let us return to our concern in this text. In his response to
Claire Bishop’s article ‘Antagonism and Relational Aesthetics’
(October 110 [Fall 2004)), Liam Gillick explains: ‘Relational
Aesthetics was the result of informal argument and
disagreement among Bourriaud and some of the artists
referred to in his text. .. The book does contain major
contradictions and serious problems of incompatibility with
regard to the artists repeatedly listed together as exemplars
of certain tendencies.” (Liam Gillick, ‘Contingent Factors: A
Response to Claire Bishop’s “Antagonism and Relational
Aesthetics™, Octoberi1s, [Winter 2006], p. 96). Take note.
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connections’ of a micropolitics of intersubjectivity... And
all in the name of a new mental ecology of ‘linkage’
[reliance] (to borrow a term from Michel Maffesoli, who
has long anticipated the overall features of this process of
rupture with the ‘revolutionism’ of the 1960s),® a linkage
put to work for the re-invention of everyday life (a theme
‘bricolaged’ by Michel de Certeau in his 7he Practice of
Everyday Life, with respect to the principle of a ‘user’
détournement of consumer society).® Embracing this
spontaneous hermeneutics that substitutes the cultural
myths of network-economy liberalism for the critique of
political economy and its sublation in the affirmation of a
political economy of desire, Aesthetics becomes an
‘alternative’ training-ground for postmodern life (or a
postmodernization of life : ‘learning to inhabit the world in

®  See the interview with Michel Maffesoli in the catalogue of

the 2005 Bienniale de Lyon, commissioned by Nicolas
Bourriaud and Jérdme Sans: Expérience de /a durée (Histoire
d’une exposition), Lyon: Biennale de Lyon, 2005.

Bourriaud’s reappropriation of Certeaudian thematics
consummates the long-standing institutionalisation of the
Everyday in the field of cultural studies, where de Certeau’s
theory loses the tactical horizon of its political semiotics (‘a
polemological analysis of culture’ focused on the ‘cultural
activity of the non-producers of culture’) in favour of a
exclusively hermeneutical project. See Michel de Certeau,
The Practice of Everyday Life, translated by Steven Rendall,
Berkeley: University of California Press, 1984. The French title
was [’Invention du quotidien, Vol. 1, Arts de faire (1974).
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a better way’, says Bourriaud). Furthermore, this is to take
place in the post-production of the Blurring of Art and Life,
following a sequence that begins and ends in counter-
effectuating the politics of the becoming-life of art (an art
of dispositif, transforming it into a becoming-art of
everyday life (an art of aftitude, where attitude becomes
form..) whose dialogical structure (‘inter-human
commerce’) would constitute the ethical verification of a
supposed community of feeling differentially nourishing
‘everyday micro-utopias’ (a romantic reconciliation with
life, but a decidedly /ocal one). Made ‘ethical’ by its desire
for a ‘social transparency’ considered part and parcel of a
‘democratic concern’ for /mmediacy and proximity, this
movement that appropriates the demand for a ‘formal
communism’ (sic), and aims to promote ‘lived time’ as a
‘new artistic continent’,” derives its reality above all - as
Jacques Ranciére has put it very well — from ‘its capacity to
recode and invert the forms of thought and attitudes
which only yesterday aimed at radical political or artistic
change’® In the age of communication and service
capitalism, where ‘marketing has preserved the idea of a

" Cf. Nicolas Bourriaud, Postproduction, Dijon: Les Presses du

réel. 2003; Formes de vie: L’art moderne et l'invention de soi,
Paris: Denoél, 2003; and Expérience de la durée (Histoire
d‘une exposition), Paris: Biennale de Lyon / Paris-Musées, 2005.

Jacques Ranciére, Malaise dans l'esthétique, Paris: Galilée,
2004, p. 172.
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certain relationship between the concept and the event’
(as Deleuze and Guattari write in the Introduction to What
is Philosophy??® only in order to become the laboratory for
the ‘society of control’ in which the culture of marketing
governs the marketing of culture as lifestyle, we might
advance : Schizophrenia and Consensus.

And perhaps this parodic reversal of an earlier period’s
Capitalism and Schizophrenia might account for the
obstinate recuperation of Deleuze and Guattari (but above
all of Guattari) by the partisans of relational aesthetics. It
partakes in fact of a rear-view mirror effect that makes the
aesthetic rehumanisation of postmodernity dependent on
the depotentialisation of art, and its consequential
restyling, as the ‘transversalist’ political experience of the
protest years. The dissensual transversality of new micro-
political and micro-social practices which focussed artistic
activity on ‘the discovery of a negentropy at the heart of
the banality of the environment’™ is here reduced to a
consensual storytelling post-produced for this trans-
media theatre of the /iftle form, accomodated by the
relationally revisited space of the exhibition. Whence the

° Gilles Deleuze and Felix Guattari, What is Philosophy?,

translated by Graham Burchell and Hugh Tomlinson, London :
Verso, 1994, p. 16.

19 Falix Guattari, Chaosmosis: An Fthico-Aesthetic Paradigm,
translated by Paul Bains and julian Pefanis, Bloomington:
Indiana University Press, 1995, p.131.
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fact that the break announced at the start will be
reformulated in terms of the need to reconstitute ‘bridges
between the 1960s and 70s and our own time’.™ This
proposition — what we might justly call a historico-
transcendental monstrosity - represented by a
micropolitics of intersubjectivity, gives voice to a short-
circuit in which what is really at stake is to bring back into
the intersubjective practice of an ‘artistically’ revisited
communicative action the micropolitics that had in fact
pre-emptively undermined the foundations of any such
intersubjectivity by opposing molecular revolution to the
‘recentering of economic activities on the production of
subjectivity’.’* A process in which, essentially, the
‘institutional framing’ and ‘the universe of valorisation’

" Nicolas Bourriaud, £xpérience de la durée (Histoire d’une

exposition), Lyon: Biennale de Lyon, p. 12-13.

Félix Guattari, Chaosmosis, p.122. In his ‘Berlin Letter about
Relational Aesthetics’ (2001) [republished in Claire Doharty,
Contemporary Art from Studio to Situation, London: Black
Dog, 2004, pp. 44-49], Bourriaud insists on the ‘trans-
individual’ dimension of Relational Aesthetics. But the
collective transductivity on the basis of which Simondon
defined the very notion of the ‘trans-individual’ (as an
alternative to any inter-individually shared form) is missing
(and can’t be added a posterior).
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(including economic valorisation’, Guattari insists) of
contemporary art today is participating.”

Whence the schizophrenia of relational aesthetics, as
it seeks to confer upon its surfingon the new universals of
communication some function of  alternative
democratization. Far from liberating ‘the inter-human
exchange’ from its economic reification ‘in the cracks of
existing social forms’ (as relational aesthetics claims - but
without ever losing sight of the trajectory leading from the
gallery/art fair system to the museum-laboratories of the
new economy of art, and the accelerated return through
the succession of Biennales, Triennales, Documentas,
Manifestas, and their integration into the new ‘capitalism
of cities’, in Braudel’s words...),* it instead tests out new
criteria. of commodification and the participatory
management of life by means of these exhibition-

'3 See Olivier Zahm's interview with Félix Guattari in Chiméres,
n° 23, été 1994. From which Guattari has concluded: “It might
also be better here to speak of a proto-aesthetic paradigm, to
emphasise that we are not referring to institutionalised art, to
its works manifested in the social field, but to a dimension of
creativity in a nascent state ... “ (Félix Guattari, Chaosmosis,
p. 101-2).

Stimulated by the designation of European cultural capitals,
in the early nineties ‘global cities’ developed the translation
of site-specific projects into touristic-site specificity. Gordon
Matta-Clark was inevitably co-opted into this project of
translation obeying the ‘global’ method of rereading of an
ceuvre.,

14
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dispositifs that stage the driving role of the ‘culture of
interactivity’ (relation as  transactioi). The art
commissioners (curators-advisors, museum directors-
managers) are overjoyed since they thereby gain, at a
bargain price, a social function of ‘proximity’, testifying to
the manner in which the postmodern democratization of
art has broken away from the dangerous avant-garde and
‘revolutionist’ practice of trans-forming art-forms /n situ
into life-forces /n7 socius. (Liberating the forces of life from
the forms that imprison them, so as to create, yes,
something new, as the heterogenetic element of real
experience positing difference in its reality-condition - this
radical novelty which we are told is ‘no longer a criterion’
but merely outdated avant-garde rhetoric, now that the
hour has come for ‘métissage’ and a ‘crossing of cultures’,
according to the strapline for the Parisian White Night, of
which Bourriaud and Sans were the ‘artistic directors’ in
2006). The critics (who in this case are also the curators-
museum directors, in answer to the post-Fordist call for
mobility and flexibility) are equally delighted, as are the
other ‘mediators’ (when they have not been short-
circuited by the curator-as-artist), because they find in
intersubjectivity a ‘theory of form’ as the representative or
‘delegate [ délégué] of desire in the image’, as the image’s
horizon of meaning, ‘pointing to a desired world, which
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the beholder thus becomes capable of discussing, and
based on which his own desire can rebound.”*> (Objection:
has Form not always been, rather, the relegation of desire
in the Image addressed to the spectator participating in
Re-presentation? And has the formal regime of the image
not been undone in this respect in the longue durée of
modern art,16 of its avant-gardist radicalisation, and in the
diagrammatic regime of contemporary art - when it follows
this ‘hard line’?)"”” So that Duchamp’s proposition,
according to which /t /s the viewers who make the pictures
will be appropriated in terms of social relations contra art-
objects (against the ‘trap of reification’),”® and projected

"> Nicolas Bourriaud, Relational Aesthetics, p. 23.

18 gee my book intitled L’Eil-Cerveau. Nouvelles Histoires de la
peinture moderne, Paris : Vrin, 2007.

7 What jean-Claude Bonne and | have called La Pensée-Matisse
(Paris: Edition du Passage, 2005) produced a true alternative
to this relegation of desire into the form of the image. See too
‘Défaire Uimage’, Multitudes, 28, 2007 (expanded English
version in Armen Avanessian and Luke Skrebowski (eds),
Aesthetics and Contemporary Art, forthcoming), and my
recent articte ‘Body without Image: Ernesto Neto's Anti-
Leviathan’ (Radical Philosophy 156, July/August 2009).

8Byt to say this’ — as Stewart Martin argues in his ‘Critique of
Relational Aesthetics’ — ‘is to be already trapped. [..} To
think that the source of value is in the object-commodity is
precisely the error that Marx calls fetishism. [...] If we avoid
this fetishism we are stripped of any delusions that the
simple affirmation of the social within capitalist society is
critical of capitalist exchange ; it simply draws attention to
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quite consensually by these brokers of desire onto the
performative origin of the process of artistic constitution
of which the ready made would then be the posthistoric
truth — cut off from any real negativity, except for its
postmodern form directed against the new, against ‘the
reduction of being to novum’ (following Vatimo’s
definition of modernity). And — Worstward ho! - to cap it
all, judgement then becomes the lexicon of a participative
practice that no longer cares to distinguish between the
creative use-value of art and a personalized tourist circuit
for the use of the fenants of culture: ‘sensation depends
on the simple “opinion” of a spectator who determines
whether or not to “materialize” the sensation, that is to
say, decides whether or not it is art.”” (I quote Deleuze
and Guattari here, although the phrase, but for the
difference in accent — deprecatory as opposed to laudatory
—could be Bourriaud’s.)

To this Duchampian readymade of the social
‘infrathin’, this human, all-too human Duchamp,
customised as Little Democracy and recycled in the
‘transactional’ translation of the new aesthetic paradigm
developed by Guattari (the political ontology of desire
here finds itself inevitably redirected towards a ‘policy of

the social constitution of capitalist exchange, exposing it
directly’ (Verksted, n. 8, 2006, p. 113).

' Gilles Deleuze and Felix Guattari, What is Philosophy?, p. 198.
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forms’, or an imaginary politics of forms, which believes
that the eradication of the ‘objectivity’ of the artwork
eradicates capitalist exchange), one is tempted to oppose
the hard truth of a constructivism of the signifier through
which the Contemporary broke into the field of artistic
Modernity — or more precisely, into the modern idea of art.

But before following this line in my argument, we must
quickly return to the Guattari/soft Duchamp interface,
because it is from this perspective that Bourriaud, in the
last part of his book (Relational Aesthetics, pp. 86-104),
appropriates Félix Guattari’s ‘new aesthetic paradigm’ (the
title of the penultimate chapter of Chaosmosis, the
subsection ‘Félix Guattari and Art’ is included in the
section of Relational Aesthetics entitled ‘Towards a Policy
of Forms®).?° In the conclusion of his long filmed interview
with James Johnson Sweeney, from 1955, Duchamp
declares: ‘I believe that art is the only form of activity
through which man as such can manifest himself as a
veritable individual. Only through art can he overcome the
animal stage, because art is an opening onto regions that
neither time nor space dominate’. This is the passage that
Guattari quotes in Chaosmosis, reframing Duchamp’s

% This section has its origins in an article published in the
journal Chiméres, no. 21, Winter 1994, and therefore finds
itself reinscribed after the fact into an institutional field to
which it was, to begin with, foreign.
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declaration in terms of those regions that do not sustain
time and space because (and it is obviously Guattari who
is speaking here) ‘the finitude of the sensible material
becomes the support for a production of affects and
percepts which will tend more and more to become
eccentric in relation to the preformed frames and
coordinates’. Killing two birds with one stone, he thus
definitively takes ‘out of the frame’ the methodological
individualism of a chess player little inclined to becoming-
animal and to the chaosmic plunge into the materials of
sensation ...”!

| do not object here to the new aesthetic paradigm
proposed by Guattari. / object to the attribution of this
proto-aesthetic ontology to Marcel Duchamp. For the

2 Falix Guattari, Chaosmosis, p. 101. Let’s remember that,

against the ambient Bergsonism of the beginning of the
twentieth century, Duchamp continually declared and sought
to demonstrate that art ‘has no biological excuse’... The
settling of accounts with Bergson (with Bergsonian vitalism)
is played out between the Nude Descending a Staircase and
the ‘nominal’ invention of the ready made against the illusion
(always romantic according to Duchamp) of the /n-the-
making. See also the particularly transversal — auratic and
‘affective’! — usage that Guattari makes of the Bottle rackin
‘Ritornellos and Existential Affects’, in G Genosko (ed.) The
Guattari Reader, Oxford : Blackwell, 1996, p. 164. This wiil
have (been) nourished ‘»y) the final défournement of the
notion of readymade in A Thousand Plateaus and What is
Philosophy?, where the readymade is associated with the
sensibilia of the bird constructing a territory-scene...
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‘pictorial nominalism’ of the latter is - literally — de-
ontological. ‘I do not -believe in the word “being™,
Duchamp confides to Pierre Cabanne; a declaration to
which one will oppose Deleuzo-Guattarian ‘schizo-
ontology’ defined as a ‘politics of being', a ‘machinics of
being, etc., whose proto-aesthetic heart beats, according
to Guattari, in the process of non-discursive, or ‘a-
signifying semiotisation belonging to the intensive
domain of Affects (‘comparable, in this respect, to
Bergsonian duration’, Guattari insists)®* - so that, in this
absolute violation of the ontological tradition (to borrow
Negri’s re-presentation of Spinoza’s ontology), Affect is
‘the deterritorialised matter of enunciation’ = proto-
energy.”? On the contrary, Duchamp’s ‘strategic’
radicalisation consists in reducing the Art-Form to
language-games about art, and these in turn to a
signifying iteration which cuts out its subject in order to
turn  the plasticity of language against the
imagistic/imaginary regime of the so-called plastic arts
(cosa mentale, grey matter, art is first and foremost what
language unwittingly realises). In this way Duchamp
signifies the abolition of any image-making, of any sign-

2 ralix Guattari, ‘Ritornellos and Existential Affects’, in 7The
Guattari Reader, p. 159.

2 Falix Guattari, ‘Ritornellos and Existential Affects’, in The
Guattari Reader, p. 168. and ‘La récursion énonciative’ in
Cartographies schizoanalytiques, Paris : Galilée, 1989, p. 231.
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making of the world, as the literalised signifier severs the
link between expression and construction (‘Phallus’ or
‘Art’ come down to the same... thing, from Fountain to
Dart-Object [ Objet-Dard), from The Bride to The Given).
The cutting(-out) of Painting by the ‘invisible colour’ of
titie-words is thus negotiated in accordance with a logic of
the event that reduces art to the Bachelor Machine®* of a
‘floating’ Signifier whose ‘expressions’ no longer
symbolize anything but the ‘Tautology in acts’ of
construction ‘without any resonance in the physical
world, as Duchamp says. Its ultimate Reality is ex-posed
in the guise of its image fetishised as object: Given[étant
donné] the absence of sensible donation in the in-
aesthetic state, art outside art is what realizes and de-
realizes its own signifying-image. This is Duchamp’s
unique position in contemporary thought: To translate the
real impossibility of Romanticism into a nihilistic irony that

2 We should here remember that the Deleuzo-Guattarian
appropriation of Duchamp appears in Anti-Edipus, where the
question of the ‘celibate machine’ qua desiring machine is
overdetermined by a quite perverse relationship to Lacan (‘to
schizophrenize Lacan’).. Beyond Anti-Gdipus, Guattari will
always recognize that Lacan had the merit of
deterritorialising desire, in so far as his objet a was defined
as ‘non spécularisable, échappant par 13 aux coordonnées
d’espace et de temps (Chaosmose, p. 132). | dealt briefly with
this question in ‘Contemporary Matisse’, in Deleuze, Guattari
and the Production of the New, ed. by Simon O’Sullivan and
Stephen Zepke, London-New York : Continuum, 2008, p. 144.
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takes possession of the -~ ‘presentation of the
unpresentable’ traditionally reserved for aesthetics — no
longer the Invisible of/in [de/dans] the Image, nor the
Intersubjectivity of/in Form, but the Signifying-Image, the
proliferating voiding of the Image out/of [de/hors] art as
the in-aesthetic foundation of postmodernity that /s de-
monstrated for the first time and, if not dismantled,
exhausted as such in art, in art qua antiart = anart. In the
guise of the Possible, as Duchamp explains, and against
its chaosmic Guattarian appropriation, the ‘Aypophysic of
the letter ‘Aas burnt any possible aesthetics'. Michel de
Certeau explains it fairly well: Its ‘productions are
fantastic not in the indefiniteness of the reality that they
make appear at the frontier of language [this is the
guattarian vision], but in the relationship between the
mechanisms that produce simulacra and the absence of
anything else. [...] The machine producing language is
wiped clean of history, isolated from the obscenities of
reality, ab-solute and without relation to the “celibate”
other.” It is in this sense that ‘Celibacy is scriptural’ and
that the letter obeys ‘the logic of a celibate narcissism’, a
logic whose rigorous protocol will be produced by Lacan
(‘lalangue is the place of the impossibility of the sexual
relationship’) and where ‘is deployed the ironic and
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meticulous work of mourning’®. - Of aesthetic’s
mourning, in its relational being.

It is this anti-aesthetic that will have determined the
level of intervention of a conceptual art which is
simultaneously ‘exclusive’ and ‘inclusive’,?® in its
‘informative’ endeavour to neutralise the aesthetic plane
of composition, ‘so that — following Deleuze and Guattari
— everything takes on a value of sensation reproducible
to infinity’* (this is the primary information of a
materialist function initially articulated as Language Art
after Analytical Philosophy); as well as the radicality of the
alternatives required to make the machination of being
that has been named Post/modern (with the bar
expressing the phenomenon in terms of forces) pass
through logics of sensation likely to disorganize or affect
its course with their capacity for inventing mutant
subjective coordinates of re-singularization, in which
experimentation implicates, explicates and complicates in

% Michel de Certeau, The Practice of Everyday Life, p. 150-152

(«The Celibate machines»).

Which does not contravene the distinction - more
phenomenal and historical ~ proposed by Peter Osborne
between ‘/nclusive or weak Conceptualists’ and ‘exclusive or
strong Conceptualists’, see P. Osborne, ‘Conceptual Art
and/as Philosophy’, in M. Newman, ). Bird, Rewriting
Conceptual Art, London : Reaktion Books, 1999, p. 49.

7 Gilles Deleuze and Félix Guattari, What is Philosophy?, p. 198.
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a determinant fashion the physical as well as the social
‘environment’, the boundaries of which no longer coincide
with the participant individuals. \t engages what Guattari
calls - let us recall - ‘the discovery of a negentropy at the
heart of the banality of the environment’,?® the better to
project the re-making of the readymade he counter-
produces into a constructivist bio-aesthesics.

As a weak thought (the new Pensiero debole), which
reprocesses (and de-processes) this double movement,
this movement a double entente et détente, into zero-sum
cultural protocols of institutional re-aestheticisation (from
the aestheticisation of the conceptualist neutralisation
and the institutionalisation of environmentalist
experimentation),  relational  aesthetics is  the
postproduction brand [marque] corresponding to that
moment, diagnosed and denounced by Deleuze and
Guattari, when ‘the only events are exhibitions, and the
only concepts are products that can be sold’® - sold to the
user-consumer of forms who will have forsaken any attack
on cultural capital in order to adapt it to his or her desires,
in an open conviviality opposed, with minimum expense,
to consumer-driven uniformisation of past times. A
managerial model for Art in our ‘capitalogical’ present.

2 Falix Guattari, Chaosmosis, p. 131.
% Gilles Deleuze and Félix Guattari, What is Philosophy?, p. 10.
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Dans le texte, in Bourriaud’s text entitled
Postproduction: ‘Artists today practice postproduction as
a neutral operation, a zero-sum game, whereas the
Situationists had the goal of corrupting the value of the
work being diverted, in other words of attacking cultural
capital. Production ... is a capital with which consumers
can realize a set of operations that make them the tenants
of culture.”® However, it is not to Michel de Certeau, cited
here, and to his creative alterconsumer, that Bourriaud
ascribed the ‘philosophical foundations’ of his essay - but
to Marx, according to an ‘aesthetic’ as well as an
‘economic’ gesture that will by now be familiar: ‘for Marx,
the only element capable of defining “human nature” is
nothing other than the relational system established by
humans themselves, that is to say the commerce of all
individuals with one another.”® The circle is in a certain
sense complete when the humanist Marx’s ‘Total Man’,
severed from the analysis of fetishism that incorporates
the social relations into the order of reification, becomes
the last signifier of a cultural democracy rendering itself
adequate to a world art market in the process of inventing
a new consumerist model for counter-culture. And this
circle may even take on the aspect of an infernal spiral
when we encounter ‘Deleuzo-Guattarians’ identifying the

% Nicolas Bourriaud, Postproduction, p. 33.

3 Nicolas Bourriaud, ‘Le scénario et 'effet spécial’, Arf Press 2
(2006) (‘La scéne frangaise’), p. 50.
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situation of contemporary art practices with the field of
relational aesthetics under the rubric of rhizomatics.?* It is
fortunate that Bourriaud, albeit in a confused way (but
rightly centered on the question of the subject), has taken
to recently mark the difference, from the point of view of a
post-Romantic dynamic of the Subject-Form he will
henceforth call radicant...>® The radicant subject.
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Cf. Simon O’Sullivan, Art Encounters Deleuze and Guattari,
Thought beyond Representation, London : Palgrave, 2006, p.
14, p. 17. An ‘identification' which, in fact, does not come
about without a certain unease on the author's part: ‘where
are the becomings ?’ ; how does this differ from ‘the practices
offered by consumer culture’? (p. 177-178, n. 55).
Nonetheless, to appeal to a supposedly Deleuzian definition
of art as the ‘expression of an independent and private
symbolic space’ (p. 181, n. 20) does not seem to us the best
way of responding to the question.

Nicolas Bourriaud, The Radicant, New York: Lukas &
Sternberg, 2009, p. 55 : ‘Above all, unlike the rhizome, which
is defined as a multiplicity that brackets out the question of
the subject from the beginning, the radicant takes the form of
a trajectory or path; the advance of a singular subject’. (Spot
the difference between this ‘path’ and Guattari’s process of
subjectivation that proceeded through the rhizome he
elaborated with Deleuze...)
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Altermodern Epilogue

Never believe that a smooth space will suffice to save us.

Gilles Deleuze, Félix Guattari, A Thousand Plateaus

In the current era of (alter)globalization, (self-) critically
radicalized by the collapse of the world financial system,
Nicolas Bourriaud now calls for ‘ethical responsibility’ in a
‘global dialogue’ enacting the diaspora of forms in motion
and the formal transcoding of the worldwide culture we
live in (a ‘viatorisation’ of forms that inevitably echoes the
‘migration of forms’ foregrounded by Roger Bruegel on the
occasion of Documenta 12).3* Consequently, he
rearticulates relational aesthetics as/within a declared
geopolitical altermodernism conceived as ‘a synthesis
between modernism and post-colonialism’;®> a synthesis
in which the heterochronic ‘journey-form’ of the nomad-

% For a deconstruction of the dispositive of Documenta 12, see
“Multitudes Icnes versus Documenta Magazine” (with
Giovanna Zapperi), Multitudes, 30, autumn 2007 ; and also
the website http://multitudes-icones.samizdat.net.

In this process, Documenta 12 is actively remixed with
Documenta 11 — led by Okwui Enwezor — from which the
Altermodern Tate Triennal strategically comes. Of the many
‘platforms’ for discussion scattered around the world by D11,
let's mention ‘Créolité and Creolization’ and ‘Four African
Cities.
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artist (the polyglot wanderer) emerges from the death of
postmodernism to give rise to a ‘networked “archipelago”
form of modernity’.3® Beyond the fashionable celebration
of nomadism as a self-sufficient Jjnterform of artistic
identity in the age of trans-national smooth capitalism (as
diplomatically pointed out by T.. Demos in the Tate
Triennial Catalogue) and the market-celebration of ex-
eccentric artists (from China, India, the Middle East,
Eastern Europe...) that structures so-called ‘International
Contemporary Art’, we appreciate the opportunity to
retain, at least, Bourriaud’s symptomatic statement about
the end of postmodernism  (with the critique of
hybridization he is now developing in parallel with the
critique of a multiculturalist essentialism — what Hal
Foster called the ‘hegelianism of the other’). Even if we
suspect that in this new storytelling of the ethnographic
turn in contemporary art and criticism, it will appear that
the modern has always already been altermodern (the
Lyotardian refrain taken up by Simon Critchley) because
the dialogical or intersubjective narrative that unfolds the
critique of the (classic-modern) subject is still centered on
the subject, ‘and it still centers on the subject’ (the travel-

% Nicolas Bourriaud, ‘Altermodern’, 7ate Triennial, London: Tate
Publishing, 2009 (pages not numbered).
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practice of a narcissistic self-refurbishing);* while the
altermodern will always already be ‘en retard’ (a delay in
plexiglass) with regard to the political radicality of the real
forces the post-relational narrative needs to recycle
(formal communism of the Exodus) and ‘translate’
(aesthetic precariousness), with a perfect strategic
professionalism, into the geocustomization of the (art)
world... It reads, with a certain formulaic air (perhaps
because it no longer cares to hide its aprés-coup
character): ‘The altermodern is fo culture what

altermondialisation is to geopolitics’.3®

¥ Hal Foster, ‘The Artists as Ethnographer’, in The Return of the
Real, London, MIT Press, 1996, p. 179-180. And more
specifically : ‘in this light the othering of the self[...] is only a
partial challenge to the modern subject, for this othering also
buttresses the self through romantic opposition, conserves
the self through diatectical appropriation, extends the self
through surrealist exploration, prolongs the self through
poststructuralist troubling, and so on.’

%8 Nicolas Bourriaud, The Radicant, p. 18s5.
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