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accompanied by a call to visitors to pass on leads on the current whereabouts of the 
bulk of his works that remain unaccounted for to this day.

The idea that restitution is not just a responsibility of survivors or victims’ 
heirs, of the law, or of government and art institutions, but of visitors and by exten­
sion society at large is also at the heart of the Rose Valland Institute26 that Eichhorn 
inaugurated as part of documenta. Along with a workshop on Orphaned Property in 
Europe,27 the institute began with a call to the public to join their search for Nazi-
looted property, including artworks, land, real estate, assets, businesses, movable 
objects and artifacts, libraries, and scientific works and patents. Here, Eichhorn 
inverts the standardized process of restitution by asking, “Why do those who 
have been looted have to attempt to retrieve their possessions, instead of the 
looters having to locate those robbed in order to return the loot to its rightful 
owners?”28

Reconceptualizing restitution as a broader social and participatory process of 
“discovery and disclosure of unlawful possession,”29 Eichhorn pushes the bound­
aries of what is deemed feasible with regard to existing provenance research and 
procedures for Nazi-era restitution. In doing so, she also pushes the boundaries of 
what is imaginable in terms of historical justice. The field is notoriously diffi cult 
to navigate, given that the 1938 law that regulated the confiscation of artworks has 
never been revoked.30 In addition, restitution claims are frequently hindered by 
diff erent national and international interpretations of the statutes of limitation in 
an arena that is governed by nonbinding declarations rather than legal frameworks 
and by the aforementioned long lack of funding for sustained provenance research 
throughout German and international arts institutions.31

Eichhorn argues that dispossessed objects (including those that she assembles) 
cannot give or act as testimony because as a whole they continue to be concealed 
in German public and private collections.32 This concealment, I would argue, works 
on three levels: Firstly, the questionable provenance of individual objects is erased, 
unless thrown into crisis through specific restitution claims. Secondly, the actual 
extent to which Nazi-looted art has shaped German collections and the institu­
tional landscape of the art world is concealed. And finally, the conditions that made 
dispossession and certain kinds of redistribution possible remain unaddressed. In 
essence, Eichhorn’s proposition follows Adorno’s argument that Germany’s fas­
cist past cannot be faced without addressing the very conditions that enabled it.33 
Her practice oscillates between tracing the immense scope of dispossession by the 
Nazis and the intimate details of how dispossession actually worked. Challenging 
the notion that Germany has extensively faced its past, it addresses those who have 
benefited from it, be it directly or indirectly by way of redistribution. Although 
Germany offi cially has approached indemnification as “justice, [that] is in part, a 
form of remembrance,”34 Eichhorn sugg ests that the narrow focus through which 
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restitution is pursued serves obscuration and forgetting instead of memory and 
remembrance.

By marking these artworks (or books) first and foremost as looted objects, 
Eichhorn continues to search for new forms of display.35 Refusing to reduce dis­
possessed objects to manifestations of problematic property relations and putting 
them together with diff erent kinds of documentation, public programs, and read­
ing rooms, Eichhorn’s displays reference another meaning of the term “disposses­
sion” put forth by Athena Athanasiou and Judith Butler: that of being transported 
“outside oneself.”36 This transporting outside of oneself emerges in how Eichhorn 
unsettles dominant perceptions in which individual artworks, for instance, exist in 
an interrupted but nonetheless linear (art) historical narrative of the triumph of 
“Western modernism” in Germany.37 It is also in this way, as a transporting out­
side of a given frame of perception and action, that I understand Eichhorn’s call to 
invert the standardized process of restitution.

Eichhorn has repeatedly expressed concern about the tendency to sensation­
alize cases of Nazi-looted art,38 as such sensationalism makes it easier to relegate 
these cases to the past and to divorce them from their present implications. She 
maintains that “the strategies of concealment and obfuscation need to be exam­
ined and processes of disclosure set in motion by artistic means.”39 I see this insis­
tence on artistic means, along with the multiplicity of media that she employs, 
as a way to confront the trappings of—or tensions between—the historical and 
the aesthetic that conventional avenues of memorialization tend to evade.40 This 
insistence also works against dominant discourses on dispossession as a one-time 
event that is temporarily bounded, rather than an ongoing process. Ranging from 
the most mundane to the most prized objects, including photographs of every­
day items, linens, furniture, and cutlery, and assembled alongside dispossessed 
books and artworks, her works leave the viewer with the sense that not only these 
objects but the beneficiaries of dispossession too (i.e., the new owners) continue to 
be (among) them. I will return to the question of the beneficiary again below but 
want to end this section by noting that while Eichhorn does not explicitly use the 
term “justice,” her works nonetheless are redistributive in orientation. They pose 
an aesthetic challenge both to the temporality within which dispossession is usu­
ally understood and to perceptions of what restitution entails.

Dilek Winchester: To Learn Reading and Writing Anew
Whereas Maria Eichhorn’s works focus on art and material objects lost through 
dispossession, Dilek Winchester (1974–) has been interested in reading and writ­
ing, in letters and alphabets, as sites of loss. This loss was facilitated by the mass 
violence, structural violence, and discriminatory practices that have been consti­
tutive of Turkish nation-state building and consolidation. Although artworks have 
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language—and diff erent alphabet—at school, the sense of annoyance and discom­
fort when a discovered correspondence between the parents is undecipherable 
to the child because it is not written in Latin script. Winchester explains that she 
chose a text-to-speech software to transliterate the text for the recordings to high­
light that these anecdotes and the linguistic practices they represent have been sev­
ered from the interpretative communities and social contexts to which they once 
belonged, and in which they were spoken and written.42 The alienation that the 
computerized voice produces in the viewer is not unlike the one that the protag­
onists of the anecdotes experience. As a medium, the blackboards themselves 
speak in multiple registers. At first sight, they index formal education outside 
of the family or the neighborhood, the schooling that is the cornerstone of the 
nation-state’s pedagogy. More particularly, they reach back to a historical pre­
cedent and to images that have long been part of the offi cial iconography of the 
Turkish state.

When introducing the “language reform” that entailed a shift from Ottoman, 
a composite of Arabic and Persian script,43 to the Latin alphabet in 1928, Mustafa 
Kemal cast himself in the role of “head teacher” posing for photographs in front 
of blackboards and addressing offi cials or a classroom full of schoolchildren going 
over the new alphabet. These photographs aimed to popularize a measure deemed 
to modernize Turkey, and like other modernization measures the language reform 
expressed an organized rejection of internal diff erence that marked the transi­
tion from the Ottoman Empire to the Republic of Turkey.44 The language reform 
engendered not only a notable rupture from the Ottoman Empire and its perceived 
political, cultural, and artistic failures but also a dispossession of its archives and 
literary and artistic practices. Among these diagnosed “failures” was the empire’s 
ethnic, religious, and linguistic pluralism, which was identified as unmodern and 
unconducive to establishing a nation-state. The blackboards and the moment of 
recognition they produce restage this particular historical rupture, in which script 
made unintelligible what previously had been said or written and thus paved the 
way for erasures of the Ottoman past. This disconnect from what has been said 
before becomes even more pronounced in Winchester’s as if nothing has ever been 
said before us (2013). The phrase as if nothing has ever been said before us is taken from 
a passage from Oguz Atay’s novel Tutunamayanlar (The Disconnected),45 in which 
the protagonist meditates on the loss engendered by the language reform that 
separated modern Turkey from its Ottoman past. Written on the wall in Greek, 
Armenian, Hebrew, Arabic, Assyrian, and Latin letters (fig. 7), the respective alpha­
bets once again reference some of the languages spoken and written in the Otto­
man Empire: Greek, Armenian, Ladino, and Ottoman Turkish. These languages 
continue to be spoken today by shrinking communities subject to continued 
discrimination. Following the agg lutinative structure of Turkish, the expression 
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and social predicaments in Turkey. Meltem Ahıska, for instance, has argued that the 
reification of an “always-already late” political structure has long served to deflect 
attention from persistent political issues, such as the “Kurdish question,” by displac­
ing them from state policies of violence and oppression onto a purported social back­
wardness and traditionalism of the Kurdish provinces of present-day Turkey.48

Against this background, Winchester’s as if nothing has ever been said before 
us challenges a series of interlocked narratives of the Ottoman and Turkish past, 
including regimes of memory that deny the existence of non-Muslims and the vio­
lence they experienced. Together these narratives reenact the notion of rupture 
from the past and perpetuate discourses of lack that reiterate “that nothing has 
ever been said before here.”49 The perception of contemporary artistic production 
in Turkey likewise battles with the notion that nothing has been said before us, in part 
because Ottoman art and its diverse landscape and actors do not fit into the nation­
alist frame of “Turkish” art history and have been largely discounted.

As I have argued elsewhere, Winchester’s works trace how the daily practice of 
reading and writing today are implicated—and even outright complicit—in the histo­
ries of violence and dispossession that have been constitutive for the nation-state, his­
tories that are continually disavowed.50 It is in this attention to implicatedness and its 
reverberations that Winchester and Eichhorn’s works speak to each other. Their works 
address those subject to violence and dispossession as well as those who have—on 
diff erent scales, directly or indirectly—benefited from such violence and have been 
complicit in it, if only by being invested in the very structures that made such violence 
possible.51 Such complicity can range from owning dispossessed objects to benefiting 
from conceptions of Turkish citizenship not as an equally distributed right but as a 
privilege predicated on the forgetting of, and silence on, state violence.52 Winches­
ter’s works tease out the intricate mechanisms of the nation-state’s economy of denial 
and forgetting in which offi cial language as well as everyday practices of reading and 
writing folds one into53—and perpetuates one’s investment in—histories of violence. 
Her focus on reading and writing challenges the temporality of complicity, framing 
complicity not as something of the past but as a practice with present-day, and dai­
ly, implications. In a gesture of aesthetic redistribution, Winchester’s works present 
the possibility to find “what has been said before us” and enact the recognition that 
indeed “everything might have been said before us” in a language not so diff erent from 
Turkish today, or in languages of those who largely have been exiled from Turkey or 
have been subject to mass murder, displacement, and dispossession.

Aesthetics of (Re)Distribution, Imaginations of Justice
Within legal frameworks to which artistic dispossession is oft en relegated, resti­
tution is conceptualized as a kind of repair.54 Even when limitations are acknowl­
edged, restitution becomes a determinable endpoint that projects a reversal of 
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injury and ultimately justice—however flawed. That this understanding impacts 
public discourse and state policies becomes clear in the handling of restitution 
cases by both Germany and Turkey. In Germany, Nazi-era restitution is limited to 
individual artworks, while (art) historical narratives are left untouched, as are the 
networks of actors and arts institutions that have benefited from dispossession and 
redistribution. In the case of Turkey, the few restitution cases of non-Muslim com­
munity property that have gone forward have done so without any offi cial acknowl­
edgment of past or present state violence. They thus tend to be reduced to disputed 
property relations: that is, framed in legal terms that evade broader questions of 
historical justice. In contrast to these state discourses on restitution, Winchester 
and Eichhorn grapple with ways to register loss, dispossession, and its longitudinal 
dynamics in the form of open-ended inquiries into questions of historical justice 
through the redistributive capacities of the aesthetic.

In the last two decades, the redistributive quality of art and aesthetic practices, 
and their potential with regard to imaginations of justice and equality have been 
taken up repeatedly, and I would like to end by turning to two scholars in particu­
lar. In her essay On Beauty and Being Just, Elaine Scarry notably defines beauty, be 
it in art, nature, or the world of objects, as “fairness of everyone’s relation to one 
another.”55 Scarry thus brings distributive aesthetics to the center of this debate. 
Other parts of her argument are problematic; for instance, I read her notion that 
beauty has the capacity to repair injury as akin to how the practice of restitution 
has thus far largely been understood.56 Her critics have focused on Scarry’s reliance 
on symmetry, and on notions of aesthetic judgment and taste that are taken for 
granted and remain undiscussed in her work.57 And they have criticized its favor­
ing of the individual, sovereign subject over a relationality created through art and 
aesthetic practice without considering disagreement, or the dissensus so central to 
Rancière’s thinking, in which distribution is related to the possibilities of equality—​
a point to which I will return shortly.58 But perhaps most troubling for the argu­
ment at hand is that both Scarry and her critics exclusively focus on the artwork or 
the object as such, rather than the practices that enable the production of art and 
objects and the broader contexts that bear on the redistributive capacities of the 
aesthetic.59 They do not question the conditions of the transmission, circulation, or 
display of art: that is, the larger structures of the art world.

In his contemplations of the political capacities and limitations of art, Jacques 
Rancière too has identified aesthetic (re)distribution as an integral part of work­
ing towards more just futures. For Rancière, part of this political capacity lies in 
the equality between the production and the reception of art and in the “promise 
of a life reconfigured” that the distribution and redistribution of the sensible in 
aesthetic practice off er by creating experiences that oppose the dominant, unjust 
order.60 The distribution of the sensible carries a double meaning. It delimits what 
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is sayable, audible, and visible, and what is not, and hence has an exclusionary func­
tion for certain communities. However, it also opens up the potential for partaking 
in and moving the lines of the sensible to reconfigure what is sayable, audible, vis­
ible, that is, the sensible.61

In their own way, Eichhorn and Winchester open up the question of redistri­
bution in its diff erent facets and capacities: as an integral part of dispossession, 
of aesthetics itself, and of imaginations of and strugg les for justice. Their artistic 
practices trouble the processes of transmission and redistribution that charac­
terize dispossession. Eichhorn emphasizes the scale of “unlawful possession” of 
Nazi-looted objects, be it those of seemingly mundane domesticity, of land, build­
ings, or artworks, and identifies the beneficiaries beyond the Nazi state, its func­
tionaries, and their descendants. Her work speaks directly to the art world, its mar­
kets and institutions, and hence its complicities in dispossession, but also calls on 
a wider German public to respond to and disinvest from these structures of posses­
sion. Winchester uses the site of the transmission or nontransmission of language 
and literary practices to presence absence and to delineate the implicatedness of 
reading and writing in larger processes of dispossession and loss. Her gestures of 
aesthetic redistribution work through both memory and the limits of recoverabil­
ity in the daily practices of reading, writing, and speaking. These gestures divest 
from the certainties of “what has been said before” by offi cial history.

Protests against the institutional politics of the art world or the financial 
sources that sustain it, for equity in artists’ representation and pay, and for art and 
museum workers’ rights are not uncommon. Hito Steyerl’s performance lecture “Is 
The Museum A Battlefield” (2013), in which she questions the entanglement of the 
art world and the international arms trade, or the protests led by Nan Goldin since 
2017 against Sackler wings and galleries in various museums (the Guggenheim, the 
Met, and now the Louvre) to draw attention to the Sackler family’s responsibility in 
the opioid crisis, are just two recent examples. But beyond this critique of individ­
ual actors or patrons, Winchester and Eichhorn pull the question of dispossession 
into the center of the art world rather than positioning it as an aberration. In their 
insistence on implicatedness, Eichhorn and Winchester’s works do not off er the 
kind of “conceptual solace”62 that characterizes notions of restitution as individ­
ualized and temporally bounded acts of return. Nor do they provide the kind of 
conceptual solace that lies in diff erentiating between artworks and the institutions 
of the art world. Viewed through the lens of transmission, histories of violence and 
dispossession have shaped not only the art world but also frames of perception, 
making them inseparable.

Dispossessed art lies at the complex intersection of aesthetics, material pol­
itics, the art market, knowledge production, heritage regimes, property, the law, 
and questions of restitution and historical justice. But to speak of dispossession (of 
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art and beyond) also means to “describe a life”63 taken or aff ected by such violence 
and to account for the larger structures in the art world in ways that fundamentally 
unsettle assumptions of the moral superiority of art and by extension assumptions 
of the art world as ostensibly free of the kind of violence that enables dispossession.

When “everywhere is a crime scene,” as popular graffi ti in Turkey proclaims,64 
it is all the more vital to think about diff erent responses (or responsibility in the 
sense laid out by Athanasiou and Butler65) to the intertwinement of dispossession 
and art: modes of response that do not attempt to master loss or re-relegate it to 
the logic of possession; and modes of response that address the loss of the contexts 
of sociability in which these artworks, objects, or texts were once situated, and that 
imagine historical justice beyond a restitution of individual artworks premised on 
the reversibility of past injuries. The works discussed here sugg est that looking 
closer at the nexus of transmission might be one step along the way to address 
these contradictions without trying to resolve them. The open-endedness of Win­
chester and Eichhorn’s works can perhaps act as a guide towards transformative 
rather than restorative understandings of loss, of the impossibility of recuperation, 
and of imaginations of justice.

BANU KARACA is currently a EUME Fellow of the Volkswagen Foundation at the Forum 
Transregionale Studien, Berlin. She is coeditor of Women Mobilizing Memory (2019) and 
author of The National Frame: Art and State Violence in Turkey and Germany (forthcoming).

Notes
1.	 Watenpaugh, “Survivor Objects.”
2.	 See for instance Gell, Art and Agency; Latour, Reassembling the Social.
3.	 Savoy, “Translocations and the Art Market”; Puzon, “Translocality.”
4.	 The term was coined by Nathalie Neumann and Małgorzata A. Quinkenstein. See Rose 

Valland Institute, “Call for Papers.”
5.	 The notion of “second life” is taken from Adorno’s contemplation of what happens to 

objects, including art, when they move from their contexts of origin into the museum; see 
Adorno, “Valéry Proust Museum.”

6.	 An important step in developing such responses is the report “The Restitution of African 
Cultural Heritage: Toward a New Relational Ethics” prepared by Felwine Sarr and 
Bénédicte Savoy (2018) on the invitation of French President Emmanuel Macron. The 
report proposes a roadmap for creating the conditions for restitution not just in legal 
but also in art historical terms. The report also sketches how memory and engagements 
with the past can and should shape restitution, including the “resocialization” of artifacts 
and artworks into their contexts of origin. While my inquiry shares the report’s concern 
with restitution as an open-ended process, my focus here is on how to grapple with what 
remains irrecoverable in histories of dispossession and how dispossession in general 
and dispossessed art in particular by way of absence—and redistributed presence—have 
shaped (art) historical narratives. This also means that I am specifically concerned with 
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how the conditions that made dispossession possible continue to exist and bear upon the 
present.

7.	 Benjamin, “Theses on the Philosophy of History,” 256.
8.	 Benjamin, “Theses on the Philosophy of History,” 256.
9.	 Karaca, The National Frame.
10.	 While my ongoing research on dispossessed art has thus far focused on the Armenian case, 

it is important to bear in mind that in the same time period Assyrian and Rum populations 
were likewise targets of genocidal violence.

11.	 These latter two events played out on the back of tensions with neighboring Greece over 
the island of Cyprus, which Turkey invaded in 1974. For a study on the affective workings of 
ruination and abjection in the aftermath of large-scale dispossession and redistribution in 
postwar Northern Cyprus, see Navaro-Yashin, The Make-Believe Space.

12.	 For historical inquiries into the role of dispossession for the establishment of the Republic 
of Turkey, see Der Matossian, “The Taboo within the Taboo”; and Üngör and Polatel, 
Confiscation and Destruction. Zerrin Özlem Biner’s States of Dispossession: Violence and 
Precarious Coexistence in Southeast Turkey grapples with how the history of dispossession has 
shaped subjectivities in Southeast Turkey, and the Mardin Province more specifically.

13.	 For a more detailed description of the project, see Deutsches Archäologisches Institut, 
“Stunde Null: A Future for the Time after the Crisis.”

14.	 Alberro, “Specters of Provenance.”
15.	 The core collection of the Lenbachhaus centers on nineteenth-century art from Munich 

but features regular exhibitions of contemporary art as well.
16.	 For a detailed historical study of the Munich Central Collecting Point, see Lauterbach, The 

Central Collecting Point in Munich.
17.	 See, for example, Michaud, The Cult of Art in Nazi Germany.
18.	 The initial deadline for claiming these artworks was December 1948 in the American Zone 

and June 1950 in the British Zone and Berlin. After that time, artworks were transferred 
to the Finance Ministry. It was only in 2000 that the Koordinierungsstelle der Länder für 
Kulturverlust (Coordination Office for Lost Cultural Assets) was established and only in 
the wake of the Gurlitt case in 2012 (see below) that more serious and long-term financial 
resources were earmarked for provenance research in German art institutions.

19.	 Dultz, “Fremde Habe.”
20.	 Modernist art designated as degenerate by the Nazi regime was mostly sold abroad to fill 

German war coffers. See Petropoulos, Art as Politics in the Third Reich.
21.	 Alberro, “Specters of Provenance,” 18.
22.	 Found in the Munich home of Cornelius Gurlitt in 2012 and amassed during the Third 

Reich by his father, art historian and dealer Hildebrand Gurlitt, the “Gurlitt art trove” 
encompasses around 1,400 artworks. Many of these works were confiscated or sold under 
duress by their Jewish owners. Others were entrusted to Gurlitt by the artists themselves 
for safekeeping from the authorities. However, Gurlitt failed to return those paintings after 
the war, claiming they had been destroyed in an aerial bombing.

23.	 Earlier exhibitions had been organized by the Allied Collecting Points, for instance, in 
Marburg (1945) and Munich from 1946 onwards. See Lauterbach, “Central Art Collecting 
Point (1945–1949).” These exhibitions were both seen as part of the Allied project of German 
re-education and as a measure “to boost the morale of Allied troops” (see National Gallery 
of Art, “The Monuments Men and the National Gallery of Art”).
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24.	 Eichhorn’s project also stands in stark contrast to recent exhibitions such as 
Bestandsaufnahme Gurlitt (Gurlitt: An Inventory, 2018) at Berlin’s Martin Gropius Bau. 
The latter displayed Nazi-looted art according to art historical periods rather than, for 
instance, the current state of provenance research. The labels detailing provenance or other 
information on how the works had been dispossessed and from whom were displayed 
rather low on the walls, hence pushing into the background the very information that had 
originally motivated the exhibition.

25.	 For an in-depth historical study of these photographs, all part of the so-called “Koblenz-
Album” assembled by the Nazis, see Gensburger, Witnessing the Robbing of the Jews.

26.	 Art historian Rose Valland (1898–1980), while employed at the Jeu de Paume Museum, 
secretly recorded details of the Nazi art loot during the German occupation of Paris. After 
the war, she worked for the Commission de Récupération Artistique (Commission for 
the Recovery of Works of Art) and played a decisive role in the restitution of Nazi-looted 
artworks of French provenance. Since October 2018, the Rose Valland Institute has been 
based at the Käte Hamburger Center for Advanced Study in the Humanities “Law as 
Culture” at the University of Bonn.

27.	 For further information on the workshop in which the author took part, see Rose Valland 
Institute, “Lecture and Workshop: Orphaned Property in Europe.”

28.	 For the full call, see Eichhorn, “Open Call.”
29.	 Eichhorn, “Open Call.”
30.	 Petropoulos, “Five Uncomfortable and Difficult Topics,” 136.
31.	 Indeed, as Jeannine Tang emphasizes in her reading on the place of provenance in the 

works of Hans Haacke and Maria Eichhorn, “Munich had suspended the budget for 
ongoing provenance research and was only responding to specific requests” at the time of 
Eichhorn’s exhibition. Tang, “Future Circulations,” 182.

32.	 Dultz, “Fremde Habe.”
33.	 Adorno, “Was bedeutet.” In this text, originally given as a lecture in 1959 to the coordinating 

council for Christian-Jewish Cooperation in Wiesbaden, Adorno argued against notions 
of “mastering” or “overcoming” the National Socialist past that had gained currency 
in postwar Germany. Cautioning against the legacies of fascism within Germany’s 
nascent democracy, he argued that meaningful ways of facing the past must address the 
fundamental conditions that had enabled it.

34.	 Booth, “The Unforgotten,” 777. For the development of the German notion of 
indemnification (Wiedergutmachung) and how it relates to ideas of forgiveness and justice, 
see Barkan, The Guilt of Nations.

35.	 Szymczyk, “The Indelible Presence of the Gurlitt Estate.”
36.	 Butler and Athanasiou, Dipossession, 106. This is just one of the many different, 

sometimes contradictory but always related facets of dispossession that Butler and 
Athanasiou attend to in their dialogue. Their discussion ranges from dispossession 
as disenfranchisement to notions of dispossession as setting the terms of different 
kinds of vulnerability and relationality, and hence different possible forms of political 
responsiveness.

37.	 Established in 1955, documenta played an important role in (re)acquainting German 
audiences with modernism and its history, or rather a certain version of it, after it had been 
purged from German collections, both public and private, by the Nazis. As such, documenta 
has also shaped the way in which the history of German modernism has been written 
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under the conditions of the Cold War and in competition with the German Democratic 
Republic that formulated its own claims on modern art.

38.	 Szymczyk, “The Indelible Presence of the Gurlitt Estate,” 102.
39.	 Szymczyk, “The Indelible Presence of the Gurlitt Estate,” 103.
40.	 Crapanzano, Imaginative Horizons, 169.
41.	 For a more detailed discussion of these and related works by Dilek Winchester, which were 

first shown in Athens in 2013 (National Museum of Contemporary Art) and then in Istanbul 
in 2015 (SALT Beyoğlu), see Karaca, “When Everything Has Been Said Before.”

42.	 Dilek Winchester, personal interview with author, January 15, 2016, Istanbul.
43.	 Although often conceptualized as a one-time rupture, the “Turkification” of language 

practices in Turkey has been an ongoing process. After the language reform, the Turkish 
Language Association was established in 1932 with the mandate to “Turkify” the language, 
for example, to eliminate Arabic and Persian words and replace them with ostensibly 
“originally Turkish” expressions.

44.	 See Ertürk, Grammatology and Literary Modernity in Turkey.
45.	 Atay, Tutunamayanlar.
46.	 Chakrabarty, Provincializing Europe, 34.
47.	 Asad and Owen, “The Critique of Orientalism,” 35.
48.	 Ahıska, “Occidentalism,” 352. Despite the seeming shifts in these narratives under the 

ruling Justice and Development Party (AKP), which has aimed to reclaim parts of the 
Ottoman past for political purposes, orientalist and occidentalist explanatory models, as 
Ahıska has described them, continue to have political currency.

49.	 At the same time, the history of military coups in Turkey has also engendered ruptures in 
art historical memory, with the decades between the 1950s and the 1990s only slowly being 
rediscovered.

50.	 Karaca, “When Everything Has Been Said Before.”
51.	 Michael Rothberg analyzes implicatedness as a mode of responsibility that is not captured 

by legal frameworks and that complicates the duality of victim and perpetrator. He 
distinguishes the complex—and often contradictory—subject positions and alignments 
with power and privilege of implicatedness from complicity, not least by way of temporality. 
While this is an important distinction, for the purpose of this article, I use implicatedness 
and complicity to capture a continuum of different kinds of responsibility and ways of 
benefiting from and being invested in dispossession; see Rothberg, The Implicated Subject.

52.	 For a more nuanced discussion of the beneficiary, see Meister, After Evil; Mamdani, 
“Beyond Nuremberg”; and Robbins, The Beneficiary.

53.	 See Sanyal, Memory and Complicity, 10.
54.	 For a more detailed discussion, see Barkan, The Guilt of Nations.
55.	 Scarry, On Beauty and Being Just, 59.
56.	 Scarry, On Beauty and Being Just, 59.
57.	 Nehamas, “The Return of the Beautiful.”
58.	 Rancière, Dissensus.
59.	 In his review of Scarry’s On Beauty and Being Just, Alexander Nehamas tackles her example 

of the Athenian trireme—the beauty of which Scarry sees as expressive of Athenian 
democracy—as an instance of the “frequent alliance of beauty and oppression.” He notes 
that these war ships “were a spectacle of cruelty and terror, not beauty and equality” 
(Nehamas, “The Return of the Beautiful,” 397).
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60.	 Tanke, Jacques Rancière, 73.
61.	 Rancière, The Politics of Aesthetics.
62.	 Crapanzano, The Harkis, 7. Across his works, Vincent Crapanzano describes conceptual 

solace as a way to maintain disciplinary fabrications or romances that either avoid or aim to 
resolve uncomfortable tensions (for example, see “Reflections”).

63.	 English, To Describe a Life.
64.	 The graffiti that appeared anonymously in stencil form across Istanbul a few years 

ago frequently has been employed by feminist media outlets in reporting on violence 
against women and organizing against sexualized violence. Given that Turkey’s 
foundation is deeply rooted in genocidal violence and dispossession, the graffiti renders 
itself open to other readings as well, especially in a cityscape like Istanbul, where many 
buildings have been dispossessed from their former Armenian, Greek, and Jewish 
owners.

65.	 Butler and Athanasiou, Dispossession.
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