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The thesis analyzes the circumstances by whickevbeyday is transformed into
an object of art through the author’s practice arigoroject “Make My Day” and cases
studies of works from Tracey Emin, Sophie Calle &iklit Tiravanija, in order to
identify the process of aestheticization of lifieeh how to exhibit a work of art that is

produced by this process.

Starting from cases studies from Tracey Emin’s “Blgd” and Sophie Calle
“Double Game” along with the work of the authore tthesis will analyze the process
the aestheticization of everyday life on how thal rife of the artists effects and
empowers their works, proceed on to analyze howaitteof living is offered as a
medium to produce a work of art and why interatgiand the persona of the artist are

fundamental for the aestheticization of the adivirig.

Identifying the process to aestheticize the everyttae thesis will move on to
research how an interactive work of art that deriiwm this process should be
exhibited by analyzing the exhibited works from Biep Calle’s “Take Care of
Yourself”, Tracey Emin’s “Exorcism of the last pamg | ever made”, Rirklit

Tiravanija’s “Untitled (Free)” and Batu Bozoglu'$fake My Day” to found out and



propose in what conditions can an exhibition mestesfying result where the elements
of interactivity, and social exchange that convéngsartist’'s persona to the work can be
reached, concluding by stating that open interdgtithat permanently reflects the

participant’s effects on the work and the presesfdbe artist in the exhibition space as

the necessary needs of the situation.

OZET

Bu tez, yazarin sanat eseri “Make My Day” (“Gunui@un Et”) ve Sophie
Calle, Tracey Emin, Rirklit Tiravanija'nin sanaeglerini inceleyerek, siradan hayatin
sanat eserine dogiiie slemini ve hayatin estetikggrilmesini ve busekilde olgan bir

eserin naslil sergilenmesi geregkti arastiracaktir.

Trace Emin’nin “My Bed” (“Yat&im”), Sophie Calle’nin “Double Game” ve
yazarin eserlerinin incelemeleriyle skeyarak, tez sanatcilarin gercek hayatlarinin
islerini ve siradan hayatin estetiftieélmesini nasil etkilediini ve giclendirdiini
analiz edecek ve yama eyleminin nasil bu eserler i¢in bir sanat iirgtietodu olarak
sunuldgunu, interaktivitenin ve sanatci siiginin bu islemdeki neden en temel

nitelikler oldusunu tespit edecektir.

Bu estetiklgtirme igslemini belirledikten sonar tez, bgilemden cikan interactive
sanat eserlerinin interaktivite ve sanatc¢ingililginin sosyal paylgm yoluyla iletimini
niteliklerinin en tatmin edickekilde nasil sergilenmesini gerektii, Sophie Calle’nin
“Take Care of Yourself’(“Kendindyi Bak”), Tracey Emin’nin “Exorcism of the last
painting | ever made” (“Yapiim Son ResminSeytan Cikarmasi ”), Rirklit
Tiravanija’nin “Untitled (Free)” (fsimsiz (Serbest)”) ve sanatcinin eserlerinin yagilm
sergilerini inceleyecek ve sanat¢inin bizzat sergpdlunmasi, eserde kalici etki birakan

ve her tarli etkilgime acik bir interaktivite gdayarak sunulmasini dnerecektir.



PREFACE

This thesis discusses the process of aesthetmizafieveryday life through the
use of the artist’s persona by examining the wakSophie Calle, Tracey Emin and
Rirklit Tiravanija and also through the practiceB#tu Bozoglu in his work “Make My
Day” to discover on what circumstances the everydaaptured, used and presented as
an art work and then proceeds to theorize how taraative work of art that tries to
depict the everyday, which is incorporated in fifee of the artist can be appropriately
exhibited.

Drawing from the relational aesthetics theory bldudprward by Nicolas
Bourriaud which is based on an immaterial formrotlaat is created by the interactions
between people, initiated by socially engaged tartiho perform outside the realm of
conventional mediums, preferring to create situmtiwhere by visitors can act as
participants to an event and therefore create awaik that is actually a platform of
social encounter, the thesis will try to canonize importance of the artist’s presence,
both by means of personal intervention in the ggllespace and also by the
representational aspect of its life which is thedbground that these platforms are build

upon.

In the first chapter, two cases of artworks (“MydBeby Tracey Emin and
“Double Game” by Sophie Calle) will be analyzedtadind the essential conceptual
element of these artworks which elevates the ewsryid the mundane to artistic value.
Without focusing too much on identifying what malke otherwise non-engaging bed
or simple task of charity work a significant art ledwhich can be explained by the
social criticism that the works bring about on cepis like privacy, sexuality and urban

life), we will explore the connection between thaseworks and the lives of the artists
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that produced them in order to discover the mythgyalue of the everyday life of the
artist that helped promote the works in the fitstp.

In the second chapter, after having explained hbe a&estheticization of
everyday life is accomplished and introduced a webtio represent the everyday which
is by producing an interactive process artwork thetorporates several different
mediums to grasp the flow of life as close as pmssithe conditions in which an
aforementioned artwork (exemple being Batu BozagltiMake My Day” which
consists the practice part of this thesis) shoelgtoperly exhibited. Emphasizing again
on the importance of the presence of the artisth@asnyth that gratifies the work both
by its intervention and its initiation, and alsothe ground that provides the space that
harbors the relational aesthetics to form, theishedl state some essential elements
that such a work of art should provide and posdeitevioeing executed in the gallery
space in order to justify its interactive aspect.
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1 THE PROCESS OF AESTHETICIZATION OF EVERYDAY
LIFE

1.1 How Does Everyday Penetrates a Work of Art;

When Tracey Emin’s art work “My Bed” was shownTiate Modern exhibition
for Turner Price nominees, the reactions it reakifrem the public ranged from high
praise to a definite puzzlement. An installatioraaged with an unmade, stained bed
covered and surrounded by personal memorabilianaste products like cigarette butts
and vodka bottles, it was a work by which Emin esged her traumatized adulthood
and overly active sexual life in a most direct wAjthough her works received good
reception from many critics around the world, sashU.S art critic Bill Arning, where
upon he said commenting on her U.S show; “I [...]JMdunyself worshipping her as a
goddess and eating up even the most banal detaifgien Independent on Sunday
(24.10.1999) asked the question; “ Would you shaurybed on public?” to general
public, an high-school student’s answer was: “Rgttyour bed on display for “art’s
sake” is a waste of time and money. Art should eveknotion or thought; | wouldn’t

put my bed on display as a piece of art...| don’bkhihere’s anything artistic about

! Bill Arning, Tracey Emin at Lehmann Maupin At in America87 (1999): 114.



being a messy persof.In regard to this opinion, unjustified it may seewe can
perhaps start to question what exactly makes Tr&oeiy's bed a work of art while all

of ours are just plain ordinary.

To pinpoint the first emergence of the commodityjeob in the art scene,
Nicolas Bourriaud gives the name of one artist, ddaDuchamp who first introduced
the bottle rack and many other objects into thenanid as ready-madésDuchamp’s
ready-mades were acknowledged as an argument aghenghen-contemporary art
scene and the conventional gallery space. As a iBtadamd therefore a strong
contributor to the anti-art movement, Duchamp’s kveas challenging the aesthetics of
his era. For ready-mades’ most
straight forward characteristic was their lack diséic intervention. Duchamp states on
his aesthetics — or non-aesthetics on ready-maéqgint which | want very much to
establish is that the choice of these “ready-madesS never dictated by aesthetic

delectation.*

Ready-mades were mere chosen objects, productstfrermarket put together
and labeled as art by the signature of the artistseme cases even with a fake name.
What Duchamp evoked was a discussion on the defindf the art object. Rather then
playing with the material that comes with the mediuDuchamp was an artist who
worked on the signs that made the medium what Bysde-contextualizing the objects
and then renaming them as art, he was rearrangpegsigns that made them an
everyday object to remake them as art objeéts Dalia Judovitz puts; “The selection
and visual display of the ready-mades also invothiesnaming of the object, since the
readymade becomes a work of art by Duchamp’s peeoce, by his declaration that it
is such.® This process, that we will call mythification, viksron all layers of our
perception and understanding of the everyday nahteri

2 Mandy Merck, “Bedtime” irThe Art of Tracey Emj{Thames & Hudson, 2002),121.

% Nicolas BourriaudPostproduction(Lukas & Sternberg: 2007), 37.

* Gloria MoureMarcel Duchamp: Works, Writings, Interviev(®oligrafa: 2009), 123.

® Martha Buskirk;The Contingent ObjectThe MIT Press; 2005), 64; “Their sstartling amigjity
emanates not from their physical form but fromahexpected act or gesture through which they were
plucked from the everyday and designated as wdrkstb

® Dalia JudovitzUnpacking Duchamp: Art in TransitUniversity of California Press: 1998), 92.



Figure 1. Bottle Rack/Egouttoir (or Porte-bouteilledjlarcel Duchamp, 1914/64.
Readymade: bottle rack made of galvanized irorx 89 cm., Original lost, Replica,
Private collection.



Duchamp, like Emin not only changed the sign ang the content which was
implied with the object, but also added an auraawhorship which elevated it to a
different level of existence with his performanEer what persuades us is not that the
object is recontextualized by a simple renamingearranging process, it is the gallery

space that harbors it, the authorship that guasititie authenticity of the work.

1.2 Case Studies;

To understand the difference between an ordinagydoel Emin’s “My Bed” we
have to look into process of mythification of tHgext by means of authorship. The bed
as an artifact is a testimony to what Tracey Erepresents in our culture. As a worker
class girl who had a sorrowful life, the act of opeg up to the public eye by exposing
her private life is expressed in her open bed. \Afe tcace a connection between her
sexual harassment in her childhbadith the bed that still carries marks of a sexual
encounter, emphasized by the stains on the bedsstied still reverberates the past
intrusion of her privacy. As an autobiographicalrkyahe bed signifies her life style
which is ever present in her appearances in masigsana@d a stand to the perversion
that she was been subjected to, where insteadnattady defeat, she insists to have her
privacy invaded furthermore by throngs of specttround the world. Needless to say
we accept this invite, perhaps some of us unknawirgut some, like Cai Yuan and Xi
Jianjun, activists against institutionalized amkdhe offer seriously and had a pillow
fight on the bed while it was exhibiting for therfher Price, as an art intervention called

“Two Naked Men Jump on Tracey’s Bed”

“My Bed’s” artistic quality generates not merelpin the space of the galley, or
the signature of an artist, but from its strongrezstion to Tracey Emin’s personal life
and history, her existence as person or more aetyreo what she represents and

embodies in relation to them in our culture. Iths connection that binds the everyday

" Piers MorganThe Dark Side Of Fame With Piers Morg#klonday 10.35pm, BBC1, 2008).



element that is the bed with the aura of TraceyrEwith her history, personality and
completes the work.

Another example of autobiographical work is Sopbale’s “Double Game” in
which she collaborated with the famous author RPsudter. In this work, we see a
different kind of aesthetics at work, especially time part called “The Gotham
Handbook” where Sophie Calle performs a seriesvefyglay actions dictated by Paul
Auster. These actions include helping the homepesiple around the city by giving
them sandwiches and McDonald’s meal coupons baagghtprepared by Calle herself,
tending to a public space everyday by cleaning,ntaaiing it and providing a
welcoming attitude to those who use it frequenthd dinally smiling to virtually
everyone that she encounters in the city notingrdthe amount of smiles she receives
back afterwards. She chose a phone booth whichestted to daily, placing flower
arrangements, cigarette packs and other decoralveents in the booth, providing a
chair and waste bin, rearranging the space witthéhe of the customers by means of a
suggestions and comments box, presented in theumuspace by photographs and
actual notes from the users. What strikes us iréhe submissive behavior the artist
embodies here by being willingly subjected to dimts from another person. Even
Paul Auster's guide states this fact rather plehgan the first page; “Personal
Instructions for S.C. on how to improve life on N&erk City (because she asked...
[emphasis added]” Although Tracey Emin’s exposed privacy is up ¥igual invasion
(or in other cases artistic invasion), Sophie Callgrivacy or more accurately her
everyday life is being offered here as a tool aratipctive space to conquer. On what

circumstances here then the mythification occurs?

8 Sophie CalleSophie Calle: Double GaméD.A.P./Violette Editions; 2007), 238.



Figure 2. Tracey Emin, My Bed, Installation Turner Prize Ebition, Tate Gallery,
London, 20 October 1999 - 23 January 2000, Phopbgrdy Stephen White, Images
courtesy of Jay Jopling/White Cube.

Figure 3. Two Naked Men Jump on Tracey’s BEdj Yuan and Xi Jianjun, 1999, Tate
Modern London.



Figure 4.“Double Game”, Sophie Calle, 1999, Camden Arts Centre, London (U.K



1.3 The Everyday as a Medium;

On the aesthetic representation of the everydeyBi#n Highmore states;

Tradition might suggest that certain forms of
representation are more appropriate for attendingspecific
aspects of the world. [...] Yet in relation to theeguday, all
forms of representation are hampered by a simitabgem. If,
for example, is seen as a “flow”, then any attergparrest it,
to apprehend it, to scrunitize it, will be probletca Simply
extracting some elements form the continuum otteeyday,
attention would have transformed the most charastier
aspect of everyday life; its ceaseless-ness. Aasféinis goes, a
good starting point would be to suggest that nomfoof
discourse is ever going to be “proper” (appropriqtéo
everyday lifé.

To follow this idea, we might suggest that althoughsingle method of
representation cannot do justice to the essenaverfyday life, different methods of
representations coming together can. In order tterstand what Sophie Calle does in
her work “Double Game”, we have to think about dlabmrative work between
different mediums and different authors to represbe altered everyday life in the
gallery space. This not only corresponds to the&akdnstallation of the works as a
collage of photographs, text and authentic itehgldo acts as a guide for how to
understand the method of realization or ratherattteof performing on everyday life to

create an art piece.

Like Tracey Emin, Sophie Calle uses her own privang everyday life as a
performing space where she baptizes elements ahasydvalue; like the notes and

comments from the phone booth users and creaitsctatto be exhibited in the gallery

® Stephen Johnston€he Everyday (Documents of Contemporary @He MIT Press: 2008), 82.



space. They act as witnesses and proof to the ¢kahtsupposedly took place as a
performance which receives the highest emphasidien works. The installation
materials always carry as sense of nostalgia wipgeterated from the deliberate use of
museum aesthetics such as the use texts, photsgnagispapers or documentations
and items which are shown similar to the artifamtsthe historical museum galleries.
All these aesthetic data refers to one single thet;existence of the act. As Highmore
said, all these representational material canriyt quasp the flow of the everyday, but
what is consciously left out works as a mystifyimgythifying) element for the piece,
just as the missing pieces of an ancient templeis@® the spectator’'s fantasies to
complete it as [s]he wills.

But this process of nostalgia cannot be achievatiowt the presence or the
existence of the artist as the author of the wdtdthorship here doesn’t mean a
signature or a simple claim of ownership over thatemals presented or the
performance. While we can relate to a more “intimgs story in Tracey Emin’s case to
support the elevation of the ordinary to an artifat Sophie Calle’s case, the life of the
artist, regardless of what may be is not of impméa As a strong contrast to Tracey
Emin, Calle’s myth emerges from her resignatiorhef personal life. In every one of
her works, we can see her submitting to a role ohat follower in every sense of the
word. What she actually embodies, in the perfecisseis Baudelaire'dlaneur.
Disguised and impersonated, dictated by the cr@eghie Calle’s work always explore
the others and herself as an “other”. The showcadee she stores her birthday
presents, and her work “Shadow” where she hiredtactive to follow herself making
reports and shooting photographs are made as ifasisetrying to convince us and
herself that she exists. As the flaneur immersesthre crowd, diffusing in it and riding
on its flow, the ceaseless rhythm of the everyday Calle’s aesthetics try to cover all
possible mediums to reveal it in this mesh potallnher works, we can see the play
between the absence and presence of the artisieapugs herself on the pursuit of
others and herself in different kinds of disguigegng to picture others by their diaries,
photos and everyday activities. It is this eleméng play of absence/presence in which
the spectator finds a connection to her work, &el® fit where in either case the
realness of the everyday, represented in a subtléntriguing way captures us as an

historical event. Thanks to this approach of hiswrdocumentation, she accomplishes



the mythification of her own actions as events Wwasdtelling. The presentation itself
makes the actions worth presenting.

1.4 Practice: “Make My Day”;

In the art project “Make My Day”, we see a differdnnd of structure of
aestheticization of everyday life. Where Tracey &puts herself and her private life
with all its intimacy and Calle with her existenaelack of it on the line of work, Batu
Bozoglu puts the notion of being an artist and thyth associated with it as the
qualifier of the work as art. Being lead by the trinutor’s will, the artist here ceases to
be the creator, acts as an initiator of the prqoesing out for ideas from the public.
The contributors can dictate the artist as thorbugk they are willing to, given that
there is no limit to the details and actions theat be presented other than the one day
limit, so far so that the decision making on théstis part becomes non-existent.
Bozoglu although uses his initiative to accomplisé tasks according to his resources,
the conceptual structure of the materials preseimiedhe projects belong to the
contributors. Thus there is no autobiographicatnezice behind the works, nor is there
a search for historical documentation, given thesentation of the works is on a web
based format. All we see is the artist being subgeto follow a set of orders during a
course of one day in video format. So what makes dht, we might ask. And more

importantly, whose art work this is?

To answer our first question, we return to Duchagerformative claim over
the object as art. Bozoglu, empowered by his s@fotion as an artist claims the fact
that the actions, although conceptually createthbycontributor, becomes a work of art
by his doing. Being submissive in form of practaehe lets his action be driven by the
public, he also presents us the empowerment ofniteésvention or execution as the

nominator for the work as art. By purging the histal, autobiographical and cognitive
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layers of artistic practice, the artist strips dailva process of aesthetic process down to

one fundamental element:; executibn

In all the above mentioned works from Tracey Emmd &ophie Calle, we see a
reference to the artists’ own persona; the trawedtpast in Emin and the search for a
proof of existence in Calle. While Emin presentaypl on the audience’s hunger for
exposed intimacy down to a level of obscellityBozoglu expresses a simpler more
exaggerated sense of authorship, free from sadfesfial material, with just the claim
or signature as a proof of ownership over the idgfathe contributors. On a more
sociological view, this empowerment is actuallyletofrom the contributors by the
artist, placing himself as the executive force lestwthe ideas behind the actions and
the end product which is the art piece. Bozoglumkns a discussion between these
two forces, one being cognitive the other executivggmerly sharing the same body in
the artist’s field of operations, the artist udes tollaborative space of the World Wide
Web and new media technologies to deconstructléments that creates the model of
artist — one of the defining processes of the podm era — distributing it to others
over an online platform where the user of the mtgewebsite can play the role of
philosopher/artist.

This transformation from a spectator to participatan be investigated as an
ambivalent notion, where the user is granted a pawech [s]he can manipulate the
artist and his work, but also accepts the castrati@t comes with it as he agrees to
order/help/work for the artist to do his own areqe. Reading Bozoglu's work we
cannot help but come to a conclusion that the hetctualization, of execution is the
most important aspect of the creative process,tla@diefining factor over the issue of

granting/claiming authorship.

9 Rollo May, “The Creative Process” The Courage to Creaté\Y, Norton, 1994); Rollo May explains
the importance of the act of production in the tvegprocess, referring to the “encounter” whiclhs
process of actualizing the creative idea, and esipéa that without the encounter, creativity canb®

fully accomplished.

1 Jean BaudrillardThe Ecstasy of CommunicatigNY: Semiotexte, 1988); Baudrillard explains this
behavior as a reaction to the a social phenomerocalls “double obscenity” which is caused by the
disappearance of the boundaries between publictladorivate spaces, where by the private space
becomes subject to mass observation, to a levebséenity just like pornography, zoomed in to an
extent of losing all meaning, to transmit a falseqgh, a simulation of the existence of privacyglik fake
treasure map, to comfort us and satisfy our need &till existing private space.
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Establishing the legitimacy of the work as artcpieBozoglu’'s proposal of
presenting recordings of the events and actionsowttany particular social, critical or
aesthetic importance, the mundane everyday actoa aork of art opens another
discussion about the aestheticization process ektleryday elements. Different than
the bed that signifies a personal history, or theuble Game” which defines an active
social interaction to ameliorate the city, “Make Nhay” ‘s sole purpose is to fulfill a
participant’s wish. But when it comes to represttet free flow of the everyday, the
accidentiality, simultaneity, unpredictability dig everyday events, a simple unedited
documentation is an accurate medium. As we seaurtist trying the overcome many
obstacles to accomplish what he was assigned toamebeing subjected to the
everyday visually, audibly and chronologically ake tevents unfold, and the
commentary by the artist while he tries to orclastithem in order to succeed in his
guest gives us an insight about the experience Abaut to have. This autobiographical
narrative in the recordings also suggests anosech of mythification process, where
the artist is shaping his real life experience iatcform of communication, both
interactive by the use of the orders that the gigdnts can give thus modifying the
everyday, and getting back the experience theyesigd to the artist to have as he lives
it for them, offering a ready made life experienaéde consumed. This process can be
seen in other cases as the artists take on theeslesid wishes of their audiences, the

ones that they are incapable of fulfilling usualind realize them in their works.

1.5 Aesthetic Study of “Make My day”;

It is very hard for an art work to be interestimpen it comes to everyday
mundane actions that are presented without anyssixeeediting or a strong narrative.
While Tracy Emin’s bed has the aura of being thadas piece of furniture where she
supposedly lived through some of the sexual expee® she so blatantly represents and
exposes with her persona, and Sophie Calle’s exdited with dedication and zeal for
common actions like tending to a phone booth dofzahg an interesting person; eating

a salad, four bars of chocolate, performing a sncallemony of mourning and

12



improvised guitar playing have nothing to be amaaed@¢ompelled by. Or so it may
seem. To identify how exactly the aestheticizatakes place in this work we have to
examine what has been added to the orders thadrtisé has to follow, and how the

narrative is constructed to document the process.

As we have already mentioned above, everythingoeatnansformed into an art
piece with the claim of authenticity by the artiBut this duchampian claim has to be
supported by the myth that has been provided Wwghwtork, so that it can represent not
just an event that took place or a particular peakexperience, it also has to create in
itself a sign, as Roland Barthes explaifedhat is altogether a different notion, an
artifact that is nor the object itself or the thitligt it represents. Tracey Emin’s bed has
this particular quality to it, just as the docunseand actions done by Sophie Calle
have. In Bozoglu's works this quality comes witle totion of “the contributor” that is
ever present in the work, but outside the framéela shadow over the piece, the
actions executed in the video, although acted gquthle artist, has the intention of
satisfying someone, the person who send the ondéhe first place. As spectators, one
who reads the work as it plays out in the screenetoplates not just the actions or how
they are been done, but also judges them accotditige expectations that are been laid
out before the video was been shot. So seeingrsiedmmand; eat a healthy meal, we
accept the artist to satisfy us by following thder and like watching a contestant, we
expect him to fulfill it and pass judgment on therfprmance. This notion of
expectation transforms the action, from being @adtng a salad or fulfilling a wish to a
race or dare where the everyday becomes a compgtngd between the artist and the

spectator.

12 Roland Barthed\lythologies (London; Vintage. 2009), p. 135: “[...] semiologygstulates a relation
between two terms, a signifier and a signified.sTrelation concerns objects which belong to difiere
categories, and this is why it is not one of edquddut one of equivalence. We must be here on oardy
for despite parlance which simply says that theifgr expresses the signified, we are dealingnp
semiological system, not with two, but three diferterms. For what we grasp is not at alone tdten a
the other, but the correlation which unites thdmeyré are, therefore, the signifier, the signified ¢he
sign, which is the associate total of the first tewon. “
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Figure 5. Shots taken from Batu ozoglu's  “Day_01" frdvtake My Day2009).




Windows Live Hotmail Print Message Page 1 of 1

(No Subject)

From: Tamara Reichardt (Tamara.Reichardt@gmx.at)
Sent: Saturday, November 14, 2009 1:47:32 AM
To:  make-my-day@windowslive.com

Hi Batd!

1: Get some good, healthy food and eat it with relish!

2: Afterwards, you stuff yourself with sweets of all kinds (snickers,...). 3:
Wash it down with beer or some other drink. Na zdrowie!

4: Then mourn after your ERASMUS-friends... especially ME!

5: write a song for me! (or, at least, play something, while you're crying out
my name!)

hmram, and you could wear your green boxershorts... I like the colour! ;)

DSL-Preisknaller: DSL Komplettpakete von GMK schon fir
16,99 Euro mtl.!* Hier klicken: http://portal.gmx.net/de/qo/dsl02

http://sn127w.snt127.mail.live.com/mail/PrintShell.aspx?type=message&cpids=e796¢c... 01.07.2010

Figure 6. Letter submitted through the website for “Day_ 02" ldake My Day(2009).
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Figure7. Shots taken from Baru Bozoglu’s “Day_02” frdvtake My Day
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Windows Live Hotmail Print Message Page 1 of 1

(No Subject)

From: Selin dogulu (yourday _sd@yahoo.com.tr)
Sent: Saturday, November 28, 2009 7.54:48 PM
To:  make-my-day@windowslive.com

Bos ve sessiz bir odada kapiyl ve pencereyi géremeyecegin duvara, yere bagdas kurarak oturdugunda
duvarda alnina denk gelecek yiikseklige turuncu 2em-2cm biytikltiglinde bir daire yapistirip sadece ona
bakarak otrumani istiyorum. Bu gline erken baslamani ve saglam bir kahvalti yapmani istiyorum.
Oturdugun zeminin yumsak olmasini ve tamamen ¢iplak(fakat bulundugun oda soguk olacaksa lzerine
basit bir kumagla Srtebilirsin) olmani istiyorum. Aslinda arzum yerinden kalkmaman fakat temel
ihtiyaclarini kargilamak icin basgka bir ydntem bulamazsan kalkman kaginilmaz olacak. Birde eger video
kayit yapacaksan gerekli gérdiglin vakitlerde aklindan gecenleri badirarak séylemeni istiyorum. Sayet
kamera yoksa yanina bly(lk bir kagit alip dlsiincelerini kagdida yazmani istiyorum. Duvardaki noktayi
géremeyecek kadar hava karardiginda glini bitirebilirsin fakat sen istersen devam da edebilirsin burasi
sana kalmis.

Iyi gtinler.

Yahoo! Turkiye agildi!
Haber, Ekonomi, Videolar, Oyunlar hepsi Yahoo! Turkiye'de!

www.yahoo.com..tr

http://sn127w.snt127.mail.live.com/mail/PrintShell.aspx?type=message&cpids=1d84a... 01.07.2010

Figure 8. Letter submitted through the website for “Day_0&nh Make My Day
(2009)
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To emphasize this notion, Bozoglu’s plays his hemexaggerate the actions, to
add greater tension to the piece. We see him e#fdingbars of chocolate in the first
day of the project, which is not specifically pa&dtout in the email he received from
the website, and in the second day the addingzair reuts to fix the papers on his back,
to underline the competitive aspect of the workrolighout the whole video we see
him explaining us, the judges, his actions and hews going to perform them so that
what we see is actually not the action itself angendt is documentary of the action on
how it is been done that is presented. Overalivileo represents not an end product,
but the clear documentation of how an end prodsuipteduced, how the artistic process
plays out, with its common issues like the idea thases the work, the steps that lead
to the execution, the ever present tension felthieyartist to please the public, himself
and the camera and finally the act of making tleglpct. In that sense “Make My Day”
becomes an art work about the production of aalvitey out the end product itself. So
just as this papers tries to identify the aestigation process of an everyday action, the
work also documents the same subject matter taecegainside look on the production
of the artwork, inviting the public to involve in, iboth by direct means or just by

watching the videos, into the process.

In conclusion, the myth that surrounds the videps'Mdake My Day” is the
simple fact that they represent the “behind thenss€&aspect of the artistic practice as
the practice itself. So that what we are facinthes artist answering the most common
and highly intriguing questions of “where do you geur inspiration from?” and “How

do you manage to come up with these stuff?”

1.6 Defining the Process;

In light of our assumptions on the process oftegtization of the everyday life
elements, we can now put down some fundamentas siaphow to accomplish this
feat. As we have seen in Emin’s and Calle’s caseldvate an element of everyday life

into an art work or an artistic practice, it is iengtive to rearrange the elements to
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signify and represent an historical data centerethe life of the artist, or any historical
figure that has the potential to signify an asmedtdea of socio-political nature. When
this historical representation is in fact derivadni the life of an artist, who is
inescapably a figure of public attention, and tfeee embodies what he or she
promotes visually, conceptually and as practice,etheryday becomes exceptional and
fit to be exhibited. The appeal of experiencing élxposed privacy, of direct interaction
to a personal life of an artist — which is a higidgnic intriguing persona throughout
centuries — is also a method which these artisgd as mythifying factor to promote the

work and themselves and towards the aestheticrzafithe presented material.

As we have seen in the practice part of our rebeaven though the material
presented signifies an altered biographical refegethe artist being presented as the
actor and as the executor of the event is enougpramote the everyday life, as
mundane as it may seem — to an artistic practités €xcavation from Bozoglu’'s
project proves that in an equation where everydayid been transformed in to an art
event, the element that initiates the reactionhes myth behind the persona “artist”
where by transforming its life into an open spatng it just a curator uses the gallery
space to frame everything it surrounds as an adepiWhat Duchamp did in the real
space of institutional gallery, challenging thethescs by his ready-mades, artist like
Tracey Emin, Sophie Calle and Batu Bozoglu doesguieir persona, their life, giving
it the same transformative power the gallery haldsr objects; their life presents their
work, and their work presents their life.

To understand this equation, we can refer to MideeCerteau’s theory on the
art of story telling or narration as a form of arhich deals with both practice and
theory. Mainly focusing on written forms of artshassertions can be applied in all art
mediums considering all works of art are perceivedcontext to their date of
production, author and space. As to elaborate enctimtext of author, which clearly
identifies a fundamental aspect of the works wiand understood not just individually
(as singular pieces of art) but also in accorddnddeir creators agenda and persona,
both works from Emin and Calle are placed into matave created by the artist’s life or
representational aspects of their characters irstiogety. Meaning; when we see the
bed that Tracey Emin showcases in the gallery spaeeare encountered with a story

situated in the long narrative of the traumatizeohn persona that she is or is thought
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to be by the public. This narrative which in tuorresponds to reality (life) of the artist
is a “story [that] does not express a practiceddes not limit itself to telling a
movement. It makes it. One understands it, thergné enters into this movement

itself."*3

Apart from this process, in order to properly egant the everyday, art works
should use documentation (photographs, items, )téxas will act as proof to actuality
of the events and actions, much like Calle useteinexhibitions and Emin’s use of
videos and personal items. Most of the items andiangisplayed in the museums that
uses everyday life aesthetics can be considerethaoyd without the myth that
surrounds them. This quality that emphasizes tieatenather then the craftsmanship or
the technique that is been used to produce thedeswace essential to the representation

of the everyday.

Considering the proper aesthetic approach to eraatart work based on the
everyday, or more to point practice of life, thésarBatu Bozoglu proposes the use of
several mediums; web for the interactivity thabat the participants to connect with
the artist and manipulate his life, letters (bottitten by hand or printed) as a contract
for documentation and video in the form of docurages, and the promotion of life,
that is offered as the primary medium for the astkythe canvas on which the days are

displayed.

13 Michel de Certeaulhe Practice of Everyday LiféJniversity of California, 1998), 81.
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2 EXHIBITING AN INTERACTIVE PROCESS ART WORK

2.1 The Open Work of Art;

Since the conceptual movement in the arts, we havmessed the
transformation of the artworks from definite resutt living processes. While the art
work was changing its form, the visitors who endeved the works in gallery also
were undergoing a similar shift from mere spectatoractive participants, as they ware
asked to interact, participate and sometimes cdmfie pieces in display. Presumably
this shift is caused by the technological and sifierprogresses that affected society as
i's been introduced to quantum physics and Worlddé@VWeb that suggests an
ambiguous reality and infinite interactive struesi*

Form the days where a book was a closed, completsage whose limits are
defined by its cover, we are now faced with thedntgxt over the web that gives us the
possibility of an unlimited read both in the sem$eomposition and length. This new
structure which democratizes the power of the autireated the “open” work in which
the artist, instead of providing a complete workb® displayed, creates a frame in
which the visitors are invited to reach in and iat¢ with, in order to shape a meaning
of their own. Roger Dannenberg and Joseph Batdaiaxpis new model of art work;

* Umberto Eco, “The Poetics of the Open Work, Participation,ed. Claire Bishop (London:
Whitechapel Gallery, 2006), 31.
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In traditional art, the author produces a relatiyektatic
artifact such as a book, a musical score, or a daaescript, and
we identify this artifact as the work of art. [..He static artifact is
replaced by an interactive system, and it is ldssarcwhere the
artwork lies. For the author, the interactive systéself is clearly
a work, but art only “happens” when someone intésawith the
system. In some cases, the process of interactiteiart™

To clarify the “openness” of a work of art, we haweconsider that all art works
are open to meditation and reinterpretation eveagdh they don’t provide interactivity.
But the “open” work is the kind that takes its sh&pughinteractivity, in a sense that
without it, it will cease to exis To sum it up, we quote Umberto Eco for the

description of such an open work as;

[...] the possibility of numerous different intertiens, but it is not
an amorphous invitation to indiscriminate partictpm. The
invitation offers the performer the opportunity ah oriented
insertion into something which always remains tlugldvintended
by the author [...] who offers the interpreter, therformer, the
addressee a work to be complettd.

What Umberto Eco emphasizes is that the authen &wugh he or she presents
a work to be completed, draws the lines in whiahdbtion will take place. We see this
process at play in the work “Take Care of Yoursély’ Sophie Calle where the artist
invites women of different perspectives to arguewtland interpret a letter she received
from her boyfriend about his wish to end their tielaship. In this work she offers
freedom of interpretation and anticipates the ssbron of all kinds of media from the
participants. But still the boundaries are set lhg artist in a way that supports the
freedom of interaction but also keeps it in contetich is in this particular work, a
discussion of intimate relationships and behavi@lysis of a man who wants to break

up with her girlfriend through an email. In an iiew done by Louise Neri with the

!> Roger Dannenberg and Joseph Bates, “A Model terautive Art” inProceedings of the Fifth
Biennial Symposium for Arts & Technolog995), 3.

'® sara Diamond, “Participation, Flow, and the Reitistion of Authorship: The Challenges of
Collaborative Exchange and New Media Curatoriatfea” inJ. Trant and D. Bearman (ed$yJuseums
and the Web 2005: Proceedings, Toronto: Archivéduseum Informatigs (March 31, 2005); “Opening
night is now seldom the end of the artwork, nat the beginning. New media art works that are dase
on audience patrticipation change throughout baghdtiration of their exhibition and the collaborativ
endeavours to create them - getting communitiggaoe and thinking through presentation strategies
starts well before the opening.”

" Umberto Eco, “The Poetics of the Open Work, Participation,ed. Claire Bishop (London:
Whitechapel Gallery, 2006), 36.
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artist, Sophie Calle explains this issue; “The sudé the game are always very strict. In
Take Care of Yourselfasked the participants to answer professionatlyanalyze a

breakup letter that | had received from a man. fdrameters were fixed®

When in comes to curating these “open” works, ¢juestion we often ask
ourselves is how to preserve the interactivity tisaan essential part of the work.
Because “the nature of the [interactive] work isbediied not just in how it looks or
what images are used, but in the way that it behadeen people interact with it. The
problem of working with and defining interactiondskey one.* We will now analyze
some of the works from contemporary art scene ¢éohsav this issue is handled over

the years.

2.2 CASE STUDIES;

2.2.1 Tracey Emin, “Exorcism of the last painting lever made”;

In “Exorcism of the last painting |1 ever made”, parformance from Tracey
Emin that took place in Stockholm, Gallery Andr&x&ndstrom in 1996, we watch the
artist trapped in a cage, drawing and painting. W& have here is the act of practice
of painting displayed as a documentary piece, whigeeobservers are encouraged to
violate the private space of the artist during ¢treative process. Neal Brown explains

this particular piece and its effect on the vistor

Here the raw evidences and struggles of an unastigme
natural art about the world and its depiction cae been, along
with the waste detritus and psycho-droppings ofhsaeativity

'8 Interview by Louise Neri with Sophie Calle, acaes86 June 2010, online sourse;
http://www.interviewmagazine.com/art/sophie-calle/

9 Linda Candy and Ernest Edmondplorations in art and TechnologySpringer-Verlag, London.;
2002.), 29.
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[...] and we have observer status only. Safely sbadltfom the
colossal heat of the miracles of success, and thairgs and
demons of failure, we are silently privileged wises to the
primary matrix of conscientious painting activffy.

Tracey Emin is, and always has been an artistrapalith the private space and
intrusion of intimacy. Along all of her works wercaee this pattern as she passively
displays herself in various intimate acts and ds#pans, forcing the viewers to become
witnesses of her life filled with pain and dramb,cd that which ironically lived up to
be great resources for her artistic carrier. Thes®ed experiences may seem very
personal and hard to relate to, but are also eateteéments of her aesthetics that made

her an icon for the new age struggling artféts.

“Exorcism of the last painting | ever made” showsl @pens into interaction the
process expressionist painting. Here the interigtis rather spiritual; the artist naked
and vulnerable, locked in a cage, fighting off demons, performing a ritualistic act of
art making while she is being constantly watchedHhsy visitors. This act of constant
productiorf® as if Emin tries to prove her existence to thelsydsecomes a struggle to
survive and a sacrifice that is glorified by thenessing of the visitors, much like a
religious tale of a saint. Tracey Emin recounts b@m experiences during her

performance;

20 Neal Brown,God, Art and Tracey EmifLondon: Jay Jopling/White Cube, 1998).

%L Neal Brown,God, Art and Tracey EmifLondon: Jay Jopling/White Cube, 1998); “[...] in a
tumblingly humorous, sad, and cumulative storytellof her spirituality, Emin describes for us @ liff
both organic and creatively contrived incident, staletails differ but whose passions are reprebenta
of us all.”

2 Tracey Emin created 14 paintings, 78 drawingspdytprints and numerous other painted equipment
during her fourteen days of performance in theeggll
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Figure 9. Tracey EminExorcism of the last painting | ever mad®96, Performance at Galeri Andreas
Brandstrom, Stockholm 1996, Dimensions of room: 1583x 169 1/4 in. (390 x 430 cm). Photography
by Antonia Reeve. Images courtesy of Jay Joplingtd\@ube.

Figure 10.Tracey EminExorcism of the last painting | ever mad®96. Performance at Galleri Andreas
Brandstrom, Stockholm 1996. Dimensions of room: 183x 169 1/4 in. (390 x 430 cm).Photography by
Antonia Reeve.lmages courtesy of Jay Jopling/\W@iibe.
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It was called “Exorcism of the last painting | eveiade” because
it was for me to get rid of them [my failures], plthe fact that
painting for me was completely moribund: it was ptetely bound

up with failure.?®

“Although her work often seems rough and sketdbpin has created a very
poetic language of her own, which will leave theedptor with equally strong
emotional feelings.” says the exhibition catalogkmin’s work, which can testify as a
general attitude towards painting and art gen&uatl.the important issue here is the fact
that what was exhibited in the gallery was not plaentings and prints, or a painter’s
studio full with adequate equipment. As the tittdsthe prints exhibited later on in
Saatchi Gallery suggest, the work is called “Life@dél Goes Mad” and painting out
that the exhibit was Tracey Emin. Just like Rol&adthes’ statement on Marcel Proust,
Tracey Emin “instead of putting [her] life into [hpainting], as is so often maintained,
[she] made of [her] very life a work for which [hewn painting] was the modet®So
what is being interacted with is not the paintint®, visitors upon putting their eyes on
the lens, interact with the artist’s life directhnd through that interaction a series of art
works are being produced, and most important ahthé is Tracey Emin’s life itself.
And for 14 days, visitors can watch how they affihet artist in the gallery, while she’s
painting, expressing what she has been receiviogh fthe audience during the

exhibition.

If we look into the curating of this process artiyowe have to first
acknowledge the fact that what is essential fos fhiece is to provide an intimate
connection between the visitors and the artiseindmvironment. The lens that has been
used to evoke such an intimate relationship iseatgway to summon a “peeping”
experience that is logged into our psyche fromahildhood. The reversal of the roles
here is evident when the visitor has to lose itsoagence and become a “gaze” that
violates the privacy and does not feel guilt or, gist curiosity. The audience takes the

role of the spectator in a movie theatre, passidgment without realizing that what he

% Mandy Mack and Chris Townsend etihe Art of Tracey Emir{fThames & Hudson, 2002), 198.

%4 Roland Barthes, “Death of the Author”Rarticipation, ed. Claire Bishop (London: Whitechapel
Gallery, 2006), 42.
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Is been subjected to in this case is not a remetliggality but real life itself. So here
interaction is made easier and more attractiveutjind'veiling” the audience, just like
online chatting in the public chat servers, theiauck becomes relieved from their

personality and becomes unknown strangers.

Although achieved in great success, the interéigtia Emin’s work is
rather ambivalent; first because the cages ses/as abstacle protecting both the artist
from the audience, and the audience from the drésself, and secondly because the
interaction is kept on a sensual manner, rather ¢henaterial one. We will see now a
different case from Sophie Calle and her art pid@ke Care of Yourself” where the
interaction is more direct in case of call for papation through submitted media, and

analyze how the piece is exhibited.

2.2.2 Sophie Calle’s “Take Care of Yourself”;

“Take Care of Yourself” is based on a collectivealgsis on personal
relationships. As an artist working on identity anryday life, Sophie Calle opens up
her private life offering to all women around thend the opportunity to interpret a
break-up letter from her recent boyfriend. 107 womesponded to her call and various
media poured in her lap, all of which later becarmmaonstrous installation of television
screens broadcasting what they think about therleaihd more importantly their

response to the man who’s responsible of thiswadaf events.

"The idea came to me very quickly, two days afeesént it, | showed the email
to a close friend asking her how to reply, and shiel she'd do this or that. The idea
came to me to develop an investigation through ousri women's professional

vocabulary®® says Sophie Calle when she’s asked how she camdeviglop such an

% Sherry TurkleLife on Screan(New York: Simon & Schuster, 1995), 207; “[...] ttack of
information, about the real person to whom onaligrig [interacting], the absence of visual cluwads,
these encourage projection.”

% Angelic Chrisafis, “He Loves Me Not” ifthe GuardianJune 16, 2007. Online source;
http://www.guardian.co.uk/world/2007/jun/16/artnears.
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interesting piece. We might say that this apprad&cius to be a rather curatorial one,
considering how Sophie Calle acted and embracedolkeof the initiator, rather then
the sole creator of her art work. What eventuadigame a series of videos on a gallery
space are works from women of different interestsng their opinions on Calle’s
received mail. And the work in itself proposes gatorial attitude toward practice of art
where the artist steps down from the main stagegiwveks the spots to her audience,

acting as a director or script writer.

Since the situationist movement and Guy Debordtsetp of spectacle, artists
often engaged in activist performances creatingranronment, a situation or a social
platform instead of presenting definite, materiairks of art. Calle, following the same
approach, opens up a discussion where by a crgtaaly of certain behavior or social
paradigm can be created. What is more innovative Igthat Sophie Calle uses her
own personal life for this discussion to take plJamed what is being interacted with
here is not the work which is being produced butdwen life as a woman who had a
recent break up. Upon this subject, Sophie Calleraents; “The difference with many
of my works is the fact that they are also my liféey happened. This is what sets me

apart [...]%

On the effect of the art work on her life Calle coants; "After | month | felt
better. There was no suffering. It worked. The @rbjhad replaced the mafi.'Her
statement suggesting her women friends to “andatyo®mment on it, dance it, sing it,
dissect it, exhaust it, understand it” and to campewith a proper response is an
invitation to the personal life of the artist, whdhe participant are encouraged to take

action instead of her.

This “effacing” of identity on Calle’s part is aa@ring theme in the artist’s
work, where she removes herself as a person amurigsca tool that performs and
exists not for her but for others. A similar casaswDouble Game” where the artist

acted upon the suggestions made by Paul Austeintetmlthe city and the people in it.

" Interview by Louise Neri with Sophie Calle, acas66 June 2010, online sourse;
http://www.interviewmagazine.com/art/sophie-calle/

% Angelic Chrisafis, “He Loves Me Not” ifthe GuardianJune 16, 2007. Online source;
http://www.guardian.co.uk/world/2007/jun/16/artnesrs.

29 Sophie CalleTake Care of YourselfActes Sud, 2007), 1.
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But here in “Take Care of Yourself” we see her opgrherself up in a way in which
she becomes a playground for others where coufgdgamships can be discussed and
published. She connects these women who collalsbratth her over her life and

becomes a platform for others to raise their voices

The interaction with Sophie Calle’s work “Take CarkeYourself’ in gallery
space is rather limited. The audience is confrontéd a multiple screen installation
and documentary elements to see the investigatioreps in a completed state. So in
the curatorial part we cannot say that the work drasnteractive element or a process
work. Quoting Erkki Huhtamo’s claim to disapprovieMark Hansen and Ben Rubin’s
work “Listening Post” winningPrix Ars Electronica Golden Nican 2004, pointing out
that even thought the work’s process which involtagsng parts of conversations texts
from around the public chat rooms on the intermet showing them through multiple
screens mounted on the gallery space has integaaipects into it, the fact that the
audience - similar to case of “Take Care of Yolfitse has “nothing else to do beside
watching, listening, and immersing oneself into ¢x@erience®, categorizes the work
as un-interactive at least on the context of exibitoi But if we take a look to the early
works of the artist, we can also understand thatabnventional museum approach is a
definite part of what Calle does in the gallerya@arom her birthday gifts displayed
in showcases, the photographs of her performamcéd3auble Game” and reports form
her work “Stranger” all have been exhibited in aywat mimics the curatorial
approaches towards ancient relics and historicpirés. When displayed as historical
documents and objects, art works take on an additimle; to prove the existence of a
certain reality, which is in this case Sophie Callédlthough it would be a much more
fulfilling experience for us to be able to visietlwork in progress, executed in gallery in
way in which we would not be just an audience ttness the work, but also would
have the opportunity — at least for those of us velne gender appropriate — to
participate on spot. But the work still shows ayveomplex interactive process where
the artist not only collected opinions, but alsaked with all of her participants, taking
photographs and shooting videos. In a way every ewomho participated in the work
helped her to overcome her break-up, helped hengakare of herself — which she

achieved by producing the work.

%0 Erki Huhtamo Trouble at the Interface, or the Identity Crisisloferactive Arf (2004), 5.
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Figure 11.Sophie CalleTake Care of YourseN,enice Biennial, 2007. Photographs taken from the
exhibition space.
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For Sophie Calle, these instants transformatiohf®finto art is both a way to
express and to cope with real life. Her mother’atde- which made a great impact in
her life, is also shown in the pavilion at Veniceehale as 22 minute video clip,
picturing her in her death bed. This act of capithe last moments of her mother’s
life gives us the clue to understand all her agces, where the relief that comes with
the sharing of traumatic experiences is the matwator her art practice. And in the
case of “Take Care of Yourself”, this act of shgrtakes another step towards active
interactivity, where the experience is not onlyrslkda but new experiences are built by
the collective work of all 107 women (some inanie)aand Sophie Calle. In a way in
the end, Calle’s personal issue of breaking upoisamly her problem anymore, but
everybody’'s and her response to this event is miiredy her own, but of all

participants.

Although “Take Care of Yourself” is the result af anteractive process, the
work as it is been presented in the Venice Bienm@l007 does not support this
element. And to comment on the curatorial aspeth@fwvork according to our point of
view, we can argue that a strong part of the werleft outside the gallery space. For
what really differs the work from social studieddancollection of video performances
from various women, is the fact that the work isesult of direct interactions between
the artist and all the participants. A more appadprapproach would have been for the
curator to provide an opening for the visitors d&et part on this process, for the real
innovative aspect of the work lies in the sharifigh® experience, or the opportunity
for the people to share their perspective withnadias artist, whose life is on display for
30 years. What is eventually shown to us is aliieiswork, safely mounted on the wall,

outside of our reach.
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2.3 Batu Bozoglu’s “Make My Day”;

Now that we have analyzed the works from SophikeGand Tracey Emin, we
can move on to argue on how to exhibit the artqmtofrom Batu Bozoglu, “Make My
Day”. As we have seen above, while “Take Care ofirgelf” provides a tremendous
background of interactivity ends up being displagsd'closed” art work, while on the
other hand Tracey Emin’s performance offers int@gvado a limited capacity but lacks

the full fledge freedom of active interaction beémehe artist and the visitor.

What Bozoglu’s project needs is a more performaitpen encounter with a the
visitors much like Rirkirt Tiravanija’s work “Uniied (Free)” where he cooked for the
audience and shared meals with them, and more tangtyr transformed the gallery
space into a “living” space where nothing “alreathne” is display for the audience to
see, instead they were provided with a place totmiee share and create new
experiences cooperatively. On his later works imtitled (1993)” and “Untitled
(1994)”, he rearranged gallery spaces into a aadéadounge where people were served
food and drinks without any charge and could ugeplace as long as they wanted.
What is essential to his work is the “crowd”, withhowvhich any of the installations
would not be complete. So in a way the visitorshbbgoming first users, then artists are

completing what seems to be only a propositiomminvitation to an art project.

“Visitors to Tiravanija’'s works are often perplexbd the apparently unfinished
clutter they encounter” says the catalog text about the visitors when thisiy an art
work from Tiravanija. It is understandable for wslte surprised or shocked even to
have been offered the opportunity to play drumisxren a sofa or have a meal in the
gallery space where sitting is only allowed forwiieg, sound is forbidden except the

%1 Bob Nickas and Kevin Conseljerformance AnxietfChicago: Museum of Contemporary Art, 1997),
2.
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Figure 12 The opening of Rirkrit Tiravanija'&ntitled 1992 (Freejt David Zwirner Gallery
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audio from the works and food and beverages aradshfrom. But this invite from the

artist who is also present there creates a “comominbetween the artist and the
audience by which the interaction is made tangdnié inviting. The essential element
that makes this link possible is perhaps the pseaf the artist himself, who by
organizing the event on spot orchestrates theadti®n. In explaining the role of the

artist in participatory art works, Christiane Patates;

The artist often turns into a mediatory agent aacilitator --
both in terms of working and supervising a collatore team and
enabling audiences' interaction with and contribbati to the
artwork. The public and audience often turns intpaaticipant in
the artwork — a notion that runs counter to ouradsf the museum
as a shrine for contemplating sacred objé®éts.

“Make My Day” is basically an interactive workshagere participants submit
letters filled with jobs for the artist to perforit.works much like a movie production
where the letter is taken as a script and exedoyethe directing and acting of Batu
Bozoglu. The end product is not what is anticipatetthe project, for the videos that are
produced remain secondary to the actual interagiaréicipatory nature of the work.
They rather take the role of advertisements oneg #ine uploaded and published to get
more “letters” form new participants. It is muckdiTiravanija’s performances, free of
charge and suggests and offers only the satisfaciidhe participants as their wishes
are fulfilled. Unlike Emin’s and Calle’s work, “MakMy Day” gives the opportunity to
the audience to directly take charge of Bozogliigs ko a minute detail if one wishes
and see the result both in the video that is predund the artist itself, who inescapably

lives through the experiences that he is subjected

To exhibit such a piece, it is very important toderstand that what is being
interacted with here is the artist himself. So ghilgition space without the artist being
present would be an incomplete projection of thekwtf we take into consideration
that “Make My Day” is based on Batu Bozoglu’s lifepm which he borrows or rents
days, and the main purpose of the work that isréate a participatory, interaction
based workshop, a proper display for such a woskitide the representation of the life

that is being interacted with, both for reasong the life is the medium that is being

%2 Christiane PaulChallenges for a Ubiquitous Museum: Presenting Breserving New Media,
(Re:place, 2007), 4.
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used mainly for the work to be produced and thatrhing that is being done up the
day of the exhibition also adds to/is includedhis tife.

Most recent display of Bozoglu’s project “Make Myi{p was in Kasa Gallery,
Istanbul, in the event “Economics of Art” which kedtone day and included 9 poster
presentations from independent artist and artiffiectoives. The event provided the
contributors a board produced by a wire fence fiaed50 cm to 160 cm frame which
is in turn is placed on walls around the gallergc The display for “Make My Day”
included personal memorabilia like an old toy anlkas several featuring the artist in
several occasion through out his life, a set ofhes, a guitar and many other items that
serve as historical or documentary elements degidhe artist’s life. All items and
prints were accompanied with papers carrying ingiram about them, providing
explanation on how or why these items are connetdeam. Furthermore a sign is
hung on top of the display “My Life is in Your Hasidwith several smaller sheets with
messages like “For Hire” and “It's Free” that sugigeand provokes interaction and
participation to the project. Other important datare also given by several sheets
informing on how the participants can write dowttdes to organize a day for the
project using the papers and the pen they lay erdi$play, and a laptop is placed for
them to see earlier “days done” by the project. Andlly, the artist, formally dressed
is present in front of the display trying to infarmncourage and explain the visitors

about his work and his life, trying to make a “Sale
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Figure 13.Batu BozogluMake My DayEconomics of Art in Kasa Gallery, 2010.

36



It is clear in the poster display the method tedtieen used by the artist tends to
weight on the advertisement and sale methods ofrmdern culture where costumer
satisfaction is presumably guarantied with the pobdon display for the interested
people to look and judge. As we have already dssdisabove, the end result of the
project, the videos pushed on the background, amkimg as proof that the project is
being done rather then to be promoted as the pyiradar works produced, are of
secondary concern. This advertisement style adittmdvards encouragement of the
visitors to “share the experience” of “Make My Daybrks in two ways; 1) it gives the
feeling of familiarity of shopping instead of artistic practice, even though it is, to the
visitors that are often too concerned on how theyld perform in writing the letters,
thinking they would fail or just drawing a blankanthe term “art” is comes up, 2) it
promotes the visitors as the ones with the authavito can change and shape the
artist’s life, making them the focal point of theoject so that they can feel their own
importance in relation to the artistic process thatisplayed here.

2.4 Relational Aesthetics;

When we talk about curating an interactive artwavie have to identify first
what should an interaction between the visitorroaadience and an art work should be
in order for it can be considered effective. Moraaki notes on the interactivity issue
that comes up when an audience is expected to ‘tmaputer interfaces in artworks in

order to interact with some of the new media arkspr

It should be quite clear that no meaningful comroation - in
the sense of a true exchange of ideas, thoughtsioos, or
discussion (where one interlocutor might suddengadl the
conversation into an unexpected direction due te partner’s
response) - can never emerge from a programmechtdatpy. What
we get instead is a simple alternation, based enrtlies set by the
programmer®

% Mona Sarkis, “Interactivity means Interpassivityisea Proceeding89 (1993), 13.
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This issue has also been brought up by Lev Mahoumon which he argued
whether the audience can really have a freedonihaice or “open” interactivity when
all possible paths that can be chosen by the “lisecbded or planned before hafid.
And if we take into consideration the “Relationaésthetics” theory from Nicolas
Bourriaud that suggest relational aesthetics caaterartworks that are not commodity
objects which are bought and sold, but ideas opgwals for people to meet and argue
upon, creating “discussion space” to socialize ene@te relations between all kinds of
people, we have to ask “[...] How do we measure onmare these relationships? The
guality of the relationships in ‘relational aestbgt are never examined or called into
guestion [...] if relational art produces human rielas, then the next logical question to

ask is what type of relations are being producetifanwhom?*°

According to Claire Doherty, the recent trend natitutionalize the relational
aesthetics that is one of the main concerns ofecoporary art during late 90’s emerged
as the “new institutionalism”, which “[...] respond® (some might even say
assimilates) the working methods of artistic piactiand furthermore, artist-run
initiatives, whilst maintaining a belief in the faly, museum or arts centre (and by
association their buildings) as a necessary lotsroplatform for) art® and reflects
on the issue of the “openness” of the art work $kireg “do we run the risk of creating
a new set of conventions — the convention of rdég-jpr prescribed participation in a

wider socio-political context of impotent democriy®’

It is clear we cannot establish a fair and trueddad concerning the relational
quality upon which interactive artworks can be jedigFor every visitor this quality
will vary based on their receptiveness, and interBsit we can argue that if the
audience can be offered an “open” type of intecactvhich they can truly get in touch
with the artist and the artwork, without being grddby or subjected to a script, the
promise of interactivity can be fulfilled. As forhem the relations are being produced,

we have to analyze “Make My Day” and Tiravanijaldrtitled” series together.

3 Lev Manovich,The Language of New Medi@IT, 2001), 123; “If a complete work is a sum dif a
possible paths through its elements, then thefolewing a particular path only accesses a pathisf
whole. In other words, the user is only activatingart of the total work that already exists.”

% Anthony Downey, “Towards a Politics of (RelationAksthetics” Third Text 21: 3, (2007), 267 —
275

% Claire Doherty, “New Institutionalism and the Ebition as Situation”Protections

Reader (Kunsthaus Graz, 2006), 1.

" bid, 3.
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When it comes to the reaction of the audienceht d@vents that Tiravanija
proposed in gallery space, putting aside the frgerinment and the pleasure of
visiting and artistic event — which is present dh aases of gallery visits, what
Tiravanija offers is also food (noodles), drinksdfé Deutchland”) and good time and
company which is to be fare scarcely served witloatrge. It also serves a liberating
act for the audience against institutionalized eggllspace by turning it into a public
space where certain activities formerly forbidderuoethical to commit in the gallery
during visits can be accomplished. The catalog Hm 1997 event “Performance

Anxiety” reads;

The relationship that Tiravanija sets up betwees dudience
and his work is an active one in which viewers bseaisers and,
more surprisingly, do their using free of charge & service
economy like our own, in which we pay for evergreffreceiving
something gratis shocks us. The generosity of g@noyi
complimentary food or entertainment for visitorsdammines the
market economy in which art usually functions. Talkwinto a
private gallery and relax in a cafe with a freemkiis to subvert the
raison d’'/tre of a commercial space in which artf@ sale.
Likewise, to consume refreshments or play an ingnt in a
Tiravanija museum installation is to sabotage theesprvation
function of such an institutioff.

What Claire Bishop argues in the essay “Antagonsamd Relational
Aesthetics” that relational aesthetics tends toofavse over contemplatidh which
means that the art works are based on “Do It Ydfirphilosophy, produced on the
spot with the artist attending and as a collectiotton much like a workshop rather than
an art work. This “laboratory” like installationiavs and creates a social community
within the gallery space, where time is spent toiathe works rather then meditate on
them. Relational aesthetics theory defines itselfaat practices which employ human
relations to create meaning, and often through @bsimilation of existing social

systems such as eating, drinking or playfig” To put it simply, against the

% Bob Nickas and Kevin Consefjerformance AnxietfChicago: Museum of Contemporary Art, 1997),
2.

%9 Claire Bishop, ‘Antagonism and Relational Aestt®tiOctober110, (2004), 55.

“0 Claire Doherty, "The institution is dead! Longdithe institution! Contemporary Art and New
Institutionalism" inArt of Encounterissue 15, (2004), 4.
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conventional idea on how a gallery space shouldradpewhere the visitors are
encountered with the spectacle of a finished pafcart, what Tiravanija does with his
performances is reinvent the relations betweervigitors and the artist by dismantling
this spectacle and replacing it with a interactaacial environment. In his work
“Untitled (Free)”, the 303 Gallery staff working @pot in the gallery space where they
can be seen by all the visitors, accompanied hy desks and equipment, alongside the
wrapped art works that the back rooms of the figcsihould hold locked out of sight.

Even though Doherty objects the type of relatidrat Tiravanija’s crates during
these situations as been “impotent participatidherathan dynamic experience [...]
because the visitor’'s behavior is already codedhlygallery’s associate exhibition or
biennale programmes which demand a much more passes of encountefd”
While this may be true considering the institutiospace behaves as a playground
where special spots are reserved to specific actiwought by the artist’'s and curator’'s
intervention, if we look at the “Make My Day” ’'s ppach to create a socially-engaging
work, instead of creating a situation where theienmk interact with each other
creating a community, they interact with the artisectly and through him forms a
social intercourse, much like Sophie Calle did agrthe production process of her
work “Take Care of Yourself”. As to Tiravanija’'s wq while the audience is
performing according to the layout of the gallepase, the interactions between the
participants are “real” as in actual everyday ldgperiences while also being an
essential part of the work, therefore suggests V@wmaftrriaud argues in his relational
aesthetics theory as, from a theoretical and malcgioint of view, an art practice that
takes social engagement and all human relationts dmsis instead of an unique and
solitary form. The fact that the situations are switely spectacles — as in Sierra’s works
where the audience is subjected to the event ipdksive sense, being dragged into the
event and forced to comply the artists and art \godgenda, but extensions to the
everyday life of the visitors which they extracteith own rules and habits, thus
fundamentally behaving on their own accords (in Tatvanija’s performances, the

visitors were permitted but not obliged to tas fild, drink something or sit down).

“1 Claire Doherty, “New Institutionalism and the Elition as Situation”Protections
Reader (Kunsthaus Graz, 2006), 9.
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According Janet Kraynak’s “Tiravanija’s Liabilitythe presence of the artist in
all his performance has an iconic effect to an mxtkat his life and work become a
single entity upon which the events are construciéis mythical aspect generated by
the “presence” of the artist has shaped the audieamsuch a way that — much like
celebrity sightings — people gather and particigatéhe performance not only for the
art or action’s sake, but also to share and takeipahe artist's personal aura. Even
though the motivation of the artist and the audéetw form a temporal community
during the art event is to share the experiencecanttibute to the art work, the artist’s

role during this procedure has a binding aspect.

It is clear that although we can argue that a mondne fair distribution of
authorship among the participants and the artsstaarmplay during relational aesthetic
practice; the artist, as seen in Emin’s, Calle’sl 8iravanija’s case holds a more
important role as the initiator and maestro of peeformance in the art work. What
actually gives this empowerment to the artist & féct that when a relational art work
is produced, what is being introduced as an inte&aprocess is not only the art work
but also the artist's persona. In that sense, iotssurprising that all of these artists’
personalities became iconic identities. As we hsaa earlier, it is the life of the artist
that binds and promotes the work itself, one of steongest appeals. Kraynak is
absolutely right on her opinion that artists whagtice in relational aesthetics become
brands and celebrities over time. The presencéhefattist is an essentiality in the
process for the community to form, because theeshenterests of the visitors are met
in his personality. When Tiravanija constructecplica of his house for the visitors to
use as they please (“Tomorrow is Another Day”, 19R6lInischer Kunstverein), the
conceptualization of the work as a liberating dcthe gallery space and as a catalyst
for social interaction were secondary to the mairaetion that was to experience the
house as the home of a well known artist.

This however does not mean that without a stroggré like Tiravanija, the
promise of relational aesthetics cannot be accamgd. But we have to understand that
in time and with accomplishments, since the medused by the artist in these line of
work is mainly “the act of living”, the artist wilbecome a representative icon

symbolizing its own works, the common aspects afoemmunity which he helped
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flourish or took part in, much like Tracey Eminasebellious and traumatized women

and Rirkrit Tiravanija as the perfect host are foda

2.5 Defining the Space;

According to the field research done by Alan Diegndifer G. Sheridan, Stuart
Reeves, Steve Benford and Claire O’'Malley on thkiketion site of two interactive
works (Stellarc’sPing BodyandDeus Oculi)* the appropriate interactive response can

be achieved by following these standards;

— The direct and indirect effects of actions parfed by a
(human) agent;

— Direct and indirect perception of those effects;

— Influences as the combination of indirect effeatsl
indirect perception;

— Causal links that bind these together and thanywngly
complex structures;

— Wittingness and its relationship to the frame of

performancé’®

These data gathered by the careful analysis owisiters reactions to the works
on the gallery space gives us an idea about hawenstruct the right conditions for an
audience to be able actively interact with the w@k the light of this research and the
theories we have put forth so far, an appropriam@ting of an interactive process art

work such as “Make My Day” has to have three aspect

2 seeAlan Dix, Jennifer G. Sheridan, Stuart Reevesy&enford and Claire O’Malley, “Formalising
Performative Interaction’interactive SystemgSpringer Berlin / Heidelberg, 2006), 15 -25.
43 i

Ibid, 24.
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* “Open” interactivity on gallery space; Open interaction is achieved
through providing the audience with the chancentéracting with the work
in the gallery space, free from any script andpgh@mise and the chance to
complete the artwork which in turn would not conte ke without the

visitor’'s interaction.

* Encouragement of the audience through gratificationlt is very important
for the curator and the artist to create an atmespfor the work in which
the audience can ushered into interaction by strgsthe participant’s
authority over the work as a permanent one. Whsulteof interactions are
ephemeral, the promise of participant’s authorigrathe work evaporates.
Supporting these thesis, Luigina Ciolfi, Liam J.nBan and Mikael

Fernstrom research on interactive art works onip@places shows that;

Social interaction, in particular, was greatly afted by
people’s ability to make direct contributions: notly in
terms of collaboration while creating the contentit also
regarding the role that visitors’ contribution pleg in
engendering reflection, discussion and debate adothe
exhibits. This happened equally in “Re-Tracing thast”
and the “Shannon Portal”, although the two settimgfsthe
museum and the airport supported different thenoes f
discussiorf*

To ensure that this message is heard, what hasrbeeived and shaped
the work by former participants has to be shown pudlished immediately
as to serve as proof to the liability of the wanlkpirogress. According to this,
the reaction curve of the work should be kept ataximum rate, where the
changes done by the participants can be seen ishiwest of time. The
instant configuration of the work by the particigawill ensure what Stroud
Cornock and Ernest Edmonds definedlgsamic interactiorwhich is “[the]

form of the artwork [that] can be altered by theru3 his change affects not

4 Luigina Ciolfi, Liam J. Bannon and Mikael FernstrjVisitors' Contributions As Cultural Heritage:
Designing For Participation , imternational Cultural Heritage Informatics MeetirfgCHIMO7):
ProceedingsJ. Trant and D. Bearman (eds). (Toronto: Arch&eéduseum Informatics. 2007).
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only their perception of the artwork but potentialhe perception of any
subsequent user who interacts with the artwdtk.”

The presence of the artistThe artist, as the true basis and representative
the artwork should be present in the event as theirig figure who both
promotes the work on display and encourages anebges the audience to
participate and create relations with himself amel work. The presence of
the artist is also essential for the first two died of the exhibited
interactive process artwork because it is thetdatist makes it possible for
the audience to have an open interactive relatipddaling with a person
rather then a computerized system, and also bethesmcouragement and
the gratification of the visitors are being carriedt by the actions of the
artist who promotes, orchestrate and sells his wad&cording to an
audience behavior research conducted by Dirk vohmL€hristian Heath,
Jon Hindmarsh on art exhibits that display intavactvorks, they claimed to
have noticed that “[...] when comparing such exhibitgh the more
mundane exhibits discussed here, we find that #reydeficient in certain
respects. Although they generally increase theigpaation of visitors with
the exhibit itself, they often impoverish ratheathenhance the possibilities
for interaction, collaboration, and discussidretween visitors™®. The
research done through video recordings of visiiarshe gallery clearly
proves that “[...] the actions of others (both conmipas and strangers) [in
this case of the artist] have a critical influerare what gets looked at, for
how long, and in what mannet"Another research on audience response to
art objects during gallery visits shows that thgiters, when left only with
computer posts and other devices to operate withinteractive purposes

show a more discouraged interactive behavior becatithe limiting nature

4 Karl D. D. Willis, “User Authorship and Creativitwithin Interactivity” , Proceedings of the 14th
annual ACM international conference on Multimedctober 23-27, (Santa Barbara, CA, USA, 2006).

source;http://www.google.com.tr/url?sa=t&source=&etl=3&ved=0CCQQF]AC&url=http%3A%2F%
2Fciteseerx.ist.psu.edu%2Fviewdoc%2Fdownload%3FaDi%0.1.1.97.3331%26rep%3Drepl%26type
%3Dpdf&ei=YRAQTMCfKsyh4QbmtaiPDA&uUsg=AFQjCNFNJImMv7¥am6NS_OHsbTvo6jAkIw&sig
2=En5IAJywZ3Ths2hteLx1_w

“® Dirk vom Lehn, Christian Heath, Jon Hindmarsh, Hibiting Interaction: Conduct and Collaboration
in Museums and GalleriesSymbolic InteractionVolume 24, Number 2, (2001), 211.

47 bid, 207.
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of these devices to serve single or very small gsaaf people at a time, and
also for their lack of attracting or appealing aoger audiences visually and
physically?® Also on the account of the appeal and ease of corwation

that face-to-face interaction brings, the presesfahe artist is necessary to

create a more anticipated interactivity.

If and when these three criteria are met, and astere process artwork should

be considered as appropriately exhibited in giyeacs.

8 Heath, Christian, Paul Puff, Dirk Vom Lehn, Jom#inarsh, Cleverly, Jason, “Crafting participation:
designing ecologies, configuring experienc¥isual Communicatiorl: 9-3 (2001), 29; “[...] when
someone is looking at the screen and interactiri thie system, it is difficult for others (eithdrose
they are with or people within the same spacegtothe scene or realm of action to which theiroasti
are designed and addressed. Such display techasl@id one suspects also the nature of the ititarac
the systems engender) undermine the mutual orquldibility of conduct; it is difficult not onlyd see
what others are doing, but the very material fotioda on which action is based.”
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3 CONCLUSION

Through out this thesis, we have followed the amgtization process of the
practice of everyday life, or more simple the attiwing by analyzing the several

artworks and following the practice of Batu Bozogithis work “Make My Day”.

We have touched upon the notion of the “flow” o teveryday and the acts in
our everyday life, the things that surround or suppur habits and our way of living
been transformed into art objects, installationdees and happenings through the use
of “myth”, which generates from the aura of thesartor more accurately the author of
the said works. Considering this “myth”, the “adiiyd of the actions shown or
experienced in the works play an essential, pragidan object of attraction and
conceptual interpretation that is the work of aithwthe with a feel of “actuality”, a
connection to the reality of live. This connectjauis the artwork in a different context,
making it a chapter in the grand story of the bffiethe artist, giving the audience a
chance to experience not just a cognitive and sgrescounter but also the promise of
a social encounter with the artist, that is prorddi®m a mere producer of artistic
commodity object to a celebrity and further dowe thad an icon by the narrative of

his or her life through the works themselves.

As for the appropriate aesthetic approach concgmwimch mediums to use and
how to use them in order to create a work of at grojects the act of living as a work
of art, the thesis suggests interactive, procesgogs that harbor relational aesthetics
as its base theoretical ground.
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Examining “Make My Day” from Batu Bozoglu along wWwitsimilar works from
contemporary art scene, we have come to the caaolud using several mediums at
once mimicking the hyper-mediated state of the y@ay by the use of all methods of

documentation such as photography, text, videatants as proofs and artifacts.

Another essential aspect for this type of art waskso have interactivity, in a
way in which the work should remain “open” as exmpa in the earlier chapters,
meaning to be able to reshape itself through ioterg with the audience and also
retain these changes as permanent alteration,actlystemaining in a sate of process.
Interactivity is the most direct way by which thedgence connects with the “myth” that
is the act of living, the life of the artist, taiipart in the process of both the creation of
the work and also of experiencing a shared slicéf@f This social encounter is the
basis of the aesthetic representation of everyiflayhich recreates the act of living in
the work in collaboration with the visitors, thusiting the life of all who participates,

greeting them closer and into the myth.

All along the analysis, the presence of the adigimphasized as the conjurer of
the “myth” by providing his life as the primary meah of the works, meaning his act of
living is provided for interaction, alteration amdbservation in all the works. As we
focused on the curatorial approach for the exmgitof the said type of works, the
importance of the artist's presence is paramounthasinitiator of the encounter,
mediator between the artwork and the audience #uwl @ the orchestrator of the
interactivity. Aside the factor that the presendehe artist is often considered as a
celebrity sighting, for artists like Andy Warholaifiravanija, one should also take into
consideration that this presence is also beenexdat the artists themselves, in order
for it to represent specific social issues. Therdawf the artist is also a way of
communication as they design their lives to incoap®social phenomena that they find
problematic, important or simply appropriate foeithwork. It is by this process that
when successfully accomplished, these auras tnandf@em into icons rather then mare
celebrities, representing a concept, a social aggetheir times. Considering all these
arguments, the presence of the artist should entak a conceptual part of the work,

working also as the catalyst in the process oath&ork.
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In conclusion, it will suffice to say that we totlke everyday mainly as a social
phenomenon, an interactive ground of communicatimught action and speak. The
everyday is collaborative in essence, and its vaturaes from its unpredictability, its
openness to all kinds of changes and its vast ptod interpretation. It is unlikely or
maybe down right impossible to fully incorporategh qualities into an art work. But
still an artwork surely can provide a slice oftlirough the simple act of imitating of its
mechanics. What we have tried here was to ideatifgethod that can correspond to
this task. Apart all the specification that areegithrough out this thesis, as long as one
can find the will to open up its own life to inteteon of closer magnitude, and provide
the public the chance to watch it, play with itdashare a bit of his or her own, a
humble meal, two glasses of wine, an open housen@re conversation, everything that

we like to simply call as “living” can become a gtavork of art.
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