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Cay Saati, veya Tarihin Dokusu. Simon Wachsmuth’un "Qing’"
Filmi Uzerine Birtakim Diisiinceler | Karin ludovatz

Simon Wachsmuth'un “Qing’ isimli filmi, nakis
desenleriyle bezeli zarif, yesil bir ipek dokuyu
gosteren iki gorintinin ikili bir projeksiyonda
karanliktan siyrilmasiyla basliyor. Gorlntiiler,
sukunetleriyle ters disecek bicimde hem
gosterilen dokunun hem de enstalasyonun
isminin yaptigi gibi ‘Eski Cin’e atifta bulunan bir
ugultu sesiyle vurgulaniyor. Qing hanedanligr,
1644'ten 1912'ye kadar Cin imparatorlugu’na
egemen oldu ve bu doneme kendi ismini
verdi. Simon Wachsmuth’un burada sundugu
calismadaiseCinikincil,ancakyinedeonemlibir
rol oynuyor. Enstalasyonun arkasindaki hikaye
daha ziyade zulim, goc, aile baglari, hayatta
kalma miicadelesi ve varligin sirdirilmesi ile
ilgili. 20. Yuzyil tarihi ile yakindan iliski kuran
hikayeye bu ylzyilin terord damga vuruyor. Bu
nedenle Cin ipeginin zarafeti filmin tarihsel
baglamiyla catismaya giriyor adeta. Yine de
Wachsmuth, aciga vurmak ve dolayli olarak
da olsa soylemek Uzere oldugu sey icin daha
carpici bir gorsel metafor, daha yerinde bir
goruntu basligi secemezdi herhalde.

Bu acilis gorintisiinde bircok acidan
programatik olarak nitelendirilebilecek bir
sey var. Madde filolojisini imleyen ve yazinsal
malzemeye veya dokuya (Stoff], yani bagimsiz
gelenege gonderme yapan tekstil malzemesi,
sanatsal acidan ele alinis bicimiyle yeni bir
anlati kuruyor. Bir doku ve kumas olarak ipek,
mecazi anlamda hem (ipek Gretiminin trinleri

ve teknolojisinin de znesi oldugu) tarihsel
sureclerin kiresel olcekte ic ice gecisini hem
de bireysel deneyim ve tarih arasindaki iliskiyi
temsil ediyor. Acilis sekansinda gosterilen
doku, gorsel anlamda projeksiyon alaninin
yuzeyini ikiye katliyor veya onunla ortisuyor.
Diger yandan bu doku, izleyiciyi ‘oyuna’ takdim
eden bir ‘perde’ islevi goriyor ve seyircilerin
oyunun arkasinda yattigina inandirildiklari
seye yonelik konsantrasyonunu artiriyor ve
ilgisini tetikliyor. Edebiyatin dokusu (Stoff]
bir 6z veya baslangic noktasi olarak daima
hikayenin tek bir kademesini olusturur; kimisi
mat kimisi yari-saydam olan digerleri ise
katmanlar halinde onun lizerine yerlesmistir.
Bu acidan bakildiginda yesil ipek de arkasinda
bulunan katmanin nifuz ettigi bir katman
olarak gorulebilir; yani, yesil ipegin film
boyunca gitgide saydamlasmasiyla perde de bir
ortlye donusir. Sagdaki projeksiyon alaninda
dokunun sarip sarmaladigi gorulen bir kadin
giderek daha gortnir hale gelirken sol tarafa
hala kumasin mat yiizeyi hakimdir. Uretim
estetigi acisindan cok sayida katmandan
biri olan doku (Stoff], gérintinin, sesin ve
zamanin farkli dizeylerinin  ‘tortulasmasr’
olarak filme atifta bulunurken bir yandan da
tarihsel aciklamalarin anlatisal dizlemde Gst
uste gelislerine isaret eder.

Filmin ana karakterlerinden biri haline gelen
yesil giysi, farkli anlam duzeylerinin yani sira

1 ingilizceye ceviren Christoph N&thlings'in notu: Bashigin Almanca orijinali “Der Stoff der Geschichte,” Stoff sézctigiiniin anlam

zenginliginden faydalaniyor. Doku, kumas, giysi, 6z, malzeme, madde, 6zne, konu, bahis, esas gibi ¢ok cesitli anlamlar barindiran

s6zcligli tek basina karsilayabilecek ingilizce bir kelime bulunmuyor. Bu yazida Stoff, esas olarak kumas ve doku anlamlarina ge-

liyor; bu nedenle, gectigi yerlerdeki baglami g6z 6ntinde bulundurarak cevirdim veya orijinal metinde ilk kez kullanildigi yerde

Almanca sézciigi de parantez icinde belirttim. Maalesef sézciikteki cokanlamliligi ingilizcede yakalamak mimkiin degil.

Tea Time, or: The Fabric of History. Some Reflections on
Simon Wachsmuth’s Qing'! | karin Gludovatz

At the beginning of Simon Wachsmuth’'s film
Qing two tableaus detach themselves from
the dark in a double projection, showing a fine
green silk fabric with ornamental patterns.
In contrast with their tranquility, the pictures
are underscored with a whistling sound
which, both like the fabric shown and the title
of the installation, functions as a reference
to ‘Old China.” The Qing dynasty ruled the
Chinese empire from 1644 to 1912, and gave
its name to this period. In the work by Simon
Wachsmuth presented here, however, China
only plays a secondary, albeit important role.
Rather, the story behind the installation is one
of persecution, migration, family ties, survival
and continued existence. Itis closely associated
with the history of the 20th century, and
marked by its terror. Therefore, the fineness
of the Chinese silk clashes somewhat with
the film’s historical context. Still, Wachsmuth
could hardly have chosen a more suitable
title picture, a more telling visual metaphor
for what he is about to reveal and, however
implicitly, tell.

In several respects, there is something
programmatic about this opening image. The
textile material is an allusion to the substance
philologyreferstoas literary material or subject
matter (Stoff], that is to say, to the independent
tradition which, through its artistic treatment,
generates a new narrative. Silk, as fabric and

textile, metonymically stands for both the
global interweaving of historical processes (to
which also the products and technology of silk
production are subject] and the relationship
between individual experience and history. In
visual terms, the fabric shown in the opening
sequence doubles the surface of the projection
field or coincides with it. On the one hand, it
serves as a curtain,” which introduces the
audience to the ‘piece’ announced, enhancing
the spectators’ concentration and sparking
their interest in what they are made to believe
is lying behind. As a core or starting point,
the subject matter (Stoff] of literature always
makes up only one level of the story; layer by
layer, others are placed onto it; some opaque,
some translucent. From this perspective, also
the green silk can be seen as a layer penetrated
by the one behind it—that is to say, when in
the course of the film it gradually becomes
more transparent, the curtain turning into a
veil. In the right projection field, a woman who
appears to be covered by the fabric is gradually
becoming visible, while the left-hand side is
still dominated by the opaque surface of the
textile. As one of many layers, the fabric (Stoff],
in terms of production aesthetics, refers to the
film as ‘'sedimentation’ of different levels of
image, sound and time, but also to the narrative
superimpositions of historical accounts.

1 Translator’s note: The original German title, “Der Stoff der Geschichte,” plays on the rich semantics of the word Stoff

which can be used to refer to concepts as diverse as ‘fabric, ‘textile,” ‘cloth,” 'substance,” ‘material,” ‘matter,” ‘subject,’

‘subject matter,” ‘topic,” ‘stuff’—a diversity which no English word covers. In the essay, Stoff mainly refers to ‘fabric,” and

‘(subject) matter,” and | have translated all instances of the word, depending on context, with either, inserting the German

term where it first occurred in the original text. Unfortunately, it is impossible to capture the ambiguity in English.



kendini de temsil eder. Kadin baslangicta
yavas yavas ve yogunlasmis bir sekilde zemin
uzerinde emekliyor. Titizlikle yaptigr kivranma,
yuvarlanma ve siriinme hareketleri zarif ancak
yorucu bir ilerleme bicimiyle birlestiriliyor.
Kadin en sonunda varacagl noktaya,
sahiplenmesine hazir bir sekilde yere serilmis
olan yesil dokuya yaklasiyor. Dokunun Uzerine
uzaniyor, tipik hareketlerine devam ederek
dokuyu kendisine sarmaya basliyor ve adeta
dans eder gibi onu giyiyor. iste bu anda yere
serilmis olan dokunun bir Cin giysisi oldugu
ortaya cikiyor. Ona simdi dansci kadin hayat
veriyor ve boylece doku, acilis goriintistindeki
duzligunden cikartiliyor.

Qing doneminden kalma giysi, tarihin
calkantilarinin hemen hemen tesadufi bir
sekilde Sangay'a getirdigi, sanatcinin buyuk
teyzesi olan Dita Tenger’e ait. Dita, 1930’larin
sonunda Cin’e yaptigi is seyahatinde esiyle
birlikteydi. Cift daha sonra Almanya ve
Avusturya’'daki siyasi durumu goz oniinde
bulundurarak Avrupa’ya geri donmemeye ve
Sangay’a yerlesmeye karar verdi. Dita'nin kiz
kardesi (ve Simon Wachsmuth'un biyiikannesi)
Gertie Tenger ise Viyana'da kaldi. Gertie,
kismen saklanarak Nasyonal Sosyalizmden
sag kurtuldu, fakat annesi ile babasi sinir
disi edildi ve oldirildi. Gertie, 1942’de Dogu
Asya’da yasamini yitiren Dita'nin kendisine
biraktigi bir cift Qing giysisine savastan sonra
sahip oldu. Kaybettigi kiz kardesinin paylasma
sansi bulamadigr hayatinin bir doneminden
kalan ve tabii ki kiz kardesinin hayati hakkinda
ona bir seyler anlatan bir miras, tanidik
olmayan bir cift giysi...

iki kadin da Grete Wiesenthal cevresinden
disavurumcu danscilardi. Gertie, Viyana'da
ve 1933 oncesi Almanya’da basarili olmustu.
Aile vyadigari bu giysiler Wachsmuth'un
enstalasyonunda, iki kiz kardesi ve tarihin
seyri icindeki hikayelerini oldugu kadar
Alman disavurumcu avangart dans ile bu
tirin 1920'lerde yarattigi dans formlarindan
olusan yeni repertuari da ele almak uzere bir
baslangic noktasi teskil ediyor. Aralarinda
Gertrud Bodenwieser, Grete Gross ve Gertrud
Kraus'un da bulundugu danscilarin kisisel
hayat hikayeleri, 1920’ler Viyana'sinin (kismen
de olsa) ne kadar acik, uluslararasi ve yenilikci
oldugu ve modern dans acisindan ne kadar
onemli bir rol oynadigi dislincesini aktariyor.
Ancak bu kadinlarin hayat hikayeleri, Nasyonal
Sosyalizmintimbugelismelerinsonunuansizin
getirisine de taniklik ediyor: Bodenwieser ve
Kraus Ulkeden goc edebilmislerdi, Gross ise
oldiralda.

Simon Wachsmuth’un filmindeki dansci Loulou
Omer, tam da bu farkl (tarihsel) baglantilari
ve iliskileri hareketleriyle icra ediyor ve bunu
yaparken bu baglantilar ile iliskileri yeniden
canlandirmiyor veya anlasilir kilmiyor. Kadinin
giyindigi sirada dokunun ici ve disi tersine
cevriliyor. Kadinin giysiyi kesfettigi esnada
giysinin dis yuzeyinde kullanilan farkli dokular
da soldaki goriintide gosteriliyor. Yesil kumasi,
bol nakisli kirmizi bir doku ve en sonunda da
cizgili bir desen takip ediyor. Giyinme eylemi,
en az giysiye yaklasma eyleminde oldugu
kadar karmasik ve zahmetli bir slirec olarak
temsil ediliyor; boylece, Omer’in bu prosediri
basariyla tamamladiktan sonra pelerininin
lzerinde birkac saniye durmasi son derece
dogal gorunuyor.

In addition to its different reference levels, the
green cloth, which becomes one of the film'’s
protagonists, also represents itself. Initially,
the woman slowly and concentratedly crawls
across the black floor. Her precise movements
consist of writhing, rolling and creeping
motions which are merged into a graceful,
but somewhat strenuous form of advancing.
Finally, the woman approaches her destination,
the spread-out green silk fabric ready to be
taken into possession by her. She lies down on
the fabric and then begins to wrap it around
herself by continuing her characteristic
movements, dressing, as it were, by dancing
with it. Only now does it become clear that the
spread length of fabric is a Chinese piece of
clothing. It is now being brought to life by the
dancer and deprived of the flatness manifest in
the opening image.

The dress is from the Qing period and once
belonged to the artist’s great aunt, Dita Tenger,
who had been brought to Shanghai, more or
less randomly, by the upheavals of history. At
the end of the 1930s, Dita was accompanying
her husband on a business trip to China, when
the couple, in view of the political situation in
Germany and Austria, decided not to go back to

Europe and settle in Shanghai. Her sister Gertie
Tenger (Simon Wachsmuth's grandmother)
had remained in Vienna; partly in hiding, she
survived National Socialism, while her parents
were deported and murdered. After the war
she came into the possession of a couple of
Qing robes left to her by Dita, who had died
in East Asia in 1942—unfamiliar things that
belonged to a phase of her lost sister’s life
she had not been able to share and of which
this inheritance, obviously, was to tell her
something.

The two women were expressionist dancers
from the environment of Grete Wiesenthal;
and Gertie had been successful in Vienna and
before 1933 also in Germany. In Wachsmuth’s
installation, these heirlooms serve as a
starting-point for dealing with the two sisters
and their stories in the course of history,
but also with the avant-garde of German
expressionist dance and the new repertoire of
dance forms it had created in the 1920s. The
individual life stories of these dancers—among
them Gertrud Bodenwieser, Grete Gross and
Gertrud Kraus—convey an idea of how open,
international and innovative the Vienna of the
1920s must have been (at least in part], and
of its significant role for modern dance. The
life stories of these women, however, also
bear witness to the abrupt end that National
Socialism spelled for these developments:
Bodenwieser and Kraus were able to emigrate;
Gross was murdered.

In her movements, Loulou Omer, the dancer
in Simon Wachsmuth’s film, literally performs
approaches to the variegated [(historicall
interconnections and relations—without, in



Kumasin cevrilmesi (ayrica kumasa dogru
yapilan yakin cekimler araciligiyla bu
cevrilme hareketinin etkisi artiriliyor), Gretimi
sonrasinda nesneye baglanan cok sayida
hikayeyigorselanlamdaterciime ediyor. Elbette
biz bu hikayelerden yalnizca varisinin giysiyle
iliskilendirdigi hikayeleri ve torununun bize
anlattiklarini biliyoruz, digerleri ise karanlikta
kalmayl sirdiriyor. Cokkatmanlligin  bir
ifadesi olarak giysinin ters yiiz edilmesi ve
katlanmasi, giysiyle iliskilendirilen hatiralarin
ve anlatilarin cesitliligini yansitiyor. Yakin ve
uzak planlar, yani secilen ayarlar, (a) bireysel
deneyime ickin ayrintili bakisin ve (b) belirli
bir tarih kavrayisi yakalamak isteyen genel
bir bakisin gorsel karsiliklaridir. Kesmeler ve
kesme sonucunda kameraacisindaortayacikan
degisimler (Ustten goriinimden yan goriinime
gecis) sahnenin siikunetini bozuyor. Ana
karakter de bu bozulmaya karsilik verircesine
bir sonraki nesneye dogru ilerleyerek, kaldigi
yerden hareketlerine devam ediyor.

Kisa bir sekans boyunca Omer, bir yandan
oncekiyle ayni mesafede, diger yandan da

Aile belgelerini ve fotograflarini da iceren arsivsel
materyaller / Archival materials accompanied by family
papers and photographs

yakin planda olmak tzere her iki projeksiyonda
da goruliyor. Bir kolu veya bir bacagl sadece
zaman zaman kadrajin disina ciksa da genel
bakista bile viicudu, gorintinin sinirlarinca
oncekine oranla daha fazla bdélimlenmis
gibi gorunuyor. Bu sekansta yakin planlar ya
gozden kaybolani ya da cok az bir gecikmeyle
ayni manzaray! gosteriyor. Bu bélimleme de
Omer’in hareketlerinin cok daha mesakkatli
gorinmesine yol aciyor. Dolayisiyla, Omer’in
durdurulamayacak gibi goriinen ilerleyisinde
mavi bir porselen fincana ulasmasi da daha
dramatik bir bicimde sahneleniyor. Dansci
bu nesneye adeta sevecenlikle vyaklasiyor,
sonra baska tarafa yoneliyor ve giysisinden
siyrilip cikiyor. Bu esnada kumaslarin farkl
parcalari, soyunma sirasina gore soldaki
goruntude gosteriliyor; ta ki kumaslarin ici
ve disi ayni anda gorinur olana dek. Bunun
ardindan vyolculuk, dis yiizeyi kendini yakin
planda beyan eden bir sonraki giysiye dogru
devam ediyor. Omer giysinin oldugu yere
vardiginda kameranin acisi arka goriiniimden
ust gorinime geciyor ve yukarida tarif edilen
giyinme sireci tekrarlaniyor. Ancak tek bir
farkla: Halihazirda yere serili olmayan, bu
nedenle de once acilmasi gereken giysinin
kesfi daha fazla caba gerektiriyor.

Yeni giyinmis dansci bikip usanmadan bir
sonraki varis noktasina dogru ilerliyor.
Baslangicta yalnizca tek bir fincan gordliyor,
sonrasindaiseyine Gertie Tenger’e ait biitin bir
cay takiminin parcalari siyah bir zemin Uzerine
tek tek yerlestirilmis olarak gorintiye geliyor
ve Omer cay takiminin parcalari arasinda
heyecanli ve daha hizli bir sekilde hareket
ediyor. Fincanlari ve fincan tabaklarini eline

Dansci Gertie Tenger'in fotograflari, 1920 ler ve 30'lar
Photos showing the dancer Gertie Tenger, 1920-30"s

so doing, re-enacting them or making them
understandable. While the woman dresses, the
inside and outside of the fabric are reversed. At
the same time, while the woman is exploring

therobe, thedifferentfabricsusedforitsoutside
are shown in the picture on the left. The green
textile is succeeded by a richly embroidered
red fabric and, eventually, by a striped pattern.
The dressing is presented as a process no less
complex and painstaking than the approach to
the dress, and it seems only natural that Omer,
having successfully completed this procedure,
pauses for a few seconds in her cloak.

The turning-over of the fabric, the effect of
which is enhanced by accompanying detail
shots, visually translates the multitude of
stories connected with the object following its
production—the only stories we know being
those that the robe’s heir associated with it
and that her grandson has told us, the others
remaining obscure. The inversion of inside
and outside and the folding, as expression
of the manifold, reflect the diversity of
reminiscences and narratives associated with

the dress. Close-ups and long shots, i.e. the
settings chosen, are visual equivalents of (a)
the detailed view characteristic of individual
experience and (b) the overall view aiming at
a particular conception of history. The cuts
and the resulting changes in the camera
perspective—from top view to side view—break
the tranquility of the scene. The protagonist, as
though in response to this break, resumes her
movements by heading on to the next object.

For a short sequence she is now seen in both
projections, namely, on the one hand, from the
same distance as before and, on the other, from
close up. Eveninthe overallview, her body seems
to be fragmented by the margins of the picture
much more than before, when only occasionally
one arm or one leg protruded beyond the
margin. In this sequence, the close-ups show
either what has dropped out of sight or, slightly
delayed, the same view. This fragmentation
makes Omer's movements look far more
laborious. Accordingly, also her reaching for a
blue porcelain cup, the next destination on her
seemingly unstoppable progress, is staged more
dramatically. The dancer almost caressingly
approaches this object, then turns away and
wriggles out of her garment. In parallel, different
parts of the fabrics are shown in the left picture
in the order of undressing, until at last inside and
outside become visible at the same time. The
journey then continues on to the next garment,
whose surface already announces itself in close-
up. Once there, the perspective changes back to
top view, and the above-described process of
dressing is repeated, with the only difference
that the exploration of this dress, which is not
readily spread out but needs to be opened,
requires more effort.



alarak etrafa dagilmis parcalari dizenliyor.
Hareketleriyle bu tuhaf tanzimin ve tanzime
ait diizenin arkasindaki itici gliciin bir parcasi
oluyor. Zemine yayilmis natirmordun imgesel
sinirlari icinde kalmasina ragmen parcalari
yeniden toplayarak sinirlari  genisletmek
Omer’in elinde. Hafifce singirdayan fincanlarin
ve kameradan gelen yumusak sesin eslik
ettigi degisik bir cay toreni, son derece yogun
bir konsantrasyon haliyle sunuluyor burada.
Siyah zemin, porselen parcalari tanzim etmek
ve yeniden dizenlemek icin bir levha islevi
goriyor. Porselen parcalar da Wachsmuth'un
isine zemin olusturan hikayelerin kalintilari:
aktarilmis olan ve hikayelerinin yalnizca bazi
parcalarini aciga cikaran seyler, her ne kadar
konusturulmalari icin kullanimda olmalari
gerekse de. Metafor secimi isabetli: eldeki
fincan butin bir parcadir elbette, ancak
tekrar tekrar tanzim edilebilecek bir bitinin
parcasidir. Aile yadigari olan bu parcalar,
gelenek siirecinin her nesilde ve her bireyle
yeniden  dizenlendigini  gostermek icin
kullaniliyor.

Natirmordu geride birakan dansci, digerleri
gibi acilmasi gereken ancak hizla giyilebilen
bir sonraki giysiye yaklasiyor; fincanlarla dans
etmekten nesnelerle ugrasmanin daha dogal
bir yolunu ogrenmis gibi. Boylece, bireysel
hareket tarziyla seylere, tarihin ve hikayelerin
icinde demlenen nesnelermis gibi yaklasma,
onlari sahiplenme, ama ayni zamanda da
serbest birakma yontemi gelistiriyor. Dansci,
tarihsellestirmeyi bedensel bir eylem olarak
icra ediyor. Yani danscinin hareketleri anlam
dretmenin bir yoluyken, sanatci bu Uretimi
bir goriintliye aktararak bedeninden ayiriyor.
Dansla dansin gorintisu arasindaki bosluk,

Some Descriptive Acts, Zilberman Gallery, Berlin 2017
Fotograf/Photo: Chroma

ayni hikayenin farkli anlaticilar tarafindan
anlatildiginda artik ayni hikaye olarak
kalmayabilecegini ortaya koyuyor.

Sunulma sekline gore kalintilar veya seyler
olarak beliren nesnelerin etkilesiminden
ve ona bagli sanatsal yorumdan cikan soru,
tarihsellestirme ve kdlturler udsti muzakere
sureclerinde hakikat ile kurgu payminin ne
oldugu sorusudur. Cogunlukla kacis, kovulma
ve goc, boylelikle de (filmde kullanilanlar gibi)
miras alinan seylerin tarihi bu muzakerelere
eslik eder. Onceki sahiplerine ters diisen
bir manevrayla Avrupa'ya getirilmis olan
giysiler su an Wachsmuth'un aile hikayesi
baglamindaki anlati imkanlarini  miiphem
dogalarina borclu olduklari  Almanya’da
bulunuyorlar. Miphemlik, aile yadigari ve
Cin kultirine ait esyalar olmanin yani sira,
sanatcinin  bilylk teyzesinin  Sangay'daki
strginligininsembollerive Dita Tengeronlari
ikinci Diinya Savasi sirasinda getirmeden yillar
once Uuretilen, Cumhuriyet oncesi Cin drlnleri
olmalarindan kaynaklaniyor. Qing filmindeki
danscinin performansi, ister donemsel olsun
ister dini veya etnik, kultirel atiflarin tarihten

Newly clothed, the dancer relentlessly moves
forward, on to her next destination. Initially
only one cup is visible, then a whole tea set,
which also belonged to Gertie Tenger, comes
into view on the black floor, piece by piece, with
Omer apparently moving very excitedly and
faster between its individual parts. She takes
up cups and saucers, arranging the scattered
parts. In her movements, she becomes part
of this bizarre arrangement and the driving
force behind its order. Although she remains
within the imaginary boundaries of this
expansive still life, it is up to her to push these
boundaries by reassembling the dishes—to
the accompaniment of softly rattling cups and
a gentle sound off camera, a different kind of
.tea ceremony’ is being presented here in a
highly concentrated manner. The black ground
serves as a foil for arranging and rearranging
the porcelain pieces. They, too, are relics of
the stories that form the basis of Wachsmuth'’s
work: things which have been passed on and
which only reveal fragments of their story, even
though they can be made to speak through
their use. The metaphor is accurately chosen:
to be sure, the cup in one’s hand is a complete
piece and yet only part of a whole that can be
rearranged again and again. The heirlooms are
used so as to demonstrate that the process of
tradition is newly arranged in every generation
and by every individual.

Having left the still life behind, the dancer
approaches the next garment which, like the
others, has to be unfolded but can be swiftly
pulled on—as though the woman, by dancing
with the cups, had learned a more natural
way of dealing with objects. In her individual
form of movement she thus develops a way of

approaching the things as objects steeped in
history and stories, of appropriating them but
also of letting go of them. The dancer performs
historicization as a somatic act: her movements
are a way of creating meaning—a creation
which the artist, for his part, disembodies by
transferring it into an image. The gap between
the dance and the image of this dance makes
it clear that one and the same story, when told
by two different narrators, need not remain the
same story.

What emerges from the interplay of objects
(which, depending ontheir presentation, appear
as relics or as things) and from the respective
artistic interpretations is the question as to
the share of fact and fiction in the processes of
historicization and trans-cultural negotiations.
Such negotiations are often accompanied by
escape, expulsion and migration—and, thus, by
the history of the things inherited that are being
used here. In a movement running counter to
that of their previous owner(s), the garments
were brought to Europe; they are now in
Germany where their narrative potential in the
context of Wachsmuth'’s family history unfolds
from their ambiguous nature as heirlooms
and items of Chinese culture, as symbols
of the artist's great aunt’'s exile in Shanghai
and products of pre-Republican China that
were manufactured many years before Dita
Tenger bought them during World War Il. The
dancer’s performance in Qing brings to mind
that cultural attributions—whether epochal,
regional, or ethnic—are no less bound up
with narratives than history and personal
stories are. The artist, to be sure, in this work
insists that things, movement and the picture
have a facticity, but he does so not without



ve kisisel hikayelerden hic de asagi kalmayacak
kadar anlatilara bagli oldugunu akla getiriyor.
Bu calismadaki sanatci, siphesiz, seylerin,
hareketin ve gorintinin bir hakikati oldugu
konusunda israr ediyor, ancak bunu yaparken
s0z konusu hakikati devamli olarak sorguluyor
ve boylelikle de hakikat ile kurgu arasindaki
cift yonli iliskinin Uretken potansiyelini gozler
oniline seriyor.

Sanatcl, danscinin buldugu son giysi Uzerine
islenmis bir yuzun figuratif ayrintilarini seciyor.
Sagdaki projeksiyon alaninda yavas yavas
sekillenmeye baslayan bu ylz, giysiyi lzerine
giydikten sonra baska bir kap dizenlemesine
dogru neredeyse bedensel kasilmalarla
ilerleyen kadini izliyor gibi goriniyor. Baska
bir ‘cay tdreni'nin baslangic muzigi gibi
duyulan kisa bir Cin melodisi bu degisime
eslik ediyor. Bu esnada gitgide soyutlasan yiz,
en sonunda godzden kayboluyor. Sanatci da
nihayet her iki projeksiyon alanini isgal ederek
gorintl uzamini fetheder, 'yorum alani'nin ise
vakti dolmustur. Kadin her iki tarafta, iki farkl
acidan gosterilir: birbirine paralel bicimde
yukaridan goriiniim ve yandan goriinim. Ust
uste istif edilmis fincanlari dikkatle tabaklarina
dagitip cay doldurduktan ve hikayeler ve tarihle
yaptigi yorucu turu tamamladiktan sonra artik
hedefine varmistir. Dalgin halde bir fincan alir,
agzina gotlrdr, geri yerine koyar ve seyirciye
doner. Birkac kisilik cay takimini sevecen

hareketlerle tanzim etmesine ragmen bizi
karsilayan bakis dostca bir bakis degildir. Tam
aksine, nakisli yizde kendiliginden yer bulan
izleyicinin silinip gidisinde sezdirildigi gibi
seyirci burada elestirel bir bakisla karsilasir.
Bu bakis, hikayelerin ve tarihin oyle kolayca
tuketilemeyecegini, her ikisinin de daima caba
gerektirdigini soyliyor gibidir.

Ancak kadinin stiregen hareketleri ve degisen
kamera ayarlari araciligiyla odaya dagitilmis
seylerin farkina varmamiz gibi, gecmis de
tekil bir anlati perspektifiyle degil, coklu odak
noktalarina sahip tarihsellestirme siirecleriyle
anlasilabili. ~ Odanin icerisinde ilerleyen
dansci, izleyici acisindan bilinmez olan ve
Wachsmuth'un bireysel tasarimina yonelen bir
topografyayi takip eder. Sanatcinin kurguladigi
sahnedeki tarihsel nesnelere yaklasir ve bu
streci vicuduyla yorumlar. Her ne kadar
onceden belirlenmis bir koreografiyi takip
ediyor olsa da bu esnada kendi ifade bicimini
de iretir. Oyle ki sonucta Simon Wachsmuth’un
anlattigi hikaye danscinin hikayesi kadar
biyuk, ve bir o kadar da ufaktir.

Karin Gludovatz, Berlin Freie Universitesi'nde sanat tarihi profesériidiir. Yakin tarihli yayinlari arasinda sunlar bulunur:

art works. Asthetik des Post-fordismus, Berlin 2015; The Itineraries of Art. Topographies of Artistic Mobility in Europe and

Asia [Sanatin Giizergahlari. Avrupa ve Asya'da Sanatsal Hareketliligin Topografyalari], 1500-1900, Minih 2015 (derleyen:

Karin Gludovatz, Juliane Noth ve Joachim Rees); “Farbe macht Arbeit. Uberlegungen zu Jean-Luc Godards Passion,”

Kunst und Arbeit. Zum Verhéltnis von Asthetik und Arbeitsanthropologie vom 18. Jahrhundert bis zur Gegenwart icinde,
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constantly questioning this facticity and hereby
demonstrating the generative potential of the
interrelationship between fact and fiction.

From the garment last found by the dancer
the artist singles out the figurative detail of
an embroidered face. Slowly beginning to take
shapeintherightprojectionfield,thisfaceseems
to be watching the woman while she is putting
on the robe and then almost spasmodically
moves on to another arrangement of dishes.
The change is accompanied by a short Chinese
melody that serves as a prelude to another ‘tea
ceremony.” The face, meanwhile, is gradually
becoming more and more abstract until it
completely fades out. In the end, the dancer
has conquered the image space, occupying
both projection fields; the ‘comment field’
has become obsolete. The woman is shown in
two views and perspectives: top and side view
in parallel. Having carefully distributed the
stacked cups and poured tea into them and
ending her exhausting tour through stories
and history, she eventually seems to have
reached her destination. She pensively takes
a cup, brings it to her mouth, puts it back
again, and turns to the viewer. In spite of her
loving arrangements of the tea set for several
individuals, we are not met with a friendly
look; quite the contrary. As anticipated in the
deletion of the spectator inherently present in
the embroidered face, the viewer meets with

a critical look which seems to be saying that
stories and history cannot simply be consumed
but always require hard work.

Just as we only become aware of the things
distributed in the room through the woman’s
continuousmovementandthe changingcamera
settings, the past cannot be understood from
the perspective of a single narrative but only
from a polyfocal process of historicization. On
her way through the room, the dancer follows a
topography which, unknown to the spectators,
is oriented at Wachsmuth's individual design.
She approaches the historical objects within
the setting prepared by the artist, and interprets
this process with her body. Even though she
follows a predetermined choreography, the
dancer creates her own mode of expression.
So much so that, in the end, the story told by
Simon Wachsmuth is just as much the story of
the dancer—and just as little.

Karin Gludovatz is a professor of art history at Freie Universitat Berlin. Recent publications: art works. Asthetik des Post-

fordismus, Berlin 2015; The Itineraries of Art. Topographies of Artistic Mobility in Europe and Asia, 1500-1900, Miinchen

2015 (ed. with Juliane Noth and Joachim Rees); “Farbe macht Arbeit. Uberlegungen zu Jean-Luc Godards Passion,” in:

Kunst und Arbeit. Zum Verhltnis von Asthetik und Arbeitsanthropologie vom 18. Jahrhundert bis zur Gegenwart, ed. by
Anja Lemke and Alexander Weinstock, Miinchen 2014, 157-176 (with Sabeth Buchmann).
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Gezegen infilak Edecek

Natasa Ili¢ ve Simon Wachsmuth arasinda bir sdylesi

Natasa Ilic (N): Son konustugumuzda Otuz
Yil Savaslari etrafinda gelisen vyeni bir
projeden soz ediyordun. Bir dizi nesneyi, yani
Cesaret Ana ve Cocuklarrnin Berlin'deki
temsillerinden ilham alan at arabalari ile
oyunun sahnelenme bicimini tarif eden
1949 tarihli Ginli bir kitaptan*[il yola cikarak
Uretilmis bir dizi grafik calismayi kapsiyordu.
Bu fikir aklina nasil geldi, Brecht'ten ve
ozellikle de Cesaret Ana’dan yola nasil ciktin?
Ve neden belirli bir nesne olarak at arabasiyla
calismayi sectin?

S: Pekala. Korkarim biraz dolambacli bir
yoldan gitmem gerekecek clinki gozle gorindr
seylerden basliyorsun ki bu gayet mantikli.
Acikcasi bu konuya kapilmis bulundum. At
arabasi sonraki bir asamada ortaya cikti, her
zaman oldugu gibi baslangicta soyut bir fikirden
yola ciktim. Fikirden once cogunlukla bir sey
yapma istegi olur, buna sezgi bile diyebilirim
veya ikisinin bir karisimi. Baslangictaki
istegim Otuz Yil Savaslari ve Vestfalya Barisi ile
baglantili bir sey yapmakti.

N: Ve bu istek seneler once Vestfalya'da
calistigin sirada olustu.

S: Evet, Marta Herford koleksiyonu icin bir
eser Uzerine calisiyordum. Marta, Vestfalya,
Herford'da bir miize. Yerel bir konuyla ilgili
arastiryordum. Elbette Vestfalya'da olmak,

yalnizca ismiyle bile Vestfalya Barisi'yla ilgili
arastirma yapmayi anlamli kiliyor. Ancak bu bir
surpriz de olmadi, ciinkl o siralar bir siredir
zaten bu tarihsel olaylar, tim bunlarin anlami
ve az cok guncelligi Uzerine dusunuyordum.
Genel bir tarihsel arastirmayla basladim,
sonrasinda da ayrintilara ve Vestfalya'nin
yerel baglamina egildim. Savas zamanindan
kalma veya daha sonrasinda Uretilmis
olan materyalleri arastiriyordum, resimler,
cizimler, siyasi karikaturler, yayinlar vs. Ayni
zamanda da edebiyati inceliyordum, ornegin
17. ylzyildaki eseri Brecht icin bir baslangic
noktasi olusturan Grimmelshausen ya da
Schiller’in Wallenstein oyunu ya da parali asker
Peter Hagendorf'un ginligi gibi. Bir noktada
kacinilmaz olarak Brecht'in Cesaret Ana
oyununa denk geliyorsun. Demek istedigim,
okul yillarindan beri bilinen bir oyundur, yani
seylerden biridir...

N: Giincel oyunlardan?

S: Evet, tam olarak oyle. Fakat inceledigim
her seyde zamanin temel ulasim araci olan
at arabasi tekrar tekrar karsima cikiyordu....
Hollanda'dan Minster'e seyahat eden bir
diplomatin kullandigi su zarif at arabasi ya
da kanon tasiyan veyahut Cesaret Ana'nin
aracina benzer bir at arabasi, askerlerin ihtiyac
duydugu malzemeleri ulastiran hareketli bir
diikkan... Cesaret Ana'ya ulasip hem dramatik

[i] Brecht. Couragemodell 1949. Mutter Courage und ihre Kinder, Text-Auffiihrung-Anmerkungen (Brecht. Couragemodell 1949.

Cesaret Ana ve Cocuklari, metin-performans-alintilar), Henschelverlag Kunst und Gesellschaft, Berlin 1961 (Deutsches Theater,

Berliner Ensemble ve Munich Kammerspiele'deki performanslardan, prodiiksiyon: Ruth Berlau, Hainer Hill and Ruth Wilhelmi)

The Planet is Going to Burst

27

A Conversation between Natasa Ili¢ and Simon Wachsmuth

Natasa Ili¢ (N): When we last talked, you were
telling me about a new project evolving around
the Thirty Years' War, consisting of a series
of objects, that are carriages inspired by
stagings of Mother Courage and her Children
in Berlin, and a series of graphic works based
on a famous book from 1949 *lil decribing the
way of staging the play. How did you come up
with this idea, how did you start with Brecht,
and particularly with his Mother Courage?
And why did you choose to work around this
particular object of a carriage?

S: Well. I'm afraid | have to make a detour
because you're starting from the visible things,
which is logical. Apparently, | slipped into
it. Actually, the carriage came in at a rather
late stage, the beginning was like always an
abstract idea. Before the idea there is often the
wish to do something, I'd even callita sort of an
intuition, or a mixture of both. My first wish was
to do something that is relating to the Thirty
Years’ War and to the Peace of Westphalia.

N: And this came when you were working in
Westphalia some years ago.

S: Yes, | was commissioned to do something
for the collection of the Marta, a museum
based in Herford/Westphalia. | was looking for
something that has some link to a local topic.
Of course, being in Westphalia, by its name

alone it makes sense to research around the
Peace of Westphalia. But this didn't come as
surprise, because for some time already | was
thinking about these historical events, their
meaning and kind of actuality. | started with a
general historical research and then | went into
details, also of the local context of Westphalia. |
was looking into materials from the time of the
war or some that have been produced later;
into paintings; drawings, political cartoons,
publications etc. but also into literature, for
example, Grimmelshausen, whose piece
from 17th century was a starting point for
Brecht, or Schiller's Wallenstein or the diary
of the mercenary Peter Hagendorf. At some
point, unavoidably, you cross Brecht’s Mother
Courage. | mean, it's known since school, |
would say, it's one of the...

N: Topical pieces?

S: Yes, exactly. But in all the things | was
looking at | noticed that the carriage, the main
transport vehicle of the time, appears again
and again. ... There is this elegant carriage for
a diplomat travelling from the Netherlands to
Munster, or a carriage carrying a canon, or one
like Mother Courage’s vehicle, a mobile shop
catering to the needs of the soldiers... And
arriving at Mother Courage and seeing how
in a dramatical and literal sense this object
is used as allegorical or symbolical sign,

[i] Brecht. Couragemodell 1949. Mutter Courage und ihre Kinder, Text-Auffiihrung-Anmerkungen (Brecht. Courage model 1949.

Mother Courage and her Children, text-performance-annotations), Henschelverlag Kunst und Gesellschaft, Berlin 1961 (Stage

photos of performances at Deutsches Theater, Berliner Ensemble and the Munich Kammerspiele in productions by Ruth Berlau,

Hainer Hill and Ruth Wilhelmi)



hem de gercek anlamiyla bu nesnenin alegorik
veya sembolik bir isaret, hatta daha da ileri
gitmek gerekirse semiyotik bir nesne olarak
kullanildigini  gormek cok ilgincti. Ayrica,
sanat tarihcisi Aby Warburg'un arac (vehicle)
kelimesinden nasil faydalandigini hatirladim.
1905 yili civarinda imge-araci anlamina
gelen “Bilderfahrzeug” hakkinda yazmisti.
Aslinda  Warburg, Flaman Bolgesinden
italya’ya gotiiriilen ve cesitli motifler, anlatilar,
semboller, desenler ya da tarzlar barindiran
duvar halilarini kastediyordu. imge-araci buna
benzer unsurlar tarih Uzerinde dolastiriyor,
onlari kalici hale getiriyor ve gelecek bir
zamanda hayata gecirilmek Gzere hazir tutuyor.
Yani at arabasi sadece genel anlamiyla bir arac
degil...

N: Yani nesne-olarak-at-arabasi (carriage-
object) fikrini, uzamda ve zamanda motifleri
tasiyan bir tir hareketli sahne olarak
tasarladin, Warburg’a atifla soylemek
gerekirse gerceklesmis bir metafor gibi.
Fakat bu ayni zamanda daha once bahsettigin,
yavas akan koylu tarihiyle iliskili anlamlar da
tasiyor. Serginde gosterdigin bir baska calisma
olan Qing (2016) isimli videoda bir nesneden
yola cikiyor ve onun lzerinden bir hikaye
kuruyorsun. Zamana direnerek varligini
devam ettiren nesnelere, Cin’in imparatorluk
doneminden kalma ipek bir giysiye ya da
Japon seramiklerine hayat veren bir dansciyla
calistin. Nesnelerin bu maddeselligi ilgimi
cekti, maddesellik derken belirli ekonomik
ve toplumsal giiclerin yogunlasmasini
kastediyorum. Bununla birlikte psikanaliz
ekseninde de diisiinliyorum, yani cok sayida
baglilik barindiran, bagli (attached) oldugumuz
nesneler ekseninde. Bu ikili perspektif senin
acindan onemli miydi?

S: Evet, hafizanin maddelesme bicimleri olarak
nesneler ve arzuyu binyesine dahil eden

O Crudele Spectaculum! (Oh, What Cruel Spectacle!), 2018
(Detay/Detaill, Fotograf/Photo: Chroma

nesneler. Fakat her seyden once somut ve
guncel nesneler kullandim. Benim icin 6nemli
olan onlarla oynamak ve baskalarinin arzu ile
yansitma (projection) arasindaki oyundan keyif
almasi icin bir platform yaratmakti.

N:Buradabanailgincgelen,timbunlarinbaska
bir seyi temsil ediyor olmasi. Tam anlamiyla
belge degiller, aldatiyorlar, yansitmalarla
dolular ve barindirabileceklerinden fazlasini
aliyorlar.

S: insanlarin  gercek belgeler olarak
isimlendirdigi seylere bakarken daima bir
tir guvensizlik duyarim, ciinki belgeler
cogunlukla  psikanalitik  veya  psikolojik
anlamda manipulasyona maruz kalir.

or to go further, like a semiotic object, was
intriguing. At the same time, | remembered
how the art-historian Aby Warburg has made
use of the word vehicle. Around 1905 he
wrote about “Bilderfahrzeug”, which means
image-vehicles. Warburg actually meant wall-
carpets that traveld from Flandres to ltaly and
were containing motifs, narratives, symbols,
patterns or styles. The image-vehicle moves
such elements through history, it perpetuates
them and hold them ready for an actualization
in the future.So, the carriage is not only literally
a vehicle...

N: Soyou came up with the carriage-objectasa
kind of mobile stage carrying motives through
space and time, like a realized metaphor
in the sense of Warburg, but also carrying
connotations you've talked about, related to
slow peasant history. In one other work you
show in your exhibition, the video Qing (2016),
you also start from the object to develop a
story further. You worked with a dancer who
animates objects, Chinese imperial Silkrobes
or Japanese ceramics, objects that survived,
made their way through time. | was intrigued
with this materiality of the objects, of which
| think as condensation of certain economic

O Crudele Spectaculum! (Oh, What Cruel Spectacle!), 2018
Dort tekerlekli kagni, protez bacak, demir kiireler
Four-wheeled cart, prosthesis, iron balls

279 x 263 x 156 c¢m, Fotograf/Photo: Chroma

and social forces, but | was also thinking
in a direction of psychoanalysis, of objects
full of commitments, objects to which we
are attached.Was this double perspective
important to you?

S: Yes, objects understood as the
materializations of memory, but also objects
incorporating desire. But first of all | used
objects that are concrete and actual, and what
was important to me was also to play with them,
and to create a platform for others to indulge in
the play between desire and projection.

N: What is interesting to me about this, is that
they stand for something else, they are not
really documents, they betray, they are full of
projections, they take more than they can hold.

S: | always had the same kind of mistrust
looking at what people would call real
documents, as they are often the subject of
manipulation, either in psychoanalytical or
psychological sense.

N: What you‘re doing is showing how evasive
all of this accumulation of knowledge is, or
what we treat as knowledge, how it goes
through certain routes and how these routes
are already constructions. But you deal
specifically with images, whose truth status
is questionable, and not only today when
we deal with digital images whose status is
undiscernible.

S: The moment of truth is implemented in the
idea of document. What's important is that
we always have to evaluate either objects or
documents in order to also reevaluate the idea
of what is true. And of course, this is a slippery
floor because for the philosopher the idea of
truth is something else than for an historian.
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N: Yaptigin sey biitiin bu bilgi birikiminin ya da
bizim bilgi oldugunu diisiindiigiimiiz seylerin
ne denli kacamak oldugunu, nasil belirli
rotalardan gectigini ve bu rotalarin zaten
kurgu oldugunu gostermek. Ancak spesifik
olarak imgelerle ugrasiyorsun. imgelerin ise
hakikat statlisui saibelidir ve bu yalnizca bugiin
statlilerini ayirt edemedigimiz dijital imgeleri
ele aldigimizda gecerli olan bir sey degil.

S: Hakikat ani belge fikrinde tatbik edilir.
Onemli olan su ki neyin gercek oldugu fikrini
yeniden distinmek icin daima ya nesneleri
ya da belgeleri degerlendirmek zorundayiz.
Ve elbette burada kaygan bir zeminden soz
ediyoruz, cinki hakikat fikri bir disinur icin
bir tarihcinin anladigindan farklidir.

N: Videodaki nesneler kendi gercekliklerinin
adli bir niteligini tasiyor, ancak ayni zamanda
tarihsel  kosullar  nedeniyle  olmaktan
alikonulmus bir eylem hakkindaki bir hikayeyi
de temsil ediyorlar ve bu aslinda senin aile
hikayenin bir parcasi. Bu yoniyle tamamiyla
kacamak nesneler. Aile hikayeni barindiran
kumas, once dansci Loulou Omer’e, sonra
da bundan bir seyler cikarmasi icin izleyiciye
veriliyor. Bir onceki sergin Some Descriptive
Acts ismini tasiyordu. Bir anlamda ayni
malzemeyi aldin ve ona bir baska kullanim
bahsettin, boylece de ‘descriptions,’
‘dramatizations’a dondustd...

S: Evet. Ustelik, istanbul'daki serginin ismi
“Dramatization.” Bununla sadece bir seyi
dramatize etmek gibi basit bir fikre degil, ayni
zamanda da Deleuze'lin son derece keskin
bir bicimde formiile ettigi felsefi bir kavrama
isaret ediyorum. O da felsefenin cesitliyonlerin
bir araya gelisi, kavramlarin ise aktorlere
benzedigi disiincesidir. Ve bu bir yaklasim
degil, daha ziyade Deleuze'iin yontem olarak
adlandirdigr sey. Bu felsefe icin de gecerli,

ancak ayni zamanda politik teoriye de girmis
bir sey clinkl dramatizasyon dzneyle ilgilidir
ve bu anlamda politik teori icin gereklidir.

N: Faillikle ilgili.

S: Kesinlikle, faillik. Clinki 0zne parcalanmis
bir seydir, ama yine de faillik bu kavramlari
alir, onlari kullanir, degerlendirir, hayatin icine
sokar ve onlara hayat verir.

N: Peki su an lzerinde calistigin sergiyle
hayat vermek ya da dramatize etmek istedigin
kavramlar neler?

S: Cin kostimlerini kullanan isle, Brecht'e ve
Otuz Yil Savaslari gibi tarihsel bir olaya atifta
bulunan isi birbirine baglayan ortak bir payda
var. Danscinin oldugu is, kendi icinde belgesel
degeri olan nesnelerin canlandirilmasiyla
ilgili. Bu halihazirda aktivizm dislincesine
isaret eden ve kullanim araciligiyla bu karsilikli
etkilesimi elestirel bicimde yorumlayan ve
analiz eden bir kavram, clinki bir seyi tam
da temsilin sorunlarini bulmak icin temsil
edersin.

N: Nesnelerin de failligi vardir ve her iki fail de
hem nesnenin hem de danscinin aktif oldugu
filmindeki gibi etkilesim yoluyla donustirilur.

S: Evet, film, seylerin birbiriyle karsilastig
hatta birbiriyle carpistigi bir sahne. Boylelikle
bir anlam yaratiyorlar, ya dnceden belirlenmis
bir anlam ya da dogaclama olarak, ki bu ikincisi
bir deney fikrine, bir sey yaparak sonucta ondan
ne cikacagina bakmaya isaret ediyor.

N: Yaptigin tam olarak Brecht’in sahnelenmesi
degil, kendi icinde kati bicimde Brechtci de
degil. Bana ilginc gelen sey Brecht sorununu,
Cesaret Ana'dan gelen ucu acik soruyu
sahnelemesi: bu savas karsiti bir baris midir?
Tabii ki oyle, ciinki bu kesinlikle savas yanlisi

Pax Optima Rerum, 2017 (Detay/Detail)

Dort tekerlekli kagni, arsivsel dokiimanlar, video
Four-wheeled cart, panels, archival materials, video
Degisken boyutlar/Dimensions variable

N: In the video the objects themselves have
a forensic quality of their actuality, but they
also stand for a story, that is actually part of
your family’s history, about an action that was
prevented from happening by the historical
circumstances. As such, they are completely
evasive. The fabric, that contains your family
history, is given to the dancer Loulou Omer, and
then further to a viewer to make something
out of this...

Your previous exhibition was called Some
Descriptive Acts. In a way you took the same
material and gave it another usage, and
descriptions turn to dramatizations...

S:Yes. Indeed, the title of the show in Istanbulis
.Dramatization.” And with that | refer not only
to the basic idea of dramatizing something,
but also to a concept in philosophy, formulated
in a very poignant way by Deleuze. It is that
idea that philosophy is like a set of directions,
and concepts are like actors. And this is not
an approach but rather something he named
as a method. This applies to philosophy, but
it is also something that was introduced into
political theory, in a sense that dramatization
is something necessary in a political theory
because it involves the subject.
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N: The agency.

S: Exactly, the agency. Because the subjectis a
shattered thing, but still you have this agency
that takes on these concepts, uses them,
evaluates them, brings them into life, animates
them.

N: So what are the concepts you want to
animate or dramatize with this particular
exhibition on which you are working now?

S: Well, there is a common denominator that
links the work that uses the Chinese costumes,
the work that refers to Brecht and the historical
event of the Thirty Years® War. In the work with
the dancer, it was about animation of objects
that also have some documentary value within
them. This is already a concept that refers to
this idea of activism that through use interprets
and analyzes this interplay in a critical way,
because you represent something to find out
the problems of this representation.

N: Objects also have agency and both agents
are transformed through interaction, like in
the film, where both the object and the dancer
are active.

S: Yes, the film was the stage on which things
encounter each other or even clash with each
other and therefore they create a meaning,
either a predetermined one or in the sense of
an improvisation which also refers to the idea
of an experiment, doing something in order to
see what will come out of it.

N: What you are doing is not really a staging of
Brecht, and it's not in itself strictly ,Brechtian’.
What | find interesting is that it stages the
problem of Brecht, the open question from
Mother Courage - is it an anti-war peace? Of
course it is, because it is certainly not a pro-
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bir oyun degil, ancak senin baris seven,
giizel ruhunun savas karsiti oyunu da degil.
1939’da yazildi. Brecht o sirada Stockholm’de
surgiindeydi ve Polonya'nin isgali sirasinda
Margarete Steffinile birlikte yazdilar. Bir baska
yoruma gore ise savas karsiti Brecht, anti-
fasist propaganday! askiya alan, Avrupa’daki
savasin kapitalist devletlerin cikarlariyla ilgili
oldugunu iddia eden ve en hafif tabiriyle hayret
verici bir karar olan Molotov-Ribbentrop
Paktr'nin (Alman-Sovyet Saldirmazlik Pakti)
imzalanmasinin ardindan Komintern cizgisini
takip ediyordu. Ancak oyunun ilginc¢ tarafi
sadece savas karsiti bir durusu olmasi
degil, su soruyu da sormasi: Tam olarak ne
zaman bir miicadeleye girersin? Cesaret Ana
konu itibariyle Brechtci bir eser, ancak ayni
zamanda bizim empatimize de bel bagliyor ki
bu dogrudan Brechtci yontemle ters diisiiyor.
Bence senin at araban Brecht’in oyunundaki
bu celiskileri de sahneliyor. Bu nesneler
toplulugu hangi yonde hareket ediyor? Sola mi
gidiyor, saga mi? Tek bir yere saplanip kaliyor
mu? Ustelik at arabasi gercekte ne tasiyor?

S: Brecht'le ilgili diger sorun Brecht'in bir anit
olmasi. Buglnlerde ona atifta bulunmak ya
kavramsal intiharla sonuclanir, ciinki ondaki
tim karmasikligi ele alamazsin, ya da bir sey
basarmak icin alisilmisin disina cikmak gerekir.
Benim acimdan ilgin¢ olan Brecht'i bir nesneye
dontstirme sorunuydu. Tarihsel bir figir ve
bir anit oldugu icin onu en azindan deneysel
anlamda nesnelestirebilirim.  Bu nesneyi
nasil kullanabilecegimi bulmaya calisiyorum.
Brecht'i, fikirlerini ve kavramlarini, ama ayni
zamanda da tutarsizliklarini. Bu tutarsizliklar
ozellikle de Cesaret Ana ve Cocuklari gibi
oyunlarinda, hatta Lehrstiicke gibi erken
donem oyunlarinda sekillendirilir.  Brecht,
Cesaret Ana’'da basit ikili gliclerden ya da yargi
zaruretinden kacar. Cesaret Ana bir fail midir,
magdur mu? Bu sorularin ucu acik kalir ve

surekli olarak her ikisi de olma ihtimalini acik
birakir.

N: Cesaret Ana’'nin, yani bir edebiyat
kanonunda yer alan, Brecht’'in savas karsiti
oyununun savastan once yazilmis olmasini
ilginc buluyorum. En ©6nemli savas karsiti
eserin savastan once vyazilmis olmasi
gercegiyle ne yapacagiz? Bu ayni zamanda
benzeri bir toplumsal hareketteki ‘karsit’
ifadesinin bosunaligini mi anlatiyor?

S: Haklisin ve bence en iyi orneklerden biri
de oyunun ikonik sahnelenme biciminin
gunumuzdeki isin, dolayisiyla benim isimin
de bir parcasi olmasi. Bir taraftan bu oyun
1945ten sonra elestirel anlamda odvglyle
karsilandi, ancak bir taraftan da 1953-1963
arasi Avusturya'da boykot benzeri tepkilere
varan bir dismanlikla karsilasti. Brecht,
savasin ticariyonleriyle, yani ekonomik glclerle
ilgileniyordu. 1939'da bircok tlke henlz resmi
politikasi hakkinda bir karara varmamisti ve
bircogu savastan hem siyasi hem de ekonomik
kazanimlar elde etmeye calisti. Yani Brecht
17. ylzyildaki olaylari ele alarak 20. yizyilin
ikinci yarisiicin onem teskil eden bir distnceyi
ornekliyor. Bu dusiinceye gore tarih, gecmiste
olanlar degildir; Uretilen bir seydir ve daima
bir cagdaslastirma eylemidir. Hatirlanmadigi
ve cagrilmadigi surece tarih yoktur. Bu ylzden
benim Brecht'i bir nesne olarak kullandigim
gibi Brecht ve diger bircok kisi de tarihsel bir
olayl, baska bir tarihsel olaya isaret etmek
icin kullandi. Bu da zaten cok iyi bildigimiz
modernist bir formul.

N: Bana kalirsa, aslinda Brecht'in baris yanlisi
mesajinin miicadeleyle dolu olmasi onemli bir
nokta. Son bulusmamizdan sonra Cesaret Ana
Uzerine disiiniirken Brecht'in, Picasso’nun
cizdigi baris gilvercinine dair siirine denk
geldim. Baris givercini, Cesaret Ana'nin en

war piece, but it's not your peace- loving,
beautiful soul’s anti-war piece. It's written
in 1939, Brecht was in exile in Stockholm
and wrote the piece together with Margarete
Steffin during the invasion of Poland. There
is also interpretation that by being anti-
war Brecht was following Comintern’s line
after the Molotov-Ribbentrop pact, which
suspended anti-fascist propaganda and
claimed that the war in Europe is about
imperialist interests of capitalist states, which
was a bewildering decision, to put it mildly.
But what is interesting about the piece is not
simply its anti-war stance, but also posing the
question: in which moment you do engage in a
struggle. Mother Courage stands as the topical
Brechtian piece, but it's a piece that also
counts on our empathy, which goes against
the straightforward Brechtian method. | think
your carriage is staging these contradictions
of Brecht's piece as well. In which direction
does this assemblage of objects move? Does
it go left, does it go right? Is it stuck in one
place? And what does a carriage really carry?

S: Another problem with Brecht is that he's a
monument, and referring to him nowadays can
result either in a conceptual suicide because
you can't cover all the complexity, or it has to
be unorthodox in order to achieve something.
Interesting for me was the question of turning
Brecht into an object. As a historical figure
and as a monument, | can objectify him,
experimentally at least. | try to find out how
| can use this object... how can | use Brecht
and his ideas and concepts but also his
inconsistencies. These inconsistencies are
embodied specifically in pieces like Mother
Courage and her Children, even more than in
his earlier works like the Lehrstiicke. In Mother
Courage he is escaping simple binary forces or
obligation of judgment. Is Mother Courage a
perpetrator or a victim? These questions stay
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open and leave the possibility that we are both,
all the time.

N: I also find interesting that Mother Courage,
Brecht’s anti-war piece that is in a canon of
literature, is written before the war. What are
we to make about the fact that the biggest
anti-war piece was written before the war?
Does it also suggest the futility of ,anti’ in this
kind of movement?

S: You're right and | think one of the best
examples is how much the iconic staging of the
piece is part of the work nowadays, hence of
my work as well. On the one hand this play was
critically acclaimed after 1945 but at the same
time encountered by hostility leading even to
measures as boycott between 1953-1963 in
Austria. Brecht was interested in mercantile
aspects of war, in economic forces. And in
1939 many countries haven't decided yet on
the official policy, and many countries tried to
gain something out of the war in a political but
also in an economic sense. So by adressing
events in the 17th century, Brecht exemplifies
an idea important for the second half of the
20th century, that history is not what it was,
but actually something made, that it's always
a contemporarization. History doesn't exist
without being recalled and evoked. So, as | use
Brecht as an object, Brecht and many others
used one historical event in order to address
another. That is a modernist formula we
already grew up with.

N: To me it seems important that his pro-
peace message is actually imbued with a
struggle. When | was thinking about Mother
Courage after we met last time, | came upon
Brecht's poem about the piece dove drawn by
Picasso, which was on the curtains of Berliner
Ensemble, where Mother Courage was most
famously staged, and Brecht writes about that
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inli temsilinin oynandigi Berliner Ensemble
tiyatrosunun perdeleri lizerindeydi ve Brecht
onun tartismaci ve miicadele azmiyle dolu
oldugunu yaziyordu. Bence bu onemli bir
gerilim. Brecht, 17. yiizyilin dini savaslariyla
ilgilenir, ancak meseleleri dini kimliklere
temas edecek sekilde degil, son derece
Brechtci bir tutum sergileyerek ekonomiye
temas edecek sekilde ele alir. O tarihsel ani
giniimiz icin 6nemli kilan unsurlar bunlar.

S: Farkli cikarlarin ayni toprak Uzerinde
savasmasl acisindan o savas modern bir
hadiseydi. Savasin biyik kismi, Alman
ulusunun sdzde kutsal Roma imparatorlugu
topraklarinda gecti. Ancak elbette Hollanda
veya Fransa'da, Iitalya'da, Bohemya'da ve
daha sonrasinin Habsburg imparatorlugu'nda
da ayni derecede onem tasiyan bircok celiski
vardi. Isvec de savasin onemli bir tarafiydi,
fakat dogrudan isvec topraginda gecen fazla bir
sey olmadi. Bu nedenle savasin isvec toplumu,
kultird ve tarihi Uzerinde farkli bir etki
biraktigini tahmin ediyorum. Bizde ise iki dlnya
savasiyasandive bu savaslar 1945 sonrasindaki
siyasi ortami yaratti. Soguk Savas dénemindeki
vekalet savaslarina yol acan da bu siyasi ortam
oldu. Bunlarin bazilari belirli bicimlerde ya
devam etti ya da baska celiskilere evrildi. Su an
yine tek bir toprak parcasindan kaynaklanan
savaslar ve celiskileri yasiyor gibiyiz ama
elbette tim bunlar cok daha biyiik cercevelere
bagli ve bir kez daha ekonomik meselelerle
yakindan, dini motiflerle ise daha uzaktan
iliskili. Otuz Yil Savaslari'nin ortaya cikardigi
sey Vestfalya Barisi'ydi, yani Avrupa’'nin gelecek
yuzyillardaki diizenini belirleyen anlasma. Bu
siyasi ve diplomatik slirec sadece ulus devlet
dizenine degil, Volkerbund (Milletler Cemiyeti)
veya Birlesmis Milletler gibi kurumlara
da zemin hazirladi. Vestfalya Barisi zaten
kiresellesmenin bir belirtisiydi, ctinki yalnizca
yerel baglamla degil, daha genis baglamla

da bas etmek icin gereli mekanizmalari ya
da teknikleri ortaya cikardi. Bu durum, su an
karsi karsiya oldugumuz sorunlarla ve bu
olaylar ile kosullarin arastirilmasi araciligiyla
bir cozim olmasa da bir dislinis olusturmak
icin kullanisli olabilecek kirintilari  bulma
imkanlariyla kiyaslandiginda bir kez daha
ilginc bir hal aliyor.

N: Katillyorum. Vestfalya Barisi Orta Dogu’'da
yasanan catismalarla, gecmisin Protestan-
Katolik catismasi ve bugiin Orta Dogu’daki Sii-
Sunni catismasiyla paralellikleri akla getiriyor.
Ancak bence ilginc olan, ulusal ve teritoryal
egemenlik ile devlet egemenliginin nasil
yorumlanacagi degil. Bu tam da Vestfalyan
diizenin yaratmasi beklenen seydi. ilginc olan,
senin de soz ettigin gibi, bir miizakere modeli
olarak Vestfalya Barisi'nin temel haklar
teminat altina alarak yonetenlerle yonetilenler
arasindaki iliskiler ile devletler arasi iliskileri
diizenlemis olmasi. Vestfalyan diizenin tam
da icinde yasadigimiz diizen olduguna dair
zaten genis bir mutabakat var. Glic dengesine
diplomatik ve senin de sdyledigin gibi diger
araclarla, ornegin vekalet savaslariyla varildi.
Fakat bunun yani sira diplomatik diizeyde
miizakere edilen ve ikinci Diinya Savasi’ndan
sonraki on yillar boyunca devam eden giic
dengesi  bugiinlerde dagilmis  durumda.
Sen de soyledin, Vestfalyan diizen bir nevi
kiiresellesmis bir diisiince bicimi kurdu, ancak
bugiin uzlasinin ve 17. yiizyilda barisi mumkiin
kilan miizakereye acik bir pozisyonun olmadigi,
kalici bir savas halindeyiz. Bunu Avrupa,
Tirkiye, egementlik, haklar ve miiltecilerle ilgili
bitin bir hikayenin hala mizakere halinde
oldugu istanbul'da sergileyecegin Brechtci
bilmeceyle birlikte diisiindiigiimde ilging
buluyorum. Ve biz muhtemelen hayatlarimizi
cok derinden etkileseler de bu miizakereler
hakkinda yeterince bilgi sahibi degiliz.

peace dove as argumentative, full of fight, and
| think that's an important tension. Brecht
deals with religious wars of 17th century,
but he doesn’t take the subjects to go into
religious identities but in typical Brechtian
way, goes into economy. These are elements
that make that historical moment important
for nowadays.

S: That war was a modern event in the sense
that different interests were fighting on one
soil.. Much of the war happened on the soil of
the so called holy roman empire of the german
nation. But of course there were many conflicts
that were as important in the Netherlands or
France, in Italy and in Bohemia and in what
was then the Habsburg Monarchy. But also
Sweden was an important war party, but not
that much happened directly on Swedish
soil, which is why | can imagine it left there a
different imprint on society, culture, history.
Temporal perspective is also important. We
had two world wars which created a certain
political landscape after 1945, which resulted
in different proxy wars during the Cold War
era. And some of them in certain ways either
lasted or mutated into other conflicts. What we
have now is again like wars and conflicts that
are based in one territory, but of course are
related to much bigger frames and again are
very closely connected with economic issues
and less to religious motifs.

So, what the Thirty Years' War has generated,
was the Peace of Westphalia, a treaty shaping
the order of Europe for the coming centuries.
This political and diplomatic process paved
the way not only to an order of national states,
but to institutions like the Volkerbund or the
United Nations. The peace of Westphalia was
already a symptom for globalization because it
created mechanisms or techniques for dealing
with the broader context and not only with a
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local one. And this makes it interesting also
in comparison with the problems we have now
and the possibility of finding through study of
these events and circumstance not a solution,
but bits and pieces that can be used in order to
form an image.

N: | agree. The Peace of Westphalia brings
to mind parallels with conflicts in the Middle
East, Protestant-Catholic religious conflict
back then, Shia-Sunni in the Middle East now.
But what | think is interesting, is not how to
interpret the national, the territorial and state
sovereignty, and that's what the Westphalian
order is supposed to be about, but also what
you are talking about, the Peace of Westphalia
as a model of negotiating that also regulated
relationships between rulers and subjects,
guaranteeing basic rights, and the inter-
state relationships. And it's been broadly
accepted that the Westphalian order is the
order we lived in. Balance of power achieved
diplomatically, also through other means,
like you said, through proxy wars, but also
diplomatically negotiated balance of power
which lasted for decades after the Second
World War, and which is nowadays shattered.
As you said, the Westphalian order instituted
certain kind of globalized thinking, but today
we're in a state of a permanent war in which
there is no compromising, negotiable position
as the one that made a peace possible in the
17th century. And | find this interesting in
relation to your Brechtian enigma to be staged
in Istanbul where the whole story of Europe,
Turkey, sovereignty, rights, refugees is being
negotiated. And we probably do not know
enough about these negotiations, though they
certainly majorly influence our lives.

S: If we compare the historical situations,
we are also in danger of looking too much at
signifiers and not at the underlying structures.



38

S: Tarihsel durumlari kiyasladigimizda bu
durumlarin arkasindaki esas yapilar yerine
gosterenlere odaklanma tehlikesine duseriz.
Tarihsel analojileri aklimda tutarak bir kez
daha soylemek isterim ki askerlerin cogunlugu
dini motivasyonlara sahip degildi, orada ortaya
cikan sey ekonomik bir yapiydi.

N: Tabii ki. Bu nedenle Brecht'le mesgul
olduguna ikna oldum.

S: Evet, bir baska noktadan baktigimizda
kapitalizm  fikrinin  kilttirel, ulusal ve
siyasi terimlerle disinmeye meylettigimiz
catismalarla ne denli baglantili oldugu daha
genis soylemde tartisiliyor. Bu anlamda
Brecht bize bir arac verdi. Ve Cesaret Ana'ya
simdi baksak, glincel meselelerimizi tiyatroya
giderken yanimiza alacak ve onlari sahneye
yansitacagiz. Brecht makine gibi bir sey
yaratti. Ben de Brechtci bir yontemi taklit etme
tuzagina dismeden eldeki bu unsurlarla ne
yapabilecegimizle ilgileniyordum. Brecht'in
yabancilasma fikrini, soyutlama fikriyle iliski
icinde inceledim. Uretirken vyaptigim sey
soyutlama, her ne kadar zaman zaman son
derece anlatisal olsam da, ki bu son yillarda
giderek giiclenen bir sey.

N: Bu iste anlati olarak tarif ettigin nedir?

S: Biraz isten so0z ederek baslayayim. Su
anda Uc tane at arabasi var ve bunlara sekiz
ya da dokuz at arabasi daha eklenecek. Bu
ikonik formu tekrar etmemin ve yeniden
dretmemin arkasinda aksesuar olan bir seyi
sahnenin kendisine donlstirme fikri vardi.
Aksesuar, Uzerinde bir seylerin meydana
geldigi bir sahneye donustiyor ve bu da daha
once konustugumuz “Qing” isimli video isiyle
baglantiya geciyor. Nesnelerle calismayi iceren
bu is belirli bir anlatisallik kuruyor, ciinki

nesnelere bir giic atfediyorsun; nesnelerle
diyalog icinde olmanin ya da nesneler arasinda
diyalog yaratmanin giicd vs. Bir yandan bu
aksesuar ve sahne unsurlarini kullanmak
benim icin onemliydi, clinkii bunlar tiyatro
ligatinin parcalari. Fakat esas tiyatro lugati
hala bir metindir, ya da soylenen sozcik
veya konusma eylemidir. Buna karsilik ben
tiyatrodan gelmedigim icin cogunlukla sozlu
olmayan ifadeyi kullaniyorum ve bu da bizi
genellikle yazili ya da sozli hicbir metin
icermedigi icin dansi secen danscinin yer aldigi
diger ise getiriyor. Cesaret Ana’'daki en onemli
karakterlerden biri Cesaret Ana'nin dilsiz
kizidir, bu da bizi faillik veya ifade sorununa,
yani dislncelerini anlatmak veya belirli tiirde
bir bilgiyi temsil etmek icin hangi iletisim
araclarina sahip oldugun sorununa getirir.

N: Oyleyse bir 6zne olarak konusmaktan
geri durdun ve konusma imkanini nesnelere
verdin.

S: Evet. Fakat bu bir deney, nihai bir sonuc
degil.

N: Aksesuar kullandigini soyledin bir de,
fakat aksesuarlar onlari sahneledigin anda
sahnedeki karakterler haline gelir. Simdi at
arabasinin kendisi bir sahne, ama bu is ayni
zamanda da bir heykel.

S: Heykel, son birkac on yil icerisinde
performansa dayali unsurlar, hareket ve hatta
konusma da dahil olmak Uzere farkli ifade
bicimlerine acildi.

N: Aksesuarlari heykele doniistiirdiin. Fakat
onlar bir sergi icerisine yerlestirdigin anda
sergi alani yeniden bir sahneye doniistyor ve
orada izleyici de nesneler arasinda dolaniyor,
kendi hikayesini yaratiyor.

Again, having in mind historical analogies,
| would say that majority of soldiers was
not religiously motivated but that it was an
economic structure that emerged there.

N: Of course. | am convinced that is why you
took up Brecht.

S: Yes, in the broader discourse it's argued
how much the idea of capitalism is related
to conflicts that we, at some other point,
are tempted to look at as cultural, national,
political terms. In that sense, Brecht gave
us a tool, an instrument. And if we look
now at Mother Courage, we will bring our
contemporary issues with us into the theater
and project them on the stage. Brecht created
something like a machine. | was interested in
what you could do with these elements without
falling into a trap of emulating a Brechtian
method. | looked into his idea of alienation in
regard to the idea of abstraction. In my practice
| abstract something, even if occasionally I'm
very narrative, which is something that is
getting stronger in the last years.

N: What would you describe as narrative in
this particular piece?

S: | would begin by describing the work a
bit... There are 3 carriages existing now, and
they would all add up to some eight or nine
carriages. My idea behind repeating and re-
creating thisiconicformwas toturn something
that is a prop into a stage. The prop becomes
the stage on which something is happening,
and that relates to the video piece "Qing”
we were talking about. It involves working
with objects and that automatically creates
a certain narrativity; because you attribute
to objects a power - the power for being
in dialogue or creating a dialogue between
objects etc. On the one hand it was important
for me to use these elements of props and of
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stage because they are part of the vocabulary
of theater. But the main vocabulary of theater
is still text, or spoken word or speech. But as
I'm not from theater, | use mostly a non-verbal
expression, and that also brings us to this
other piece, in which the dancer is choosing
dance because it normally contains no written
or spoken text. In Mother Courage, one of
the most important characters is the dumb
daughter of Mother Courage, and that brings
us to the question of agency or of expression,
of what means of communication do you have
in order to communicate your ideas or to
represent a certain kind of knowledge.

N: So as a subject you refrained from speech
and gave the speech-possibility to the objects,
let's say.

S: Yes. But it's an experiment not an absolute
conclusion...

N: And you said you use props but once you
stage them, they become protagonists on a
stage. And now the carriage itself is a stage,
but the piece is also a sculpture.

S: Sculpture in the course of the last decades
has opened up to other forms of expression,
including performative elements, movement
and even speech.

N: You turned props into sculpture but once
you set them up in the exhibition, the exhibition
space becomes a stage again, in which I'm also
doing something in between things, creating a
story for myself.

S: Of course, that's not something that | have
invented, it's rather that the spectator became
more active at some point. Now I'm thinking
even that at moments the sculpture became
active and sculptures and figures started to step
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S: Elbette, bu benimicat ettigim bir sey de degil,
daha ziyade izleyicinin bir noktada daha aktif
hale gelmesi. Hatta simdi disinlyorum da bazi
anlarda heykel aktiflesti ve heykellerle figlirler
kaideden inip yliriimeye basladi. Giacometti'nin
bunu dusinduigund hatirliyorum ve yanlis
hatirlamiyorsam o da Otuz Yil Savaslari'nin
onemli bir tanigi olan Jacques Callot'nun
cizimlerini severdi. Giacometti'de buna benzer
bazi klasik referanslarin oldugunu dahi
gorebilirsin, ben de bunun gibi referanslari
enstalasyonlarimin  gectigi ortama dahil
etmeye calistim. Ve Brecht Modell kitabiyla
sundugum grafik ise “Genius Malignus” (Habis
Ruh) ismini verdim. Burada da bir soyutlama
fikri var. 180 sayfayr askin bu kitapta Cesaret
Ana’nin sahnelendigi itk doneme ait o ikonik
resimlerle karsilastigimda bu resimlerle
basa cikmanin ve onlardaki gliclin Ustesinden
gelmenin bir yolunu bulmam gerektigini fark
ettim. Baslangictaki planim ayrintilara inmek
ve acimlayici bir katman yaratmakti, fakat
sonra bunun bir omir boyu sirebileceginin
farkina vardim ve pratik bir cozim bulmaya
calistim, yani cok basit bir kavram izerinden
bitin meseleyi zemine oturtacak bir jest
veya bir 6ge bulmak anlaminda bir cozim.
Boylece orijinal buluntu materyali keserek
kolaj yontemiyle basit kirmizi cizgiler eklemek
gibi yalin bir fikri sectim. Daha cok figlrlerin
asiriliklariyla baglantili  olan bu cizgiler
halihazirda fotograflar Ulzerinde gorinen
aktorleri daha da kuklavari bir hale getiriyor.
Ancak bu mudahale, Cesaret Ana'nin yalnizca
bir tek yonine isaret ediyor: Fail ya da magdur
olmaya, dahasi bir catismanin parcasi olmaya
ne olctude kararliyiz? Bunu kendi irademizle
mi yaplyoruz? Yoksa daha biyilk bir varligin
parcasi olarak mi yapiyoruz? Bu da bizi bir
kez daha ulusal ve siyasi kimlikler sorusuna
getiriyor. Veya soyle soralim, ki bu neredeyse
kadim bir ana tekabul ediyor, bizler kukla
miyiz?

N: Failligimizin ne odlciide belirlenmis
oldugunu sorguluyorsun. Yalnizca bir devinim
icinde mi yasiyoruz veya bireysel olarak
fail olma imkanina gercekten sahip miyiz?
Cesaret Ana’dan bunu aldin ve kirmizi cizgi
gibi sekilsel bir unsurla Brecht’in bu yoniine
miidahale ettin, dogru anliyor muyum?

S: Daha st bir diizen daima vardir, yon verilen,
hareket ettirilen, manipiile edilen bir kuklanin
durumunda oldugu gibi. Bununla birlikte
daha ust bir guc tarafindan baskilandigimizi
disinmek istemiyorum. Siyasi 6zneler olarak
her bir st glicten veya karardan sorumluyuz.
Yani mesele sorumluluktan kacmak degil, onu
ustlenmek. Bizler kuklaysak, ayni zamanda
kuklacilariz da diyebilirsin buna.

N:OtuzYilSavaslari’'nageridonmek gerekirse,
bu savaslar en biiyiik Alman travmasi olarak
kabul edilir. Almanya 30 yil icinde niifusunun
yuzde 40'in1 kaybetti, dehset vericiydi ve
Brecht de bu dehset verici unsuru korudu. Bu
konuda ne diislinliyorsun? Bana kalirsa evet,
Otuz Yil Savaslari'nin 1939’a kadar en biyik
travma oldugunu anlayabiliyorum, fakat
1945'ten sonra ne oldu? Savasa dair bu iki
kanonik resim nasil yan yana geliyor?

S: Vekalet savaslarindan ve kendi basina
namevcut olup belirli bir anda ele alinis
bicimiyle var olan, tarihcilerin ‘gecmisin
cagdaslastirilmasi’ olarak adlandirdigi
ve daima simdide gecen bir tarih
kavramsallastirmasindan soz ettik. Bu noktada
bir anekdot aktarayim: Reform hareketinin
anildigr gecen yil Almanya'da bir sehirde
yuridyordum, bir Katolik kilisesinin yanindan
gectim, bilgi teshir etmek icin asilmis,
lizerinde buyuk harflerle “Reformun 500. Yil:
Ya simdi?” yazan bir poster vardi. Ve o poster
bana onu yazan ve okuyan insanlar acisindan
bu bolinmenin hala isler halde oldugunu

down of the pedestal. | remember Giacometti
having this idea and if | remember correctly, he
also liked the drawings of Jaques Callot who
was an important witness of the 30 Years War.
You can even see that there are some classical
references like that, which | tried to introduce
into the setting of my installations. And in
the graphic work with the book of the Brecht
Modell, | called it “Genius Malignus” (Evil
Demon), there is also an idea of abstraction.
When | encountered those very iconic images
of the early stagings of Mother Courage in
this book of over 180 pages, | realized | need
to find a way to deal with these images and to
overcome their power. My initial plan was to go
into detail and create a layer of commentary,
but | realized it would take me a lifetime, so
| looked for a practical solution - a solution
that means finding a gesture or some element
that grounds the whole thing, through a very
simple concept. | chose the idea of just adding
simple red lines, cut into the original found
material . These lines are mostly connected
with the extremities of the figures and make
the actors become even more puppet-like as
they already appear on the photographies.
But this intervention refers only to one aspect
of Mother Courage, the basic question of how
much are we determined in being a perpetrator
or avictim, but also in being part of a conflict?
Are we doing it by our own will? Are we doing
it as part of a larger entity, which again brings
us to the question of national and political
identities. Or are we - and this is sort of very
archaic moment, are we marionettes?

N: You question how much our agency is
already determined. Do we just go through
motions or do we really possess individual
agency? This is what you took from Mother
Courage, and with the formal element of a red
line you intervened in this particular aspect of
Brecht, am | understanding you right?
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S:Thereisalwaysahigherorder, thatis like with
a marionette, being led, moved, manipulated...
At the same time, | don’t want to think that we
are suppressed by a higher power. Any higher
power or determination is something that as
political subjects we are responsible for. So it's
not about getting rid of the responsibility but
actually taking it up. You could say that if we're
marionettes, we're also the puppeteers.

N: To go back to the Thirty Years® War, it is
considered to be the biggest national German
trauma, in which Germany lost 40% of
population over 30 years, it was cataclysmic
and this cataclysmic element Brecht also
kept. What do you think about this? For me,
yes, | could imagine that the Thirty Years’ War
was the biggest trauma until 1939, but what
happened after 1945, how these two canonical
images of war play out?

S: We talked about proxy wars and about the
concept of history that doesn't exist by itself but
rather by what you do with it in certain moment,
what the historians call contemporarization
of the past, which always happens in the
present. Here is an anecdote: | was walking
in some city in Germany last year, the year
of commemoration of the Reformation, and
| passed by a catholic church and in a display
of information there was a poster with large
letters, saying ,500 Years of Reformation. What
now?" And that showed me that this division is
still working for the people who write this and
who read this. Maybe this division is interesting
in the context of Germany, which is still
processing the unification of divided country.
And at the same time the notion of division
is strong if you think about ex-Yugoslavia, or
now of the Middle East. We have new divisions
that are created, or coming into light, also
non-violent conflicts, like the anti-European
community movements that emerged in the
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gosterdi. Belki de bu bolinme, bolinmis
bir Ulkenin birlestirilme sirecinin devam
ettigi Almanya baglaminda dusunuldiginde
ilginctir. Eski Yugoslavya veya simdiki Orta
Dogu'yu diistindiiglinde de boliinme kavrami
giicliidir. Uretilmis olan veya heniiz aciga cikan
yeni bolinmelerle ve son yillarda ortaya cikan
Avrupa karsiti topluluk hareketleri gibi siddet
icermeyen catismalarla karsi karsiyayiz ve
bunlarin hepsi birlesme ya da belki homojenlik
fikrini  hic durmadan degerlendirdigimizi
gosteriyor. Homojenlik bir tur idealdi. Avrupa
toplulugu projesi, butundyle, birlikte var
olabilecegimiz fikrine dayali bir idealdi.
Fakat ben ayni zamanda heterojenlik fikrini
ortaya atmamiz ya da bu fikri soylemsel hale
getirmemiz gerektigi kanaatindeyim, cinki
heterojenlik olmaksizin homojenlik is gormez.

N: Bahsettigin seyler, homojenligi olumlarken
heterojenligin de kabul edilmesi imkanini
acan Vestfalya Barisi’'nin merkezinde duruyor.
Vestfalya Barisi ile ilgili bana ilgin¢c gelen
bir baska sey de bu anlasmanin miizakere
edildigi asamada dini topluluklarin statiisiinii
tanimasi, boylece Otuz Yil Savaslari ve ondan
onceki yilzyill boyunca, yani Reform’dan
beri yasanan degisimler adeta mihiirlendi.
Savasin sonu bir sifir noktasiydi ve bu cok
siddetli bir seydi. Bu cok siddetli sey, gelecekte
yapilacak uzlasmaci mizakerelerin temelini
olusturdu. Otuz Yil Savaslari, her ne kadar
diger tim unsurlara baskin gelecek bicimde
dini bir savas olarak tarif edilse de aslinda
bir gelecek vizyonuyla alakaliydi. Bugiin karsi
karsiya oldugumuz diisiik alevli savas da
esasen bununla ilgili, ayrica feci bir tirmanisin
tistimiize dogru gelmesi de muhtemel. islerin
bir gelecek vizyonuna katkida bulunuyor mu
sence?

S: Bence kesinlikle bir gelecek vizyonu var, cok
aclk bir sekilde degil, herhangi bir noktada

isimlendirilmis de degil, fakat yaptigim iste
ele almasam da aklimdaki tim catismalarin
gelecege dair perspektiflerle bir ilgisi var
Demin soyledigimiz gibi, sifir noktasi ayni
zamanda bir sanstir Bir ornek vermek
gerekirse, cok genis bir cevrede tartisilan
ve ugruna micadele edilen Filistin devleti
hakkinda an itibariyle oldugu kadar kasvetli bir
bicimde diusindigumde bunun ayni zamanda
blyuk bir sans olabilecegini goriyorum, cinki
kokenini olusturan belirli bir resme basvurmak
zorunda degil, her sey olabilir. Nihai bir 6zerklik
s0z konusu olabilir. Bu da bana Adorno’nun,
saniyorum Minima Moralia'da soyledigi bir seyi
hatirlatiyor. “Mutlak 6zgiirlik sergilenemez
veya temsil edilemez, ancak vyasanabilir”
diyordu. Bana kalirsa herhangi bir kavrami,
sanatli veya teoriyi gelecegini belirlemende
yardimci olabilecek araclar olarak gordiginde
bu bir sanstir  Sohbetimizdeki bu anda
siyasetten kendisi de bir siyaset bicimi olan
ekolojiye kolayca atlayabilecek durumdayiz
mesela. Ve tam da su an gelecege dair
disinmek cok blylk onem tasiyor, clnki
esasen bazi seyler hakkinda zaten dinden
karar vermek gerekirdi.

N:CesaretAna(Dogu)Berlin’desahnelendikten
sonra yazdigi bir siirinde Brecht’in dedigi gibi:
Gezegeninfilak edecek. / Besleyip biiyiittiikleri
onu yok edecek. / Birlikte yasama bicimi
olarak yalnizca Kapitalizmi bulduk. / Fizige
kafa yordugumuzda ise biraz daha fazlasini
bulduk: Birlikte 6lme bicimini. Simdi senin
at arabani bir Truva Ati olarak hayal etmek
istiyorum. Kendi basina yasayabilecek bir sey
getiriyor ve onun nereye gittigini bilmiyoruz.

last years, and they all show that we again
and again re-evaluate the idea of unification,
or maybe of the homogenous. Homogeneity
was also sort of an ideal. The whole European
community project was an ideal, the idea that
we can exist together. But at the same time, |
think we have to bring or to make discursive
the idea of heterogeneity, because without that
also the homogenous wouldn't function.

N: What you are saying is at the core of
the Westphalian Peace, which opened the
possibility to recognize heterogeneity by
affirming homogeneity. What | also find
interesting about the Westphalian Peace
is that it recognized the status of religious
communities at the moment of negotiating the
treaty, so that all the changes that happened
throughout the Thirty Years' War and through
the century before, since Reformation, were
kind of sealed. The end of the war was a
point zero, which is a very violent thing, and
this very violent thing was the basis for the
future compromising negotiations. The Thirty
Years’ War, even if it's described as a religious
war, which is one element suppressing all
the others, was basically about the vision of
future, which is also really what is at stake in
the low-burning war we are having today, with
possible disastrous escalation looming over
us. Do you think your work contributes to the
vision of future?

S: | think that the future vision is definitely
there, it's not explicit, it's not named directly at
any point, but if | think of all the conflicts | have
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in mind, without addressing them in the piece,
of course it has to do with future perspectives.
What we were just saying, point zero is also a
chance. If | think, just to name one example, of
the widely discussed and fought for Palestinian
state, as bleak as it looks at the moment, it could
be a big chance because it does not have to refer
to some image to which it goes back to, it can be
anything. That could mean an ultimate autonomy.
It reminds me of something that Adorno said, |
think in Minima Moralia. He said that absolute
freedom cannot be displayed or represented, it
can only be lived. This is, | think, the chance that
you have if you regard any kind of concept, art
or theory as helpful tools in determining your
future. At this moment in our conversation, we're
definitely also in a situation to easily jump from
politics to ecology, which is again a certain kind
of politics. And now it is crucial to think about the
future because some things actually would have
needed to be decided upon already yesterday.

N: Brecht, again, put it well in a poem he
wrote late, after Mother Courage was staged
in (East) Berlin: The planet is going to burst. /
Those it bred will destroy it. / As a way of living
together we merely thought up Capitalism.
/ Thinking of physics, we thought up rather
more: A way of dying together. | think, now,
| like to imagine your carriage as a kind of
Trojan Horse. It brings something that would
have its own life and we don‘t know where it
goes.
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