yoklugudur. Odeon, Rio, Gloomy Sunday (Kasvetli Pazar) ve Vine (Asma)
gibi, Becher'in done done yikselen kuleleri, gazometreleri ve kireg
acaklan, nerede gekildiklerini soyleyebilecegdimiz bir 6zellik tagimazlar.
Sanayi binalan gibi, sinema salonu cepheleri de romantiklikten uzak bir
sekilde dnden verilmistir, tutkudan uzak ve insanlardan yoksundur,
metruk ve sahipsiz olarak —ya da sadece dyle goriinerek— kaginiimaz
sekilde Becher’lerin end(striyel ¢okiig belgelendirmesini gagnstinirlar.
Filmstills'de (Film Fotograflari) amag, artik analog bir gergekligi
gostermek degil, daha gok, kurmaca hir boyut eklemek suretiyle
gercekligi genisletmektir. Sanatgilar, dijital islemlerden gegirerek,
sinema salonlanini duvar yazilari, yirtik afig kirpintilan ve bagka ylizey
hatalarindan siyirabilmig ve onlara belli ki “bir tiir sinematik ‘bakig’”la*
yaklasmistir. Daha sonra bu ¢alismalar hakkinda yazarken, “bu farkl
zaman anlari dijital olarak tek bir resimde birlestirilmistir ve boylece tek
bir imgede ok sayida ani ve atmosferin yogunlagmasi mevcuttur* diye
agiklayacaklardi. Pencere camlarinin yansittigi giimigig cesitlilik
gostererek, hic degilse insan viicudunun alti saatlik devrinin ritmini ima
eder. Lilian Pfaff ve Philipp Kaiser bir soylesilerinde, fasatlarin biyik
formati ve miidahale edilmemis cephe hallerinin onlara bir sinema
perdesininkine gok benzer bir islev kazandirdidini agiklamiglardi. Bernd
ve Hilla Becher, tipolojilerinin kuramsal bilesimine ragmen fotografciliga
otuz yili agkin siiredir neredeyse saygiyla karigik bir baghlik gosterdikleri
halde, Hubbard ve Birchler'in Filmstills (Film Fotograflari) bu aracin Gzel
atmosferinden uzaklagmayi ister gibi. “Sinema salonunun deneyimini
hatirlatmak istiyoruz, fotografinkini degil. insanlarin bir sinema salonu
fotografi gérmesini istemiyoruz.”*

Kesisme

Laura Ribero ile Loan Nguyen'in fotodraflari, performans ile mekénlar /
yerlerin kesistigi noktaya ait. Bu sanatgilarin her ikisi de kendi
eserlerinde goriinirler, ancak bu artik performatif edimin kendisi degil,
belli bir yere iligkin olarak performatif edimdir ki bu da eserin merkezi
mesajini olugturur. Ornegin, yukanda sézii gegen ve Ribero’nun
melankolik bir hizmetgiyi oynadigi Electro-doméstica dizisinde, pembe
dizi rilyasinin biitiin aksesuarlari ile gereglerinin bulundugu TV stiidyosu
aslinda birincil 8nem tagir. Burada performans, dzerk mantigini
kaybediyor ve belirli bir yere baglaniyor. Nguyen de kendini fotograflarina
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In an interview with Lilian Pfaff and Philipp Kaiser, the artists explained that
the large format and unmediated frontality of the fagades cause them to
function much like a movie screen. Whereas the Bechers, despite the
conceptual composition of their typologies, have shown an almost reverential
commitment to photography for more than thirty years now, the Hubbard’s
and Birchler's Filmstills seem to want to move away from the special aura of
this medium: “We want to evoke the experience of the movie theater and not
that of photography. We do not want people to see a photo of a movie
theater,”

Intersection

The photographs of Laura Ribero and Loan Nguyen belong to the point at
which performativity and spaces / places intersect. Both these artists appear
in their own works, although it is no longer the performative act itself, but
rather the performative act in conjunction with a specific place, which
constitutes the central message. In the aforementioned Electro-doméstica
series in which Ribero plays the part of a melancholy housemaid, for
example, the TV studio containing all the props and paraphernalia of the
telenovela dream machine is actually of constitutive importance. Here,
performance loses its autonomous logic and becomes tied to a specific
place. Nguyen also stages herself in-her own photographs — as in Tennis +
moi,* for example. Yet her performance invariably evinces a meditative
restraint which, because it takes its cues from the “set”, allows that place to
develop a poetry all its own. Her gestures and poses are not self-referential,
in other words, but are generated out of the specific qualities of the place
selected.

Non-Places

The photographs of Jeff Wall and Loan Nguyen in the Sammlung Verbund
define the periphery and non-places. For thirty years now, Wall has been
best known for his large-format light boxes in which the colors of his giant
transparencies are brilliantly illuminated. In the first few decades of his
career, he was celebrated as a peintre de fa vie moderne —to use Charles
Baudelaire’s term— on account of his ability to combine traditional
composition with themes of modern life. For the past decade, however, he







