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ONsOz

Bige Orer

Bir sergiyi sergi yapan sadece sanat eserlerinin belirli bir mekanda bir
kavramsal gerceve etrafinda bir araya gelmesi degil, 6zellikle bienal
gibi kapsamli sergilerde sanatgi, ekip, kiiratdr ve lireticilerin birlikte
olugturduklar: hikdyeler. Sergi bizler igin, birbirimizden 8grendigimiz,
kimi zaman birbirimizi déniigtiirdiglimiiz, merak duydugumuz
alanlar1 tutkuyla kesfedip paylagtigimiz bir alan. Tek bir dogrusu

yok, farkli okumalara agik. Ziyaretgilerini Yedinci Kita bagligiyla 14
Eyliil-10 Kasim 2019 tarihleri arasinda Mimar Sinan Gtizel Sanatlar
Universitesi Istanbul Resim ve Heykel Miizesi, Pera Miizesi ve
Biiylikada’da agirlayacak olan 16. Istanbul Bienali’nin de onu benzersiz
kilan birgok hikdyesi var.

Izleyicilere bu hikiyeleri anlatmayi hedefleyen bu yayinin belke-
migini, kiiratér Nicolas Bourriaud’nun serginin temel meselelerine
iligkin iki sorusuna sergiye katilan sanatg¢ilarin verdigi cevaplardan
olusan “Timind Yanitla” baslikls bir boliim olusturuyor. Burada
okuyacaginiz cevaplari sanatgilarin toplu bir e-posta ortaminda,
kiiratdr ve diger sanat¢ilarin katkilarina agik bir sekilde paylagmalarini
bekledik. Boylelikle bienal sanatgilari, hentiz Istanbul’da bir araya
gelmeden Once birbirlerinin sanatsal pratikleri, ilgi alanlar1 ve onlara
ilham veren yazarlarla tanigmig oldular.

Sanatgilarin kendi pratiklerini Yedinci Kita’nin sorulariyla iligkilen-
dirdikleri, bienalde sergiledikleri yapitlarina da 151k tutan bu boliimiin
yaninda saha raporu, kiirator Nicolas Bourriaud’nun “Yedinci Kita:
Kiiresel Issnma Gaginda Sanat Uzerine Tezler” baglikli, Antroposen ile
giincel sanatin iligkisi {izerine yeni tezler ortaya attig1 bir makalesine
yer veriyor. Bu metin ayni zamanda, sergiden gesitli is kiimelenmeleri
Onererek igler arasinda iligkiler kuruyor. Bourriaud bu kitap igin,
bienalin Halig tersanelerinden cikig hikdyesini anlattig1 ve taginma
siirecinden fotograflarin eglik ettigi “Cikis” baglikli bir yaz1 da kaleme
aldi. Sergiyi Onerilen rotanin sirasina gore belgeleyen fotograflar ise
16. Istanbul Bienali’ni her daim hafizalarda taze tutacak.
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Belki de diinya tarihinde ilk kez 5 bin metrekarelik alana
yayilan bir sergi, aciligindan bir ay énce mekan degistirmeye
karar verdi, tistline tistliik kararin tizerinden daha yirmi dort
saat gegmeden sergilenen eserlerde herhangi bir degisiklige
yol agmayacak biiytikliikte alternatif bir mekan buldu. Kiiltiir
kurumlar: arasindaki dayanigma ruhunun ¢ok énemli bir 6rnegini
sergileyerek, Mart 2020’deki resmi agiligindan 6nce bienale kapi-
larini agan Mimar Sinan Giizel Sanatlar Universitesi Istanbul
Resim ve Heykel Miizesi’ne igten tesekkiirlerimi sunuyorum.

Bu bagarinin asil kahramanlari ise, bir yandan ti¢ haftadir
yogun emek vererek kurduklar: bir sergiyi toplarken bir
yandan da yeni bir mekinda, sifirdan sergi kurulumuna
baglayan ve bienalin izleyicilerle bulusabilmesi i¢in gece
giindiiz demeden galigan ekip arkadaglarim. Tiim bu stiregte
bizden desteklerini esirgemeyen, degisen ¢aligma takvimleri
ve planlarina ragmen sonsuz bir uyumla her zaman yanimizda
olduklarini hissettiren sanatgilarimiza ve kiiratoriimiize de
miitesekkirim. 16. Istanbul Bienali, bagta 2007-2026 Bienal
Sponsoru Ko¢ Holding olmak tizere, igbirligi yaptigimiz bir¢ok
kisi, kurum ve kurulusun degerli destekleriyle gergeklesiyor.
Onlara da igten tesekkiirlerimi sunuyorum.

Yedinci Kita’dan hareketle sanatla ekoloji arasindaki iligki
tizerine fikir yiiriitiip insan ¢aginin en somut irtindi olan
atiklarin Diinya’y1 paylasan tiim varliklar: nasil etkiledigini
distintirken, beklenmedik kuvvetli saganak yagislarin,
orman yanginlarinin, maden arama galigmalarinin ve bitmek
bilmeyen betonlagmanin canli hayatini kars: karsiya biraktigi
tehdidin bir kez daha farkina vardik.

Bu noktada insan olmayanlardan dgrenecek ¢ok sey var.
Anna Tsing, Diinyanin Sonundaki Mantar: Kapitalist Enkazlarda
Yagam Olasitigr Uzerine® adl1 kitabinda bizi, Diinya’nin
yasanabilirligini ve yeni diinyalar yaratmak igin tiirler arasinda
nasil igbirlikleri kurulabilecegini diistinmeye davet ediyor. Bu
bienalin, Anna Tsing’in ¢agrisina bir cevap niteligi tagidigini
distintiyorum. Daha dnce hig kesfedilmemis bir kitaya dogru
bir yolculuk sizleri bekliyor.

1 Anna Tsing, The Mushroom at the End of the World: On the
Possibility of Life in Capitalist Ruins (Princeton University
Press, 2015).
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FOREWORD

Bige Orer

What makes an exhibition is not only the collection of works of art at a
specific location around a conceptual framework, but also the stories
built together by the artists, team, curator and producers, especially
during extensive exhibitions like biennials. For us, an exhibition is

a place where we learn from each other, where we transform each
other at times, and where we can passionately explore and share our
fields of interest. There is no single truth to it, it is open to different
interpretations. The 16th Istanbul Biennial, to take place under the title
The Seventh Continent between 14 September-10 November 2019

at the Mimar Sinan Fine Arts University Istanbul Museum of Painting
& Sculpture, Pera Museum and Buyukada, also has many stories that
render it unique.

The intention of this publication is to convey these stories to the
viewers. The section titled ‘Reply to All’, comprised of participating
artists’ answers to two questions on the primary issues of the exhibition
posed by curator Nicolas Bourriaud, constitutes the backbone of this
publication. The replies that you will be reading here were shared by the
artists in an e-mail group open to contributions from the curator and
other artists. Thus Biennial artists were acquainted with each other’s
artistic practices, fields of interest and authors who inspired them even
before they came together in Istanbul.

In addition to this section that includes the artists’ associations
of their practices with the questions of The Seventh Continent and
provides further insight into their works exhibited at the Biennial, the
field report also contains an article titled “The Seventh Continent:
Theses on Art in the Age of Global Warming” by curator Nicolas
Bourriaud in which he puts forth new theses on the relationship
between the Anthropocene and contemporary art. This text also draws
associations between works from the exhibition by suggesting clusters.
Bourriaud has also written an essay for this book titled ‘Exodus’, where
he tells the story of the Biennial’s departure from Hali¢ Shipyards,
accompanied by photographs of the moving process. As for the
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photographs laid out in the order of the suggested route, they
will always keep the memory of the 16th Istanbul Biennial fresh.

Possibly for the first time in history, an exhibition spanning
an area of 5 thousand square metres decided to relocate a
month before its opening, and in addition, found an alternative
location large enough to accommodate the exhibited works
without the need to make any modifications less than 24
hours after the decision was made. | would like to express my
heartfelt gratitude to Mimar Sinan Fine Arts University Istanbul
Museum of Painting & Sculpture for opening its doors to the
Biennial before its official inauguration in March 2020, thereby
displaying a momentous example of solidarity between cultural
institutions.

The real heroes of this achievement are my fellow team
members who have worked day and night for the Biennial to
meet its viewers, dismantling the exhibition that took three
weeks of hard work to set up while also building it from the
ground up at a new location. | am also deeply thankful to our
artists and curator who supported us through this process
and made us feel that they were always there for us with their
infinite congeniality despite the changing work schedules and
plans. The 16th Istanbul Biennial is realised through the valuable
support of many individuals, institutions and organisations,
particularly the 2007-2026 Biennial Sponsor Kog¢ Holding.
| would like to extend my sincerest thanks to them as well.

As we were pondering over the relation between art and
ecology based on The Seventh Continent, we once again faced
the threat to living beings caused by sudden downpours, forest
fires, mine prospecting activities and unceasing concrete
urbanisation. At this point, there is much to learn from nonhu-
mans. In her book The Mushroom at the End of the World: On
the Possibility of Life in Capitalist Ruinsl Anna Tsing invites us
to contemplate the habitability of the World, and what kinds of
cooperation can be established between species to create new
worlds. | believe this Biennial is a reply to Anna Tsing’s call. A
journey to an undiscovered continent awaits you.

1 Anna Tsing, The Mushroom at the End of the World: On
the Possibility of Life in Capitalist Ruins (Princeton
University Press, 2015).
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Antroposen, bir diger deyisle insanin devri, 20. ylizyilin
sonlarina dogru meteorolog Paul Joseph Crutzen’in dolagima
soktugu, jeolojik kronolojiyle ilgili bir terim. Diinya tari-
hinde Holosen Cag’in hemen ardindan gelen yeni bir ¢ag:
tanimlamak {izere Snerilen bu terim, insanligin biyosfer
tizerindeki etkisinin 6nemli bir “jeolojik gii¢” haline geldigi,
diinya tizerinde ¢ok ciddi izler biraktig: bir devri niteliyor.
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YEDINCI KITA:
KURESEL ISINMA CAGINDA
SANAT UZERINE TEZLER

Nicolas Bourriaud

1. Antroposen, insan dlgegiyle ilgili bir krizdir

Bir arkaplan iistiinde bir figiir: Tam iki binyil boyunca, en azindan
Bat1’da, insanlar kendilerini bu sekilde tasvir ettiler. 1. ylizyilda
Misirlilara lahitlerinde eslik eden “Feyyum portreleri”nden 19.
ylizy1l Avrupa’sinin tarihsel tablolarina kadar sanat tarihi, insanlar:
dogal cevrelerinden agik sekilde ayrik olarak gosterir: Bizans
kiliselerinin altin arkaplaninda ya da Italyan Rénesans’nin mimari
perspektiflerinde. Tektanrili dinlerin kutsal metinlerinde yazildig:
kadaryla, insanlar ~kaginilmaz olarak erkek cinsiyetinde- bir
Tanrr’nin suretinde yaratilmigsti; doga ise bir dekor, insanin caninin
istedigi sekilde diizenlemekle

gorevlendirildigi bir tiyatro SERGIDE BAKINIZ: Anzo, Tala
sahnesinden bagka bir sey degildi. Madani, Suzanne Husky,
Empresyonist resmin ilk bagta Rashid Johnson, Ambera
bu kadar biiyiik skandal yaratma- Welimann...

sinin sebebi, insanlarin kontur-

larimi flulagtirmasi ve onlar1 atmosfere karigtirmasi, firga darbe-
lerinin figtirleri yapay bir sekilde birbirinden soyutlamak yerine
st tiste bindirmesiydi. 19. yiizyilda insani, dogal aksesuarlar1 olan
nesneler ve peyzajlarla ayni sekilde resmetmek hild olmayacak bir
isti. Iste Incil’e dayanan “doganin efendisi ve sahibi” olarak insan
anlayisiyla birlikte bu temsil ideolojisi de (figiir/arkaplan) —ki
bunlar zaten ayrilmaz bir ikilidir- “Antroposen” terimiyle 6zetle-
nen kiiresel bilinglenme sayesinde simdi altiist ediliyor.

Aslinda daha derin bir diizlemde, Aristo’nun MO 1. yiizyilda
ileri stirdiigii sanat kavrami bugiin sarsilmakta. Aristo’nun goziinde
sanat, bir bigimin (morphé) bir arkaplan (hylé) ile bir araya
gelmesiydi. Oysaki Antroposen’in sanatgilari igin her sey malzeme-
dir ve artik higbir sey duragan ya da ikincil bir arkaplan degildir.
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Giintimiizde herhangi bir seyin arkaplan olarak betimlenmesi,
farkli madde 4lemleri ve durumlari, insani ve gayriinsani seyler ya
da 6zne ile nesne arasinda higbir hiyerarsinin kalmadigi uzamlar
olarak ifade edilen Antroposen olayinin inkar edilmesi anlamina
gelir. Bu yeni ¢agin zihniyeti, dnceden ayri kabul edilen alanlarin
birbirine yaklagmasi; bitkisel, mekanik, hayvansal, mineral,
molekiiler ve toplumsal alanlarin goriilmedik derecede gelisigiizel
karigikligs seklinde tezahiir eder. Insanlik durumu artik ayricalikly
bir konum veya 6zel bir 6lgek degildir, 6zelliksiz bir fon tistiindeki
birincil katman olarak da temsil edilemez.

2. Guncel sanat bir “felaket” sanahdir

Antroposen’e dogrudan bir génderme yapmasa da, Okwui Enwezor
2013’te Paris Trienali i¢in dlizenledigi sergiye “Yogun Yakinlik”
(Intense Proximity) adimi vermisti. Enwezor, Claude Lévi-Strauss’un
kendi roliind tarif etmek i¢in uydurdugu bir terim olan etnologun
“mesafeli bakig”1 ile taban tabana zit bir sekilde, insanlar ve kiiltiirler
arasindaki mesafelerin azalmasina parmak basiyordu. Antroposen,
atmosfere ve jeolojiye deggin,

dolayisiyla metafizik bir SERGIDE BAKINIZ: Korakrit
dtizlemde, diinya kapitalizminin Arunanondchai, Marguerite
tetikledigi kiiresel yakinlif Humeau, Ursula Mayer,
vurgular. Bu bakimdan, Andreas Ambera Wellmann...

Malm? tarafindan dnerilen

“Kapitalosen” ifadesi de tercih edilebilir. Dogrusu artik stratosfer
harig hicbir sey uzagimizda degil gibi, hatta “mesafe” kavraminin
ortadan kalktig1 sGylenebilir. Sinirlar gegirgenlesiyor, haritada uzak
bir nokta alt tarafi birkag kilometre uzakliktaki bir banliyé mahalle-
sinden daha yakin gelebiliyor ve gezegenin meteorolojisinde oldugu
kadar ekonomisinde de kaotik “kelebek etkileri” katlanarak artiyor.

Giincel sanat, koordinatlar1 klasik Oklid uzamininkilere uymayan

uzay-zaman siirekliliklerini tanimlamasi bakimindan 6ziinde

“felaket” kavramini icerir. Matematik¢i René Thom, herhangi bir
yapinin degisim gosteren unsurlarina “felaket noktalar1” adini

1 Andreas Malm, Fossil Capital: The Rise of Steam Power and the Roots
of Global Warming [Fosil Sermaye: Buhar Enerjisinin Yayginlagmasi ve
Kiresel Isinmanin Kdkenleri] (Londra: Verso, 2016).
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vermisti: “Herhangi bir yapi ¢iplak gozle incelendiginde her sey sessiz
ve sakindir. Ama mikroskopla bunun etrafina bakilir bakilmaz her
sey hareket etmeye baglar ve goriintirde diizenli olan bir v noktasi-
nin, felaket noktas: oldugu goriiltir.”2 Bagka bir ifadeyle, bu nokta
degisim halinde, yeni bir uzamin egigindedir. Thom’un matematik
kurami, ikili kesinliklerimizin bir sorgulamasidir: figiir/arkaplan,
bi¢im/igerik, agik/kapali... Biitlin bu kavramlar kiiresel 1stnmanin
etkileriyle beraber her zamankinden ¢ok daha sorunlu goriiniir. Biitiin
diinyada sanatgilarin tirettigi yapitlar (ekolojik) felaketten ders almig
gibi (matematiksel anlamda) felaket barindiran temsil bigimlerine
y6neliyor. Figiirler arkaplanlarinin iginde eriyor, bigim ve igerikler iist
iiste biniyor; artik hi¢bir uzam kendi igine simsiki kapali degil gibi.
Daha genel anlamda, diinyanin topolojisi cografyasindan kopuyor:
Bugiin harita tizerindeki birbirinden uzak iki nokta, sanki hem
ekonomik hem de iklimsel kiiresellesme koca gezegeni katlamig ve
goriilmemis kivrimlar yaratmig gibi Grtiigebilir. Diinya artik basitge
yuvarlak degil; temsillerimizin ve diinyay: kavrayis bi¢imlerimizin
kartlarini yeniden dagitarak diin ayri olan diinyalar: birbirine
yaklastiran Antroposen, onu kuvvetle egip biiktii. Bu bakimdan,
giliniimiiz sanati ilk insanlarin sanatina benzetilebilir. “Lascaux’da,”
diye yaziyordu Georges Bataille, “hayvanlar ‘daha kutsal’d1 ve
‘Tanr1’y1 hayvanlardan ayirt etmek giligtli. Magaraya girerken, ilk
insanlarla ilgili bu temel gercegi hi¢bir zaman géz ardi edemeyiz.”3
Tarihoncesi magaralarin duvarlarinda Tanr1 ile hayvanlar nasil
birbirine karigmigsa, giintimtizde de insanlarla makineler, bakterilerle
mantarlar, yunuslarla plastikler Antroposen’in felaket koreografisinde
Oyle ig ige gegmis halde.

3. Mesafelerin ortadan kalkmas:

Aby Warburg ve Claude Lévi-Strauss, gectifimiz yiizyilda mesafeye
kafa yoran en biiylik diistiniirlerdendi. Her ikisi de saha galigmasiyla
akademik arastirmalari, kesifleri ve arsiv ¢aligmasini birlestirmisti.

2 René Thom, Paraboles et catastrophes [Paraboller ve Felaketler]
(Paris: Champs Flammarion, 1980), s. 7.

3 Georges Bataille’dan alintilayan Daniel Fabre, Bataille & Lascaue.
Comment l’art préhistorique apparut aux enfants [Bataille Lascaux
Magarasi’nda: Tarihdncesi Sanat Cocuklara Ne ifade Eder] (Paris:
L’Echoppe, 2014).
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Biri modern ikonografinin kurucusu, digeriyse yapisal antropoloji-
nin dnciisii olan bu iki diiglintiriin benzer bir karamsarliga ulagarak
mesafelerin ortadan kalkmasiyla ilgili bir felaket diisiincesinde
bulusmus olmalar: tesadiif degildir. Hopi yerlileri arasinda uzun
stire kaldiktan sonra, Warburg kiyamet tellalligina soyunmugtu:
“Telgraf ve telefon,” diye yazmist1, “evreni mahvediyor. Insanin
gevresiyle iligkisine manevi bir boyut katma hedefini gliden mitik
ve simgesel diisiince, uzami bir tefekkiir ya da diisiince alanina
donitistirmistii. Oysa aninda kurulan elektronik iletisim bu alani
yok ediyor.”# Bu énerme, Warburg’un sanat yapitini bir “sinyal”
olarak gérmesiyle iligkilidir: Her sanat yapati, yaydig: enerji miktar:
sayesinde zamanin mesafesini agan bir yayindir. Kabaca ifade etmek
gerekirse, Piero della Francesca’nin veya Vermeer’in bir tablosu,
enerji iretebildigi ve bunu gelecekteki nesillerin kullanimina
sunabildigi Slglide entropiye (ve dolayisiyla unutulusa, 6nemsizlige)
g0glis gererek ayakta kalir. Iste gorsel giig, zekd, karmagiklik ve bilgi
kodlamasini harmanlayan bu 6zel enerjiye “Giizellik” diyebiliriz.
Warburg’un sézlind ettigi “evren”, bosaltilmis, agik, alimlanmaya
hazir bir uzam, gelecek dngdriilerine elverisli bir alandir. Kisaca
sOylemek gerekirse, zamani ve mesafeyi ezip gegen giincel iletigimin
dogrudanliginin tam ziddidir.

Peki neredeyse mutlak anindaligin hakim oldugu bir cagda
sanatin gilicii nedir? Walter Benjamin bir sanat yapitinin “aura”sin1
tanimlarken benzer terimler kullanmigstir. Ona gore aura, “bir
uzakligin biricik niteligini tagiyan goriinglisti”diir.> Burada, Georges
Bataille’in Lascaux’daki tarihéncesi magaranin ve oradaki duvar
resimlerinin kesfedilmesinden duydugu cosku ile bir kosutluk kuru-
labilir, ama ayni sey genis anlamda sanat igin de gegerlidir. Bataille
sOyle yaziyordu: “Bunlarin asil anlami, ortaya gikiglarindan sonra
geriye kalan dayanikli seyde degil, bizzat ortaya gikiglarindadir.”6
O halde 20. yiizyila, “teknigin olanaklariyla yeniden iiretilebilirlik”
¢agina kadar bir sanat yapitinin 6zgil niteligi, degerini megrulag-
tiran bir mesafede yatar. Ama bu anlamda ortaya ¢ikma giicii de

4 Aby Warburg, Le rituel du serpent [Yilan Ritlieli] (Paris: Macula,
2003), s. 133.

5 Walter Benjamin, “Teknifin Olanaklariyla Yeniden Uretilebildigi
GCagda Sanat Yapiti”, Pasajlar, cev. Ahmet Cemal (Istanbul: Yapi
Kredi, 1993), s. 56.

6 Age, Daniel Fabre.
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S6nemli bir rol oynar, 6zellikle “The Sublime is Now” (Yiicelik Su
Anin igindedir, 1948) adli metninde Barnett Newman da bunun
tizerinde durur. “Sanat yapit1,” diye yazar, “varligini bir antropolojik
gergeklikten alan, ona génderme yapan bir ‘simdi’ iginde zuhur
eder.” Newman 6zelinde bu gergeklik, Warburg’un daha 6nce
inceledigi Amerikan yerlilerinin ritiielleridir. Kopyalama sistemi
icinde 6zgiin parganin ortadan kaybolmasi, genellikle zuhur eden
seyin hem arkaik ge¢misinin hem de simdisinin, yani onun aurasini
olusturan mesafenin yok olmasina sebep olur: Boylece kendimizi
sonu olmayan bir imge ¢ogaliminin i¢inde, sinyallerin arasinda
buluveririz.

4. Diinyanin tektiplegmesi, bir 6tekimoderniteyi” gerektiriyor

20. ylizy1l etnografisiyle birlikte fotograf, aura yaratan bir konuma
ulasti, en azindan terimin Walter Benjamin’in yaptig1 tanimina gore
boyle: “Bir uzakligin biricik niteligini tagiyan goriinglisii.” Eskiden,
fotograflanmis ya da filme gekilmis belge, uzagin imgesini yakina
getirirdi. Bir bakima, etnografin bilimsel kefili oldugu o “uzaklik”,
diizenini kendi bagina olusturur, bizi Oteki’den ayiran mesafeyi
megrulagtirirdi. Tek kelimeyle tanimlamak gerekirse, antropolo-
jinin bir “temas” pratigi oldugu, biitiin sorunsallarinin Oteki ile
kurulan temasin dogasi, kapsami ve anlami etrafinda donddgi 6ne
stirtilebilir. Bir kiiltlirel sahiciligin ya da 6ziin (az ya da ¢ok bilingli)
destekgisi olarak belgeleme giidiisii, glintimiizde ¢Skiisline taniklik
ettigimiz bir nevi “uzaklar ontolojisi”ni temsil eder.

Bugiin sosyal aglarin da bize gosterdigi tizere, belgesel artik
giderek daha yakin bir alanda iglev goriiyor, tek kelimeyle iligkisel
olup ¢ikt1. Dilizensiz anlaminda “yabanil” bir pratik olan belgeleme
giidiisii, yakinliga dayanan giindelik bir projeye déntistii. Diinya saat
be saat milyonlarca imgeyle genisliyor, her giin milyarlarca telefon
ekrani ve GoPro kamerasi araciligiyla binlerce kez kopyalaniyor.
Sanatin belgeleyici iglevi dogrudan tanikliklarin enflasyonu iginde
eriyip gitmis olabilir, ama baz1 yapitlar daha “bigimlendirilmis”
olduklar1 igin yine de ciddi bir belgesel boyuta sahip olabiliyor. Bu

7 e.n.: “Otekimodernite”, Nicolas Bourriaud’nun siklikla bagvurdugu
altermodern kavraminin kargilifi olarak kullanilmigti. Bkz: Nicolas
Bourriaud, Altermodern (Londra: Tate Publishing, 2009).
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bulaniklagmig sinirlar, 6niimiizdeki on yil igin heyecan dolu bir
potansiyel vaat ediyor, ¢iinkii kiiresellesmenin sonucunda mesafe-
lerin ortadan kalkmasi yalnizca antropoloji alanini etkilemiyor; bu
derin degisimler estetik alani da altiist ediyor.

“Kesfedilmemis topraklar”in kalmamasi, agir1 tiretim, ama en
gok da 6nceden zaman, uzam ve kiiltiirel hiyerarsi tanimlarimizi
diizenleyen normlarin ¢Skmesi, bizi yeni bir estetigin esigine
getiriyor. Glintimiizde sanatgilarin karg: kargiya oldugu sorun su:
Uzak olanin ender bulunur oldugu ve farkliliklarin solup gittigi,
imgelerle ve tanikliklarla doyma noktasina gelmis bir diinyada,
geriye antropolojinin inceleyebilecegi ne kaliyor? Bir “belge”nin
anlami ne oluyor? Claude Lévi-Strauss, 1952 tarihli yapiti Irk ve
Tarih’ten bu yana, dliinyanin tektiplesmesine kars1 alarm veriyordu.

“Ilerleme” denen bu olgu, diyordu, 20. yiizyilda teknolojik iistiin-
ligiinden dolay1 Bati’nin biitlin diinyada egemenlik kurmasina yol
agmistir. Halbuki bu olgu, bir dizi rastlantidan 6te degildir. Daha
net ifade etmek gerekirse, ilerleme, melezlenme ve degis tokusa
dayanan bir birikim stirecidir. Ancak sinirli bir cografi bélgede var
olan agir1 boyuttaki gesitlilik, 15. ylizyildan itibaren Avrupa’nin
diger kiiltlirlerin dniine ge¢mesini saglamigtir. Dolayisiyla, kiiltiir-
ler arasindaki farkliliklar azalacak olursa, kiiltiirel enerjiyi tireten

“farklilagtirici potansiyel” eksik kaldigindan, bu yakit sonunda
tiikenecektir. Daha sonralar: ortaya gikan, bir dizi ayrim mekaniz-
masi araciligiyla toplum kitlelerini gesitlendirmek (kapitalizm),
dis unsurlar eklemek (s6miirgecilik) veya pazari genisletmek
(diinyanin kiiresellesmesi) gibi girigimler, her toplumun biiylimesi
ve hayatta kalmasi adina kritik 6nem tasiyan bu potansiyeli yeniden
yaratmak igin gesitli tesebbiislerdi.

Lévi-Strauss’un hedefi, “kiiltiirlerin gercek katkisinin, onlarin
6zel buluslarinin listesine degil, kendi aralarinda birbirlerine
sunduklar1 ayrimsal farkliliklara bagl oldugunu”8 kanitlamakti.
Biitiin tiretken degisimlerin “motor”u olan da, igbirligi iligkilerinin
ve karsilikli 6diing almalarin aginda, kiiltlirler arasindaki bu
mesafelerin oyunudur. Aslinda, hepsinin karigimi genellikle bir
magmadan fazlasini1 dogurmaz; Fransiz yazar Victor Segalen’in
genel bir egzotizmi savunurken ifade ettigi tizere bu sadece “1lik bir

8 Claude Lévi-Strauss, Irk, Tarih ve Kiiltir, g¢ev. Haldun Bayri, Reha
Erdem, Arzu Oyacioglu, Isik Ergiiden (Istanbul: Metis, 1994).
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hamur”dur...9 Glintimiizde “farklilik yaratan bir ugurum”un itici
glicii ne olabilir? i§te bu arayisa ben “6tekimodern” (altermodern)
diyorum: “Kiiresel” bir ¢agin sanati, farkliligin istisna haline
geldigi yerde, tekillikleri, farkliliklar: tiretme gorevini {istlenme-
lidir. Glinlimiizlin en énemli sanatgilari, “saf” kimlik kavrami bir
efsaneden ibaret oldugu igin, sonu gelmeyecek sekilde kimliklerine
tutunanlar degil, kendi kiiltlirel yasam alanlarinda da farkliliklar:
yogunlagtirip ugurumlar: bilyiitenler. Her sanatci bir parcalanma
stireci iginde.

5. i;arei yayininin tekeli insanlara ait degil

Ekvator bolgesinde, Amazonlar’da Runa kabilesini odak noktasina
aldig1 gigir agic1 kitab:r Ormanlar Nasil Diigiiniir’de (2013) Eduardo
Kohn, antropolojinin konusunu kékiinden degistirerek, 6znenin
gogullugunu ve insan 6znelerin iginde bulundugu, insan olmayan
anlam aglarini vurgular. Brezilyali antropolog Eduardo Viveiros
de Castro’nun yapitlariyla pekisen bir 6ngoriisiinii ortaya koyarak,

“Hepimizin birden gok ‘ben’i var,” diye yazar. De Castro, kendi
pratigini “perspektivist” bir diislincenin himayesinde, yani bakig
agilarinin metalastirilmasina hi¢ durmadan direnen “daimi bir
somiirgelikten gikma egzersizi” olarak tanimlar. Antropolojide, diye
ekler Ingiliz meslektagi Tim Ingold, “katilimc1”gdzlemden bagkas
yoktur; ancak insanlarla

“birlikte” ve bizzat “o insanlar- SERGIDE BAKINIZ: Jonathas de

dan” bir geyler 6grenilir. Andrade, Rashid Johnson,
19. yiizyilda Alman biyolog Sanam Khatibi, Pakui

Jakob von Uexkiill, umwelt Hardware, Ylva Snofrid,

kavramini kuramsallagtirda. Simon Starling, Jennifer Tee,

Bu terim, bir bireye ya da tiire Haegue Yang, Miige Yilmaz...

6zgii duyusal ¢evre anlamina

gelir; bir hayvanin verili bir ortamda zihinsel ve fiziksel 6zellikleri
temelinde algilayabilecekleri ve yapabilecekleri tarafindan belirle-
nen “ona 6zgili diinya”sidir bu. Giincel antropolojinin vaadi olan

9 Victor Segalen, Essal sur l’exotisme [Egzotizm stiine Deneme]
(Paris: Biblio, 1986). Segalen’in kuramlarinin kiiresellegme
baglaminda analizi i¢in bagka bir denememe gdz atabilirsiniz:
Radicant (New York: Sternberg, 2009).
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sémiirge zihniyetinden ¢ikip bagimsizligi tanima durumu, insanla-
rin bir bakis agis1 oldugunu bile kabul etmedigi diger canli tiirlerin
tamami igin de gegerlidir. Somiirge zihniyetinin bilingdiginda ve
metafizik arkaplaninda, insanlarin canlilar dlemini ele gegirmis
oldugu diigiincesi vardir, diger diigiinceler buradan kaynaklanir.
Burada ana ilke, Oteki’nin “yerlilestirilmesi”, yani kendi bakis
ag1s1 olabileceginin inkAr edilmesi ve 8zneler toplulugunun diginda
birakilmasidir. Antropolog Philippe Descola’nin Bati’da doga ile
kiiltlirtin birbirinden ayrilmasinin ne kadar rasgele ve yapay oldugu
tizerine galigmalar: bundan dolay: biiyiik 6nem tagir.10

Irkgilik, kadin dlismanligi, sémiirgecilik, zuliim, sémiird; biitiin
bunlarin biricik kaynagi Bati1 diislincesinin “insani” ile “dogal”1,
kiiltiirel ile yagayani birbirinden net bir sekilde ayirmis olmasidir.
Ama eer dikkatli okunursa gdriiliir ki, daha 1962’de Claude Lévi-
Strauss Yaban Diigiince’deki bir dipnotunda antropolojide bu keskin
doniisii 6nermigtir: “Eskiden tstiinde 6nemle durdugumuz doga
ve kiltiir karsitlig: bugiin bize 6ncelikle yontemsel bir deger tasir
gibi gdriinmektedir.”11 Lévi-Strauss’a gore, “Bu karsitlik [doga/
kiiltiir] nesnel degildir, bunu formiillestirme ihtiyacini duyanlar
insanlardir.”12 Hiiziinlii Donenceler’in yazarinin bu déntsimii
meslektaslarindan bu kadar 6nce 6ngérmesinin sebebi, mitlerle
ilgili karsilagtirmali ¢aligmasi sonucunda bir ¢esit monizme varmig
olmasiyd1: “Zihnin bagardig islemler, dogada da, diinyada da aynu,
aralarinda bir fark yok,”13 diyordu. Lévi-Strauss’un kendine bictigi
amag, antropolojinin sézde “ilkel” halklarin incelenmesi olarak
algilanmasini devam ettirmek yerine, “kiiltiirii yeniden doganin
igine, nihayetinde hayati da psikokimyasal kogullarinin biitiniine
dahil etmek” idi. Insan, diinyanin “biyolojik zirh”1 olarak tanim-
lanan dogadan hicbir anlamda farkl: degildir. Dolayisiyla, Lévi-
Strauss dlinyanin boliinemez bir teklik oldugunu savunan monist
bir diislince gelistirmigtir.

10 Philippe Descola, Doga ve Kiiltiiriin Otesinde, cgev. Ismail Yerguz
(Istanbul: Bilgi Universitesi Yayinlari, 2013).

11 Claude Lévi-Strauss, Yaban Diigiince, g¢ev. Tahsin Yiicel (Istanbul:
Yapi Kredi Yayinlari, 1993).

12 Alantilayan: Frangois Dosse, Histoire du Structuralisme
[Yapisalciligain Tarihi], 1. Cilt (Paris: La Découverte, 1991),
s. 315.

13 Claude Lévi-Strauss, Le Regard éloigné [Uzaktan Bakig] (Paris:
Plon, 1983), s. 164-165.
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Cagdaglarindan biri olan yazar Roger Caillois’nin géziinde,
sanatg1 ve kelebek benzer isler yapar; biri bigimleri digaridaki
bir nesneye yansitir, digeri ise yaratimini kendi bedeni tizerinde
sergiler. Sanatsal eylem, insana 6zgii bir sey olmak s6yle dursun,
“doganin 6zel bir durumunu olugturur”14 diye yazar Caillois; sanat
tam anlamiyla evrensel olan ve biitiin canlilar dlemini ilgilendiren
bir oyuna katildigimizin gizliden gizliye itirafi demektir; ne de
olsa insan “pargas1 oldugu bir evrendeki rakip adaylardan” biridir.
Elbette belli bir diizen barindiran bir proje ve bagimsiz bir kategori
olarak sanat tamamen insanin degerlendirmesine baglidir, ama
“insanin kendisi de dogaya ait olduguna gore, halka hemen yeniden
kapanir”15 diye ekler. “Evrenin gercek veya olas1 yapilar: giizellik
fikrini dayatir”16 diye yazan Caillois, insan zekasinin tek yapti-
ginin diinyanin “biyolojik zirh”1nda kodlanmisg kaliplar: yeniden
tiretmek oldugunu savunan Lévi-Strauss ile ya da ormanlarin da
insanlar kadar “distindiigiinii” iddia eden Eduardo Kohn ile ayn1
noktada bulusmus olur.

6. Egeylemlilik, bigimlerden ziyade olugumlar dogurur

Insan, faaliyetleri ergevesinde, biitiin canlilar 4lemini ve dogal
akiglar: sdmiirme 6zelligi
gdsterir: Onun umwelt’inin, ~ SERGIDE BAKINIZ:

“kendine 6zgli dlinya”sinin Monster Chetwynd, Suzanne
yapist boyledir. Ustelik, Husky, Eva Kot’atkova...
viicudu milyarlarca bakteri ve
enzimin igbaginda oldugu bir nevi hayvanat bahgesidir. Bir bagka
deyisle, her tiir insan eylemi aslinda bir eseylemliliktir, bir iligkinin
idare edilmesi siirecidir. Sanat, uzun stiredir insan ve insan dig1
unsurlarin tiretken bir sekilde ig ige gectigi bir alan, bu sekilde
bir eseylemliligin sunumu. Cagimiz, organik biiyliime ile dijital
gelismenin ayni1 anda var olusuna, gergekligin yazilim kontrolil
altinda sonsuzca bliytimesine taniklik ediyor. Bu arada, veriler sure-
tinde insan Gtesi bir 6liimstizliikle ilgili bilimsel hayal, canlilarla

14 Roger Caillois, Cohérences aventureuses [Maceraci Tutarliliklar]
(Paris: Gallimard, 1976), s. 25.

15 Age, s. 25.
16 Age, s. 57.
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robotlar, organik biiylime ile cansiz olan arasindaki bu yakinlig:
iyiden iyiye pekistiriyor. Insan iligkilerine gelince, bunlari insan
kitlelerini ticaret sisteminin kullanabilecegi bilgilere indirgeyen
algoritmalardan ve dagitim aglarindan ayirt etmek imkansiz.
Giincel sanat, insan ile insan olmayan arasinda bir gegis noktas1
oluyor; 6zne ile nesne arasindaki ikili karsitligin silinip kayboldugu
ve kollara ayrilip ¢ogul figiirlere doniigtigl bir alan haline geliyor:
Canlandirilmis olandan taglagmis olana, metalastirilmis olandan
konusana, baglantili nesnelerden sentetik maddeye, biyolojikten
sanala... Bu alanda maddeyle ilgili kdgitlar stirekli yeniden karigtiri-
lip dagitiliyor.

Bu durumdan bir 6nermeye varilabilir: “Karsilagma, bigimden
Once gelir.” Zira sanat pratigi nesnelerden ¢ok iligkilere dayanir.
Felsefedeki spekiilatif gercekgilik hareketi bu bakimdan dogrudur:
Insan artik cok daha yaygin bir ag icinde yalnizca digerleri gibi
siradan bir unsur, dolayisiyla bu agin merkezinde de o bulunmuyor.
Aslina bakilirsa, gergekligin de bir merkezi yok, gergeklik eseylem-
lilik igindeki biitiin varliklar ve seyler arasinda var olan iligkilerden
ibaret. Iste bu ylizden “bigim” terimi giderek gdzden diisiiyor,

“olugum” demek gok daha dogru oluyor, ¢linkd giiniimiiz sanatgila-
rinin tercih ettigi birlestirme tavri, farkli dokuda, durumda ya da
yapida unsurlar arasindaki kargilagsma dinamiklerini vurguluyor.
Estetigi merkezsizlegtirmek - iste giintimiizde kendini dayatan en
acil gérev bu.

7. Sanatgilar yayilmig bir antropoloji uygular

1975’te Joseph Kosuth “Praksis Olarak Kuram: Antropolojiyi
Yontem Olarak Benimsemig Bir Sanata Uygun Rol”17 adli
makalesini yayimladi. Metinde sanatgilarin kendi toplumlarinin
antropologu oldugu fikri savunuluyordu. Incelenen toplumun
diginda kalmak, yani bilinmeyenle temas noktalarini kurcalamak ve
bu kirilgan bilgiyi geri getirirken bir yandan da onu kendi kiilttirel
kodlarinin anlam gergevesine terciime etmek, Kosuth’a gore ciddi
bir sorun tegkil ediyordu. Ona gore, nasil etnologlar bagkalarinin
kiltiiriiyle birlikte akiyorsa, sanatg1 da “sanatin (dolayisiyla

17 Joseph Kosuth, The Everyday [Glindelik Olan] ig¢inde (Cambridge: MIT,
2008), s. 182.
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kiiltiiriin) iglevsel yapisinin statik olmayan bir tasviri”ni elde edebil-
mek igin kendi kiiltiird i¢inde “akigkan” olmalidir. Kosuth’un tezi
biiytik oranda 20. yiizyil sanatinin “biliminsani” modeline yonelik bir
elestiriye dayaniyor; burada bilimsellik, gergeklige disaridan bakma
olgusundan kaynaklaniyor. Halbuki sanat¢1 gézlemledigi gercekligin
gdbeginde durmali, betimledigi diinyanin igine dalmalidir. Insan
ancak kendi yagam alaninin antropologu olabilir.

Hal Foster 1996°da “Etnograf Olarak Sanat¢1™8 adli makalesini
yayimladiginda, sanatta bir “etnografik evrim”den s6z etmekten
¢ekinmemis, hatta bunun

1960’larin sonlar1 gibi SERGIDE BAKINIZ: Pia Arke, Rebecca
erken bir tarihte baglamig Belmore, Monster Chetwynd, En
oldugunu belirtmigti. Man Chang, Jonathas de Andrade,
Kullanilan yontemler Elmas Deniz, Giineg Terkol & Giiglii
olsun, yapilan génder- Oztekin, Glenn Ligon, Melvin Moti,
meler olsun, etnografi Glauco Rodrigues, Simon Starling,
miizelerindeki nesnelerin Jennifer Tee, Hale Tenger, Suzanne
sunumunu andiran Treister, Piotr Uklanski, Haegue
sergileme bicimleri olsun, Yang, Andrea Zittel...

biitlin bu bakimlardan

bu aragtirma modelini hem bilgi bigimlerini dontistiirmenin hem de
dogrudan yaganan gergeklige taze bir bakis getirmenin bir yolu olarak
goren pek gok sanatg1 sayilabilir. Zira bu noktada, antropoloji bir
bumerang, sanatc1 tarafindan ortaya ciktig1 yere geri yollanan bilimsel
bir paradigma ya da daha dogru bir deyisle, kurumsal elestiri igin bir
arag olarak ortaya gikiyor. Ama 21. ylizyilda antropolojik model klasik
cercevesinin digina ¢ikt1. Hem doga-kiiltiir ayriligi hem de Bat1 toplum-
larinin incelenen halklardan tstiin oldugu varsayimlarini kuramsal
olarak reddeden yeni nesil antropologlarin katkisiyla, sanat artik insan
haricindeki tiirleri de antropolojik bir bakig agisiyla biinyesine dahil
ediyor. Eger bir pratik olarak antropoloji diyaloga ve ortak bir bilginin
gelistirilmesine dayamiyorsa, gliniimiizde sanatgilar kimlerle diyalog
kuruyor? Dogal olaylarla veya kurumlarla, “yari-nesneler”le,19 irmak-
larla, mahallelerle, komsularla, hayvanlarla, bitkilerle, bakterilerle...

18 Hal Foster, “The Artist as Ethnographer” [Etnograf Olarak Sanatgi],
The Return of the Real: The Avant-Garde at the End of the Century
[Gergekligin Geri DOnligli: Avangardin Yiizyil Sonundaki GOrinimii]
iginde (Cambridge: MIT Press, 1996).

19 Michel Serres, trafik sikigikligi, kiiresel i1sinma veya magtaki top
gibi “yari-nesne”lere karma siire¢ adini veriyor.
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8. Yenibir sanalgi kugsagi, molekiiler antropolojiyi icat ediyor

Diglintir Patrice Maniglier, son yirmi-otuz yilda antropolojik
sOylemin gec¢irdigi evrimi degerlendirirken, “jeolojik doniim noktas1’
tabirini kullanir. Ona gére antropoloji, “insanlik kiiltiirtinde bizimle
Otekiler arasindaki farkliliklara dayanarak tiretilen bir bilgiden
ibaret olamaz. Bu farkliliklarin diinyay: isgal etmenin, yani kiiresel
ekolojik felakete yakalanmanin farkl: yollar: oldugunun derhal kabul
edilmesi gerekir.”20 Burada “felaket” teriminin asil anlaminda anla-
silmasi gerek. Yunancadaki etimolojik kékeni altiist olug kadar son,
¢oztimlenme anlamlarini da barindirir. Antroposen’in felaketlerle
dolu peyzajinda kisilip kalmig sanatgilar, simdi diinyay: iggal etme
yollarini “farkliliklar” seklinde sorunsallagtirmakta: Dogal akiglar
m1 benimsenmeli? G6¢ mi etmeli, yoksa siirdiiriilebilir kalkinma
alanlar: m1 yaratmali? Yeni nesneler mi iiretmeli, yoksa zaten var
olanlar geri déniigiime mi sokulmali? Uriinlerle mi ugragmali, yoksa
bunlarin yapildigi maddeleri ve kumaglar: analiz etmek i¢in mi
gabalamali? Bu etik diiglinceler bigimlerin tiretim Oncesi agamasinda
bulunur ve tek bagina bir igerik olugturamazlar.

Artik “yedinci kita” denen, okyanuslarin tizerindeki devasa
plastik ¢6p kiitlelerinin simgeledigi Antroposen’in neden olduklar:
sonucunda ekolojik bilinglenme ve uyanis yagsandi. Bunun dogur-
dugu ilham, 21. ylizyil sanatgilarina diisen antropolojik gérevin
somut imgesi oluyor. Paradoksal olarak daha eski ve giderek
yasanmaz hale gelen bir diinyay1 yansitan yeni, tamamen yasanmaz
bir dlinya suretindeki bu insan eseri ¢opten kita, en azindan
simgesel diizeyde yeni antropolojinin ana konusunu miikemmel
bir gekilde olusturuyor. Yedinci kitada yaganamiyor olabilir, ama

“ilerleme” ideolojisinin ve sanayi tiretimi ile tliketim toplumunun
devasa ve uzak sonuglar1 orada yagtyor.

Benim bugiin “molekiiler antropoloji” olarak adlandirdigim sey
de, insanin evrende biraktigi etkilerin, izlerin ve igaretlerin insan
olmayanlarla etkilesimlerinin incelenmesi. Yeni kusak sanatgilar
diinyay1 nesneler veya driinler izerinden degil, bu gerceklik
diizleminden algilamay1 dnemsiyor. Toplumsal olgularin molekiiler
yapisini ve dlinyanin yamiltici istikrarini olusturan atomlar:
gozlemliyorlar.

]

20 Patrice Maniglier, La philosophie qui se fait [Kendi Kendine Olusan
Felsefe] (Paris: Cerf, 2019), s. 401.
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Marksist diisiincenin ana temast, nesnelerle iligkilerimi-
zin (metalastirma) altinda yatan toplumsal dengelerin aciga
gikarilmasrydi. Antroposen’de ayni elegtirel glipheler biitlin canlilar
dlemine yayiliyor: Agikca gériiyoruz ki bu dlemle kurdugumuz
iligkiler biitiin toplumsal dengeleri olusturuyor. Kapitalizmin
temeli, hibrit tohumlarin satisindan bitkilerin, suyun veya yeralt:
kaynaklarinin 6zellestirilmesine kadar ticari amaglarla canli
organizmalara el konmasidir. Varoluslarimizin gergevesi degismige
benziyor ve artik bu ¢ergevede dogal peyzajlar degil, tiriin reyonlar:
bulunuyor. Canlilar her yerde geri plana itilirken, biz de tirtin-
lerle giderek daha siirekli ve 6zel bir temas kurar hale geliyoruz.
Kapitalist diinyada seyler ve varliklar birbiri iginde erimeye egilimli,
¢linkd degisim degeri biitiin varolug bigimlerinin ortak paydasi,
fiyat etiketi de gercekligin en baskin ve en goriiniir diizeyi haline
gelmis bulunuyor.

Bununla birlikte, baz1 sanatgilar da bakma seklimizi sarsarak,
bakigimizi gercekligin molekiiler seviyesine, madde, toz, sivi ve
Sbeklerin diinyasina yoneltmeyi hedefliyor, kapitalizmin dayattig:
soyut dizene meydan okuyan diizenekler kuruyor. Ister numune
alarak, ister heterojen malzemelerin montaji veya birlesimiyle,
hatta maddenin yapisokii-
miiyle, biitiin bu sanatgilar ~ SERGIDE BAKINIZ: Dora Budor,

psikokimyasal bilegenlere Eloise Hawser, Agnieszka
bakis bigimimizi degisti- Kurant, Jared Madere, Pakui
rerek insan topluluklarini Hardware, Max Hooper
sorguluyor. Bu indirgeme ya Schneider, Jennifer Tee,

da tozlagtirma islemlerinin Phillip Zach...

amaci, goriiniir gergekligi

pargaciklara ve atomlara gevirmek; bSylece kapitalizmin, varlik-
lar1 ve seyleri bir bagka birlik haline, para degerine indirgeyen
yontemlerine karsi ¢gikmis oluyorlar. Buna karsit olarak, molekiiler
sanat pratikleri her varligin ya da her nesnenin egsiz bilegimine
deger vererek gergekligi yogunlastirmay: hedefliyor. Ancak bu
diizlemde gesitli “diinyalar” arasindaki baglantilar gériiniir hale
geliyor ve canlilarin tutarlilig: ortaya ¢ikiyor. Tozlagtirma ya da
ayrigtirma, pargalama ve inceleme eylemlerini su anda her yerde
gbérmemizin sebebi de bu. Daha 6nce de séyledigimiz gibi, hammad-
deye bir bi¢gimin dayatilmasi olarak bilinen eski sanat kavraminin
modas1 gegmeye basladi. Pek ¢ok sanatg1 artik bdyle bir ayrim
giitmiiyor, bi¢im veya imgenin 6zelliklerini maddenin 6zellikleriyle
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harmanlamaya caba gdsteriyor. Ister alagim olsun, ister kimyasal
montajlar, bir sanat yapit1 olusturulurken de yasayan bir organiz-
manin bilesimiyle ayn1 kurallar gegerli oluyor.

9. Yedincikita, somiirge dizeninin terk edildigi uzami
temsil eder

Kulak temizleme gubuklari, sigeler, yerkiirenin dért bir yaninda
suda stirtiklenen her tiir ¢6p, son otuz-kirk yi1lda -~1990’lardan
bu yana ciddi oranda artarak- akintilarla bir araya geldi ve
“plastik gorbas1”, “Biiylik Pasifik C6p Yamas1” ya da “Yedinci
Kita” olarak bilinen, dogada ¢6ziinemeyen, devasa bir ¢6p girdab:
olusturdu. Tahminen 7 milyon ton agirhigindaki ve Tiirkiye’nin
bes, Fransa’nin ise alt1 kat1 bilyiikliigiinde bir ytizl¢limiine sahip
bu yeni alanin Antroposen’in somut yansimast oldugu soylenebilir:
Tamamen insan faaliyetlerinin bir irlinii ve kiiresel ekonominin
baslica 6zelliklerinden birinin gdstergesi olan kullan-at nesnelerin
tretiliyor olmasi. Sonugta bu kita resmen bizim sirtimizdan tiremis,
atiklarimizi geri doniisiime sokmaktaki yetersizligimizden dogmus.
Dolayistyla, aslinda gérmek istemedigimiz yeni bir diinyay1 kegfe-
diyoruz. Bu somutlagmis bilingalti, Antroposen’in ve kiiresel iklim
degisikliginin getirdigi bilin¢lenmenin 1s181nda ortaya ¢ikta.

Alan olarak bakildiginda, yedinci kita bir negatif uzam;
Avrupal: yerlesimcilerin, “telif hakki olmayan” bir imge misali,
bakir ve 1ss1z bir toprak olarak gérmek istedigi, Kristof Kolomb’un
yarattig1 “Yeni Dilinya” kavraminin tam ziddi. Agir: diretimden,
sanayi fazlasindan ve gezegene kars1 sorumsuz yasam tarzlarindan
dogan yedinci kita, ekolojik
felaketin tarihsel kaynagi olan  SERGIDE BAKINIZ: Deniz Aktas,
sémiirgeciligin baglattig: stirecin Elmas Deniz, Armin Linke,
lanetlenmis zit kutbu gibi Turiya Magadlela, Glauco
gdriintiyor. Bunu bir bakima Rodrigues...
organik giibrenin ziddi olarak
tarif edebiliriz: Herhangi bir biyokiitle doniistiirme islemiyle taban
tabana zit bir sekilde, tek kullanimlik seylerden olugan bu yiizer
kita okyanuslarda stiriiklenirken, yedinci kita insan faaliyetlerinin
mesum golgesi, dolayisiyla Kapitalosen’in en kritik alani ve ideoloji-
mize kars1 ayakli bir itham olarak dylece duruyor. Hindularin

“karma” kavramini dliglinelim. Bir bireyin hayat1 boyunca yapip
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ettiklerinin toplami, sonugta onun reenkarnasyon doéngiisiine yén
verir. Karma ile benzerlik gésteren yedinci kita da, gegmisteki
eylemlerimizin arkasinda biraktig: gériiniir etek kuyrugudur. Hig
kimsenin asla sdmiirgelestirmek istemeyecegi bir “yeni diinya” -
iistline iistliik, sémirgeciligin hayaleti olan {iretim ideolojisinin
diinyay1 ele gecirmesinden dogan bir kita bu.

10. Ahk, proleter bir nesnedir, proleterya da durmadan
biyimekiedir

Tanimi geregi atik, kimseye ait olmayan ve kimsenin tstiinde hak
iddia etmedigi birakilmig bir nesnedir. Hem 6zel hem de kamusal
miilkiyet alaninin diginda bulunur. Paradoksal olarak bir ézgiirliik
alani sunar, yeni kullanimlar icat edilmesi i¢in uygundur ve bu
sekilde kurtarilabilir. Ama sdzllige gore atik, ayn1 zamanda “bir sey
yapilirken diigen sey”dir, yani tam anlamiyla {iretim sisteminin
gergek bir parcasidir. Daha dnce yazdigim bir kitapta,21 nesnenin
Szgiil bir durumuna karsilik olarak exform terimini 6nermistim.
Diglanan ile kabul edilen unsurlar arasinda, iiriin ile atik arasinda
miizakerelerin gergeklestigi noktadir bu. Dolayisiyla exform terimi
bir diglanma ya da dahil edilme iglemi i¢inde bulunan bir bi¢imi,
merkez ile gevre arasinda (kalic1 veya gegici) bir gegis halinde
olan ve kdh muhalefete kdh iktidara kayan bir imi belirtir. Atma
mekanizmalari, bir toplumun atik tiretme yollari, estetik ile siyaset
arasinda belirleyici 6nemde bir bag kuruyor gibidir. Bir yandan,
sanatta anlam ifade eden ile anlamsiz olan arasinda siirekli yeniden
miizakere edilen bir pay varken, diger yandan belli bir toplum
i¢inde, insan bedenlerinin y6netimi demek olan biyopolitigin
¢izdigi ideolojik sinirlar da bir o kadar degiskendir.
Atma imgesi, basta ekonomi olmak tizere, insan eylemlerinin
biitiin katmanlarini bir ugtan bir uca kateder. “Ciiriik tahvil”’lerden
“toksik varlik”lara, biitiin finans diinyas1 zarar verici unsurlarin,
tehlikeli malzemelerin, “aklanmas1” gereken “kirli” paranin
istilas1 altindadir. Verimsiz ve rant getirmeyen seylerin hayaletinin
kol gezdigi kapitalizm, gap1 hi¢ durmadan biiyliyen genis bir ¢6p
Sgiitme alanidir ve ekonomik bakimdan hazmedilemeyen her ey

21 Nicolas Bourriaud, The Exjform (Londra: Verso, 2016).
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atik haline gelir. Bu diger herhangi bir varliktan ziyade, en gok
proleteryay ilgilendirir. Sermayenin rahatca bir kenara atabilecegi
bu toplumsal sinif, artik toplumun tamamina yayiliyor ve vazgegil-
mig bireylerin olusturdugu bir topluluga isaret ediyor; bunlarin en
bariz 6rnekleri de miilteciler, kagak isgiler, evsizler ve prekarya.
Kapitalizmin reddettigi bu ticari degeri olmayan unsurlari,
glintimiizde gilincel sanat exform’un merkezinde, 6n plana ¢ikariyor.
Cevremizin temel bilesenlerini olusturan bu maddi unsurlarin
(tozlar, gazlar, sivilar, mineraller, bocekler, bitkiler, molozlar,
lifler) ticari metalar veya kdltiirel olgular olarak algilanmadan
once kendilerine 6zgii bir fizikokimyasal, dolayisiyla yasayan bir
gergeklige sahip oldugunu unutmusuz. Artik sanatgilar nesne ve
iirtinlerin yerine onlar1
olugturan maddeleri SERGIDE BAKINIZ: Radcliffe Bailey,
yegliyor. Piksel alig- Johannes Biitiner, Eloise Hawser,
verigiyle simgelenen Eva Kol atkova, Jared Madere...
bir “sanal” diinyanin
fantezilerine, gilincel sanat maddenin rehabilitasyonuyla ve genel
olarak her geyin izini siirme gabasiyla cevap veriyor. Ornegin,
iletisimin maddi yanini, ekrandaki bir imgenin hammadde olarak
agirligini, dijital hale gelmis ekonominin dogurdugu bigimlerin
arkasinda yatan somut mantig:1 gosteriyor. Glintimiizde estetigin
baslica unsuru, gesitli diizlemler arasinda baglanti kurulmasi, farkla
gergeklik katmanlarini ya da heterojen alanlari bir araya getiren
bi¢imsellestirilmis devreler yaratilmasidir.

11. Antroposen’de yiirifme iiretimiizler

Antroposen’de sanat eseri, bize tamamen “dogal” gériinen bir
diislince bigiminin, yani diinyanin (etkin) 6zneler ile (edilgin)
nesneler olarak ikiye ayrildigi 6zne/nesne iligkisinin ortadan
kalktig1, en ideal alan olarak gériiniiyor. Yagsama dair bu diisiince,
goriinmez bir “ruh”un bahgedildigi insanlarin gevreye ve aksesu-
arlara veya araglara indirgenmis diinya tizerindeki egemenligine
dayanir. Katilimi temel alan sanat, 6zne/nesne iligkisinin
paradigmasim olusturur gibidir: Sanat deneyimi gergekten de
sergileyen bir 6zne, sergilenen bir nesne ve bir izleyiciden olusan
bir tiggen olarak 6zetlenebilir. Oysa bugiin, sanat¢1 Pierre Huyghe’in
dedigi gibi, sanat “artik birilerine bir sey sunmuyor, birilerini bir
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seylerle tanigtiriyor.” Sanatin bir sergi ziyaretgisine giiya sunmasi
beklenen bir deneyimin, bir tiiketim edimi ile a priori hicbir alakas1
yok ve sanat nesnesi basit bir drtinden gok daha karmagik.

Zaten bir “lretim”den soz edilebilir mi? “Uretmek”, yani
produce kelimesinin Latince etimolojik k6keni, “bir seyi éniinde
ilerletmek”tir. Urettigimiz sey bizim oniimiizdedir, bizim digimiz-
dadir, bizden gikar. Eger dikkatle bakacak olursak, gagdas pratikler
daha ¢ok yonlendirmek, yiiriitmek (conduct, etimolojik anlami

“birlikte ilerlemek™) eylemini {istlin tutar. Doga-kiiltlir ayrimi
siliniyorsa, insanlar kendilerini evrenin merkezi olarak gérmeyi
birakip biitlin canli-
larla igbirligi yapmanin SERGIDE BAKINIZ: Ozan Atalan, Rebecca

degerini bilmeye Belmore, En Man Chang, Max
bagliyorsa22 ve kendi Hooper Schneider, Piotr Uklanski...
digindaki giiglerin

“cobanlig1”na soyunuyorlarsa, o zaman sanat da tiretmekten
ziyade ytirtitmekle ilgili bir meseleye doniigiir. Bu durumda sanat
sifrebilimle benzerlik gdsterir, yani bir sistemden digerine terciime
cabasina dondstir.

Zaten evrendeki her sey, DNA’dan baglayarak, kodlardan ibaret
degil mi? Genom Jyle 6zgiil bir yapiya sahip ki, 6nceden belir-
lenmis bir igerik, bir iletisi olmayan bir kod olusturuyor. Bunun
tek amaci bir canlinin gelisimini ve iglevini yerine getirmesini
saglamak. DNA ile karsilastirirsak, sanat yapiti gok daha muglak
bir yapiya sahip. Elbette yaraticisinin niyetlerini, kiltiiriind ve
sahsina 6zgii niteliklerini kodlanmis olarak barindiriyor, ama
izleyiciyi sanat¢inin digsinda kalan pek gok kaynaktan gelme
bilgilere de yonlendirebiliyor. Tamamen edilgen, katiksiz bir nesne
yoktur. Evrende bulunan her nesne (degisen oranlarda) bilgi
depolama, isleme, alma ve yayma kapasitesine sahiptir. Bir sanatg1
(hem “kdiltiire]” hem de “dogal”) farkli gerceklik diizeylerinden
kaynaklanan malzemeleri genellikle bir kapali devre bigiminde
bir araya getirerek bir sanat yapit1 iirettiginde, bir orkestra sefi,
bir ¢oban, bir siiricii olur. Ornegin bilesiminde bitkiler ve sanayi
tirtinti maddeler, dijital imgeler ve geri donfistlirilmiis {iriinler
bulunan bir sanat yapiti, her yone yayilan, birbirine dolanmig

22 (Gagdag mutfak sanatinda, meyvelerin ve sebzelerin fermantasyonu
pek revagta. Aslina bakilirsa, arzu edilen sonuca ulagmak ig¢in tam
da bakterilerle igbirligi yapmak gerekiyor.
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dalgaboylarindan meydana gelir. Bu durumda sanat yapitinin
tutarliligs, terciimesinin tutarliligina baghdir; sanki “gogul olus”
halindeki sanatg1, diinyayla iligkisini biitiin evrenden toplanmis kod
pargalarini temel alarak somutlagtirmigtir.

12. Agiri iretim, ikonografik bir kirli hava yarahr

Uretim artik bir sorun tegkil ediyor, yedinci kita da bu sorunun
somut imgesi. Hi¢ geri doniisiim {imidi olmadan ¢dplerin iist iiste
biriktigi endistriyel agir1 diretim diinyasinda, sanat “mutlak meta”
olarak yasanir (Jean Baudrillard’in 1980’lerdeki parlak sezgisi).
Asiri iretimin eglikgisi de agir1 yiiklemedir. Diigiinme eyleminin
genellestirmeleri, dolayisiyla unutusu gerektirdigini bile bile, insan
tamamen doymug bir uzay-zamanda nasil diigiinebilir? Higbir
seyin kaybolmadig: bir diinya, dlislinmeye kapal1 bir diinyadur.
Bazi sergilerdeki agik ansiklopedist tavir ya da kimi sanatgilarin
bitmek bilmeyen nesne veya imge koleksiyonlari, arsivlemenin en
yiice erdem olarak goriildiigi bu depolama, istifleme kdltiiriiniin
sonucudur. Bu ylizden gliniimiizde neredeyse her seyin arsivine
ulagilabiliyor. Her geyi kapsama ve gorsel sinirsizlik —~kurtarma
glidiisii- glintimiizde estetik

nitelikler olarak goriiliiyor SERGIDE BAKINIZ: Dora
ve higbir izleyicinin béyle Budor, Paul Sietsema,
bir birikimi sonuna kadar Haegue Yang...

bitiremeyecegi gercegi de

diiniin sanatinin “aura” kavramina denk geliyor. Bu bilgi ve nesne
kiitlesinin iginde, gecen yiizyilda gelistirilmis postprodiiksiyon stra-
tejileri,23 stirdiiriilebilir kalkinma kavrami ve bundan kaynaklanan
etik ilkeler araciligiyla, bugilin daha dogrudan siyasi bir temele
dayamiyor. Her alandaki bu agir1 tiretimden dolayi artik ortak imge-
lemimize kirlilik kavrami hakim. Gagimizin gercekligini, tizerini
kaplayan yogun gorsel kirli hava katmanindan ayirmak miimkiin
degil; katlanarak biiyliyen mevcut imgeler kitlesinin olusturdugu
bir kir sisi bu, o derece ki bugiin 6z¢ekimlerin pek ¢ogu 6nceden
zaten fotograflanmasg yerlerde kurgulaniyor, sanki artik fotograflar
y6nlendirici levhalarin igini gériiyormus, sanki ancak paylagilmis

23 Nicolas Bourriaud, Postprodiiksiyon, g¢ev. Nermin Saybagila
(Istanbul: Baglam, 2004).
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bir ikonografi o yerlere gercek anlamda varlik kazandiriyormus gibi.

Turistik yerler iligkisel hale geliyor, “egsiz” sifat1 “modas1 gegmis”
ile esanlamli oluyor. Giintimiizde bir geyi tek bagina gérmek, bir sey
gérmemek demek. Bu da sanatin tam ziddini temsil ediyor.

13. Sanatsal kiresel isinma

Imgenin kendisi, iginde evrildigi kirlenmis baglamdan koparilamaz
halde. Akilli telefonlarimiz sayesinde her giin milyarlarca fotograf
cekiliyor. Bunlarin ¢ogunu da kimse gérmeyecek ve bir atik
depolama sahasindaki ¢opler gibi gériinmez ve sahipsiz kalacaklar.
Bugtin kit olan, eksikligi hissedilen bir sey varsa, o da bakis; zira
cevap vermek suretiyle sanat yapitini bir tek o var edebilir. Sosyal
aglarda siirekli bir imge saganagi bosanirken, sanat yapitlar1 ve
metinler bir gégebe izleyici stiriisiiniin ziyaret ettigi neredeyse

¢6l benzeri bélgelerde ayakta kalmay: bagariyor. Iklim degisikligi,
eski kutuplarin koydugu diizeni bozarak imgeler ekonomisini de
etkiliyor. Nasil ki modern resim 19. ylizyilda fotografin tehditkar
sekilde ortaya ¢ikisina tepki olarak gelistiyse, simdi de fotografin
islevi mutasyon gegiriyor ve cekme eyleminin 6nemsizlesmesi,
siradanlagmasi iginde fotograf sanatinin eriyip gitmesiyle gember
kapaniyor. Tam anlamiyla

bir ikonografik enflasyonun ~ SERGIDE BAKINIZ: Simon Fujiwara,
ortasinda, sanat yapitinin Suzanne Husky, Max Hooper
fazla bir tutarli se¢im sansi Schneider, Ursula Mayer...
yok; ancak kurtarilmig

unsurlari, dmri kisa bilesimleri ve internetten devsirilmis imgele-
rin harmanlanmasini 6n planda tutarak, siirdiirtilebilir kalkinma
modeline dayanarak kendini yeniden olugturabilir.

Bir yandan imge bollugu, te yandan bakis kitligi: Giincel
sanat da agir1 tiretimden diinya iklimi kadar etkileniyor. Genel bir
y6nelim bozuklugu (ana yonlerin kaybedilmesi), estetigin yeniden
bi¢imlendirilmesi sonucunu doguruyor. Bu derin degisimin
yarattig1 etkilerden biri de, “Yeni Neolitik Cag” diyebilecegimiz
bir déneme giriyor olmamiz. Bildigimiz gibi, Neolitik Cag tarim
dilizenine gegilen ve hayvanlarin evcillestirildigi ¢agdi; su anda
da benzer sekilde canlilarin kélelestirilip sanayiye kosulmas1
hareketine gahit oluyoruz. Tarim (Latince kdkeni agricultura,
tarla anlamina gelen ager ve yetistirmek anlamina gelen colere
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kelimelerinden), insanlarin kendi topluluklar: igin faydali gesitli
kaynaklar ve gida tiretmek tizere ekosistemlerini yeniden tasar-
ladig1 ve evcillestirilmis tiirlerin biyolojik dongiisiinii denetim
altina aldig: bir siiregtir. Internet, genis ¢apli insan stirtilerinin
denetimi ve boyunduruk altina alinmasi tizerinden ilerleyen bu
yeni evcillestirme agamasinda kullanilan baglica arag; bu sefer
soyut anlamdaki bu yeni yerlesik diizene gegis aninda, insanlar da
somiuriilmeye hazir “kaynak” saflar1 arasinda, bitkilerle hayvanlarin
yaninda yerini aliyor. Tekerlegin icad1 ve tarim kiiltiird insanlik
tarihinde bir d6niim noktasi olmus, ilk sehir-devletlerin kurul-
masini saglamigti. Fiziksel gerceklerden kopuk bir ekonominin
hammaddesi durumuna indirgenmis hem insan hem insan olmayan
canlilarin bdyle genel olarak evcillestirilmesinin etkisiyle, kitlelere
yonelik su andaki yonetigim bigimlerinin de yine 6nemli bir déntim
noktasindan gegecegine dair bahse girebiliriz.

14. Sanatg¢ilar, kendi kabilelerinin ilkelleri ve vahsileridir

Algoritmalar tarafindan izlenen, gézlenen, sayisiz ticari reklamin
hedefi olan, aligkanliklarimiza ve o reklamlara verdigimiz tepki-
lere gére siiflandirilan biz, dijital ¢agin insanlari, siirti halinde
toplanmus kitlesel varliklariz. Elbette farklilik en azindan gériintiste
ve Bati demokrasilerinde resmen ddillendiriliyor, ama bunu hak
etmek i¢in de farkliligin belli bir sinifin, tarzin ya da belirlenmis
bir ziimrenin iginde kalmasi gerekiyor. Sanatgilarin toplumsal

evcillestirmeye

verdigi tepki, SERGIDE BAKINIZ: Charles Avery,

farkliligin bisbiitiin Norman Daly, Mariechen Danz,

képtrtiilmesiyle takima- Anna Bella Geiger, Marguerite

dalar misali bir zihinsel Humeau, Rashid Johnson,

pargalanma oluyor. Sanam Khatibi, Turiya Magadlela,
Kurmaca, toplumsal Melvin Moti, Luigi Serafini,

senaryolarin yeniden Suzanne Treister, Miige Yilmaz,

yazilmasi igin giiglii Evru/Zush...

bir arag, tektipleg-

meye kars1 bir silahtir. Pek ¢ok sanatc1 uygarliklar, toplumlar ve
paralel cemaatler uydurarak, kurmaca halklarin antropologlar: ve
alternatif gergekliklerin kisifleri roliine soyunuyorlar. Onceden
hi¢ duyulmamis bir toplumun maketini yapan, daginik sosyolojik,
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ekonomik veya dini pargalar1 toplayip yeniden sekillendiren sanatgi,
artik hayali bir diinyaya “kagip si§inmiyor”, tam tersine, daha
kritik 6nemde bir siyasi gorevi iistleniyor; o da tiretimden sonra
gergekligi iiretmek, onu tahrif etmek, béylelikle toplumlarimizin
devamliligini saglayan ideolojik mekanizmalarin (hiikiimetler,
okullar, kiliseler) pek ¢ok diger olasilik arasindan yapilmis tek bir
kurgu oldugunu gdstermektir.

Daha genel bir anlamda, herhangi bir sanat¢inin ¢aligmasinin
da ayni1 antropolojik yaklasimla incelenmesi gerekir. Bir sanat
yapitina bakan izleyiciler de yine gagdas antropologlarin kullandig:

“etkin katilim”a dayanan bir bilgiyle kendilerini donatmalidir.
Farkliliklarin taninmasi ve kaynaklarin sorgulanmasi, deneyimle-
rimizin dayandig: kesinliklerin siirekli sarsilmasina sebep oluyor.
Paul Gauguin vaktiyle bir vahsi olmak istedigini agiklamigti, ama
her sanatg1 vahgidir zaten. Yar1 insan, yar1 kendi ormaninin sakini,
igine dogdugu “uygarligin” uzlagimlar: tarafindan asla tamamen
evcillestirilmemis, isaretleri izleyerek avare bir gégebe gibi dolagan,
bigimlerin avci-toplayicisidir sanatgilar.

15. Sanat, kargilagma alanidir

Glintimiiziin bigimler ormaninda nelerle karsilasiyoruz?
Algoritmalarin stirekli miikemmellestirilmesi sayesinde herkesin
tam olarak aradigini bulabildigi bir zamanda sanat bizi yoldan
cikarir. Aramay: aklimiza bile getirmedigimiz seyleri bulabilmeliyiz
ancak. Sanat1 tanimlayabilecek tek algoritma sudur: Omega+1.
Matematikg¢i Georg Cantor’a (1845-1918) gore, var olan asal
sayilarin tamami “omega” olarak anilir. Biitlin sayilari igeren bu
sayilar sayisi, sanal degil gergek bir sonsuzlugu diigiinebilmemize
olanak verir. Dolayisiyla, sanatin algoritmas: da “omega+1, +2,
+3...” seklinde ifade edilebilir.
Insan faaliyetleri icinde, sanat ~ SERGIDE BAKINIZ:
“omega+1” sayisinin alanini Butin sanateilar...
doldurur, ¢linkd hepsini igerir
ve olas1 biitiin bigimlere biiriinebilir, gelecekteki +1 de cabasi. Iste o
“+1” de kargilagmanin yaziya dokiilmiis halidir. Beklenmedik olandir
bu, siirpriz unsurudur, radikal yabancidir.
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16. Elestiri metafizikien ayrilamaz

Biiylik modern sanatgilar igin kompozisyon sorunu, boyay: tuvale
aktarmanin “nesnel” yollarini kesfetmekle ilgiliydi. Tesadtiflere,
katiksiz 6znellige veya kisisel kaprislere maruz kalmayacak bir
yiizey veya hacim olusturmanin yontemlerini arryorlardi. Bir bagka
deyisle, yaratilis siirecinde Tarih’e gegecek yontemler pesindeydiler,
¢linkd Tarih, “burjuva” 6znelliginden kagmanin tek yoluydu.
Burada Tarih, bir sanatginin temsilde, bicimde ve sergileme
ediminde neleri 6ne ¢ikardigi, yani ¢agdaslik anlayisinin ne oldugu
anlamina geliyor. “Ben ne ile ¢agdagim?” sorusu, her sanatginin
cevaplamasi gereken baglica sorudur.

Sanattaki bu modernist nesnellik arayiglarindan geriye bir sey
kaldi. Sanatsal {iretim bigimi meselesi insan 6znelliginin sorun-
sallastirilmasina yol agar, ne de olsa degisim halindeki tarihsel
baglamlarla miicadele etmektedir. Minimalist sanat1 hatirlayalim,
bu bir yandan da tarihsel bir resim tarzidir. Bir ylizyil 6nce Georges
Seurat’nin bog vakitlerde eglenenleri resmettigi sahnelerde veya
Camille Pissarro’nun banliy6 peyzajlarinda sanayi toplumunun
resmedilmis olmasi gibi, minimal resimlerde de anotlanmis
aliminyumun, geligin, sac levhanin kullanima girigi, 1960’larin
biitiin bir Amerikan kentlesme hareketi olarak okunabilir. 21.
yiizy1l estetiginde en bariz gekilde eksik olan sey Tarih mi yoksa?

Bugiin kendi bireysel diinyalarini ifade etmenin Stesine gegip
zamanin gidigatini kavramaya ve tanik olduklar: degisimlere ayak
uydurmaya ¢aligan sanatgilar kimlerdir? Sanki bunlarin pek ¢ogu
topluma yonelik bir “elestiri” ile yetiniyor, yani tarihin biiyiik
dalgasindan ziyade 6nemsiz igeriklerine tepki veriyorlar gibi; ama
haklarini da yemeyelim, o dalgay: ayirt etmek de gok daha zorlagti.
Edebiyatta oldugu gibi sanatta da, “elestiri” bir durumun oldugu
gibi sunulmasi olamaz. Liam Gillick’in dedigi gibi, “Bir at sureti,

o atin elestirisi degildir.”24 Sanatta bir metafizik anlayigin eglik
etmedigi bir elestiri pratigine bakmaya bile degmez. Ne de olsa, o
durumda bir gazete makalesi bile yeterli olurdu. Elbette dindis1 bir
metafizik bu. Diigtiniir Patrice Maniglier buna giincel bir tanim
getirmis ve bunu “farkli gergekliklerin sistem olusturmasina olanak

24 Sanatg¢inin Dublin, Kerlin Gallery’de Kasim 2018’den Ocak 2019’a
kadar agik kalan sergisinin bagliga.
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veren bir biitiinliik imgesinin yaratilmasi1”25 seklinde tarif etmisti.
Bir bagka deyisle, imgelere yonelik bir tutarlilik diizleminin olustu-
rulmasi, yani heterojen sistemlerin ve gogul seslerin uyum iginde
hep beraber var olusuna ve ayni dalgaboylarinda bulugmalarina firsat
taniyan bir sahnenin yaratimi. Herhangi bir metafizik iddia tagima-
yan elestiri, sadece sanat camiasina yonelik gorsel gazeteciliktir.

SERGIDE BAKINIZ: Biitiin sanateilar...

Se¢mek, elemek, ayiklamak: Biitiin bu eylemler sanat kurumlarinda
kugku uyandirir oldu artik. Hangi kurallar adina takdir karar:
veriyorsunuz? Kimsiniz, nereden geliyorsunuz da iyi ile kotiiyii
uluorta ayirmaya ciiret ediyorsunuz? Eskiden tarihsel anlatinin en
temel mekani olarak goriilen miize, simdi hem dogru hem de yanlig
sebeplerden dort bir yandan saldiriya ugruyor. Piyasa, yapitlar:
tarihsel katkilariyla ilgili estetik bir sav i¢indeki konumlarina daya-
narak degil de fiyatlarina dayanarak degerlendirirken, kendi degerler
hiyerargisini dayatmakta israr ediyor. Boyle bir dénemde, gelecegin
atik maddeleri ile bir ddnemin sanat tarihi anlatis1 i¢inde kalmaya
deger gordiikleri arasinda bir miicadelenin yagandigi mekan olan
miizenin yine de sanatsal ekosistem iginde giderek artan 6nemde bir
yeri var. Bir sergi diizenlenirken, aklimiza Benjamin’in “kurtarma”
distlincesi geliyor. Glintimiizdeki agir1 tiretim ortaminda, yedinci kita
imgesi aklimizdan hi¢ ¢gikmazken, kiiratorlitk yapma kavrami her
zamankinden daha agir ve keskin bir anlamla ytikleniyor.

25 Patrice Maniglier, age.
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The Anthropocene, or the era of the human being, is a term,
popularised by the work of meteorologist Paul Joseph Crutzen
towards the end of the 20th century, that relates to the
chronology of geology. Proposed to characterise a new era in
Earth’s history, that which immediately followed in the wake
of the Holocene, it designates a moment when the influence
of mankind on the biosphere has become a major ‘geological’
force, wreaking a drastic effect on Earth.
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THE SEVENTH CONTINENT:
THESES UPON ART
IN THE AGE OF GLOBAL WARMING

Nicolas Bourriaud

1. The Anthropocene is a crisis of the human scale

A figure in front of a background: thus have humans represented
themselves, at least in the West, for two millennia. From the ‘Fayum
portraits’ that accompanied the Egyptians of the first century in their
sarcophagi, to the historical paintings of nineteenth-century Europe,
art history shows human beings distinctly cut out from their natural
environment: upon the golden backgrounds of Byzantine churches or in
the architectural perspectives of the Renaissance. As the teachings of
the monotheist religious scriptures go, humans were created in God’s
image - a God who is unavoidably

of the masculine gender - and SEE IN THE EXHIBITION: Anzo,
nature is nothing more than Tala Madani, Suzanne
scenery, a theatre that mankind Husky, Rashid Johnson,
is tasked to arrange as he pleases. Ambera Wellmann...

The reason why Impressionist
painting was first deemed so
scandalous is because it dissolved the outlines of human beings and
merged them within the atmosphere. The brushstrokes overlapped the
figures instead of artificially isolating them. In the nineteenth century,
it was still unthinkable to paint human beings in the same way as their
natural accessories — objects and landscapes. This ideology of represen-
tation (figure/background), paired with a biblical conception of mankind
as ‘master and owner of nature’, is being overturned by the global rise
in awareness summarised by the term ‘Anthropocene’. Both go hand in
hand, for that matter.

On a deeper level, the very conception of art set up by Aristotle
in the first century BC is wavering today. The latter saw art as the
juxtaposition of a form (morphé) on a background (hylé), whereas, for
the artists of the Anthropocene, everything has become material, and
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nothing constitutes an inert or secondary background. Nowadays, the
depiction of anything as a background would amount to a negation
of the very event of the Anthropocene, which translates into spaces
where no hierarchies remain between the different realms and states
of matter, between human and non-human, subject and object. The
mentality of this new era is decipherable in a coming closer of areas
formerly deemed separate, in a previously unheard of promiscuity
between the vegetal, the machinic, the animal, the mineral, the
molecular and the social. The status of human being no longer
bestows a privileged position, or a specific scale, and nor can it be
represented as a foreground in front of undifferentiated scenery.

2. Contemporary art is *catastrophic’

Without making an explicit reference to the Anthropocene, Okwui
Enwezor named his exhibition for the 2012 Paris Triennial Intense
Proximity, referring to the shortening of distances between peoples
and cultures that contradicts the ethnologists’ ‘distant gaze’, a phrase
coined by Claude Lévi-Strauss

to describe his own role. The  SEE IN THE EXHIBITION: Korakrit

Anthropocene reinforces the Arunanondchai, Marguerite
global proximity generated by Humeau, Ursula Muyer,
world capitalism on an atmo- Ambera Wellmann...

spheric and geological - that

is to say metaphysical - level. In this respect, the term ‘Capitalocene’,
proposed by Andreas Malm,1 might be preferable. Indeed, nothing
seems distant anymore, save the stratosphere. The very notion of
‘distance’ seems lost. Limits have become porous, a remote dot on a
map may prove closer than some suburb only a few miles away, and
chaotic ‘butterfly effects’ are multiplying in the planet’s economy as
well as in its meteorology.

Contemporary art is in essence ‘catastrophic’, in that it describes
space-time continuums whose coordinates don’t match those of
classical Euclidian space. Mathematician René Thom called any
morphology’s mutant elements ‘catastrophe points’: “‘When a
morphology is examined with the naked eye, everything is quiet. But

1 Andreas Malm, Fossil Capital: The Rise of Steam Power and the Roots
of Global Warming (London: Verso, 2016).

47



as soon as one examines any one of its surroundings under the micro-
scope ... everything starts to move, and an apparently regular v point
proves catastrophic’.2 That is to say, it is under mutation, at the edge
of a new field. Thom’s mathematical theory is a questioning of our binary
certainties: figure/background, shape/content, open/closed. All of these
notions prove more problematic than ever under the global-warming
effect. The entire world’s artistic production seems to draw lessons
from the (ecological) catastrophe by inventing catastrophic (in the
mathematical sense) modes of representation. Figures are blending with
their backgrounds, shapes and contents are overlapping; not a single
space seems entirely hermetic anymore.

On a more general level, the world’s topology is parting from its
geography: two distant dots on the map may now coincide, as though
both globalisations (economic and climatic) have folded the entire
planet and created previously unheard of creases. The Earth is not
simply round anymore; it suffers from the Anthropocene’s powerful
ruffle, which rearranges the maps of our representations and world
conceptions, bringing closer together worlds that yesterday were
apart. In this respect, today’s art can be compared with that of the first
humans. In Lascaux, George Bataille wrote, the animals were ‘holier’
and God was ‘hardly distinguishable from the beasts’. ‘Never, when we
enter the cave, may we lose sight of this barren truth regarding the first
humans’.3 Where God and beasts merged on the walls of prehistoric
caves, today, humans and machines, bacteria and mushrooms, dolphins

and plastic intertwine in the Anthropocene’s catastrophic choreography.

3. The collapse of distances

Aby Warburg and Claude Lévi-Strauss were, in the previous century,
among the greatest thinkers of distance. Both combined field and
scholarly research, exploration and archive. It is no coincidence that
each - the founder of modern iconology and the pioneer of structural
anthropology respectively - independently reached a similar pessimism:

2 René Thom, Paraboles et catastrophes [Parables and Catastrophes]
(Paris: Champs Flammarion, 1980), 7.

3 Georges Bataille, quoted by Daniel Fabre, in Bataille & Lascaux:
Comment l’art préhistorique apparut aux enfants [Bataille in Lascaux:
How Prehistoric Art Appeared to Children] (Paris: L’Echoppe, 2014).
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a catastrophic vision of the collapse of distances. After his long stay
among the Hopi Indians, Warburg adopted an apocalyptical tone:
‘Telegraph and telephone are destroying the cosmos. But myths and
symbols, in attempting to establish spiritual bonds between man and
the outside world, create space for devotion and scope for reason
which are destroyed by the instantaneous electrical contact’.% Such

a proposition can be articulated within Warburg’s conception of the
work of art as a ‘signal’: every artwork is an emission that holds the
distance of time according to the amount of energy it deploys. To sum
up, coarsely, a painting by Piero della Francesca or Vermeer resists
entropy (and therefore oblivion, insignificance) insofar as it is capable
of producing energy and making it available for future use by following
generations. It is that particular energy that we could call ‘Beauty’,
and which consists in a combination of visual strength, intelligence,
complexity and information encryption. The ‘cosmos’ that Warburg
conjures up is a disencumbered, open, receptive space: room for
projection. Briefly put, it is the opposite of contemporary communica-
tion’s immediateness, which crushes down time and distance.

What of art’s power, in an age of almost absolute instantaneity?
Walter Benjamin used similar terms to define a work of art’s ‘aura’. The
latter, he said, is ‘the unique phenomenon of a distance’.> A parallel
can also be drawn here with Bataille’s obsession with the discovery
of the Lascaux prehistoric cave. About these wall paintings - but
the same applies to art in a broader sense by extension - he wrote:
‘Their meaning shows in their apparition, not in the durable thing that
remains after their apparition’.6 The artwork’s specific character,
before the advent of the ‘mechanical reproducibility’ era in the
twentieth century, lies therefore in a distance, which in turn justifies
its worth. But it also lies in its strength of apparition - upon which
Barnett Newman also insisted, notably in his text entitled The Sublime
is Now. The work of art, he wrote, reveals itself in a ‘now’ that founds
its being and appeals to an anthropological reality - to the very
same Amerindian rituals that Warburg had formerly studied. The

4 Aby Warburg, ‘A Lecture on Serpent Ritual’, Journal of the Warburg
Institute 2, no. 4 (1939), 292.

5 Walter Benjamin, ‘The Work of Art in the Age of Mechanical
Reproduction’, in Illuminations, ed. Hannah Arendt (New York:
Schocken, 1969), 222.

6 Ibid., Daniel Fabre.
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disappearance of the original in the regime of duplication tends to
abolish both the archaic past and the present of the apparition, that
is to say, the distance that founds the aura: it sends us knee-deep in
signals, in an endless proliferation of images.

4. The world’s standardisation is calling for an altermodernity”

Together with twentieth-century ethnography, photography has
reached an auratic status, at least according to Walter Benjamin’s
definition of it: ‘the unique apparition of a far away’. Formerly, the
photographed or filmed document would bring the distant to the
nearby. In a certain sense, it constituted in itself that ‘far away’
regime of which the ethnographer was the scientific caution; it legit-
imised the distance that separates us from the Other. If it could be
defined in one word, one could argue that anthropology is a practice
of ‘contact’, and all its problematics rest upon the nature, extent and
significance of a contact with the Other. The documentary impulse,
as a (more or less conscious) promoter of a cultural authenticity or
essence, represents a sort of ontology of the far away, of which we
are witnessing the collapse today.

As social networks continue to show us, nowadays, documentary
operates in the nearby - it has become, in one word, relational. As
a ‘wild’ (in the sense of non-organised) practice, the documentary
impulse has become a day-to-day project based on proximity. The
world is expanding hour after hour with millions of images; it is being
duplicated thousands of times each day through billions of phone
screens and GoPro cameras. Art’s documentary mission may have
dissolved through the inflation of direct witnessing, but some works,
because they are more formalised, still carry a tremendous documen-
tary charge. This represents a thrilling potential for the coming decade,
because the collapse of distances born of globalisation not only affects
the anthropological sphere; this series of crumblings upsets the
aesthetic field as well.

The end of the terrae incognitae, hyperproduction, but mostly the
melting down of the norms that previously regulated our definition
of time, space and cultural hierarchies, are all bringing us to the

7 For further reading, see: Nicolas Bourriaud, Altermodern (Londra:
Tate Publishing, 2009).
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threshold of a new aesthetics. The question that awaits artists today
is: in a world saturated with images and reports, where the far away
becomes a rare commodity and differences fade away, what remains
that anthropology may study? What is the meaning of a ‘document’?
Claude Lévi-Strauss, no later than 1952, in his work Race and
History, uttered a warning cry against the world’s standardisation.
This phenomenon named ‘progress’, he wrote, has led to the West’s
domination over the whole world in the twentieth century, because
of its technical superiority. Yet the same phenomenon amounts to
nothing more than a set of coincidences. Or, more precisely put,

an accumulative process based on mingling and exchange: only

an extreme degree of diversity within a limited geographical area
has allowed Europe to take the lead over other cultures from the
fifteenth century onwards. And, if differences between cultures
diminish, the very same fuel will eventually be lost through want of
the ‘differential potential’ that produces cultural energy. Later on,
diversifying the social body through a set of segregations (capitalism),
annexing outside elements (colonialism), or extending the market’s
reach (world globalisation) were attempts at regenerating this
potential - critical for any society’s growth and vitality.

Lévi-Strauss aimed to demonstrate that ‘the true contribution
of a culture consists, not in the list of inventions which it has person-
ally produced, but in its difference from others’.8 It is the mechanics
of inter-cultural distances, caught in relations of cooperation and
mutual borrowings, that constitute the ‘motor’ of all productive
change. Indeed, total fusion produces nothing more than magma:

‘a lukewarm batter’, as the French writer Victor Segalen put it in

his defence of a general exoticism.9 What could be the motor of a
‘differential gap’ today? It is that quest that | call the ‘altermodern’:
a ‘global’ age’s art must embrace the task of producing singularities,
difference, when the latter is becoming the exception. Today’s most
important artists are not those who dwell in an endless claim to
their identity — the idea of a ‘pure’ identity being nothing more than
a myth - but those who intensify differences and exacerbate gaps

8 Claude Lévi-Strauss, Race and History (Paris: UNESCO, 1952), 45.

9 Victor Segalen, Essay on Exoticism: An Aesthetics of Diversity
(Durham: Duke University Press). For an analysis of Segalen’s
theories in relation to globalisation, see my essay: Radicant
(New York: Sternberg Press, 2009).
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within their own cultural biotope as well. Every artist is caught in a
fragmentation process.

5. Human beings do not hold a monopoly over sign emission

In his seminal book focusing on the Runa people of Amazonian Equador,
How Forests Think (2013), Eduardo Kohn radically shifts the object of
anthropology to the subjective multitude and the non-human signifying
networks in which human subjects are caught. We all have different
‘selves’, he writes, pointing to an intuition that is corroborated by the
works of Brazilian anthropologist Eduardo Viveiros de Castro. The latter
defines his practice as a ‘permanent exercise of decolonisation’, under
the aegis of a ‘perspectivist’ thinking - that is to say, one that endlessly
resists the reification of points of view. As far as anthropology goes,
adds his colleague Tim Ingold, there is

no observation other than ‘participa- SEE IN THE EXHIBITION:

tive’: one only learns with and from Jonathas de Andrade,
people themselves. Rashid Johnson,

In the nineteenth century, Sanam Khatibi, Pakui
German biologist Jacob von Uexkdill Hardware, Ylva Snofrid,
theorised the notion of umwelt, Simon Starling, Jennifer
which designates the sensorial envi- Tee, Haegue Yang,
ronment pertaining to an individual Miige Yilmaz...

or species, its ‘proper world’ — deter-
mined by what an animal can perceive on the basis of its mental and
physical characteristics in a given environment. The decolonisation
promised by contemporary anthropology is also that of the entire
animal kingdom, to whom human beings systematically deny a point of
view altogether. The unconscious of colonisation, and its metaphysical
background, is the human takeover of the whole living world, whence all
others derive. Its primordial principle is the other’s naturalisation - that
is to say, the denial of its point of view, its exclusion from the community
of subjects. Hence the importance of anthropologist Philippe Descola’s
work on the random and artificial character of the Western division
between nature and culture.10

Racism, misogyny, colonisation, oppression, exploitation, all have
their unique source in the great division operated by Western thinking

10 Philippe Descola, Beyond Nature and Culture (Chicago: University of
Chicago Press, 2014).
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between ‘human’ and ‘natural’, the cultural and the living. Yet if he
had been read more attentively, it would have been noticed that
Claude Lévi-Strauss had already made anthropology take such a
decisive turn as early as 1962, in a footnote of his The Savage Mind:
‘The opposition between nature and culture to which | attached much
importance at one time now seems to be of primarily methodological
importance’.11 For Lévi-Strauss, the nature/culture opposition ‘is not
objective; it is men who need to formulate it’.12 And if the author of
Tristes Tropiques operated this conversion with such advance on his
colleagues, it is because his comparative work on myths had already
driven him to a monism of sorts: ‘the mind operates in ways that do
not differ in kind from those that have unfolded in the world since
the beginning of time’,13 he concluded. Instead of perpetuating the
confusion between anthropology and the study of so-called ‘primitive’
peoples, the task that Lévi-Strauss set himself was to ‘reintegrate
culture within nature and, eventually, life, within the whole of its
physicochemical conditions’. The human being is not distinguishable
from nature at all, the latter being defined as the world’s ‘biological
armour’. In this way, Lévi-Strauss truly developed a monist thinking,
according to which the world is an indivisible unity.

For one of his coevals, writer Roger Caillois, the artist and the
butterfly both accomplish a similar kind of work, the former by
projecting forms on an outer object, the latter by exhibiting its
creation on its own body. Artistic activity, far from constituting a
human specificity, ‘amounts to a special case of nature’,14 Caillois
writes, and is tantamount to an implicit confession of our participa-
tion in a game that is truly universal and concerns the whole living
kingdom - mankind being a ‘competitor to a universe it is also a
part of’. Of course art, as an ordinated project and an autonomous
category, depends on a purely human appreciation, but ‘since human
beings themselves are a part of Nature, the circle is easily completed’,

11 Claude Lévi-Strauss, The Savage Mind (London: Weidenfeld and
Nicolson, 1966), 247.

12 Quoted by Frangois Dosse in History of Structuralism: The Rising
Sign 1945-1966, vol. 1 (Minneapolis, London: University of Minnesota
Press, 1997), 256.

13 Claude Lévi-Strauss, The View from Afar (Chicago: University of
Chicago Press, 1992), 118-119.

14 Roger Caillois, Cohérences Aventureuses (The Dream Adventure)
(Paris: Gallimard, Idées, 1976), 25.
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he adds.15 And when Caillois writes that ‘the universe’s real or possible
structures command the idea of beauty’,16 he joins Lévi-Strauss, for
whom the human mind merely reproduces mechanisms encrypted in
the world’s ‘biological armour’, or Eduardo Kohn, for whom forests
‘think’ just as much as humans do.

6. Coactivily generates formations rather than forms

In the course of its activities, the human being exploits the entirety

of the living and of natural flows; such is the structure of its umwelt,
its ‘proper world’. Moreover, its body is a sort of zoo, where billions
of bacteria and enzymes are at work. Otherwise put, all human
activity is actually coactivity, the management of a relationship. Art
has long been the place where human and non-human intertwine

in a productive way, a showcasing of co-activity as such. Our age is
witnessing the coexistence of organic growth and digital development,
the endless expansion of reality under software control. Meanwhile,
the scientific fantasy of trans-human immortality, translated into
data, merely sharpens this proximity between the living and robots,
organic growth and the inert. As for human relations, they are proving
inseparable from distribution circuits and algorithms that reduce the
human mass into information exploitable by the merchant system.
Contemporary art represents a passageway between the human and
non-human, a space where the binary opposition between subject
and object dissolves, only to better ramify into multiple figures: from
the animated to the petrified, the reified to the speaking, connected
objects to synthetic matter, or biological to digital. There, the cards of
matter are constantly being reshuffled.

An axiom can be drawn from that situation: ‘the primacy of
encounter over form’ — because artistic practice rests upon relations
rather than objects. The philosophical movement of speculative
realism is right regarding that point: the human being is now nothing
more than one element among others in a more extended network,
and it does not stand in its centre. Incidentally, reality has no centre.
Instead, it is constituted of relations between all the living beings in

15 Ibid., 25.
16 1Ibid., 57.
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coactivity. That is why the term ‘form’ is proving more and more
obsolete: ‘formation’ is preferable, because the compositional mode
preferred by today’s artists highlights dynamics of encounter between
elements of different textures, statuses or realms. Moving aesthetics
off-centre: here is an urgent task.

7. Arlists practice an extended anthropology

In 1975, Joseph Kosuth published Artist as Anthropologist,17 a text
that pleaded for an apprehension of artists as anthropologists of
their own society. Being external to the society that one studies,
that is to say tinkering with contact points with the unknown, and
bringing back this fragile knowledge, all the while translating it within
the framework of one’s own cultural codes, represented a major
problem for Kosuth. According to him, artists must become ‘fluent’ in
their own cultures, just as ethnologists become so with other cultures,
in order to attain a ‘non-static

depiction of art’s (thereby SEE IN THE EXHIBITION: Pia Arke,
culture’s) operational structure’. Rebecca Belmore, Monster
A necessary step in Kosuth’s Chetwynd, En Man Chang,
argument was a critique of the Jonathas de Andrade,
twentieth century’s ‘scientist’ Elmas Deniz, Giineg Terkol
artistic model, originating in & Giigli Oztekin, Glenn

an examination of reality from Ligon, Melvin Moti, Glauco
the outside. The artist, on the Rodrigues, Simon Starling,
contrary, must stand in the Jennifer Tee, Hale Tenger,
middle of the reality that he/ Suzanne Treister, Piotr

she observes, be immersed in Uklanski, Haegue Yang,
the world he/she describes: Andrea Zittel...

one can therefore only be the
anthropologist of one’s own biotope.

In 1995, when Hal Foster published The Artist as
Ethnographer?,18 he didn’t hesitate to speak of an ‘ethnographic

T

turn’ “in” art, which he identified as having begun as early as the end

17 Joseph Kosuth, ‘Artist as Anthropologist’, The Everyday, ed. Stephen
Johnstone (Cambridge: MIT Press, 2008).

18 Hal Foster, ‘The Artist as Ethnographer?’, in The Trafific in
Culture: Refiguring Art and Anthropology, ed. George E. Marcus
& Fred R. Myers (Berkeley, Los Angeles, London: University of
California Press), 1995.
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of the 1960s. Methods employed, references made, exhibition modes
reminiscent of the presentation of objects pertaining to ethnographic
museums: one could go a lot further, listing the artists who saw in

this model of inquiry a way of transforming the forms of knowledge,
while at the same time casting a fresh glance at their immediate
reality. Because here, anthropology presents itself as a boomerang - a
scientific paradigm returned to its place of emission by the artist - or
more precisely yet, as a tool for institutional critic. But in the twen-
ty-first century, the anthropological model has extended outside of its
classical framework. With the support of a new generation of anthro-
pologists who reject the presumption of a separation between nature
and culture, as well as Western societies’ pre-eminence over studied
peoples, art now includes all of the non-human in an anthropological
perspective. If anthropology as a practice is based on dialogue, on the
building of a common knowledge, with whom do artists engage in dialogue
nowadays? With natural phenomena or institutions, with quasi-ob-
Jjects19 as well as rivers, neighbourhoods, neighbours, animals, plants,
bacteria...

8. Anew generation of arlists is inventing molecular
anthropology

Philosopher Patrice Maniglier, when considering the evolution of the
anthropological discourse through the last decades, uses the term
‘geological turn’. For him, anthropology ‘cannot simply be this knowl-
edge which is produced on the basis of differences between us and
others within humanity. Those differences must at once be appre-
hended as different ways of occupying the Earth, that is to say of being
caught in the global ecological catastrophe’.20 Here, the term ‘catastro-
phe’ must be understood in its literal meaning: its Greek etymology
indicates an upheaval, but also an ending, a resolution. Caught in the
Anthropocene’s catastrophic landscape, the artists are now problema-
tising the ways of occupying the Earth in terms of differences: should
they be following natural flows? Migrating or creating sustainable

19 Michel Serres calls ‘quasi objects’ mixed processes such as traffic
Jjams, global warming or a ball during a game.

20 Patrice Maniglier, La philosophie qui se fait (The Philosophy in the
Making) (Paris: Cerf, 2019), 401.
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development areas? Producing new objects or recycling existing
ones? Circulating products or endeavouring to analyse the materials
and fabrics of which they are made? These ethical reflections take
place in the upstream part of forms, and they cannot constitute
content on their own.

The revelation brought about by the conscience-awakening of
what the Anthropocene has caused, symbolised by what is now called
the ‘seventh continent’, that immense mass of floating plastic trash
drifting in the oceans, offers a concrete image of the anthropological
task ahead of twenty-first

century artists. As a new, SEE IN THE EXHIBITION:

absolutely uninhabitable world, Dora Budor, Eloise Hawser,
which paradoxically happens Agnies:kc Kurant, Jared
to be the reflection of an Madere, Pakui Hardware,
older, less and less livable one, Max Hooper Schneider,
this human-originated trash Jennifer Tee, Phillip Zach...

continent constitutes the new

anthropology’s subject matter par excellence, at least on a symbolic
level. The seventh continent might not be inhabited, but what
occupies it are the massive and distant consequences of the ideology
of ‘progress’ and of the industrial production and consumption society.

What | call ‘molecular anthropology’ today focuses on the study
of the effects, traces and marks left by human beings on the universe,
and of their interactions with non-humans. A new generation of
artists is intent on perceiving the world on this level of reality, and
not on that of the objects or products. They observe the molecular
structure of social facts and the atoms that compose the world’s
illusory stability.

Marxist thinking’s main theme was the revelation of the social
equilibriums that lie hidden beneath our relations with objects
(reification). In turn, the Anthropocene allows us to extend the same
suspicion to the whole living kingdom: it appears that our relations
with the latter constitute all social equilibriums, and that capitalism’s
spearhead resides in the appropriation of living organisms for trading
purposes, from the retailing of hybrid seeds to the private appro-
priation of plants, water or underground resources. The framework
of our existences has shifted, and is no longer natural landscapes
but shelves of merchandise. As the living recedes everywhere, we
are becoming more and more involved in a permanent and exclusive
contact with products. Inside the capitalist world, things and beings
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are destined to merge, because the exchange value has become the
common denominator of all forms of existence, and price tags the
predominant and most visible level of reality.

Nevertheless, a few artists are setting their sights on unsettling
our way of looking, in order to bring it to the molecular level of
reality: matter, dust, fluids, clusters... They are setting up mechanisms
that challenge the abstract order enforced by capitalism. Some
proceed through the taking of samples, some through montages
or the combination of heterogeneous materials, still more through
the deconstruction of matter, but all these artists equally question
human societies by shifting our way of looking at their physicochem-
ical characteristics. Those methodologies of reduction, or pulverisa-
tion, intend to translate visible reality into particles and atoms, thus
opposing those set up by capitalism, which reduce beings and things
to another kind of unity: that of their monetary value. By contrast,
molecular artistic practices aim to intensify reality by valuing each
being or object’s unique composition. Only at this level do the
connections between various ‘spheres’, and thereby their coherence,
appear. Hence the current pervasiveness of the action of pulverising
and decomposing, ‘lysing’ and analysing. As previously mentioned, the
old conception of art as the imposition of a form on raw matter is fast
becoming obsolete. Many artists no longer implement this distinction,
but rather endeavour to merge the characteristics of form, or image,
together with those of matter. Alloys or chemical montages, artworks
obey the same rules as a living organism’s composition.

9. The seventh continent represents the space of
decolonisation

Cotton buds, bottles, all sorts of trash drifting in different places on
the globe, has over the last decades - with a noticeable acceleration
since the 1990s - been assembled by the currents into an immense
vortex of non bio-degradable trash, known as ‘plastic soup’, the
‘Great Pacific Garbage Patch’, or the ‘seventh continent’. One may
state that this new territory, weighing an estimated seven billion tons,
and covering an area equivalent to five times that of Turkey or six
times that of France, is the concrete reflection of the Anthropocene:
a pure product of human activity, and in particular one of the main
characteristics of the world economy, which is the production of
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disposable objects. This continent has literally formed in our wake,
born of our inability to recycle our waste. Thus, we are discovering a
world we didn’t want to look at - a materialised unconscious - which
has appeared under the light cast by the

conscience-awakening brought about by SEE IN THE EXHIBITION:

the Anthropocene and climate change. Deniz Aktasg, Eimas
As a territory, the seventh continent Deniz, Armin Linke,

is a negative space: it is the exact Turiya Magadlela,

opposite of the notion of ‘New World’ Glauco Rodrigues...

forged by Christopher Columbus, which

the European settlers wanted to see as a virgin and uninhabited
land, in the way an image can be ‘copyright free’. Born of the excess
of production, of industrial surplus and of ways of life that are
irresponsible towards the planet, the seventh continent appears as
the cursed opposite of the process initiated by colonisation - the
historical source of the ecological catastrophe. It could be described
as an anti-compost of sorts: diametrically opposed to any process
of biomass conversion, the drifting continent of the disposable is
floating in the oceans, standing as a living bill of indictment against
our ideology, as the wretched shadow cast by human activity, and
thereby as the Capitalocene’s most critical place. Let us think

about the Hindu notion of karma: the sum of what an individual
accomplishes in his/her life, all the consequences of which determine
the cycle of her/his reincarnations. Similarly to karma, the seventh
continent is the visible train lagging behind our past actions. It is

a ‘new world’ that nobody will ever seek to colonise - moreover, a
continent that results from the appropriation of the world by the
productivist ideology, the ghost of colonisation.

10. Waste is a proletarian object, and the proletariat
keeps expanding

A piece of waste is by definition a leftover object that belongs to

no one and which no one claims. It is situated outside the sphere

of ownership, whether private or public. Paradoxically, it opens up

a space of freedom, available and recoverable for the invention of
new uses. But waste, says the dictionary, is also ‘that which falls
when one builds something’, in other words a rightful element of the
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production system. In a previous book,21 | coined the term ‘exform’, a
specific status of the object: this level is that where negotiations take
place between the excluded and the admitted, between product and
waste. The term ‘exform’ thus designates a form caught in an exclusion
or inclusion procedure, a sign in transit (permanent or temporary)
between the centre and the periphery, drifting between dissidence and
power. The protocols of rejection, the way a society generates waste,
appear as a critical link between aesthetics and politics. On the one
hand, there is an endlessly renegotiated share between the signifying
and the insignificant in art; on the other hand, within a given society,
the ideological frontiers drawn by biopolitics, or the governance of
human bodies, are just as quicksandy.

The imaginary of rejection runs SEE IN THE EXHIBITION:
across all the layers of human activity, Radcliffe Bailey,
especially economy: from ‘junk bonds’ Johannes Bulner, Eloise
to ‘toxic assets’, the whole universe of Hawser, Eva Kot’atkova
finance is overrun by harmful agents, Jared Madere...

dangerous materials, ‘dirty’ money that
must be ‘laundered’. Haunted by the spectre of the unproductive and
the non-profitable, capitalism is a vast waste-disposal site, which grows
endlessly larger and larger, and everything that isn’t economically
ingestible is tantamount to waste. More than any other entity, this
concerns the proletariat. This social class, of which the capital can freely
dispose, now radiates through the whole social body and designates a
people made up of relinquished individuals, whose emblematic figures
are the immigrant, the illegal worker, the homeless and the precarious.
What capitalism rejects is those very elements, deprived of
commercial value, that contemporary art today, in the heart of the
exform, hoists to the foreground. Those material elements - powders,
gas, fluids, minerals, insects, plants, rubble, fibres - that form the
basic constituents of our environment, and which we had forgotten
were endowed with a particular physicochemical, thereby living, reality,
before they were apprehended as traded goods or cultural facts. Over
objects and products, artists now favour the matters of which they are
made up. In the face of the fantasy of a ‘virtual’ world, symbolised by
pixel trades, contemporary art responds through the rehabilitation
of matter, and an effort towards a general traceability, for instance

21 Nicolas Bourriaud, The Exform, trans. Erik Butler (London: Verso,
2016).
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in showing a communication’s material counterpart, the weight in
raw material of an image on a screen, the concrete logic behind the
shapes generated by the digitalised economy. The current aesthetics’
pivotal element is the connection of various planes, the creation of
formalised circuits bringing different levels of reality, or heteroge-
neous spheres, together.

11. Inthe Anthropocene, conduction follows production

The work of art in the age of the Anthropocene presents itself as the
location par excellence of the dismissal of a figure of thought that
seems entirely ‘natural’ to us: the subject/object relation, in other
words the idea of a world divided into (active) subjects and (passive)
objects. It is an idea of life that rests upon the domination of human
beings, endowed with an invisible ‘soul’, over the world, reduced to
an environment and accessories, or instruments. Art, which relies on
participation, seems to constitute the paradigm of the subject/object
relation: the artistic experience could indeed be schematised as a
triangle between a subject who exhibits, a presented object and a
beholder. Yet today, as the artist Pierre Huyghe puts it, art ‘no longer
shows something to someone, but shows someone to something’.
An experience - that which art is supposed to give to an exhibition’s
visitor — has nothing in common with consumption a priori, and the
artistic object proves more complex than a mere product.

Does the term ‘production’ even apply? The Latin etymol-
ogy of the word ‘produce’ means ‘to propel something before
oneself’. What we produce precedes us, lies outside of us, exits us.
Contemporary practices, if carefully observed, favour by far the
action of conducting (‘moving together with’). When the division
between nature and culture wears off, when human'beings cease to
consider themselves as the centre of the universe and start valuing
cooperation with the living22 as a whole by becoming a ‘shepherd’ to
forces external to them, then art becomes a matter of conduction,
rather than production. Art then proves similar to cryptology, that is
to say an endeavour to translate from one realm to another.

22 In contemporary culinary art, fermenting fruits and vegetables
are quite fashionable. The desired end result consists in a
cooperation with bacteria.
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Isn’t everything in the universe encoded, starting with DNA? The
genome presents such a specificity that it constitutes a code without
a pre-established content, without a message. Instead, its unique goal
is to allow for the development and functioning of a living being. In
comparison with DNA, the work of art presents a much more ambig-
uous structure: it obviously encodes its
author’s intentions, culture and idiosyn- SEE IN THE EXHIBITION:
crasies, but it can also lead the viewer to Ozan Atalan, Rebecca
information originating from multiple Belmore, En Man Chang,
sources external to her/him. The pure - Max Hooper Schneider,
purely passive - object simply doesn’t Piotr Uklanski...
exist: every single object in the universe
holds (to various extents) the capacity of storing, processing, receiving
and emitting information. When an artist makes a work of art by
assembling, often in the shape of a circuit, materials originating from
different levels of reality ( ‘cultural’ as well as ‘natural’), he/she becomes
a conductor, a shepherd, a driver. An artwork that integrates into its
composition, for instance, vegetal and industrial matter, digital images
and recycled products, constitutes an entanglement of wavelengths
that go off in all directions. The coherence of the artwork depends on
its translation, as if the artist, caught in a becoming - several, materi-
alised his/her relation to the world on the basis of bits of code gathered
from the whole universe.

12. Overproduction creates an iconographic smog

Production now constitutes a problem, and the seventh continent is
its concrete picture. In the world of industrial hyperproduction, where
waste piles up without hope of recycling, art is lived as ‘absolute
merchandise’ (Jean Baudrillard’s brilliant intuition in the 1980s).
Overproduction’s companion is overload. How does one think in a
saturated space-time, knowing that the action of thinking requires
generalisations, therefore forgetfulness? A world in which nothing is
lost is a world that is sealed off to thought. The overt encyclopaedism
of some exhibitions, or some artists’ endless collections of objects or
images, are the result of this culture of storage, in which archiving is
seen as the supreme virtue. Thus, archives of just about everything
exist. Exhaustivity and visual unlimitedness - the compulsion of
retrieval — are considered aesthetic qualities nowadays, and the fact
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that a viewer cannot manage to get through such an accumulation

is the equivalent of what the aura was for yesterday’s art. Among
such a mass of information and objects, post-production strategies23
developed in the previous

century are resting on a more SEE IN THE EXHIBITION: Dora Budor,
directly political substratum Paul Sietsema, Haegue Yang...
today, through the notion of

sustainable development and the ethical principles that derive from
it. Because of this general overproduction, the notion of pollution
now presides over the public imagination. Contemporary reality is
proving inseparable from the thick layer of visual smog that coats it,

a fog of pollution made up of an exponential mass of existing images
- so much so that most selfies taken today are snapped in places
already previously pictured, as if photos now worked as directional
signs, and only a shared iconography granted them true existence.
Touristic venues are becoming relational, and the adjective ‘singular’ is
becoming a synonym of ‘obsolete’: today, seeing something alone is like
seeing nothing. Which represents the exact antonym of art.

13. Arlistic global warming

The image itself is proving indissociable from the polluted context in
which it evolves. Billions of photographs are taken each day thanks

to our smartphones. Most of them will be seen by no one, and

remain as invisible and unclaimed as trash in a landfill. There exists

a lack today, indeed: it is the lack of a gaze - which solely because

it answers it, grants existence to the artwork. While a monsoon

of images is crashing down on social networks, artworks and texts
manage to survive in almost desert-like zones, visited by tribes of
nomadic viewers. Climate change is also impacting on the economy of
images, upsetting the order set up by the former poles: while modern
painting took shape in the nineteenth century as a reaction against
the threatening apparition of photography, the circle is now being
completed with the mutation of the photographic function and its
dissolving into the trivialisation of the act of shooting. In the midst of a

23 Nicolas Bourriaud, Postproduction. Culture as Screenplay: How Art
Reprograms the World, trans. Jeanine Herman (Berlin, New York:
Sternberg Press, 2002).
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true iconographic inflation, the artwork doesn’t have much coherent
choice, other than to piece itself back together based on the model
of sustainable development, by favouring the assembly of recovered
elements, short-lived combinations and the blending of images
gathered online.

An abundance of images on the one hand; a rarity of gaze on the
other: contemporary art is affected by overproduction as much as
the world’s climate is. A general disorientation (the loss of cardinal
points) is leading to the reorganisation of aesthetics. One of the
effects of this profound change is our entering what could be called
a ‘Neo-Neolithic era’. The Neolithic period, as we know, was that of
agriculture and the domestication of animals; a similar movement
of binding and industrialisation of the living is happening before our
very eyes. Agriculture (from the Latin agricultura, made up of ager,
field, and colere, cultivate) is a process through which human beings
redesign their ecosystem and control the biological cycle of domes-
ticated species, in order to produce food and other resources useful
for their society. The internet is the major tool in this new phase of
domestication, ensuring a wide-scale stock of human populations,

a new phase of settlement (this time immaterial), through which
human beings are joining plants and animals among the ranks of
‘resources’ available for exploitation. The wheel and agriculture gave
humanity a whole new direction, bringing up the constitution of

the first city-states. Let us wager that the methods of governance
over populations are currently taking a similarly decisive turn under
the effects of this general domestication of the living - humans and
non-humans being indiscriminately affected, and reduced to the
status of raw material for an economy that has become disconnected
from physical reality.

14. The artlists are the primitive and the savage of
their own tribe

Tracked down by algorithms, watched, targeted by endless commer-
cial requests, classified according to our habits and reactions to the
same requests, we human beings in the digital era are mass beings,
herds. Of course, difference is officially prized, at least in appearance
and in Western democracies, but it must reside in a class, a genre or
an identified community to receive such gratification. The answer to
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social domestication, which the artists are seeking, resides in an exac-
erbation of difference - a mental fragmentation, an archipelisation.
Fiction constitutes a powerful tool for the rewriting of social
scenarios, a weapon against standardisation. Numerous artists simply
make up civilisations, societies and parallel communities, casting
themselves as anthropologists of fictional peoples and explorers
of alternative realities. By building the scale-model of a previously
unheard-of society, by reconfiguring and assembling sparse socio-
logical, economical or religious fragments, an artist does not ‘escape’
into an imaginary world, but takes on a more critical political task:
post-producing reality, falsifying it, thereby showing how the ideolog-
ical mechanisms (governments,
schools, churches) that ensure  SEE IN THE EXHIBITION:

our societies’ continuity are Charles Avery, Norman Daly,

but one montage among many Mariechen Danz, Anna Bella

other possibilities. Geiger, Marguerite Humeau,
On a broader plane, Rashid Johnson, Sanam

the artists’ work should be Khatibi, Turiya Magadlela,

submitted to an examination Melvin Moti, Luigi Serafini,

of the same anthropological Suzanne Treister, Miige

nature: viewers, before a work Yilmaz, Evru/Zush...

of art, should equip them-

selves with a knowledge based upon the same ‘active participation’ of
which contemporary anthropologists make use. The acknowledgment
of difference, the questioning of sources, bring about a permanent
wavering of the certainties upon which our experience rests. Paul
Gauguin once stated his wish to be a savage, but every artist is one:
half-human, half-inhabitant of his/her own forest, never entirely
domesticated by the conventions of the ‘civilisation’ into which
she/he was born, nomadically wandering about, following signs, a
hunter-gatherer of forms.

15. Artisthe realm of the encounter

What do we encounter in today’s forest of forms? In a time when the
constant refinement of algorithms is helping everyone to find only
what they were already looking for, art helps us to derail. We should
only find what we have never even thought of... The only algorithm
that can define art is omega +1.
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For mathematician Georg Cantor (1845-1918), the totality of
prime numbers is termed ‘omega’. This number of numbers, which
contains all of them, allows us to think an actual infinity, rather
than a virtual one. Therefore, the
algorithm of art could be expressed: SEE IN THE EXHIBITION:
‘omegat+1, +2, +3...". Within the all the artists...
sequence of human activities, art
occupies the space of the number ‘omega+1’, because it contains
them all, and it can assume all possible shapes, plus one yet to come.
This ‘“+1’ is the written form of encounter. It is the element of surprise,
the unexpected, the radical stranger.

16. Critique isinseparable from metaphysics

For the major modern artists, the problem of composition consisted
in finding ‘objective’ ways to transfer paint onto canvas. They were
in search of a means of laying out a surface or volume that wouldn’t
be subject to chance, to pure subjectivity or to a personal tantrum.
In other words, means that would be indexed to History being

made, because History was the unique means of escaping ‘bourgeois’
subjectivity. History, here, signifies an artist’s understanding of what
is at stake in representation, in the form and action of exhibiting,
that is to say contemporaneity. ‘What am | contemporaneous with?’
is the question every artist has to answer.

Something remains of this modernist endeavour for objectivity in
art: the question of the mode of artistic production leads to a prob-
lematisation of human subjectivity, inasmuch as it is confronted with
evolving historical contexts. Let us remind ourselves about Minimal
art: it is historical painting as well. It depicts the arrival of anodised
aluminium, steel, sheet metal, the whole American urbanisation
movement of the 1960s, just as the leisure scenes of Georges Seurat
or the suburban landscapes of Camille Pissarro, showed the premises
of industrialisation a century earlier. Is History the most conspicuous
absentee of twenty-first century aesthetics?

Who are the artists of today who are endeavouring to go beyond
the expression of their own individual universe in order to grasp
the march of time and respond appropriately to the changes they
are witnessing? It seems as though most of them are settling for
a ‘critique’ of society, that is to say a response to history’s trivial
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contents rather than to its greater tide, but, in their defence, this
tide has become a lot more difficult to decipher. In art as well

as in literature, ‘critique’ cannot be the mere presentation of a
situation. As Liam Gillick puts it, ‘a depicted horse is not the critique
of a horse’24. In art, a critical practice that is not associated with
metaphysics beyond this is not worth a look: after all, a newspaper
article would suffice. This is a secularised metaphysic, obviously, the
definition of which the philosopher Patrice Maniglier updated when
describing it as ‘the invention of an image of totality which allows
for different realities to amount to a system’25. In other words, the
invention of a plane of consistency for images, of a crank set allowing
for a harmonious coexistence of the wavelengths and plurality of
voices emitted by heterogeneous systems. When it is devoid of all
metaphysical ambition, critique is nothing more than visual journal-
ism intended for the art world only.

SEE IN THE EXHIBITION: all the artists...

Choosing, selecting, sorting out: all these activities have now become
suspect within the art institution. According to which canons do
you dispense appreciation? Who are you, where do you come from,
you who dare to distinguish publicly between good and bad? The
museum, previously considered the primordial location of historical
narration, is now attacked on all sides, for good and bad reasons.

It is the ground where the fight between future waste and that
which an era deems worthy of retaining takes place. It also holds an
increasingly critical place in the artistic ecosystem, at a time when
the market intends to enforce its own hierarchy of values based on
the works’ prices, rather than on their position within an aesthetic
argument about their historical contribution. When one sets up an
exhibition, it is the Benjaminian idea of ‘rescue’ that comes to mind:
in the contemporaneous overproduction, with the image of the
seventh continent always in mind, the notion of curating is taking on
a graver and more determined meaning than ever.

24 The title of the artist’s exhibition at the Kerlin Gallery, which
took place from November 2018 until January 2019.

25 1Ibid., Patrice Maniglier.
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| | | | SUZANNE HUSKY: Ekofeminist ¢aligmalarimin merkezinde, tarih
boyunca kadinlari yabancilagtirmig olan doga-kiltiir ayriminin

u m u n u kokenlerini ve bu ayrimin ne kadar derine indigini anlama
cabas1 var. Burada sundugum iki is de bu ayrimi ele aliyor ve
yasam agini tekrar ilmek ilmek drmeyi amagliyor.

Bunlarin ilki, 32 dakikalik bir video olan Yeryiizii Dongiisii
Transi, Starhawk’un yonettigi bir esrime deneyimi. Starhawk
a n I a ekofeminizmin onde gelen seslerinden biri, bir filozof, eko-bi-
limkurgu yazari, gevre aktivisti, (yeryliziine bagli maneviyat
hareketi) Reclaim’in kurucusu, bir cadi ve bir toprak canlan-
dirma 6gretmeni. Yagamini zihinlerimizi ve bedenlerimizi, belli
varliklarin digerlerinden daha degerli olduguna dair yikici algi-
lardan (sizin doga-kiiltlir ayrimi olarak bahsettiginiz seyden)
arindirmaya adamis. Yerylizii Aktivisti egitimlerinde kullandig:
s6z konusu esrime deneyiminde sirasiyla bir agacin 6zsuyu,
agilmig gonca ve yaprak olma, riizgar1 ve giinesi duyumsama,
yeryliziindeki binlerce agizda ¢ignenerek hazmedilme, yok olma
raddesinde ufalma ve tekrar 6zsuyu olma ve sonunda yeniden
dogma déngiisiine girmeye davet ediliyoruz. Starhawk’un
hazirladig: ve paylastig: ylizlerce esrime deneyiminden biri
bu. Bu diinyaya ait olma, hi¢ kimsenin sahip olamayacag1 veya
tizerinden kar elde edemeyecegi dort sey, yani toprak, hava, ateg
ve su olma duygusunu harekete gegiriyor. Bu esrime deneyimi
yasam agiyla tekrar baglant: kurmamizi sagliyor.

“Her sey birbirine bagimli ve birbiriyle iligkili, dolayisiyla
kargilikli olarak birbirinden sorumlu. Herhangi birine zarar
veren bir edim hepimize zarar vermisgtir.”

Starhawk, Spiral Dance [Sarmal Dans], 1999

SUZANNE TREISTER: Bah¢ivan HFT (2014-15), insan kiiltiiriiyle
psikoaktif bitkilerin yagami arasindaki varolugsal sinirlar:
ortadan kaldirarak yeni gergeklik anlayislar: tiretmeyi hedef-
leyen bir galigma. Hillel Fischer Traumberg, yani adinin bag
harfleri ayn1 zamanda High Frequency Trading’in (yliksek

NICOLAS BOURRIAUD: Antroposen, insanlari ve onlarin sozde frekansli algoritmik iglemler) de kisaltmasi olan bu hayali
cevrelerini birbirinden ayiran fiziksel ya da simgesel simrlarin karakter, Kapitalosen’in dis sinirlarinda faaliyet gésteren bir
ortadan kalktig1 tarihsel bir an olarak tanimlanabilir. Bir baska banker/ytiksek frekansli alim-satimcidir ve alim-satim gizel-
deyisle, Bati’daki geleneksel doga-kiiltiir ayriminin sonunu imler gelerine uzun siire baktiktan sonra haliisinasyonlar gérmeye
Antroposen. Daha da ileri gidecek olursak: Ozne-nesne ayriminin baglar. Bunun tizerine tiim diinyadan kayda gegmis yaklagik
sonunu. Iginizin bu durumu nasil yansittigim diigiiniiyorsunuz? yiiz psikoaktif bitki tiiriiniin etno-farmakolojisine saplantili bir
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ilgi geligtirir. Bu bitkilerin Samanlarin gifacilik ritiiellerinde,
buytctliikte, dinde, cinsellikte, kehanette, korunma amaciyla,
modern tipta ve manevi iyilegtirme igin nasil kullanildiklarini
ve iglevlerini aragtirir. Bunun bir sonucu olarak, hayat1
psikoaktif bitkilerin kadim samanik tarihleri ve ritiiellerdeki
kullanimlariyla kesigmeye baglar.

Traumberg insan beyninde yol agtiklar1 etkinin aynisini
alim-satim modelleri iizerinde de gosterecekleri beklentisiyle,
bitkilerin psikoaktif maddesi olan alkaloitlerin molekiiler
formiiliind HFT algoritmalarina uyarlar ve tizerinde galistig1
finansal alim-satim sistemini ¢ékertir. Traumberg bitkilerin
Latince adlarinin sayisal karsiliklarini borsada en {ist sirada
olan kiiresel sirketlerin adlariyla eslestirir ve elde ettigi
sonuglar: FT Kiiresel Endeksi siralamasina uygun bir dizi
botanik baskiya dontgtiiriir. Bir is seyahati igin gittigi
Isvigre’de Adolf Wolfli adli marjinal bir sanatginin eserlerini
gérdiigiinde hissettiklerini hatirlayan Traumberg, bitkilerin
yardimiyla yasadig: gercekligi daha da tahrif eder ve bir tiir
marjinal sanatciya doniigiir. Evrenin ruhaniligini ve sermaye-
nin haliisinojenik yapisini yeni sanat formlarina déntstiiren
bir tlir tekno-saman oldugunu hayal eder.

Evrenin holografik yapisina dair bilimsel teorileri gelig-
tirmek, bilincin yapisini anlamak ve insanin yerytiziindeki
deneyimlerinin Stesine gegmek igin ¢aligmalarinda yeni tekno-
lojileri degisen biling durumlariyla birlestiren Traumberg,
gercekligin daha derin yapilarini aragtirmay: hedefler.

JARED MADERE: Bana kalirsa, bir sanat eseri yaratma edimi ile

dilin deneyime veya nesnellige dayattig: sinirlarin ortadan
kaldirilmasi ya da dildeki gesitli sapmalarin etkisiz kilinmas:
arasinda hakiki bir baglant1 var. Yakin zamanda bir arkada-
simla, glinlimiizde insanlar arasi etkilesimlerde, insanlarin
dogru bir yasam siirdiirmeye dair fikirlerini desteklemek
igin sik sik “dogal olusumlu” olgulara bagvurdugundan
bahsediyorduk. Ornegin, escinsellik ancak benzer davranigta
bulunan maymunlar veya yunuslar érnek gosterildiginde
anlamlidir. Veya kendi toplulugunda eksik olan cinsiyeti
telafi edecek sekilde cinsiyetini belirleyen bir salyangoz

ya da kurtguk tiiriinii érnek gostermek, toplumsal cinsiyet
degistirmeyi megrulastirmanin tek yolu kabul edilir. Bu tiirden
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mantik yiirtitmelerde insanlarin yapip ettiklerini dogadan
yalitma gabasi vardir ve sanki ayaklarimizi ayakkabilarla
sarmak, toprakla olan iliskimizi tamamen ortadan kaldira-
bilirmis gibi davranilir. Bunun altindaki temel varsayima
gore, ayakkabilarin bagciklarini baglayip betona bastiktan
sonra, insan organizmasinin yon bulma sistemleri, bir kusu
g6¢ yolu hakkinda bilgilendiren ya da bir atin ayin belirli bir
evresinde kizigmasina yol agan dizilimlerden bir gekilde ayr1
tutulabilecek, bir tiir suni hipnoz durumuna bagli hale gelir.
Bir Shetland midillisi yurdundan uzaklagip her zaman otladig1
cayirda bulunmayan bir bogadikenini yerse ve bu yabanci veya
atipik bitki belli hormonlarin salgilanmasina neden olursa;
bunun tizerine hayvan yeni yagam bdélgesini memeli yagamiyla
doldurma arzusuyla kizigirsa, hayvanin bu {ireme itkisinin
sorumlusunun bitki mi, toprak mi, gliines mi, yoksa midillinin
tlikiiriik bezleri/sinir sistemi mi oldugunu belirleme gabas1
mdbius geridi yapisinda olacaktir. Yeni dogmusg midillilerin
digkilarinin bogadikeninin bulundugu gayirda giibre iglevi
gorecegini de hesaba katarsak, bu igin ardinda kimlerin oldugu
meselesi daha da dolambagli bir hal alir. Bir bal peteginde,

bir 6riimcek aginda veya incelikli bir alasimda yuva kurma
itkisi arasinda, maddi teknik sartlarin 6tesinde kalan, anlaml1
farkliliklar kesfetmeye giristiginizde de kendinizi sinirlari
keyfi olarak ¢izilmis benzer bir dongiide bulabilirsiniz.

GUNES TERKOL & GUGLU OZTEKIN: Hem bu hem o, ne bu ne o.

GuGu, yliregiyle ytirtiyen,
bir-kaplan-bir-vazo

bir uyurgezer, bir ¢apkin; evet,
bir hayvan, bir nesne; hayir,
bir yilana ddntisen bir sinir,

2 bagin bir araya geldigi bir masa
Robot-benlik, selam...

sese doniligen parmaklar
birbirine dolanan ytizeyler,

bir tapir gibi biriken,

bir bitki gibi {ireyen...
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RASHID JOHNSON: KO§!

OZAN ATALAN: Uyaricilar hem (bilginin biligsel islemlere tabi

tutuldugu) beyin zarini hem de (duygusal tepkilerimizin
olustugu) amigdalay: harekete gegirir. Genetik yapilanigimiz
uyarinca, insan beyni dig gergeklikte hayatta kalabilmeyi
stirdiirmek i¢in ona 6ncelikle duygusal tepkiler vermeye prog-
ramlidir. Bu hizly, bilingdis1 ve duygusal tepki, bu gergekligin
biyolojik varolusumuz igin iyi veya kotii olusuna baghidir. Bu
bakimdan, ikili diiglinme modeli insan evriminin en énemli
faktorlerinden biridir. Ben insan kiltiiriiniin faydaci vegheleri
devreye girince ikili diiglinmenin sorunlu bir hal aldigina
inaniyorum.

Kiilttir hayal kurmakla ve diislemekle baglar. Ancak ne
yazik ki zaman iginde bu imgelemin insanin diinyay: pratik
amaglarla yorumlamasiyla kisitli oldugu ortaya gikmagtir.
Boylece insan olmayan varliklar hem biligsel bir dontigiim igin
hem de yeryiizii kaynaklarinin bigimsel, kimyasal ve fiziksel
diizeyde agir1 derecede doniistiiriilmesi igin kullanilmaya
baglamigtir. Fikir ve form, olagan ve tuhaf, ickin ve agkin,
Ozne ve nesne, bilgi ve his, evrensel ve tekil arasindaki s6zde
dogal karsitlik aslinda kiilttirel olarak kurulmus bir mit,
gercekligin kendisi oldugunu iddia eden bir simiilasyondur.
Semiyolojik agidan mitler tam da bdyle igler: Gosterenle
gosterilen arasindaki baglant: dogal kabul edilir, halbuki
bir dogallik yanilsamasidir. Diinyanin egemen kiltiirlerinin
sorunlu tarafi bu tiir yanilsamalar: megru kilmalari, ikilikleri
ikili kargitliklar olarak ele almalar1 ve bdylece yarattiklar:
hikdyelerin bizim yeni hakikatlerimize déniismesidir. Bu
yanlig anlamanin bir benzeri de evcillegtirme ile yabani yagam
ikiliginde karsimiza gikar; bu noktada benim yerlestirmem de
doga-kiiltiir ikiligi hakkindaki bu tartigmanin bir parcasina
donitistiyor.

Dogal gevreler, insan algisindan bagimsiz bir varolusa
sahiptir. Dolayisiyla, kendilerine atfedilen her anlamin
Stesinde ve insan varoluguna tamamen kayitsiz ve tarafsiz
olmalar: nedeniyle de “yabani yagsam” olarak anilirlar. Ancak
ehlilestirme antropoloji tarihinin ayrilmaz bir pargasidir.
Ehlilestirmeyi ve yabani yasamui iki karsit kutup olarak yorum-
ladigimizda, doga ile kiiltiir arasindaki iligki de bir egemenlik
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savagt gériiniimiind alir. Doga ile kiiltlir arasindaki
kutuplasma, insan kibrinden ve insan olmayan varliklarin
somiriilmesinden kaynaklanan varolus kaygilarini bir araya
getirir. Ancak diyalektik bir diigtincede her ikili, birbirine
karsit olmaktan gok birbirine baglidir nihayetinde. Taocu
felsefede kat1 ayrimlar ve ikiye boliinmiis varoluglar gergek
degil algisaldir ve bir ikiliye ait olan her parga, béliinmez
bir biitlinlin pargalari olarak birbirini karsilikli olarak var
eder. Bu bakimdan mandalar, beton, arazi, bunlarin hepsi
insanlarin yararina ehlilestirilmistir ve bu siireg, insani

ve insan olmayani uyum igindeki bir biitiin olarak gérmek
yerine, insanla insan olmayan arasinda kutuplastirici bir
karsitlik kurmaktan kaynaklanir.

Diinyay1 insan algis1 temelinde kavramaktan kaginan
ve insanla doga arasindaki kargilikli bagimlilik iligkisini
reddeden (aksine, onlari tek bir unsur olarak géren) isim,
dogayla kiiltiir arasinda kurulan kutuplastiric: kargithigin
sonuglarim bir arada sergiliyor. Nesne Yonelimli Ontoloji
etkisinde ve insan merkezli olmayan bir bakis acisiyla, insan
olan ve olmayan varliklar arasindaki ideal denge ve uyum
yerine, tahrif edilmis bir dogayla yozlagmis bir kiltiiriin
bir arada varolusunu temsil ediyor. Galigmam, ideal bir
habitatin eksikligine isaret ederek insanla doga arasindaki
ideal ortakyagami hayal ediyor.

Bu eser tizerinde ¢alisirken kendime siirekli su sorular1
sordum: Insan kaginilmaz olarak doganin ayrilmaz bir
pargastysa, kiiltiiriin yikici etkileri de dogal siirecin bir
pargasi olabilir mi? Bu agidan bakildiginda, en yapay
malzemeler, hatta soyut siber gerceklikler bile doganin
dontstiiriilmiis versiyonlar: ise, bunlarin dogal olduklar:
sOylenebilir mi? Doga-kiiltiir ikiligindeki dengesiz iligkiyi
gostererek ayni anda hem idealist hem materyalist olmak
miimkiin midiir? Antropolojide insan yasamini herhangi
bir miidahale olmadan yagamak olarak anlama egilimi varsa,
sanatin da benzer bir yaklagim benimsemesinin 6ntindeki
engel nedir? Doga ile kiiltiir arasindaki uyumun kaybolmasi
nihayetinde dogaya zarar verir ve benim yerlestirmem de,

“yeni” Istanbul’da oldugu gibi, dengesi bozulmug bir ikiligin
yeni normalimize déniigmesinin sonuglarini spekiilatif
estetige bagvurarak gosteriyor.
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PAUL SIETSEMA:
‘.‘I'-I. ilarfini goriiyor musunuz?”
‘.‘I‘—I‘ }.1arfini goriiyor musunuz?”
‘.‘I.-I- }‘1arfini goriiyor musunuz?”

“H harfini gériiyor musunuz?”

“Evet, H harfini gériiyoruz”
yanit: geldi beklenmedik bir
anda.

E harfini yazdik ve biraz
heyecanla “E harfini goriiyor
musunuz?” diye sorduk.

“Evet, E harfini gériiyoruz.”

Sonra L harfini yazdik ve sistem
¢Oktd...

Hangi ileticilerin ¢aligir halde
oldugunu bilmeden,J___,C
A___ve C___igin listeden
rasgele segilmis ¢oklayic1 profil-
ler kurduk. Sistem yeniden
sorunsuz galigmaya baslayinca
tekrar L harfini girdik ve
sorduk:

—_

“L harfini gériiyor musunuz?”
“L harfini gériiyor musunuz?”

“L harfini gériiyor musunuz?”
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“Evet, L harfini gériiyoruz”
yanit geldi.

Bir L harfi daha yazdik ve tekrar
sorduk: “L harfini goriiyor
musunuz?”

“Evet, L harfini gériiyoruz.”

Sonra O harfini yazdik ve
sistemin sesi kesildi...

J___,C___veC___iginyeni
profiller diizenlendi. Bu sefer,
terminal iletimi hatas1 benzeri
bir sorun nedeniyle A___ dahil
edilmedi. Her sey halledildi-
ginde O harfi tekrar yazildi ve
sorduk:

“O harfini goriiyor musunuz?”
“O harfini goriiyor musunuz?”

“Evet, O harfini goriiyoruz”
yanit1 geldi.

Sonra W harfini yazdik ve
sorduk: “W harfini gériiyor
musunuz?”

“Evet, W harfini gértiyoruz.”
Sonra O harfini yazdik ve

sorduk: “O harfini gériiyor
musunuz?”
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“Evet, O harfini goriiyoruz”
yanit1 geldi.

R harfini yazdik ve sorduk: “R
harfini gériiyor musunuz?”

“Evet, R harfini gériiyoruz”
yanit1 geldi. Sonra her gey
karardi.

A___ve C___ arasindaki
baglantiy1 kurduk. Kotii
performansi nedeniyle J___’yi
disarida biraktik; profilleri
sistemimiz i¢in ya gok gelismis
ya da gok basitti. Sistem tekrar
isler hale geldiginde bir L harfi
girdik ve sorduk:

“L harfini gériilyor musunuz?”
“L harfini gériiyor musunuz?”
“L harfini gériiyor musunuz?”
“L harfini gériilyor musunuz?”
“Evet, L harfini gdriiyoruz”
yanit1 geldi.
Sonra D harfini yazdik ve
sorduk: “D harfini gériiyor

musunuz?”

Ve sistem durdu...
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Goriiniige goreya A___’daya
da C___’de bir problem vardi.
Belki de yayin protokolleri
glincellenmis personaya uygun
sekilde uyarlanmamaigti, ama
kesin olarak bir sey séylemek
de zordu. Bu nadir gériilen
yanitlar: aldigimizda, kendi
sistemimizden mi geldigini
(bir hayalet programin neden
oldugu bir tepki mi, gerekli
parametre parazitinin bir yan
iriind mi oldugunu) yoksa
digaridan mi1 geldigini -tabii
bdyle bir sey hild miimkiinse-
kestiremiyorduk ve otomatik
olarak farklilagmig sistem
analizi de stirekli bunun biiyiik
olasilikla séz konusu olmadigini
gosteriyordu. Girigimlerimiz
S____C____N___’yedikkatle
girildi, sistem kapatild1 ve bir
sonraki oturumun baslamasini
bekledik.
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MELVIN MOTI: Bunu gruba degil kisiye 6zel génderiyorum, ¢linkd
ben gruplarda pek rahat edemeyen, i¢ine kapanik bir insanim.
Tek bildigim, hepimiz yildiz tozundan yapilmayiz ve uzayda
kaybolmus durumdayiz. Daha kayip olamazdik. Her fiziksel
maddenin esasini olugturan atom gekirdegi biiyiik oranda
bosluktan ibarettir. Daha bog olamazdik. Burada, su anda, tek
yaptigim boslukta stiziilmek ve nefes alip vermek.

MUGE YILMAZ: Herkese merhaba. Yazim hentiz hazir degil, sadece
@Rashid’e cevaben:

LN

HAEGUE YANG: A¢ikgasi, galigmalarimin 6zne-nesne veya doga-
kiiltlir ayrimina dair bu bilyiik soruyla nasil iligkili oldugunu
degerlendirecek beceriye sahip oldugumu zannetmiyorum.

dertlerimiz {izerinde etkili olmayz siirdiirmesi. Yani, iki farkli
maddesellik arasinda sikigmis durumdayiz; 6rnegin, toz zerrele-
rinden korunmak i¢in bir maskeye ihtiyacimiz olup olmadigina
karar vermek amaciyla hava kalitesine dair uyar: veren 6zel
bir uygulamayla entegre olmus siradan bir hava raporuna
bagvururken giindelik yagsamlarimizda yerini koruyan esitsizlik
ve siddetten etkilenmeye devam ediyoruz. Bireysellesmis
toplumumuzda bir yandan da “asir1” olarak kaydedilen tiim bu
deneyimler, biitlin sugu felsefeci Byung-Chul Han’in Burnout
Society [Tlikenmislik Toplumu] (2015) adl1 kitabinda tarif ettigi
“yorgunluk toplumu” gibi kisiliksizlestirilmis terimlere yiikle-
memizi saglayacak nihai bir mazeret sunuyor bize.

2018 yilinin Nisan ayinda Kuzey ve Giiney Kore arasinda
askerden arindirilmig bir bélgede yapilan zirvenin canli yayin
kaydinda sadece kusg sesleri* duyuluyordu. Ben de Aracilar adla
heykelsi iglerimde, —ig dekorasyon ya da teshir amaciyla kulla-
nmilmak igin dretilmis organik saman ikamesi olan- sentetik
samani yari-dogal bir {iriin olarak kullandim; zira insani
uygarliga dair ve siyasal olan insani unsurlarla dogal unsurlar
sug ortag gibi goriilityor. Iki Kore arasindaki bu ileri derecede
askeri bolgede doga —~hem bitki hem de hayvan tiirleri- gayet
absiirt ve istisnai bir gekilde serpilmis durumda, ¢linkd iki
tilke arasindaki suni gerilim nedeniyle insan etkisi gok kisitli.
Olaganiistii ¢arpik bir durum bu! Zamaninda karsit olduklar:
i¢in budanmis olan siyasal ve dogal unsurlar, yazginin araya
girmesiyle kritik bir sekilde birbirine dolagiyor. Bu 30 dakikalik
kaydi dinlerken kendimi Soguk Savas anlatilarina hapsolmus ve
Antroposen tizerine diigiincelere dalmis halde goriiyorum.

* Sesler su belgeden dinlenebilir: vimeo.com/307056471

Ancak, glinlimiizde, ¢evreye dair mefhumlar tizerine diigii-
niirken bagvurdugumuz parametrelerin bi¢gim degistirmesi
karsisinda algimizin nasil degistigini ya da nasil bir degisim
stirecinde oldugunu sorgulamakla ilgilendigimi sdyleyebilirim.

EVRU/ZUSH: Vlo ut sovist dra oc mesad, usdre vesod.
Evrugo ruh halinden génderildi.

MUGE YILMAZ: Anadolu parsi (Panthera pardus tulliana) ya da Kiigiik

Veri, hiz, baglantisallik, hareketlilik, iklim vb. geleneksel
olmayan maddeselliklerin sayisindaki hizli artig da dahil olmak
tizere, giderek daha ¢ok faktdr diinyaya dair aktif algimizi
sinirliyor. Bu siirecin en ilgi gekici tarafi ise goriiniirde daha
az fiziksel olan bu faktdrler fiziksel diinyamiza aktif bir sekilde
midahale ederken, geleneksel maddeselliklerin algilarimiz ve

Timiinii Yanitla 78

Asya parsi, Tlirkiye’nin glineybatisina 6zgi bir pars alttiirtdiir.
Ilk olarak 1856 yilinda, grimsi, yer yer kizil kiirkli, yanlar1 ve
sirt1 bilyiik, omuzlar: ve 6n bacaklar: daha kiiglik beneklerle,
kafas1 ve boynu lekelerle kapli bir tiir olarak kayda gegmistir.
Bu hayvanin imgesi Gatalhdytik’iin 10.000 yillik duvar resimle-
rinde de karsimiza ¢ikar. Uzun bir siire, son Anadolu parsinin
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1973’te Beypazari’nda 6ldiirdildiigline inanild1 ve bu talihsiz bir diisiis kaydedilmis-

olaydan sonra tiirtin soyunun bdlgede tiikendigi kabul edildi. tir. Bu diistise hayvan
Hatira veya siis amagli yogun avciligin, Anadolu parsi sayisin- cesetlerinde bulunan
daki diigtigtin ve tiiriin muhtemel tiikeniginin bag sorumlusu Diclofenac adl1 veteriner
oldugu diigiintilmektedir. Mantolu Hasan lakapli bir avci, ilacinin kalintisinin yol
1930-1950 yillar: arasinda en az on beg pars 6ldiirmiistiir. Daha agtig1 ortaya gikmuigtir.
sonra ¢ok sayida insanin Anadolu pars1 gordiiglind iddia etmesi O dénemde akbabalarin
ve dogrulugu teyit edilmemis bazi fotograflar, tiiriin bu bélgede neslinin korunamamasi
yasamaya devam ettigi ve insanlardan gizlendigi teorilerine yol insanlik agisindan 6nemli o :
agmugtr. bir kaygi kaynagi tegkil -
Cymolixas (Multiflagellates), okyanuslarda bol miktarda etmigtir. Ornegin, akbaba / -
bulunan bir plankton tiridir. Dérdiincti milenyumun popiilasyonlarindaki .'I
sonlarina dogru yeryiiziindeki oksijen seviyelerinde ciddi bir diislis hastalik yayilmasi
diisiis kaydedildiginde kurtarici rold oynadigi igin plankton ex ve dogal kaynak hasarinda
machina olarak da bilinir. Insan eylemleri nedeniyle ormanlarin artiga yol agabilirdi. f
yok olmasi ve balina poptilasyonundaki diisiis sonucunda 2019’un Mayis ayinin
atmosferdeki oksijenin azalmasi, gesitli evrimsel faktorlerin sonunda Hollanda’da -
etkisiyle yeni tiirler ortaya gikana kadar, insanda ve insan bir kizil akbaba ve kara
olmayan tiirlerde saglik sorunlarinin baggdstermesine neden akbaba goriiliince gok
olmustur. Cymolixas, filogenetik siniflandirmalar araciligiyla sayida tilkede akbabalarin
degil, kendi ekolojik nisleri iginde incelenmesine karar verilince, neslini stirdiirme prog-
plankton kategorisine dahil edilmigtir. Cymolixas, bagka az ramlar: olusturuldu. 6019
bilinen ve insan goziiyle gortilmeyen “oksijen treticisi” tlirlerle yilinda hava sicakliginin
birlikte yerytlizliniin dengesinin yavas ama istikrarli bir sekilde artmasi ve yeryiiziiniin
tekrar kurulmasinmi saglamigtir. Gliniimiizde diinyanin oksije- eksenindeki degisimle birlikte, akbabalar hastaliklar: kontrol
ninin %60’ liretmekte, balina popiilasyonunun ve mercan altinda tutma ve ekosistemi dengelemede gok 6nemli bir rol
alanlarinin artmasini saglamaktadirlar. Tiirlin, besin maddesi oynadilar.
ve 151k bollugunda biiylimek igin fotosentez yapmak, kosullar Umwelt’ler (WSJ), Hominina alt-kavminin giiniimtize
biiylimeye elvermediginde ise bitkisel ve hayvansal plankton- ulagmuis tek tyeleridir. Sempanzeler, goriller, orangutanlar
larla beslenmek gibi melez bitki-hayvan becerileri gelistirerek ve Homo Sapiens’lerin olusturdugu Hominidler ailesine
hayatta kaldig1 diigiiniilmektedir. mensupturlar. I¢sellesmig GPS sistemi, bulundugu cevreye
Akbabalar (Gyps), kabaca Yeni Diinya Akbabalar: ile gore renk degistirebilme ve diger varliklardan farkli olarak agir
Eski Diinya Akbabalar1 olmak tizere ikiye ayrilir. Saglikli aletleri kullanma becerisi karada yagayan melez varliklar olan
hayvanlara nadiren saldirmakla birlikte yarali veya hasta Umwelt’lerin belirleyici nitelikleridir. Insan kokenli eylemler
hayvanlar: élddrebilirler. Akbabalar, 6zellikle sicak bolgelerde, sonucunda ama kendiliginden ortaya ¢iktiklar: diigiindili-
lesle beslenen hayvanlar olarak biiylik deger tasimaktadar. yor. Empati becerilerini temel alan yeni ig teknolojilerle
Gokytizline defnetme ritiielinin temelinde, akbabalarin 6li birlikte, Homo Sapiens’ten kalma karmagik dil kullanimi terk
bedenleri canlilar dleminden 6liiler dlemine tagidiklar: inanci edilmis. MS 12019 yilinda Umwelt’ler glinliik yasamlarinin
yatmaktadir. 1990’larin baginda Hindistan ve Nepal basta biiyiik boliimiinii su arayarak gegiriyor. Umwelt’lerin %99’u
olmak tizere Giiney Asya’da yasayan akbabalarin sayisinda hizli hermafrodittir.
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TURIYA MAGADLELA: ... veri, hiz, baglanabilirlik, hareketlilik, iklim
ve benzeri geleneksel olmayan maddesellikler. Bu stirecin en
ilgi gekici yan1 geleneksel maddeselliklerin algimizi ve esas
dertlerimizi etkilemeye devam etmesi... Hava sanata doniis-
tiglinde ve hava olmadan sanat yapilamadiginda... iiretimi
kabul et ve {iretilen sey havayla yapilmis fiziksel bir nesneye
donitigsiin... veri, hiz, hareketlilik, vs...

Giines ¢ Giiglii’ye cevaben:
Gugu

Igugu

Zulu’da

El dstlinde tutulan
Xhosa

Ve ¢ogunlukla
Afrika’nin nguni dilinde
Igugu

Ne orada ne burada

Ben

PHILLIP ZACH: “Antroposen”, her yontiyle insan merkezci bir
kavram. Neden agaglar ¢agini kargilayacak bir terim icat etme-
yelim? Nihayetinde agaglar gezegende esasli bir degisime yol
act1. Peki mantarlar? Ya da su anda tiirler arasinda gergeklesen
igbirligini bir diigiinelim. Ornegin, ekinlerin genlerini gelis-
tirmek i¢in insanlardan faydalanmasinin tarihgesi kolaylikla
yazilabilir (hilihazirda gerceklesmekte olan bir gey bu). Insan1
merkeze alip, yeryiiziinde yol agt1g1 degisim tizerinden bir ¢ag1
tanimlamak, geleneksel doga-kiiltlir ayriminin devam ettiril-
mesinden bagka bir sey degil. Belki de bu karmagiklig1 teslim
eden bir terim geleneksel diigiince kaliplarinin bozulmasina
yardimci olabilir. Ben bu agidan “Antroposen” teriminin
isabetsiz oldugunu diisiintiyorum. Insanlar, doga ve kiiltiir
arasinda higbir zaman bir béliinme s6z konusu olmadi; ama
bir béliinme oldugunu savunan goriis bize insan zihninin nasil
galist1g1 hakkinda bir geyler sdyliiyor. Bu boliinmeler soyut
distlinceye olanak saglar, ancak diger taraftan da gok sayida
sorun yaratir..

Antroposen gibi terimler bir kesinlik dayatirlar; belirli
konularda konusmay: baglatmak ve gelistirmek i¢in gerekli de
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olabilirler, ama bdylesine ihtilafli bir terime inatla tutununca,
aradaki gatlaklardan gok sayida kirinti sagilir etrafa — bunlar
6nemli kirintilardir. Tarih, bildigimiz gibi, kurmacadir. Var
olan baz1 yapilara ¢ok sayida ekleme, onlardan ¢ok sayida
eksiltme yaparak ve spekiilasyonla yazilir. Bunda bir sorun yok,
hepimiz oykiilere merakliyiz. Bu tarihsel terimlerin belirlen-
mesinde sorumluluk sahibi olan uluslararasi aktdrlerin ve
béliinmelerin hig¢birinin Antroposen’in baslangi¢ tarihini kesin
olarak sdyleyememesi bu slirecin kurmacaligini ortaya gikarir;
tarim devriminin bagladigi 12.000 ila 15.000 yil 6ncesinden,
atom bombasinin test edildigi 1945’e ve hatta 1960’lara kadar
cesitli tarihler One siirtilmektedir. Peki neden kimse insanlarin
yeryiizline etki etmeye basladig: Buzul Cagi’mi zikretmiyor? Yeri
gelmisken soralim, atalarimiz insan olmadan, Homo Sapiens
adini almadan 6nce hangi adla aniliyorlardi? Tanim geregi
insan miydilar, yoksa hild hayvan m1? “Hali hayvan” olan bu
varlik hangi noktada “insan olarak anilabilecek” yavrusunu
dogurdu?

Evrimsel biyoloji, onu tarif etmek igin kullanilan dilin asla
ulagamayacagi bir dinamizme ve akigkanliga sahip. Gergekligi
bir hamlede (dolayisiyla tahrif ederek) aktarmak icin dilin
nasil kullanilacagi Twitter ¢aginin temel meselelerinden
biri. Dolagima girecek kadar basit ve kisa olan her sey belli ki
dolasimda kalmaya devam edecek ve boylece egemen kiiltiirel
birim olacak. Karmagik bir diinyada basit yanitlar bir siginak
islevi goriiyor gibi.

Ben galigmalarimda genellikle bu spektrumun kargit
uglarinda geziniyorum. Bu bienal igin, Ursula K. Le Guin’den
ve onun muglakligi, karmagiklig kucaklayan, alternatif tarihler
aracilifiyla perspektifimizi defistirmeye ydnelten yazilarindan
ilham aldim. Ornegin amiplerin cinsel iligkisini hayal eder Le
Guin veya (“erken tarih”e dair eril yazilarda tipik olarak erilligi
gagrigtiran mizrak veya bigagin aksine) kap kacagin ilk insanla-
rin en 6nemli icad1 oldugundan bahseder yazilarinda.

Bir stire 6nce bir yillik bir zaman dilimi igin Istanbul’da
kaldim ve bu gehrin tarihsel referans bollugunu, isteyen
herkesin bir sanat eserinde kullanmak tizere faydalanabilecegi
seylerle dolu oldugunu gérdiim. Bunun tzerine, insanlik
tarihinin bu bdlgede ortaya ¢iktig1 noktay: aramaya bagladim ve
yaklasik 600.000 yildir belirli dSnemlerde insanlara mesken
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olmus olan Yarimburgaz magarasini buldum. Bir yandan PIOTR UKLANSKI: Rashid’den alintiyla, kesinlikle “kos”!
da, Hollywood’daki insan eliyle yapilmis, yaklagik yiiz yillik

bir gegmisi olan Bronson magarasini incelemeye basladim SIMON FUJIWARA: $imdi sokaga ¢ikip herhangi birine kiiresel
- (Batman filmleri bagta olmak tizere) ¢ok sayida televizyon gelir dagilimindaki esitsizligin ne kadar kotii bir sey oldugunu
ve sinema yapiminda fon olarak kullanilmig bir magara. Bu anlatsaniz muhtemelen size katilir. Kadinlara bir nesne gibi
mekanlar: ziyaret edip filme alirken, bagka pek ¢ok zaman davranmak gerektigine inanip inanmadiklarini sorsaniz, en
cizelgesini tasarlama firsati ¢ikti karsima: kuglar, bitkiler, azindan yiiziiniize karsi,
define avcilar, plastik ve kug pisligi gibi gesitli atiklar, cok inanmadiklarini sGylerler.

uzun bir siire 6nce _ Opysa bu diiglince ikliminde,
orada yagamis ayilarin bu iki toplumsal sorunun
muhayyel seslerini Svgiiyle ele alindig: bir
taklit etmeye galisan kitap, ¢agimizin en gok
¢ocuklar, magaranin satan romanlarindan

>0
duvarlarindaki 3.000 biri. 2012-2015 yillar1 g §
yillik gemi ¢izimleri, arasinda Grinin Elli Tonu H B
grafitiler ya da film adl1 kitap 125 milyon vigo 2
setleri i¢in yapilmig adet satt1. Kitapta cinsel :é 8
sahte gizimler, kendisi sadist milyarder igadami 505
de esasen bir ingaat Christian Grey geng bir £
sahas1 olan arkeoloji Ingiliz edebiyat1 6grencisi g §
miizesinin igindeki olan Anastasia Steele’le e
santiye, tagin bile fani . s6zlesmeli cinsel iligkiye
oldugunu hatirlatan Yarimburgaz magarasinda bulunan ayi kafatasi girer. Kitabin merkezinde
aginmis tag heykeller ve gesitli nesneler vardir — Christian’in Audi R8’i, Christian’in
daha niceleri - bunlarin Omega Speedmaster saati, Christian’in James Pearce marka
hepsi, bu mekanlarin tiiketilmesini imkansizlagtiriyordu. “Cifte esofmani, Christian’in kadinlari. Christian, i¢inde yasadig:
agizl1” bir magaraya girmek, olas1 biitlin s6zciik oyunlarini maddeci kiltiirden, 6zellikle de marka kiiltliriinden tiiretilmig
pesinen kabul etmek anlamina geliyordu. bir karakterdir.
Bu kitap neden 6nemli? Glinki bu kitap ¢ép. Cop derken
LUIGI SERAFINI: Buongiorno a tutti! [Herkese glinaydin!] igerigini degil, gergek dlinyadaki maddi konumunu, bir sey, bir
youtube.com/watch?v=2bLHqBENQE nesne olarak var olmasini kastediyorum. Nispeten utandirici

igerigi nedeniyle insanlarin bagkalariyla paylagsmaktan ¢ekindigi
bir kitap, dolayisiyla kitabi okumak isteyen her insan gidip

kendine bir adet aliyor. Bunun yani sira, satin aldiklar: bu
ntishalari kitapliklarinda tutmak istemediklerinden, okuduktan
o sonra kitab1 elden ¢ikariyorlar. Ama bu kitab1 ¢Spe attiklar:

anlamina gelmiyor.

Birlesik Krallik’taki bir yardim kurulusu olan Oxfam,
2016’da binlerce Britanyali okurun yoksullara yardim etmek
amaaiyla bagisladigi Grinin Elli Tonu niishalariyla tika basa
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dolmus ofislerinin bir fotogra-
fin1 paylasti. Kurum bu kitabin
daha fazla bagiglanmamasini
rica ediyordu, ¢linkii kitabin
tekrar satilabilecegi bir piyasa !
yoktu. Kitab1 geri doniis-
tirmek de miimkiin degildi,
¢linkd sirt dikigini tutturmak
igin kullanilan tutkal zehir-
liydi. Kitabin sayfalarini
sirtindan ayirmak igin kesme
iglemi de fazlasiyla masrafli
olacagindan geri doniigiim

@gikipedia: Britanya’daki Oxfam

hlg hesaph olmayacaktl- diikkanlarindan birine o kadar ¢ok sayida

Yani elimizde bir adamin Grinin Elli1 Tonu kitabi bagiglandi ki,
servetini ve maddeciligini
konu edinen, milyonlarca
kopya basilmig, diinyada sikigip kalmig bir kitap var. 2016’dan
beri, sadece Grinin Elli Tonu kitab1 ntishalarindan olusan ilk tek
kitaplik argivi kurmak amaciyla kitabin bulabildigim her niishasini
topluyorum. Su anda elimde 2.000’den fazla niisha bulunuyor. Bu
kitaplar1 bir arada, bir kiitle olarak goriip dokundugumda, kendimi
bir protestoda veya rave partisinde bir araya gelmis biiyiik bir
insan kitlesi kargisinda duyumsanana benzer yiice bir deneyim
iginde buluyorum.

(13:00 - 23 Mart, 2016)

JENNIFER DEGER (FERAL ATLAS COLLECTIVE): Evet! Antroposen,

insanlarin miidahil oldugu diger her yoriinge gibi, insandan-da-
ha-fazlasi. Antroposen yeni bir tarih talep ediyor; insanlarla insan
olmayan faillerin siki bir gekilde ig ige gegisini vurgulayan bir
tarih. Yabanil Atlas adl1 miisterek sanat-bilim-beseri bilimler proje-
mizde, viriisler, bitki patojenleri ve plastikler gibi gesitli varliklarin
son bes yiiz yilda bu s6zde insan ¢aginin kilit kahramanlarina nasil
dontistliglint gbsteriyoruz. Buradaki feral (yabanil) insan eliyle
ytirtitiilen bir altyapi projesinde tretilmis ve dondstiiriilmds bir
varligin insanin denetleyemedigi bir yoriingeye girerek gok derin
ekolojik etkilere yol a¢tig1 durumlara igaret ediyor.

ELMAS DENiZ: Sevgili Simon, degerli arkadasglar,

Ayni kitabin niishalarini toplaman ve bu kitaplardan bir “kiitle”
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bu kitaplardan bir kale inga edebildiler

olarak bahsetmen bana birkag yil énce okudugum bir kitab:
animsatti: Donovan Hohn’un, 10 Ocak 1992’de Pasifik
Okyanusu’nda bir yiik gemisinden denize dokiilen ve daha
sonra diinyanin ¢esitli bélgelerinde karaya vuran, Curtis
Ebbesmeyer dahil ¢ok sayida biliminsaninin akintilarini takip
etmek igin kullandigi, daha sonra Friendly Floatees (Oyuncak
Ordek Olay1) adiyla anilmaya baglayan 28.800 plastik érdek
ve benzeri oyuncagin hikéyesini anlattigi Moby-Duck: The True
Story of 28,800 Bath Toys Lost at Sea and of the Beachcombers,
Oceanographers, Environmentalists, and Fools, Including the
Author, Who Went in Search of Them [Moby-Duck: Denizde
Kaybolan 28.800 Banyo Oyuncaginin ve Onlarin Pegine Diisen
Lodosgularin, Okyanusbilimcilerin, Gevrecilerin ve Aralarinda
Yazarin da Bulundugu Delilerin Gergek Hikayesi] (Wikipedia).
Bir diikkdnda ¢ok sayida Nike marka ayakkab: gdriiriiz ama
80.000 adet Nike ayakkabiy: bir arada hayal etmek oldukga
zordur. 1990’da gergeklesen bir kazada, 80.000 adet Nike
ayakkabi kestirme yolu tercih ederek dogrudan okyanusa
dokiildii. Bu ayakkabilar simdi yedinci kitanin bir pargasi.

RASHID JOHNSON - Simon’in fotografina cevaben:
“Beni en ¢ok dehsete diigliren gey balinanin beyazligiydi.”

PHILLIP ZACH - Simon’in fotografina cevaben:
Kitabin i¢inde biiyliyen mantar imgesini sevdim. Bu kitap, tizerinde
bir geyler bilyiidiigiine gére, tam olarak ¢Gp sayilmaz, degil mi?

ANDREA ZITTEL: Ben su siralar gevreler, mekanlar, yapilar ve
bunlarin her birinin igerdigi diizen ve tertiple ilgileniyorum.
Bunlar psikolojik de olabilir, fiziksel de: beden igin mekanlar ve
zihnin mekanlar1.

Ozgiirliik, baski ve bu ikisinin sik sik digerine déniigmesi
¢aligmalarimin biyiik boliimiiniin altmetnini olugturuyor.
Nasil yagsamak gerektigine dair yeni fikirler iretmek ya da yeni
yasam sistemlerini veya yapilarini denemek igin kendi glindelik
yasamima ve kigisel deneyimlerime bagvuruyorum.

Son zamanlarda, 6zel alan, arazi veya ev sahibi olmanin
toplumda tistlendigi islev, mekinin en belirgin vechelerinden
biri hline geldi. insanin sahip olabildigi mekanlar, 6zerklik,
kalicilik yanilsamasina ve kisinin kendi 6zgiirliigiini
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denetleyebildigi yanilgisina yol agiyor ama gergekte bu miilkiyet
sistemi bizi girketlere, bankalara ve hiikiimete borglandiriyor.
Bir borg ve borglu sistemi bu —yurttas ve vergi miikellefiyiz.
Yasadigim ¢olde yaklagik 140 doniimliik bir araziye “sahibim”-
ama bes y1l boyunca vergimi 6demesem hiikiimet arazimin
tamamini elimden alir ve satilifa gikarir. Oyleyse bu arazi
gercekten benim mi? Mekan sahip olunabilecek bir gey mi?

Toprak iyeligi ve topragi etrafini gevirerek dzel miilke
dontistiirme uygulamalar: biitlin diinyada biiyiik bir hizla hayata
gegiriliyor. Silvia Federici Re-enchanting the World: Feminism
and the Politics of the Commons [Diinyay: Yeniden Biiytilemek:
Feminizm ve Miisterekler Siyaseti] adl1 kitabinda, topragin
koylerde ortaklasa kullanildig: ve onu ekip bigmeye ihtiyaci olan
herkesin kullanimina sunuldugu Afrika gibi yerlerde, uluslara-
ras1 sirketlerin topragin &zellestirilmesini nasil tesvik ettigini
anlatir. Bu mekanlar daha nce hig 6zel miilk olmamigtir ama
simdi temelliik etme ve dzellegtirme stiregleri toprag: altyap:
gelistirme ile petrol ve enddistriyel tarim uygulamalarinin
erigimine agmuagtir.

Avrupa’da feodal donemden sonra, insanlar: kataloglana-
bilecekleri, kayit altina alinabilecekleri ve vergiye tabi kilinabi-
lecekleri tek bir yere baglamak i¢in 6zel miilkiyet uygulamas:
yirtirliige girdi - yani dzel miilkiyet yurttagligin 6n sart: haline
getirildi. Glinlimtizde bir evi pesin parayla veya taksitle satin
almak igin 6denen bedel, hepimizi bu kapitalist sistemde “hisse
sahipleri”ne doniistliriiyor. Kisisel 6zerklik yanilsamasina
inanabilmek igin boyun egiyoruz, galisiyoruz ve para dilyoruz.

Bu sistemin diginda var olanlar ise —evsizler veya miilteciler—
serbest dolagimi yasaklayan ve insanlarin bedenleriyle istedikleri
gibi var olabilecekleri kamusal veya miisterek alanlarin ortadan
kalktig1 bir kiiltlir tarafindan denetleniyor ve hapsediliyor.

Istanbul Bienali i¢in hazirladigim igin adi1 Kigisel Arsalar.
Insan boyutunda mekanlar: betimleyen, algak beton duvar-
lardan olugan, kafes benzeri bir dig mekén heykeli. Yatak
odalarindan miistakil banliyd evlerine, ofis bélmelerine ya
da mezarliktaki kigisel arsalara kadar gesitli kigisel alanlar:
gagristiran basit ve kismen soyut bir ¢aligma. Kiltiiriimiiz bizi
psikolojik diizeyde iyice bireysellestirirken, belirli mekanlara
tahsis ettigi bedenlerimize de ayni iglemi uyguluyor.

Tim Ingold, antropolojinin, benim de kendime sik sik
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sordugum “Nasil yagamali?” sorusuna yanit arayan bir etik
proje oldugunu savunur. Ingold antropolojiyi etnografiden
uzaklagtirarak daha deneysel bir alana ¢eker. Antropolojinin
spekiilatif bir inceleme oldugunu diiglintir - insanlar
hakkinda degil, insanlarla birlikte caligmalar ylrittigiintz
bir inceleme. Onun antropolojiye yaklasimi, benim sanata
yaklagimimla benzerlik gdsteriyor. 19090’larin sonunda,
Giiney Kaliforniya’daki bir ¢6lde kiigtik bir kirsal toplulukla
birlikte yagsamak tizere New York’tan ayrildim. Segtigim bdlge
biiylikanne ve biiylikbabam ile onlarin anne babalarinin ¢iftlik
iglettigi, dolayisiyla agina oldugum bir bdlgeydi ve sanatgi
olmama ragmen “uyum gosterebildim.”

Projem, yagsamimi pratigimin kendisi olarak stirdiirme ve
glincel sanatin sanat diinyas1 disinda ne tiir roller tistlenebi-
lecegini bulma amaci tagiyordu - ki o donemde sanat diinyasi,
ABD’nin sadece belli bagli bilylik kent merkezlerinde faaldi. Bir
yandan da, bu iki farkl: izleyici kitlesi arasinda bag kurmak
amaciyla kir amaci glitmeyen bir proje (High Desert Test
Sites [Yiiksek GOl Deneme Sahalari]) baglattim. “Naif” yerel
izleyicilere giizel sanatlar1 dayatmak yerine, “olmadigimiz
seylerden ders almay1”, farkl: bireyler arasinda karsilikli saygiya
dayanan verimli bir tartigma baslatmay: misyon edinmistik.
Burada yagsarken ¢ok sey 6grendim - bu yasam giincel sanata
olan inancimi gok zorlad1 ve galigmalarimi da “Nasil yagamali?”
sorusuna yakinlastirarak kuvvetlendirdi.
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YLVA SNOFRID: Sevgili Nicolas, sevgili arkadaglar,

Aynalar dlinyasinda yagayan ikizim Snoéfrid ve gergek diinyada
yasayan Ylva ile birlikte tam bir doniistimden gegtikten sonra,
biz=ben izlemek zorunda oldugum bir yol buldum ve bu
soruyu bu gizimle/mektupla yanitlamak istiyorum. Kendimi ve
galismalarimi, gelecegi géren
ve —ister tablolarimi gevreleyen
hava olsun, isterse tablolarimin
tzerine atlayan kor kedim,
tablolarim t{izerinde yemek
yiyen, hatta uyuyan ailem-
kendisine kulak veren herkese
gelecekte olacaklar1 anlatmaya
galisan, kasabanin delisi ya da
bir yabaniye benzer konumda
goriiyorum. Tablolarim
glindelik hayat: siirdiirmek i¢in
bagvurulan, bir ritiiel hilini
almis mutat araglar. Bagka
secenegim yok. Yagam ve sanat
edimlerinin i¢ ige gegmesini ve
-Homeros’un genellikle “Psike”
veya “eidolon”(hayalet) ya da
“gblge” (skia) adiyla andigi, bir
hayli hareketli olmakla birlikte
ebediyen cisimsiz kalmaya yazgili olan hayalet tarifinde oldugu

gibi- manevi kalmasini 6ngdren kurala itaat etmek zorundayim.

Hakikati Biliyorum

Hakikati biliyorum - vazgegin biitiin diger hakikatlerden!
Diinya iizerindeki hi¢bir insanin miicadele etmesi gerekmiyor.
Bakin - aksam oldu, bakin, neredeyse gece:

Nelerden bahsedersiniz sairler, dsiklar, generaller?

Riizgar dindi artik, yeryiizii ¢iyle kapli, nemli,
Gokytiztindeki yildizlarin firtinasi yatigacak.

Ve ¢ok yakinda uyuyacagiz topragin altinda hepimiz,
Topragin {izerinde birbirine hi¢ rahat vermeyen biz.
Marina Tsvetaeva (1915)
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REBECCA BELMORE: Diinyamiz hili yaralarini sarmaya caligtigimiz

bir istila sonucunda enkaza doniistil. Dogadan ayr1 bir kiiltiiri-
miiziin asla olmadigini, ezbere olsa da, biliyorum.

Kayaya

bir demet tiitiin koydu
ruhlar igin

minnet ve zarafetle

orada olugumuzun nedenini
kabullendi sessizce.

Sessizce bekledim
Suyun ve riizgirin
Kanosunu
Yonlendirmesini
Ag attigimiz yere.

Cocuktum
Az zaman Onceydi.

LUIGI SERAFINI: 3% (Ta) ndvta gel! [her sey akar] — KOT y4eHbIH

[biliminsani kedi] zaman akip gittikce, sarki sGyliiyor, parce que
la vida es sueflo, réve lucide [¢linkii hayat bir riiya, kontrollii
riiya] & %4~ [kader] ...kaplan, kaplan, 151l 1511 yanan, gecenin
ormaninda / 6fkelen, 6fkelen 151g1n Sliimiintn karsisinda!

PAKUI HARDWARE: Bu tiir ikiliklerin ytizyillar boyunca suni bir

sekilde ingsa edilip korundugu Bati kiiltiirtinde bu ayrimlar
sonunda ortadan kalkarken, gok sayida yerel kiiltiir ve toplu-
lukta insanla doga ya da 6zneyle nesne arasinda ayrim yapmak-
tan her zaman kaginildig1 yolunda bir yorumda bulunuldu ve
biz bunu 6zellikle vurgulamak gerektigini diisiintiyoruz. Ote
yandan, son yirmi-otuz yildir Batili kilttirlerde bu sinirlar bilim
ve felsefe araciligiyla yavas yavas asiniyordu ve Antroposen/
Kapitalosen/Khtulusen bu aginmay: esi benzeri gortilmemis bir
sekilde hizlandirdi. Yenileyici tibb1 veya doku miithendisligini
ele alalim: Kendi kendini yenileyen hiicre miihendisligine ya da
bedenin diginda doku ve organ iiretme igine soyunan bu alanlar
sadece dogal olanla yapay olan arasindaki sinirlar: degil, canli
ve duragan, kapali/birlesik ve pargali/agik unsurlar arasindaki
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sinirlar: da zorluyor. Bu organlar zombilere benziyor - yagami
uzatiyorlar ama bu yagamin merkezinde bir beyin veya bir
amag yok. Bedenin digindalar ama 6z itibariyla onunla iligkili
kalmaya devam ediyor, su ya da bu bedene dénmeye hazir
halde varliklarini siirdiirtiyorlar.

Bir siiredir gelistirdigimiz Viicutdisi adl1 bir dizi yapat, bu
tlir bedensiz organlardan olugan bir toplama, birbirine hig
benzemeyen dogal ve insan eliyle yapilmis malzemelerden
olusan kiiglik Frankenstein yaratiklari. Bu yaratiklarin
simalar: yabanci dokularla dolu Petri kaplarini ya da seffaf at
nali yengeglerinden yapilma maskeleri andiriyor.

Biliminsanlari ellerinin altindaki modern laboratuvar
techizat: ve muazzam bilimsel bilgi hazinesine ragmen
denizanalarinin 6limsiizliigiiniin, 6limden ka¢inmak igin
embriyo asamasina geri donerek poliplere ve sonra tekrar
biiyliyerek denizanasina déniigmelerinin sirrini ¢dzemedi.
Ufacik beyinsiz varliklar olan turritopsis dohrnii denizanalar:
insanligin ylzyillardir ulagmaya galistig1 sey olan Sliimstiz-
liigii hig gaba sarf etmeden basarabiliyor. Bu insan-olmayan
genglesme siireci sadece bilimin degil, (elbette ki!) ekonomi-
nin de esas hedefi. Tipta ve bilimsel aragtirmalarda kullanmak
tizere at nali yengeglerinden variller dolusu mavi kan kiiltdird
aliniyor, denizkestaneleri ve denizanalar: laboratuvarlarda
dikkatle inceleniyor. Modern biliminsanlar: insan-olmayan
tlirleri inceleyerek bilgi edinmeye ve sifa yontemleri gelis-
tirmeye galisan samanlara benziyor, onlardan tek farklar:
ellerinin altindaki daha soguk aygitlar ve aragsal zihinleri. Bir
laboratuvarda Slimsiiz denizanalarinin déntistim déngiisiinii
incelemenin, Jeremy Narby’nin The Cosmic Serpent [Kozmik
Yilan] (1998) adl: kitabinda bahsettigi stereografik incele-
meyle ayn1 sey oldugu, bilimsel ve samanik perspektifleri
yapay bir ayrimla birbirinden ayirmayip aksine kaynastiran bir
yaklagima sahip oldugu da sOylenebilir. Daha da ileri gidecek
olursak, iki perspektifi kaynastirmaktan ziyade ¢oklu perspek-
tifler tireten; birbirinden tamamen farkli iki insani gortist
bir araya getirmekle kalmayip denizanalarinin, (esasen suda
yasayan bir 6riimcek cinsi olan) at nali yengeglerinin, suyilan-
larinin ve ahtapotlarin perspektiflerini bir araya getiren bir
yaklagim oldugu sSylenebilir. Hatta “inceleme™yi de reddettigi,

“gbérmek”le yetindigi ya da biitiin bedeniyle duyumsadigi,
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ortimcek bacaklari tizerindeki ufacik killarla uzama stirtiinerek
hareketine devam ettigi de sdylenebilir.
Varsayimlar: bir kenara birakarak ileri, ok daha ileri

gitmek mimkiin.

KORAKRIT ARUNANONDCHAI:

tarihle birlikte tuhaf adlari olan insanlarla dolu bir odada 4

Bu odada miizik olmayacak

Sadece yerytliziine birakilmis
yara izleri

Bu yara izlerinden yeni tiirler
dogacak

Yeni agilmig yaralariyla

Bu veri denizinde glizelligi
bulabilecek misin?

Sadece senin igin geride
biraktik onu

Tenine yagmur yagdiracak bir
bulut

Ve bedenin emecek yagmuru

Tanrinin ruhu terk etti
yerytizini
Geriddniigtimil imkansiz
bedeni de, bu diinya iste

uzuvlari
ve sozleri ise
gelecek kugaklarin tekrar
tekrar yorumlayacag:
siirler olarak kald1 geriye

Chantri
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200.000 yillik evrim siiresinde

Seninle bir olmay1 bagarabilecek
miyiz?

Ve Yiice Ruh’un akiginda
maddilikten armmay1?

Yoksa alternatif bir zaman
Gizgisi mi bu?

Erismek i¢in gerekli donanima
sahip olmadigimiz

Su tuhaf diinyamiza

Bir imgeler hiyerarsisi
Bigimlendiriyor yasamin
diizenini

OLUM
Oliimiin diizenini bigimlendi-
ren kim?

Bir keresinde biri bana
reenkarnasyon kavramini
agiklamigti:

“evren ruhlarin olusturdugu
koca bir nehirdir”
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“senin, benim ve var olan her
seyin ruhu”

“bu ruhlar durmaksizin reen-
karne olur”

“ne ge¢mis ne gelecek”
“ne de simdi olan”
“bir zaman ¢izgisinde”
Chantri

Bu teoriye gore

Benim biiyiikannem olarak
diinyaya gelmis olabilirdin

Nesnel agidan diinya diizdiir

Her sey her seye esittir ve
birbirinin yerine gegebilir

Ben dahil

Sen dahil

Yalnizim

Peki ama bir tiir, senin gibi bir
hayvanla benim gibi bir fikir
arasindaki bir dizi iligkiden
bagka bir sey degilse, nedir?

iligkimizin temelindeki bu mutas-
yona ugratici genin i¢inde

Cok uzun zaman dnce unuttugun
bir sarkiy1 duyabilirsin

Vietnam savagi sirasinda nasil bir
yasamin vardi?

Devrim sirasinda Iran nasil bir
yerdi?

Timiinli Yanitla

Tarihin fir¢a darbeleri seni nasil
resmetti?

Peki yara izlerine ne olur

Deri iyilegmeye

Sargilar gevsemeye bagladiginda?
Hava ruhlarla dolu

Bu bedendeki veriler héla canli
ama bir déngiiniin igine
sikigmig

Benim igin artik gimdi yok

Iligkiler kendilerini feshediyor

Nesneler bile

Adlarini unuttum hepsinin.

Neyse ki gelecekteki senin bir
stirdi adi1 olacak

Bazilar: seni Naga diye
adlandiracak

Higbir zaman yok olmayacak

Bir veri olarak var olacaksin

Gegmigten gelen bir korku tliriin
_ biittin tiyelerini birlestirir
Inang

Bir insan olmanin verdigi seving

Inanglarin var mi1 Chantri?

Safaride

Hangi tiiriin yagsaminin daha
degerli oldugunu biliyor
musun?

Hangisi?
Toprak yanitini verdi
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Clinkdii dliimde herkes esittir
Hepimiz bir maddeye
dontigtiriiz

Clirliyen bir beden bir giire
doniigtiirilebilir bazen

Riiyalarinda bir metropolsiin

Devasa bir niliifer gigeginin
agirligini tagiyacagini umut
ediyorsun

Ekler

“Insan Olug”un 3. bdliimiinde
Habil’in bir tagi vard:
(insanligin begigi)

Bizden sonra gelecek tiirler
bunun bilgisayar olup
olmadigini soracak

Ve gokytizlindeki géz yanit
verecek

EVET

Kontrol olasiligi ruhun kendi-
sinde mevcuttur
Dininizde
Mimarinizde
Tarihinizde
Ozgiirlitkte
Barigta gikar ortaya

Gelecegin dev sigan1
Bir riiyada kargilagmistik
seninle
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Senin kiligina girmis, oynadigimi
hatirladim

Bu hapishanenin parmakliklar:
sevgiden yapilmig

Bilincin bir bedenin diginda da
var olabilmesi igin

Diinyanin vertigosunu
deneyimlemek

Ve 1518a karigtigini gérmek igin

Coziilme

Yumusaktir

Hafiftir

Bir fisilt1 gibi

Yeryiiziiniin bizi i¢cinde buldugu
magaradan

Bulutlara kadar

Dontisecegiz

Bu odada

Miizik duyuyorum

Bir yerden

Pek agina olmadigim

Ama kendimden bir seyler
buldugum

Sesi lizerinden

Solugunun
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ARMIN LINKE: Okyanusu Incelemek, derin deniz minerallerinin

dahil oldugu okyanus kaynaklar: madenciliginin sanayi, bilim,
siyaset ve ekonomiyle teknokrasi bakimindan igli digliliginm
aragtiriyor. Film, bilimsel aragtirmalar ve yasal gergeveler,
okyanuslarin gelecegi hakkindaki uluslararasi konferanslar ve
Biiylik Okyanus’taki yerel militan gruplar arasinda karmagik ag
baglantilar: Sriiyor. Haritacilik ve bilimsel yontemler bu aglarin
baslica araglari. Istanbul Bienali’ndeki bu yerlestirme igin,
Kont Luigi Ferdinando Marsili’nin 1679-80 yillar1 arasinda
Istanbul Bogazs’nda yiirdittiig, sualt: Slciimlerinin baglangict
sayilabilecek ¢aligmasinin igindeki tarihsel metinleri ve
cizimleri aragtiran okyanusbilimci Prof. Emin Ozsoy’la birlikte
Bologna’daki Marsili Miizesi’ni ziyaret ettik.

Belgeden ekran
goérintisi,

Nadia Pinardi,
Emin Ozsoy vd,
Denizi Olgmek:
Marsili’nin
Ogsinografik
Gezisil (1679-80)
ve Oginografinin
Kékenleri, Nisan
2018.
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TURIYA MAGADLELA:

Merkezini kaybetmis bir
diinyanin antropolojisi
Bir giir

Bunun {izerine diiglinelim o
zaman
Birlik igindeki bosluk
Eksiklik
Icerideki delik
“Imbo bo” - (delik anlaminda)
Kolaylikla doldurulabilir
Seksle
Sarhos eden genglikle
Yalanlarla
Sahtekarlikla

Zehirli iligkilerle

“Impilo ka lova”
“S’maidical”
“Heathcliff, benim, Cathy”

Anne

Vajinanin iginden
Rahme

Geri

Donmek isteyen

Bir adamin enerjisi
“Herkes biliyor feela”
“Rahmim kabahatli”

Merkeze donmek
Rahme dénmek

Korku

Afrika’da Tanri
Afrikali
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Ekonomik sistemlerin

Atalarin Klasik Avrupa kiiltiiriine kars1
Evrimi Afrika kdltiird

Gormezden geldigimiz
“Bsitsizlikler” benzerlikler

“Ben hig kugu gdlii balesi
Dogaiistli yapmadim”
Ugﬁncii goz

Miilkiyet
Insan-liktaki bencillik Editorlitk

Yazarlik

Endige verici finansal durumlar ~ Baglik

Yoksulluk Manzara
Ask Hadi bunlar {izerine
Aggozliiliik distinelim

JOHANNES BUTTNER: Sevgili arkadaglar,
Ben sahada buldugum malzemeleri dahil ederek mekéna dzgi
bir is {iretecegim. Isimin ve malzemelerin bu konuyu ayrintilt
olarak nasil yansitacagini birlikte gérecegiz. Burada size yakin
zamanda okudugum ve hem galigmamla hem de bu konuyla ilgili
oldugunu diigiindigiim metinlerle ilgili diisiincelerimi aktarmak
istiyorum.

1937 tarihli Zum Gefiihl der Ohnmacht [Gligstizlitk Hissi
Uzerine] baslikli metninde Erich Fromm, giigstizliigii ve
insanlarin elleriyle kurduklar: diinyaya yabancilagmalarini ele
alir. Insanlar harika seyler iiretirler ama o seyleri karsilarinda
bulduklarinda korkar, kendilerini o seylerin efendisi gibi
degil, kolesi gibi hissederler. O materyalist diinya tamamiyla
bir canavara, nasil yagamalar: gerektigini dikte eden bir tiir

“Riesenmachine”ye [devasa makine] doniigiir. Fromm insanligin
bu kadar yiiksek bir endiistriyel standart tuttururken, diger
taraftan nasil olup da bizzat yol agt1g1 savaglardan ve kendi
habitatinin yikimindan olusan bir felaketi engelleyemedigini
agiklayamayan, gelecekteki bir tarih¢iyi hayal eder.

Michel Serres, All in the Lifeboats (2011) [Herkes Cankur-
taran Teknelerine] baglikli metninde sadece karaya vurmanin
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-hayatta kalabilmek igin biitiin giigleri birlestirerek dogaya
karg1 stirdiiriilen savagin— gemide siiregelen tartigsma ve
Szyikim siirecini durdurabilecegini yazar. Bu 6ykii tabii
ki Nuh’un Gemisi anlatisina bir géndermedir ve kiyamet
senaryolarinin yazinin kendisi kadar eski oldugunu gosterir.

2017°de The Invisible Committee [GOriinmez Komite],
Now [$imdi] adl: makalesinde protesto gosterilerinin ve
materyalist diinyanin simgelerinin ortadan kaldirilmasinin
protestocular arasinda saygi dolu bir dostluk iligkisine yol
agigini tarif eder: “Isyanlarda insanin kendisinin ve bagkala-
rinin varlig parildamaya baglar, Devlet’in {iretme becerisine
sahip olmadig1 duru bir kardeslik olugur. Orgiitlenmis isyan
bu toplumun yaratamadig seyi tiretme kapasitesine sahiptir:
Canli ve tersine dondiiriilemez baglar.”

Gazeteci Deniz Yiicel, 2013 yilinda Istanbul’da gergekle-
sen —sehirdeki bir parkta bulunan agaglari koruma amaciyla
baglayan- Gezi protestolar: hakkindaki metinlerinde,
cesitli dini gruplar, solcu ve sagc1 aktivistler, LGBTI hak
savunuculari, futbol taraftarlari, sendikalar, Kiirtler gibi
marjinallesmis etnik gruplar ve herhangi bir politik gegmisi
olmayanlarin bir topluluk olusturmak ve protesto etmek igin
bir araya geligini anlatir.

Sebekeleri, gériinmez yapilar: vb. ile materyalist diinya,
kontrolden gikmig bir Golem’e benzer. Ben ¢aligmamda Erich
Fromm’un “gelecegin tarihgisi” bakis a¢isini1 benimseyecegim.
Yikic1 bir “Riesenmachine”yle [dev makine] hesaplasan
iitopyaci anlatilar beni yakindan ilgilendiriyor.

SIMON STARLING: Istanbul i¢in hazirladigim yeni igime dair, bir
bakima s6z konusu soruyla da iligkili olan notlarimi paylag-
mak istiyorum.

16. Istanbul Bienali’nin odak konularindan ve bienalin
cografi konumundan kismen ilham alan bu yeni igimde,
Henry Moore’un (1898-1986) bir heykelinin yeniden iglen-
mesi veya yeniden diizenlemesi olarak tanimlayabilecegimiz
eski bir galigmamu tekrar ele aliyorum. Parazit Istilast (Midye
Kapli Moore), Toronto’da nehir kenarindaki The Powerplant
adl1 galeride diizenlenen bir sergi igin 2006 ile 2008 yillar:
arasinda tamamlandi; bu heykelde goriiniirde birbiriyle
baglantisiz iki hikdyeyi bir araya getirerek sanat tarihi
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siyasetiyle gevre siyaseti
arasinda bir garpigma
yaratmaya galigtim.

Bu hikdyelerin ilki,
modernizme yerel bir
yaklagimi olmasina ragmen
kiiresel capta bir kariyer
inga etmeyi bagsarmis olan
heykeltiras Henry Moore’la
ilgili. Moore’un ¢aligma-
larini Toronto’ya tanitan
kigi, sanat tarihgisi ve casus
Anthony Blunt’t1. Blunt
Londra’daki Courtauld
Enstitlisi’nlin direktorld-
glintin ve KGB igin yerine
getirdigi gérevlerin yam
sira, 1947’de Toronto Sanat
Galerisi’ne danigman oldu.
1954’te Moore’un kisa siire
once tamamlanmig Kalkanl
Savas¢t (1953-54) adli
heykelinin galeri tarafin-
dan satin alinmasini teklif
etti. Bu gercek boyutlu
figiir Moore’un 1952°de Ingiltere’de deniz kenarinda buldugu
bir gakil tagindan esinle yapilmigti ve bu aligilmadik derecede
kaba, erkeksi figtlirlin koleksiyona dahil edilmesi biiytik ihtilafa
yol agt1. Belediyenin Moore’un Ug Yonlii Par¢a No.2: Okgu adl1
galigmasini Nathan Philips Meydani’na dikmek igin satin almasi
da benzer bir tartigmaya sebep oldu ve sehrin sanat camiasinin
farkli cenahlarinda milliyetgi bir muhalefet bag gdsterdi.

Moore’un Kalkanl Savas¢r’sini temel alan Parazit Istilast
(Midye Kapli Moore) adl1 gelik heykelim bir buguk yil boyunca
Ontario Go6li’niin sularinda birakildi. Bu stire boyunca
giderek biiytiyen bir zebra midyesi kolonisinin istilasina
maruz kalan heykel, Henry Moore’un Toronto sanat camiasina
tanitilmasiyla, Soguk Savag’in sonunda Great Lakes géller
yoresine gelen ve biitlin bolgeyi istila eden zebra midyelerinin
hikayesinin beklenmedik bir bicimde i¢ ice gegmesine sebep
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oldu. Giintimiizde bdlgedeki gollerde gelisip biiyiiyen yaklagik
ytiz seksen tlirden biri olan zebra midyesi, 1980’lerin ortas1 gibi
yakin bir tarihte Karadeniz’den yola ¢ikan ticaret gemilerinin
balast sulariyla bélgeye gelmisti. Aslen Rusya’nin glineydo-
gusundaki géllerde yetigen bu ufak, gévdesi qubuklu savasgi
tlir, Great Lakes’in ekosisteminde radikal bir doniiglimii de
beraberinde getirdi ve yerel hayvan popiilasyonu ile sehir suyu
sebekesinde biiyiik sorunlara yol agt1.

Daha sonra Ontario Sanat Galerisi tarafindan satin alinan,
gbvdesi zebra midyeleriyle kapli Parazit Istilast 5nce Moore’un
Savas¢r’sinin hemen yaninda sergilendi ama heykelin protein
bakimindan zengin yiizeyindeki glive istilasi nedeniyle sergiden
kaldirildi. Bu beklenmedik istila, galeride gorevli olan Sherry
Phillips ve Sjoukje van der Laan’in idare ettigi uzun bir
muhafaza stirecinin baglamasina neden oldu. Bu siireg, kamusal
alanda yiiriitiildii. Miizenin gagdas sanat galerilerinden birinin
biiylik panoramik penceresinin ardinda yiiriitiilen muhafaza
islemi bir yandan heykele yepyeni bir yagam bahsederken, bir
yandan da gortiniirde diga kapali olan miize ortamiyla miize
duvarlarinin Stesinde kalan “dogal” diinya, dogayla kiiltiir
arasinda getrefil bir iligki olugmasina yol agarak ¢aligmaya
dokunakli bir boyut katt1. Keskin gdzli bir heykeltiragin sahilde
goriip aldig1, mecazi anlamlarla yikli bir gakil tas1 olarak
yepyeni bir yasama baglamis olan, insan elinden ¢ikma formun

“doga”ya geri dondiirtilmesiyle kendi yagamina baglamis bu
heykel, titiz bir bilimsel islemden gegti. Bu slirecin dramaturjisi
ve estetigi isin temsili anlamini yogunlagtirmig gibi gériintiyor.
Istanbul i¢in hazirladigim yeni isimde iste bu anlami aragtir-
may1 planliyorum.

URSULA MAYER: Géksel bir cisim boslukta siiziiliiyor, gériintiisiini

olugturan pikseller harekette akicilik saglamak i¢in diizeltil-
mis. Sakin bir gekilde, siv1 kristaller arasinda Sylece duruyor.
Beklerken dans ediyor, doniiyor, davet ediyor, ¢agiriyor. Dijital
bir cehennemden, karanliktan giin 11¢1na gikmig sanki. One
uzattig ellerinden gikan elektrik 1g1nlarini ve 1g1k huzmelerini
goriince, ¢arpan kalbinin titresimlerini duyumsuyoruz. Bir
avatar, teknik sematik ve bedensel jestlerin bir melezi, bir
tekno-yagam sistemi. Davetkar kollarindaki yanip sonen
pariltilarla bizi kendine dogru gagiriyor.
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Evrenin sonu:
baglangic1.
Durakla.
Bagsla.

Tekrar et.

Bilginin Atesi Tiim Karmay1 Yakip Kiil Eder adl1 yerlestirmenin
merkezi figiirti, trans model Valentjin de Hingh’in rélantide
duran avatari. Video oyunlarindaki rélanti animasyonlari,
oyuncudan herhangi bir talimat gelmediginde hafifce soluk
alip verme veya ayaklarini sabirsizlikla yere vurma gibi gesitli
bekleme edimlerinin canlandirilmasina verilen ad. [Donna]
Haraway’in 21. yiizyil i¢in siborg kavrayisinin giincel bir versi-
yonu olan Valentjin rélanti animasyonu, insanin halihazirda
insandan-daha-fazlasi olan aglarla ig ige gegtigi insan-sonras1
d6énemin ikonu niteliginde. Yapay ve organik fenomenleri
harmanlayan bu yerlestirme, insanla insan olmayan varliklar
arasindaki ayrimlarin kayboldugu melez bir uzam tireterek
miigterek “dogakiiltiir” gelecegimizin neye benzeyecegini
tasavvur etmeye galisiyor. Ruh Kendini Makinelerde Resmeder adl1
daha kapsamli bir galigmanin bir pargas: olan bu video yerles-
tirme, dijital ortamimizda cisimlesme ve maddeselligin cagdas
formlarini aragtirmayi siirdtirecek.

SUZANNE HUSKY: Starhawk’in feminist eko-kurmacasi The City of
Refuge’un [Siginak Sehri] Deveran (gyre) adiyla anilan plastik
girdaba atifta bulundugunu ve kurmacada bu plastik girdabin
2050 yilinda, gézden kolaylikla ¢ikarilabilecek kdlelerin zehirli
plastik {irinleri hasat ettigi bir sahaya doniistiiglinii, korsanla-
rin da isin iginde oldugunu eklemek isterim.

CHARLES AVERY: Denizde bir yiiziicli, giines 1sinlarinin 1sitt1g1
suyun tadini ¢ikararak siiziiliiyor. Yakinlarda bir ada var. Bir
siire sonra, suyun ylizeyinin dalgalanmasindan, yakinlardaki
bagka bir varligin farkina variyor. Biiylik ve gizemli, ama dost
bir varlik bu. Yaratik bir stire suyun altinda geziniyor -bir ara
havaya su piiskiirtiiyor— kimi zaman kadinin o kadar yakinin-
dan gegiyor ki istese elini uzatip piiriizlii bedeninde gezdirebilir.
Yiiziicliniin fiziksel varliginin farkinda gériinen, hafife alinma-
yacak, mekani paylagmaniz gereken bir nesne o. Sonra birden
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denizin derinliklerine dalarak gézden kayboluyor ve kadimi
sevinciyle bas basa birakiyor.

Hakikat, yereldir. Ona sahip olamazsiniz. Belki, sansiniz
yaver giderse, onunla yiiz yiize gelebilirsiniz.

TURIYA MAGADLELA: Isimin diger bircok figiiratif caligma kadar
figtiratif oldugunu diisliniiyorum, ancak benim igimde figiir
ortadan kalkmis durumda. Sanat yapiti, bir figlirlin, yani
daha 6ncesinde orada olan insanin, artik sahip olmadig:
ortamdir. Bu durumda igim Antroposen’i yansitmiyor; isim
durumun ta kendisi.

EVA KOTATKOVA: Kamera ve makas araciligiyla gevrelerinden
(siklikla rizalari olmadan) koparilmis gesitli varliklar
arasinda gegici bir birlesme. ($u anda iginde bulundugum
kagittan diinyanin kaosunun bir pargas: bu. Yakin zamanda
bienal i¢in {izerinde ¢aligtigim empati yenileme makinesi
hakkinda bazi notlarimi paylasacagim; bu, gelecekte giindelik
yasamda ige yaramasini umut ettigim gercekdistii bir makine).
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TURIYA MAGADLELA - Eva Kotdtkovd’ya cevaben: Senin kaosun
benimkini, 6zellikle de hayvanlarla yasadigim kaosu
andiriyor.

AGNIESZKA KURANT: Son birkag yila yayilan ¢aligmalarim, dogayla
kiiltlirti ve kurmacayla gergekligi birbirinden ayiran muglak
sinirlar arasindaki benzerlikleri arastiriyor. Bu degisken
sinirlarin benzer oldugunu, gergekligimizin konstriiktivist
niteliginin dirtinleri oldugunu diigiindiim hep. Gergeklik, ¢ok
sayida bagka yapidan ve eylemlilikten olusan bir hologram-
dir. Kurmacalar toplumsal gergekligimizin yapitaglaridir.
Toplumun olugmasini para, tanrilar ve yasalar gibi miisterek
kurmacalar veya toplumsal yapilar saglamistir. Uygarlik tari-
hinde hem gesitli insan topluluklari hem de insan olmayan
varliklar, sémiirgelestirmeyi megru kilacak sekilde resmedildi.
Insan/doga/teknoloji veya dogal ve yapay gibi béliinmeler de
tiriimiziin dogay1 sémiirgelestirme ve kendine tabi kilma
hakkini elde edebilmek igin icat ettigi yap1 veya kurmacalar-
dan bazilar1. Tobias Rees gibi igbirligi yaptigim bazi antro-
pologlar bu meseleleri mikrobiyom incelemeleri, daha once
var olmayan ve katilsal olmayan organizmalar: tireten Crispr
ve yapay zeka caligmalari kapsaminda ele aliyor; “kiiltiir”,

“doga”, “yapay” gibi terimleri tamamen kullanim dis1 birak-
mayi planliyorlar. Bu konularin merkezini olugturdugu bu
sOylemleri sdmiirgecilikten arindirmak i¢in tamamuyla yeni
bir terminoloji olusturulmasina ihtiyag var gibi goriiniiyor.

Insan ve dogal/yapay béliinmesindeki déntigtimlere
dair sorular galigmalarimin temelini olusturuyor. Islerimin
biiyiik boliimii, evrendeki insan failler ile insan olmayan
failler arasindaki karmasik etkilesimi yansitmak amaciyla
dogayi taklit ediyor; canli organizmalar ya da kendi kendine
orglitlenen karmagik sistemler gibi davraniyor. Son iglerimi
insan olan ve olmayan gok sayida failden olusan kitlelerden
dig destek alarak gergeklestirdim. Insan dig1 zekdnin gesitli
bicimlerini, hayvan, bakteri, yapay zeka tiirlerini ve kolektif
zekd olgusunu aragtiriyorum.

2008’de Londra’daki Frieze Projects’te Ready Unmade
[Hazir Olmayan Nesne] adli1 isimi sundum. Bu is igin tig
papagana kdpek gibi havlamay1 6gretecek bir kus egitimci-
siyle anlagtim; bir tiir, iklim degisikligi ya da niikleer felaket
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sonucunda mutasyon gegirirse ve bunun sonucunda bir bagka
tiirin diline adapte olarak o dili 6grenirse neler olur sorusunun
cevabini hayal etmeye ¢alistim. Papaganlar birkag giin boyunca
birbirlerine havlayip durdular ve bSylece bir iletisim yanilsama-
sina yol agtilar.

Faillerin ¢cokluguna ve dogal ve yapay unsurlar arasindaki
sinirlarin bulaniklagmasina dair bu arastirmam cergevesinde,
kolektif zekdy: sanat tiretimine uygulamaya bagladim. Kolektif
zek4 insani-olmayan zekdnin bir parcasi. Biyolojide, fizikte ve
sosyal bilimlerde gézlemlenen bir olgu. Bat1 kiiltiirii, herkesin
zekdsinin beyninde yerlesik bulundugu bireysellesmis zeka
varsayimini temel alir. Buna karsin, giiniimiizde bilim insanlari
zekanin aslinda bagka varliklarda da oldugunu kanitlamiglardir.
Civik mantar, bakteri kolonileri ve termit kolonileri gibi siiper
organizmalar, paylagilan bilincin ve kolektif zekdnin birer
drnegidir. Kolektif zek4, biitiiniin pargalarin toplamindan fazla
olduguna igaret eder. Bir sistemdeki unsurlar arasinda gergek-
lesen binlerce veya milyonlarca etkilesim sonucunda, dogrusal
olmayan ve genellikle hi¢ beklenmedik bir sekilde yepyeni
formlarin ortaya ¢iktig1 durumlarda karsilagtigimiz bir olgudur.
Bu olgu termit ve bakteri kolonilerinde, kus siiriilerinde, inter-
nette, toplumsal hareketlerde, menkul kiymetler borsasinda, kent
dokusunda, trafikte vs. gozlemlenebilir. Gitgide gelismekte olan
bu toplumsal olgular1 ¢6ziimlerken, sanat iiretimimde alternatif
bir yaklagim benimsemeye bagladim ve iglerimde insan olan ve
olmayan binlerce failin kolektif zekdsindan destek alip bunlari
dis kaynak olarak kullanmaya bagladim.

2014’ten beri termit kolonilerini kullanarak melez heykeller
tretiyorum (A.A.IL, 2014-devam etmekte). Bu isler i¢in yaklagik
bir milyon termitten olusan termit kolonilerine gevsek renkli
kum, altin ve kristal alagimi sunuyorum ve birkag ay sonunda,
toplulugun kolektif zekds1 bu alagimdan bir termit hoyiigi inga
ediyor. Bu canly, renkli ve parlak heykeller dogayla kiiltiir arasinda
gidip gelen yapilar; her biri insan olmayan faillerin (termitlerin)
bir iiriind, dogal bir olugum (kaya) ve sanatsal bir form. Faillerin
goklugu ve gelecekte daha karmagik kolektif formlarin yerini alabi-
lecegi bireysel eser sahipligi kavraminin ortadan kalkmas: gibi
konular: arastirtyorum (bu, Wikipedia gibi kolektif bilgi iiretimi
mecralarinda halihazirda hayata gegmis bir geligme).

Gilintimiiz insani, hepsi eszamanli olarak faaliyette bulunan,
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¢oklu faillerden olugan bir karigim. Asagida dogal ile yapay veya
doga ile kiiltiir arasindaki bulaniklagan sinirlari aragtirdigim

iki 6rnegi sunuyorum; ikisi de insani, 6zerk oldugu varsayilan
karar verme mekanizmalariyla ve bu siirece katilan mikrobiyal ve
algoritmik faillerle iligkili.

Cok sayida gevrimigi sirketin insan davraniglari analizine
gore, karar verme mekanizmalarimizin biiyiik bélimiinde
otomatiklestirilmis ve en iyi haline getirilmis algoritmalardan
destek aliyoruz: GPS’ler, ¢opgatanlik uygulamalar: ve doktorlar-
dan ¢ok daha isabetli tanilar koyan, algoritma destekli t1bbi tani
sistemleri bunlardan bazilari. Yakin zamanda bilgisayar algorit-
malari, bize en uygun egitimin ne oldugu, kiminle evlenecegimiz
veya hangi partiye oy verecegimiz gibi konularda insanlardan ¢ok
daha iyi tavsiyelerde bulunacak seviyeye gelebilirler. Cok sayida
biliminsaninin ylrdittiigli aragtirmalara gore, bir kiginin en
Snemli bes kisisel 6zelligi, sadece internetteki tiklama modeline
bakilarak %80 oraninda bir kesinlikle belirlenebilir ve bu da gizli
tutmayi tercih ettigimiz kigisel 6zelliklerimizin sonunu getirir.
Yapay zekd, sadece tiklama Oriintiilerimize bakarak ve herhangi
bir kigisel veriye bagvurmadan, sevgi, kizginlik, depresyon veya
intihar egilimi gibi hislerimizi biz onlar1 duyumsamadan, hatta
onlarin farkina bile varmadan 6ngorebilir. Bu da gelecekte
insanlarin oy kullanma sekillerini etkileyebilir.

Toplumlarimiz, tercihlerimizin ve arzularimizin 6zgir
irademizi yansittig1 ve kimsenin bu iradeye erigsemeyecegi veya
etki edemeyecegi varsayimi tizerine kuruludur. Ancak bugiin,
sirketler ve hiikiimetler insanlarin karar verme mekanizmalarina
izinsiz miidahale edilmesini saglayacak teknolojiler gelistiri-
yor. Ornegin, insanlarin YouTube’da izledigi icerigin %70’
algoritmalarin olusturdugu tavsiyelerin etkisi altinda. Yuval
Harrari’nin de igaret ettigi {izere, hepimizin izinsiz miidahale
edilebilir hayvanlar oldugu gercegi 21. yiizyilda yagsamin belki de
en 6nemli olgusu. Tercihlerimiz, arzularimiz, kim oldugumuza
ve en hakiki 6zlemlerimize dair inanglarimiz iznimiz olmadan
miidahale edilebilir; bunlarin hepsi bagkalar: tarafindan idare
edilebilir.

Ote yandan, bilimdeki yeni gelismeler midemizdeki ve bagir-
saklarimizdaki mikroorganizmalarin akli durumumuz ve karar
verme mekanizmalarimiz tizerinde etkili oldugunu gdsteriyor.
Bu organizmalar depresyondan ve ruh halimizin degisiminden
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sorumlu olabilirler. Dolayisiyla, davraniglarimizi yoneten ve
mikrobiyomlar tarafindan belirlenen alternatif bir mantig1 da
g6z ontlinde bulundurmaliyiz. Bakterilerin bagisiklik sisteminin
zorunlu oyuncular: oldugunu idrak ettigimizde, bildigimiz
anlamuiyla benlik kavrayigimiz da tamamen ¢Sker. Misir
piramitlerini uzaylilarin inga ettigini savunan bilimkurgusal
yaklasim bedenlerimize de uygulanabilir. Organizmalarimiza
yabanci ama onunla simbiyotik bir iligki iginde olan gesitli
mikrop tiirleri igimizde yasiyor. Cesitli hayvanlarin midelerinde
bulunan panzehir tagindan inga edilmig bir piramitten olusan
Yabanci Arkeolojisi adl1 isimde bu igsel jeoloji ya da arkeoloji
konusunu ele aliyorum.

Bu arada, iligki kurdugumuz yeni yapay varlik tiirlerinin
neden oldugu bir evrimsel doniistime de tanik oluyoruz. Bunlar
bizimle farkl sekillerde konugan veya iletisime gegen ve bizim
de canli varliklar gibi davranmaya basladigimiz canli organizma
benzeri nesneler: telefonlarimiz, Alexa, Siri, Cortana, Rumba
ve benzeri akilli cihazlar. Ben sanat eserlerinin canli 6zerk
organizmalar oldugunu diisiiniirim. Yakinlarda, 1996’da
Japonya’da gelistirilmis ve canli organizmalar: taklit eden
yumurta bi¢imli, portatif, dijital oyuncaklar olan Tamagotchi’ler
tizerine diigiindiim. Bu oyuncaklarin diizenli olarak beslenmesi,
oksanmasi ve yliriiylise gikarilmasi zorunlu. Bugiline kadar
biitiin diinyada yetmis alt1 milyon Tamagotchi satilmig. Biitiin
Tamagotchi sahipleri hep beraber tek bir Tamagotchi’ye baksa,
civik mantarlar gibi kolektif zekdyla hareket eden yapay bir
kolektif organizma gibi davransa neler olacagini hayal ettim.
Daginik bir topluluk olugturacak bu organizma biitiin diinyaya
dagilmis yiiz binlerce insanin karar ve eylemleriyle harekete
gegerdi. Bu organizma yiiz binlerce insanin toplu tercihleri
ve mikro-kararlariyla sekillenirdi. Aslinda yerytizii de bir tiir
kolektif Tamagotchi. Hepimizin kolektif bir sekilde bakimini
tstlenmek zorunda oldugumuz yumurta sekilli bir olusum. Bu
distinceler, kolektif bir Tamagotchi gibi isleyecek bir ¢aligma-
nin ilham kaynag1 oldu. Bu projeyi énce Hayvan Interneti (2017-
2018) bagligiyla, simdi de Istanbul Bienali i¢in Déniigtiirmeler
(2019) adiyla hayata gegirdim.

Doniistiirmeler, enerji konusunu ve enerjinin evrendeki
biitiin varliklar1 yapayligina veya dogalligina bakmaksizin
kaynagtirmasini ele aliyor. Enerji, yapay zek4 algoritmalarini
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igletecek (zeka, ister biyolojik olsun ister yapay, her zaman bir
alt katmana, bir tagiyiciya gereksinim duyar) bir bilgisayar1
galigtirmak ve organizmalarin iglemesi, metabolize olmas1

ve evrilmesi i¢in gereklidir. Enerji ayrica jeolojik formlarin
yaratilmasi igin de gereklidir.

Toplam degeri aynen petrol ve gaz gibi tam olarak hesapla-
nabilen, paraya doniistiirtilebilen ve yeraltindan ¢ikarilabilen
toplumsal enerjilerin glicliniin yiikselige ge¢tigi bir dénemde
yasiyoruz. Doniistiirmeler, hareket halindeki bir t6z olarak
goriilen enerjinin toplumsal enerjiden termal enerjiye veya
elektrik enerjisine dontstiirtilmesinin yollarini aragtiriyor.

Bu yapit, yasayan bir organizma gibi dinamik degisimler ve
mutasyonlar gegirerek zamanla evrimlesiyor. Cesitli toplumsal
olgulari ve toplumsal enerji akiglarini sivi kristallerin evreler
arasi gegigleri tizerinden resmediyor. Bu stirekli gelisen kristal
tablo, diinyadaki protesto hareketlerinin Twitter beslemelerin-
den toplanmig ve bir algoritma uyarinca bir araya getirilmis
toplumsal enerjilerin dinamiklerine gére dontigliyor. Sonugta
maddede gercek doniigiimlere yol agan kiimelenmis toplumsal
enerjilerin ve insan davraniglarinin kolektif termal ayakizi elde
ediliyor.

Enerjileriyle termal ayak izini tireten insanlarin haberi
olmadan, kolektif olarak ve bilmeden yapilan bu tablonun
yiizeyindeki renk ve bigimler stirekli degisecek. Caligma, gergek
yasam girdilerinden beslenen, hesaba dayali, temsili bir “yapay
toplum” modeline bagli. Bu is igin 6zel olarak {iretilmis bir
yapay zekd sezgi-analizi programi diinyadaki protesto hareketle-
rinin Twitter beslemelerini ayrigtirarak kiimelendiriyor. Tablo,
protesto hareketlerine belli bir anda hikim olan toplumsal
enerjiyi ve mutluluk, cogku, umut, nefret, 6fke ve hiisran gibi
ruh hallerini temsil ediyor: Soyut bir enerji manzarasi, kiime-
lenmis toplumsal sermayenin kolektif zekdsinin bir portresi,
toplumsal enerjilerin giincel sicaklifinin daimi turnusol kagidi.

Bu ig, Manuel DeLanda’nin Gilles Deleuze ve Félix
Guattari’nin “tekilliklerin kiimelenmesi” kavramina (assemb-
lage) getirdigi yeni yoruma atifta bulunuyor; séz konusu teori,
maddi sistemlerin kendi kendine orglitlenme yollarini aragtiran
ve bu sistemi toplumsal, dilsel ve felsefi boyutlar: da kapsayacak
sekilde genigleten dinamik bir sistem teorisi. Bir yandan da, bir
toplumun kolektif zekisinin, molekiillerin veya partikiillerin
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davranigina ya da bakteri kolonilerine benzer denklemlerle tarif
edilebilecegi toplumsal fizikten yararlaniyor. Bir ekosistem, bir
dengelegim, farkli agamalardan gegen karmasik bir uyarlanabilir
sistem olan Doniistiirmeler, enerji ve sermayenin evrende nasil
hareket ettigini inceliyor.

Gilintimiizde ekonomi, enerjinin dolagimina ve gesitli
formlar: terk edip yeni formlara biirtinmesine giderek daha ¢ok
bel baglar oldu. 21. ylizyilda ~kiimelenmis degeri algoritmalarla
hesaplanabilen- toplumsal sermaye, finansal sermayeden gok
daha 6nemli bir rol oynuyor. Bunun sonucunda, toplumsal
enerjiler de bir Glgiide enerji piyasasinin bir pargasi haline
geldi: Tipki kémiir, petrol ve gazin dogal ortamdan gikarilmas:
gibi, toplumsal enerjiler de yeraltindan ¢ikariliyor ve nicelikleri
algoritmalar araciligiyla tam olarak Jlgiilebiliyor. “Halkin
glicii”niin degeri toplumsal fizik ve niceliksel analiz kullanila-
rak eksiksiz Olgtilebiliyor. Bugiiniin kiiresel ekonomisi enerjinin
bilgiye ve sermayeye akislari ile doniigiimlerini temel aliyor.

Bu is bir yandan da bilim insanlarinin uzun zamandir
yiirtitttigdi, insanlarin sanatsal yaraticiligini kopyalayabilecek
bir yapay zek4 tasarlama girigimini konu ediniyor. Burada da,
kalabalik insan kitlelerinin ugraglarindan faydalanan, yapay
zekéyla galigan bir sanatg1 temsil ediliyor.

Istanbul igin hazirladigim ve yine dogayla kiiltiir arasinda
salinan bir bagka galigmam da, kurgusal bir spekiilatif jeolojik
olusum. Insanlarin yeryiizliniin jeolojisi tizerindeki etkilerini
ele alan giincel tartigmalar: takip ederek, hem yasam tarzlari-
mizin hem de, Fordizmin iklim degisimine yol agan etkisinden
bir hayli farkli olacagini tahmin ettigim, post-Fordist ekonomik
tretim tarzlarinin yol agacagi ve yakin gelecekte ortaya gikmas:
muhtemel jeolojik olugumlar: aragtiriyorum.

Buradaki ¢ikis noktasi, yakin zamanda tespit edilmis olan
yari-jeolojik bir olugum: Detroit akik tag1 veya Motor City akik
tas1 adiyla da bilinen Fordit. Bu olusum Detroit’te ve bagka
yerlerdeki otomobil fabrikalarinda otomobillerin piiskiirtme boya
kullanilarak elle boyandig: (artik bu iglem de otomatiklegmis
durumda) raylarin ve kizaklarin {izerinde yillar boyunca birikmis
ve sayisiz kez pigerek fosillesmis olan otomobil vernik boyalarinin
bir sonucu. Fordit tasi kesilip cilalanabilen bir tag oldugundan son
zamanlarda gevrimigi mecralarda da dolagima girdi ve miicevher
yapiminda kullanilan kiymetli taglar gibi degerlenmeye bagladi.
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Fordit tas1, Fordizmin (20. ytizyilin baginda Henry Ford
Motor Fabrikasi’nda yiiriirliige sokulan ve ileri kapitalizmin
endiistriyellesmis, standartlagmag kitlesel tiretim ve kitlesel
tliketimini temel alan ekonomik model) yol agtig1 bir yan etki/
bir jeolojik olugum gibi goriilebilirse, biiyiik 6lglide zihinsel
emege, otomasyon ve enformasyon teknolojilerine dayanan
Post-Fordizmin yan etkisi veya jeolojik olusumu ne olacak?
Post-Fordizm, emegin zihinsel emege dontligsmesi ve soyut
bilgiye, genel zekdya ve toplumsal igbirligine bel baglamasi olarak
goriiliyor. Fabrika emeginin fikirler, telif haklar1 ve patentler gibi
maddi olmayan iiriinleri temel alan maddi olmayan emege donii-
stimtiniin nasil bir jeolojik olusumda cisimlegsecegini tahayyiil
etmeye caligarak bir post-Fordit tagi, spekilatif bir alagim trettim.
Diinyadaki cesitli fabrikalardan topladigim fosillesmis Fordit tasi
pargalarini bir araya getirerek soyut, kurmaca bir tag olusumu

yarattim. Bu soyut tagin her yiizi, farkl: bir ig kism1 agiga vuruyor.

Bunun sonucunda, ortaya M.C. Escher’in ¢izimlerini akla getiren,
tasin iginde farkl jeolojiler ayn1 anda varligim siirdtiriiyormus
izlenimini veren n-boyutlu bir imkansiz uzam ¢ikt1. Tagin renkli
ytizeyli ve ¢ok sayida Fordit tas1 par¢asindan olugan ytizleri, tek

bir n-boyutlu resimde eritilmis mini-tablolar olarak da goriilebilir.

Istanbul’da sergileyecegim bir bagka eser olan Mutasyonlar
ve Sw1 Varliklar’da, bagka sanatgilarin -Joseph Beuys, Richard
Prince, Carsten Holler ve Carol Bove- orijinal metal sanat
eserleri eritilerek bir araya getirildi. Eserlerden bazilar: hild ayirt
edilebilirken, bazilar: tamamen eridi. Sonunda elde edilen melez
nesne, bu farkli sanatsal formlarin ve anlamlarin bir karigimi
oldu. Hem formu hem degeri mutasyona ugratan bu is, eritilmig
sanat eserlerinin orijinal sertifikalarimi da igeriyor.

Bu galigma benim canli organizmalar olarak gérdigiim

fikirler ve sanat eserleriyle iligkili. Fikirler tipki genler gibi gelisir,

mutasyon gegirir, gogalir ve melezlesir. Fikirlerin mutasyonu
bazen kazara gergeklesir. Bir fikir zihinler arasinda yolculuga
cikabilir, bir sohbet sirasinda degiserek mutasyona ugrayabilir.
Fikirlerin gelisiminde tesadtifler nemli bir rol oynar. Ben sanat
eserlerinin glintimiizde edindigi mal varlig: statiislint, bir deger
ve toplumsal sermaye biriktirme birimi olarak roliind de aragti-
riyorum. Deger biriktiren mal varliklar: olarak sanat eserlerinin
akigkanligiyla stirekli degisip duran fikirlerin akigkanlig: arasin-
daki kosutluklar ilgimi ¢ekiyor.
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Istanbul’da sergiledigim bir bagka eser, Oliidoga, yeryiiziinde
yasamin evrimine dair alternatif senaryolarla ve yagamla
yasam-olmayan arasindaki ince sinirla iligkili. Yerytiziinde
yasam tamamen sans eseri ortaya ¢ikti ve bagka, alternatif
elementlerden de ortaya gikabilir, farkl: tliirde organizmalar
tretebilir ve insan tiirlintin asla evrimlesmeyecegi bir ortama
yol agabilirdi. Bu ig, bu paralel senaryolar: ele aliyor. Su anda
yasam ve yasam-olmayan, organik ve organik-olmayan, dogal
ve yapay kabul edilen geyler arasindaki stirekli degisen sinirlar:
aragtiriyor. Astrobiyoloji alanindaki son kesiflerden, érnegin
plastik yiyen bakterilerden veya milyarlarca yildir kayalarin
iginde kig uykusunda olan gizil viriislerden ya da yagamin
baslangicinin simiilasyonunu yaparak dlinyanin ilk sentetik orga-
nizmasini sifirdan iireten sentetik biyoloji deneylerinden ilhamla
tretildi: Yeni, diinya dig1 yagam formlar: olusturma potansiyeli
tasiyan sentetik hiicresel sistemler ve kendi kendini yineleyen
genetik polimerler ve sentetik ntikleik asit polimerleri (XNA’lar).

Bu ig Troy sehrinde bulunan Rensselaer Politeknik
Enstitlisii’'ndeki Diinya ve Cevre Bilimleri Boliimii’nde ¢aligsan
aragtirmacilarla igbirligi icinde sentezlenen bir tag heykel
formunda. Bu sentetik kayada kaynastirilan elementler yiliksek
basing ve ytiksek 1s1 kullanilarak gesitli jeolojik olaylarin simdi-
lasyonunun olusturuldugu laboratuvar deneylerinde test edildi.
Kaya, yagamla yagam-olmayan arasinda salinan gesitli bilesenler
igeriyor ve alternatif elementlere dayali bir yerytiziiniin nasil
gorlinecegini ya da insan uygarliginin sona ermesinden sonraki
gelisimini érnekliyor.

Formu geleneksel yontuculukta oldugu gibi mevcut bir
malzemeyi yontarak olusturmak yerine, malzemenin bilesimini
yontup gelecekte farkli formlar alabilecek bu bigimsiz kavramsal
malzemenin nano-dlgekli “manzara”sini planlayarak diizen-
ledim. Bu heykele, kayanin iginde “insa edilmis” manzaranin
¢oziimlemeli elektron mikroskobuyla gekilmis fotograflari eslik
ediyor.

Bu malzemenin iginde dondurulmus halde bulunan potan-
siyel, evrilerek bagka yasam formlarina da doniigebilir. Kaya,
biitlin elektronik tiiketim malzemelerinde ve diger endiistri-
lerde de kullanilan koltan, kasiterit (kalay), altin, volframit
(tungsten) gibi “gatigma mineralleri” ile insanin gelecekteki
ayak izinin partikiillerini igeriyor. Bunun yani sira, dogal tortul
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taneciklerin ve organik molozlarin (kabuk, odun gibi), kamp
atesi yakilmasi sonucunda ortaya gikan erimis ve sertlesmis
plastik eriyigiyle birbirine yapistig1, 6zellikle kiy1 seritlerinde
bulunan melez bir kaya tas olusumu olan plastiglomerat da
igerige dahil (bu olusum, Antroposen’in muhtemel gdstergele-
rinden biri kabul ediliyor).

Fosillegmis Gelecek, laboratuvarindaki mutasyona ugramais
meyve sinegi numunelerini bana vermeyi kabul eden, New York
Rockefeller Universitesi galigan1 genetikgi ve bagisiklik uzmani
Alexander Tarakhovski’yle igbirligi i¢inde yiiriittiigiim ¢aligmay1
temel aliyor. Meyve sinekleri laboratuvar arastirmalarinda ¢ok
sik kullaniliyor. Tarakhovski’nin laboratuvarinda, bagisiklik
sisteminin gesitli kurgusal hastaliklara tepkisini test etmek i¢in
uygulanan viriisler ve genetik modifikasyonlar sonucunda, her
meyve sinegi, dogal ortamda meydana gelmeyen ancak gelecekte
olacaklarin bir simiilasyonu niteligindeki farkli mutasyon siireg-
lerinden gegirmis. Ben de, milyonlarca yil boyunca kehribar
fosillerinin iginde kalmis bSceklere anistirmayla, bu mutasyona
ugramis sinekleri kehribara batirdim. Bdylece gelecek igin,
gergek ekosistemlerde belki asla var olmayacak ve daima potan-
siyel bir alternatif senaryo olarak kalacak, mutasyona ugramis
organizma fosilleri {irettim. Ancak, bildigimiz tizere, diinyada
gok sayida laboratuvar Zika viriisii ve bagka hastaliklar tagiyan
sinekleri mutasyona ugratiyor. Bu organizmalari bu gekilde
mutasyona ugratmanin gelecekte ekosistemler {izerinde ne
gibi bir etkisi olacagini kim bilebilir? Benzer bi¢imde, kalitsal
olmayan yeni organizmalar: sifirdan tiretmek ne kadar heyecan
verici olsa da, bunun bu yeni elementlere hazir olmayan
ekosistemlere nasil etki edecegini bilmiyoruz. Bu ekosistemler
bu elementlere kolaylikla uyum gosterecek mi, yoksa bunlar bir
doga felaketine mi yol agacak? Hepimizin bildigi tizere, bazen
ufak bir element koca bir ekosistemin tamamen ¢Skmesine yol
agacak bir tepkiler ¢i1g1m1 tetikleyebilir.

AMBERA WELLMANN: “Bu zeminin digi olarak cinsiyetlendirildigi

su gbtiirmezdi. Italya’da Yiiksek Rénesans déneminde resim
yapmak, gittikce artan bigimde, kaosu (disiligi) parca parga
boliimleyerek dogay: dlizenlemeyi ve zapturapt altina almay
saglayan bir sisteme doniistii, ki bu da 20. yiizyilda yerle bir
etme ve asfaltlama stirecine evrildi.” - Mia Schor
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Doga-kiiltlir ayrimlarinin cinsiyetlendirilmis, ikili boyutu;
resimsel alanda ilk ifadesini figliratif resimlerde buldu.
Bunlarin barindirdig: siddet, teknik beceri ad1 altinda makul
héle getiriliyordu.

Mekan sabit ya da duragan degildir; gorelidir, yere, nesne-
lerin ve igindeki seylerin duygusal giicline tabidir, bunlar
tarafindan dontstirdlir.

Melezlik, alternatif konumlarin su yiiziine ¢tkmasini sagla-
yacak mekan bigimi iglevini gdriir. Benim resmimdeki figtirler
de kendi etraflarindaki mekani yaratiyorlar.

SANAM KHATIBI: Oznelerimin her zaman flora ve faunayla aymi

diizlemde tasvir edildigini sik sik dile getirdim. Benim igin
tasvir ettigim figiirler hayvanlarla, bitki drtiisiiyle ve nesnelerle
ayni derecede oneme sahip. Bu anlamda, iretimimi bir anlamda
insani gevresinden ayiran fiziksel ve sembolik sinirlarin
¢Oktiigii anla iligkilendirebilecegimi varsayiyorum.

Resim yaparken genellikle kendimden gegerek galigirim ve
bir konuya digerinden daha fazla 6nem verme fikrinden higbir




zaman hazzetmedim. Bu ayni zamanda 6zne ile nesne arasinda
fark yaratmak i¢in de gegerli. Genellikle tasvir ettigim, yinele-
nen bir tarih dilimini secerim, fakat kafamda belli bir tarihsel
doneme iligkin gergek bir bag yoktur. Belki de karakterlerim
Antroposen sonrasi bir donemden geliyorlardir... Ya da belki
sadece alternatif bir bakis agisindan.

ELMAS DENiZ: Bu bienal igin birbiriyle baglantili iki yeni ig

firetiyorum. Bunlardan biri, su anda Istanbul’da yasadigim

yer olan Bomonti’den Taksim Meydani’na uzanan bolgede
yeraltina alinmuig ve isimleri cadde isimlerinde kalmig akarsu
ve dereleri kapsayan ti¢ boyutlu topografik bir rélyef; dige-
riyse, gocuklugumun gegtigi yer olan Bergama yakinlarindaki
Antik Yunan-Roma kenti Gryneion’un kiyisinda, bir ismi bile
olmayan, bakmaya degmeyecek kadar kiigiik ve yine kaybolmusg
bir dereden yola gikarak yaptigim bir yerlestirme.

Dogayla ilgilenmem aslinda ¢ocuklugumun dogada
gegmesinden ve Ozellikle evimize bir metre uzaklikta akan bu
dereden kaynaklaniyor. Bu igi hem kendi deneyimlerimden hem
de dereden yola gikarak yaptigim bir aragtirmayla sekillendi-
riyorum. Biiylik nehirleri biliyoruz ama kiigiik olanlar kayip;
kendileri gibi etraflarindaki canlilik, eski ve yeni insanlarin
deneyimleri de kayip. Arkeolojik kalintilara ve tarih kayitlarina
epey kendime gore bakiyorum. Yaptigim seye en yalin haliyle,
gegmisin izlerini bugiiniin cografyasinda ve dilde aramak
denebilir. Bu bir gesit cografi-tarih (Fernand Braudel) veya
hayaletli topografyalar meselesidir (Anna Tsing).

Insanin dogaya dogrudan miidahalesiyle degigen veya yok
olan cografya (landscape) isimin merkezinde yer aliyor. Uzun
stiredir ekonomik sistem-doga-insan iligkisi tizerine igler
tiretiyorum ve Antroposen kavramiyla yolun ortasinda karsi-
lagtim. Bu kavramui, tahribat sugunu kabul etmenin bir ifadesi
olarak kullanighi gérliyorum ama bunun diinya tizerinde yasayan
tim insanlara ait bir sug oldugundan hig emin degilim. Eger
Ozet bir ifade ararsam “Kapitalosen” aklima daha fazla yatiyor.
Diger yandan “geleneksel Bat1” ayrimlarinin pek ¢ogunu bir tiir
temsiliyet krizi tireticisi gibi gériiyorum.

“Temsil”in bilginin iiretiminde kapatic1 olmasi, gergekligin
seyreltilerek ve disarida birakilarak islenmesi her zaman kafami
kurcalad1. Yapay zek4 alaninda ilgimi ¢eken bir climle var: “Her
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bir temsil diinya hakkindaki bir seyleri digarida birakir.” Bu
disarida birakilma ile eksik bakisi elbette neoliberal kapitaliz-
min giderek dozu artan diizeyde yarisgi, tiiketen bir kiiltiirle,
agir1 uzmanlagmayla, ise yararlik kistasiyla insanligin geldigi
yerle yakindan alakali gériiyorum. Bu sebeple, pek ¢ok sanatgi
gibi manipiilasyonlara, eksik temsillere, tarihteki sapmalara,
ozellikle de bir tiirlii aktarilamayan “insan deneyimi”ne
bakmak ilgimi ¢ekiyor. Gorlinmeyeni goriiniir kilabilmek,
gorebilmek igin yeni gozler edinmek miimkiin mii?

Dogay: bilmek belki de sanat gibi. Bir giin bir arkadagim
bir deniz kestanesi iskeleti fotografi yolladi ve bana bunun
ne oldugunu sordu. Her mevsimde, her yasgimda, okudugum
her kitapla, yasadigim her olayla degisir ve biiyiirken; canlisi,
Sliisti, ayagima batan dikenleri, acis1, kabuk tizerindeki benek-
leri, kurumusg olaninin iyotlu kokusu, kururken iginde kalan-
larin ¢lirlimesiyle yayilan berbat kokusu, kumsaldaki kiriklari,
yavrusu, dikenlerinin renkleri, yavasca ytiriimesi, denizde ag
dolanirken bir-ikisini kirip yemek ve her mevsimde her halini
gozlemledigim dere agzindaki deniz kestaneleri...

- Biliyorum, dedim. Bu bir deniz kestanesi iskeleti.
- Ah, ben de yeni 6grendim, dedi.

DENiZ AKTAS$: Kentlerin hafizasinda yer edinen travmalar,
insan-mekan iligkisi tizerinden irdeliyorum. Mekanlarin bir
anlaminin ve karakterinin oldugunu distiniiyorum. Organik
bir bag var yagsadigimiz yerle aramizda. Yasadigimiz, nefes
aldigimiz mekanlarin giderek anlamini ve karakterini yitirdigi,
degistigi ya da bizimle olan baginin zayifladigi, kayboldugu
bir dénemdeyiz artik. Tanimsiz ve ndtr. Bir seylerin yapay-
lastig1 ve dogalligini yitirdigi zamanlara denk gelen galigma
pratigimde bazi durumlar: unutturmak i¢in gérmemeye,
bazilarini ise daha ¢ok gormek igin géstermeye galistim. Stireg,
bu bag1 hem giigli kiliyor hem de unutturuyor.

Yikim ile doga arasinda kaybolan igler...

Yokyerler’de yikimlarin, yikintilarin, molozlarin, siipriintiile-
rin ve hafriyattan sayilabilecek ger¢optin “dogal” yollardan
olugmadigini, dogal olanin tipk: yasadigim ve islerimde
yeniden tdrettigim cografyanin degismez yazgisi gibi siirekli
bir tahribat ve yeniden inga ile “dogallastigini” gériiyoruz.
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Bu tahribatin ve karmaganin {istline gidiyorum ve anla(t)maya MAX HOOPER SCHNEIDER: Degerli arkadaglar,
galistyorum... Bunu zoraki bir vicdan yansimasi olarak da Bunun bir pargasi olmak muazzam bir gurur.
okuyabiliriz. Yagadi§imiz mekéinlarin dokusundan tutun Bu Kita’ya saygilarimla:

kiiltiirel kodlarina varincaya degin hepsiyle organik bir bag
kurariz. Bu bagin devam etmesi igin oray: hatirlatacak ne varsa
gostermeye caligiriz. Marc Augé’nin yerin ruhunun gortintr
hale gelebilmesi i¢in var olmas1 gerektigini sdyledigi i dnemli
degeri, “tarih, kimlik ve anlam”1 dnemsiyorum. Nitekim
toplumlarin bulunduklari yerin ekonomik, cografi ve kiiltiirel
Szellikleriyle, iklimiyle, yapisal ve dogal gevresiyle iligkili bu
ifade, galigmalarimda dikkat ettigim 6nemli bir argiiman.

Yerin ruhu...
Temelde tarihi, kiltiirti olan yerler ile tarihsiz, zamansiz,
kimliksiz var olan yokyerler arasinda 6nemli bir ayrim vardir.
Yokyerleri gérebilmemiz i¢in yerin karaktersizlesmesi ve
anlamini kaybetmesi gerekir. Dort yildir diinyay: saran bir
kriz hali s6z konusu: Ortadogu’nun yikilmasi ve ingasi. Halen
devam eden yikimlar, sadece mekanlarin yikimuyla iligkili degil.
Ekolojik tahribat, bireyin kimligini kaybetmesi, go¢ ve miilteci-
lik gibi sorunlarla karg1 kargiyayiz.

David Harvey, Mekdn Meselesi adli derlemedeki yazisinda,
21. ylizyilda kentlerin hizla degiseceginden ve kimliksizlesece-
ginden bahseder. Mekanlarin degisiminin sadece toplumla degil
siyasetle de iligkili oldugunu biliyoruz. Siyaset her daim bir
mekéna ihtiya¢ duyar. Dogrudan o mekan {izerinden ilerlemese
de o mekan tizerinde hareket eder. Bu stireci Tiirkiye’de ve
Ortadogu’da gérmeye devam ediyoruz.
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JENNIFER TEE: G6g olgusuna kumaslar {izerinden bakiyorum. Son

yillarda, Avrupalilarin gemi Ortiisii olarak tanidigi Endonezya
isi tampan ve palepai’lerden aldigim motifler ile preslenmis
lale yaprag1 kolajlar1 yapiyorum. Kare seklindeki dokuma tekstil
tampan, antik ¢aglardan bu yana biiylik 6nem atfedilen bir
ticaret yolu olan Sumatra’nin giineyindeki Lampung bdlgesin-
den geliyor; burasi ayrica uzun bir stiredir kiiltlirler ve sanatsal
gelenekler igin bir kesigim noktasi. Lampunglu aileler tampan
kumagini ritiiellerinde ve her birey i¢in hayatin 6nemli agama-
larindan gegilirken yapilan gesitli torenlerde kullaniyormus. Bu

kumaslar agirlikli olarak i¢inde insan ruhlari, hayvanlar, kuslar,

gigekler, bitkiler, tapinaklar ve dallanip budaklanarak hayat
agaci bi¢cimini alan direkleri olan gemileri betimler. Bu imgeler
(insanlara ait) ruhlarin yeni hayatlara ya da obtir diinyaya
dogru hareket ettigi fikrini ortaya koyar. Bu arada kalmigligin
kozmolojisi, diinya nehrinde seyretme hali ve ruhun déniigiimi
Ozellikle ilgimi geken meselelerdi.
Ruhun, gékkubbenin de Stesin-
deki, tipk: yeralt: gibi gériinmez
olduguna inanilan yukar: diinyaya
erdigine inaniliyordu.

Dogu Asya felsefesinin kadim
ilkelerine gére dogadaki her ey
birbirine baglidir ve esas amag,
biitiin gevreyle biitlinlesip “bir”
olmaktir, bu da artirilmig bir
farkindalik ve karsilikli bagin-
tililiga dair sezgisel bir duyarlik
gerektirir.

Hem lalelerin hem de gemi
Srtiilerinin benim igin kigisel

Snemi biiytik. Babamu, kiz kardegi ~ Tirkiye’den kurutulmug lale

ve anne babasiyla 1950’lerde
Endonezya’dan Hollanda’ya gd¢ ederken bir gemi tagimuis.
Annemin babasinin Hollanda’da Lisse civarinda biiyiiyen
gigeklerin ticaretini yapan, lale sogan1 ihracati yliriiten bir
sirketi vardi. Onu da is igin sik sik seyahat ettigi Amerika’ya bir
bagka gemi tagirmus.

Laleler aslinda Tiirklerin hdkimiyetindeki Orta Asya’da

yetisen, Hollanda’da ise ilk olarak 1565 dolaylarinda yetistirilmis
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bitkilerdi. Bir sonraki ytizyi1lda Hollandalilar bu ¢igekten gesit
gesit lale elde etmisti, bu da bir botanik hazineye ve milli
gurur kaynagina doniistdi. Lale, Tiirklerin tarihinde de 6nemli
bir rol oynuyor: Tiirkiye’de 1718’le 1730 arasindaki déneme
“Lale Devri” denir, lale motifine seramiklerden halilara ve
kumaglara kadar pek ¢ok yerde rastlanir.

Istanbul Bienali’ndeki sunumum igin Hollanda’da tarihi
lale soganlarinin bulundugu bir ac¢ik hava miizesi olan Hortus
Bulborum’dan gelen lalelerin kurutulmus yapraklarini da
igeren yeni kolajlar hazirladim. Bu essiz bahge 16. yiizyilda
botanikgi Carolus Clusius’un Hollanda’ya tanittigi, Osmanli
Imparatorlugu’ndan gelen lale gesitlerini de barindiriyor. Bu
lalelerin hasadi ancak gigek agma déneminde, Nisan sonu,
Mayis basi gibi yapilabiliyor, bu da iglerin yapiminda mevsim-
sel bir dongiliyl zorunlu kiliyor.

HALE TENGER: Istanbul Bienali igin tirettigim ig, Biiyiikada

sirtlarindaki metruk, fakat cazibesini hild koruyan bir
kogskiin bahgesinde yer aliyor. Tarihgiler bu kdgkiin ilk olarak
1863-1866 yillar1 arasinda Konstantinopolis Patrigi olan III.
Sofronios (1798-1899) igin inga edildigini ve onun tarafindan
yazlik olarak kullanildigini, sonra da 1922 ile 1979 yillar1
arasinda ilkokul ve ortaokula déniistiirtildiigiinii sSyliiyorlar.
Bu terk edilmig bina simdilerde dort ya da bes katl1 girkin
apartmanlar tarafindan gevrelenmis durumda. Nasil ki bir
zamanlarin bu huzurlu ve giizel adas: artik kis aylarinda bile
turist akinina ugramaktan kurtulamiyor, Istanbul’un Anadolu
yakasina bakan tepeleri de devasa sehrin sabit ugultusundan
payin1 aliyor. Burasi kayip bir cennet, tipki diinyanin bagka
yerlerinde oldugu gibi... Bilimsel veri akisina bakilirsa bu
durum pek yakinda her tarafi saracak.

Fakat “yapmamayi yaparak” var olabilir miyiz? - eski Cin
Sgretisi wu wei, denememeyi denemek. (Lao Tzu, Tao Te Ching)
Ilerlemeye devam ediyoruz, yuvarlaniyoruz, yapiyoruz,

aliyoruz.

Uzun zamandir unuttugumuz bir verme-ve-alma
eylemi var, Eduardo Kohn’un How Forests Think: Toward an
Anthropology Beyond the Human [Ormanlar Nasil Diisiiniir:
Insanin Otesinde Bir Antropolojiye Dogru] (2013) adl1
kitabinda bahsettigi gibi.
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Bununla beraber farkindalik diizeyimiz ve diigiinme seklimiz ne
giinlerimizin akisiyla, ne de ego, hiyerarsik yapilar ve aggozliiliikle
girdaba gekilen yasayis ve eyleyis big¢imimizle ortiigiiyor. Tipk:
tizerimize ¢ok dar gelen bir kiyafet giymisiz gibi, vicdan stirekli
igeriden disariya patlayan bir sugluluk duygusu altinda eziliyor.

Antroposen. “Kiiltiir”iin baglangicindan bu yana seyleri
isimlendiriyoruz. Gok uzun zamandan beridir bdyle. Bir yandan
da diinya ve kdinat karsisinda insanin var oldugu zaman dilimini
diistiniince o kadar da uzun degil. Fikirleri, nesneleri anlama ve
inga etme gayreti igindeki insan iradesi sonsuz bir endige kaynagi.
Bir varolug bi¢imi. Sonsuz bir yuvarlanma hili. Sanki bir sonu
ya da baglangici varmig gibi zamani béliimlere ayirdik, bagka
seyleri de: topragi, insanlari, siniflari, cinsiyetleri, dogayi, kiltiirii,
distinmeyi, hissetmeyi.

Tium Oznelere ve nesnelere yapilan haksizliklar arka plandayken
yapmak ve eylemekten dolay: kendimi suglu hissediyorum. Fakat
yine de eylemeye devam ediyorum. Arada sikisip kaldim. Biraz
umudum var. Hala. Kararlilik. Géziimleme. GOztim.

Yerlestirmenin adi Suret, Zuhur, Tezahiir; agirlikli olarak ses ve
siyah obsidyen tagindan aynalardan olusuyor. Hem kurmaca hem
de gergeklik iizerine temelleniyor. Isin referanslarindan biri bitki-
bilimde uygulanan, “bilezik alma” adi verilen yéntem. Bu uygu-
lamanin ilk gegtigi yer, Theophrastus’un (yak. MO 371-287) Bitki
Incelemeleri baglikls botanik risalesi; kitap botanik diinyasindaki
bilinen en eski sistematize etme girigimi ve ayn1 zamanda bitkibi-
lim tarihindeki ilk yazili kaynak. Gliniimtizde hald uygulanan, iki
bin yildan beridir sliregelen bu teknik, “bilezik alma”, benim igin
insanin gevreye durmadan miidahalesine dair sembolik bir isaret.

Bilezik alma, hem orman ydnetiminde agaglar: 6ldiirmek tizere
hem de meyve agaglarinda meyvenin olgunlagsmasini hizlandirmak,
meyveyi daha biiyiik ve daha tatli hale getirmek igin kullanilir.
Islem agacin gévdesinde veya bir dalindaki kabugun gepegevre bir
serit olarak siyrilmasi ile gergeklegir. Bu iglem meyveyi biiyiitmek
igin, fazla derine gitmeden yapildiginda, sadece kabugun hemen
altinda bulunan floem kismi siyrilir. Floem bitkinin damar doku-
sudur, bu damar seker ve metabolizmayla ilgili diger mahsulleri
yapraklardan agagiya dogru iletir.

Agaglar 6ldlirmek i¢in uygulandiginda ise sadece floemin
degil, ksilemin de kesilmesi gerekir ki agag zamanla susuzluktan
ve/veya beslenemedigi igin Slsiin. Ksilem bitkilerde gévdenin ya da

Timini Yanitla 120

dalin daha i¢ kisimlarinda bulunan ve suyla birlikte ¢6zlinmiig
besinleri kokten yukariya ileten, ayrica gévde igindeki odunsu
maddenin olugmasini saglayan damar dokusudur. Bir bakima
floem insanlardaki atardamarlara, ksilemse toplardamarlara benzer.
Obsidyen sert, koyu renkli, cama benzer volkanik bir tagtir,
lavlarin kristalize olmadan hizla katilagmasiyla olugur. Tarih
Oncesi zamanlarda ok ucu, mizrak ucu ve alet yapiminda
keskin kenarli olarak iglenebilmesi dolayisiyla bu tasa gok
onem verilirdi ve baglica takas malzemelerinden biriydi. Siyah
obsidyen tas1 ayn1 zamanda “siyah ayna” olarak da bilinirdi ve
eski kiiltiirler ayna olarak ve gelecege dair kehanette bulunmak
i¢in kullandiklar1 bu nesneye sayg: duyarlardi. Siyah obsidyen
tagindan yapilmig en eski ayna, Anadolu’da (MO 6000 dolayla-
rinda) CatalhOytik evlerinin duvarlarindaki leopar tasviri kabart-
malarla birlikte bulunmugtu. Leoparlar Anadolu’da yok olal1 gok
oldu. Aynalarin soyu hala tiikkenmedi. Siklikla bilgelige dair bir
mecaz olarak kullanilan ayna, genellikle elinde bulundugu kigiye
eszamanli olarak kendi varlig1 iizerine diiglinmesini hatirlatan
bir simge islevi gortir, boylelikle kendini edilgen bir yansitic1
ayna degil, etken bir doniisim aynas1 olarak konumlandirir.
Suret, Zuhur, Tezahiir, umutla, acik uglu ve muglak bir temasa
hazir halde orada bekleyecek.

RADCLIFFE BAILEY: Sun Ra’nin Arkestra’sinda sarki sdyleyen June
Tyson g6yle haykiriyordu: “Eger Diinya’y: sikic1 buluyorsa-
niz, kabak tadi verdi diyorsaniz, buyrun Outer Spaceways
Incorporated saflarina gelin!” Caligsma alanim ortak bilinci,
paylasilan tarihleri ve 1rk, soy, g¢ ve hafizay1 seyahat imkani
tizerinden kesfediyor. Insanlar arasindaki mecazi ve fiziksel
boslukla, bunun insanlar aras: etkilesimde dayattiklariyla
ilgileniyorum - bu ister kiiltiirel igaretler olsun, ister bir odada
bulunan hava ya da kitalar: birbirinden ayiran okyanuslar.
Geniglik ve derinliklerinin igine ya da digina dogru ilerledikge,
okyanuslar neredeyse uzay bosluguna benzemeye baglar.

Son iglerimin Istanbul’un tarihi tersanesinde konumlanacak

olmasi benim igin 6nemlil, burasi insanlarin ve kiiltiirlerin
birbirine karigarak demlendigi bir yer; ayrica Istiklal Caddesi’ne

1 Bienalin mekén degigtirmesi sebebiyle bu is Halig¢ tersanesinde

sergilenemedi. (e.n.)
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de yakin, Sun Ra neredeyse uzaydan gelen Arkestra’sini otuz

yil 6nce bu caddede bir konser vermek igin buraya getirmisti.
Zamani nasil algiladigimiza kafa yoran Sun Ra, kendimizi erken
ya da geg bireyler olarak diigiinmek yerine belki de gezegenin
vaktinin dolup dolmadigina kafa patlatmamiz gerektigine
inaniyordu. Umarim yerlestirmem bu duygular iizerine derin
bir tefekkiiriin yolunu agar.

GLENN LIGON: Yanitlamamiz gereken sorunun orijinal hili artik
bende yok. Ilk hili, cagriyla beraber bu hayli enteresan e-posta
zinciri iginde kaybolup gitti.

Tesekkiirler.

MARGUERITE HUMEAU: Courbet’nin Veniis’ii, 150.000 yil 6nce
gergeklestigi tahmin edilen, bir grup kadinin ilk kez tesadiifen
psikoaktif maddelere rastladig: bir hadiseye dayaniyor. Bu
psikoaktif maddelerin alinmasiyla beyin standart modunu terk
edip insanlik tarihinde esi benzeri olmayan bir sekilde kesfedil-
memis alanlara daldi. Bu olayin dogurdugu muazzam sonuglar
belki de sinir hiicrelerinin yeniden yapilanmasina yol agti; bu
olay mikroskobik Slcekte gergeklestigi igin hissedilmiyordu.
Insan beyninin bu yeni yapilanmasi, diger primatlarinkinden
tamamen farkli, yeni bir toplumsal yapiyr miimkiin kildi. Bu
tasavvurlar: sinamak ve taklit etmek hep aciliyet gerektiriyordu.
Bu nedenle zihnin bu yeni deneyimledigi yolculuklarin, dilin,
sanatin ve dinin kdkeni olabilecegi iddia ediliyor.
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Bette Hagens’in yazdig: bir makale buldum, bu makalede
Veniis heykelciklerini hayvan beyinleriyle kiyasliyor ve ¢arpici
fiziksel benzerliklere dikkat gekiyordu. Hagens, tarih6ncesinde
samanlarin zihin degistirme yoluyla ruhani cogkunluga ermek
i¢in hayvan beynindeki psikoaktif kisimlari yediklerini tahmin
ediyor. $amanlar belli ki iletigim kurduklar1 ya da bagkalagarak
doniigmek istedikleri hayvanlarin beyinlerinin belirli béliimle-
rini segiyorlardi. Hazirladiklar: karigimlar: gesitli malzemelerin
tizerine kaziyarak argivlemis olabilirler. Bu ruhani yolculuklara
rehberlik eden yontulmus tarifler daha sonra “Veniis heykel-
cikleri” adin1 almig olabilir; bundan hareketle Veniis heykel-
ciklerinin ilk insanlarin 150.000 yil dnce psikoaktif maddeleri
kesfetmesinden sonra bu yeni néron yerlesiminin simgesi
olmus olmasi da mimkdin.

29,7 x 42 cm

Marguerite Humeau, Dinyaya Bir Kez Daha
Yabanlarin Géziiyle Bakmak, aydinger kagidi

lizerine siyah tlikenmez kalem,

Courbet’nin Veniis’i karanlik bir yerde oturmaktadir. Gruptaki
diger kadinlar da buradadir ama ruhlar1 ¢oktan bedenlerini terk
etmistir; sadece sesleri, sakince nefes alip verigleri ya da tekrar
eden sarki sOyleyisleri duyulur. Kadin figiirleri ilkel bir trans
halindedir. Sesleri bizi zihinlerindeki yolculuk iginde gezdirir;
bazen gesitli hayvanlara doniigiir, bazen de insani becerilerinin
sinirlarina erigirler. Hayatta kalmak igin insan bedeni kiliflarin-
dan siyrilip bir bagka seye doniligmeye zorlanirlar.
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bir perspektivizm (Viveiros de Castro) icat etmek zorundadir.
Caligmalarimiz bu meseleleri nasil yansitiyor?

II,

MONSTER CHETWYND: Hayali medeniyetlerle iligki kurabiliyorum.

Kendilerini kayip bir cennete slirmeleri gerekir. Bu da konuyu
yine bize getiriyor... Gaia’nin iginde erimeli miyiz, yoksa
havalanmak icin gereken teknolojik sevk imkanini mi yarat-

Yaptigim performanslar pek ¢ok agidan goniillii bir tarikat;
performansin devam ettigi siire boyunca var olan bir tarikat.
Sanki hayati bekletebilirmigsin ve belli bir zaman gergevesinde
disavurumcu ve deneysel olabilirmigsin, sonra da bu zaman
cercevesi sona erince her sey eski hiline donebilirmis gibi.
Ulusal sinirlarin gittikge daha katilagtig: ve gliglendirildigi bir
zamanda sinirlarin yikildigini okumak hayli ilging.

Serbest diistis, dogaglama hareket etme ve ne yaptigimi
bilmeme hissi hosuma gidiyor. Tarot kartlarindan asilmig adami
seviyorum. Kendi kaderiniz veya inandiginiz gey tarafindan

IV (Sibiryall Bir Samanla Konugmalar),
aydinger kagidi lizerine siyah tilikenmez kalem,

42 x 59,4 cm

maliy1z? Bu bagka bir mesele. Sorun, “degismenin yok olmak askiya alinma veya bekletilme fikri hosuma gidiyor.

anlamina da gelmesi” (Ali Mitchell). Bu hem biiyiileyici hem de Antroposen benim hasretini ¢ektigim alani yaratiyor sanki.
dehsetengiz bir distince. Potansiyel olarak yeni bir baglangi¢ ya da gegmisin sorumluluk-
lar1 ve vicdan ylikiind bir kenara birakip hayali medeniyetlere
miisamaha gdstermek i¢in bir firsat. Belki de yanlis anladim,

Marguerite Humeau, Trans Igaretleri I,

III,

1

[}

E‘) 5 fakat 6zl bu sanki: Kaliplagmis siniflandirmalar ve kat:
§ }:, g kurallar yerine, yaraticiligin ve tozlagmanin 6niiniin agilmasi.
- Antroposen zamanin ve mekinin dniinii agiyor.
§ g : Yari insan yari hayvan hibrit yaratiklar yapiyorum, seksi
5 E?ﬁ § straplez bluzlar ve ihtigamli zirhlar giyiyorlar. Ayrica Gorgon
g5 kafas1 seklinde bir ¢ocuk bahgesi de yapabilirim. Her sey Eyliil
E ,E AR ayinda belli olacak. Yaptigim geyle tartisilan fikirlerin birbiriyle
0§ 8" ilintili oldugunu digintyorum.
L~ ‘N N
iott
2596 EN MAN CHANG: Yanutlamak icin birinci ve ikinci soru arasinda segim
5 § 139 E yapmak zor, ¢iinkii sorular birbirine bagliymis gibi gériiniiyor.

Dogu Asya’da, egemenligi hi¢bir zaman taninmamis olan
kiiglik ada devleti Tayvan’da dogdum. Cin devletinin politik
giicti tarafindan stirekli tehdit edilen bir ulus. $ehirde yetisti-
gim igin anne tarafimin yerli kiiltiirtin{i tanimadan bilytidim.
Tayvan’in yerli kiiltiirlerini tagradaki memleketime déndigiim

NICOLAS BOURRIAUD: Tim Ingold, “Antropoloji, icinde insanlar
olan felsefedir,” der. Sanat izleyiciyi de igerir, ayrica alternatif
ya da birden ortaya ¢ikan topluluklar: ya da hayali medeniyet-
leri kucaklayan antropolojik bir yaklasimla karsilastirilabilir. zaman anlamaya ve 6grenmeye basladim. Yerli topluluklar
Gegmis ise, Walter Benjamin’in sozlerini 6diing alirsak, Tarih’in sayesinde dogayla insan arasindaki karsilikli bagliliga dair yeni

“bozguna ugramis” alternatif versiyonlarinin arkeolojisi olarak bir bakis agis1 geligtirdim.
tammlanabilir. Antropoloji de sanat da ¢ok sayida bakis agisiyla Tagradan gehre dondiigiimde Ljavek yerli topluluguyla iligki
iliskilenmek ve Batil1 “ilerleme” anlayisinin otesine gecerek gercek kurdum. Sehirde yasayan pek ¢ok kabile gibi Ljavek toplulugu
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da tarihlerindeki getrefilli olaylarla sekillenmisti. Tayvan’daki
yerli topluluklar, diinyanin geri kalani gibi imparatorluklarin
genisleme slirecine maruz kalmigti. Tayvan’daki somiirgeci giigler,
17. ylizyilda Hollandali Dogu Hindistan Sirketi ve Habsburg
Ispanyas’yda. Cin’deki Han ve Qing hanedanlar: dénemleri
boyunca stirekli bir Han gogli devam etti. 20. yiizyildaki somiir-
geci giligler ise tilkeyi istila eden Japonlar ve bunu takiben baga
gelen -1949’da Cin’den kagan- Kuomintang hiikiimeti oldu.
Bu yabanci gligler dogal kaynaklar: yagmaladi, geleneksel yerli
bolgelerinin yok olmasina ve yaganamaz hale gelmesine neden
oldu. Sonug olarak yerel halk, Tayvan’da sehirlesmenin erken
donemlerinde diigiik ticretle galigtirilan iggiicline dontistd.
Thomas Hobbes, evreni mekanik olarak hareket eden nesne-
lerin biitiint olarak diigliinliyordu. “Doga durumu” ve “kéken
durumu” kavramlarini 6nermisti. Eger modern tilke kavraminin
temeli modern zamanlarda atilmigsa o zaman kapitalizmle
derin baglantilar: var demektir. Japon somiirgecilerin iggalinin
ilk zamanlarinda Tayvan ormanlari, 6zellikle daglik bolgedeki
ormanlar, kimseye ait olmayan topraklar olarak kabul ediliyordu.
Kaohsiung sehrinin planlamasi yapilirken ayni sémiirgeci tavir
benimsendi ve Ljavek yerlilerinin topraklar: kimseye ait degilmis
gibi degerlendirildi. Bir topluluk, devlet tarafindan insan yerine
konmuyorsa ve haklarini korumak igin sesini duyuramiyorsa bu
durumda ben nasil bir tavir almaliyim? Belki de Gayatri Chakravorty
Spivak’in Madunlar Konugabilir mi? adl1 makalesi bu konuda iyi bir
referans olabilir. Ben igbirligi stirecinin 6nemine odaklandim.
I¢inde biiytidiigiim cevre biiyiik oranda Batili ve ana akim
Cin Han kiiltliriinln etkisi altindaydi. Yabanci kiltiirlerin yerli
kdltiirleri istilas1 6zellikle Bati siyaset ve dininin biiytik etkisiyle
heterojen hale geldi. Ancak, farkli kiiltiirlerin etkisi yeni bir
kiiltiiriin olugmasina neden oluyor. Ben 6zellikle giincel yerlilik
kavrami ve biyopolitika konulariyla ilgileniyorum. Yerli halklarin
yazil1 kayitlar: yok, yalnizca s6zlii tarihleri var. Dogal kaynaklara
dair akademik aragtirmalar i¢in kullanilabilecek ¢ogu malzeme
antropolojik ya da flora ve faunayla ilgili. Tarihsel belgelere
ancak Japon iggali sonrasindaki dénemden itibaren ulagilabiliyor.
Kaybolmus yerli kiiltiirel kimligin iz ve kanitlarina ulagmak i¢in
yalnizca Japon somiirge kaynaklarina giivenmek zorundayiz.
Sanati, bu kayip kiiltiirel boslugu doldurabilecek bir telafi yolu
olarak goriiyorum.
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AGNIESZKA KURANT: Bugiin insanlar stirekli bir doniigiim, stirekli

bir evrim iginde. Belki de dnceleri antropoloji olarak bilinen,
daha 6ncesinde ise kdiltiir olarak adlandirilan seyle iligkili
olarak; insan ve insan-disi1 bilgi alanlarina uyarlanabilecek

en uygun kavram Michel Serres’in “kiimelenme” kavramidir:
Bireysel hikdyelerin yani sira bir dizi farkli 6geden (fikirler,
teknolojiler, insanlar ve kurumlar) olusan, stirekli hareket
halindeki bir bi¢im. Serres modern bir arabay: farkli dénem-
lere dayanan, birbirinden tamamen farkli bilimsel ve teknik
¢ozlimlerin toplami olarak degerlendirmeyi 6neriyordu. Bence
bu kiimelenme kavrami, ortak zekd goriisti ve onun ortaya
¢ikisiyla iligkilendirilebilir, ayrica insan ve insan-dis1 aktorlerin
ve bigimlerin (hayvanlardan mikroplara ve yapay zekdya kadar
uzanan) kiimelenmesi olarak tahayyiil edilebilir. Bir bakima
internetteki memeleri de merkezi kontrol olmaksizin insanlarin
miisterekliginin yarattigi kiimelenmeler sayabiliriz.

Tobias Rees, After Ethnos [Ethnos’tan Sonra] (2018) kita-
binda, antropolojinin teleolojik olmayan hareketi —yani degisim,
mutasyon, yeniden yapilanma ya da ¢ézlinmeyi- analiz etmesini
Onerir. Bilgi analizinde kullanilan nesneler sabit degildir, hem
de mutasyona ugrarlar. Bunun sonucunda ortaya gtkan bilgi
herhangi bir bilinebilecek sabit, nesne benzeri olusuma atifta
bulunmaz. Bilgi daha ziyade tanima, agilma, slirpriz, kesif ve
raydan ¢ikma geklinde ortaya gikar. Analiz nesneleri, nesnelerin
iginde ¢6zlindligi (ya da mutasyona ugradigi) durumlardir.
Rees, antropologlar hareketi yakalamak igin hareket halindeki
seylerin diizenini ele almalidir, der.

Catherine Malabou ise insan beyninin elastikiyetinden
bahseder; ben de son galigmalarimda toplumsal beynin
elastikiyetini —bir¢ok aktdriin ortak zekisini ve toplumlarimizin
doniisiime ugrama bigimlerini- arastiriyorum.

HAEGUE YANG: Yakinlarda tesadiifen, 1980’lerden kalma 2000

Yili Gelince adl1 bir Kore pop sarkisini yeniden kegfettim.
80’lerin o eglenceli gérselleri ve dans stili ne kadar tani-
diksa, konugma 6zgiirliigiiniin olmadig1 ayn1 dénemdeki
Giliney Kore’nin karanlik siyasal iklimi de o kadar tanidikt1.
Sarkinin masum sdzleri beni sarsti: “Milattan sonra 2000,
uzaya gitme ¢ag1 / Yildizlar arasinda dolagacagiz bir roketin
iginde / Savaslar bitecek o zaman, diinya sonsuz mutlulugu
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tadacak / SSyledigin sarkinin sézleri ¢inlatacak tiim diinyay1”.
Askeri bir diktatOrliikte yasarken milenyumla ilgili bir
sarki séylemek ne anlama gelir ki? $arkida kullanilan gelecek
zamanla, o dénemde hicbir gelecegin olmamasi gergegi arasinda
derin bir ugurum var. Bir ugurum da bugiinden bakinca
goériinen o uzak gegmis ve yine de gelecege yapilan vurgu
arasinda. Bu ugurum, sarki s6zlerinde kullanilan ve belli bir
zaman araligina isaret eden zaman kiplerinin yani sira politik
bakista da goriliiyor. Bu ugurumun tam gekli bir Mdbius seridi.
Timothy Morton’un Karanlik Ekoloji (2018) adl1 kitabinda
yazdig1 gibi Mdbius seridi sadece tek yiizii olan {i¢ boyutlu bir
sekil. Yine de bu dolambagli ugurum, ikili olmayan bir diigiinme
tarzinin gerekliligine igaret ediyor. Doga ve kiiltiir, dzneler
ve nesneler, hatta benim 6rnegimde mekan ve yer ile gegmis
ve gelecek gibi kavramlar arasinda igaret ettigimiz ayrimlar:
kirmaliyiz. Eger adini koyabildigimiz ayrimlar varsa bile, bunlar
kendi ayirici 6zelliklerini korumak yerine, kendi karsitliklariyla
bir arada var oluyorlar.

CLAUDIA MARTINEZ GARAY:

LiMa

RCASTILLO

Fotograf: R. Castillo, 1890, Peru
Su anda Berlin Etnoloji Miizesi koleksiyonunda.
Nesneler satiga sunulmak ilizere genellikle bdyle yerlestirilirdi.
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Gegmigsi veya seylerin kékenini anlamaya galigmak benim

igin giig. Bu bilyiik dl¢iide kargilagtigim seylerin yari terk
edilmis, yar1 harap olmus ya da yar1 silinmis olmas: yiiziinden.
Gegmisten gelen kimi seyler ¢alinmig ve kanundisi yollarla
yurtdisindaki miizelerde yerlerini bulmuglar. Bu nesneleri,
diinyanin dort bir yanina dagilmis, belki de yurtlarina bir
daha hi¢ dénemeyecek olan kagirilmis antik kurbanlar ya da
gecmisini ve gelecegini merak eden, hikdyeleri mechul kayip
Ozneler gibi dliglinliyorum. Ve her ne kadar somiirgelestirilmig
tilke onlar1 geri istemeye niyetlense de hi¢bir zaman dénmeye-
cekler. Gelecekte bizden daha uzun yagama lanetine ugramiglar.
Bambagka bir yerde.

ELOISE HAWSER: Cop Bosaltma Alani adl1 filmimde kamera, bir

atik toplama alanindaki ¢6p daglarini uzaktan idare eden bir
operatdriin omzundan bakiyor. Bir cam duvarin ardindan,
kolunun bir uzantis: héline gelmis dev bir mekanik pengeyi
hareket ettiriyor. Penge, atik y1iginlarinin arasina derinlemesine
giriyor, kimyasal gazlarin toksik bir yangina yol agmamasi igin
oksijen almalarini sagliyor. Ender de olsa gergekten alevler
belirirse, ¢6p sahasini 1slatmak igin tazyikli su devreye giriyor.
Film gekilirken, yakilmay1 bekleyen ¢6p tepelerini tarayan ve
bizzat kepgenin tizerine sabitlenmis ikinci kameranin 1slanma-
sin1 6nlemek igin tazyikli
su gok dikkatli bir sekilde  Garfield phone mystery solved in
kullanildi. Kameranin Brittamy - 35 years later
lensine aligveris posetleri,
el arabalari, plastik bir
araba tamponu, Noel’den
kalma simli bir gerit takilda.
Burasi bir atiktan
enerji elde etme alani: Atik
gomme gukurlarindan
borular ve alevlerle igleyen,
teknolojik anlamda
dinamik bir sisteme
doniigen atik endiistrisi

For 14 ywars, 1 s

igin yeni bir tiir makine g e st o Brsany st very .
H Tad 3 oty hum Lo sty o wHTE Lhap Troom; duy afber cary, hocals
mimarisi bu. Enerji artik R e e e

dogrudan dOgruya atiktan The Guardian, 29 Mart 2019
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elde ediliyor; giig, 1skartaya ¢ikarilmig malzemelerden ayrigtiri-
liyor. Bu alanlar, siniflamayi elleriyle yapan insanlarin yaninda,
karmagik teknolojik ve mekanik sistemleriyle —1s1klandirmalar
ve kepgelerle— capcanli. Bu mekédnlar duyusal olarak bunaltici:
Sahada gegen her giiniin sonunda, kiyafetlerime mekanlarin
giiglii kokular: sinmis olurdu ve atik yiginlar: bosaltilip
taginirken bir tlir ruhsal tiksinti hissederdim. Ama alanin bir
bagka bolimii daha var — “kuru” boliimii. Toplama alanini bir

camin ardindan, temiz, korunakli bir konumdan izleyebilirsiniz.

Burada, kontroldriin doner iskemlesinde, bir elinizle kontrol
gubugunu tutarken, éniintizde durmaksizin akan ¢6p gercek
degilmis gibi goriiniir.

Bu atiktan enerji tiretim tesislerinde nesneler “hammadde”
hiline gelirler; geri ddniistiiriilmeden 6nce kendileri
hakkindaki toplumsal anlatilardan ve eski kullanimlarindan
arindirilirlar. Bu anlamda dogay: artik ~odun, gaz ve petrol
gibi- endiistrinin igleyecegi bir malzeme olarak diisinmek
miimkiin degildir. Oyle gériiniiyor ki, kitlesel tiiketim ve
kitlesel atik ¢aginda, artik dogal kaynaklardan elde edilen
hammaddeler yerine, endiistriyel silireglerle iglenmis ve daha
sonra yeniden iglenmis ikinci dereceden malzemeler gegiyor.
Déongiisel ekonomi diye adlandirilan yaklagimin hedefi, endiist-
rinin tizerinde caligtig1 her seyin zaten iglenmis, bozulmusg
ve altyapisal siireglerle yeniden iglenmis olmasiyla bu iglemi
mitkemmellegtirmek.
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Antroposen hakkinda diigtiniirken, dyle goriiniiyor ki
“doga” dedigimiz gey tam da bu giderek artan oranlarda tekrar
edilen, dongiisel siiregten diglanan seyler. Bienalin bu seneki
temasi, Yedinci Kita tizerine diigtintirken bu “kita”nin, sadece

bizimle arasindaki gergek, fiziksel mesafeden dolay1 degil,
bizim altyap: sistemlerimizin diginda, kendi hilinde stiriikle-
nip gidiyor olmasindan dolay1 da ¢ok uzaktaymis gibi goriin-
mesi bana carpici geliyor. Isim, altyapinin, yalnizca malzeme
olanin aksine, toplumsal olani nasil filtreden gecirdigini ve
diizenledigini gésteriyor. Ornegin filmimde bu tarz bir filt-
relemeyi tam da yasandigi anda, atik nesneler bozulmus ama
hentiz geri doniigiime girmemigken, arada kalmag, tekinsiz bir
halde bir zaman uzaminda var olurlarken izleyebiliyoruz.

SUZANNE HUSKY: “Eski organik diinya goriigl, kutsal olanin her

canlida mevcut oldugu diigiincesi, Bat1 kiiltiirii tarafindan
gegersiz kilinds (...) yasayan diinya bir makine gibi, eninde
sonunda tam olarak bilinebilir ve denetlenebilir olan cansiz,
atomize pargalardan olusan bir sey gibi gértliir oldu.”

Starhawk, Truth or Dare: Encounters with Power, Authority
and Mystery [Dogruluk mu Cesaret mi: Giig, Otorite ve Gizem
ile Kargilagmalar], 2016.

“Zamanimizin esas macerasi: Endiistriyel olarak biiylimiis
toplumdan kendi kendine yeten bir uygarliga dogru déntisiim.”

Joanna Macy ve Chris Johnstone, Active Hope: How to Face
the Mess We Are in Without Going Crazy [Aktif Umut: iginde
Bulundugumuz Kargasadan Delirmeden Nasil Cikariz?], 2012.

Yeniden dogma (2019) adl1 yiin hali ¢aligmam, bu hayatta
benimsemeyi sectigimiz bigimin veya ideolojinin -bitki,
hayvan, ¢iftlikte kdhya, sirket girigimlerinin hizmetinde bir
polis vs.— ne oldugu fark etmeksizin, hepimizi birlegtiren
yasam agini tasvir eder. Halilarim Bati’ya has ¢evre miicadele-
leriyle birlikte Afgan savag halilarini andirir.

ELMAS DENiZ: Cocukken babami bir ansiklopedide gérdiigiim

Aborijinlere benzetiyordum. Yazlar1 yagadigimiz kasabaya
tatile gelenler de bize “yerli” derdi. Tiirkgede “local” ve
“indigenous” kelimeleri igin ayni kelime, “yerli” kullaniliyor.
Bundan olacak, kendimi hep yerli sandim, epey uzun stire.
Amazon yerlileri vardi, her yerin yerlisi vardi ve Ege’dekiler de
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bizdik. Herkesin yerli olabildigi bir diinya tahayytiliydd bu.

Sehre tasinmamla birlikte bildiklerimin biiytik béliimd ige
yaramaz hale geldi; 6zellikle bitkiler ve hayvanlar hakkinda
olanlar. Benim bildiklerim i¢in zemin yoktu; dahasi, sanki
benim bilme bigimime de yer yoktu. Sadece okudugum kitaplar-
dakiler ige yariyordu. Acaba ben bir yerli miydim? Hep bagkala-
rinin kiyafetleriyle dolagan bir ¢evirmen olarak diisiiniiyordum
kendimi. Dilden dile degil de olas1 her yone dogru bir geviri
haliydi bu. ilk énce kendi zihnimde yer alan bir geviri sanki.
Hem de sezgilerini fikirleriyle birlestirip duran bir ¢eviri hali.
Insan en gok en fazla igsellegtirmis olduklarinin farkinda degil,
ama aslinda en gok da o igsellegenlerle hayat1 yaratiyor. Bilme
bigimlerimizin hangisinin daha baskin oldugu, hayatlarimizi
yeniden gekillendirebilmenin anahtari. Viveiros de Castro’nun
Snerdigi perspektivizmle biraz bu tarafindan yakinlik kuruyo-
rum, “Amazonlar ve diger her yer” diyor bir kitabinda. Belki
Dogu-Bati gibi bir ayrimdan daha bagka degiskenler gerekli ve
belki de bu kiiresel diinya her birimizin igindeki ¢evirmeni iyice
kuvvetlendirdi. Daha fazla perspektif ve daha fazla “bakis agis1”
gorebilir, anlayabilir hale getirdi ya da getirebilir.

Higbir gey tarihsiz gelmez, her seyin kendine has bir tarihi
var. Doganin tarihi insanlarin tarihinden ve anlatisindan ayrila-
maz (Raymond Williams). Ayni derenin kenarinda nereden
ve nasil geldigini bilmeyen bir “6teki” olarak Yunan hayatina
m1 bakiyorum? Bir yerli olarak eski yerli Yunan uygarligina m1
bakiyorum? Giig¢ merkezli ve egemen ideolojilerin ve ilgilerin
stizgeciyle yazilan bir tarihe bagka bir stizgeg eklemeyi deneye-
bilir miyim? Gegmisi Benjamin’in “degisken tarihler”ini hesaba
katarak diiglinliyor, ama daha ziyade Proustgu bir “istemsiz
bellek”in, bog zamanlarin ve deneyimin kayip boyutuna da
bakiyorum. Kanon dis1 bir seyler pesindeyim; su etrafindaki
bitkiler, hayvanlar ve cansizlar evrenini bir gocuk gézlemci, bir
yerli olarak deneyimleyerek dereye odaklanip tarihe oradan
bakiyorum. Gryneionlular ile aramdaki “madlen” kardesligini
anlamaya galisiyorum. Hatta bu onlar1 daha 1800’lerde merak
etmis kigileri de kapsiyor. Yasadigim yere Baltazzi ailesi ile kaz1
yapmaya gelmis olan Edmond Pottier ve Théodore Reinach’t
kastediyorum. Bu dereden beslenen Apollon korusundan
bahsetmis olan Vergilius, Herodot ve Biiyiik Plinius’un
metinlerini okuyorum. Bakarken de yasanti ve deneyim odakl
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bakiyorum ve aslinda fark ediyorum ki kimligi es gegiyorum
(Ulus Baker). Diger yandan Marx’in “bir halkin, bir ¢agin ya da
bir uygarligin ne oldugunu anlamak igin ona kendisi hakkinda
ne diigtind{igiinii sormayiz” climlesini diigiiniiyorum. Tarihin
anlatilig bigimi onu déniistiiriir (Louis Althusser). Peki ya
gorsel bir diizlemde bunun anlami ne olabilir?

Aragtirmam sistematik olmaktan kagan, hesaba hig katilma-
yan seyleri merak eden bir gabanin gérsellesmesi diyebilirim.
Sezgisel olarak geldigim bu yerde (Tim Ingold) bir agaca
tirmanirken yardim alinan bir dal gibi, yarin bagka bir dala
gegmek tizere, kendimi Ingold’un tarifiyle bir antropolog gibi
diiglinmek tiim bu siireg boyunca hosuma gitti.

Aslinda bugilintin devlesmis ve Blade Runner filminden
hallice Istanbul’unu; yol kenarlarina ayni1 anda dikilen agaglar
arasindaki ~kimileri suya ulagamadiklar: i¢in olugan- boy fark-
larindan, Biiylikdere, Dolapdere gibi cadde isimlerinden ya da
Pervititch’in tarihi haritalarindan bulabildigim bu kayip sulari
isimde konu ediyorum. Konu edindigim bu iki durum kafamda
birlesiyor, ¢ocuklugumun ufak isimsiz deresinden yola ¢ikarak
tirettiklerimi Istanbul’un derelerinin {izerine d6kityorum. Su
anda evime, atSlyeme ve siklikla gectigim cadde ve sokaklarin
gegmigine, yiirtirken tam olarak ayirdina varamadigimiz bu
kayip derelere kuslar gibi {istten bakmayi diisiiniiyorum.

i§imi tiretirken pek ¢ok soru ortaya gikti; burada siraliyorum:
Gegmigte ne kadar geriye gidebiliriz?

Tarih ne zaman baglar? 1987°de mi, MO 400°de mi, yoksa
12.000 yillik bitkilerde mi?

Deneyimlerimizi nasil paylagip aktarabiliriz?

Nasil “biliriz”?

Hig bilinmeyen tiirlerin bilinmeyen yok olusu diye bir sey var
midir?

Insanin kisisel doga tarihi kayd: olmas: miimkiin miidiir?
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NICOLAS BOURRIAUD: The Anthropocene could be defined as a
historical moment where physical or symbolic boundaries
separating humans and their environment have come down.
In other words, it’s the end of the traditional Western
division between nature and culture. And let’s go further:

between subject and object. How do you think your work echoes

this situation?
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SUZANNE HUSKY: Understanding the origins and depth of the

nature/culture divide, which has alienated women, has been
central to my ecofeminist work. The two pieces I’'m presenting
speak to this divide and work towards reconnecting the threads
of the web of life.

The first, Earth Cycle Trance (a 32-minute video) is a
trance led by Starhawk. Starhawk is one of the leading voices
in ecofeminism, a philosopher, eco-sci-fi writer, environmental
activist, founder of Reclaim (earth-based spirituality), witch and
land-regeneration teacher. She has dedicated her life’s work to
freeing our minds and bodies from devastating perceptions that
certain beings are worthier than others (what you refer to as the
nature/culture divide). In this particular trance, which she uses
in her various Earth Activist Trainings, we are guided to become
the sap of the tree, the unfurled bud, the leaf, feeling the wind
and sun, then being eaten by the thousand mouths in the earth,
being digested, becoming infinitely small and becoming sap
again and going through the cycle of regeneration. This trance
is one of hundreds that Starhawk has composed and shared. It
triggers a deep sense of belonging to this earth, of being earth,
air, fire and water, the four sacred things that nobody can own
or profit from. This trance is one of the ways in which she helps
us reconnect with the web of life.

‘All things are interdependent and interrelated and therefore
mutually responsible. An act that harms anyone harms us all.’

Starhawk, Spiral Dance, 1999

SUZANNE TREISTER: HFT The Gardener (2014-15) aims to break

through existential boundaries between human culture and
psychoactive plant life to create new visions of actuality. Hillel
Fischer Traumberg, whose initials, HFT, also stand for High
Frequency Trading, is an imaginary banker/high-frequency
trader, functioning at the outer limits of the Capitalocene,
who experiences hallucinatory episodes after staring too long
at his trading graph patterns. This triggers an obsessional
investigation into the ethnopharmacology of a hundred or so
known and documented psychoactive plants across the world,
exploring their historical ritual uses and functions in shamanic
healing, in magic, religion, sex, divination, protection, modern
medicine and in mental enhancement. As a result, his life begins

137



to intersect with older shamanic histories and ritual uses of
psychoactive plants.

The financial trading system on which Traumberg is working
breaks down when he begins to insert the molecular formulae
of the alkaloids - the psychoactive ingredient contained in the
plants - into the HFT algorithms, in an attempt to make the
plants enhance trading patterns in a similar manner to the way
in which they affect the human brain. Traumberg correlates the
numerological translation of the plants’ Latin names with top
global corporations in the stock market, condensing the results
into a series of botanical prints according to FT Global Index
ranking. Remembering a banking trip to Switzerland, where he
was taken to visit the works of an outsider artist, Adolf Walfli,
Traumberg, with the aid of the plants, propels himself further
into altered states of reality and transmutes into a form of
outsider artist. He develops a fantasy of himself as a kind of
techno-shaman, transforming the spirituality of the universe and
the hallucinogenic nature of capital into new art forms.

His works aim to investigate deeper natures of reality,
connecting new technologies with altered states of conscious-
ness, in an attempt to extend scientific theories of the holo-
graphic nature of the universe, to understand consciousness
itself, and to transcend our human existence on earth.

JARED MADERE: To me, there seems to be an intrinsic link between

the act of creating artwork and the dissolution of the boundaries
superimposed on experience or objectivity by language, or the
rendering impotent of its various declensions in envelopes. A
friend and | recently had a conversation about the way in which
people use examples within the realm of the ‘naturally occurring’
to prop up ideas of right living in the sphere of contemporary
human interaction, ie: homosexuality only makes sense so long
as | can point to examples of apes or dolphins engaging in similar
behaviour. Or gender shifting only becomes a legitimate avenue
so long as | can point to a species of snail or worm that self-re-
assigns its gender based on whichever there is a deficit of within
its community. These sorts of logics attempt to isolate human
endeavours from nature, as if the act of tying shoes around

your feet completely dissolves your relationship to the soil. The
implication is that once shoes are tied and they are stepping on
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concrete, all guidance systems of the human organism are bound
by some plastic hypnosis that can somehow be separated from
whatever constellation of forces informs a bird of its migratory
route, or inflicts horniness upon a horse during a particular
transit of a lunar cycle. If a Shetland pony strays from its home
and ingests a particular milk thistle not native to its typical
pasture, and the presence of the foreign or atypical plant causes
a series of hormone secretions, triggering the creature to go into
heat because it is in new territory begging to be flooded with
mammalian life, it’s a bit mébius to attempt to isolate whether the
plant, the soil, the sun or the pony’s glands/nervous system were
responsible for its impulse to reproduce. If we consider that the
dung of the freshly birthed herd of ponies will behave as fertiliser
to the field of milk thistle, it becomes even more circuitous to

ask who'’s pulling whose strings. You find yourself in a similar loop
of arbitrary boundaries if you attempt to suss out meaningful
differences, beyond the materially technical, between the impulse
to articulate a nest in honeycomb, spider’s silk, or refined alloy.

GUNES TERKOL & GUGLU OZTEKIN: Both this and that, neither

this nor that.

GuGu, walking with its heart,
a-tiger-a-vase

a sleepwalker, a lewd; yes,

an animal, an object; no,

a verge that becomes a snake
a table where 2 heads convene
the robot-self, hi...

the fingers that become sound
the surfaces that interlace,
accumulating like a tapir,
fabricating like a plant ...

RASHID JOHNSON: RUN!

OZAN ATALAN: Stimuli simultaneously activate our cerebral cortex

(where information is cognitively processed) and amygdala (where
our emotional reaction occurs). By genetic design, emotional
reaction is the primary response of the human brain to the
outside reality for survival purposes. The fast, unconscious,
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emotional response bases itself on whether it is good or bad for
our biological existence. In this sense, binary thinking turns out
to be a profound factor for human evolution. | believe binary
thinking becomes problematic with the inclusion of the utilitarian
aspects of human culture.

Culture starts with imagining and fantasising. But such
imagination has unfortunately turned out to be human’s
praxis-oriented interpretation of the world. Non-human entities
became subject matter for cognitive transformation as well as
excessive formal, chemical and physical transformation of the
Earth’s resources. The supposed natural opposition between
idea and form, the mundane and the exotic, the immanent
and the transcendental, subject and object, information and
feeling, the universal and the particular is actually a culturally
constructed myth, which is a form of simulation claiming to be
the reality itself. From a semiological perspective, this is how
myths work: making the connection between the signifier and the
signified look natural, which is actually an illusion of the natural.
The problematic part of dominant cultures in the world is that
they legitimate such an illusion, consider dualities as binary
oppositions, and therefore the stories they create become our
new truths. We can observe the same misunderstanding in the
duality of domestication and the wilderness, and this is where my
installation becomes a part of the conversation about the nature/
culture duality.

Natural environments have an existence independent from
human perception. They can also be called ‘the wilderness’
in terms of being indifferent and neutral to human existence
beyond any meanings ascribed to them. Yet domestication is an
integral part of anthropological history. If we interpret domes-
tication and the wilderness as polar opposites, the relationship
between nature and culture turns out to be a war of supremacy
over each other. Polarisation between nature and people brings
together the existentialist anxieties stemming from human
arrogance and exploitation of non-human beings. But any two
components of dialectical thinking are eventually dependent
upon each other rather than in opposition to each other. In
Taoist philosophy, strict distinctions and dichotomous existences
are perceptual, not real, and such dual parts mutually serve one
another’s existence in an inseparable whole. In this sense, water
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buffalos, concrete, the land, are all domesticated to the benefit
of humans, and this stems from the polar opposition between the
human and the non-human, rather than seeing human and the
non-human as a whole in harmony with each other.

Breaking free from a human-perception-based understanding
of the world and rejecting the correlation between the human
and nature (because they are one single thing), my work is a
display of the co-existence of the outcomes of a polarised duality
of nature and culture. Influenced by Object Oriented Ontology
and taking a de-anthropocentric point of view, it is an embodi-
ment of the co-existence of a destroyed nature and a decadent
culture, rather than the ideal balance and harmony of human and
non-human entities. And the work imagines the ideal symbiosis of
human and nature by showing the absence of an ideal habitat.

During the creation of my work, | kept asking myself these
questions: if the human is inevitably an integral part of nature,
could even the destructive effects of the culture be a part the
natural process? From this perspective, could even the most
artificial material, or even the intangible cyber realities, still be
natural due to the fact that they are the transformed versions
of nature? Is it possible to be idealist and materialist at the
same time in terms of showing the unbalanced relation in the
nature-culture duality? If anthropology has a tendency to under-
stand human life as lived, with no intervention, why wouldn’t
art adopt a similar approach? The destroyed harmony between
nature and culture ends up to the detriment of nature, and my
installation employs speculative aesthetics in order to show what
it would look like if the broken balance of a duality becomes our
new normal, as in the case of ‘new’ Istanbul.

PAUL SIETSEMA:

‘Yes, we see the H’, came the

‘Do you see the H?’ unexpected response.

‘Do you see the H?’ We typed the E, and asked

somewhat excitedly, ‘Do you

‘Do you see the H?’ see the E?’

‘Do you see the H?’

‘Yes, we see the E.’
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Then we typed the L, and the
system went down ...

We reconstructed the multiplex-

ing profilesforJ__,C__,A__

and C__, chosen at random
from the list, unsure of which
relays were still operational.
Once the system was up

and running again the L was
entered and we asked,

‘Do you see the L?’
‘Do you see the L?’

‘Do you see the L?’

‘Yes, we see the L’, came the
response.

We typed a second L, and we
asked again, ‘Do you see
the L?’

‘Yes, we see the L.’

Then we typed the O, and the
system went silent ...

Profiles were executed for J__,
C__andC__. A__ wasleft
out this time due to what
appeared to be a terminal
switching error. When
everything was in place, the
O was entered again and we
asked,
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‘Do you see the O?’
‘Do you see the O?’

“Yes, we see the O’, came the
response.

We then typed the W, and asked,
‘Do you see the W?’

‘Yes, we see the W.’

Then we typed the O, and asked
‘Do you see the O?’

‘Yes, we see the O’, came the
response. ...

We typed an R, and asked, ‘Do
you see the R?’

‘Yes, we see the R’, came the
response. And then every-
thing went black.

We set up the connection
betweenthe A__and C__.
J___was dropped due to
poor performance; its
profiles were either too
advanced or too primitive
for our system. When
operational again, an L was
entered and we asked,

‘Do you see the L?’
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‘Do you see the L?’
‘Do you see the L?’

‘Do you see the L?’

‘Yes, we see the L', came the
response.

Then we typed the D, and asked
‘Do you see the D?’

And the system quit ...

It appeared there was an issue
with either A__or C__.
Perhaps transmission
protocols had not been
properly applied to an
updated persona, but it was
hard to tell. We were, as was

usual when we received
these rare responses,
unsure whether they
were coming from our
own system (possibly
daemon-induced
reflective incidence -

a by-product of the required
parameter noise) or coming
from the outside - if such a
thing still existed - the native
automatically differentiated
systems analysis repeatedly
indicating that there was a
high probability it did not.
Our attempts were of course
carefully logged into the
S__ _C__ N__,thesystem
powered down, and we
waited for the next session
to begin.

MELVIN MOTI: This is a private post, instead of a group post, because
I’m more of a private person than a group person. All | can
say for sure is that we’re made from stardust, and we’re lost
in space. We couldn’t be more lost. The atomic nucleus, which
makes all stuff physical, consists mostly of empty space. We
couldn’t be more empty. Right here, right now, | just float and

breathe.

MUGE YILMAZ : Hello all. Not my contribution yet,
just in response to @Rashid:

Reply to All



HAEGUE YANG: Honestly, | don’t think I’'m able to evaluate in what

sense my works relate to this big question of the division of
subject and object or nature and culture. But | could say that what
interests me is asking how perception today has changed - or is

in the process of changing - in response to morphing parameters
in our contemplation of notions of our environment. More and
more factors limit our active perception of the world, including

an increasing number of non-traditional materialities, such as
data, speed, connectivity, mobility, the climate etc. What’s rather
intriguing about this process is how traditional materialities still
influence our perception and concerns, while these seemingly

less physical aspects actively intrude upon our physical world.
Meaning, we're sandwiched between two different kinds of
materiality; for example, as we use a conventional weather report
merged with a specialised app that provides air-quality warnings
to decide whether or not we need a mask to protect ourselves
from fine dust, we’re simultaneously affected by inequality and
violence lingering in our daily lives. All these experiences - concur-
rently registering as extreme in our individualised society - allow
for an ultimate excuse to put all the blame on depersonalised
terms such as ‘fatigue society’, as described by philosopher Byung-
Chul Han in his book The Burnout Society (2015).

The synthetic straw - a product invented to substitute for
organic straw, for interior purposes or display — in my sculptural
works The Intermediates is presented as quasi-natural, resembling
the use of the live broadcast recording of the Inter-Korean
summit in April 2018 in the DMZ, in which one only hears
birdsong,* since the human (civilisational, political) and the
natural appear to be accomplices. In this highly militarised zone
between the two Koreas, nature is absurdly and exceptionally
flourishing - both plant and animal species - since human impact
has been restrained due to the high degree of self-made tension.
How incredibly twisted is this situation! Once seemingly ampu-
tated as oppositional, the political and natural are fatalistically
and crucially entangled. While listening to this 30-minute long
recording, | see myself as imprisoned in the narratives of the Cold
War and invested in thoughts of the Anthropocene.

*One can hear the sound in this documentation:

vimeo.com/307056471
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EVRU/ZUSH: Vlo ut sovist dra oc mesad, usdre vesod.
Sent from the Evrugo Mental State

MUGE YILMAZ: Anatolian Leopard (Panthera pardus tulliana) also

called the Asia Minor leopard, is a distinct leopard subspecies
native to southwestern Turkey. It was first officially described in
1856 as having a greyish, slightly reddish fur with large rosettes
on the flanks and back, smaller ones on the shoulders and upper
legs and spots on the head and
neck. Its image was depicted on
the walls of Catalhdytik 10,000
years ago. It was for long assumed
that the last Anatolian Leopard
was killed in 1973 in Beypazari
and after this unfortunate event
the animal was considered
locally extinct. Extensive trophy
hunting is thought to be the
prime factor for the decline
and possible extinction of the
Anatolian Leopard. One hunter
named Mantolu Hasan killed at
least fifteen leopards between
1930 and 1950. Many eventual
encounters and unconfirmed
photographs have led to theories
that the species might still be
surviving in the area - just hiding
from humans.

Cymolixas (Multiflagellates)
is a species of plankton found
abundantly in the world’s oceans.
It is also known as plankton
ex-machina because it had the role of a saviour after world-
wide oxygen levels started to drop drastically in the late fourth
millennium. Human-caused deforestation and a decline in the
whale population and subsequent decline of oxygen in the
atmosphere was causing overall health issues amongst many
human and non-human populations until new species arose
through various evolutionary factors. The Cymolixas were
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categorised as plankton after the decision was made to study
them under their ecological niche rather than through phylo-
genetic classifications. The slow but steady arrival of Cymolixas
together with other lesser-known and invisible-to-the-human-
eye ‘oxygen makers’ re-balanced earth’s atmosphere. Currently
they produce 60% of the world’s oxygen and are responsible
for the revival of the whale population and new coral coverage.
The species is believed to have survived by developing hybrid
plant-animal skills, such as relying on photosynthesis for growth
when nutrients and light are abundant, but switching to eating
phytoplankton and zooplankton when growing conditions are
poor.

Vultures (Gyps) are mainly divided between New World
Vultures and Old World Vultures. They rarely attack healthy
animals, but may kill the wounded or sick. Vultures are of
great value as scavengers, especially in hot regions. They were
believed to be carriers of bodies between the living and the
dead, which led to the ritual of sky burials. Vultures in South
Asia, mainly in India and Nepal, declined dramatically after the
early 1990s. It has been found that this decline was caused by
residues of the veterinary drug Diclofenac in animal carcasses.
The conservation status of vultures was of particular concern
to humans. For example, the decline of vulture populations
could have led to increased disease transmission and resource
damage. After a griffon vulture and a black vulture were spotted
in the Netherlands in late May 2019, many countries created
reintroduction programmes. With the rise of global tempera-
tures and the change in earth’s axis, vultures have played a
crucial role in keeping epidemics under control and balancing
the ecosystem in the year 6019.

Umwelts (WSJ) are the only extant members of the subtribe
Hominina. Together with chimpanzees, gorillas, orangutans and
homo sapiens they are part of the family Hominidae. Terrestrial
hybrids, umwelts are characterised by their internalised GPS
systems, ability to change colour according to the environment
and heavy tool use compared to other entities. They are
believed to have derived from anthropogenic activities but
independent from human intentions. Complex language use
remnant from homo-sapiens has been abandoned as new inner
technologies have emerged from empathic abilities. In AD
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12019, umwelts spend most of their daily life seeking water. 99%
of umwelts are hermaphrodites.

TURIYA MAGADLELA: ... non-traditional materialities, such as data,

speed, connectivity, mobility, the climate etc. What’s rather
intriguing about this process is how traditional materialities still
influence our perception and concerns ...

When air becomes art and no art can be made without
air... And when that does not happen... the production and the
produced become a physical object made with air... data, speed,
mobility etc ...

— in response to Glines & Gugli:
Gugu

Igugu

The cherished one

In Zulu

Xhosa

And most

African nguni language
Igugu

Neither here nor there
|

PHILLIP ZACH: The term ‘Anthropocene’ is human-centric to the core.

Why not make up a term for the epoch of trees? They changed
the planet drastically. Or mushrooms? Or rather think of all the
collaborations between species that are happening out there.
And it would be easy to write histories in which, for instance,
crops use people to progress their genes (that one is already
out there). Putting the human in the centre and defining an age
around the human impact on earth is precisely a continuation of
the traditional division between nature and culture. A term that
acknowledges this complexity could perhaps disrupt traditional
thought patterns. | think ‘Anthropocene’ in that regard is a
failure. Humans and nature and culture never really were divided,
these divisions allow abstract thinking, but they create a lot of
problems.

Terms like Anthropocene appear with an urge for certainty,
and they may even be useful to address and further develop
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certain conversations, but when clinging on to this type of
divisive term, a lot of crumbs fall through the cracks. History
is a fiction, written around some existing artefacts, with a

lot of speculation. That’s fine; we all like stories. The fictional
nature of that process can be seen in how none of the
international agencies and divisions responsible for setting
these historical terms can decide on the starting point of the
Anthropocene, with dates ranging from 12,000-15,000 years
ago around the Agricultural Revolution, to 1945 with the
Trinity test, or even the 1960s. Why not before the Ice

Age, when humans had already left a mark on earth? By

the way, what were our ancestors called before they were
humans, as in Homo sapiens? Were they still human by
definition, or still animal? When did a ’still-animal’ give birth to
a ’just-enough-to-be-called-human’?

Evolutionary biology itself is more dynamic and fluid than
the language used to describe it could ever be. The way in
which language can be used to bite-size (and thus distort)
reality, has come to a pivotal point in the age of Twitter.
Whatever is simple and short enough to circulate will continue
to circulate, making it the dominant cultural currency.

For this Biennial, | thought of Ursula K. Le Guin and how
her writing has always embraced ambiguity and complexity,
making you shift perspective through alternative histories.

For instance, she imagines sex between amoeba, or writes
about the vessel as the most important invention of early
human kind (as opposed to the spear or the blade as typically
male-connoted hunting tools in male-connoted writings about
‘pre-history’).

Having spent a year in Istanbul a while back, | got to know
how dense the historical references of this city are, with every-
thing being up for grabs for possible artistic exploitation. So |
started wondering where the oldest point of human history was
in the area, and found Yarimburgaz cave, which had apparently
been inhabited on and off for some 600,000 years. | also
started to look at another, very different, man-made and
less than 100 years young cave here in Hollywood - Bronson
Cave, which appears as a backdrop for many TV and movie
productions (probably best known as the Batman cave). When
visiting and filming these places, many other timelines started
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to offer themselves up for projection: the birds, the plants, the
treasure hunters, the left-overs of all sorts like the plastic and

bird shit, the children mimicking the imagined sounds of cave
bears that lived there a long time ago, the 3,000-year-old cave
drawings of ships, graffiti or fake cave drawings made for film sets,
the construction site at the archaeological museum, the erosion of
the stone sculptures, reminding me that even stone is ephemeral,
and many others — making these places ultimately impossible to
be consumed. Entering a cave that is ‘double mouthed’ meant to
subscribe to all the puns intended.

LUIGI SERAFINI: Buongiorno a tutti!

https://www.youtube.com/watch?v=2bLHgBJENQE

PLeA

PIOTR UKLANSKI: Definitely ‘run’, to quote Rashid.

SIMON FUJIWARA: If you went onto the street and asked anyone,

randomly, if they believe the extreme global wealth divide is a
bad thing, they’d probably agree. If you asked them if they think
women should be treated as objects, they’d likely say no, at least
to your face. Yet, in this climate of thinking, one of the bestselling
fiction novels of our time is a book that celebrates a combination
of these two societal issues. From 2012-15 over 125 million
copies of Fifty Shades of Grey were sold internationally. The book
centres around billionaire entrepreneur Christian Grey, a sexual
sadist who meets Anastasia Steele, a young English student, and
begins a contractual sexual relationship with her. The book is
structured around things - Christian’s Audi R8, Christian’s Omega
Speedmaster watch, Christian’s James Pearce lounge sweatpants,
Christian’s women. He is a character created almost entirely out
of the material culture he inhabits, and specifically the brand
culture he inhabits.

Why is this book important? Because this book is trash. I'm
not referring to its content, but to its real-world material status
as a thing, as an object. Due to its slightly embarrassing content,
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it seems not to be a book that people readily share, meaning that
each individual who wants to read the book buys their own copy.

It also appears that these copies of the book are not objects that
people want to keep on their bookshelves, so they get rid of them.
But they don’t throw them away.

In 2016, British Charity Oxfam tweeted an image of one of
their offices barricaded with hundreds of copies of Fifty Shades
of Grey that British readers had donated to the charity in
their thousands, to help the poor. They begged people to stop
donating the book, since there was no market for its resale. They
couldn’t recycle the book either, because the glue used to set
the novel’s spine is toxic. To guillotine the pages from the spine
would cost too much and the whole venture of recycling would
be counter-economical. So here we have this book about a man’s
singular wealth and materialism, produced in its millions, stuck
in the world with nowhere to go. Since 2016, I've been collecting
every copy of this book | can find, to create the first one-book
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archive consisting only of copies of Fifty Shades of Grey. |
currently own over 2,000 copies. When | see and touch the
books all together, as a mass, there’s something sublime about
the experience, as when one looks over a great mass of people at
a protest or a rave.

§\1111~‘11J
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@gikipedia: One Oxfam shop has received so
many donations of 50 Shades of Grey that
they've managed to build a fort (1:00 PM -
Mar 23, 2016)

JENNIFER DEGER (FERAL ATLAS COLLECTIVE): Yes! The Anthropocene,

like every other trajectory in which humans have been involved,
is more-than-human. The Anthropocene demands a new
history; one that highlights the intimate intertwining of humans
and non-human agencies. In our collaborative art-science-hu-
manities project, Feral Atlas, we show how over the past 500
years, entities such as viruses, plant pathogens and plastics
have become key protagonists in this so-called age of the
human. ‘Feral’, here, refers to a situation in which an entity,
nurtured and transformed by a human-made infrastructural
project, has taken off on a trajectory beyond human control, with
profound ecological consequences.

ELMAS DENiZ: Dear Simon, dear all,

Collecting copies of the same book, and your way of describing
the books as a ‘mass’ reminds me of a book | read couple of years
ago: Moby-Duck: The True Story of 28,800 Bath Toys Lost at Sea
and of the Beachcombers, Oceanographers, Environmentalists,
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and Fools, Including the Author, Who Went in Search of Them is
a book by Donovan Hohn concerning 28,800 plastic ducks and
other toys, known as the Friendly Floatees, which were washed
overboard from a container ship in the Pacific Ocean on 10
January 1992 and have subsequently been found on beaches
around the world and used by oceanographers including Curtis
Ebbesmeyer to trace ocean currents. (Wikipedia)

We see a lot of Nike shoes in a shop, maybe, but it’s hard to
imagine 80,000 of them together. In 1990, in another accident,
80,000 Nike shoes made a shortcut and went straight into the
ocean. They’re part of the seventh continent right now.

RASHID JOHNSON - in response to Simon’s image:
‘It was the whiteness of the whale that above all things appalled me.’

PHILLIP ZACH - in response to Simon’s image:
| like the image of the mushrooms growing out of the book. As
long as things are growing on it, it isn’t really trash, is it?
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ANDREA ZITTEL: What I’'m concerned with right now is environments,
spaces and structures, and the order and organisation contained
within each. These can be psychological or physical: spaces for
the body and spaces of the mind.

Often in my work there’s a subtext of freedom and repression
and how one frequently inverts into the other. | use the arena
of my own day-to-day life and personal experiences to either
formulate ideas of how to live, or to test out new systems or
structures for living.

One aspect of space that’s become most apparent is private ;
space and how land or home ownership functions in society. =
Spaces that can be owned create an illusion of autonomy,
permanence and control over one’s own liberty, but in reality, this
system of ownership indebts us to corporations, banks and the
government. It’s a system of debts and debtor - citizen and tax
payer. Here in the desert where | live, | ‘own’ about 140 acres -
but if didn’t pay taxes for five years the government would take
all of it away from me and sell it. Is this land really mine? Is space
something that can be owned at all?
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Land ownership and enclosure are rapidly being superim- familiar, and where despite being an artist, I’'m able to ‘fit in’.

posed across the globe. In Re-enchanting the World: Feminism My project was to live my life as my practice and to find out what
and the Politics of the Commons, Silvia Federici describes roles contemporary art could play outside of the art world - which
how international corporations promote the privatisation of at that time only functioned in certain major urban centres here
land in places like Africa where land is communally shared by in the US. | also started an arts nonprofit (High Desert Test Sites)
villages and made available to anyone who needs to farm it. in order to connect these two very diverse audiences. Rather than
These spaces have never been privately owned in the past, but superimposing fine art on a ‘naive’ local audience, our mission has
now appropriation and privatisation make land accessible to been to ‘Learn from what we are not’ - to initiate a generative and
infrastructural development, oil and industrialised agriculture. mutually respectful discussion for diverse individuals. I’ve learned
In Europe, private property was introduced after the feudal so much from my life here - it’s greatly challenged my belief in
period as a way to tie people to a single location where they contemporary art, and has also invigorated my practice, bringing
could be catalogued, recorded and taxed - property ownership it closer to this question of ‘how to live’.
was a prerequisite for citizenship. Today, the cost of buying a
house and paying a mortgage makes all of us ‘shareholders’ in YLVA SNOFRID: Dear Nicolas, Dear All,
this capitalist system. We submit, we work and to buy into the Since we transmuted, my mirror twin Snéfrid living in the mirror
illusion of personal autonomy. world and Ylva living in the real world, we=I have found a path
And those who exist outside of this system - the homeless that | have to follow and the question wants to be answered as
or refugees — are controlled and incarcerated in a culture that this drawing/letter. | see myself and my practice as the savage,
has now made it illegal to move freely and in which there are or the idiot in society that knows the future and tries to tell
no remaining public or common spaces in which one may place anyone that is listening, even if that one is the air surrounding
one’s body. my paintings, or my blind cat that jumps on my paintings, or
The work that I’'m making for the Istanbul Biennial is called my family that eat on my paintings and also sleep on them. My
Personal Plots. It’s a grid-like outdoor sculpture made of low paintings are ritualised habitual tools for executing daily life. |
walls of concrete blocks that delineate human-sized spaces. have no choice | have to obey to that the acts of life and art as
This is a simple and somewhat abstract work that draws on merged, as something incorporeal as Homer describes a ghost
associations with personal spaces - from a private bedroom in of the dead that is usually called ‘Psyche’ or ‘eidolon’ or ‘shadow’
a suburban home, to an office cubicle, to a personal plotin a (skia) still highly mobile but forever incorporeal.
cemetery. As our culture individualises us psychologically, it does
the same to our bodies by compartmentalising them into spaces. I Know the Truth
Tim Ingold proposes anthropology as an ethical project | know the truth - give up all other truths!
that is dedicated to the problem of ‘how to live’, which is the No need for people anywhere on earth to struggle.
question that | also often ask myself. Ingold pulls anthropology Look - it is evening, look, it is nearly night:
away from ethnography and into a more experimental realm. what do you speak of, poets, lovers, generals?
He sees anthropology as a speculative examination - one where
you make studies with people and not of them. His approach The wind is level now, the earth is wet with dew,
within anthropology runs close to the path I’ve taken within art. the storm of stars in the sky will turn to quiet.
In the late 1990s, | left New York to move full time to a small And soon all of us will sleep under the earth, we
rural community in the desert of Southern California. The area who never let each other sleep above it.
| chose was not too far from where my grandparents and great
grandparents had been ranchers, so it was a place that was Marina Tsvetaeva (1915)
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REBECCA BELMORE: Our world was devastated by an invasion from
Steuib i 17 gie which we are still recovering. | know without knowing that we did
L] not have a culture that was separate from nature.

she placed tobacco

in the rock
Livimg in Hae Aierer wWorld med. for the spirits
,}FIH: Living iw Huw read wor o with gratitude and grace
Wies | foprs, o, _‘hm’ she quietly acknowledged
:ﬁ ultere ;&i‘————\ FI“{"‘“% the reason we were there.

fhl

AL Wiants Ao br by
mﬁi‘-‘_‘““ g A | waited in silence
:2 > with water and wind
LT r
O Mg f.af:;.: : :‘HM e ¢ for her to guide the canoe
= £

to the place

where we set our nets.

I was a child
this was not long ago.

LUIGI SERAFINI: 3£...mtavta Pell - koT y4eHbIn sings, as time goes
by, parce que la vida es suefio, réve lucide & #43... tiger, tiger
burning bright, in the forest of the night / rage, rage against the
dying of the light!

PAKUI HARDWARE: Perhaps it’s worth emphasising your comment
that these distinctions finally fell in Western culture, where such
e ELEEP WNDER / : . of dichotomies were artificially built and guarded for centuries,
THE EARTH WS [ while in a number of Indigenous cultures and communities,
wHe NEVEE LET divisions between man and nature or subject and object were
EALA OTHER JLswr ABoVE escaped. However, Western societies have also slowly been
1T & erasing these boundaries through science and philosophy over
the last decades, until Anthropocene/Capitalocene/Chtulucene
accelerated this erosion to an unprecedented pace. Take regener-
ative medicine or tissue engineering, for example: by attempting
to engineer self-regenerating cells or growing tissues and organs
outside of the body, such fields not only push the boundaries
between natural and artificial, but also between living and inert,
enclosed/unified and fragmented/open. These organs are like
zombies - generating surplus life, yet not having a centralised

Sketch (2019)

Ylva Snéfrid,
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brain or purpose. They’re outside of the body yet inherently
related to it, ready to return to it or any other body around.

Extrakorporal - a group of works we’ve been develop-
ing — is a collection of such organs without bodies, little
Frankenstein’s monsters composed of disparate natural and
man-made materials. Their faces resemble Petri-dishes
containing unknown tissues, or masks made of transparent
horseshoe crabs.

Even if armed with contemporary laboratory equipment
and enormous reservoirs of scientific knowledge, scientists
still haven’t been able to crack the secret of the immortal
jellyfish, its remarkable ability to avoid death by transforming
itself back to its embryonic state, to polyps, and then growing
into a medusa again. Tiny and brainless, the turritopsis dohrnii
jellyfish is able to effortlessly do what humanity has been
attempting for centuries - to be immortal. This non-human
rejuvenation became the target not only for science, but (of
course!) economy too. The blue blood of horse-shoe crabs
is being harvested by the gallon for medicine and scientific
research, while sea-urchins and jellyfish are carefully studied
in labs. Contemporary scientists are reminiscent of shamans
extracting knowledge and healing abilities from non-human
species, yet with colder tools and instrumental minds. Perhaps
examining the transformation cycle of immortal jellyfish in
some laboratory could be considered the stereographic view
that Jeremy Narby talks about in his The Cosmic Serpent
(1998) - not artificially separating scientific and shamanic
perspectives, but merging them together. Or to push it even
further, not merging two perspectives, but creating multi-per-
spectives; not only bringing together two disparate human
views, but also the views of the jellyfish, of horse-shoe crabs
(which are, in fact, aquatic spiders), hydra and octopuses.
Maybe it even refuses the ‘view’ and instead ‘sees’, or senses
with its whole body, brushing through the space with the tiny
hairs on its spider’s legs.

By putting assumptions aside, one can go way, way further.

KORAKRIT ARUNANONDCHAL: with history in a room filled with

people with funny names 4
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There will be no music in this
room
only scars left on the face of
the planet
new species will rise from
underneath these scars

with fresh wounds

Will you find beauty in this sea
of data?

We left it behind just for you

A cloud that will rain down on
your skin

And absorb into your body

god’s spirit has left the earth
its unrecyclable body is this
world

its limbs
along with its words
were left as poetry
for the next group of people
to reinterpret over and over
again

Chantri

In the span of 200,000 years of
evolution

Will we manage to become one
with you

And dematerialise into the flow
of the great spirit?
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Or is that an alternative timeline?

One in which we don’t have the
right hardware to access

in this strange world of ours

a hierarchy of images

forms the design of life

DEATH

Who forms the design of death?

Someone explained to me the
concept of reincarnation

once:

‘the universe is made of one big
river of spirits’

‘both yours and mine and
everything that exists’

‘the spirits are constantly
reincarnating’

‘on a timeline that is neither the
future’

‘the past’

‘nor the present’
Chantri

According to this theory

You could have been born as my
grandmother
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objectively the word is flat
everything is equal to every-
thing and is replaceable
including me
including you

I am alone

but what is a species if
nothing more than a set of
relationships

between an animal like you to an
idea like me?

and in this mutating gene that
forms our relationships

you may hear a song that you
have forgotten a lifetime ago

How was your life during the
Vietnam war?

How was Iran during the
Revolution?

How have the strokes of History
painted your picture?

And what becomes of the scars
As the skins start to heal

The bandages become loose?
The air is full of spirits

in this body the data is alive but
itis stuck in a loop
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the present stopped existing for
me
the relationships are undoing
themselves
even objects

| have forgotten their names

luckily the you of the future will
be given many names

some will know you as the Naga

you will never meet your

extinction
existing only as a code

A fear of the past is something
that unites a species
together

Belief

The joy of being an human being

Do you have any beliefs Chantri?

In the safari

Do you know which species’ life is
more valued?

Which one?
He said it was the soil

Because death is equal

We all become a material

A decaying body can sometimes
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be turned into poetry

you dream as a metropolis
hoping a giant lotus will appear
to support your weight

Attachments

In the 3rd episode of ‘becoming
human’

Able had a rock
(the cradle of humanity)

the species that come after
us will ask if this was the
computer

and the eye in the sky will answer
YES

the genome of control exists in
the spirit itself

it appears through your religion
your architecture
your history

freedom

peace

giant rat of the future
we met once in a dream

| remembered | had been playing
dress-up as you

The bars of this jail is made from
love
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For consciousness to exist
beyond a body

To experience the vertigo of the
world

And see it dissolve into light
The undoing

Is soft

Is light

Like a whisper

From the cave the earth found
usin

To the clouds

We will become

In this room

| hear music

From a place

Not so familiar

But relatable
Through the sound

Of its breath
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ARMIN LINKE: Prospecting Ocean explores the technocratic entangle-
ment of industry, science, politics and economy with regard to
the extraction of ocean resources, including deep-sea minerals.
The film weaves an intricate network of connections between
scientific research and legal frameworks, between international
conferences on the future of the oceans and local activist groups
in the Pacific. Cartography and science procedures are the main
instruments of these connections. For the installation at the
Istanbul Biennial we visited the Marsili Museum in Bologna with
the oceanographer Prof. Emin Ozsoy, researching historical texts
and drawings from what can be considered the beginning of sea
measurements conducted by Count Luigi Ferdinando Marsili
between 1679 and 1680 in the Bosphorus.

Screenshot from
the paper
Measuring the
Sea: Marsili’s
Oceanographic
Cruise (1679-80)
and the Roots of
Oceanography
Nadia Pinardi,
Emin Ozsoy Et Al.
April 2018
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TURIYA MAGADLELA:

Anthropology of a
decentred world

A poem

Let’s think about it indeed
The emptiness within oneness
The void

The hole within

‘Imbo bo’ - (meaning the hole)
Easily filled by

Sex

Intoxicating youthfulness

Lies

Deceitful-ness

Toxic relationships

‘Impilo ka lova’
‘S’maidical’
‘Heathcliff it’s me Cathy’

The mother

The energy of a man
Wanting to go

Back

Into

The

Womb

Through the vagina
‘Everybody knows feela’
‘My womb is at fault’

Returning to the centre
Returning to the womb

Fear
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God in Africa

Evolutions of the African
Economical systems
Patriarchs

‘Inequalities’

The supernatural
The third eye

Selfishness in human-ness
Fraught finances
Poverty

Love
Greed

Classical European culture versus

African culture

The parallels we ignore
‘l never made swan lake’
Ownership

Editorship

Authorship

Titleship

The landscape

Let’s think about it
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Turiya Magadlela
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JOHANNES BUTTNER: Dear all,

I'll produce a site-specific work in which I'll integrate material that
| find on site. We'll see how the work and the materials will echo
the question in detail. | hereby send you some thoughts on texts
that | recently read because | think they relate both to my work
and the question.

In his essay Zum Gefihl der Ohnmacht [On the Feeling of
Powerlessness] of 1937, the psychoanalyst Erich Fromm wrote
about powerlessness, about how humans feel alienated from the
world they materialise. They produce the most wonderful things,
but when they stand in front of them they feel threatened and
not like their masters, but like their slaves. The whole materialistic
world becomes a monster, a kind of ‘Riesenmaschine’ that dictates
their lives to them. Fromm imagines a historian of the future who
can’t explain how humanity was able to develop such a high indus-
trial standard but wasn’t able to avoid the self-made catastrophe
of wars and the destruction of its own habitat.

Michel Serres describes in his text ‘All in the Lifeboats’ (2011)
how only a shipwreck - a united fight against the forces of nature
to survive - can stop the ongoing dispute and self-destruction on a
ship. The story refers, of course, to the biblical tale of Noah’s Ark,
which demonstrates that apocalyptic scenarios are at least as old
as the written word itself.

In 2017, The Invisible Committee described in their essay ‘Now’
how protest riots and the destruction of symbols of the mate-
rialistic world create a bond of friendship and respect between
the protesters: ‘In the riot there is an incandescent presence to
oneself and to others, a lucid fraternity which the Republic is quite
incapable of generating. The organized riot is capable of producing
what this society cannot create: lively and irreversible bonds.’

The journalist Deniz Yicel describes in his collected texts
about the Gezi-protest of 2013 in Istanbul - which began in order
to protect a public park and its trees — how different groups of
people and cultures including diverse religious groups, left- and
right-wing activists, LGBTI campaigners, football fans, unions,
marginalised ethnic groups like Kurds and people who didn’t
have any political background whatsoever were united to form a
community and a protest.

The materialistic world, with all its networks, invisible struc-
tures and so on, seems to be like a golem that is out of control.
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My work will adapt the view of Erich Fromm’s ‘historian of
the future’. What interests me are utopian narratives about
confronting a destructive Riesenmaschine.

SIMON STARLING: Some notes on a new work for Istanbul, which

perhaps resonate in relation to the question in play.

This new work, prompted in part by the concerns and
geographical location of the 16th Istanbul Biennial, revisits a
previous work that was itself a reworking or redeployment of a
pre-existing sculpture by Henry Moore (1898-1986). Infestation
Piece (Musselled Moore) was made over a period of two years
between 2006 and 2008 for an exhibition at the Toronto’s
lakeside gallery, The Powerplant, and conflates two seemingly
unconnected stories in a single sculpture, orchestrating a collision
between the politics of art history and of the environment.

The first of these stories involves the sculptor Henry Moore,
who despite his perhaps provincial approach to modernism was
the first British artist to enjoy a truly global career. Moore’s work
was to a large extent introduced to Toronto by the art historian
and spy, Anthony Blunt. Along with his role as the Director of
the Courtauld Institute, London, and his activities on behalf of
the KGB, Blunt became an adviser to the Art Gallery of Toronto
in 1947. In 1954 he proposed Moore’s recently completed
work Warrior with Shield (1953-54) to the AGT for acquisition.
This life-sized figure had evolved from the form of a pebble that
Moore found on an English beach in 1952 and this uncharacteris-
tically brutal, male figure proved a controversial addition to the
collection. The same can be said for the 1966 acquisition by the
city of Moore’s Three Way Piece No. 2: Archer for Nathan Philips
Square, which provoked nationalist opposition among sections of
the local art community.

For Infestation Piece (Musselled Moore), a steel sculpture
based on Moore’s Warrior with Shield was submerged in Lake
Ontario for one and a half years. During this time, it played host
to a growing colony of zebra mussels, thus taking the story of
Henry Moore’s introduction into Toronto and forcing it into a
somewhat unexpected relationship with the story of the zebra
mussels’ introduction into, and infestation of, the Great Lakes
at the end of the Cold War. One of around 180 introduced
species now flourishing in the lakes, zebra mussels first arrived
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in the bilge water of trading ships from the Black Sea as recently
as the mid-1980s. Originally native to the lakes of South East
Russia, these tiny striped warriors have radically transformed the
ecosystem of the Great Lakes, causing considerable problems for
both indigenous animal populations and municipal water systems.
Later purchased by the Art Gallery of Ontario, the heavily
mussel-encrusted Infestation Piece was initially displayed in
close proximity to Moore’s Warrior, but was later withdrawn
from display following the discovery of a moth infestation of the
sculpture’s protein-rich surface. That second, surprise infestation
led to a long process of conservation by the AGO’s Sherry Phillips
and Sjoukje van der Laan - a process that was interestingly
carried out in public. This act of conservation, carried out behind
a large picture window in one the museum’s contemporary
galleries, seemed to lend the sculpture a whole new life and a
whole new poignancy in terms of the knotty relationship between
the seemingly hermetic realm of the museum and the ‘natural’
world beyond its walls, between nature and culture. The drama-
turgy and aesthetics of this rigorously scientific treatment of a
sculpture that began life by returning to ‘nature’ a man-made
form that had itself begun life as a figuratively suggestive pebble
plucked from a beach by a sharp-eyed sculptor, appeared to
compound the work’s sense of agency. And it is this sense that |
hope to investigate in the new work for Istanbul.

URSULA MAYER: A heavenly figure floats, pixel snags smoothed into
flowing motion. Calm, she idles in liquid crystals. Waiting, she
dances, twirls, invites, invokes. From a digital nether world, from
darkness, she emerges. We feel the vibration of her pounding
heart, as electric fire and light strays from outstretched hands.
An avatar, a hybrid of technical schematic and somatic gestures,
a techno-living system. With the glitchy glitter of enticing arms,
she beckons us towards her.

The end of the universe:
its beginning.

Pause.

Start.

Repeat.
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The central figure of the installation The Fire of Knowledge is
Burning all Karma to Ashes is an idling avatar of trans model
Valentjin de Hingh. A feature of video games, idle animations

are the various forms of waiting, from gentle breathing to
foot-stamping impatience, to which characters revert when not
under direction from the game player. Updating Donna Haraway’s
cyborg for the twenty-first century, Valentjin’s idling avatar is an
icon for the posthuman, in which the human is always already
entangled within more-than-human networks. Blending artificial
and organic phenomena, The Fire of Knowledge ... produces a
hybrid space in which distinctions between human and nonhuman
entities dissolve, to envision instead what our shared ‘naturecul-
ture’ future can be. As part of a larger body of work called The
Soul Paints Itself in Machines, this video installation will continue
to explore contemporary forms of embodiment and materiality
in our digital milieu.

SUZANNE HUSKY: I'd like to add that Starhawk’s feminist eco-fiction
The City of Refuge refers to the plastic vortex as the Gyre, and in
2050, it has become a site of toxic plastic harvesting, the labour is
done by dispensable slaves, there are pirates involved and more.

CHARLES AVERY: A bather floats on a sea, basking in the sunlit
top-water. There is an island nearby. At some point, she senses
another being, signalled by a disturbance of the surface. It is a
benign presence, large and numinous. The creature meanders
for a while — once exhaling a plume of spray into the air above —
passing so close at times that she can reach out and run her hand
along its rough side. It seems aware of the swimmer on a physical
level, an object to be reckoned with, to share space with. And

then, without ado, it dives, fading into the fathomless depths, EVA KOTATKOVA: A temporary coalition of various beings taken
leaving her in exultation. (often without their agreement) from their environment with
Truth is local. You cannot possess it. You may, if you are lucky, camera and scissors. (This is a fragment of the chaotic world
encounter it. from paper that | currently inhabit. Soon | will share some notes
on the machine for restoring empathy that I’'m working on for the

TURIYA MAGADLELA: | believe my work is just as figurative as most Biennial - a surreal machine that | so wish could work one day in

figurative work, except the figure is no longer present. The the everyday realm.)

artwork is the environment that’s no longer possessed by the

figure, by the human who was there. My work does not echo the TURIYA MAGADLELA - in response to Eva Kotdtkova:

Anthropocene in this situation; my work is this situation. Your chaos resembles my chaos, especially with the Animals.
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AGNIESZKA KURANT: My work of the past few years has been

an investigation into the analogies between the blurred boundary
separating nature and culture and the one between fiction and
reality. | always see these two shifting boundaries as similar and
as products of the fundamentally constructivist character of our
reality. Reality is a hologram consisting of a multitude of other
constructions and agencies. Fictions are the building blocks of
our social reality. Shared fictions or social constructs such as
money, gods and laws allowed societies to form. The division
between Human/Nature/Technology or the Natural vs Artificial
belongs to these constructions or fictions, invented at some point
in time so that our species could give itself the right to colonise
and subordinate ‘nature’ in a similar manner to how, in the
history of human civilisation, we often portrayed various human
communities as well as non-human beings in ways that authorised
us to colonise them. Contemporary anthropologists with whom |
collaborate, such as Tobias Rees, are re-thinking these questions
in light of microbiome studies, Crispr, the creation of non-existent
organisms without lineage and Al research, and they are consid-
ering completely doing away with the terms ‘culture’, ‘nature’ and
‘artificial’. There seems to be a need to come up with completely
new terminology to de-colonise the discourse around these issues.

The questions about the transformations of the human and
the natural/artificial divide are at the core of my practice. Many
of my works emulate nature and behave like living organisms
or self-organised complex systems to reflect the complex
interplay of human and non-human agencies in the universe. My
recent works are crowd-sourced to a multitude of both human
and non-human agents. | have been exploring various forms
of non-human intelligences - animal, bacterial, Al as well as the
phenomenon of collective intelligence.

In 2008 at Frieze Projects in London, | presented Ready
Unmade, for which | hired a bird trainer to teach three macaws
to bark like dogs, imagining what would happen if one species
mutated because of climate change or a nuclear disaster and as a
result adapted and learned the language of another species. The
parrots barked to each other for a few days, creating an illusion of
communication.

As part of my investigation of the multiplicity of agencies and
the blurred boundary between the natural and artificial, | started

Reply to All 174

to apply collective intelligence to art production. Collective intel-
ligence is an example of non-human intelligence. It is a phenom-
enon observed in biology, physics and social sciences. Western
culture assumes individualised intelligence, where each one

has her or his independent intelligence located in the brain.
Contemporary scientists, however, have proved that in reality
intelligence is always distributed. Superorganisms such as slime
mould, bacterial colonies and termite colonies are examples of
distributed cognition and collective intelligence. Collective intelli-
gence is an emergent phenomenon where the whole is more than
the sum of its parts and where novel forms emerge in a non-linear
and often unpredictable way out of thousands or millions of
interactions between elements in a system. This phenomenon can
be observed in termite and bacterial colonies, flocks of birds, the
internet, social movements, the stock exchange, the urban fabric,
traffic etc. Analysing these evolving social phenomena, | started to
employ an alternative way of producing artworks, by outsourcing
and crowdsourcing my works to the collective intelligence of
thousands of both human and non-human agents.

Since 2014, | have been producing hybrid sculptures
outsourced to termite colonies (A.A.l., 2014-ongoing) where each
colony of about a million termites is given loose coloured sand,
gold and crystals out of which, over the course of a few months,
the collective intelligence of the society builds a termite mound.
These vividly coloured and sparkly sculptures hover between
nature and culture; between a product of non-human agents
(termites), a natural formation (rock) and an artistic form. I'm
exploring the multiplicity of agencies and the erosion of individual
authorship that in the future might be replaced by complex
collective forms (which already happens with knowledge produc-
tion, such as in the case of Wikipedia).

The contemporary human is a mixture of a multitude of
agencies, operating simultaneously. Below are the two examples
that I’ve been exploring of the blurring boundary between natural
and artificial, or nature and culture, both related to human,
supposedly autonomous, decision-making and the microbial and
algorithmic agencies that participate in this process.

As most online companies analyse human behaviour, a lot
of our decision-making processes are starting to be outsourced
to algorithms, automated and optimised. Think of GPS,
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dating apps or the medical diagnostics decisions outsourced

to algorithms, which are more precise than human

doctors. Soon computer algorithms might be able to give us
better counsel than humans about what to study, whom to marry
and which party to vote for, resulting in a gradual fusion between
algorithms and humans. The research of many scientists shows
that one can establish a person’s big five personality traits just by
their click patterns alone, with 80% accuracy, which means the
end of the hidden parts of our personality. Al can anticipate our
feelings of love, anger, depression or suicidal tendencies before
we feel or realise them, just by analysing our click patterns and
without obtaining any personal data. This may also impact on the
ways in which people will vote in the future.

Our societies are built on the idea that our choices and
desires reflect our free will and that nobody can access or influ-
ence it. But today, corporations and governments are developing
technologies to hack human decision-making. For example, 70%
of what people watch on YouTube is driven by recommendations
from the algorithm. As Yuval Harrari points out, perhaps the
most important fact about living in the twenty-first century
is that we are now hackable animals. Our choices, our desires,
our understanding of who we are, what are our most authentic
aspirations, can be hacked and manipulated.

On the other hand, the new advances in science prove
that microorganisms present in our stomachs and intestines
are responsible for our mental states and our decision-making
processes. They can cause depression or changes of mood.
Therefore, we should consider the alternative logic that governs
our behaviour and which is dictated by our microbiomes. When
we realise that bacteria are necessary actors in our immune
system, the whole concept of self as we understand it, collapses.
The sci-fi notion of aliens who built the Egyptian pyramids might
be applied to our own bodies. Various species of microbes, which
are as much alien as symbiotic with our organisms, live inside us.
| am addressing this subject in Alien Archaeology — a pyramid
constructed out of bezoar stones found inside the stomachs of
various animals — an internal geology or archaeology.

Meanwhile, we are witnessing another evolutionary
transformation of the human caused by new types of artificial
beings with which we enter into relationships. These are objects
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resembling living organisms that talk to us or communicate with
us in other ways and that we start to treat like living beings: our
phones, Alexa, Siri, Cortana, Rumba and other smart devices. I've
always thought about artworks as living autonomous organisms.
Recently, | thought about Tamagotchis. Developed in Japan in
1996, these are egg-shaped, hand-held, digital toys imitating
living organisms. They must be regularly nourished, petted and
walked. There have been seventy-six million Tamagotchis sold

to date - a nation’s worth. | imagined what would happen if all

the Tamagotchi owners took care of just one single Tamagotchi
together, an artificial collective organism operating on the basis of
collective intelligence, like slime mould. This organism, a dispersed
society, would be powered by the decisions and actions of
hundreds of thousands of people around the world. The shape of
this organism would be morphed through aggregating preferences
and micro-decisions made by hundreds of thousands of people.
And actually the Earth is a form of a collective Tamagotchi. It

is an egg-shaped form of which we all collectively have to take
care. These reflections inspired me to work on a project that
would operate as a collective Tamagotchi. It materialised first

as Animal Internet (2017-18) and now for the Istanbul Biennial

as Conversions (2019).

Conversions explores the subject of energy and the way in
which it merges all forms of beings in the universe without the
distinction of artificial and natural. Energy is what is needed to
power a computer to allow Al algorithms to operate (intelligence,
biological or artificial, always needs a substrate, a carrier) and for
organisms to function, metabolise and evolve. Energy is also what
is needed in the creation of geological forms.

We’re living in a time of the rising power of social energies, the
aggregated value of which can be precisely calculated, mone-
tised and mined on a par with oil or gas. Conversions investigates
the ways in which energy, understood as a substance in motion,
can be converted from social to thermal or electrical energy. The
piece, like a living organism, is undergoing dynamic changes and
mutations and evolves in time. The work renders various social
phenomena and social-energy flows as phase transitions of liquid
crystals. It is a perpetually evolving liquid-crystal painting, trans-
forming according to the dynamics of algorithmically aggregated
social energies harvested from the Twitter feeds of the protest
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movements around the world and converted into electrical
and thermal energy. The result is an evolving collective human
thermal footprint of aggregated social energies and human
behaviours, causing real transformations of matter.

This collectively and unwittingly authored painting, gener-
ated unbeknownst to the people whose energies are creating
the thermal footprints, will continually change colour and shape
on the surface. It is connected to a computational, simulated
‘artificial society’ model with real-life data input. A specially
created Artificial Intelligence sentiment-analysis algorithm parses
the Twitter feeds of protest movements around the world and
aggregates them. The painting renders the aggregated social
energy and mood of the protest movements at a given moment
in time, ranging from happiness, enthusiasm, hope and disgust,
to anger and frustration. It is an abstract energy landscape, a
portrait of the collective intelligence of aggregated social capital,
a perpetual litmus test of the current temperature of social
energies.

The work references Manuel DeLanda’s re-interpretation of
Gilles Deleuze and Félix Guattari’s ‘assemblage theory’, a dynamic
systems theory that explores the way in which material systems
self-organise, and extends the system to include the social,
linguistic and philosophical. It also draws on social physics where
the collective intelligence of a society can be described using
equations similar to the behaviour of molecules and particles, or
a bacterial colony. Conversions is an ecosystem, a homeostat, a
complex adaptive system going through various states. The piece
examines how energy and capital move through the universe.

The contemporary economy relies more and more on the
circulation and transformation of energy into and out of form.

In the twenty-first century, social capital - the aggregated value
of which can be algorithmically calculated - has begun to play

a far more significant role than financial capital. Consequently,
social energies have, to some extent, become part of the energy
market: just as coal, oil and gas are extracted from the natural
world, today social energies are being mined and precisely quan-
tified by algorithms. The value of ‘people power’ can be precisely
quantified using social physics and quantitative analysis. The
contemporary global economy is based on flows and conversions
of energy into information into capital.
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This work also addresses the long-time attempts of scientists
to design artificial intelligence that can replicate human artistic
creativity. An artificial intelligence artist is simulated here by the
labour of the crowd of people.

Another work | am realising for Istanbul, also hovering
between nature and culture, is a fictional speculative geological
formation. Following the contemporary debates around the
significant human impact on the Earth’s geology, | am investigat-
ing the possible new geological formations of the near future,
which could be caused by our current lifestyle and modes of
economic production of Post-Fordism, which could be different
from the impact of the Fordism that caused climate change.

My point of departure is a recently identified quasi-geological
formation - Fordite, also known as Detroit agate or Motor City
agate - formed by fossilised automotive enamel paint from many
years of build-up of layers on tracks and skids on which cars at
factories in Detroit and other cities were hand spray-painted
(a now automated process), which have been baked numerous
times. Since Fordite can be cut and polished, fragments have
recently been circulating online, accruing value and treated like
precious stones to produce jewellery.

If Fordite could be seen as the side effect/geological forma-
tion caused by Fordism (the economic model pioneered in the
early twentieth century by the Henry Ford Motor Company
and based on industrialised, standardised mass production and
mass consumption in advanced capitalism) then what would be
the side effect or geological formation of Post-Fordism - the
contemporary economy based largely on immaterial labour,
automation and information technologies? Post-Fordism is
viewed as a transformation of labour into immaterial labour
and its reliance on abstract knowledge, general intellect and
social cooperation. Imagining what geological formation could
embody this transformation from factory labour into immaterial
labour based on immaterial products such as ideas, copyrights
and patents, | created Post-Fordite - a composite speculative
rock. | bought fragments of fossilised Fordite found at various
factories around the globe and combined them together
into one abstract, fictional rock formation. Each facet of this
abstract rock reveals a different interior. What emerges is an
N-dimensional impossible space, evoking M.C. Escher’s drawings,
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as if inside this rock various geologies existed at the same time.
The rock’s multiple facets displaying the colourful surfaces of
many fragments of Fordite could be seen as mini paintings fused
into one N-dimensional painting.

Another work | will present in Istanbul, Mutations and Liquid
Assets, was created by melting together existing original metal
artworks by other artists: Joseph Beuys, Richard Prince, Carsten
Hoéller and Carol Bove. Some objects are still recognisable,
while others completely melted. The resulting hybrid object is a
mixture of these several artistic forms and meanings. A mutation
of both form and value, the work contains the original certifi-
cates of the melted artworks.

The piece relates to my interest in ideas and artworks as
living organisms, their evolutions and mutations. Ideas evolve,
mutate, breed and hybridise in a similar manner to genes.
Mutations of ideas sometimes happen accidentally. One idea
can travel between minds, evolve and mutate in conversations.
Chance plays an important role in the evolution of ideas. | am
also exploring the contemporary role of artworks as assets and
a currency to store value and social capital. I'm interested in the
parallel between the liquidity of artworks as assets storing value
and the liquidity of ideas that are also in flux.

Another work | am presenting in Istanbul - Still Life - is
related to the alternative scenarios of the evolution of life on
Earth and the thin boundary between life and non-life. Life on
Earth emerged by pure chance and it could also potentially have
emerged on the basis of other, alternative elements, producing
different kinds of organisms and never leading to the evolution of
the human species. This piece considers these parallel scenarios.
It explores the constantly shifting boundary between what is
currently considered life and non-life, organic and non-organic,
natural and artificial. The work is inspired by the recent discov-
eries in the realm of astrobiology, for example, bacteria eating
plastic, or latent viruses hibernating for billions of years inside
rocks, as well as experiments of synthetic biology by simulating
the beginning of life and making the first world’s artificial
organism from scratch: synthetic cellular systems and self-rep-
licating genetic polymers and synthetic nucleic acid polymers
(XNAs) having the potential to create novel, extra-terrestrial
forms of life.
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The piece takes the form of a rock sculpture synthesised in
collaboration with the research scientists at the Department of
Earth and Environmental Science at the Rensselaer Polytechnic
Institute in Troy. The elements fused in this synthetic rock
underwent lab experiments involving high pressures and high
temperatures simulating various geological events. The rock
includes various components oscillating between life and non-life,
a sample of what the surface of Earth might look like if life were
based on alternative elements or how it could evolve after the
end of human civilisation.

Instead of sculpting the form out of an existing material -
which sculpture is traditionally about - | am sculpting the compo-
sition of the material and engineering a nano-scale ‘landscape’
of this conceptual formless material that can be given different
shapes in the future. The sculpture is accompanied by electron-
microscope photographs of the landscape ‘built’ inside the rock.

A potential frozen into this material can also evolve into
other new forms of life. The rock includes particles of the future
human footprint, such as the conflict materials coltan, cassit-
erite (tin), gold, wolframite (tungsten) present in all consumer
electronics products and many other industries - as well as
plastiglomerate - a hybrid rock formation found along shorelines
where natural sedimentary grains and organic debris (shells,
wood) are agglutinated by melted and hardened molten plastic
trash created during campfire burning (it has been considered a
potential marker of the Anthropocene).

Fossilized Future is based on my collaboration with the genet-
icist and immunologist Alexander Tarakhovski of Rockefeller
University in New York, who gave me mutated fruit flies
from his laboratory. Fruit flies are the most common object
of lab research. At Tarakhovki’s lab, as a result of various viruses
and genetic modifications performed to test the immune
system’s response to various fictitious diseases, each fly has
developed a different mutation not occurring naturally in nature
and being a simulation of what could happen in the future. | sunk
these mutated insects in amber, like the insects trapped in amber
fossils that formed millions of years ago. In this way, | produced
future fossils of mutated organisms that may never exist in
real ecosystems and may always remain a potential alternative
scenario. As we know, however, many labs in the world are
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currently causing mutations of mosquitos carrying Zika virus and
other diseases. Who knows what the future impact of mutating
these organisms will have on entire ecosystems? Similarly,
building new organisms without lineage from scratch is very
exciting, but how will it play out in the ecosystems that might not
be prepared for these new elements? Will the ecosystems adapt
easily or will it create a natural disaster? As we know, sometimes
one small element can trigger an avalanche of reactions that
could cause an entire ecosystem to collapse.

AMBERA WELLMANN : ‘That ground was gendered female was never

in doubt. Painting in the high Italian Renaissance increasingly
became a system for ordering and subduing nature, laying a grid
on chaos (femininity), which in the twentieth century became a
process of razing and asphalting.” - Mia Schor

The gendered, binary dimension of nature/culture divisions
found early expression in paintings of the figure in pictorial
space; their underlying violence is rationalised as technical virtue.

Space is not fixed or static; it is relational, dependent upon
and transformed by the location and affective power of the
objects and things within it.

Hybridity functions as form of space that allows alternative
positions to surface. The figures in my paintings create the space
around themselves.

SANAM KHATIBI: | have often said that my subjects are always

depicted within the same plane as the flora and fauna. For me,
the figures | depict have the same importance as the animals, the
vegetation and the objects. | suppose, then, that | can somehow
relate my practice to the moment when the physical and
symbolic boundaries separating humans and their environment
collapse.

| mostly work in an unconscious state whilst painting and have
never liked the idea of giving more importance to one subject
matter as opposed to another. This also includes establishing a
difference between the subjects and the objects themselves. |
mostly use a recurring historical period that | depict, but in my
head there is no real attachment to a specific historical period.
Perhaps my characters are from a post-Anthropocene period ...
or just an alternative perspective.
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ELMAS DENIZ: For this Biennial, I'm producing two works that are

connected with each other. The first is a 3D topographic relief
of the rivers and creeks in the area of Taksim Square to $Sisli
Bomonti where | live, which have moved underground and whose
names only remain in the names of the streets. The second is an
installation based on a creek that is too small to have a name,
again lost, in the area of Bergama where | was born, near the
ancient Greek-Roman city Gryneion.

My interest in nature goes back to my childhood. | grew up in
nature and this creek was two metres away from where we lived.
I’m shaping this work with my own experiences as well as with
the research that started with this creek. We all know about the
big rivers, but the smaller creeks are lost; so are the dynamism
and the experiences of the people who live or used to live
around them. | look at archaeological remnants and the records
of history in a highly subjective manner. What | do can simply
be considered as searching for the traces of history in today’s
geography and language. This is a matter of geo-history (Fernand
Braudel) or haunted topologies (Anna Tsing).

Nature that is transforming or disappearing due to the direct
intervention of people is at the centre of my work. I’ve been
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producing works on the relationship between economic system-
nature-human for a long time, during which | encountered the
concept of Anthropocene. | find this concept useful for expressing
the guilt around destruction, but I’'m not sure if everyone in the
world is culpable for this crime. For me ‘Capitalocene’ is more on
point. Additionally, | see most of the distinctions of the ‘traditional
west’ as a generator of representation crisis; misrepresentations
together with under-representations.

I’ve always been intrigued by the way in which ‘representations’

cover information, and how truth is diluted or excluded. There’s
a sentence from the Al field: ‘Every representation ignores
something about the world.’ | find this exclusion and the selective
gaze to be closely connected to the position of humankind in the
more and more competitive and consumerist culture of neoliberal
capitalism, highlighted by over-qualification and the criterion of
usefulness. For this reason, like many artists, I’'m interested in
looking at manipulations, representation deficits, the distortions
in history, and especially, the ‘human experience’ that is somehow
not transferable. Is it possible to make the invisible visible or to
obtain new eyes for seeing?

| feel that knowing about nature might be like art. One day a
friend of mine sent me a photo of a skeleton of a sea urchin and
asked me what it was. As | change and grow with every book |
read and every incident | experience each season and every year, |
observed them; alive, death. | thought of the thorns that prick my
feet, the colours of the thorns, the sting, the spots on their shells,
the iodic smell of dried ones, the stinky odour of the rotten parts,
the broken ones on the beach, a baby one, the way they move
slowly, of breaking them in half to eat when hungry, and those
at the mouth of the creek that | observed in its every state each
season.

‘I know.” | said.

"It’s the skeleton of a sea urchin.’

‘Oh, I've just learned.” She said.

DENiZ AKTAS: | explore the traumas instilled in the memories of cities

through the relationship between people and places. | think places
have meaning and character. There is a natural bond between us

and the places in which we live. We now exist in a period when such
places are gradually losing their meaning and character, weakening
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and dissolving their connection to us. Undefined and neutral. In my
practice, which coincides with this time when things have become
artificial and have lost their naturalness, | try not to see some
situations in order to forget them, and show others in order to see
more. The process strengthens the bond while also causing it to be
forgotten.

Works lost between demolition and nature...

In non-places, we see that demolitions, rubble, debris, sweepings
and trash that could be considered construction waste are not
formed by ‘natural’ means and we witness them ‘becoming natural’,
just like the fate of the land in which | live and produce, through
constant destruction and reconstruction. | confront destruction
and its chaos and try to understand/convey it. We can read this as
a reluctant reflection of conscience. We form a natural bond with
whatever we can find in the places in which we live, including every-
thing from texture to cultural codes. We try to display anything
that might remind us of that place to sustain this bond. | consider
important Marc Augé’s discourse that three attributes, ‘history’,
‘identity’, and ‘meaning’, are required to make the spirit of a place
visible. This discourse which relates to the places where societies
live, with their economic, geographical, climatic, structural, natural
and cultural qualities is an important argument in my practice.

The spirit of a place

There is an essential distinction between places that have history
and culture, and non-places that exist in an undated, timeless

and unidentified form. For us to see non-places, they have to

go through depersonalisation and lose their meaning. A state of
crisis has been present in the world for the last four years: the
destruction and reconstruction of the Middle East. The ongoing
destruction is not only limited to places. We face problems such

as ecological devastation, loss of individual identity, migration and
the refugee crisis. In the compilation book Matter of Space (2014),
David Harvey mentions that in the twenty-first century, cities will
transform rapidly and lose their identities. We know that change in
places is not only related to society, but to politics as well. Politics
always requires a place. Even if it doesn’t directly move from that
place, it moves on it. We continue to witness this process in Turkey
and the Middle East.
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MAX HOOPER SCHNEIDER : Dear all, JENNIFER TEE: I’'ve been looking at migration through textiles. In

It is an extraordinary honour to be part of this. recent years I’ve been making pressed tulip-petal collages, with

My homage to this Continent: motifs taken from Indonesian Tampan and Palepai, known as ship
cloths by Europeans. Tampan, woven square textiles, are found in
the Lampung region of southern Sumatra, a crucial trade route
since antiquity, which has long been a crossroads of cultures and
artistic traditions. Tampan were used by Lampung families for
ritual occasions and to assist each individual to progress through
several ceremonies that marked the various stages of life. These
textiles predominantly feature a ship with human souls, animals,
birds, flowers, plants, shrines and a mast that often branches out
into a tree of life. The image suggests the idea of (human) souls in
motion towards new lives, or the afterlife. The cosmology of this
in-between state, this navigation of the river of the world, is what
I’ve been particularly interested in. The transition of the soul.
The soul was believed to transcend to the upper world, which lies
far beyond the vault of ‘heaven’ and was believed to be, like the
underworld, invisible.

In ancient principles of east
Asian philosophy, everything in
the environment is intercon-
nected, and the goal is to become
‘one’ with the total environment,
which requires a heightened
awareness of and intuitive
sensitivity to interconnectedness.

Both tulips and ship cloths
have personal significance for me.
A vessel carried my father to the
Netherlands from Indonesia when
he migrated with his sister and
parents in the 1950s. Another Pressed tulip from Turkey
vessel ferried my maternal grand-
father to and from America, where he frequently travelled for his
business, a tulip-bulb export company, trading flowers grown in
nearby Lisse, the Netherlands.

The tulips were originally transplants themselves, from
Turkish-ruled Central Asia, and first grown in the Netherlands
in about 1565. By the next century, the Dutch had coaxed an
astounding variety of tulips from the flower, which became
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botanical treasures and a source of national pride. In Turkish
history, the tulip also plays an important role. In Turkey, the
period between 1718 and 1730 is called the ‘Tulip Era’ and the tulip
motif can be found on ceramics, carpets and textiles.

For my presentation for the Istanbul Biennial, I’'ve made new
collages including dried tulip petals from the Hortus Bulborum, an
outdoor museum garden in the Netherlands containing historical tulip
bulbs. This unique garden offers varieties from the former Ottoman
Empire that were introduced to the Netherlands by the botanist
Carolus Clusius in the sixteenth century. Harvesting these tulips
can only be done in the flowering season at the end of April/beginning
of May, thus adding a seasonal cycle to making these works.

HALE TENGER: The work that | am realising for the Istanbul Biennial is

located in the garden of a derelict but still charming mansion in
the hills of the Prinkipo Island. Historians claim that it was
originally built for and used as a summer house by Sophronius Il
(1798-1899), the Patriarch of Constantinople (1863-1866), and
later as a state elementary and secondary school between 1922
and 1979. The neglected building is now surrounded by ugly four-
or five-storey apartments. Not only this once calm and beautiful
island is now flooded with tourists even in winter, but also its

hills facing the Anatolian side of Istanbul cannot escape the
steady background noise reaching across from the gigantic city. It
is a paradise lost, as elsewhere. Soon to be everywhere, according
to the scientific data pouring in.

But can we ‘be by not doing?’ - the ancient Chinese
concept of wu wei, trying not to try (Lao Tzu, Tao Te Ching)

We keep going on, we roll, we make, we take.

‘A long forgotten act of give-and-take’ as mentioned in
Eduardo Kohn’s book How Forests Think: Toward an Anthropology
Beyond the Human (2013).

However, our state of awareness, our way of thinking doesn’t
match the way our days go by, the way we live and act, engulfed
by the ego, hierarchies and greed. As if wearing an outfit that is
too tight, the conscience is overwhelmed by a constant feeling of
guilt bursting from inside out.

Anthropocene. We have been giving things names since the
beginning of ‘the culture’. Since a long time ago. And also not so
long ago, when thinking of the minute span of existence of humans
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vs Earth, universe. The human will to understand and construct
ideas, objects is an infinite preoccupation. A state of being. A
non-stop roll. And we have made divisions of time, as if it has an
end or a beginning, and other divisions: of land, people, class,
gender, nature, culture, thinking, feeling.

| feel guilty for making, doing, against the backdrop of all
injustices done to subjects and objects. Yet | keep doing. Trapped
in-between. With some hope. Still. Resolution. Solution.

The title of the work is Appearance, an installation mainly
comprised of an audio element and black obsidian mirrors. It
is based both on fiction and reality. One of references of the
work is a botanical practice called girdling or ring-barking. The
earliest mention of this practice is by Theophrastus (c. 371-287
BC), in his botanical treatise titled Enquiry into Plants, one
of the oldest known systemisations of the botanical world
and written records in the history of botany. A botanical
technique still performed today, lasting for more than 2,000
years, ‘girdling’, to me, is an agency symbolically working as an
ongoing act of human intervention in the environment.

Girdling is used either for killing trees in forest management
or in fruit trees to quicken the fruit growth, to enlarge the fruit
size and make it sweeter. The process involves the complete
removal of a strip of bark from around the entire circumference
of the tree trunk or branch. In the case of fruit growth, the
removed part consists entirely of the phloem, the vascular tissue
in plants, found towards the outer part of the trunk or branch,
just under the bark, which conducts sugars and other metabolic
products downwards from the leaves.

For the killing of the trees, not only the phloem but also the
xylem needs to be severed so that the tree dies over time from
lack of water and/or nutrients. Xylem is the vascular tissue found
in plants towards the inner part of the trunk or branch that
conducts water and dissolved nutrients upwards from the root
and also helps to form the woody element in the stem. Phloem is
in a way similar to the artery in humans and xylem to the vein.

Obsidian is a hard, dark, glass-like volcanic rock formed by
the rapid solidification of lava without crystallisation. It was one
of the major barter materials, and prized for its ability to be
worked into razor-sharp edges for arrowheads, spearheads and
tools in prehistoric times. Black obsidian stone is also called ‘black
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mirror’, an object revered by ancient cultures as a mirror and also
for scrying. The earliest known mirror made of black obsidian
stone was found in Anatolia (dating to around 6,000 BC) along
with wall reliefs depicting leopards in the houses at Catalhoyuk.
Leopards are long gone from Anatolia. Mirrors are still not extinct.
Frequently used as a metaphor for knowledge, mirror often func-
tions simultaneously as a symbol reminding the beholder to reflect
upon her/himself, thereby stating itself not as a passive mirror of
reflection but as an active mirror of transformation.

Appearance will be out there waiting, hopefully for an open-
ended and ambiguous contact.

RADCLIFFE BAILEY: June Tyson, singing along with Sun Ra’s Arkestra,

shouted out: ‘If you find Earth boring, just the same old same thing,
c’mon sign up with Outer Spaceways Incorporated!” My practice
explores collective consciousness, shared histories, and the
convergence of race, ancestry, migration and memory through the
potential of travel. | am interested in the metaphorical and physical
space in-between people and how this dictates human interaction
- whether cultural cues, air within a room, or the oceans that
separate continents. Oceans become almost outer space-like the
further in or out of their breadth and depth ones goes.

It is significant to me that my latest body of work will be
positioned within Istanbul’s historic shipyardl, a place so steeped
in the intermixing of people and cultures; and one that is in close
proximity to Istiklal Street, where Sun Ra brought his almost extra-
terrestrial Arkestra to perform nearly thirty years ago. Reflecting
on how we perceive time, Sun Ra believed that rather than think
of ourselves as early or late individuals, perhaps we should ponder
whether the time on the planet is off. It is my hope that my installa-
tion evokes deep consideration of these sentiments.

GLENN LIGON: | no longer have the question we were supposed to be

responding to. The original was lost in the call and response of this
very interesting email chain.
Thanks.

Due to the venue change of the Biennial, this work could not be
exhibited in the shipyards. (e.n.)
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MARGUERITE HUMEAU: Venus of Courbet comes from a speculated

scene lying 150,000 years in the past, when a group of women
randomly encountered psychoactive substances for the first
time. Unprecedentedly in human history, the brain abandoned
its standard mode through the intake of these psychoactive
substances and entered into uncharted territory. The spectacular
consequences of this event may have resulted in a neuronal reor-
ganisation, imperceptible because happening on a microscopic
scale. This new configuration of the human brain allowed for a
new social structure that completely differs from that of other
primates. The urgency was always to test or mimic these visions.
Therefore, it has been speculated that these newly experienced
journeys of the mind might have been at the origin of language,
art and religion.

| found a paper written by archaeologist Bette Hagens, who
compares Venus figurines to animal brains and draws attention
to the striking physical similarities. She presumes that prehistoric
shamans consumed the psychoactive parts of animal brains to
achieve spiritual ecstasy through mind alteration. The shamans
presumably chose certain parts of the brains of specific animals
with which they communicated or into which they wanted to
metamorphose. They might have archived those concoctions
by carving them in various materials. Those sculpted recipes
for spiritual travels might be what were called later the ‘Venus
figurines’, and thus the Venus figurines might be the symbol of
this new neuronal organisation after the discovery of psychoac-
tive substances by early humans 150,000 years ago.

Venus of Courbet sits in a darkened space. Other females in
the group are here but they are already disembodied; only their
voices, ranging from soft breathing to repetitive singing, can be
heard. The female figures are experiencing a primordial trance.
Their voices lead us through the journey of their minds, at times
mutating into various animals, at times reaching the limits of their
human capabilities. They are forced to leave their human corporal
envelope and mutate in order to survive. They have to exile them-
selves to a lost paradise. This brings us back to ourselves... Should
we merge into Gaia or create a technological propulsion neces-
sary to take off? But where should we take off to? That’s another
question. The problem is that ‘to change is also to disappear’ (Ali
Mitchell). This is a fascinating yet terrifying thought.
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time frame is ended. To read that boundaries are down is exciting
at a time when all national boundaries are becoming harder and
more reinforced.

| like the feeling of free-falling, of improvising and not
knowing what I’'m doing. | like the hanged man of the Tarot cards.
| like the idea that you can be suspended or held by your own
faith or trust.

Anthropocene seems to allow for the space | crave. It is
potentially a new beginning or a chance where the responsibilities
and conscience of the past are set aside, as imaginary civilisations
are tolerated. Maybe | misunderstand, but this seems to be
the essence: to allow for creativity and pollination rather than
strapped-down categorisation and stifling rules. Anthropocene
seems to allow space and time.

| make hybrid creatures that are part human part animal and
they wear sexy boob-tubes and glamorous armour. Additionally
I’ll also make a children’s playground in the shape of a gorgon’s
head. All to be worked out by September. What | make and the
ideas discussed seem related to me.

EN MAN CHANG: It’s hard to decide between question one or two to
answer because both questions seem to be related to each other.

Marguerite Humeau, Lascaux-Brain I (Brain-Cave),
black ink pen on layout paper, 42 x 59,4 cm

NICOLAS BOURRIAUD: Anthropology is philosophy with the people in’,

Tim Ingold said. Art also includes the beholder, and it could be
compared to an anthropological practice that embraces alter-
native, pop-up communities or imaginary civilisations. When it
comes to the past, it could be defined as an archaeology of the
‘vanquished’, to use Walter Benjamin’s words, alternative versions
of History. Both anthropology and art have to engage with a
multitude of points of view - and, beyond the Western vision of
‘progress’, invent a real perspectivism (Viveiros de Castro). How
does your work echo these topics?

MONSTER CHETWYND: | can relate to imaginary civilisations. The

performances | make are a voluntary cult in many respects, a cult
that only lasts as long as the time frame of the performance. As
if you can put life on hold and be expressive and experimental
within a time frame and then return to the conventions when the

Reply to All 194

| was born on the small island nation of Taiwan in East Asia,
whose sovereignty has never been recognised. It is a nation that
has been receiving constant threats from the political power
of China. | grew up in the city and was unfamiliar with the
Indigenous culture on my mother’s side. | began to understand
and learn more about Taiwan’s Indigenous cultures when |
returned to her rural hometown. | gained a different perspective
of the interdependence between nature and humans from the
local Indigenous communities.

| returned to the city from the countryside and connected
with the Ljavek Indigenous community. The formation of the
Ljavek community, as with many other urban tribes, came from
their historical complexity. Taiwan’s Indigenous people, and the
rest of the world, have in common the experience of imperial
expansion. In Taiwan, the colonists were the Dutch East India
Company and Habsburg Spain in the seventeenth century, along-
side the continuous Han migration from Han to Qing dynasties
of China, then the Japanese occupation in the twentieth century,
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followed by the Kuomintang government fleeing China in 1949.
These foreign dominations plundered natural resources, causing
traditional Indigenous territories to become lost and uninhabit-
able. Ultimately, the majority of Indigenous peoples were forced
into positions as low-paid labourers in the early urban develop-
ment of Taiwan.

Thomas Hobbes believed that the universe is the sum of all
mechanically moving objects. He proposed the ‘state of nature’
and ‘the state of origin’. If the concept of a modern country is
formed in modern times, then it is deeply tied to capitalism.

In the early days of the colonial Japanese occupation, Taiwan’s
forests were regarded as non-man’s land, especially in the moun-
tainous areas. The urban planning for Kaohsiung city practised
the same colonial attitude towards the Ljavek community, seeing
their land as belonging to no-one. What is my position when |
encounter a group of people being dehumanised by the govern-
mental institution, and who have no voice to state their rights?
Perhaps Gayatri Chakravorty Spivak’s Can the Subaltern Speak?
(2010) is a good reference. | have focused on the importance of
the cooperation process.

The environment in which | grew up was greatly influenced
by Western and mainstream Han Chinese culture. The invasion of
foreign cultures into Indigenous cultures has become heteroge-
neous, with the deepest influence coming from Western politics
and religion. However, the impact of different cultures forms a
culture itself. | am specifically concerned with contemporary indi-
geneity and biopolitics. The Indigenous peoples have no written
records, only oral history. Many materials for academic investi-
gations into natural resources are anthropological, or related to
flora and fauna. Historical documents can only be found from
the Japanese occupation period on. We must rely solely on these
Japanese colonial documents to find minimal traces and evidence
of the missing Indigenous cultural identity. | consider art able to
serve as a compensational refill of this missing cultural gap.

AGNIESZKA KURANT: Today, we see humans in permanent metamor-

phosis, permanent evolution. Perhaps an adequate notion to
apply to the human/non-human sphere of knowledge (formerly
known as anthropology and related to what was formerly known
as culture) is what Michel Serres described as ‘assemblage’:
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a form in perpetual motion composed of a set of different
elements (ideas, technologies, people and institutions) with
individual histories, the relations they form and their muta-
tions. Serres proposes considering a modern car as a disparate
aggregate of scientific and technical solutions dating from
different periods. In my opinion this notion of assemblage can be
related to the concept of collective intelligence and emergence
and imagined as an assemblage of human and non-human agencies
and forms (from animal to microbial to Artificial Intelligence). In a
way, we could also consider memes as assemblages created by the
collectivity of humans without central control.

Tobias Rees in After Ethnos (2018) proposes that anthro-
pology should analyse non-teleological movement - change,
mutation, reconfiguration, dissolution. The objects of analysis of
knowledge are unstable and they mutate. The resulting knowl-
edge does not itself refer to any fixed, object-like formation
out there that could be known. Rather, knowledge comes in the
form of recognitions, of openings, of surprises, of discoveries, of
derailments. Its objects of analysis are instances in which objects
dissolve (or mutate). Rees proposes that anthropologists should
capture the order of things themselves in motion, to capture
movement.

Catherine Malabou talks about the plasticity of the human
brain and in my recent works | have been investigating the
plasticity of the social brain - a collective intelligence of a
multitude of agencies and the ways in which our societies are also
undergoing transformations.

HAEGUE YANG: Recently, | accidentally rediscovered a Korean pop

song from the 1980s titled ‘When the Year 2000 Comes’.
The visuals and dancing style from the hilarious 1980s were
as familiar as the same politically dark period in South Korea,
without any freedom of speech, and | was struck by the very
naive song lyrics, which go like this: ‘2000 AD, the age heading
for space/We will fly far away between the stars on a rocket/By
then, there will be no war and the world will be endlessly happy/
The sound of your song will resonate all over the world.’

What on earth does singing a song about the millennium
when under military dictatorship mean? There’s a strange chasm
between the future tense in the song and the absence of the
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future in reality at that time. But another chasm is the distant
past seen from today, yet still referring to the future. And that
chasm appears in the language tenses of the lyrics, referencing
a specific time frame, as well as in the political perspective. And

the exact shape of the chasm is the mébius strip, a three-dimen-

sional form with only one side, as Timothy Morton writes in his
book Dark Ecology (2018). Yet this twisting chasm might hint
at the necessity of a non-binary way of thinking contrary to the
divisions to which you refer, between concepts such as nature

and culture or subjects and objects; and in my case, that of space

and place as well as past and future. If there are ever nameable
divisions, they also co-inhabit their antitheses, rather than
maintaining their distinctiveness.

CLAUDIA MARTINEZ GARAY: It is difficult for me to try to understand

the past or the origin of things. This is mostly because what I’'m
encountering is half abandoned, half destroyed or half erased.
And sometimes things from the past have been stolen and have

Lima

Photographer R. Castillo, 1890, Lima, Peru
Currently in the collection of the Ethnological Museum of Berlin.
Artefacts were usually arranged like this, to be offered for sale.
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illegally ended up in museums abroad. | think about those objects
as missing subjects with unknown stories who wonder about their
past life, and their future life, like ancient kidnapped victims
spread out in the world who will probably never return to their
original land. And although the colonised country intends to ask
for them back, they will never return. They are cursed to survive
us in the future. Elsewhere.

ELOISE HAWSER: In my film, The Tipping Hall, the camera looks over

the shoulder of a human operative as he remotely controls
mountains of refuse in a waste-management site. From behind
a glass wall, he manipulates a giant mechanical petal claw, an
extension of his arm. The claw sifts through the accumulations
of waste, oxygenating them so that chemical gasses will not
grow into a toxic fire. When an occasional fire does build up,

a water cannon is triggered to douse the tipping hall. While
filming, the water cannon was operated carefully so as to avoid

drenching the second

camera, which sat atop the gaiﬁeldp.ll'mwnn[;t;wmlvedin
claw itself, scanning the ¥-353 -

ridges of rubbish waiting i -l

to be burnt. Through its
lens it caught shopping
bags, trolleys, a plastic car
bumper, and tinsel left over
from Christmas ...

This is an ‘Energy from
Waste’ site: a new type of
machine architecture for
the waste industry, as it .
moves away from landfill to ke : phcces
a technologically dynamic :::x":::::::::;mm
system of pipes and fires. g 1 e sl 14 Aelies bachios of tha Faresis rogom, b
Energy is now actively The Guardian, Mar 29, 2019
harvested from waste; power is extracted from dumped material.
These sites are alive with intricate technological and mechanical
systems - optics and petal claws - alongside which humans work,
sorting through the waste by hand. These spaces are sensorially
overwhelming: by the end of a day at each site, my clothes were
infused with their potent odours, and | felt a kind of psychic
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nausea at the tipping and hauling of masses of waste. Yet there
is another section of the site - the ‘dry’ part. You can observe
the tipping hall from behind glass, in a clean, protected position.
From here, sitting in the controller’s swivel chair, control stick in
hand, the ever-flowing rubbish looks virtual.

At these Energy from Waste sites, objects become ‘raw
materiality’, divested of past social narratives and uses before
being recycled. Nature, in this sense, is no longer a material for
industry to work on, in the way we might have previously consid-
ered wood, gas and oil. Instead, in the mass-consumption and
mass-waste era, it seems there is now a second-order material,
already composed and recomposed by industrial processes.

The aim of the so-called circular economy is to perfect this
procedure, whereby everything with which industry works has
always already been composed, broken down and recomposed by
infrastructural processes.

Thinking about the Anthropocene, it seems that what we call
‘nature’ is precisely those things excluded from this increasingly
repeated, circular process. Reflecting upon the theme of this
year’s Biennial, The Seventh Continent, it strikes me that this
‘continent’ seems so remote not because of its literal, physical
distance from us, but because it is adrift beyond our systems of
infrastructure. My work explores how infrastructure acts to filter
and organise the social, as opposed to the merely material. In my
film, for instance, we can watch this kind of filtering as it takes
place, as waste objects are broken down but not yet recycled,
existing for a space of time in an in-between, uncanny state.

SUZANNE HUSKY: The old organic worldview, the vision that saw

sacred presence in all life, was made illegitimate in Western culture ...
the living world became viewed as a machine, something made of
non-living, atomised parts that could ultimately be completely known
and controlled.”

‘It’s the essential adventure of our time: the shift from the
industrial growth society to a life-sustaining civilization.’
Joanna Macy and Chris Johnstone, Active Hope, How to Face the
Mess We Are in Without Going Crazy, 2012.

The rug Regeneration depicts the web of life that connects
us all, no matter which form or ideology you choose to embrace
during this life: plant, animal, steward of the land, police at the
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service of corporate enterprises etc. My rugs echo Afghan war
rugs with occidental environmental struggles.

ELMAS DENiZ: When | was a kid, | thought my father looked like the

Aboriginals whose photos | saw in an encyclopaedia. The people
who came to my hometown for the summer called us as yerli. In
Turkish, this word means both ‘local’ and ‘Indigenous’. This must
be the reason why | considered myself Indigenous. Everywhere
there were Indigenous people, like those of the Amazon, and we
were of the Aegean. This was a dream of a world in which anyone
could be local and indigenous.

When | moved to the city, a lot of the information | had
obtained became useless, especially that concerning plants and
animals. There was no solid ground for my knowledge; moreover,
there was no space for ‘my way of knowing.” The only useful
knowledge came from the books | was reading. Was | Indigenous?
| always thought of myself as a translator living in someone
else’s clothes. The act of translation is not from one language to
another, but one that goes every way; a translation that exists
foremost in my own mind. An act of translation that merges
instincts with ideas. One is the least aware of the things that one
has internalised, but in fact these internalised things shape the
life one lives. Our way of seeing determines our lives, what is
prevalent and this might be the reason why | feel close to Viveiro
de Castro’s perspectivism when he says ‘Amazons and elsewhere’.
Maybe we need variables other than distinctions like East-West
and perhaps the global world has fortified the translators in each
of us. It has made us see and understand more perspectives and
more ‘point of views'.

Nothing comes without history; everything has a history of
its own. The history of nature is inseparable from the history
and the narrative of people (Raymond Williams). Am | looking at
GCreek life as an ‘other’ who doesn’t know how and from where
she came to the same creek? Am | looking at the new-old Greek
civilisation as an Indigenous person? Can | try out a new filter
that is alternative to the history that is written through the filters
of the power-centred and hegemonic ideologies? I'm looking at
a Proust-influenced involuntary memory, idle times and the lost
dimension of the experiences. I’'m thinking of Benjamin’s alter-
nating histories. I’'m after things that are outside of the canon.
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| look into history by focusing on the creek and the experience Questions that surfaced when | produce my work;

of its universe of plants, animals and other elements as a child How far back in the past can one can go?

observer, an Indigenous/local. I'm trying to understand the Where does history start? 1987, 400 BC or with the surviving
sisterhood between the Gryneions and me. This even includes 12,000 year-old plants?

those who were interested in them back in 1800s. I’'m referring How can we share and pass on our experiences?

to Edmond Pottier and Théodore Reinach, who came to where How do we ‘know’ things?

| live together with the Baltazzi family to excavate. I’'m reading Are there unknown extinctions of unknown species?

texts by Virgil, Herodotus and Pliny The Elder, who talked about Is a natural history of one’s own record possible?

the Apollon woods that were nurtured by this creek. While
looking, | focus on life and experience and | realise that | skip
identity (Ulus Baker). Alternately, | think of Marx’s statement:
to understand what a society, an era or a civilisation is, we don’t
ask them what they think about themselves. The way of telling
history transforms it (Louis Althusser) but what does that mean
on a visual level?

My work is a visualisation of an effort that avoids being
systematic and that is curious about the things that remained
untapped. In this place to which | instinctually came (Tim
Ingold) like a branch used to help climb a tree, to move on to a
new branch tomorrow, | really enjoyed thinking of myself as an
anthropologist in Ingold’s terms.

In fact, the content of my work is the lost waterways of the
giant city of Istanbul, reminiscent of the movie Blade Runner,
which | try to locate by looking at the different heights of the
trees beside the roads that were planted at the same time, since
their heights indicate their access to underground waters, at
the street names like Big River (Buyutkdere) Street or Dolapdere
Street, at the historical maps of Pervititch. The two situations
that | use as the subject for my work become intertwined. What
| produced from the nameless creek of my childhood is spread
over the creeks and rivers of Istanbul. | imagine looking with a
bird’s eye view at these lost waters that we cannot fully discern
while walking, and at the history of the streets and avenues
around which my home, my studio and my city are shaped.
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Nisan ayinda, bienalin Halig tersaneleri, Pera Miizesi ve Biiylikada’da
gergeklestirilecegini duyurduk. Temmuz ayinin sonunda, tersane
bolgesinde asbest bulundugu duyumunu aldik. Vakit kaybetmeden
yeni ve kapsamli testler yapild: ve temizlik stirecine ragmen mekanda
asbest kalintilar: oldugu kanitlanmis oldu.

Sonuglar dogrulandig: gibi, 6 Agustos’ta, Istanbul Kiiltiir Sanat
Vakfr’'nda bienal ekibi ve sanatgilarla yapilan bir acil durum toplan-
tistyla, tersaneden ayrilacagimizi duyurduk. Bu noktada tersane
alanindaki oda kurulumlarini tamamlamagtik. Bazi sanatgilar iglerini
yerlestirmeye baglamigti.

MSGSU istanbul Resim ve Heykel Miizesi’ni alternatif mekin
olarak belirlemeden 6nce, yirmi dért saat icinde {i¢ mekin gezdik.
Miize, yap1 olarak tersanenin tam ziddiydi: metalik, dikey, kent
1zgarasina sikigmig, miizemsi. Onceki mekanin yerlegimini ve Halig
limaninin kendine 6zgl atmosferini birebir aym sekilde yaratmaya
galismak abes olurdu. Ayni eserleri ve projeleri, aralarinda degisik
iligkiler ve yeni diyaloglar kurarak farkli bir diizende bir araya
getirdigim, farkl: bir sergi yapmak mecburiyetindeydim.

Bu mekanda ardimizda bir hayalet sergi biraktik. Tersanenin
antreposu igi bog bir kabuktu. Bizim iginde inga ettigimiz odalarsa
tamamen igeriklerine gore sekil almigti. Dora Budor’un sis ve santiye
sahalar1 hakkindaki projesini sundugu ilk kargilagilan oda, serginin
tonunu belirliyordu. Ziyaretgiler ardindan ya sola ya da saga dénebili-
yor, ancak binanin tam ortasinda bulusmadan 6nce bir odadan 6tekine
belirli bir sekansi takip etmek zorunda kaliyorlardi. Serginin yapisi,
bir DNA sarmalinin ¢ift burgulu seklini almisti. Bu labirentin sag
tarafi bir gercegi merkeze aliyordu: yagmalanmig araziler, Antroposen
ve kirlilik {izerine raporlar, gézlemler. Sol taraf ise ziyaretgileri
ritiieller, spiritiiellik ve alternatif toplumlara gétiiriiyordu.

Bu 6zgiin planin bazi fragmanlari, serginin Istanbul Resim ve
Heykel Miizesi versiyonunda da korundu, ancak bu iki yoriinge,
sanatgilarin igleri arasinda yeni tip karsilagmalar insa edebilmek i¢in
tekrar kurulmaliydi. Bu gikisin Pera Miizesi ve Biiylikada’daki sergi
biitiinliigiine ise herhangi bir etkisi olmada.

Tersanedeki 6zgilin sergiden geriye kalan ve hatta billurlasan,
ziyaretgileri belirli bir siray: takip etmeye zorlayan kisitlayici bir
patika, kademeli bir sergi fikri oldu. Burada daha fazla klostrofobi ve
sinir var. Bu da, yedinci kitanin bagka bir ytiziinii yansitiyor.

Nicolas Bourriaud

In April, we announced that the Biennial will be held in the Hali¢ ship-
yards, Pera Museum and Buyikada. At the end of July, we heard about
the possible presence of asbestos in the shipyards area. Immediately, new
and comprehensive tests were carried out, and proved that there are still
remnants of asbestos even after the cleaning process at the venue.

On 6 August, once the results were confirmed, there was an emer-
gency meeting at the Istanbul Foundation for Culture and Arts, with the
Biennial team and the artists, announcing our departure from the ship-
yards. At this point, we had finished building the rooms in the shipyard
site, and some artists had already started to work on their installations.

We visited three venues in twenty four hours before choosing the
MSFAU Istanbul Museum of Painting & Sculpture as an alternative venue.
As a building, it was exactly the opposite of the shipyards - metallic,
vertical, caught in the city grid, museum-like. But it would have been
absurd to try to recreate the precise layout of the former space, and the
specific atmosphere of the Golden Horn harbour. | had to curate a differ-
ent exhibition, combining the same artworks and projects in a different
order, creating different relationships and new dialogues between them.

We left behind us a ghost-exhibition in this building. The shipyards’
warehouse was an empty shell, and the rooms we built inside of it were
shaped according to their content. The first room, presenting Dora
Budor’s project about fog and construction sites, set the tone. Then,
visitors could turn either left or right, but had to follow a sequence,
room after room, before reaching the exact middle of the building. The
structure of the exhibition had the double-helix shape of a DNA strand.
The right side of this maze was centred upon reality: ravaged landscapes,
reports, observations on the Anthropocene, pollution. The left side took
the visitor into rituals, spirituality, alternative societies.

Some fragments of this original plan are preserved in the version for
the Istanbul Museum of Painting & Sculpture, but the two circuits had to
be reinvented in order to build new types of confrontations between the
artists’ works. This departure, however, has not effected the integrity of
the exhibitions at the Pera Museum and BlyUkada.

What has survived from the original exhibition at Hali¢ shipyards,
and is even somehow accentuated, is the idea of a sequenced exhibition,
a constraining pathway obliging the visitor to follow a specific order.
There is more claustrophobia and constraint. It reflects another side of
the seventh continent.

Nicolas Bourriaud
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Sergilenen Eserler Listesi
List of Exhibited Works

DENiZ AKTAS

Bagimsiz Degisken, 2018

Kagit tizerine miirekkepli kalem

70 x 100 cm

Sanatginin ve artSiimer’in izinleriyle.

Independent Variable, 2018

Ink on paper

70x100 cm

Courtesy the artist and artStumer.

Umudun Yikintilar: 1, 2019

Kagit tizerine miirekkepli kalem

120 x 310 cm

Sanatginin ve artSiimer’in izinleriyle.

16. Istanbul Bienali tarafindan siparis
edilmistir.

16. Istanbul Bienali ve MO.CO.
Montpellier Contemporain’in igbirligiyle
ve SAHA-Cagdas Sanati Destekleme
Girigimi’nin destegiyle {iretilmigtir.

Ruins of Hope 1, 2019

Ink on paper

120x310 cm

Courtesy the artist and artSumer.

Commissioned by the 16th Istanbul Biennial.

Co-produced by the 16th Istanbul Biennial
and MO.CO. Montpellier Contemporain
with the support of SAHA-Supporting
Contemporary Art from Turkey.

Umudun Yikintilar: 2, 2019

Kagit tizerine miirekkepli kalem

120 x 270 cm

Sanatginin ve artSiimer’in izinleriyle.

16. Istanbul Bienali tarafindan siparis
edilmistir.

16. Istanbul Bienali ve MO.CO.
Montpellier Contemporain’in igbirligiyle
ve SAHA-Cagdas Sanati Destekleme
Girigimi’nin destegiyle {iretilmigtir.

Ruins of Hope 2, 2019

Ink on paper

120x270 cm

Courtesy the artist and artStumer.

Commissioned by the 16th Istanbul Biennial.

Co-produced by the 16th Istanbul Biennial
and MO.CO. Montpellier Contemporain
with the support of SAHA-Supporting
Contemporary Art from Turkey.

Isimsiz, 2019

Kagit tizerine miirekkepli kalem

70 x100 cm

Sanatginin ve artSiimer’in izinleriyle.
16. Istanbul Bienali tarafindan siparis
edilmistir.

16. Istanbul Bienali ve MO.CO.
Montpellier Contemporain’in igbirligiyle
ve SAHA-Cagdas Sanati Destekleme
Girigimi’nin destegiyle {iretilmigtir.

Untitled, 2019

Ink on paper

70x100 cm

Courtesy the artist and artSumer.

Commissioned by the 16th Istanbul Biennial.

Co-produced by the 16th Istanbul Biennial
and MO.CO. Montpellier Contemporain
with the support of SAHA-Supporting
Contemporary Art from Turkey.

OZLEM ALTIN

Her An Bir Gegit (Jurema), 2019

(Ali Altin ve Jochen Goerlach ile birlikte)
Yerlestirme

Degisken boyutlar

Sanat¢inin izniyle.

16. Istanbul Bienali tarafindan siparis
edilmistir.

Goethe-Institut Istanbul ve SAHA-Cagdas
Sanati1 Destekleme Girigimi’nin destekle-
riyle iiretilmigtir.
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Each Moment is a Portal (Jurema), 2019
(with Ali Altin and Jochen Goerlach)
Installation

Dimensions variable

Courtesy the artist.

Commissioned by the 16th Istanbul Biennial.

Produced with the support of Goethe-
Institut Istanbul and SAHA-Supporting
Contemporary Art from Turkey.

ANZO

Tecrit 10, 1967

Tuval {izerine yagliboya

100 x 100 cm

Colecciéon Anzo’nun izniyle.

Accién Cultural Espafiola’nin (AC/E)
destegiyle sergilenmigtir.

Aislamiento 10, 1967

Oil on canvas

100x100 cm

Courtesy Colecciéon Anzo.

Presented with the support of Accién
Cultural Espafiola (AC/E).

Tecrit 12, 1967

Tuval {izerine yagliboya

147 x 114 cm

Coleccién Anzo’nun izniyle.

Accién Cultural Bspafiola’nin (AC/E)
destegiyle sergilenmistir.

Aislamiento 12,1967

Oil on canvas

147 x114 cm

Courtesy Coleccién Anzo.

Presented with the support of Accién
Cultural Espafiola (AC/E).

Tecrit 14, 1968

Tuval {izerine yagliboya

100 x100 cm

Coleccién Anzo’nun izniyle.

Accién Cultural Espafiola’nin (AC/E)
destegiyle sergilenmistir.

Aislamiento 14,1968
Oil on canvas
100x100 cm
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Courtesy Colecciéon Anzo.
Presented with the support of Accién
Cultural Espafiola (AC/E).

PIA ARKE

Isimsiz (Kiigiik karanlik kutu), 1988-1990
civari

Kiiglik karanlik kutu fotograflar

11x14 cm; 18,7 x50,7%x 1,2 cm

Soren Arke Petersen ve Pia Arke

mirasi, Kopenhag’in izinleriyle.

Danish Arts Foundation’in destegiyle
sergilenmigtir.

Untitled (Small camera obscura),
¢.1988-1990

Small camera obscura photographs

11x14 cm; 18.7x50.7x1.2 cm

Courtesy Sgren Arke Petersen and the
Estate of Pia Arke, Copenhagen.
Presented with the support of Danish Arts
Foundation.

Eski okul haritasi, 1992 civari

Parsémen kdgidi tizerine kursunkalem
60,9 x 44,2 cm

Sgren Arke Petersen ve Pia Arke mirasi,
Kopenhag’in izinleriyle.

Danish Arts Foundation’in destegiyle
sergilenmistir.

Old school map, c. 1992

Pencil on parchment paper

60.9x44.2 cm

Courtesy Sgren Arke Petersen and the
Estate of Pia Arke, Copenhagen.
Presented with the support of Danish Arts
Foundation.

Hayali Vatanlar nam diger Ultima Thule
nami diger Dundas “Eski Thule”, 19096/2003
Giimiig jelatin baskilar

46 x 44 cm; 55,4 x 43,4 cm; 46 x 56,5 cm;
44 x 47 cm (gergeveli)

Louisiana Museum of Modern Art’in izniyle.
Danish Arts Foundation’in destegiyle
sergilenmistir.



Imaginary Homelands alias Ultima Thule
alias Dundas ‘The Old Thule’, 1996/2003
Silver gelatine prints

46x44 cm; 55.4%x43.4 cm; 46x56.5 cm;
44 x 47 cm (with frame)

Courtesy Louisiana Museum of Modern
Art.

Presented with the support of Danish Arts
Foundation.

Efsane I-1I-11I-1V, 1999

Beg adet karigik teknik kolaj
213,5x181,5x 4 cm

Louisiana Museum of Modern Art’in
izniyle.

Danish Arts Foundation’in destegiyle
sergilenmistir.

Legend I-11-111-1V-V, 1999

Five mixed media collage

213.5x181.5x4 cm

Courtesy Louisiana Museum of Modern
Art.

Presented with the support of Danish Arts
Foundation.

Tupilakosaurus: Triasik Doneme Ait Kap
Stosch Miti Hakkinda Ilging Bir Caligma
(Anders Jorgensen ile), 1999

Video: 9'18"

Sgren Arke Petersen ve Pia Arke mirasi,
Kopenhag’in izinleriyle.

Danish Arts Foundation’in destegiyle
sergilenmistir.

Tupilakosaurus: An Interesting Study
About the Triassic Myth of Kap Stosch
(with Anders Jargensen), 1999

Video

918"

Courtesy Seren Arke Petersen and the
Estate of Pia Arke, Copenhagen.
Presented with the support of Danish Arts
Foundation.

KORAKRIT ARUNANONDCHAI

tarihle birlikte tuhaf isimli insanlarla dolu
bir odada 4, 2017

HD Video

23'28"

Sergilenen Eserler

Sanatginin, CLEARING New York/Brussels,
Carlos/Ishikawa London ve Bangkok City
Gallery, Bangkok’un izinleriyle.

with history in a room filled with people with
funny names 4, 2017

HD Video

23'28"

Courtesy the artist, CLEARING New York/
Brussels, Carlos/Ishikawa London and
Bangkok City Gallery, Bangkok.

tuhaf insanlarla dolu bir odada tarihle birlikte
resim, 2019

Tuval tizerine akrilik (sekiz adet), kurutulmusg
yerli gigekler ve yabani otlar, miirekkep bask:
23 x30 cm, 61x 45 cm, 66 x 35 cm

Painting with history in a room filled with
people with funny names, 2019

Acrylic on canvas (eight pieces), dried local
wild flowers and weeds, inkjet transfer
23x30cm, 61x45cm, 66x35cm

OZAN ATALAN

Monokrom, 2019

Yerlestirme (beton, toprak, video, manda
iskeleti)

3x3x1m

Video: 10’

Sanat¢inin izniyle.

16. Istanbul Bienali tarafindan siparis
edilmistir.

16. Istanbul Bienali ve MO.CO. Montpellier
Contemporain’in igbirligiyle ve SAHA-
Gagdas Sanati1 Destekleme Girigimi’nin
destekleriyle iiretilmigtir.

Monochrome, 2019

Installation (concrete, soil, video, water
buffalo skeleton)

3x3x1m

Video: 10

Courtesy the artist.

Commissioned by the 16th Istanbul Biennial.
Co-produced by the 16th Istanbul Biennial
and MO.CO. Montpellier Contemporain
with the support of SAHA-Supporting
Contemporary Art from Turkey.
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CHARLES AVERY

Isimsiz (Turist, yilanbag tutmus balik¢1),
2015

Ketene marufle edilmis kagit {izerine
kurgunkalem, akrilik ve miirekkep
81,1x106,6 cm

Sanat¢inin, GRIMM Amsterdam | New
York ve Ingleby Gallery, Edinburg’un
izinleriyle.

Untitled (Tourist, fisherman with mudfish),
2015

Pencil, acrylic, watercolour and ink on
paper mounted on linen

81.1x106.6 cm

Courtesy the artist, GRIMM Amsterdam |
New York and Ingleby Gallery, Edinburgh.

isimsiz (Salda oynayan cocuklar), 2015
Ketene marufle edilmis kigit {izerine
kursunkalem, miirekkep ve guag

57,4 x 84 cm

Rollo Campbell ve John Campbell’in
destekleriyle sergilenmistir.
Sanatginin, GRIMM Amsterdam | New
York ve Ingleby Gallery, Edinburg’un
izinleriyle.

Untitled (Kids playing on raft), 2015
Pencil, ink, gouache on paper mounted
on linen

57.4x84 cm

Presented with the support of Rollo
Campbell and John Campbell

Courtesy the artist, GRIMM Amsterdam |
New York and Ingleby Gallery, Edinburgh.

Isimsiz (Salda oynayan cocuklar), 2015
Ketene marufle edilmis kigit {izerine
kurgunkalem, miirekkep ve guas

84 x114,3 cm

Rollo Campbell ve John Campbell’in
destekleriyle sergilenmistir.
Sanat¢inin, GRIMM Amsterdam | New
York ve Ingleby Gallery, Edinburg’un
izinleriyle.

Untitled (Kids playing on raft), 2015

Pencil, ink, gouache on paper mounted
on linen
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84x114.3 cm

Presented with the support of Rollo
Campbell and John Campbell

Courtesy the artist, GRIMM Amsterdam |
New York and Ingleby Gallery, Edinburgh.

Isimsiz (Bilincin hatirasindan donen
balikgilar), 2016

Ketene marufle edilmis kagit iizerine
kurgunkalem, miirekkep, akrilik ve
suluboya

69 x 53,9 cm (gergeveli)

Sanat¢inin, GRIMM Amsterdam | New
York ve Ingleby Gallery, Edinburg’un
izinleriyle.

Untitled (Fisherman returning from the
memory of consciousness), 2016

Pencil, ink, acrylic, watercolour on paper
mounted on linen

69x53.9 cm (framed)

Courtesy the artist, GRIMM Amsterdam |
New York and Ingleby Gallery, Edinburgh.

Isimsiz (Dokuzuncu Tezgdh No: 1+1), 2017
Cam, gelik, kaplar, kumas, tugla, ahsap,
kan, akrilik

165 x 110 x 80 cm

Sanatginin ve Ekard Collection’in
izinleriyle.

Untitled (Ninth Stand no 1+1), 2017
Glass, steel, containers, fabric, brick,
wood, blood, acrylic

165x110x80 cm

Courtesy the artist and Ekard Collection.

isimsiz (Dokuzuncu Tezgdh, Deniz kestaneleri
ile) 1+1, 2017

Cam, gelik, bulunmug kaplar, kumag
132x183,5 x 127 cm

Sanatginin ve GRIMM Amsterdam | New
York’un izinleriyle.

Untitled (Ninth Stand with Urchins) 1+1,
2017

Glass, steel, found containers, fabric
132x183.5x127 cm

Courtesy the artist and GRIMM
Amsterdam | New York.

Exhibited Works



Isimsiz (Noumenolojinin diginda duran
Saman ve Onu izleyen Turistler), 2018
Kagit tizerine akrilik, miirekkep ve
kursunkalem

114,1x 83,7 cm (gergevesiz)
Sanat¢inin, GRIMM Amsterdam | New
York ve Ingleby Gallery, Edinburg’un
izinleriyle.

Untitled (Shaman Outside Noumenology,
Onomatopoeia, with Tourists Onlooking),
2018

Acrylic, ink and pencil on paper
114.1x83.7 cm (unframed)

Courtesy the artist, GRIMM Amsterdam |
New York and Ingleby Gallery, Edinburgh.

Isimsiz (Onomatope, Liman Kapisi, Bat1
Kulesi, onde Kiirekgi ile), 2018

Kagit tizerine akrilik, miirekkep ve
kursunkalem

217 x 135 cm (gergevesiz)

Sanat¢inin, GRIMM Amsterdam | New
York ve Ingleby Gallery, Edinburg’un
izinleriyle.

Untitled (Onomatopoeia, Harbour Gate,
West Tower, with Oarsman in Foreground),
2018

Acrylic, ink and pencil on paper

217 x135 cm (unframed)

Courtesy the artist, GRIMM Amsterdam |
New York and Ingleby Gallery, Edinburgh.

Isimsiz, 2019

Karigik medya yerlestirme, {ifleme cam,
galvanize gelik, plastik, ip

Degisken boyutlar

Sanat¢inin, GRIMM Amsterdam | New
York ve Ingleby Gallery, Edinburg’un
izinleriyle.

16. Istanbul Bienali tarafindan siparis
edilmistir.

Outset Scotland’in destegiyle tiretilmigtir.
British Council’in destegiyle
sergilenmistir.

Cam pargalar Studio Berengo ve Marc
Barreda’nin igbirligiyle diretilmistir.

Sergilenen Eserler

Untitled, 2019

Mixed media installation with hand blown
glass, galvanised steel, plastic, rope
Dimensions variable

Courtesy the artist, GRIMM Amsterdam |
New York and Ingleby Gallery, Edinburgh.

Commissioned by the 16th Istanbul Biennial.

Produced with the support of Outset
Scotland.

Presented with the support of British
Council.

Glass work in collaboration with Studio
Berengo and Marc Barreda.

Isimsiz (Onomatope’nin Kapilari, snplanda
Bearded Loon ile), 2019

Kagit tizerine kursunkalem, akrilik,
miirekkep ve suluboya

216,5 x 380 cm (gergevesiz).

Sanat¢inin, GRIMM Amsterdam | New
York ve Ingleby Gallery, Edinburg’un
izinleriyle.

Untitled (Gates of Onomatopoeia with The
Bearded Loon in the foreground), 2019
Pencil, acrylic, ink and watercolour on
paper

216.5x 380 cm (unframed)

Courtesy the artist, GRIMM Amsterdam |
New York and Ingleby Gallery, Edinburgh.

Isimsiz (Mavi sortlu yilanbalig: saticist,
silver-bob ve sari kova), 2019

Kagit tizerine kursunkalem, akrilik,
miirekkep ve suluboya

123 x 92,2 x 4,5 cm (gergeveli)
Sanat¢inin, GRIMM Amsterdam | New
York ve Ingleby Gallery, Edinburg’un
izinleriyle.

Untitled (Eel seller with blue shorts, silver-
bob and yellow bucket), 2019

Pencil, acrylic, ink and watercolour on
paper

123x92.2x 4.5 cm (framed)

Courtesy the artist, GRIMM Amsterdam |
New York and Ingleby Gallery, Edinburgh.
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RADCLIFFE BAILEY

Nommo, 2019

Karisik teknik ve ses yerlestirmesi (gelik
metal striiktiir, alg1 biist, bulunmug ahgap)
680 x 280 cm

Sanatginin ve Jack Shainman Gallery’nin
izinleriyle.

16. Istanbul Bienali tarafindan siparis
edilmigtir.

Nommo, 2019

Mixed media and sound installation (steel
metal structure, plaster bust, found wood)
680x280 cm

Courtesy the artist and Jack Shainman
Gallery.

Commissioned by the 16th Istanbul Biennial.

REBECCA BELMORE

Su Kiitlesi, 2019

Heykel, aliminyum

405,7x89 x117 cm

Sanatginin izniyle.

16. Istanbul Bienali tarafindan siparis
edilmigtir.

Canada Council for the Arts’in destegiyle
tretilmigtir.

Body of Water, 2019
Sculpture, aluminium
405.7x89 %117 cm
Courtesy the artist.

Commissioned by the 16th Istanbul Biennial.

Produced with the support of Canada
Council for the Arts.

DORA BUDOR

Koken I (Su igen Geyik), 2019

Ozel iiretim iklim odasi1 (reaktif elektronik
sistem, kompresor, kapakgiklar, iig boyutlu
yazicida firetilmis pargalar, aliiminyum,
akrilik, LED 151k, cam, ahgap, boya),
organik ve sentetik pigmentler, ince silisli
toprak, toz efekti, kege

Oda boyutlar1: 152 x 160 x 86 cm

Kege boyutlar1: degisken
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Sanatginin ve Kunsthalle Basel’in
izinleriyle.

16. Istanbul Bienali ve MO.CO.
Montpellier Contemporain’in igbirligiyle
tretilmigtir.

Origin | (A Stag Drinking), 2019

Custom environmental chamber (reactive
electronic system, compressor, valves,

3D printed elements, aluminium, acrylic,
LED light, glass, wood, paint), organic and
synthetic pigments, diatomaceous earth,
FX dust, felt

Dimension of chamber: 152 x160 x 86 cm
Dimension of felt: variable

Courtesy the artist and Kunsthalle Basel.
Co-produced by the 16th Istanbul Biennial
and MO.CO. Montpellier Contemporain.

Koken II (Evlerin Yanmasti), 2019

Ozel iiretim iklim odas1 (reaktif elektronik
sistem, kompresdr, kapakgiklar, tig boyutlu
yazicida diretilmis pargalar, aliiminyum,
akrilik, LED 1g1k, cam, ahgap, boya),
organik ve sentetik pigmentler, ince silisli
toprak, toz efekti, kege

Oda boyutlar1: 152 x 160 x 86 cm

Kege boyutlar1: degisken

Sanatginin ve Kunsthalle Basel’in
izinleriyle.

16. Istanbul Bienali ve MO.CO.
Montpellier Contemporain’in igbirligiyle
tretilmigtir.

Origin Il (Burning of the Houses), 2019
Custom environmental chamber (reactive
electronic system, compressor, valves,

3D printed elements, aluminium, acrylic,
LED light, glass, wood, paint), organic and
synthetic pigments, diatomaceous earth,
FX dust, felt

Dimension of chamber: 152 x160 x 86 cm
Dimension of felt: variable

Courtesy the artist and Kunsthalle Basel.
Co-produced by the 16th Istanbul Biennial
and MO.CO. Montpellier Contemporain.

Koken III (Kar Firtinast), 2019
Ozel tiretim iklim odas1 (reaktif elektronik
sistem, kompresdr, kapakgiklar, iig boyutlu

Exhibited Works



yazicida diretilmis pargalar, aliiminyum,
akrilik, LED 1g1k, cam, ahgap, boya),
organik ve sentetik pigmentler, ince silisli
toprak, toz efekti, kece

Oda boyutlar1: 152 x 160 x 86 cm

Kege boyutlar1: degisken

Sanatginin ve Kunsthalle Basel’in
izinleriyle.

16. Istanbul Bienali ve MO.CO.
Montpellier Contemporain’in igbirligiyle
tretilmigtir.

Origin Il (Snow Storm), 2019

Custom environmental chamber (reactive
electronic system, compressor, valves,

3D printed elements, aluminium, acrylic,
LED light, glass, wood, paint), organic and
synthetic pigments, diatomaceous earth,
FX dust, felt

Dimension of chamber: 152 x 160 x 86 cm
Dimension of felt: variable

Courtesy the artist and Kunsthalle Basel.
Co-produced by the 16th Istanbul Biennial
and MO.CO. Montpellier Contemporain.

JOHANNES BUTTNER

Bagka bir yagam olasilir kendisini yanan bir
polis arabasinda dogrudan, arkadaglarimin
yiizlerinde ise dolayli olarak ifade eder, 2019
Yerlestirme (toprak, kil, kiil, toz, dogal
pigmentler, su, hurda metal, kalsiyum
siilfat, bakir, motorlar, algoritma, Arduino,
Philipp Welzenberg ve UBX127 igbirligiyle
tiretilen ses pargalari)

Degisken boyutlar

Sanat¢inin izniyle.

16. Istanbul Bienali tarafindan siparis
edilmistir.

Institut fiir Auslandsbeziehungen ve
Berlin Senate Department for Culture and
Europe’un destekleriyle sergilenmistir.

The possibility of another life expresses
itself directly in a cop car on fire and
obliquely in the faces of my friends, 2019
Installation (earth, clay, ashes, dust,
natural pigments, water, scrap metal,
calcium sulphate, copper, motors,

Sergilenen Eserler

algorithm, Arduino, sound fragments in
collaboration with Philipp Welzenberg and
UBX127)

Dimensions variable

Courtesy the artist.

Commissioned by the 16th Istanbul Biennial.

Presented with the support of Institut fur
Auslandsbeziehungen and Berlin Senate
Department for Culture and Europe.

EN MAN CHANG

Temelsiz Toprak - Ljavek Uglemesi, 2018
Ug kanall1 video yerlestirme

13'9"

Degisken boyutlar

Sanatginin izniyle.

Ungrounding Land - Ljavek Trilogy, 2018
Three channel video installation

13'9"

Dimensions variable

Courtesy the artist.

MONSTER CHETWYND

Gorgon’un Oyun Alani, 2019

Heykel yerlegtirmesi

282 x 600 x 345 cm

Sanatginin ve Sadie Coles HQ, London’in
izinleriyle.

16. Istanbul Bienali tarafindan siparis
edilmistir.

Kog Holding destegiyle iiretilmis ve
sergilenmistir.

The Gorgon’s Playground, 2019
Sculptural installation
282x600x345cm

Courtesy the artist and Sadie Coles HQ,
London.

Commissioned by the 16th Istanbul Biennial.

Produced and presented with the support
of Kog Holding.

Hibrit Yaratik Yarasa, 2019
Heykel (demir, kumas, karton, lateks,
boya, ségiit ve tel)

280

200 x160 x50 cm

Sanatginin ve Sadie Coles HQ, London’in
izinleriyle.

16. Istanbul Bienali tarafindan siparis
edilmigtir.

British Council ve Outset Scotland’in
destekleriyle sergilenmistir.

Hybrid Creature Bat, 2019

Sculpture (iron, fabric, cardboard, latex,
paint, willow and wire)

200x160 x50 cm

Courtesy the artist and Sadie Coles HQ
London.

Commissioned by the 16th Istanbul Biennial.

Presented with the support of British
Council and Outset Scotland.

Hibrit Yaratik Yilan, 2019

Heykel (demir, kumas, karton, lateks, boya
ve tel)

220 x150 x 170 cm

Sanatginin ve Sadie Coles HQ, London’in
izinleriyle.

16. Istanbul Bienali tarafindan siparis
edilmigtir.

British Council ve Outset Scotland’in
destekleriyle sergilenmistir.

Hybrid Creature Snake, 2019

Sculpture (iron, fabric, cardboard, latex,
paint and wire)

220x150%170 cm

Courtesy the artist and Sadie Coles HQ,
London.

Commissioned by the 16th Istanbul Biennial.

Presented with the support of British
Council and Outset Scotland.

Hibrit Yaratik Timsah, 2019

Heykel (demir, kumas, karton, lateks, boya
ve tel)

180 x 100 x 250 cm

Sanatginin ve Sadie Coles HQ, London’in
izinleriyle.

16. Istanbul Bienali tarafindan siparis
edilmigtir.

British Council ve Outset Scotland’in
destekleriyle sergilenmistir.
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Hybrid Creature Crocodile, 2019
Sculpture (iron, fabric, cardboard, latex,
paint and wire)

180x100x250 cm

Courtesy the artist and Sadie Coles HQ,
London.

Commissioned by the 16th Istanbul Biennial.
Presented with the support of British
Council and Outset Scotland.

Hibrit Yaratik ér(imcek, 2019

Heykel (demir, kumasg, karton, lateks, boya
ve tel)

150 x 100 x 90 cm

Sanatginin ve Sadie Coles HQ, London’in
izinleriyle.

16. Istanbul Bienali tarafindan siparis
edilmistir.

British Council ve Outset Scotland’in
destekleriyle sergilenmistir.

Hybrid Creature Spider, 2019

Sculpture (iron, fabric, cardboard, latex,
paint and wire)

150x100x90 cm

Courtesy the artist and Sadie Coles HQ,
London.

Commissioned by the 16th Istanbul Biennial.
Presented with the support of British
Council and Outset Scotland.

NORMAN DALY

Llhuros Uygarhigi, 1972

Karigik teknik (yapintilar, sesler, metinler)
Degisken boyutlar

David Daly’nin izniyle.

Civilization of Llhuros, 1972

Mixed media (artifacts, sounds, texts)
Dimensions variable

Courtesy David Daly.

MARIECHEN DANZ

égrenme Kiipii (toprak numunesi), 2011
Cimento, kdmiir, saman, boru, odun
yongalari, gakil taglari, cam ve kagit atik,
kum, strafor, toprak, regine

Exhibited Works



42x42x 42 cm (her biri)

Sanatginin ve Wentrup Gallery’nin
izinleriyle.

Wentrup Gallery’nin destegiyle
tretilmigtir.

Culture Ireland ve Institut fiir
Auslandsbeziehungen’in destekleriyle
sergilenmistir.

Learning Cube (soil sample), 2011
Cement, coal, hay, horn, wood

chips, pebbles, glass & paper trash, sand,
styrofoam, soil, resin

42x42x42 cm (each)

Courtesy the artist and Wentrup Gallery,
Berlin.

Produced with the support of Wentrup
Gallery, Berlin.

Presented with the support of

Culture Ireland and Institut fur
Auslandsbeziehungen.

Fosillesen Organlar, 2016/2018

Yar1 degerli taglar, toz boya, regine
Degisken boyutlar

Sanatginin ve Wentrup Gallery’nin
izinleriyle.

Wentrup Gallery’nin destegiyle
tretilmigtir.

Culture Ireland ve Institut fiir
Auslandsbeziehungen’in destekleriyle
sergilenmistir.

Fossilising Organs, 2016/2018
Semi-precious stones, pigments, resin
Dimensions variable

Courtesy the artist and Wentrup Gallery,
Berlin.

Produced with the support of Wentrup
Gallery, Berlin.

Presented with the support of

Culture Ireland and Institut fur
Auslandsbeziehungen.

Olast Yollar (fosil), 2017

Yar1 degerli taglar, regine

21x 8 x3 cm (her biri)

Sanatginin ve Wentrup Gallery’nin
izinleriyle.

Wentrup Gallery’nin destegiyle
tretilmigtir.

Sergilenen Eserler

Culture Ireland ve Institut fiir
Auslandsbeziehungen’in destekleriyle
sergilenmistir.

Possible Paths (fossil), 2017
Semi-precious stones, resin

21x8x3 cm (each)

Courtesy the artist and Wentrup Gallery,
Berlin.

Produced with the support of Wentrup
Gallery, Berlin.

Presented with the support of

Culture Ireland and Institut fur
Auslandsbeziehungen.

Beden Tuglalar1, 2019

2455 adet her biri elde damgalanmag kil
tugla (Halig’te bulunan tarihi tersanenin
orijinal tuglalarinin replikalar1)

Bartin, Isiklar Tugla igbirligiyle

21,5 x 6,5 x 10,2 cm (her biri)
Sanatginin ve Wentrup Gallery’nin
izinleriyle.

Wentrup Gallery’nin destegiyle
tretilmigtir.

Culture Ireland ve Institut fiir
Auslandsbeziehungen’in destekleriyle
sergilenmistir.

Body Bricks, 2019

2455 individually imprinted clay bricks
(replica of original brick from the historical
shipyards, Golden Horn)

In cooperation with Isiklar Tugla, Bartin
21.5x6.5x10.2 cm (each)

Courtesy the artist and Wentrup Gallery,
Berlin.

Produced with the support of Wentrup
Gallery, Berlin.

Presented with the support of

Culture Ireland and Institut fur
Auslandsbeziehungen.

Higkimsenin Kazisi (Organ*izasyon), 2019
Aliiminyum, kristal, ¢gimento, bakir,
koémiir, ¢im tohumu, boru, demir, regine,
toz boya, plastik ¢6p, kum, toprak, gelik
60 x50 x185 cm

Sanatginin ve Wentrup Gallery’nin
izinleriyle.

Wentrup Gallery’nin destegiyle
tretilmigtir.

282

Culture Ireland ve Institut fiir
Auslandsbeziehungen’in destekleriyle
sergilenmigtir.

Dig of No Body (Organ*isation), 2019
Aluminium, crystal, cement, copper, coal,
grass seeds, horn, iron, resin, pigment,
plastic trash, sand, soil, steel
60x50x%185cm

Courtesy the artist and Wentrup Gallery,
Berlin.

Produced with the support of Wentrup
Gallery, Berlin.

Presented with the support of

Culture Ireland and Institut fur
Auslandsbeziehungen.

Besik Mezar: Bask: Basinglar: (bataklik
beden/map spill/fm), 2019

Seramik, sir

180 x 60 x 25 cm

Sanatginin ve Wentrup Gallery’nin
izinleriyle.

Wentrup Gallery’nin destegiyle
tretilmigtir.

Culture Ireland ve Institut fiir
Auslandsbeziehungen’in destekleriyle
sergilenmistir.

Womb Tomb: Imprint Pressures (bog body/

map spill/fm), 2019

Ceramic, glaze

180x60x25cm

Courtesy the artist and Wentrup Gallery,
Berlin.

Produced with the support of Wentrup
Gallery, Berlin.

Presented with the support of

Culture Ireland and Institut fur
Auslandsbeziehungen.

Mesafedlger cerceve (astronomik beden),
2019

Gelik, okside edilmig gelik

250 x2x250 cm

Sanatginin ve Wentrup Gallery’nin
izinleriyle.

Wentrup Gallery’nin destegiyle
dretilmigtir.

Culture Ireland ve Institut fiir
Auslandsbeziehungen’in destekleriyle
sergilenmistir.
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Sextant frame (astronomical body), 2019
Steel, oxidised steel

250x 2 x250 cm

Courtesy the artist and Wentrup Gallery.
Produced with the support of Wentrup
Gallery, Berlin.

Presented with the support of

Culture Ireland and Institut fur
Auslandsbeziehungen.

Oturan figiir (su saati aract), 2019
Kirmizi kil, ahgap, tekstil, regine takilar
50 x 60 x 130 cm

Sanatginin ve Wentrup Gallery’nin
izinleriyle.

Wentrup Gallery’nin destegiyle
tretilmigtir.

Culture Ireland ve Institut fiir
Auslandsbeziehungen’in destekleriyle
sergilenmistir.

Seated figure (water clock vessel), 2019
Red clay, wood, textile, resin jewels
50x60x130 cm

Courtesy the artist and Wentrup Gallery,
Berlin.

Produced with the support of Wentrup
Gallery, Berlin.

Presented with the support of

Culture Ireland and Institut fur
Auslandsbeziehungen.

JONATHAS DE ANDRADE

O Peixe (Balik), 2016

16mm (2K), Sound 5.1, 16:9 (1.77)

37

Sanatginin, Galeria Vermelho, Galleria
Continua ve Alexander & Bonin’in
izinleriyle.

Brezilya Istanbul Bagkonsoloslugu’nun
destegiyle sergilenmigtir.

O Peixe (The Fish), 2016

16mm (2K), Sound 5.1, 16:9 (1.77)

37

Courtesy the artist, Galeria Vermelho,
Galleria Continua and Alexander & Bonin.
Presented with the support of Consulate
General of Brazil in Istanbul.

Exhibited Works



ELMAS DENiz

Kayip sular, 2019

Ug boyutlu ahgap rélyef

68 x100 x 75 cm

Sanatginin ve Zilberman

Gallery’nin (Berlin-Istanbul) izinleriyle.
16. Istanbul Bienali tarafindan siparis
edilmistir.

SAHA-Cagdas Sanati Destekleme
Girigimi’nin destegiyle {iretilmigtir.

Lost waters, 2019

Three dimensional wooden relief
68x100x75 cm

Courtesy the artist and Zilberman Gallery
(Berlin-Istanbul).

Commissioned by the 16th Istanbul Biennial.

Produced with the support of SAHA-

Supporting Contemporary Art from Turkey.

Isimsiz bir derenin tarihi, 2019

Karigik teknik yerlestirme

Degisken boyutlar

Sanatginin ve Zilberman Gallery’nin
(Berlin-Istanbul) izinleriyle.

16. Istanbul Bienali tarafindan siparis
edilmigtir.

SAHA-Cagdas Sanat1 Destekleme
Girigimi’nin destegiyle {iretilmistir.

History of a particular nameless creek,
2019

Mixed media installation

Dimensions variable

Courtesy the artist and Zilberman Gallery
(Berlin-Istanbul).

Commissioned by the 16th Istanbul Biennial.

Produced with the support of SAHA-

Supporting Contemporary Art from Turkey.

DAVID DOUARD

Altin ve giiliimseme, 2019

Miknatislar, aliiminyum, metal zincirler,
plastik, seramik ve Amazon kargo siparig
kutusu

172 x35x27 cm

Sanatginin, Rodeo Gallery ve Chantal

Sergilenen Eserler

Crousel Gallery’nin izinleriyle.
Institut Frangais’nin destegiyle
sergilenmistir.

Gold and smile, 2019

Magnets, aluminium, metal chains, plastic,
ceramic, cardboard Amazon

172x35x27 cm

Courtesy the artist, Rodeo Gallery and
Chantal Crousel Gallery.

Presented with the support of Institut
Francais.

EVRU/ZUSH

Varuno Dovist, 1990

Fotograf kagidi tizerine karigik teknik
180x95 cm

Enric Ruiz-Geli’nin izniyle.

Accién Cultural Espafiola’nin (AC/E)
destegiyle sergilenmigtir.

Varuno Dovist, 1990

Mixed technique on photographic paper
180x95 cm

Courtesy Enric Ruiz-Geli.

Presented with the support of Accién
Cultural Espafiola (AC/E).

Kalina Dafic, 1990-91

Fotograf kdgid1 tizerine karigik teknik
177,5x143,5 cm

Sanat¢inin izniyle.

Accién Cultural Espafiola’nin (AC/E)
destegiyle sergilenmigtir.

Kalina Dafic, 1990-91

Mixed technique on photographic paper
177.5x143.5 cm

Courtesy the artist.

Presented with the support of Accién
Cultural Espafiola (AC/E).

Rosudra, 1991
Kagt tizerine karigik teknik
29,5x21 cm

Sanatginin ve Galeria Joan Prats’in izinleriyle.

Accién Cultural Espafiola’nin (AC/E)
destegiyle sergilenmigtir.
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Rosudra, 1991

Mixed media on paper

29.5x21cm

Courtesy the artist and Galeria Joan Prats.
Presented with the support of Accién
Cultural Espafiola (AC/E).

Evrenden gelen mektup 31, 2002
Kagit {izerine karigik teknik
42x30 cm

Sanatginin ve Galeria Joan Prats’in izinleriyle.

Accidén Cultural Bspafiola’nin (AC/E)
destegiyle sergilenmistir.

Carta de l'univers 31 (Letter from the
Universe), 2002

Mixed media on paper

42x30cm

Courtesy the artist and Galeria Joan Prats.
Presented with the support of Accién
Cultural Espafiola (AC/E).

Evrenden gelen mektup 33, 2002
Kagit {izerine karigik teknik
42x33 cm

Sanatginin ve Galeria Joan Prats’in izinleriyle.

Accibén Cultural Bspafiola’nin (AC/E)
destegiyle sergilenmistir.

Carta de l'univers 33 (Letter from the
Universe), 2002

Mixed media on paper

42x33 cm

Courtesy the artist and Galeria Joan Prats.

Presented with the support of Accién
Cultural Espafiola (AC/E).

Dort Ayl Gezegen, 2014

Kagit {izerine karigik teknik

130 x156 cm

Sanatginin izniyle.

Accibén Cultural Bspafiola’nin (AC/E)
destegiyle sergilenmistir.

El planeta de las cuatro lunas (The Planet
of Four Moons), 2014

Mixed media on paper

130 %156 cm

Courtesy the artist.

Presented with the support of Accién
Cultural Espafiola (AC/E).
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FERAL ATLAS COLLECTIVE

Antroposenin Altyapilar. (GOPLUK, $EBEKE,
DUZLEMEK VE HIZLANMAK, BORU, ALMAK)
Montaj: Armin Linke, Giulia Bruno ve
Giuseppe Ielasi

Ses tasarimi: Giuseppe Ielasi

Montaj asistani: Martina Pozzan

Infrastructures of the Anthropocene
(DUMP, GRID, SMOOTH & SPEED, PIPE, TAKE)
Editing: Armin Linke, Giulia Bruno and
Giuseppe lelasi

Sound design: Giuseppe lelasi

Editing assistant: Martina Pozzan

GOPLUK

Atik yonetim tesisi, Baltimore, ABD, 2009.
Video ¢ekim: Armin Linke

Sera, El Ejido, ispanya, 2013. Video gekim:
Armin Linke

Caorso Niikleer Santrali, Sogin, Piacenza,
italya, 2007. Video gekim Armin Linke
3'10"

DUMP

Waste management facility, Baltimore,
USA, 2009. Video footage by Armin Linke
Greenhouse, El Ejido, Spain, 2013. Video
footage by Armin Linke

Caorso Nuclear Power Plant, Sogin,
Piacenza, Italy, 2007. Video footage by
Armin Linke

310"

SEBEKE
Sera, El Ejido, ispanya, 2013. Video gekim:
Armin Linke

Stit ve biyogaz tiretimi, Castelbosco
Giftligi, Gragnano Trebbiense, Italya,
2014. Video gekim: Armin Linke

Belediye Fidanlik Serasi, Bahreyn, 2014.
Video ¢ekim: Armin Linke

Hidroponik Ciftlikler, Bahreyn, 2014.
Video ¢ekim: Armin Linke

Yogun bugday yetistiriciliginin harman-
lanmasi, Champaign County, Illinois,
ABD, 2018. Video gekim: Bruce Rhoads ve
Trevor Birkenholtz

5'49"

Exhibited Works



GRID

Greenhouse, El Ejido, Spain, 2013. Video
footage by Armin Linke

Milk and biogas production, Castelbosco
Farm, Gragnano Trebbiense, Italy, 2014.
Video footage by Armin Linke

Municipality Greenhouse Nursery, Bahrain,
2014. Video footage by Armin Linke
Hydroponic Farms, Bahrain, 2014. Video
footage by Armin Linke

Threshing of intensive wheat farming,
Champaign County, lllinois, USA, 2018.
Video footage by Bruce Rhoads and Trevor
Birkenholtz

5'49"

DUZLEMEK ¢ HIZLANMAK

Yeni Mexico City Uluslararas: Havaalani
ingaat sahasi, Fernando Romero’nun
FR-EE Studio’su ve Foster & Partners
ve Hollanda Havaalani Danigmanlar:
isbirligiyle, Mexico City, Meksika, 2017.
Video gekim: Armin Linke

Baraj, Rio Doce, Brezilya, 2016. Video
gekim: Isabelle Carbonell

Beyoglu, Istanbul. Video cekim: Victoria
Baskin Coffey

4'35"

SMOOTH & SPEED

New International Airport of Mexico

City construction site, FR-EE Studio by
Fernando Romero in collaboration with
Foster and Partners and Netherlands
Airport Consultants, Mexico City, Mexico,
2017. Video footage by Armin Linke

Dam, Rio Doce, Brazil, 2016. Video footage
by Isabelle Carbonell

Beyoglu, Istanbul. Video footage by
Victoria Baskin Coffey

4’35”

BORU

Maden suyu ve su sigesi tiretimi tesisi,
Bakii, Azerbaycan, 2015. Video ¢ekim:
Armin Linke

Belediye Isleri ve Tarim Bakanli: Bitki
Sagligi Miidiirliigli, Bahreyn, 2014. Video
gekim: Armin Linke

Sergilenen Eserler

Gelik boru tesisi, Bakii, Azerbaycan, 2015.
Video ¢ekim: Armin Linke
3'58"

PIPE

Mineral water and water-bottle produc-
tion facility, Baku, Azerbaijan, 2015. Video
footage by Armin Linke

Ministry of Municipalities Affairs and
Agriculture Directorate of Plant Wealth,
Bahrain, 2014. Video footage by Armin
Linke

Steel Pipe plant, Baku, Azerbaijan, 2015.
Video footage by Armin Linke

3'58"

ALMAK

Liman, Cakarta, Endonezya, 2016. Video
gekim: Armin Linke

Meyve ve sebze lojistigi, Punto Fresco SA,
Stabio, isvigre, 2019. Video gekim: Armin
Linke

5

TAKE

Harbour, Jakarta, Indonesia, 2016. Video
footage by Armin Linke

Fruit and vegetables logistic, Punto Fresco
SA, Stabio, Switzerland, 2019. Video
footage by Armin Linke

5

Yaratik Duvari, 2019

Yabanil varlik illtistrasyonlar1: Maria Saeki
& Feifei Zhou

Animasyonlar: Art Camp

Tasarim ve geligtirme: Andrew Herzog &
Nicky Telsa

Projeksiyon igin bigimlendirilmis jeneratif
hareketli grafik sayfas1

Critter Wall, 2019

Feral entity illustrations: Maria Saeki &
Feifei Zhou

Animations: Art Camp

Design and development, Andrew Herzog
& Nicky Telsa

Generative sprite-sheet-animation field
formatted for projection
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Ve Denizanalar1 Scyphozoa Uremesinden
Dogar, 2011

Video

Alvaro Esteves Migotto, Deniz Biyolojisi
Merkezi, S3o Paulo Universitesi

1'32"

And Jellyfish are born of Scyphozoa
Strobilation, 2011

Video

Alvaro Esteves Migotto, Centro de Biologia
Marinha, Universidade de Sao Paulo

132"

Lusi, 2019

(David Mackenzie)
Video

8’10"

Lusi, 2019

(David Mackenzie)
Video

810"

Ak1s Haritasi, 2019

(Victoria Baskin Coffey)

Hahnemiihle kg1t {izerine suluboya ve
dijital illiistrasyon

Flow Map, 2019

(Victoria Baskin Coffey)

Watercolour and digital illustration on
Hahnemdhle fine art paper

Yitj Garkman [Habis Kurbaga], 2018
(Russell Ngadiyali Ashley)

Tuval tizerine akrilik boya

Gapuwiyak Culture and Arts’in destegiyle
sergilenmigtir.

Yétj Garkman [Evil Frog], 2018

(Russell Ngadiyali Ashley)

Acrylic paint on canvas

Presented with the support of Gapuwiyak
Culture and Arts.

Bitjay i¢in Kederli Nagme, 2019
Ses kaydi

Robert Dhagapan (vokal) ve Slim
Dhagapan (didgeridoo)

117"
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Worry Song for Bitjay, 2019

Audio recording

Robert Dhagapan (songman) and Slim
Dhagapan (didgeridoo)

Ihve

Bir Gemi Orkalarin Sohbetini Boler,
kayit tarihi bilinmiyor

Ses kayd1

Paul Spong, OrcaLab

53"

A Ship Interrupts the Chatter of Orcas,
recording date unknown

Sound recording

Paul Spong, OrcalLab

53"

Alabama Tarlalari, 2013

(Helene Schmitz)

Argivsel kdgit {izerine miirekkep bask1
Sanatginin izniyle.

Alabama Fields, 2013

(Helene Schmitz)

Inkjet print on archival fine art paper
Courtesy the artist.

Albatros, 2018

(Chris Jordan)

Video

6'26"

Alint1: 00:02:36 - 00:09:02

Albatross, 2018

(Chris Jordan)

Video

6'26"

Excerpt: 00:02:36 - 00:09:02

Anna Tsing: Antroposenin Altyapilari, 2019
9'36"
Video gekim: Armin Linke

Anna Tsing: Infrastructures of the
Anthropocene, 2019

9'36"

Video footage by Armin Linke

Exhibited Works



Istila, 2019

(Feifei Zhou, Nancy McDinny, Andy
Everson)

Elde gizilmis illiistrasyon ve dijital resim

Invasion, 2019

(Feifei Zhou, Nancy McDinny, Andy
Everson)

Hand drawn illustration and digital
painting

fmparatorluk, 2019
(Feifei Zhou, Larry Botchway)
Elde ¢izilmis illiistrasyon ve dijital resim

Empire, 2019

(Feifei Zhou, Larry Botchway)
Hand drawn illustration and digital
painting

Kapital, 2019
(Feifei Zhou)
Elde ¢izilmis illiistrasyon ve dijital resim

Capital, 2019

(Feifei Zhou)

Hand drawn illustration and digital
painting

Hizlandirma, 2019
(Feifei Zhou, Enzo Camacho, Amy Lien)
Elde gizilmig illiistrasyon ve dijital resim

Acceleration, 2019

(Feifei Zhou, Enzo Camacho, Amy Lien)
Hand drawn illustration and digital
painting

Yabamil Varhklar, 2019

(Maria Saeki & Feifei Zhou)
Hahnemiihle kg1t {izerine dijital olarak
tiretilmis suluboyalar

Feral Entities, 2019

(Maria Saeki & Feifei Zhou)

Digitally reproduced watercolours on
Hahnemuhle fine art paper

Sergilenen Eserler

SIMON FUJIWARA

Diinya Gok Kiigiik (Gecekondu), 2019
Karigik teknik

22x110 x50 cm

Sanatg1, Dvir Gallery (Tel Aviv ve Briiksel),
TARO NASU (Tokyo), Esther Schipper (Berlin)
ve Gio Marconi’nin (Milano) izinleriyle.
16. Istanbul Bienali tarafindan siparis
edilmistir.

Aysegiil & Omer Ozyiirek ve Goethe-
Institut Istanbul’un destekleriyle
tretilmistir.

British Council’in destegiyle
sergilenmistir.

It’s a Small World (Slum), 2019

Mixed media

22x110x50 cm

Courtesy the artist, Dvir Gallery (Tel Aviv
and Brussels), TARO NASU (Tokyo), Esther
Schipper (Berlin) and Gio Marconi (Milan).
Commissioned by the 16th Istanbul Biennial.
Produced with the support of Aysegiil

& Omer Ozyurek and Goethe-Institut
Istanbul.

Presented with the support of British
Council.

Diinya Gok Kiigiik (Fabrika), 2019

Karigik teknik

45x120 x55 cm

Sanatg1, Dvir Gallery (Tel Aviv ve Briiksel),
TARO NASU (Tokyo), Esther Schipper (Berlin)
ve Gio Marconi’nin (Milano) izinleriyle.
16. Istanbul Bienali tarafindan siparis
edilmistir.

Aysegiil & Omer Ozyiirek ve Goethe-
Institut Istanbul’un destekleriyle
tretilmigtir.

British Council’in destegiyle
sergilenmistir.

It’s a Small World (Factory), 2019

Mixed media

45x120x55 cm

Courtesy the artist, Dvir Gallery (Tel Aviv
and Brussels), TARO NASU (Tokyo), Esther
Schipper (Berlin) and Gio Marconi (Milan).
Commissioned by the 16th Istanbul Biennial.

288

Produced with the support of Aysegil &
Omer Ozytirek and Goethe-Institut Istanbul.
Presented with the support of British
Council.

Diinya Gok Kiiciik (Hapishane), 2019
Karigik teknik

53 x70 x70 cm

Sanatg1, Dvir Gallery (Tel Aviv ve Briiksel),
TARO NASU (Tokyo), Esther Schipper (Berlin)
ve Gio Marconi’nin (Milano) izinleriyle.
16. Istanbul Bienali tarafindan siparis
edilmigtir.

Aysegiil & Omer Ozyiirek ve Goethe-
Institut Istanbul’un destekleriyle
tretilmigtir.

British Council’in destegiyle sergilenmistir.

It’s a Small World (Jailhouse), 2019

Mixed media

53x70x70 cm

Courtesy the artist, Dvir Gallery (Tel Aviv
and Brussels), TARO NASU (Tokyo), Esther
Schipper (Berlin) and Gio Marconi (Milan).
Commissioned by the 16th Istanbul Biennial.
Produced with the support of Aysegul

& Omer Ozytirek and Goethe-Institut
Istanbul.

Presented with the support of British
Council.

Diinya Gok Kiigiik (Enerji santrali), 2019
Karigik teknik

141x140 %100 cm

Sanatg1, Dvir Gallery (Tel Aviv ve Briiksel),
TARO NASU (Tokyo), Esther Schipper (Berlin)
ve Gio Marconi’nin (Milano) izinleriyle.
16. Istanbul Bienali tarafindan siparis
edilmigtir.

Aysegiil & Omer Ozyiirek ve Goethe-
Institut Istanbul’un destekleriyle
tretilmigtir.

British Council’in destegiyle sergilenmistir.

It's a Small World (Powerplant), 2019
Mixed media

141x140 %100 cm

Courtesy the artist, Dvir Gallery (Tel Aviv
and Brussels), TARO NASU (Tokyo), Esther
Schipper (Berlin) and Gio Marconi (Milan).
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Commissioned by the 16th Istanbul Biennial.
Produced with the support of Aysegiil

& Omer Ozytrek and Goethe-Institut
Istanbul.

Presented with the support of British
Council.

Diinya Gok Kiiciik (Genelev), 2019

Karigik teknik

50 x120 x 120 cm

Sanatg1, Dvir Gallery (Tel Aviv ve Briiksel),
TARO NASU (Tokyo), Esther Schipper (Berlin)
ve Gio Marconi’nin (Milano) izinleriyle.
16. Istanbul Bienali tarafindan siparis
edilmigtir.

Aysegiil & Omer Ozyiirek ve Goethe-
Institut Istanbul’un destekleriyle
tretilmigtir.

British Council’mn destegiyle sergilenmigtir.

It’s a Small World (Whorehouse), 2019
Mixed media

50x120x120 cm

Courtesy the artist, Dvir Gallery (Tel Aviv
and Brussels), TARO NASU (Tokyo), Esther
Schipper (Berlin) and Gio Marconi (Milan).
Commissioned by the 16th Istanbul Biennial.
Produced with the support of Aysegiil

& Omer Ozytrek and Goethe-Institut
Istanbul.

Presented with the support of British
Council.

Diinya Gok Kiigiik (Meydan), 2019

Karigik teknik

40 x100x100 cm

Sanatgi, Dvir Gallery (Tel Aviv ve Briiksel),
TARO NASU (Tokyo), Esther Schipper (Berlin)
ve Gio Marconi’nin (Milano) izinleriyle.
16. Istanbul Bienali tarafindan siparis
edilmigtir.

Aysegiil & Omer Ozyiirek ve Goethe-
Institut Istanbul’un destekleriyle
tretilmigtir.

British Council’in destegiyle
sergilenmistir.

It's a Small World (The Square), 2019
Mixed media
40x100x100 cm

Exhibited Works



Courtesy the artist, Dvir Gallery (Tel Aviv
and Brussels), TARO NASU (Tokyo), Esther
Schipper (Berlin) and Gio Marconi (Milan).
Commissioned by the 16th Istanbul Biennial.
Produced with the support of Aysegiil

& Omer Ozyurek and Goethe-Institut
Istanbul.

Presented with the support of British
Council.

Diinya Gok Kiigiik (Okul), 2019

Karigik teknik

45x 88 x88 cm

Sanatg1, Dvir Gallery (Tel Aviv ve Briiksel),
TARO NASU (Tokyo), Esther Schipper (Berlin)
ve Gio Marconi’nin (Milano) izinleriyle.
16. Istanbul Bienali tarafindan siparis
edilmistir.

Aysegiil & Omer Ozyiirek ve Goethe-
Institut Istanbul’un destekleriyle
tiretilmigtir.

British Council’in destegiyle sergilenmigtir.

It’s a Small World (School), 2019

Mixed media

45x88x88 cm

Courtesy the artist, Dvir Gallery (Tel Aviv
and Brussels), TARO NASU (Tokyo), Esther
Schipper (Berlin) and Gio Marconi (Milan).
Commissioned by the 16th Istanbul Biennial.
Produced with the support of Aysegiil

& Omer Ozyurek and Goethe-Institut
Istanbul.

Presented with the support of British
Council.

Diinya Gok Kiiciik (Mezarlik), 2019

Karigik teknik

44 x120 x55 cm

Sanatg1, Dvir Gallery (Tel Aviv ve Briiksel),
TARO NASU (Tokyo), Esther Schipper (Berlin)
ve Gio Marconi’nin (Milano) izinleriyle.
16. Istanbul Bienali tarafindan siparig
edilmistir.

Aysegiil & Omer Ozyiirek ve Goethe-
Institut Istanbul’un destekleriyle
tretilmistir.

British Council’in destegiyle
sergilenmistir.

Sergilenen Eserler

It’s a Small World (Cemetery), 2019

Mixed media

44 x120x55 cm

Courtesy the artist, Dvir Gallery (Tel Aviv
and Brussels), TARO NASU (Tokyo), Esther
Schipper (Berlin) and Gio Marconi (Milan).
Commissioned by the 16th Istanbul Biennial.
Produced with the support of Aysegiil

& Omer Ozyurek and Goethe-Institut
Istanbul.

Presented with the support of British
Council.

Diinya Gok Kiigiik (Kale), 2019

Karigik teknik

134 x142x76 cm

Sanatg1, Dvir Gallery (Tel Aviv ve Briiksel),
TARO NASU (Tokyo), Esther Schipper (Berlin)
ve Gio Marconi’nin (Milano) izinleriyle.
16. Istanbul Bienali tarafindan siparis
edilmistir.

Aysegiil & Omer Ozyiirek ve Goethe-
Institut Istanbul’un destekleriyle
tretilmigtir.

British Council’in destegiyle
sergilenmistir.

It’s a Small World (Castle), 2019

Mixed media

134 x142x76 cm

Courtesy the artist, Dvir Gallery (Tel Aviv
and Brussels), TARO NASU (Tokyo), Esther
Schipper (Berlin) and Gio Marconi (Milan).
Commissioned by the 16th Istanbul Biennial.
Produced with the support of Aysegul &
Omer Ozyiirek and Goethe-Institut Istanbul.
Presented with the support of British Council.

Diinya Gok Kiigiik (Tapinak), 2019

Karisik teknik

85 x120 x 60 cm

Sanatg1, Dvir Gallery (Tel Aviv ve Briiksel),
TARO NASU (Tokyo), Esther Schipper (Berlin)
ve Gio Marconi’nin (Milano) izinleriyle.
16. Istanbul Bienali tarafindan siparis
edilmistir.

Aysegiil & Omer Ozyiirek ve Goethe-Institut
Istanbul’un destekleriyle tiretilmigtir.
British Council’in destegiyle
sergilenmistir.
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It’s a Small World (Temple), 2019

Mixed media

85x120x60 cm

Courtesy the artist, Dvir Gallery (Tel Aviv
and Brussels), TARO NASU (Tokyo), Esther
Schipper (Berlin) and Gio Marconi (Milan).
Commissioned by the 16th Istanbul Biennial.
Produced with the support of Aysegiil

& Omer Ozytrek and Goethe-Institut
Istanbul.

Presented with the support of British
Council.

Diinya Gok Kiiciik (Market), 2019

Karigik teknik

144 x120 x 120 cm

Sanatgi, Dvir Gallery (Tel Aviv ve Briiksel),
TARO NASU (Tokyo), Esther Schipper (Berlin)
ve Gio Marconi’nin (Milano) izinleriyle.
16. Istanbul Bienali tarafindan siparis
edilmigtir.

Aysegiil & Omer Ozyiirek ve Goethe-
Institut Istanbul’un destekleriyle
tretilmigtir.

British Council’in destegiyle
sergilenmistir.

It’s a Small World (Market), 2019

Mixed media

144 x120x120 cm

Courtesy the artist, Dvir Gallery (Tel Aviv
and Brussels), TARO NASU (Tokyo), Esther
Schipper (Berlin) and Gio Marconi (Milan).
Commissioned by the 16th Istanbul Biennial.
Produced with the support of Aysegiil

& Omer Ozytrek and Goethe-Institut
Istanbul.

Presented with the support of British
Council.

Diinya Gok Kiigiik (Miize), 2019

Karigik teknik

40x92x152 cm

Sanatg1, Dvir Gallery (Tel Aviv ve Briiksel),
TARO NASU (Tokyo), Esther Schipper (Berlin)
ve Gio Marconi’nin (Milano) izinleriyle.
16. Istanbul Bienali tarafindan siparis
edilmigtir.

Aysegiil & Omer Ozyiirek ve Goethe-
Institut Istanbul’un destekleriyle
tretilmigtir.
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British Council’in destegiyle
sergilenmistir.

It’s a Small World (Museum), 2019

Mixed media

40x92x152 cm

Courtesy the artist, Dvir Gallery (Tel Aviv
and Brussels), TARO NASU (Tokyo), Esther
Schipper (Berlin) and Gio Marconi (Milan).
Commissioned by the 16th Istanbul Biennial.
Produced with the support of Aysegtil

& Omer Ozytrek and Goethe-Institut
Istanbul.

Presented with the support of British
Council.

Diinya Gok Kiiciik (Hastane), 2019

Karigik teknik

110 x 110 x 80 cm

Sanatg1, Dvir Gallery (Tel Aviv ve Briiksel),
TARO NASU (Tokyo), Esther Schipper (Berlin)
ve Gio Marconi’nin (Milano) izinleriyle.
16. Istanbul Bienali tarafindan siparis
edilmigtir.

Aysegiil & Omer Ozyiirek ve Goethe-
Institut Istanbul’un destekleriyle
tretilmigtir.

British Council’in destegiyle
sergilenmigtir.

It’s a Small World (Hospital), 2019

Mixed media

110x110x80 cm

Courtesy the artist, Dvir Gallery (Tel Aviv
and Brussels), TARO NASU (Tokyo), Esther
Schipper (Berlin) and Gio Marconi (Milan).
Commissioned by the 16th Istanbul Biennial.
Produced with the support of Aysegtil

& Omer Ozytrek and Goethe-Institut
Istanbul.

Presented with the support of British
Council.

Exhibited Works



ANNA BELLA GEIGER

Yaklasik, 2006/2019

Video yerlestirme

Degisken boyutlar

Sanat¢inin izniyle.

Brezilya Istanbul Bagkonsoloslugu’nun
destegiyle sergilenmigtir.

Circa, 2006/2019

Video installation

Variable dimensions

Courtesy the artist.

Presented with the support of Consulate
General of Brazil in Istanbul.

ERNST HAECKEL

Asteridea, Deniz Yildiz1, 1899-1904
Birinci edisyon bask:
26 x35 cm

Asteridea, Starfish, 1899-1904
First edition print
26x35cm

Bryozoa, Yosun Hayvanlari, 1899-1904
Birinci edisyon bask1
26 x35 cm

Bryozoa, Moss Animals, 1899-1904
First edition print
26x35cm

Polycyttaria, 1899-1904
Birinci edisyon baski
26 x35 cm

Polycyttaria, 1899-1904
First edition print
26x35cm

Deniz Tavgani, 1899-1904
Birinci edisyon bask:
26 x35 cm

Nudibranchia, 1899-1904

First edition print
26x35cm

Sergilenen Eserler

Siphonophorae, 1899-1904
Birinci edisyon bask:
26 x35 cm

Siphonophorae, 1899-1904
First edition print
26x35cm

Stephoidea, 1899-1904
Birinci edisyon bask:
26 x35 cm

Stephoidea, 1899-1904
First edition print
26x35cm

Thalamophora, 1899-1904
Birinci edisyon bask:i
26 x35 cm

Thalamophora, 1899-1904
First edition print
26x35cm

Bagzitli mantarlar, 1899-1904
Birinci edisyon bask:
26 x35 cm

Basimycetes, 1899-1904
First edition print
26x35cm

Boynuz mercanlart, 1899-1904
Birinci edisyon bask:
26 x35 cm

Tetracoralla, 1899-1904
First edition print
26x35cm

Discoidea, 1899-1904
Birinci edisyon bask:i
26 x35 cm

Discoidea, 1899-1904
First edition print
26x35cm

Phaeodaria, 1899-1904
Birinci edisyon bask:
26x35 cm
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Phaeodaria, 1899-1904
First edition print
26x35cm

Ophoidea, 1899-1904
Birinci edisyon baski
26 x35 cm

Ophoidea, 1899-1904
First edition print
26x35cm

Melethallia, 1899-1904
Birinci edisyon bask:
26 x35cm

Melethallia, 1899-1904
First edition print
26x35cm

ELOISE HAWSER

Cop Bosaltma Alani, 2019

Video heykel

19"

268 x 310 x 20 cm

Celik, lamine edilmis ve tekrar kullanilmig
cam paneller

Sanatginin ve VI, VII, Oslo’nun izinleriyle.
16. Istanbul Bienali tarafindan siparis
edilmigtir.

16. Istanbul Bienali ve MO.CO.
Montpellier Contemporain igbirligiyle;
Bilge & Haro Climbiigyan, Arts Council
England ve artgenéve/artmonte-carlo’nun
destekleriyle tiretilmigtir.

British Council’in destegiyle
sergilenmigtir.

The Tipping Hall, 2019

Video sculpture

19'

268x310x20 cm

Steel, laminated and repurposed glass panels
Courtesy of the artist and VI VII, Oslo.
Commissioned by the 16th Istanbul Biennial.
Co-produced by the 16th Istanbul Biennial
and MO.CO. Montpellier Contemporain
with the support of Bilge & Haro
Cumbugyan, Arts Council England and

293

artgenéve/artmonte-carlo.
Presented with the support of British
Council.

Havalandirma, 2019

Video heykel

19"

193,6 x 257 x50 cm

Celik, lamine edilmi§ ve tekrar kullanilmig
cam paneller

Sanatginin ve VI, VII, Oslo’nun izinleriyle.
16. Istanbul Bienali tarafindan siparig
edilmigtir.

16. Istanbul Bienali ve MO.CO.
Montpellier Contemporain igbirligiyle;
Bilge & Haro Climbiigyan, Arts Council
England ve artgenéve/artmonte-carlo’nun
destekleriyle tiretilmistir.

British Council’in destegiyle
sergilenmistir.

Feathering, 2019

Video sculpture

19'

193.6x257 x50 cm

Steel, laminated and repurposed glass
panels

Courtesy of the artist and VI VII, Oslo.
Commissioned by the 16th Istanbul Biennial.
Co-produced by the 16th Istanbul Biennial
and MO.CO. Montpellier Contemporain
with the support of Bilge & Haro
Cumbusyan, Arts Council England and
artgenéve/artmonte-carlo.

Presented with the support of British
Council.

Atiktan enerjiye, sifirdan ¢6p sahasina, 2019
Yakilmig sikigtirilmig metal pargalar

110 x 54 x 1150 cm

Sanatginin ve VI, VII, Oslo’nun izinleriyle.
16. Istanbul Bienali tarafindan siparig
edilmigtir.

16. Istanbul Bienali ve MO.CO.
Montpellier Contemporain igbirligiyle;
Bilge & Haro Climbiigyan, Arts Council
England ve artgenéve/artmonte-carlo’nun
destekleriyle tiretilmisgtir.

British Council’in destegiyle
sergilenmistir.

Exhibited Works



Waste to energy, Zero-to-landfill, 2019
Incinerated and compressed metal items
110 *x54x1150 cm

Courtesy of the artist and VI VII, Oslo.
Commissioned by the 16th Istanbul Biennial.
Co-produced by the 16th Istanbul Biennial
and MO.CO. Montpellier Contemporain
with the support of Bilge & Haro
Cumbdusyan, Arts Council England and
artgenéve/artmonte-carlo.

Presented with the support of British
Council.

Soyulmus $ilte, 2019

Ardely, Birlesik Krallik’tan getirilen yatak
yaylar1

192 x 935 x 20 cm

Sanatginin ve VI, VII, Oslo’nun izinleriyle.
16. Istanbul Bienali tarafindan siparis
edilmistir.

16. Istanbul Bienali ve MO.CO.
Montpellier Contemporain igbirligiyle;
Bilge & Haro Climbiigyan, Arts Council
England ve artgenéve/artmonte-carlo’nun
destekleriyle diretilmigtir.

British Council’in destegiyle
sergilenmigtir.

Deplumed Mattress, 2019

A mattresses’s coils extracted from Ardely, UK
192x935x20

Courtesy of the artist and VI, VII, Oslo.
Commissioned by the 16th Istanbul Biennial.
Co-produced by the 16th Istanbul Biennial
and MO.CO. Montpellier Contemporain
with the support of Bilge & Haro
Cumbusyan, Arts Council England and
artgenéve/artmonte-carlo.

Presented with the support of British
Council.

MARGUERITE HUMEAU

Courbet’nin Veniis’ii, 80 yasinda disi bir
insan bir sergenin beynini midesine indirdi, 2018
Bronz heykel, enstriimansiz ses
Sanat¢inin ve CLEARING New York/
Brussels’in izinleriyle.

Institut Frangais ve British Council’in
destekleriyle sergilenmigtir.

Sergilenen Eserler

Venus of Courbet, An 80-year-old female
human has ingested the brain of a swallow,
2018

Bronze, a cappella voice

Courtesy the artist and CLEARING New
York/Brussels.

Presented with the support of Institut
Francais and British Council.

Beyin Aktiviteleri, 150.000 yil onceki ilk
trans halini yeniden canlandirmak igin
tasarlanmig yapay beyin, 2019

Bilgisayar programi, dokuz enstriimansiz ses
Sanatginin ve CLEARING New York/
Brussels’in izinleriyle.

Institut Francais ve British Council’in
destekleriyle sergilenmigtir.

Brain Activities, An artificial brain
engineered to reenact the primal state of
trance, 150.000 years ago, 2019
Computer program, nine a cappella voices
Courtesy the artist and CLEARING New
York/Brussels.

Presented with the support of Institut
Francais and British Council.

SUZANNE HUSKY

Yeryiizii Dongiisii Transi, Starhawk
yonetiminde, 2019

Video

32'

Sanat¢inin izniyle.

16. Istanbul Bienali tarafindan siparis
edilmistir.

Berrak & Nezih Barut’un destekleriyle
tretilmigtir.

Institut Frangais’nin destegiyle
sergilenmistir.

Earth Cycle Trance, led by Starhawk, 2019
Video

32

Courtesy the artist.

Commissioned by the 16th Istanbul Biennial.

Produced with the support of Berrak &
Nezih Barut.

Presented with the support of Institut
Francais.
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Yeniden dogma, 2019

Yiin hali

300 %300 cm

Sanatginin izniyle.

16. Istanbul Bienali tarafindan siparis
edilmigtir.

Berrak & Nezih Barut’un destekleriyle
dretilmigtir.

Institut Frangais’nin destegiyle
sergilenmigtir.

Regeneration, 2019

Wool rug

300x300 cm

Courtesy the artist.

Commissioned by the 16th Istanbul Biennial.
Produced with the support of Berrak &
Nezih Barut.

Presented with the support of Institut
Francais.

RASHID JOHNSON

Doga Yiiriiyiisciileri, 2019

Dijitale aktarilmig 16mm sesli film
74"

Sanatginin ve Hauser & Wirth’iin
izinleriyle.

The Hikers, 2019

16mm film transferred to digital with
sound

7'4"

Courtesy the artist and Hauser & Wirth.

Isimsiz Kagis Kolaji, 2019

Seramik karo, ayna karo, vinil, sprey
emaye, damgal1 kirmizi mege déseme, yag
gubugu, siyah sabun, balmumu

308 x 7% 247 cm (gergeveli)

Sanatginin ve Hauser & Wirth’iin
izinleriyle.

Untitled Escape Collage, 2019

Ceramic tile, mirror tile, vinyl, spray
enamel, branded red oak flooring, oil stick,
black soap, wax

308x7x247 cm (framed)

Courtesy the artist and Hauser & Wirth
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SANAM KHATIBI

Riiyamda seni goziinden bigakladigimi
gordiim, 2019

El dokumasi yiin hali

220 x260 cm

Sanatginin ve Galerie Rodolphe Janssen’in
izinleriyle.

16. Istanbul Bienali tarafindan siparis
edilmigtir.

Flanders State of the Art’in destegiyle
sergilenmistir.

| dreamed | stabbed you in the eye, 2019
Hand-woven wool tapestry

220x260 cm

Courtesy the artist and Galerie Rodolphe
Janssen.

Commissioned by the 16th Istanbul Biennial.
Presented with the support of Flanders
State of the Art.

Sicak bir yaz giiniinde 6gle vakti, 2019
Tuval {izerine yagliboya ve kursunkalem
30 x40 cm

Sanatginin ve Galerie Rodolphe Janssen’in
izinleriyle.

16. Istanbul Bienali tarafindan siparis
edilmigtir.

Flanders State of the Art’in destegiyle
sergilenmistir.

Noon on a hot summer day, 2019

QOil and pencil on canvas

30x40cm

Courtesy the artist and Galerie Rodolphe
Janssen.

Commissioned by the 16th Istanbul Biennial.
Presented with the support of Flanders
State of the Art.

Sehvetli Dudaklarimin Yakut Rengi i¢in, 2019
Seramik

46,5x14,5x 4 cm

Sanatginin ve Galerie Rodolphe Janssen’in
izinleriyle.

16. Istanbul Bienali tarafindan siparis
edilmigtir.

Flanders State of the Art’in destegiyle
sergilenmistir.

Exhibited Works



For the Ruby of their Voluptuous Lips, 2019
Ceramic

46.5x14.5x4 cm

Courtesy the artist and Galerie Rodolphe
Janssen.

Commissioned by the 16th Istanbul Biennial.

Presented with the support of Flanders
State of the Art.

Gorev Yerlerinizde Kalin, 2019

Seramik

31,5x18 x 16 cm

Sanat¢inin ve Galerie Rodolphe Janssen’in
izinleriyle.

16. Istanbul Bienali tarafindan siparis
edilmistir.

Flanders State of the Art’in destegiyle
sergilenmistir.

You Must Remain at Your Posts, 2019
Ceramic

31.5x18x16 cm

Courtesy the artist and Galerie Rodolphe
Janssen.

Commissioned by the 16th Istanbul Biennial.

Presented with the support of Flanders
State of the Art.

EVA KOT’ATKOVA

Empatiyi Yeniden Kurma Makinesi, 2019
Yerlestirme, performans

Sanat¢inin izniyle.

16. Istanbul Bienali tarafindan siparis
edilmistir.

Produced with the support of Piril & Igno
van Waesberghe.

Gek Cumbhuriyeti Ankara Biiyiikelciligi’nin
destegiyle sergilenmigtir.

The Machine for Restorating Empathy,
2019

Installation, performance

Courtesy the artist.

Commissioned by the 16th Istanbul Biennial.

Produced with the support of Piril & Igno
van Waesberghe.

Presented with the support of Embassy of
the Czech Republic in Ankara.

Sergilenen Eserler

AGNIESZKA KURANT

Doniistiirmeler #1, 2019

Bakir levha tizerine sivi kristal miirekkep,
Peltier sogutucu, Arduino, 6zel program-
lama, transistorler

125 x94 cm

Yapay toplum miihendisligi: Agnes
Cameron, aragtirmaci, MIT, Cambridge
Uretim ve miihendislik: Jonathan Sparks
Sanatginin ve Tanya Bonakdar Gallery,
New York/Los Angeles’in izinleriyle.
Science Gallery, Londra ve Adam
Mickiewicz Institute’un destekleriyle
tretilmigtir.

Conversions #1, 2019

Liquid crystal ink on copper plate, Peltier
elements, Arduino, custom programming,
transistors

125x94 cm

Artificial society engineering: Agnes
Cameron, researcher, MIT, Cambridge
Fabrication and engineering: Jonathan
Sparks

Courtesy the artist and Tanya Bonakdar
Gallery, New York/Los Angeles.

Produced with the support of Science
Gallery, London and Adam Mickiewicz
Institute.

Post-Fordit 3, 2019

Fosillegmis otomotiv boyast, toz haline
gelmis kaya, kopiik, metal alagimi

30 x29 x31cm

Sanatginin ve Tanya Bonakdar Gallery,
New York/Los Angeles’in izinleriyle.
16. Istanbul Bienali tarafindan siparis
edilmistir.

Flisun & Faruk Eczacibagi ve Adam
Mickiewicz Institute’un destekleriyle
tretilmigtir.

Post-Fordite 3, 2019

Fossilized automotive paint, powdered
rock, foam, metal alloy

30x29x31cm

Courtesy the artist and Tanya Bonakdar
Gallery, New York/Los Angeles.

Commissioned by the 16th Istanbul Biennial.
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Produced with the support of Fiisun & Faruk
Eczacibagi and Adam Mickiewicz Institute.

Mutasyonlar ve Siv1 Varliklar 1, 2014
Heykel (giimiis, bronz, piring ve gelik
alagimi) ve sertifikalar

Sertifikalar: 71,8 x 56,5 cm (gergeveli)
Heykel: 23,5 x 27,3 x3,8 cm

Sanatginin, Tanya Bonakdar Gallery, New
York/Los Angeles’in ve Fortes D’Aloia

& Gabriel Gallery’nin (S&o Paulo/Rio de
Janeiro) izinleriyle.

Adam Mickiewicz Institute’un destegiyle
sergilenmistir.

Mutations and Liquids Assets 1, 2014
Sculpture (silver, bronze, brass and steel
alloy) and certificates

Certificates: 71.8 x 56.5 cm (framed)
Sculpture: 23.5x27.3x3.8 cm

Courtesy the artist, Tanya Bonakdar
Gallery, New York/Los Angeles and Fortes
D’Aloia & Gabriel Gallery (Sdo Paulo and
Rio de Janeiro).

Presented with the support of Adam
Mickiewicz Institute.

Oliidoga 1, 2014

Sentetik DNA (kseno-ntikleik asitler),
trinitit, plastik sindiren bakteri (Ideonella
sakaiensis), koltan, kalaytagi, altin,
volframit ve plastiglomera igeren sentetik
kaya; elektron mikroskobu fotograflari
(C-print)

Heykel: 5x11 cm

Gergeveli C-print’ler: 40 x 70 cm

Dr. Heather Watson, aragtirmaci,
Rensselaer Polytechnic Institute, Troy,
New York ve Dr. Leah Kelly, n6rolog,
Rockefeller University, New York
igbirlikleriyle.

Sanatginin ve Fortes D’Aloia & Gabriel
Gallery’nin (Sio Paulo/Rio de Janeiro)
izinleriyle.

Adam Mickiewicz Institute’un destegiyle
sergilenmigtir.

Still Life 1, 2014
Synthetic rock containing synthetic DNA
(xeno-nucleic acids), trinitite, bacteria

297

digesting plastic (Ideonella sakaiensis),
coltan, cassiterite, gold, wolframite,
plastiglomerate; electron microscope
photographs (C-prints)

Sculpture: 5x11cm

Framed C-prints: 40x70 cm

In collaboration with Dr Heather Watson,
researcher, Rensselaer Polytechnic
Institute, Troy, New York and Dr Leah Kelly,
neuroscientist, Rockefeller University,
New York.

Courtesy the artist and Fortes D’Aloia

& Gabriel Gallery (Sdo Paulo and Rio de
Janeiro).

Presented with the support of Adam
Mickiewicz Institute.

Yabanci Arkeolojisi 2, 2019

Bezoar taglari, regine

T*xTx5cm

Sanatginin ve Tanya Bonakdar Gallery,
New York/Los Angeles’in izinleriyle.
Adam Mickiewicz Institute’un destekle-
riyle sergilenmigtir.

Alien Archaeology 2, 2019

Bezoar stones, resin

7x7x5cm

Courtesy the artist and Tanya Bonakdar
Gallery, New York/Los Angeles.
Presented with the support of Adam
Mickiewicz Institute.

Fosillegmis Gelecek 2, 2019

Sentetik kehribar, mutasyon gegirmis
meyve sinekleri (drozofila)

Caplari: 15 cm; 10 cm; 9,5 cm
Alexander Tarakhovsky M.D., Ph. D.,
immiinoloji, mikrobiyoloji ve viroloji
profesorii, Rockefeller University, New
York igbirligiyle.

Sanatginin ve Tanya Bonakdar Gallery,
New York/Los Angeles’in izinleriyle.
Adam Mickiewicz Institute’un destegiyle
sergilenmistir.

Fossilized Future 2, 2019

Synthetic amber, mutated fruit flies
(drosophila)

Diameters: 15 cm; 10 cm; 9.5 cm

Exhibited Works



In collaboration with Alexander
Tarakhovsky M.D., Ph. D., professor of
immunology, microbiology and virology at
Rockefeller University, New York.
Courtesy the artist and Tanya Bonakdar
Gallery, New York/Los Angeles.

Presented with the support of Adam
Mickiewicz Institute.

Toplu Rorschach Testi, 2019

Lentikiiler bask1

44 x80 cm

Sanatginin ve Tanya Bonakdar Gallery,
New York/Los Angeles’in izinleriyle.
Adam Mickiewicz Institute’un destegiyle
sergilenmistir.

Collective Rorschach Test, 2019
Lenticular print

44 x80 cm

Courtesy the artist and Tanya Bonakdar
Gallery, New York/Los Angeles.
Presented with the support of Adam
Mickiewicz Institute.

GLENNLIGON

Isimsiz (Amerika), 2019

Metal ayaklar {izerinde mahya (ampuller,
boya ve tel)

Degisken boyutlar

Glenn Ligon’in izniyle.

16. Istanbul Bienali tarafindan siparis
edilmistir.

VIA Art Fund’in destegiyle iiretilmis ve
sergilenmistir.

Untitled (America), 2019

Mahya (light bulbs, paint and wire) on
metal stands

Dimension variable

Courtesy Glenn Ligon.

Commissioned by the 16th Istanbul Biennial.
Produced and presented with the support
of VIA Art Fund.

isimsiz (31 Mart 2019), 2019
Neon ve boya

10,79 x 85,72 cm

Glenn Ligon’in izniyle.

Sergilenen Eserler

16. Istanbul Bienali tarafindan siparis
edilmistir.

VIA Art Fund’in destegiyle tiretilmis ve
sergilenmistir.

Untitled (31 Mart 2019), 2019

Neon and paint

10.79x85.72 cm

Courtesy Glenn Ligon.

Commissioned by the 16th Istanbul Biennial.
Produced and presented with the support
of VIA Art Fund.

Isimsiz (29 Ekim 2023), 2019

Neon ve boya

10,79 x 85,72 cm

Glenn Ligon’in izniyle.

16. Istanbul Bienali tarafindan siparis
edilmistir.

VIA Art Fund’in destegiyle iiretilmis ve
sergilenmistir.

Untitled (29 Ekim 2023), 2019

Neon and paint

10.79x85.72 cm

Courtesy Glenn Ligon.

Commissioned by the 16th Istanbul Biennial.
Produced and presented with the support
of VIA Art Fund.

Taksim (1), 2019

Tek kanall1 HD video

40'

Miizik: Don Cherry, Neneh Cherry izniyle
Gorlintii yonetmeni: Andrea Aversa
Glenn Ligon’in izniyle.

16. Istanbul Bienali tarafindan siparis
edilmigtir.

VIA Art Fund’in destegiyle tiretilmis ve
sergilenmistir.

Taksim (1), 2019

Single-channel HD video

40'

Music: Don Cherry, courtesy Neneh Cherry
Cinematography: Andrea Aversa

Courtesy Glenn Ligon.

Commissioned by the 16th Istanbul Biennial.
Produced and presented with the support
of VIA Art Fund.
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Taksim (2), 2019

Tek kanalli HD video

42'28”

Miizik: Tyshawn Sorey

Goriintii yonetmeni: Michele Orlando
Glenn Ligon’in izniyle.

16. Istanbul Bienali tarafindan siparis
edilmigtir.

VIA Art Fund’in destegiyle tiretilmis ve
sergilenmigtir.

Taksim (2), 2019

Single-channel HD video

42'28"

Music: Tyshawn Sorey

Cinematography: Michele Orlando
Courtesy Glenn Ligon.

Commissioned by the 16th Istanbul Biennial.
Produced and presented with the support
of VIA Art Fund.

Isimsiz (Amerika) i¢in desenler, 2019 (Kamil
Kahraman Yildiz)

Kagit iizerine karigik teknik

29 x 21 cm (her biri)

Glenn Ligon’in izniyle.

16. Istanbul Bienali tarafindan siparig
edilmigtir.

VIA Art Fund’in destegiyle tiretilmis ve
sergilenmistir.

Sketches for Untitled (America),

2019 (Kamil Kahraman Yildiz)

Mixed medium on paper

29x 21 cm (each)

Courtesy Glenn Ligon.

Commissioned by the 16th Istanbul Biennial.
Produced and presented with the support
of VIA Art Fund.

James Baldwin: Bagka Bir Yerden, 1973
Yonetmen: Sedat Pakay

Dijital videoya déntistiiriilmiis 16mm film,
siyah-beyaz

11'30"

© Hudson Film Works II ve
sedatpakay.com’un izinleriyle.
Remastering ve altyazi, VIA Sanat
Fonu’nun destegiyle tiretilmis ve
sergilenmigtir.
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James Baldwin: From Another Place, 1973
A Film by Sedat Pakay

16mm film transferred to digital video,
black-and-white

1' 30"

Courtesy © Hudson Film Works Il

and sedatpakay.com

Remastering and subtitling produced and
presented with the support of VIA Art Fund.

ARMIN LINKE

Okyanusu Incelemek, 2018

Ana Film: iki kanall1 video yerlestirme,
renkli, sesli, yaklagik 56' (tekrarlayan)
Sanatginin izniyle.

TBA21-Academy tarafindan siparis edilmis
ve tiretilmigtir.

La Quadriennale di Roma, Institiit fiir
Auslandsbeziehungen ve italyan Kiiltiir
Merkezi’nin destekleriyle sergilenmistir.

Kamera: Armin Linke, Giulia Bruno

Ses kaydi: Renato Rinaldi, Armin Linke
Montaj: Giulia Bruno, Giuseppe Ielasi
Renk diizeltmesi: Giulia Bruno

Ses post prodiiksiyonu: Giuseppe Ielasi
Tipografi animasyonu: Mevis & van
Deursen, Daria Kiseleva ile birlikte

Stefan Helmreich, Patrick Nason, Maureen
Penjueli’ye &zel tegekkdirler.

Prospecting Ocean, 2018

Main Film: two-channel video installation,
colour, sound, approx. 56' loop

Courtesy the artist.

Commissioned and produced by
TBA21-Academy.

Presented with the support of La
Quadriennale di Roma, Institt fur
Auslandsbeziehungen and Italian Cultural
Institute in Istanbul.

Camera: Armin Linke, Giulia Bruno

Sound recording: Renato Rinaldi, Armin Linke
Editing: Giulia Bruno, Giuseppe lelasi
Color correction: Giulia Bruno

Sound postproduction: Giuseppe lelasi
Typography animation: Mevis & van

Exhibited Works



Deursen, with Daria Kiseleva
Special thanks to Stefan Helmreich, Patrick
Nason, Maureen Penjueli.

Okyanusu Incelemek, 2018

Konugmalar: iki monitdrlii video
yerlestirme, renkli, sesli, 240"

Sanat¢inin izniyle.

TBA21-Academy tarafindan siparig edilmig
ve tiretilmigtir.

La Quadriennale di Roma, Institiit fiir
Auslandsbeziehungen ve Italyan Kiiltiir
Merkezi’nin destekleriyle sergilenmistir.

Kamera: Armin Linke, Giulia Bruno
Ses kaydi: Renato Rinaldi, Armin Linke
Montaj: Giulia Bruno, Giuseppe Ielasi
Renk diizeltmesi: Giulia Bruno

Ses post prodiiksiyonu: Giuseppe Ielasi
Tipografi animasyonu: Mevis & van
Deursen ve Daria Kiseleva

Prospecting Ocean, 2018

Lectures: video installation on two
monitors, colour, sound, 240"

Courtesy the artist.

Commissioned and produced by
TBA21-Academy.

Presented with the support of La
Quadriennale di Roma, Institat far
Auslandsbeziehungen and Italian Cultural
Institute in Istanbul.

Camera: Armin Linke, Giulia Bruno

Sound recording: Renato Rinaldi, Armin Linke
Editing: Giulia Bruno, Giuseppe lelasi
Color correction: Giulia Bruno

Sound postproduction: Giuseppe lelasi
Typography animation: Mevis & van
Deursen, with Daria Kiseleva

(sdylesi)

Bologna Universitesi Fizik ve Astronomi
Béliimii’nden Nadia Pinardi ile Istanbul
Teknik Universitesi Avrasya Yer Bilimleri
Enstitiisi’'nden Prof. Emin Ozsoy’un
Bologna Universitesi Kiitiiphanesi’ne bagl
Marsili Miizesi’nde gergeklesen sdylesisi,
Bolonya, italya, 26/6/2019

13'44"

Sergilenen Eserler

Kamera: Armin Linke, Giulia Bruno
Ses kaydi: Armin Linke

Montaj: Giulia Bruno, Giuseppe Ielasi
Renk diizeltmesi: Giulia Bruno

Ses post prodiiksiyonu: Giuseppe Ielasi

(in conversation)

Nadia Pinardi from the Department of
Physics and Astronomy at the University
of Bologna and Emin Ozsoy, Professor

at the Eurasia Institute of Earth

Sciences, Istanbul Technical University, in
conversation at the Marsili Museum of the
University Library of Bologna, Bologna,
Italy, 26/6/2019

13'44"

Camera: Armin Linke, Giulia Bruno
Sound recording: Armin Linke

Editing: Giulia Bruno, Giuseppe lelasi
Colour correction: Giulia Bruno

Sound postproduction: Giuseppe lelasi

(konugma)

Istanbul Teknik Universitesi Avrasya

Yer Bilimleri Enstitiisti’nden Prof. Emin
Ozsoy’un Bologna Universite Kiitiiphanesi
Biiyiik Salonu’nda yaptig1 konugma,
Bologna, italya, 26/6/2019

27"

(lecture)

Emin Ozsoy, Professor at Eurasia Institute
of Earth Sciences, istanbul Technical
University, at the Aula Magna of the
University Library of Bologna, Bologna,
Italy, 26/6/2019

27'

Camera: Armin Linke, Giulia Bruno
Sound recording: Armin Linke

Editing: Giulia Bruno, Giuseppe lelasi
Color correction: Giulia Bruno

Sound postproduction: Giuseppe lelasi

Kamera: Armin Linke, Giulia Bruno
Ses kaydi: Armin Linke

Montaj: Giulia Bruno, Giuseppe Ielasi
Renk diizeltmesi: Giulia Bruno

Ses post prodiiksiyonu: Giuseppe Ielasi
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TALA MADANI

Kdose Projeksiyonu (Cizgiler Yapmak), 2019
Keten tuval {izerine yagliboya

Diptik: 182,8 x 365,7 cm; 182,8 x182,8 cm
Sanat¢inin ve Pilar Corrias Gallery’nin
izinleriyle.

Pilar Corrias Gallery’nin destegiyle
sergilenmigtir.

Corner Projection (Making Lines), 2019

Oil on linen

Diptych

182.8 x365.7 cm; 182.8 x182.8 cm
Courtesy the artist and Pilar Corrias Gallery.
Presented with the support of Pilar Corrias
Gallery.

Kose Projeksiyonu (Kogan Kalabalik), 2019
Keten tuval {izerine yagliboya

Diptik, her bir panel: 182,8 x 365,7 cm
Sanatginin ve Pilar Corrias Gallery’nin
izinleriyle.

Pilar Corrias Gallery’nin destegiyle
sergilenmistir.

Corner Projection (Crowd Running), 2019
Oil on linen

Diptych, each panel: 182.8 x 365.7 cm
Courtesy the artist and Pilar Corrias Gallery.
Presented with the support of Pilar Corrias
Gallery.

Seyirciler, 2018

Video

16'8"

Tek kanalli renkli ve sesli animasyon
Animasyon: Natalya Serebrennikova
Miizik: Will Ogilvie Sound

Sanatginin ve Pilar Corrias Gallery’nin
izinleriyle.

Pilar Corrias Gallery’nin destegiyle
sergilenmistir.

The Audience, 2018

Video

16'8"

Single channel colour animation with sound
Animation: Natalya Serebrennikova
Compositing: Will Ogilvie Sound
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Courtesy the artist and Pilar Corrias Gallery.
Presented with the support of Pilar Corrias
Gallery.

JARED MADERE

Gezginler Pavyonu, 2019

Inciler, miirekkep, sifon, su kabaklari,
narlar, patlican, biberler, fotograflar,
dallar, boncuk perdeler, LED’ler, kot
kumays, gigekler, celik, sapkalar, pilav
pisirme makineleri, boya, karton, pislik,
floresan 1s1klar, ip, cam, anons sistemi,
piring, televizyon, dijital video, yasemin,
bal, hindistan cevizi, su, wok tava, kiirk
manto, ruj

Degisken boyutlar

Sanatginin ve Galleria Federico
Vavassori’nin (Milano) izinleriyle.

16. Istanbul Bienali tarafindan siparis
edilmigtir.

Elif Bayoglu & Mehmet Erdem ve Kogtag’in
destekleriyle tiretilmig ve sergilenmistir.

Pavilion du Voyageurs, 2019

Pearls, ink, chiffon, gourds, pomegranates,
aubergine, peppers, photographs,
branches, beaded curtains, LEDs, denim,
flowers, steel, hats, ricecookers, paint,
cardboard, dirt, fluorescent lights, rope,
glass, PA System, rice, TV, digital video,
jasmine, honey, coconut meat, water, wok,
fur coat, lipstick

Dimensions variable

Courtesy the artist and Galleria Federico
Vavassori (Milan).

Commissioned by the 16th Istanbul Biennial.
Produced and presented with the support of
Elif Bayoglu & Mehmet Erdem and Kogtas.

TURIYA MAGADLELA

Ulusun Kizlari, Dort Bes serisinden, 2019
Kiilotlu ¢oraptan yapilmig hali

600 x 600 cm

Sanatginin izniyle.

16. Istanbul Bienali tarafindan siparis
edilmigtir.

Exhibited Works



Ntombi Zohlanga (Daughters of the
Nation), from Four Five series, 2019
Pantyhose tapestry

600 x600 cm

Courtesy the artist.

Commissioned by the 16th Istanbul Biennial.

Sevginin Kizlari, Dort Bes serisinden, 2019
Kiilotlu goraptan yapilmig hali

600 x 600 cm

Sanatginin izniyle.

16. Istanbul Bienali tarafindan siparis
edilmistir.

Ntombi Zothando (Daughters of Love),
from Four Five series, 2019

Pantyhose tapestry

600 x600 cm

Courtesy the artist.

Commissioned by the 16th Istanbul Biennial.

Hakikatin Kizlari, Dort Bes serisinden, 2019
Kiilotlu ¢oraptan yapilmig hali

600 x 600 cm

Sanatginin izniyle.

16. Istanbul Bienali tarafindan siparis
edilmistir.

Ntombi Zeginiso (Daughters of Truth),
from Four Five series, 2019

Pantyhose tapestry

600 x600 cm

Courtesy the artist.

Commissioned by the 16th Istanbul Biennial.

CLAUDIA MARTINEZ GARAY

Yaratici, 2019

Yerlestirme (yirmi parga kil, {ig adet
altiminyum {izerine sublimasyon baski)
250 x 500 X 500 cm

Sanat¢inin ve GRIMM Amsterdam | New
York’un izinleriyle.

GRIMM Amsterdam | New York’un
destekleriyle sergilenmistir.

The Creator, 2019
Installation (twenty clay pieces, three

Sergilenen Eserler

sublimation print on aluminium)
250x500x%500 cm

Courtesy the artist and GRIMM
Amsterdam | New York.

Presented with the support of GRIMM
Amsterdam | New York.

URSULA MAYER

ATOM RUHU, 2017

HD’ye transfer edilmig 16mm

17347

Sanatginin ve LUX, Londra’nin izinleriyle.
Avusturya Federal Bagbakanlig1, Arts
Council England ve The Elephant Trust
destekleriyle tiretilmigtir.

ATOM SPIRIT, 2017

16 mm on HD transfer

17°34”

Courtesy the artist and LUX, London.
Produced with the support of Austrian
Federal Chancellery, Arts Council England
and The Elephant Trust.

Bilginin Atesi Tiim Karmay: Yakip Kiil Eder,
2019

LED ekranda tekrarlayan HD video

200 x300 cm

Sanat¢inin izniyle.

16. Istanbul Bienali tarafindan siparis edilmistir.
Phileas — A Fund for Contemporary Art
ve Federal Chancellery of Austria’min
destekleriyle tiretilmigtir.

Avusturya Kiiltiir Ofisi Istanbul’un
destegiyle sergilenmistir.

The Fire Of Knowledge Burns to Ashes All
Karma, 2019

HD loop on LED screen

200x300 cm

Courtesy the artist.

Commissioned by the 16th Istanbul Biennial.

Produced with the support of Phileas - A
Fund for Contemporary Art and Federal
Chancellery of Austria.

Presented with the support of Austrian
Cultural Forum Istanbul.

302

MELVIN MOTI

Kozmizm, 2015

Video

28’

Sanatginin ve Gallery Meyer Riegger’in
izinleriyle.

Mondriaan Fund, Outset Netherlands ve
Hollanda Istanbul Bagkonsoloslugu’nun
destekleriyle sergilenmistir.

Cosmism, 2015

Video

28’

Courtesy the artist and Gallery Meyer Riegger.
Presented with the support of Mondriaan
Fund, Outset Netherlands and Consulate
General of the Kingdom of the Netherlands
in Istanbul.

PAKUI HARDWARE

Viicutdigi, 2019

Heykel (cam, sahte kiirk, gesitli kumaglar,
lateks, metal ask: sistemi)

60 x 65 %165 cm

Sanatgilarin izniyle.

16. Istanbul Bienali tarafindan siparig
edilmigtir.

16. Istanbul Bienali ve MO.CO.
Montpellier Contemporain’in igbirlikle-
riyle tiretilmigtir.

Extrakorporal, 2019

Sculpture (glass, faux fur, various textiles,
latex, metal hanging system)

60x65x165 cm

Courtesy the artists.

Commissioned by the 16th Istanbul Biennial.
Co-produced by the 16th Istanbul Biennial
and MO.CO. Montpellier Contemporain.

Viicutdig, 2019

Heykel (cam, sahte kiirk, deri, silicon, chia
tohumu, metal aski sistemi)

75 x 65 x 175 cm

Sanatgilarin izniyle.

16. Istanbul Bienali tarafindan siparis
edilmisgtir.

16. Istanbul Bienali ve MO.CO.
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Montpellier Contemporain igbirlikleriyle
tretilmigtir.

Extrakorporal, 2019

Sculpture (glass, faux fur, leather, silicone,
chia seeds, metal hanging system)
75x65x175 cm

Courtesy the artists.

Commissioned by the 16th Istanbul Biennial.
Co-produced by the 16th Istanbul Biennial
and MO.CO. Montpellier Contemporain.

Viicutdig, 2019

Heykelsi nesne (termo vakumla bi¢imlen-
dirilmig pleksiglas, silikon, chia tokumu,
toprak, sahte kiirk)

T1x37x67 cm

Sanatgilarin izniyle.

16. Istanbul Bienali tarafindan siparis
edilmigtir.

16. Istanbul Bienali ve MO.CO.
Montpellier Contemporain igbirlikleriyle
tretilmigtir.

Extrakorporal, 2019

Sculptural object (thermo vacuumed
plexiglas, silicone, chia seeds, soil, faux fur)
71x37x67 cm

Courtesy the artists.

Commissioned by the 16th Istanbul Biennial.
Co-produced by the 16th Istanbul Biennial
and MO.CO. Montpellier Contemporain.

Viicutdig, 2019

Heykelsi nesne (termo vakumla
bigimlendirilmis pleksiglas, silikon, gesitli
kumaglar)

T1x67x37 cm

Sanatgilarin izniyle.

16. Istanbul Bienali tarafindan siparig
edilmigtir.

16. Istanbul Bienali ve MO.CO.
Montpellier Contemporain igbirlikleriyle
tretilmigtir.

Extrakorporal, 2019

Sculptural object (thermo vacuumed
plexiglas, silicone, various textiles)
71x67x37 cm

Courtesy the artists.

Exhibited Works



Commissioned by the 16th Istanbul
Biennial.

Co-produced by the 16th Istanbul
Biennial and MO.CO. Montpellier

Contemporain.

Bel alt1, 2019

Heykelsi nesne (termo vakumla bigim-
lendirilmig pleksiglas, silikon, toprak,
cam nesne, chia tohumu)

160 x 80 x 40 cm

Sanatgilarin izniyle.

16. Istanbul Bienali tarafindan siparig
edilmistir.

16. Istanbul Bienali ve MO.CO.
Montpellier Contemporain igbirlikleriyle
tretilmigtir.

Underbelly, 2019

Sculptural object (thermo vacuumed
plexiglas, silicone, soil, glass object, chia
seeds)

160x80x40 cm

Courtesy the artists.

Commissioned by the 16th Istanbul
Biennial.

Co-produced by the 16th Istanbul
Biennial and MO.CO. Montpellier
Contemporain.

GLAUCO RODRIGUES

Diinya Goriisii, Coati Puru Efsanesi nedir?,
1977

Ahgap tizerine akrilik

105 x 86 cm (gergeveli)

Vincent Wierik’in izniyle.

Brezilya Istanbul Bagkonsoloslugu’nun
destegiyle sergilenmigtir.

Visdo da Terra, Lenda do Coati Puru que
porventura é? [Earth Vision, Legend of
the Coati Puru what is it?], 1977

Acrylic on wood

105 x 86 cm (framed)

Courtesy Vincent Wierik.

Presented with the support of Consulate
General of Brazil in Istanbul.

Sergilenen Eserler

MIKA ROTTENBERG

Spagetti Blok Zinciri, 2019

Tek kanalli video yerlestirmesi, sesli, renkli
Yaklagik 18’

Degisken boyutlar

© Mika Rottenberg

Sanat¢inin ve Hauser & Wirth’iin izinleriyle.

Spaghetti Blockchain, 2019

Single-channel video installation, sound, colour
Approx. 18’

Dimensions variable

© Mika Rottenberg

Courtesy the artist and Hauser & Wirth.

MAX HOOPER SCHNEIDER

Bir Karpuz Kafaya Doniigmek, 2019

Karigik medya yerlestirme (300 x 300 cm
toprak taban, biyomiihendislik teknigiyle
tretilmig kare karpuzlar, canli kukla
performansi, kukla sahnesi, perde, video, ses
diizeni, LED paneller)

Yerlegtirme: Degisken boyutlar

Video: Yaklagik 10'

Kukla Ustas1: Emin $enyer

Miizik: Necrophagist, Muhammed Sui¢gmez
Sanat¢inin izniyle.

16. Istanbul Bienali tarafindan siparis
edilmistir.

16. Istanbul Bienali ve MO.CO. Montpellier
Contemporain’in igbirligiyle tiretilmigtir.

To Become a Melon Head, 2019

Mixed media installation (300 x 300 cm soil
bed, bioengineered square shaped water-
melons, live shadow puppet performance,
puppetry stage, curtain, video, soundscape,
LED panels)

Installation: dimensions variable

Video: Approx. 10"

Puppet Master: Emin $enyer

Music: Necrophagist, Muhammed Suicmez
Courtesy the artist.

Commissioned by the 16th Istanbul Biennial.
Co-produced by the 16th Istanbul Biennial
and MO.CO. Montpellier Contemporain.
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LUIGI SERAFINI

Serafinianus El Yazmasi, 2013
1,2,3,4,5,6,7, 8, ve 9 numarali sayfalar
Kagit tizerine renkli kalem ve miirekkep
31,8 x22 cm

Sanatginin izniyle.

Codex Seraphinianus, 2013

Page n.1,n.2, n.3, n.4,n.5,n.6,n.7,n.8,n.9
Coloured pencil and ink on paper
31.8x22cm

Courtesy the artist.

PAUL SIETSEMA

Sekil 3, 2008

16 mm film, siyah-beyaz ve renkli, sessiz
Yaklagik 16'

Sanatginin ve Matthew Marks Gallery’nin
izinleriyle.

Matthew Marks Gallery’nin destegiyle
sergilenmigtir.

Figure 3, 2008

16mm film, black-and-white and colour,
no sound

Approx. 16'

Courtesy the artist and Matthew Marks
Gallery.

Presented with the support of Matthew
Marks Gallery.

Kiiltiir Karsit1 Konumlar, 2009

16 mm film, siyah-beyaz ve renkli, sessiz
Yaklagik 30'

Sanatginin ve Matthew Marks Gallery’nin
izinleriyle.

Matthew Marks Gallery’nin destegiyle
sergilenmigtir.

Anticultural Positions, 2009

16mm film, black-and-white and colour,
no sound

Approx. 30'

Courtesy the artist and Matthew Marks
Gallery.

Presented with the support of Matthew
Marks Gallery.
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Gini Miirekkebi, 2012

16 mm film, renkli, sessiz

Yaklagik 15'

Sanatginin ve Matthew Marks Gallery’nin
izinleriyle.

Matthew Marks Gallery’nin destegiyle
sergilenmistir.

Encre chine, 2012

16mm film, colour, no sound

Approx. 15

Courtesy the artist and Matthew Marks
Gallery.

Presented with the support of Matthew
Marks Gallery.

YLVA SNOFRID

FANTASIA, Ressamin Stiidyosunun Golgeler
Aleminde Yansimast, Ug Boliim Halinde:
Distopya, Heterotopya, Utopya, 2019

Alt1 resim (tuval {izeri yagliboya,
kurumlanmig gévale, taglar, ingaat taglari,
6 x 471x 284 cm, degisken boyutlarda);
yirmi dort resim (tuval {izerine yagliboya,
resimler igin mobilyalar, cesitli nesneler,
6x106 x106 cm; 3 x125x 88 cm,

12x52x 40 cm; 9 x 68 x 99 cm, degisken
boyutlarda); on iki bayrak (tuval tizerine
yagliboya, degisken boyutlarda); yirmi
bir cam kavanoz, yagamak ve ritiieller
igin gesitli nesneler ve araglar (37x25 cm,
degisken boyutlarda); 348 ¢izim, gilinliik,
dergi (degisken boyutlarda)

Esyalarin tiretimi Rodrigo Mallea Lira
igbirligiyle gergeklestirilmigtir.
Gizimlerin ve nesnelerin bir kismi1
sanatginin kizlar: Sibylla ve Xenia ile
birlikte yapilmagtir.

Sanatginin izniyle.

16. Istanbul Bienali tarafindan siparis
edilmigtir.

The Swedish Art Grants Committee

ve IASPIS’in destekleriyle {iretilmig ve
sergilenmigtir.

FANTASIA, a Reflection of the Painter’s
Studio in the Shadow World, Divided
in Three Parts, Dystopia, Heterotopia,
Utopia, 2019

Exhibited Works



Six paintings (oil on canvas, sooted easels,
stones, building blocks, 6 x 471x284

cm, various dimensions); twenty-four
paintings (oil on canvas, furniture for
paintings, various objects, 6 x106 x 106
cm; 3x125x88 cm, 12x52 x40 cm;

9x68 x99 cm, various dimensions); twelve
flags (oil on canvas, various dimensions);
twenty-one glass jars, various objects and
tools for living and rituals (37x 25 cm,
various dimensions); 348 drawings, diary,
journal (various dimensions)

The construction of the furniture is made in
collaboration with Rodrigo Mallea Lira.
Some of the drawings and objects are made
by the artist’s daughters Sibylla and Xenia.
Courtesy the artist.

Commissioned by the 16th Istanbul Biennial.
Produced and presented with the support
of The Swedish Art Grants Committee and
1ASPIS.

SIMON STARLING

Parazit Istilas: (Midye Kapl Moore)/
Koruma I, 2019

Duratrans, perspeks, 1g1kl1 kutu

Gorsel boyutlar:: 118 x 140 cm
Sanatginin ve neugerriemschneider’in
izinleriyle.

16. Istanbul Bienali tarafindan siparis
edilmistir.

Danish Arts Foundation ve British
Council’m destekleriyle sergilenmistir.

Infestation Piece (Musselled Moore)/
Conservation I, 2019

Duratrans, perspex, lightbox

Image size: 118 140 cm

Courtesy the artist and neugerriemschneider.
Commissioned by the 16th Istanbul Biennial.
Presented with the support of Danish Arts
Foundation and British Council.

Parazit Istilast (Midye Kapli Moore)/Koruma
11, 2019

Duratrans, perspeks, 1g1kl1 kutu

Gorsel boyutlar:: 118 x 140 cm

Sanatginin ve neugerriemschneider’in
izinleriyle.

Sergilenen Eserler

16. Istanbul Bienali tarafindan siparis
edilmistir.

Danish Arts Foundation ve British
Council’mn destekleriyle sergilenmistir.

Infestation Piece (Musselled Moore)/
Conservation Il, 2019

Duratrans, perspex, lightbox

Image size: 118 x140 cm

Courtesy the artist and neugerriemschneider.
Commissioned by the 16th Istanbul Biennial.
Presented with the support of Danish Arts
Foundation and British Council.

Parazit Istilast (Midye Kapli Moore)/
Kronoloji, 2019

Vinil metin

205 x 90 cm (her biri)

Sanatginin ve neugerriemschneider’in
izinleriyle.

16. Istanbul Bienali tarafindan siparis
edilmistir.

Danish Arts Foundation ve British
Council’in destekleriyle sergilenmistir.

Infestation Piece (Musselled Moore)/
Chronology, 2019

Vinyl text

205x90 cm (each)

Courtesy the artist and neugerriemschneider.
Commissioned by the 16th Istanbul Biennial.
Presented with the support of Danish Arts
Foundation and British Council.

Parazit Istilas: (Istanbul i¢in Maske), 2019
Zebra midyesi kabuklari, toz maskesi,
epoksi yapistirici, ahsap ve perspeks

170 x35x 30 cm

Sanatginin ve neugerriemschneider’in
izinleriyle.

16. Istanbul Bienali tarafindan siparis
edilmistir.

Danish Arts Foundation ve British
Council’in destekleriyle sergilenmistir.

Infestation Piece (Mask for Istanbul), 2019
Zebra mussel shells, dust mask, epoxy glue,
wood and perspex

170x35x30 cm

Courtesy the artist and neugerriemschneider.
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Commissioned by the 16th Istanbul Biennial.
Presented with the support of Danish Arts
Foundation and British Council.

JENNIFER TEE

Tampan Ruhlar Gemisi, 2016

316 gr. miize graviir kigid1 iizerine lale
yapraklarindan kolaj bask1

190 x 170 cm

Sanatginin ve Galerie Fons Welters,
Amsterdam’in izinleriyle.

Mondriaan Fund, Outset Netherlands ve
Hollanda Istanbul Bagkonsoloslugu’nun
destekleriyle sergilenmistir.

Tampan Ship of Souls, 2016

Tulip petal collage print on 316 gr. museum
etching paper

190x170 cm

Courtesy the artist and Galerie Fons
Welters, Amsterdam.

Presented with the support of Mondriaan
Fund, Outset Netherlands and Consulate
General of the Kingdom of the Netherlands
in Istanbul.

Tampan Hayat Agact, 2016

316 gr. miize graviir kigid1 iizerine lale
yapraklarindan kolaj bask1

165 x 150 cm

Sanatginin ve Galerie Fons Welters,
Amsterdam’in izinleriyle.

Mondriaan Fund, Outset Netherlands ve
Hollanda Istanbul Bagkonsoloslugu’nun
destekleriyle sergilenmistir.

Tampan Tree of Life, 2016

Tulip petal collage print on 316 gr. museum
etching paper

165x150 cm

Courtesy the artist and Galerie Fons
Welters, Amsterdam.

Presented with the support of Mondriaan
Fund, Outset Netherlands and Consulate
General of the Kingdom of the Netherlands
in Istanbul.

Tao Bilyiisii, Sabah Ciyi, 2017
Sirlanmig ve delinmig seramik pargalar
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30x21x12 cm

Sanatginin ve Galerie Fons Welters,
Amsterdam’in izinleriyle.

Mondriaan Fund, Outset Netherlands ve
Hollanda Istanbul Bagkonsoloslugu’nun
destekleriyle sergilenmistir.

Tao Magic, Morning Dew, 2017

Glazed ceramics, perforated
24x24x12cm

Courtesy the artist and Galerie Fons
Welters, Amsterdam.

Presented with the support of Mondriaan
Fund, Outset Netherlands and Consulate
General of the Kingdom of the Netherlands
in Istanbul.

Tao Biiyiisii No:1, Mat Beyaz/

Badem Gigegi, 2017

Sirlanmig, delinmis ve digli seramik
pargalar

30x30x15cm

Sanatginin ve Galerie Fons Welters,
Amsterdam’in izinleriyle.

Mondriaan Fund, Outset Netherlands ve
Hollanda Istanbul Bagkonsoloslugu’nun
destekleriyle sergilenmistir.

Tao Magic No:1 Matt White/Almond
Blossom, 2017

Glazed ceramics, perforated, dented
30x30x15cm

Courtesy the artist and Galerie Fons
Welters, Amsterdam.

Presented with the support of Mondriaan
Fund, Outset Netherlands and Consulate
General of the Kingdom of the Netherlands
in Istanbul.

Tao Biiyiisii, 2017

Sirlanmus, delinmis ve digli seramik pargalar
24 %24 %12 cm

Sanatginin ve Galerie Fons Welters,
Amsterdam’in izinleriyle.

Mondriaan Fund, Outset Netherlands ve
Hollanda Istanbul Bagkonsoloslugu’nun
destekleriyle sergilenmistir.

Tao Magic, 2017

Glazed ceramics, perforated, dented
24x24x12cm

Exhibited Works



Courtesy the artist and Galerie Fons
Welters, Amsterdam.

Presented with the support of Mondriaan
Fund, Outset Netherlands and Consulate
General of the Kingdom of the Netherlands
in Istanbul.

Tao Biiyiisii Mat Siyah/Ates Sarisi, 2017
Sirlanmag, delinmig ve digli seramik
pargalar

30x30x15 cm

Sanatginin ve Galerie Fons Welters,
Amsterdam’1n izinleriyle.

Mondriaan Fund, Outset Netherlands ve
Hollanda Istanbul Bagkonsoloslugu’nun
destekleriyle sergilenmigtir.

Tao Magic Matte Black/Blazing Yellow,
2017

Clazed ceramics, perforated, dented
30x30x15cm

Courtesy the artist and Galerie Fons
Welters, Amsterdam.

Presented with the support of Mondriaan
Fund, Outset Netherlands and Consulate
General of the Kingdom of the Netherlands
in Istanbul.

Bir Bigcimin Soyutlamasi, $ekil ve Mevcudiyet,
2018

Sirlanmig seramik

30x21x12 cm

Sanatginin ve Galerie Fons Welters,
Amsterdam’1n izinleriyle.

Mondriaan Fund, Outset Netherlands ve
Hollanda Istanbul Bagkonsoloslugu’nun
destekleriyle sergilenmigtir.

Abstraction of a Shape, Form and Presence
No:11,2018

Glazed ceramics

30x21x12cm

Courtesy the artist and Galerie Fons
Welters, Amsterdam.

Presented with the support of Mondriaan
Fund, Outset Netherlands and Consulate
General of the Kingdom of the Netherlands
in Istanbul.

Sergilenen Eserler

Gizgiler ~ Girdaplar ~ Kemikler, 2018
Seramik terakota

Degisken boyutlar

Sanatginin ve Galerie Fons Welters,
Amsterdam’1n izinleriyle.

Mondriaan Fund, Outset Netherlands ve
Hollanda Istanbul Bagkonsoloslugu’nun
destekleriyle sergilenmigtir.

Lines ~ Swirls ~ Bones, 2018

Ceramic terracotta

Dimensions variable

Courtesy the artist and Galerie Fons
Welters, Amsterdam.

Presented with the support of Mondriaan
Fund, Outset Netherlands and Consulate
General of the Kingdom of the Netherlands
in Istanbul.

Tampan Ruhlarin Dogal Sistemi, 2019

316 g. miize graviir kigidi tizerine lale
yapraklarindan kolaj bask1

186 x 165 cm

Sanatginin ve Galerie Fons Welters,
Amsterdam’1n izinleriyle.

16. Istanbul Bienali tarafindan siparis
edilmistir.

Mondriaan Fund, Outset Netherlands ve
Hollanda Istanbul Bagkonsoloslugu’nun
destekleriyle iiretilmis ve sergilenmigtir.

Tampan Natural System of Souls, 2019
Tulip petal collage print on 316 g. museum
etching paper

186 x165 cm

Courtesy the artist and Galerie Fons
Welters, Amsterdam.

Commissioned by the 16th Istanbul Biennial.
Produced and presented with the support
of Mondriaan Fund, Outset Netherlands
and Consulate General of the Kingdom of
the Netherlands in Istanbul.

Tampan Hayat Agaci, Semangka Koyu, 2019
316 g. miize graviir kigidi tizerine lale
yapraklarindan kolaj bask1

165x 188 cm

Sanatginin ve Galerie Fons Welters,
Amsterdam’1n izinleriyle.

16. Istanbul Bienali tarafindan siparis
edilmistir.
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Mondriaan Fund, Outset Netherlands ve
Hollanda Istanbul Bagkonsoloslugu’nun
destekleriyle tiretilmig ve sergilenmistir.

Tampan Tree of Life, Semangka Bay, 2019
Tulip petal collage print on 316 g. museum
etching paper

165x188 cm

Courtesy the artist and Galerie Fons
Welters, Amsterdam.

Commissioned by the 16th Istanbul Biennial.

Produced and presented with the support
of Mondriaan Fund, Outset Netherlands
and Consulate General of the Kingdom of
the Netherlands in Istanbul.

Kristal zemin ¢aligmalari/Yesil Yeryiizii, 2019
Elde boyanmuig yiin

303 x540x20 cm

Sekiz sirl1 seramik oval kiire

56x15x 9 cm

Sanatginin ve Galerie Fons Welters,
Amsterdam’in izinleriyle.

16. Istanbul Bienali tarafindan siparig
edilmigtir.

Mondriaan Fund, Outset Netherlands ve
Hollanda Istanbul Bagkonsoloslugu’nun
destekleriyle tiretilmig ve sergilenmistir.

Crystalline floorpieces/Green Earth, 2019
Hand-dyed wool, hand knitted

303x540 cm

Eight glazed ceramic oval spheres
56x15x9 cm

Courtesy the artist and Galerie Fons
Welters, Amsterdam.

Commissioned by the 16th Istanbul Biennial.

Produced and presented with the support
of Mondriaan Fund, Outset Netherlands
and Consulate General of the Kingdom of
the Netherlands in Istanbul.

Spiraller, 2019

Ug seramik parca

5x200x100 cm

Sanatginin ve Galerie Fons Welters,
Amsterdam’in izinleriyle.

Mondriaan Fund, Outset Netherlands ve
Hollanda Istanbul Bagkonsoloslugu’nun
destekleriyle iiretilmig ve sergilenmistir.
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Spirals, 2019

Three ceramic pieces

5x200x100 cm

Courtesy the artist and Galerie Fons
Welters, Amsterdam.

Produced and presented with the support
of Mondriaan Fund, Outset Netherlands
and Consulate General of the Kingdom of
the Netherlands in Istanbul.

Isyan Sandalyesi, 2019

Sandalye, boya, kitaplar

48 x 48 x80 cm

Sanatginin ve Galerie Fons Welters,
Amsterdam’1n izinleriyle.

Mondriaan Fund, Outset Netherlands ve
Hollanda Istanbul Bagkonsolosluguw’nun
destekleriyle sergilenmistir.

Revolt Chair, 2019

Chair, paint, kitaplar

48x48x80 cm

Courtesy the artist and Galerie Fons
Welters, Amsterdam.

Produced and presented with the support
of Mondriaan Fund, Outset Netherlands
and Consulate General of the Kingdom of
the Netherlands in Istanbul.

HALE TENGER

Suret, Zuhur, Tezahiir, 2019

Ses ve karigik teknik yerlestirme, siyah
obsidyen aynalar, demir, epoksi regine
bazli boya, su, audio-spotlight hoparlér
Degisken boyutlar

Sanatginin ve Galeri Nev Istanbul’un
izinleriyle.

16. Istanbul Bienali tarafindan siparig
edilmigtir.

SAHA-Cagdas Sanat1 Destekleme
Girigimi’nin destegiyle tiretilmigtir.

Appearance, 2019

Mixed-media and sound installation, black
obsidian mirrors, iron, epoxy resin based
paint, water, audio-spotlight speaker
Dimensions variable

Courtesy the artist and Galeri Nev
Istanbul.

Exhibited Works



Commissioned by the 16th Istanbul Biennial.
Produced with the support of SAHA-
Supporting Contemporary Art from Turkey.

GUNES TERKOL & GUGLU OZTEKIN

WORLBMON, 2019

Gegici yapy, yerlestirme, ahsap, karigik
teknik, gizimler, resimler, heykeller, kumag
tizerine dikis, kutular.

Degisken boyutlar

Mimari proje: SO? Mimarlik

I¢ mekan yerlestirme ve uygulama: Onur
Ceritoglu, Ozan Eras, Emre Akgora, Isil
Sipal

Sanatgilarin izniyle.

16. Istanbul Bienali tarafindan siparig
edilmistir.

SPOT Projects, Huma Kabakc1 ve SAHA-
Gagdas Sanat1 Destekleme Girigimi’nin
destekleriyle tiretilmigtir.

WORLBMON, 2019

Temporary construction, installation,
wood, mixed media, drawings, sculptures,
sewing on fabric, boxes.

Dimensions variable

Architectural project: SO? Mimarlik
Indoor installation and application: Onur
Ceritoglu, Ozan Eras, Emre Akgora, Isil Sipal
Courtesy the artists.

Commissioned by the 16th Istanbul Biennial.
Produced with the support of SPOT
Projects, Huma Kabakci and SAHA-
Supporting Contemporary Art from Turkey.

SUZANNE TREISTER

Bahg¢wvan HFT, 2014-2015

174 parga (132 parga: 21 x 29,7 cm; 42
parga: 29,7 x 42 cm)

Hahnemiihle rag fotograf kigid1 tizerine
arsivsel giclée baski

Video: 11'55"

Sanatginin, Annely Juda Fine Art,
London ve P.P.O.W. Gallery, New York’un
izinleriyle.

British Council’in destegiyle
sergilenmistir.

Sergilenen Eserler

HFT The Gardener, 2014-2015

174 pieces (132 works, 21x29.7 cm; 42
works, 29.7 x 42 cm)

Archival giclée prints on Hahnemuhle
photo rag paper

Video: 11' 55"

Courtesy the artist, Annely Juda Fine Art,
London and P.P.O.W. Gallery, New York.
Presented with the support of British
Council.

PIOTR UKLANSKI

Isimsiz (Dogunun Vaatleri IV), 2019
Tuval lizerine gerili viskoz kadife tizeri
miirekkep ve akrilik

76,5x55,8 cm

Sanatginin ve MDC S.p.A — Massimo De
Carlo’nun izinleriyle.

Sebnem & Mahmut Unlii ve Adam
Mickiewicz Institute’un destekleriyle
sergilenmistir.

Untitled (Eastern Promises V), 2019
Ink and acrylic on viscose velvet over
canvas

76.5x55.8 cm

Courtesy the artist and MDC S.p.A —
Massimo De Carlo.

Presented with the support of Sebnem
& Mahmut Unli and Adam Mickiewicz
Institute.

Isimsiz (Dogunun Vaatleri VIII), 2018
Tuval tizerine gerili jiit {izeri miirekkep
ve akrilik

193 x164 cm

Sanatginin ve MDC S.p.A — Massimo De
Carlo’nun izinleriyle.

Sebnem & Mahmut Unlii ve Adam
Mickiewicz Institute’un destekleriyle
sergilenmistir.

Untitled (Eastern Promises VIlI), 2018
Ink and acrylic on jute over canvas-

193 x164 cm

Courtesy the artist and MDC S.p.A —
Massimo De Carlo.

Presented with the support of $ebnem &

Mahmut Unlt and Adam Mickiewicz Institute.
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Isimsiz (Roustam Raza), 2018

Tuval tizerine gerili pamuk kadife tizeri
miirekkep ve akrilik

152,7x121,9 cm

Sanatginin ve MDC S.p.A — Massimo De
Carlo’nun izinleriyle.

Sebnem & Mahmut Unlii ve Adam
Mickiewicz Institute’un destekleriyle
sergilenmigtir.

Untitled (Roustam Raza), 2018

Ink and acrylic on cotton velvet over
canvas

152.7x121.9 cm

Courtesy the artist and MDC S.p.A —
Massimo De Carlo.

Presented with the support of $ebnem
& Mahmut Unlt and Adam Mickiewicz
Institute.

Isimsiz (Dogunun Vaatleri I), 2018

Tuval {izerine gerili pamuk kadife tizeri
miirekkep, akrilik ve yagliboya
152,7x123,5 x 2,5 cm

Sanatginin ve MDC S.p.A — Massimo De
Carlo’nun izinleriyle.

Sebnem & Mahmut Unlii ve Adam
Mickiewicz Institute’un destekleriyle
sergilenmigtir.

Untitled (Eastern Promises [), 2018

Ink, acrylic and oil on cotton velvet over
canvas

152.7x123.5x2.5 cm

Courtesy the artist and MDC S.p.A —
Massimo De Carlo.

Presented with the support of $ebnem
& Mahmut Unli and Adam Mickiewicz
Institute.

Isimsiz (Thomas Phillips), 2019

Tuval tizerine gerili tiftik kadife tizeri
miirekkep ve akrilik

130,8 x190,8 cm

Sanatginin ve MDC S.p.A — Massimo De
Carlo’nun izinleriyle.

Sebnem & Mahmut Unlii ve Adam
Mickiewicz Institute’un destekleriyle
sergilenmistir.
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Untitled (Thomas Phillips), 2019

Ink and acrylic on mohair velvet over
canvas

130.8x190.8 cm

Courtesy the artist and MDC S.p.A —
Massimo De Carlo.

Presented with the support of Sebnem
& Mahmut Unli and Adam Mickiewicz
Institute.

Isimsiz (Nicolas Frangois Gillet), 2019
Tuval tizerine gerili polyester kadife tizeri
miirekkep ve akrilik

228,6 x130 cm

Sanatginin ve MDC S.p.A — Massimo De
Carlo’nun izinleriyle.

Sebnem & Mahmut Unlii ve Adam
Mickiewicz Institute’un destekleriyle
sergilenmistir.

Untitled (Nicolas Francois Gillet), 2019
Ink and acrylic on polyester velvet over
canvas

228.6x130 cm

Courtesy the artist and MDC S.p.A —
Massimo De Carlo.

Presented with the support of Sebnem
& Mahmut Unli and Adam Mickiewicz
Institute.

Isimsiz (Félicité d’Arberg, Lobau Kontesi),
2018

Tuval {izerine gerili tiftik kadife tizeri
miirekkep ve akrilik

177,8 x 129,5 cm

Sanatginin ve MDC S.p.A — Massimo De
Carlo’nun izinleriyle.

Sebnem & Mahmut Unlii ve Adam
Mickiewicz Institute’un destekleriyle
sergilenmistir.

Untitled (Félicité d’Arberg, Countess of
Lobau), 2018

Ink and acrylic on mohair velvet over canvas
177.8x129.5 cm

Courtesy the artist and MDC S.p.A —
Massimo De Carlo.

Presented with the support of Sebnem

& Mahmut Unli and Adam Mickiewicz
Institute.

Exhibited Works



Isimsiz (Balthasar Klossowski), 2019
Tuval lizerine gerili tiftik kadife tizeri
miirekkep ve akrilik

177,8 x130,1 cm

Sanatginin ve MDC S.p.A — Massimo De
Carlo’nun izinleriyle.

Sebnem & Mahmut Unlii ve Adam
Mickiewicz Institute’un destekleriyle
sergilenmistir.

Untitled (Balthasar Klossowski), 2019

Ink and acrylic on mohair velvet over canvas
177.8x130.1 cm

Courtesy the artist and MDC S.p.A —
Massimo De Carlo.

Presented with the support of $ebnem

& Mahmut Unlti and Adam Mickiewicz
Institute.

Isimsiz (Richard Salwey), 2018

Tuval tlizerine gerili pamuk kadife {izeri
miirekkep ve akrilik

167,6 x129,8 cm

Sanatginin ve MDC S.p.A — Massimo De
Carlo’nun izinleriyle.

Sebnem & Mahmut Unlii ve Adam
Mickiewicz Institute’un destekleriyle
sergilenmistir.

Untitled (Richard Salwey), 2018

Ink and acrylic on cotton velvet over
canvas

167.6x129.8 cm

Courtesy the artist and MDC S.p.A —
Massimo De Carlo.

Presented with the support of $ebnem
& Mahmut Unlti and Adam Mickiewicz
Institute.

Isimsiz (Ernst Ludwig, Hesse ve Rhine Biiyiik
Diikii), 2018

Tuval tizerine gerili tiftik kadife tizeri
miirekkep, akrilik ve yagliboya

179 x129,8 cm

Sanatginin ve MDC S.p.A — Massimo De
Carlo’nun izinleriyle.

Sebnem & Mahmut Unlii ve Adam
Mickiewicz Institute’un destekleriyle
sergilenmistir.

Sergilenen Eserler

Untitled (Ernst Ludwig, Grand Duke of
Hesse and by Rhine), 2018

Ink, acrylic and oil on mohair velvet over
canvas

179x129.8 cm

Courtesy the artist and MDC S.p.A —
Massimo De Carlo.

Presented with the support of Sebnem
& Mahmut Unli and Adam Mickiewicz
Institute.

Isimsiz (Martin van Meytens), 2019

Tuval {izerine gerili pamuk kadife izeri
miirekkep ve akrilik

167x134,9 x5 cm

Sanatginin ve MDC S.p.A — Massimo De
Carlo’nun izinleriyle.

Sebnem & Mahmut Unlii ve Adam
Mickiewicz Institute’un destekleriyle
sergilenmistir.

Untitled (Martin van Meytens), 2019

Ink and acrylic on cotton velvet over canvas
167x134.9x5 cm

Courtesy the artist and MDC S.p.A —
Massimo De Carlo.

Presented with the support of Sebnem

& Mahmut Unli and Adam Mickiewicz
Institute.

AMBERA WELLMANN
Dua, 2018

Keten tuval {izerine yagliboya ve pastel
51x56 cm

Sanatginin ve PCP Collection’in izinleriyle.

PCP Collection’in destegiyle
sergilenmistir.

Orison, 2018

QOil and soft pastel on linen

51x56 cm

Courtesy the artist and PCP Collection.
Presented with the support of PCP
Collection.

YAZGI, 2018
Keten tuval {izerine yagliboya ve akrilik
49 x52 cm
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Sanatginin ve Defares Collection’in
izinleriyle.

Defares Collection’in destegiyle
sergilenmigtir.

WYRD, 2018

QOil and acrylic on linen

49x52 cm

Courtesy the artist and Defares Collection.
Presented with the support of Defares
Collection.

Tohumlama, 2019

Keten tuval {izerine yagliboya

52x 49 cm

Sanatginin ve Ann Hatch’in izinleriyle.
Kraupa-Tuskany Zeidler ve Ann Hatch’in
destekleriyle sergilenmistir.

Seeding, 2019

Oil on linen

52x49 cm

Courtesy the artist and Ann Hatch.
Presented with the support of Kraupa-
Tuskany Zeidler and Ann Hatch.

Tecaviizkar, 2019

Keten tuval {izerine yagliboya
49x52 cm

Sanatginin ve Adam Green Art
Advisory’nin izinleriyle.
Kraupa-Tuskany Zeidler ve Adam
Green Art Advisory’nin destekleriyle
sergilenmigtir.

Impingenous, 2019

Oil on linen

49x52 cm

Courtesy the artist and Adam Green Art
Advisory.

Presented with the support of Kraupa-
Tuskany Zeidler and Adam Green Art
Advisory.

Kasiklama, 2018

Keten tuval {izerine yagliboya, akrilik ve
yumugak pastel

92x96 cm

Sanatginin ve Mauro De Iorio’nun izinleriyle.
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Mauro De Jorio’nun destegiyle
sergilenmigtir.

Loining, 2018

Qil, acrylic and soft pastel on linen

92x96 cm

Courtesy the artist and Mauro De lorio.
Presented with the support of Mauro De lorio.

HAEGUE YANG

Kulugka ve Tiikenmiglik — Istanbul
Versiyonu, 2019

Volkan kokulu PVC jimnastik toplar1 (her
birinin ¢ap1 55 cm; 65 cm; 75 cm), iki
hareketli spot 15181, DMX kontroldri
Sanatginin izniyle.

16. Istanbul Bienali tarafindan siparis
edilmigtir.

Institut fiir Auslandsbeziehungen ve Kore
Ankara Biiytikelgiligi’nin destekleriyle
sergilenmistir.

Incubation and Exhaustion - Version
Istanbul, 2019

Volcano scented PVC gym balls (diameter
each 55 cm; 65 cm; 75 cm), two moving
spotlights, DMX controller

Courtesy the artist.

Commissioned by the 16th Istanbul
Biennial.

Presented with the support of Institut
fur Auslandsbeziehungen and Embassy of
Korea in Ankara.

Kulugka ve Tiikenmiglik, 2018

Studio Manuel Raeder isbirligiyle

Renkli dijital baski, lazer baski, Perspex,
buluntu bitkiler

Degisken boyutlar

Sanatgilarin izinleriyle.

Institut fiir Auslandsbeziehungen ve Kore
Ankara Biiyiikelciligi’nin destekleriyle
sergilenmigtir.

Incubation and Exhaustion, 2018

In collaboration with Studio Manuel Raeder
Digital colour print, laser prints, Perspex,
found plants

Exhibited Works



Dimensions variable

Courtesy the artists.

Presented with the support of Institut
far Auslandsbeziehungen and Embassy of
Korea in Ankara.

Ses Ogesi

Dijital ses dosyasi, 29’55 (tekrarlayan)

27 Nisan 2018 tarihinde askerden
armndirilmig bolgede gergeklestirilen
Kuzey ve Giiney Kore Zirvesi’nde alinan ve
Kore Cumbhuriyeti Bagkanlik Ofisi izniyle
paylagilan canli yayin kaydi.

Sound element

Digital sound file, 29:55 min., loop

A live broadcast recording made at the
Inter-Korean Summit in the Korean
Demilitarized Zone on April 27, 2018
included by permission of the Presidential
Office of the Republic of Korea.

Ses Ogesi

Dijital ses dosyas1 (tekrarlayan)

Tiirkge aksanlarin ya da diyalektlerin TTS
(Text to Speech) formatindaki dosyalarda
kullanilabilir olmadigini syleyen sentetik
sesler. Bu sesler farkli blgelerde yasayan
(Ankara, Kibris, Diyarbakir, izmir,
Trakya, Tokat ve Trabzon) ve farkli diller
konugan (Kurmangi Kiirtgesi, Romanya
ve Rusya) kigilerin konustugu Tiirk¢enin
IPA’de (International Phonetic Alphabet)
[Uluslararas: Fonetik Alfabe] doniis-
tlirtilmesiyle elde edilmistir. Bu sesler
diizenlendi ve tekrarlayan bir sekansta
birlestirildi.

Sound element

Digital sound file, loop

10 synthetic voices saying, in Turkish,
that certain accents and Turkish dialects
are not available in Text to Speech (TTS)
software. The voices were created by
converting the International Phonetic
Alphabet (IPA) into spoken Turkish with
speech inflections associated with differ-
ent locations (Ankara, Cyprus, Diyarbakir,
|Izmir, Thrace, Tokat, and Trabzon) and

Sergilenen Eserler

languages (Kurmaniji Kurdish, Romanian,
and Russian). These voices were arranged
in a sequence and looped.

Araci - Sallanan Tiiylii Kucaklagma, 2018
Toz boya ile kapli gelik gergeve, toz boya ile
kapli elek, gelik halat, plastik sicim

230 X 70X 73 cm

Sanat¢inin izniyle.

The Intermediate - Dangling Hairy Hug,
2018

Powder-coated steel frame, powder-
coated mesh, steel wire rope, plastic twine
230x70x73 cm

Courtesy the artist.

Araci - Siiriiklenmis Tiiylii Kucaklagma,
2018

Toz boya ile kapli gelik gergeve, toz boya
ile kapl1 elek, celik halat, kiigiik tekerlek,
plastik sicim

136 x 105 X 66 cm

Sanatginin izniyle.

The Intermediate - Dragged Hairy Hug,
2018

Powder-coated steel frame, powder-
coated mesh, steel wire rope, caster,
plastic twine

136 x 105 x 66 cm

Courtesy the artist.

Aract - Oksitanyal: Serseri, 2018

Toz boya ile kapli gelik gerceve, toz boya ile
kapli elek, kiigiik tekerlekler, plastik sicim,
jlt sicim, kumag Srnekleri, ponponlar,
metal halkalar, metal 6rme halkalar

191X 75X 70 cm

Sanatginin izniyle.

The Intermediate-Occitanian Vagabond,
2018

Powder-coated steel frame, powder-
coated mesh, casters, plastic twine, jute
twine, fabric samples, pom-poms, metal
rings, metal grommets

191x75x 70 cm

Courtesy the artist.
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MUGE YILMAZ

On Bir Giineg - Akbaba (Gyps) I, 2019
CNC kesim ve el oymas1 hug agac1

148 x2x 121 cm

Sanatginin izniyle.

16. Istanbul Bienali tarafindan siparig
edilmigtir.

Mondriaan Fund, Zafer Yildirim ve SAHA-
Cagdas Sanati Destekleme Girigimi’nin
destekleriyle tiretilmigtir.

Hollanda Istanbul Bagkonsoloslugu’nun
destegiyle sergilenmigtir.

Eleven suns - Vulture (Gyps) I, 2019
CNC-cut, hand-carved birch
148x2x121cm

Courtesy the artist.

Commissioned by the 16th Istanbul Biennial.
Produced with the support of Mondriaan
Fund, Zafer Yildirnm and SAHA -
Supporting Contemporary Art from
Turkey.

Presented with the support of Consulate
General of the Kingdom of the Netherlands
in Istanbul.

On Bir Giineg - Akbaba (Gyps) 11, 2019
CNC kesim ve el oymasi hug agac1

146 x2x120 cm

Sanatginin izniyle.

16. Istanbul Bienali tarafindan siparis
edilmigtir.

Mondriaan Fund, Zafer Yildirim ve SAHA-
Cagdas Sanati Destekleme Girigimi’nin
destekleriyle tiretilmigtir.

Hollanda Istanbul Bagkonsoloslugu’nun
destegiyle sergilenmigtir.

Eleven suns - Vulture (Gyps) Il, 2019
CNC-cut, hand-carved birch

146x2x120 cm

Courtesy the artist.

Commissioned by the 16th Istanbul Biennial.
Produced with the support of Mondriaan
Fund, Zafer Yildirim and SAHA-Supporting
Contemporary Art from Turkey.

Presented with the support of Consulate
General of the Kingdom of the Netherlands
in Istanbul.
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On Bir Giines — Anadolu Parsi (Panthera
Pardus Tulliana) I, 2019

CNC kesim ve el oymasi hug agac1

154 x2x120 cm

Sanatginin izniyle.

16. Istanbul Bienali tarafindan siparig edilmistir.
Mondriaan Fund, Zafer Yildirim ve SAHA-
Cagdag Sanati Destekleme Girisimi’nin
destekleriyle tiretilmigtir.

Hollanda Istanbul Bagkonsoloslugu’nun
destegiyle sergilenmistir.

Eleven suns - Anatolian Leopard (Panthera
Pardus Tulliana) I, 2019

CNC-Cut, hand-carved birch

154 x2x120 cm

Courtesy the artist.

Commissioned by the 16th Istanbul Biennial.
Produced with the support of Mondriaan
Fund, Zafer Yildirim and SAHA-Supporting
Contemporary Art from Turkey.

Presented with the support of Consulate
General of the Kingdom of the Netherlands
in Istanbul.

On Bir Giines — Anadolu Parsi (Panthera
Pardus Tulliana) II, 2019

CNC kesim ve el oymas1 hug agac1
122x2x138 cm

Sanatginin izniyle.

16. Istanbul Bienali tarafindan siparis
edilmigtir.

Mondriaan Fund, Zafer Yildirim ve SAHA-
Cagdas Sanati1 Destekleme Girigimi’nin
destekleriyle tiretilmigtir.

Hollanda Istanbul Bagkonsolosluguw’nun
destegiyle sergilenmigtir.

Eleven suns - Anatolian Leopard (Panthera
Pardus Tulliana) 11, 2019

CNC-Cut, hand-carved birch

122x2x138 cm

Courtesy the artist.

Commissioned by the 16th Istanbul Biennial.
Produced with the support of Mondriaan
Fund, Zafer Yildirim and SAHA-Supporting
Contemporary Art from Turkey.

Presented with the support of Consulate
General of the Kingdom of the Netherlands
in Istanbul.

Exhibited Works



On Bir Giines — Elysia, 2019

CNC kesim ve el oymas1 hug agaci

209 x2x 97 cm

Sanatginin izniyle.

16. Istanbul Bienali tarafindan siparis
edilmistir.

Mondriaan Fund, Zafer Yildirim ve SAHA-
Gagdas Sanati1 Destekleme Girigimi’nin
destekleriyle iiretilmigtir.

Hollanda Istanbul Bagkonsoloslugu’nun
destegiyle sergilenmigtir.

Eleven suns - Elysia, 2019

CNC-Cut, hand-carved birch

209x2x97 cm

Courtesy the artist.

Commissioned by the 16th Istanbul Biennial.
Produced with the support of Mondriaan
Fund, Zafer Yildirim and SAHA-Supporting
Contemporary Art from Turkey.

Presented with the support of Consulate
General of the Kingdom of the Netherlands
in Istanbul.

On Bir Giines — Tamgal: Tanrigast, 2019
CNC kesim ve el oymas1 hug agac1

192 x2x122 cm

Sanat¢inin izniyle.

16. Istanbul Bienali tarafindan siparig
edilmistir.

Mondriaan Fund, Zafer Yildirim ve SAHA-
Cagdas Sanat1 Destekleme Girigimi’nin
destekleriyle tiretilmigtir.

Hollanda Istanbul Bagkonsoloslugu’nun
destegiyle sergilenmistir.

Eleven suns - Tamgaly Goddess, 2019
CNC-Cut, hand-carved birch

192x2x122 cm

Courtesy the artist.

Commissioned by the 16th Istanbul Biennial.
Produced with the support of Mondriaan
Fund, Zafer Yildirim and SAHA-Supporting
Contemporary Art from Turkey.

Presented with the support of Consulate
General of the Kingdom of the Netherlands
in Istanbul.

Sergilenen Eserler

On Bir Giines - Yilan Giines, 2019

CNC kesim ve el oymas1 hug agaci
187x2x111 cm

Sanatginin izniyle.

16. Istanbul Bienali tarafindan siparis
edilmistir.

Mondriaan Fund, Zafer Yildirim ve SAHA-
Gagdas Sanati1 Destekleme Girigimi’nin
destekleriyle iiretilmigtir.

Hollanda Istanbul Bagkonsoloslugu’nun
destegiyle sergilenmigtir.

Eleven suns - Snake Sun, 2019

CNC-Cut, hand-carved Birch
187x2x111cm

Courtesy the artist.

Commissioned by the 16th Istanbul Biennial.
Produced with the support of Mondriaan
Fund, Zafer Yildirrm and SAHA-Supporting
Contemporary Art from Turkey.

Presented with the support of Consulate
General of the Kingdom of the Netherlands
in Istanbul.

On Bir Giines — Cereus Kaktiisleri, 2019
CNC kesim ve el oymas1 hug agaci
121x2x171 cm

Sanatginin izniyle.

16. Istanbul Bienali tarafindan siparis
edilmistir.

Mondriaan Fund, Zafer Yildirim ve SAHA-
Gagdas Sanati1 Destekleme Girigimi’nin
destekleriyle iiretilmigtir.

Hollanda Istanbul Bagkonsoloslugu’nun
destegiyle sergilenmigtir.

Eleven suns - Cereuses, 2019

CNC-Cut, hand-carved birch
121x2x171cm

Courtesy the artist.

Commissioned by the 16th Istanbul Biennial.
Produced with the support of Mondriaan
Fund, Zafer Yildirim and SAHA-Supporting
Contemporary Art from Turkey.

Presented with the support of Consulate
General of the Kingdom of the Netherlands
in Istanbul.
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On Bir Giineg - Cymolixas (Gokkamgili),
2019

CNC kesim ve el oymasi hug agac1

118 x2x 188 cm

Sanatginin izniyle.

16. Istanbul Bienali tarafindan siparig
edilmigtir.

Mondriaan Fund, Zafer Yildirim ve SAHA-
Cagdas Sanati Destekleme Girigimi’nin
destekleriyle tiretilmigtir.

Hollanda Istanbul Bagkonsoloslugu’nun
destegiyle sergilenmigtir.

Eleven suns - Cymolixas (Multiflagellates),
2019

CNC-Cut, hand-carved birch

18x2x188 cm

Courtesy the artist.

Commissioned by the 16th Istanbul Biennial.
Produced with the support of Mondriaan
Fund, Zafer Yildirim and SAHA-Supporting
Contemporary Art from Turkey.

Presented with the support of Consulate
General of the Kingdom of the Netherlands
in Istanbul.

On Bir Giines - Yaprakl Deniz Ejderi, 2019
CNC kesim ve el oymasi hug agac1
121x2x 167 cm

Sanatginin izniyle.

16. Istanbul Bienali tarafindan siparis
edilmigtir.

Mondriaan Fund, Zafer Yildirim ve SAHA-
Gagdas Sanati1 Destekleme Girigimi’nin
destekleriyle tiretilmigtir.

Hollanda Istanbul Bagkonsoloslugu’nun
destegiyle sergilenmistir.

Eleven suns - Phycodurus Eques, 2019
CNC-Cut, hand-carved birch

121x2x167 cm

Courtesy the artist.

Commissioned by the 16th Istanbul Biennial.
Produced with the support of Mondriaan
Fund, Zafer Yildirim and SAHA-Supporting
Contemporary Art from Turkey.

Presented with the support of Consulate
General of the Kingdom of the Netherlands
in Istanbul.
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On Bir Giines - Anka (Konruk), 2019
CNC kesim ve el oymas1 hug agac1

190 x2x 94 cm

Sanatginin izniyle.

16. Istanbul Bienali tarafindan siparis
edilmigtir.

Mondriaan Fund, Zafer Yildirim ve SAHA-
Cagdag Sanati Destekleme Girisimi’nin
destekleriyle tiretilmigtir.

Hollanda Istanbul Bagkonsoloslugu’nun
destegiyle sergilenmistir.

Eleven suns - Simurgh (Konruk), 2019
CNC-Cut, hand-carved birch

190x2x94 cm

Courtesy the artist.

Commissioned by the 16th Istanbul Biennial.
Produced with the support of Mondriaan
Fund, Zafer Yildirim and SAHA-Supporting
Contemporary Art from Turkey.

Presented with the support of Consulate
General of the Kingdom of the Netherlands
in Istanbul.

On Bir Giines, 2019

Cesitli taslar, nesneler ve igme suyu
torbalar1

Degisken boyutlar

Sanatginin izniyle.

16. Istanbul Bienali tarafindan siparis
edilmigtir.

Mondriaan Fund, Zafer Yildirim ve SAHA-
Gagdag Sanati1 Destekleme Girigimi’nin
destekleriyle tiretilmigtir.

Hollanda Istanbul Bagkonsoloslugu’nun
destegiyle sergilenmigtir.

Eleven suns, 2019

Various stones, objects and water
containers

Dimensions variable

Courtesy the artist.

Commissioned by the 16th Istanbul Biennial.
Produced with the support of Mondriaan
Fund, Zafer Yildirim and SAHA-Supporting
Contemporary Art from Turkey.

Presented with the support of Consulate
General of the Kingdom of the Netherlands
in Istanbul.

Exhibited Works



PHILLIP ZACH

Cifte Agizli, 2019

Cok-kanalli HD video ve ses yerlestirmesi
Iki-kanall1 video: 140" ve 187" (sesi ayr1,
tekrarlayan)

Tek-kanalli ses: 274" (tekrarlayan)
Sanatginin izniyle.

16. Istanbul Bienali tarafindan siparis
edilmigtir.

Ahmet Kocabiyik’in destegiyle tiretilmigtir.
Institut fiir Auslandsbeziehungen’in
destegiyle sergilenmistir.

Double Mouthed, 2019

Multi-channel HD video and sound
installation

2-channel videos: 140" and 187" (separate
audio, looped)

1-channel sound channel: 274' (looped)
Courtesy the artist.

Commissioned by the 16th Istanbul Biennial.
Produced with the support of Ahmet
Kocabiyik.

Presented with the support of Institut fur
Auslandsbeziehungen.

ANDREA ZITTEL

Kisisel Arsalar, 2019

Beton blok, alg1, boya ve gakil

1610,4 x 1099,8 x 45,7 cm

Sanatginin ve Regen Projects’in izinleriyle.
16. Istanbul Bienali tarafindan siparis
edilmistir.

Personal Plots, 2019

Concrete block, plaster, paint and gravel
1610.4 x1099.8 x 45.7 cm

Courtesy the artist and Regen Projects.
Commissioned by the 16th Istanbul Biennial.

Sergilenen Eserler 318
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Istanbul Bienali, Istanbul Kiiltiir Sanat Vakf1 (IKSV)
tarafindan diizenleniyor.

Istanbul Kiiltiir Sanat Vakfi (iKSV), kar amaci giitmeyen

ve kamu yararina galigan bir kiltiir kurumu. 1973 yilindan
bu yana Istanbul’un kiiltiir-sanat yagamini zenginlestiren
galigmalar yiiriitiyor. Istanbul Miizik, Film, Tiyatro ve Caz
Festivalleri, Istanbul Bienali, Istanbul Tasarim Bienali,

Leyla Gencer San Yarigmasi ve Filmekimi’ni diizenleyen, yil
boyunca 6zel etkinlikler gergeklestiren vakif, Nejat Eczacibag:
Binasi’nda yer alan Salon IKSV’de farkl: disiplinlerdeki
etkinliklere ev sahipligi yapiyor ve IKSV Alt Kat’ta cocuklara
ve genglere yonelik yaratici bir etkinlik programi sunuyor.
Venedik Bienali’nde dontisiimli olarak Uluslararas: Mimarlik
ve Sanat Sergilerindeki Tirkiye Pavyonu’nun organizasyo-
nunu {istlenen IKSV, kiiltiir politikalarinin gelistirilmesine
katkida bulunmak amaciyla aragtirmalar yiiriitiiyor ve
raporlar hazirliyor. Vakif ayrica festivallerinde sundugu
odtller, verdigi eser siparigleri, yer aldig1 yerel ve uluslararas:
ortak yapimlar ve Fransa’daki Cité Internationale des Arts
sanatg1 atSlyesinde yliriittiigii bir misafir sanat¢1 programinin
yani sira her y1l sundugu Aydin Giin Tegvik Odiilii, Talat Sait
Halman Ceviri Odiilii ve Giilriz Sururi-Engin Cezzar Tiyatro
Tegvik Odiilii ile giincel kiiltiir-sanat iiretimini destekliyor.
IKSV, 2018’den beri UNESCO Tiirkiye Millf Komisyonu’nun
genel kurul tiyesi.

Istanbul Bienali Danigma Kurulu’nda Iwona Blazwick, Levent

Calikoglu, Ayse Erek, Yuko Hasegawa ve Agustin Pérez Rubio
yer aliyor.
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Istanbul Biennial is organised by the Istanbul Foundation
for Culture and Arts (iKSV).

Istanbul Foundation for Culture and Arts (iKSV) is a non-profit
cultural institution. Since 1973, the Foundation continues

its efforts to enrich Istanbul’s cultural and artistic life. IKSV
regularly organises the Istanbul Festivals of Music, Film,
Theatre and Jazz, the Istanbul Biennial, the Istanbul Design
Biennial, Leyla Gencer Voice Competition, autumn film week
Filmekimi and realises one-off events throughout the year.
The Foundation hosts cultural and artistic events from various
disciplines at its performance venue Salon iKSV, located at
the Nejat Eczacibagi Building, and offers creative events
programme for children and youngsters at iIKSV Alt Kat. IKSV
organises the Pavilion of Turkey at the International Art and
Architecture Exhibitions of la Biennale di Venezia, conducts
studies and drafts reports with the aim of contributing to
cultural policy development, and supports artistic and cultural
production through presenting awards at its festivals, commis-
sioning works, taking part in international and local co-pro-
ductions and coordinating an artist residency programme at
Cité Internationale des Arts in France, as well as the annual
Aydin GUn Encouragement, Talat Sait Halman Translation, and
Gulriz Sururi-Engin Cezzar Theatre Encouragement Awards.
IKSV is a member of the General Assembly of the Turkish
National Commission for UNESCO since 2018.

Istanbul Biennial Advisory Board members include Iwona

Blazwick, Levent Calikoglu, Ayse Erek, Yuko Hasegawa and
Agustin Pérez Rubio.
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ISTANBUL KULTUR SANAT VAKFI
ISTANBUL FOUNDATION FOR
CULTURE AND ARTS

YONETIM KURULU
BOARD OF DIRECTORS

Bagkan
Chairman
BULENT ECZACIBASI

Bagkan Yardimeilar:

Vice Chairmen

AHMET KOCABIYIK

PROF. DR. MUNIR EKONOM1I

Uyeler

Members

NURI GOLAKOGLU
OYA ECZACIBASI
ALI FUAT ERBIL
TAYFUN INDIRKAS
PROF. YEKTA KARA
TUNCAY OZILHAN
ETHEM SANCAK
OYA UNLU KIZIL

Kurumsal Kimlik Danigmani
Corporate Identity Advisor
BULENT ERKMEN

Hukuk Danigmani
Legal Advisor
AV. SADIFE KARATAS KURAL

idari igler Danigmani
Adnministrative Affairs Advisor
GAGRI KOSEYENER

YURUTME KURULU
EXECUTIVE BOARD

Bagkan
Chairman
BULENT ECZACIBASI

Uyeler

Members

AHMET KOCABIYIK

PROF. DR. MUNIR EKONOMi

DENETLEME KURULU

AUDITORS

FATMA OKAN (Borusan Holding AS)
SIBEL YAZICI KESLER (Arcelik AS)

YONETIM
MANAGEMENT

Genel Miidiir
General Director
GORGUN TANER

Mali ve idari igler Bagkani
Head of Finance and Administrafion
AHMET BALTA

Genel Miidiir Yardimcisi
Deputy Director General
DR. YESIM GURER OYMAK
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insan Kaynaklari ve
idari igler Direktsrii
Human Resources and
Administration Director
SEMIN AKSOY

iletigim Grup Direktérii
Communications Group Direcfor
AYSE BULUTGIL

Kurum Kimligi ve Yayinlar Direktori
Corporate Identity and
Publications Director

DIDEM ERMI§ SEZER

Pazarlama Direktorii
Marketing Director
IREM AKEV ULUG

Sahg ve i§ Geligtirme Direktorii
Sales and Business Development
Director

DILAN BEYHAN

Sponsorluk Programi Direktorii
Sponsorship Programme Director
YASEMIN KERETLI GAVUSOGLU

istanbul Miizik Festivali Direktsrii
Istanbul Music Festival Directfor
EFRUZ gAKIRKAYA

istanbul Film Festivali Direktsrii
Istanbul Film Festival Director
KEREM AYAN

istanbul Bienali ve IKSV Giincel Sanat
Projeleri Direktori

Istanbul Biennial and iKSV
Contemporary Arf Projects Director
BIGE ORER

istanbul Tiyatro Festivali Direktrii
Istanbul Theatre Festival Director
DR. LEMAN YILMAZ

istanbul Caz Festivali Direktorii
Istanbul Jazz Festival Director
HARUN iZER

istanbul Tasarim Bienali Direktorii
Istanbul Design Biennial Director
DENIZ OVA

Salon iKSV Direktérii
Salon iKSV Director
DENiZ KUZUOGLU

Kiiltir Politikalari Caligmalar
Direktori

Cultural Policy Studies Director
OZLEM ECE

Genel Miidiir Asistani
Assistant o General Director
NILAY KARTAL



16.ISTANBUL BIENALI
16+h ISTANBUL BIENNIAL

istanbul Bienali ve iKSV Giincel
Sanat Projeleri Direktori

Istanbul Biennial and iKSV
Contemporary Arf Projects Director
BiGE ORER

Kirator
Curator
NICOLAS BOURRIAUD

Sergi Yoneticisi
Exhibition Manager
ELIF KAMISLI

Sergi Teknik Koordinatori
Exhibition Technical Coordinator
GAMZE OZTURK

Proje Koordinatori
Project Coordinafor
DUYGU SENGUNLER

Kamusal Program ve Caligma ve
Araghirma Programi Koordinatori
Public Programme and Production
and Research Programme
Coordinafor

ZEYNO PEKUNLU

i§ Geligtirme Koordinatorii
Business Development Coordinafor
GULUM BALTACIGIL-GACOIN

is Geligtirme Asistan:
Business Development Assistant
BENGISU GAGLAYAN

Biyiikada Sergi Koordinatoru
Biiyikada Exhibition Coordinator
SELEN ERKAL

Yayin Yonetmeni
Managing Editor
ERIM SERIFOGLU

Editor
Editor
NiLUFER $ASMAZER

Tasarim ve Sanat Yonetimi

Design and Arf Direction

ONAGORE (OKAY KARADAYILAR,
ALI TAPTIK, Stajyerler | Interns:
EZGi HERDEM, ZEYNEP
KARABABA, SUMEYYE KAVUTCU,
YAGMUR KOMURCU)

Prodiiksiyon Koordinatorleri
Production Coordinafors
FUAT ESREFOGLU
ERGIN TASCI

Nakliye Sorumlusu
Transporf Associafe
ESRA NAZLI APAK
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Teknik Asistan
Technical Assistant
OZGE UZUNYAYLA

Ozel Proje Koordinatsrii
Special Project Coordinafor
YASAR KAYHAN

Agilig Efkinlikleri Koordinatori
Opening Events Coordinafor
MELIS TURANLIGIL

Aydinlatma Tasarimi
Lighting Designer
OZAN AKGUN
YAGMUR KASIKGI

Ofis Asistani
Office Assistant
TURKAN ILGIN AKIN

Akreditasyon Asistani
Accredifations Assistant
LARA OZDOGAN

Satinalma Sorumlusu
Purchasing Associafe
NIHAT KARAKAYA

Stajyerler

Interns

EYLUL GEKiG, EUNHA CHANG,
AYGA GUNAY, NUR GUZELDERE,
ESRA KARABUDAK, ESEN

KILIG, IDIL KORKUT, SELIN
MAVI, TALYA NAKKAS, GAGLA
SOKULLU, MAYA YARDIM,
SERKAN YILMAZ, $iVA EGE YUCEL
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Sergi Gorevlileri Koordinatori
Exhibition Attendants Coordinator
oGuUzZ OZTOSUN

Kurulum Asistanlan

Installation Assistants

CEMRE AKMAN, BURCU GIMEN,
ELIF ENGIN, OZAN ER,

DAMLA ERTEM, BUSRA
HAMZAOGLU, BUSRA KARA,
ELIF SENA KARAHAN, CANSU
KARAMAN, KEMAL KAZEK,
GiZEM KOZANOGLU, ZELiHA
OZTURK, EYLUL REGBER, EMRE
SEYMENOGLU, MiNE TEMURALAY

Sanate¢i Asistanlar

Artist Assistants

EMIRHAN AKTAS$, EMIR
AKTUNG, DUYGU AYDEMIR,
HUSEYIN AYDIN, SELIN
BAYRAKTAROGLU, MUZAFFER
HAZAR ALTINDAS, MERVENAZ
GIGEKDIKEN, OYKU TURKAN
DIDINIR, ECEM ELITAS,
OGUZHAN izZMiR, CEMRE
ONERTURK, SINEM OREN,
CEMRE OZKAN, CAN OZTURK,
SEYDA PORTUR, ZEYNEP SARI,
EDA SARMAN, KARDELEN
SEMERCI, GUNE§ TOKAT, OYKU
TOKSOZ, BATUHAN TURKER,
GAMZE YOLAL, PINAR YUN

Stajyerler (Montpellier)

Interns (Montpellier)

NICOLAS AGUIRRE, GEOFFREY
BAD, QUENTIN L’HELGOUACH,
CORENTINE LE MESTRE, CHLOé
VITON, MONA YOUNG-EUN KIM



Sergi Rehber Egitmeni
Exhibition Guide Tufor
MINE KUGQUK

Sergi Rehberi Koordinatorii
Exhibition Guide Coordinator
PELIN KU$

Sergi Rehberleri

Exhibition Guides

NAZLICAN AKCI, GENCO
DEVRIM BARIKAN, BARI$
BILGEN, IDiL DERYA BOTSALI,
ECE DEMIR, SERHAT ERDEM,
GIZEM BENGiSU ERENLER,
DAMLA NUR ERKOG, ASYA
EVCIL, MELTEM EZER, DIDEM
GOLBASI, INCI FATMA GAMZE
KUS, BALCA IREM AKSOY,
IRMAK KALELI, $EYDA GUL
KARAOGLU, DENiZ KAYA,
BERK KIR, SENA OZGIiFTGI,
YAZIN OZTURK, MELTEM
SARIGIGEK, EMINE NUR
TASDONDUREN

iLETi$iM GRUBU
COMMUNICATIONS GROUP

Direktor
Director
AYSE BULUTGIL

MEDYA iLiSKiLERi
MEDIA RELATIONS

Direkior Yardimecisi
Assistant Director
AY§EN ERGENE

Koordinatorler
Coordinators

BERK C;'AKIR

AYSEN GURKAN
ZEYNEP TOPALOGLU

Sosyal Medya Sorumlusu
Social Media Associate
ECE KARTAL

Sorumlular

Associafes

AYSEGUL ONEREN (Uluslararast
Basin | International Media)
CANSU ONDER

Asistan

Assistant

DERYA BOZCUK (Uluslararasi
Basin | International Media)

Bienal Muhabiri
Biennial Reporter
NORA TATARYAN

Gérsel igerik Editorii
Visual Archive Editor
COSKU ATALAY

Gorsel iqerik Asistani
Visual Archive Assistant
OZAN SAHIN

Fotograf

Photo

SAHIR UGUR EREN
POYRAZ TUTUNCU

Video
Video
HAMIT GAKIR

Stajyer
Intern
GIZEM OZKOL

KURUM KiMLiGi
VE YAYINLAR

CORPORATE IDENTITY

AND PUBLICATIONS

Direktor
Director
DIDEM ERMI§ SEZER

Editoryal Koordinator
Editorial Coordinator
ERIM SERIFOGLU

Editor
Editor
ITIR YILDIZ

Yayinlar Grafik Uygulama Uzmani
Prepress Graphic Designer
FERHAT BALAMIR

Grafikerler

Graphic Designers
ESRA KILIG

AYSE EZGI YILDIZ

Web Sitesi Yoneticisi
Webmaster
SEZEN OZGUR

iksv sTODYO
iksv sTuDIO

Sorumlu
Associafe
EBRU GUMRUKGUOGLU

Asistan
Assistant
KAMIL KULAKSIZ

Stajyer
Infern
MINA ASLAN

SPONSORLUK PROGRAMI
SPONSORSHIP PROGRAMME

Direktor
Director
YASEMIN KERETLI GAVUSOGLU

Direkior Yardimcisi
Assistant Director
ZEYNEP PEKGOZ
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Yonetici
Manager
ZEYNEP KARAMAN

Koordinator
Coordinator
MERVE PEKER

Sorumlu
Associafe
DERIN TEKIN

PAZARLAMA
MARKETING

Direktor
Director
IREM AKEV ULUG

Pazarlama Yoneticileri
Marketing Managers
CANSU ASKIN
MERIG YIRMILI

Saha Operasyonlari Koordinatéri
Field Operations Coordinator
SEZER KARI

Dijital Pazarlama Koordinatori
Digital Marketing Coordinator
BAHAR HELVACIOGLU

SATIS VE i$ GELISTIRME
SALES AND BUSINESS
DEVELOPMENT

Direkior
Director
DIiLAN BEYHAN

Uyelik Programi Yoneticisi
Membership Programme Manager
GULCE $AHIN

Sahig Operasyonlari Koordinatori
Sales Operations Coordinator
NEVA ABRAR

Sahg ve i§ Geligtirme Koordinatori
Sales and Business Development
Coordinator

HAMDi SARIOGLU

CRM Koordinatoru
CRM Coordinator
OZGE GENG

Operasyon Sorumlusu
Operations Associate
ISIL OZTURK

Sahig Operasyonlari Asistani
Sales Operations Assistant
CANAN ALPER

Uyelik Programi Asistanlar:
Membership Programme Assistants
BEGUM GAVUSOGLU

ERIM PALA

YELIZ VURAL

PRODUKSIYON
PRODUCTION

Sorumlular
Associafes

BASAT KARAKAS
ALI ULUG KUTAL
INANG CAN AKKOG

Video Projeleri
Video Projects
MATTHIAS TAUPITZ
BELA LETTO

Asistanlar

Assistants

FERHAT ASNiYA

EMIiR SUHA KAHRAMAN
CANBERK GEVIK

KONUK AGIRLAMA
HOSPITALITY

Koordinator
Coordinator
MURAT OZGAYLAK

Asistan
Assistant
RAMA AKYER

BiLGi VE BELGE MERKEZi
INFORMATION AND RECORDS
CENTRE

Yonetici
Manager
ESRA CANKAYA

MALI VE iDARI iSLER
FINANCE AND
ADMINISTRATION

Mali ve idari i;ler Bagkani
Head of Finance and Administrafion
AHMET BALTA

MALI iSLER
FINANCE

Yoneticiler

Managers

AHMET BURUK (Biitge ve
Muhasebe | Budget and Accounting)
BA§AK SUCU YILDIZ

(Finans | Finance)

Muhasebe ve Finans
Operasyonlari Sorumlusu
Accounting and Finance
Operafions Associafe
DENIZ YILMAZ

Muhasebe ve Raporlama Sorumlusu
Accounting and Reporfing Associafe
KADIR ALTOPRAK

Sorumlu
Associate
OZLEM CAN YASAR

Muhasebe Asistanlari
Accounting Assistanis
GOZDE YILMAZ
GIZEM DONGEL



KAMU DESTEKLERi VE
ULUSLARARASI FONLAR
PUBLIC AND INTERNATIONAL
GRANTS

Yonetici
Manager
ASLI YURDANUR

BiLGi TEKNOLOJILERi
INFORMATION TECHNOLOGIES

Sistem Yoneticisi
System Administrator
KADIR AYYILDIZ

Bilgi Teknolojileri Asistani
Information Technology Assistant
TAHSIN OKAN ERDEM

iNSAN KAYNAKLARI VE
iDARI iSLER

HUMAN RESOURCES AND
ADMINISTRATION

Direkior
Director
SEMIN AKSOY

insan Kaynaklari Yoneticisi
Human Resources Manager
EREN ERTEKIN

insan Kaynaklari Sorumlusu
Human Resources Associate
BESTE KAYACAN

Bina Yonetimi ve Giivenlik Yoneticisi
Building Administrafion and Security
Manager

ERSIN KILIGKAN

Danigma Gorevlisi
Reception Officer
DILARA GETIN

Depo Sorumlulan

Warehouse Officers

SERIF KOCAMAN

SERCAN DERIcioGLU
AHMET BIRKAN KARAGAM

Yardimei Hizmetler
Services

OZDEN ATUKEREN
ASKIN BIRCAN
AYDIN KAYA
HAYRULLAH NISANCI

KULTUR POLITIKALARI
GALISMALARI
CULTURAL POLICY STUDIES

Direkior
Director
OZLEM ECE

Stratejik Planlama ve Proje
Koordinatori

Strategic Planning and Project
Coordinafor

EZGI YILMAZ

Araghirma Asistani
Research Assistant
FAZILET MISTIKOGLU
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Proje Asistani
Project Assistant
VALERI BOGOSYAN

SALON iKSV

Direkior
Director
DENIZ KUZUOGLU

Operasyon Sorumlusu
Operations Associate
MERVE KAVAS

Prodiiksiyon Amiri
Production Manager
UFUK $AKAR

Ses Miihendisi
Sound Engineer
SINAN OZGELIK

Igik Tasarimeisi
Lighting Engineer
EFE SUMER

iKSV ALT KAT

Yonetici
Manager

ELiF OBDAN GURKAN

Asistanlar
Assistants
IRMAK ERDURAK

MEHMET CANER SOYULMAZ
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Uluslararasi Dostlar ve

Hamiler Kurulu

International Friends

and Patrons Council

Istanbul Kiiltiir Sanat Vakfi, Uluslararasi Dostlar ve Hamiler

Kurulu tiyelerine tesekkir eder.

The Istanbul Foundation for Culture and Arts would like to
thank the International Friends and Patrons Council members.

Hamiler

Patrons

Berrak & Nezih Barut

Bilge & Haro Climbiigyan

Banu & Hakan Garmikl

Elif Bayoglu & Mehmet Erdem

Fiisun & Faruk Eczacibasi

Tansa Mermerci Eksioglu

Nesrin Esirtgen

Nicoletta Fiorucci

Hamit Hamutgu

Emin Hitay

Ina Johannesen & Christian
Ringnes

Huma Kabakc1

Oner Kocabeyoglu

Ahmet Kocabiyik

Aysegiil & Omer Ozyiirek

Canan Pak

Omer Sagmanli

Tiirkan Ozilhan Tacir &
Ziya Tacir

Ayse Umur

Sebnem & Mahmut Unlii

Pir1l & Igno Van Waesberghe

Dr. Gisela Winkelhofer

Zafer Yildirim

Dostlar

Friends

Asl1 Baggoz

Amanda & Andrew Love

Biennial Circle

Karen & Leon Amitai
Clelia d’Aulan

Elisabeth Azar

Elisabeth Jansens de Balkany
Alexandra Bowes

Héléne Burrus

Nedret & Mark Butler
Disaphol Chansiri
Marie-Chantal El Khoury
Laure Conte

Pascale Dumaine-Martin
Cécile Eisenchteter
Sophie Ferri

Charlotte Amalie Ford
Magali Fossard

Ursula Krinzinger

Ulrike & Andreas Kurtz
Eléonore Lanvin

Jeffrey Elliot Levine

Randi Beth Levine

Susanne von Meiss
Anne-Marie Midy

Andrea Ruben Osvaldo Levi
Katia Rabbath-Chanet
Isabelle Raison

Anne de Riocour

Karin Rudnicki-Schlumberger
Michéle Sandoz

Eleonore Behar de Senneville
Elisa Sighicelli

Diane Thierry

Chiona Xanthopoulou-Schwarz
Alix Verney

Michael Robert Wise

Laurie Wolfert

Rosina Lee Yue

Diane de Yturbe



Istanbul Kiltir Sanat Vakfi

ozel tesekkiirlerini sunar

The Istanbul Foundatfion for Culture
and Arts extends special thanks fo

TC Kiilttir ve Turizm Bakanlig:

TC Dasigleri Bakanlig1

TC Ticaret Bakanligi Glimriikler
Genel Midirligi

TC Istanbul Valiligi

Istanbul il Kiiltiir ve Turizm
Midirligi

Istanbul Il Emniyet Midirliigi

Beyoglu Kaymakamligi

Adalar Kaymakamlig1

Istanbul Giimriikler
Bagmiiddrligi

Glimriikler Genel Midirlagi
Gegici Muafiyetler Sube
Midirligi

Sivil Havacilik Genel Midiirligi

Istanbul Biiyiiksehir Belediye
Bagkanligi

Istanbul Biiyiikgehir Belediyesi
Kiiltlir Varliklar: Daire
Bagkanligi

Istanbul Biiyiikgehir Belediyesi
Basin Yayin Danigmanligi

Adalar Belediye Bagkanligi

Besiktas Belediye Bagkanlig1

Beyoglu Belediye Bagkanlig1

Sisli Belediyesi

Accidén Cultural Espafiola (AC/E)
(Marta Rincén, Diana
Jimenez)

Adam Mickiewicz Institute
(Krzysztof Olendzki, Olga
Wysocka, Zofia Machnicka,
Michal Nowakowski, Ewa
Borysiewicz)

Arts Council England

Austrian Cultural Forum
Istanbul (Romana
Konigsbrun, Alexander
Heinz, Olgu Coban,

Halide Aktas)

Berlin Senate Department for
Culture and Europe (Dr.
Klaus Lederer, Simone Hahn)

Bernard van Leer Foundation
(Michael Feigelson, Teresa
Moreno Garcia, Yigit
Aksakoglu, Neslihan Oztiirk)

British Council (Emma Dexter,
Jenny White, Cherry Gough,
Claire De Braekeleer, Nilgun
Yalcin Felchner, Esra A.
Aysun, Cansu Ataman Bilgig,
Su Bagbugu)

Canada Council for the Arts
(Pao Quang Yeh)

Consulate General of Brazil
in Istanbul (Paulo Roberto
Caminha De Castilhos
Franga, Sena Belkayal1)

Consulate General of France
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in Istanbul (Bertrand
Buchwalter)

Consulate General of the
Kingdom of the Netherlands
in Istanbul (Bart Van
Bolhuis, Quirine van der
Hoeven, Ipek Siir van Dijk,
Eray Ergeg)

Culture Ireland (Christine Sisk,
Valerie Behan)

CultureIST Foundation (Piril &
Igno van Waesberghe, Selen
Sarioglu, Koray Duman)

Danish Arts Foundation
(Michael Bojesen, Anne
Blond, Ane Biilow, Rikke
Nini Bjernbegl)

Embassy of the Czech Republic
in Ankara (Pavel Kafka, Pavel
Danek)

Embassy of France in Ankara
(Charles Fries)

Embassy of Italy in Ankara
(Massimo Gaiani, Margherita
Gianessi)

Embassy of Korea in Ankara
(Dong-Woo Cho, SangHoo
Park)

Embassy of the Kingdom of the
Netherlands in Ankara (Erik
Weststrate)

Federal Chancellery of Austria
(Jiirgen Meindl)

Flanders State of the Art (Stan
Van Pelt, Robert Michel)

La Quadriennale di Roma -
Q-International (Franco
Bernabé, Paola Mondini)

Goethe-Institut Istanbul
(Dr. Reimar Volker, Lena
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Alpozan, Petra Diehl, Cigdem
Ikiigik, Serap Aktiirk, Tijen
Togay, Ozlem Kaymak)

Institut fiir Auslandsbeziehungen
(Ulrich Raulff, Ronald Gritz,
Ingrid Klenner, Jochen
Hetterich, Katrin Rollny)

Institut Frangais (Anne
Tallineau, Marie Cécile
Burnichon, Alexandra Servel,
Gaelle Massicot Bitty, Héléne
Maza-Hajmi, Sylvie Riou)

Institut Frangais Ankara
(Sébastien de Courtois,
Ozlem Giil)

Institut Frangais Istanbul
(Matthieu Bardiaux, Ekim
Oztiirk, Saadet Ersin)

Italian Cultural Institute (Gianni
Vinciguerra, Tanju $ahan)

MO.CO. Montpellier
Contemporain (Vincent
Honoré, Caroline Chabrand)

Mondriaan Fund (Eeico van der
Lingen, Christine Lindo,
Wouter Koelman, Douke
IJsselstein, Philip Montnor,
Pien Schaap)

Outset Netherlands

Outset Scotland

Phileas — A Fund for
Contemporary Art
(Moritz Stipsicz, Jasper
Sharp, Stefanie Reisinger,
Bianca Boscu)

SAHA - Gagdas Sanat1
Destekleme Girigimi (Gelenk
Bafra, Nazli Yayla, Lale
Yildirim, Zeynep Dolanay,
Berna Karagiille)



SPOT Projects (Tansa Mermerci
Eksioglu, Melek Gencer, Esra
Arslan, Merve Giirsen)

TBA21-Academy (Markus
Reymann, Tristan Acutt,
Maria Montero Sierra)

The Swedish Art Grants
Committee & IASPIS (Oscar
Guermouche)

Topkap1 Miizesi (Ayse Erdogdu)

US Embassy Ankara (David M.
Satterfield, Keavy Nahan,
Senay Imre)

VIA Art Fund (Tali Cherizli,
Katherine Rochester, Kara
Westhoven)

ArtStimer
Carlos Ishikawa Gallery
CLEARING Gallery
Balice Hertling Gallery
Dirimart
Galeri Nev Istanbul
Galeria Vermelho
Galleria Franco Noero
Galeria Joan Prats
Galerie Chantal Crousel
Galerie Fons Welters
Grimm Gallery
Hauser & Wirth
Ingleby Gallery
Jack Shainman Gallery
Krupa-Tuskany Zeidler
Luxembourg & Dayan Gallery
Massimo De Carlo, Milano -
MDC S.p.A.
Matthew Marks Gallery
Meyer Riegger Berlin
Pilar Corrias
Regen Projects

Richard Gray Gallery
Rodeo Gallery
Rodolphe Janssen

Sadie Coles HQ

Tanya Bonakdar Gallery
Wentrup Gallery, Berlin

ADAHAN Hotel (Lale Platin,
Sedat Sirr1 Aklan)

Adalar Kent Konseyi

AICA Tiirkiye, Uluslararas: Sanat
Elestirmenler Dernegi

Akademi Gevre (Murat Pekcan,
Kiibra Engin)

Allianz Ttrkiye (Hiseyin Burak
Arda, Erhan Kahraman,
Yiiksel Kazan, Ozlem Tuncer,
Mehmet Nakkasoglu, Berna
Ozdemir)

AMAN Venice (Bianca
Arrivabene, Giuliana Franco)

Anadolu Efes

Anka Sanat (Mustafa Onal)

Arzu Film

artgenéve/artmonte—carlo

ASASSANAT (Mert Ege Kose,
Kerem Erdogan)

Baglam Yayincilik

Bahgesehir Universitesi

BEK Tasarim ve Danigmanlik
(Btilent Erkmen, Kagan Gdzen)

Benice Lojistik (Burak Giig,
Erhan Tural, Onur Oztiirk,
Volkan Eroglu)

Berengo Studio

Bolton & Quinn (Jane Quinn,
Sim Eldem)

DEPO Istanbul (Asena Giinal,
Asli Cetinkaya, Turan Tayar)

DIFO Lab (Cosar Kulaks1z)

Eidotech (Joachim Reck, Rafat
Krél, Agnieszka Koziol)

Eczacibag1 Gayrimenkul
Gelistirme ve Yatirim (Orhan
Giindiiz, Arda Unsal)

Film Makinesi Prodiiksiyon
(Hakan Aydin)

Flokcan Tekstil (Tahsin Caner,
Caner Tanig)

Galerist (Doris Benhalegua
Karako, Elif Akinci, Miige
gubukgu, Asli Seven, Ecem
Umitli)

Galeri Nev Ankara (Deniz
Artun)

Galeri Nev Istanbul (Haldun
Dostoglu, Merve Caglar)

Green Family Collection

Haskéy Yiin Iplik Fabrikast
(Alber Abraham Elvagvili)

IKS Iskele

Istanbul74 (Demet Miiftiioglu
Eseli, Gizem Naz Kudunoglu)

IVAM Institute Valencia d’Art
Modern (Ramén Escriva
Monzd)

Isiklar Yap: Uriinleri Bartin
(Funda Algin, Talat Emre
(;ahk, Onur Kaya, Erkul
Ustlindag)

Istanbul Arkeoloji Miizeleri

Istanbul Damizlik Manda
Yetistiricileri Birligi
(Mehmet Aksel)

Istanbul Maket ve Model
(Abdurrahman Sevimli,
Sahin Aslan, Atakan Avci,
Sema Eker, Gékhan Yusuf
Gilines, Gokhan Ozcan, Murat
Yilmaz, Dogukan Uksal,

Mehmet Coban)

Istanbul Universitesi Cerrahpasa
Veteriner Fakiiltesi (Ermig
Ozkan, Erding Savag, Hasan
Alpak, Nuri Turan, Vedat
Onar, Serhat Alkan)

Ka Fotograf Gelistirme Atdlyesi
(Fazl1 Oztiirk, Oguz
Karakiitiik, Nazli Deniz Oguz,
Serhat $atir)

Kog Holding

Korean Foundation for
International Cultural
Exchange (KOFICE)
(EunJung Chloe Kim)

Kuzey Ormanlar1 Savunmasi

LamArts (Sevim Sancaktar,

Ece Ak)

Louisiana Museum of Modern
Art (Poul Erik Tgjner,
Kirsten Degel, Sofie Laier
Henriksen, Mikkel Storch)

madebycat (Merve Magden)

Made by Node (Akshay Sthapit,
Satyendra Khadgi, Chris
Haughton)

Massive Technics (Ozan Akgiin)

Miditur (Hakan Seber)

Mimar Sinan Gtizel Sanatlar
Universitesi (Prof. Dr.
Handan Inci Elg¢i,

Prof. Dr. Demet Binan, Vasif
Kortun, Dog. Omer Yigit
Aral, Cemile Kaptan, Aybtike
Tecer, Kerem 6zgﬁn, Prof.
Stileyman Aydan Belen, Agah
Barig Can Aksakal)

Miniatureart (Sadi Okten, Nihat
Okten, Aslihan Yiiksel, ilkay
Sazak)



Ofset Yapimevi (Ebru Vardar)

Ozler Iskele

Ozel Saint Joseph Fransiz Lisesi
(Salih Acar, Metin Acet, Iftar
Adigiizel,
Ali Akbag, Deniz Aktas,
Fatih Ayan, Utku Aytag,
Yasin Bahgeci, Musa Balci,
Ali Bekbasan, $iikrii Cansiz,
Mustafa Ceylan, Ali Osman
Calik, Yavuz Ding, Ibrahim
Erdem, Engin Filiz, Paul
Georges, Simgenur Giideberk
Korkmaz, Veli Incesu,
Mehmet Ali Incesu, Eren
Kalelioglu, Gizem Karakas,
Numan Karasoy, Ozkan
Kulak, Seyfettin Kurt, Kadir
Kugkaya, Mustafa Kiilah,
Giilderen Ozsoy, Sedat
Oztiirk, Ahmet Sahbaz,
Yusuf Tezcan, Cemal Unver,
Hiiseyin Unver, Ergun
Vatandag)

Studio Manuel Raeder

Suna ve Inan Kirag Vakfi Pera
Miizesi (M. Ozalp Birol,
Zeynep Ogel, Barig Kibrs,
Hazel Ozmen, Ulya Soley,
Beglim Akkoyunlu Ersoz,
Yasemin Ulgen, Eda Goknar,
Hazal Altun, Gizem Bayiksel,
Biisra Mutlu, Irmak Wober,
Volkan Senozan, Merve
Evirgen, Erdem Karabayik)

Securitas

Sergikur, Sergi ve Miize
Hizmetleri (§ener Cardak)

Short by Short

Sifisan (Adnan Akdemir)

Soho House (Antoine Remise,

Lina Temelli, Umut Sengiin,

Asl1 Ergun)
Sumahan on the Water
Swiss Otel (Aysecan Ozyegin,
Murat Ozyegin)
Taller de Obsidiana
(Gerardo Cuevas)
Taller Mexicano de Gobelinos
TEGET Mimarlik
(Mehmet Kiitiik¢iioglu,
Ertug Ugar)
TekTrope (Irmak Canevi)

The Stay Otelleri (Ali Ispahani)

TIMS & B Productions
Tiirkiye Radyo Televizyon
Kurumu (TRT)

Viramer Mithendislik & Ingaat

(Mustafa ispir Glirbiiz,
Murat Ergin)
Whitechapel Gallery (Jane
Scarth, Sofia Victorino)
Yagar Universitesi Sanat ve
Tasarim Fakdltesi
(Attila Yakinol, Adnan
Zorzoban, Bulut $ahin)
Yeni Lokanta (Civan Er)
Yiicel Vakf1 (Haluk Kula,
Burgak Gorgiin)

Bekir Agirdir
Tugga Akbaytogan
Amira Akbiyikoglu
Ismet Akca

Emra Akgora
Metin Akdemir
Ahu Akgilin
Mubhsin Akgilin
Neslinur Akgiin
Birol Akgiines
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Celal Ak1

Ali Ozan Akin
Belgin Akin
Sunay Akin

Isa Akpinar
Giil¢in Aksoy
Biike Aksehirli
Ayfer Aktas
Emin Aktag
Giirol Erol Aktag
Tuba Irem Aktas
Seyma Aktag
Ozer Aktimur
Emir Aktung
Nevin Aladag
Pamir Albayrak
Karoly Aliotti
Serhat Alkan
Prof. Dr. Hasan Alpak
Emin Alper
Sengiil Altan Arslan
Halil Altindere
Aslihan Altug
Aysegiil Altunay
Francis Alys
Selen Ansen
Sercan Apak
Burak Arikan
Sgren Arke Petersen
Emre Arolat

Ali Arslan
Kerem Arslanli
Rahmi Asal
Selda Asal

Aziz Ascioglu
Maksut Agkar
Osman Atlas
Andrea Aversa
Ismail Ay

Levent Aygiil

Dr. Mustafa Ayhan
Burcu Balkaya

Marc Barreda

Tung Bagaran

Sena Bagoz

1dil Bayar

Tirkan Baycan
Haluk Baycan

Emre Baykal

Sevince Bayrak

Iffet Baytag

Melis Behlil

Gokay Bektas

Ismail Bektasg

Murat Belge

Zeynep Berik

Carlo Bernardini

Giil Bolulu

Natascha Bondo Bjern
Giulia Bruno

Sener Bozdemir
Fatih Berke Bozdemir
Stileyman Mert Bozdemir
Cafer Bozkurt

Ece Bulut

Halim Bulutoglu
Hera Biiyliktaggiyan
John Campbell

Rollo Campbell
Giiven Cavildak
Marzia Cerio

Onur Ceritoglu
Taner Ceylan
Emanuele Coccia

Ben Cohen

Olivier Collet

Milo Conroy

Giulia Corradi
Mehmet Ali Comertler
Gerardo Cuevas

339



Nurdogan Cakmak

Sirin Celikel

Kerem Celikel

Mukaddes Akay Celikel

Sayim Ceper

Asli Getinkaya

Elif Civici

Evren Cubukgu

Miizeyyen Zeynep
Dadak Kostepen

David Daly

Orhan Debreli

Kirsten Degel

Patrick Degeorges

Necile Deliceoglu

Burak Delier

Sinan Demir

Tekin Demir

Ahmet Demirel

Jared DesRuisseaux

Mark Dion

Felipe Dmab

Onur Aytag Dogan

Kevin Downs

Elmgreen & Dragset

Ayse Draz

Merve Elveren Tayfun

Ozan Eras

Sibel Erdamar

Fulya Erdemci

Sidika Hale Erdemci

Oguz Erdin

Cevdet Erek

Koéken Ergun

Ayse Erkmen

Biilent Erkmen

Berrin Erkurt

Ali Erkut

Yavuz Erkut

Alex Ernst

Suzi Ergahin
Norma Estellita Pessda
Inci Eviner
Stireyyya Evren
Wapke Feenstra
Jill Feldman

Melih Fereli
Beglim Ozden Firat
Linda Fisher
Isabell Flemming
Baptiste Gacoin
Leyla Gacoin

Banu Gaffari
Isadora Ganem
Firat Geng
Alexandra Giniger
Andrew Goring
Oral Goktas

Gaye Gontilal
Hasan Biilent Gézkan
Jorg Grimm

Jonah Groeneboer
Victoria Grolaux
Erdem Giil

Deniz Giil

Kevser Giiler
Korhan Giimiig
Asena Giinal
Yusuf Giinay
Zeynep Gilindogan
Nazli Giirlek
Stefanie Haferbeck
Frederikke Hansen
Ann Hatch
Stefanie Hessler
Ana Lucia Hortides
Richard Ingleby
Amparo Iranzo Bas
Yilmaz Isik

Emre Isik
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Ekrem imamoglu
Yaman Irepoglu
Harun Izer
Rodolphe Janssen
Seyda Kahya

Dori Kiss Kalafat
Asuman & Adnan Kamiglh
Borga Kantiirk
Hazim Kaplan
Banu Karaca
Cengiz Karadag
Barig Karademir
Ercan Karakus
Sercan Karakug
Osman Karakiilah
Giilstin Karamustafa
Serkan Karatag
Osman Kavala
Evrim Kavcar

Elif Kaya

Hakan Kaya

Nihat Keleg

Giircan Keltek

Sarp Keskiner

Cem Kocabag
Neslihan Kog

Ekin Kohen

Erol Kohen

Anders Kold
Muhammed Kése
Mert Ege Kose
Zeynep Kuban
Hakan Kursun
Haci Kuru

Aylin Kuryel

Funda Kiigtiky1lmaz
Ilgin Kiilek¢i
Gabriela de Laurentis
Sylvia Lee

Gaél Leininger

Filiz Leventoglu
Helena Lin

Sinan Logie
Laura Lord
Domenica Mack
Mario Magnarelli
Riilya Amerinda Magnarelli
May Makki
Evrim Malkog
Monica Manzutto
Biigra Margan
Benjamin Maus
Hiilya Mercan
Umit Mesci

Ege Muallaoglu
Patricia de Muga
Nuray Mustu
Kaan Mdjdeci
Begiim Nar
Jeremy Narby

Marcia Isadora Gertrud Neuner

Gabi Ngcobo

Rodrigo Alejandro Mallea Lira
Sibylla Wadjet Marina Snofrid

Mallea Lira Ogland

Xenia Jane Alba Emily Asynja

Mallea Lira Ogland
Ceyla Okdelen
Timugin Okdelen
Fiisun Onur
Michele Orlando
Silvyo Ovadya
Yigit Ozar
Nihat Okten
Sadi Okten
Buket Onem
Erhan Oner
Zeynep Oz
Prof. Mihriban Ozbagaran
Cenk Ozbay
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Prof. Mehmet Ozdogan

Sinan Ozeren

Erkan Ozgen

Ozge Ozgiileryiiz

Ferdi Ozkan

Senol Ozkan

Birol Ozkan

Prof. Dr. Emin Ozsoy

iz Oztat

Ali Serhat Oztemir

Yalgin Kaan Oztemir

Onur Oztiirk

Berk Oztiirk

Kathy Pakay

Orhan Pamuk

Lizet Papo

Yavuz Parlar

Arif Pektag

Jean-Frangois Marie Maurice
Perouse

Mehmet Ali Polat

Amy Porteous

Elizabeth A. Povinelli

Manuel Raeder

Michael Rakowitz

Joan Ramon Escriva Monzd

Janne Rauramo

Tobias Rees

Aykan Safoglu

Melike Fatma Saka

Tim Saltarelli

Pinar Satioglu

Madelon van Schie

Stephanie Schuitemaker

Katharina Schwerendt

Abdurrahman Sevimli

Mehlika Sevuk

Zeynep Seyhun

Ering Seymen

Wael Shawky

Kati Simon

Kirstie Skinner
Susanna Soels
Serdar Soydan
Hale Soygazi

Marc Spiegler
Ihsan Tunca Subag
Laurent de Sutter
Ece Siikan

Asli Stimer

Gencay $ahin

Ufuk Sahin

Emre San
Abdurrahman $anl
Ayten Sele

Ozkan Sener

Berke Sener

Kaan Sener

Ayse Sentiirer
Emin $enyer
Cemalettin Sereflier
Isil Sipal

Yesim Tabak

Fethi Tahrir

Yahya Burak Tamer
Serdal Tagkin
Ferhat Tagova
Mathias Taupitz
Adem Tekgoz

Ayga Telgeren
Ramazan Temel
Sevim Temdr
EByyup Teymur
Hiiseyin Tok
Canan Tolon

Eren Tombuloglu
Didem Toy

Tugge Tuna

Saffet Murat Tura
Erhan Tural
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Prof. Dr. Nuri Turan
Ted Turner

Tuncay Turung
Giiler Turung
Ceren Tiirkmenoglu
UBX 127

Bilge Ugurlar
Muzaffer Ugurluol
Zafer Ugurluol
Tugge Ulugilin
Sebnem Uztiirk
Sevgi Unsal

Hiima Uster

Adrién Villar Rojas
Jorien de Vries
Catherine Wang
Heather Ward
Stephanie Weber
Lawrence Weiner
Philipp Welzenberg
Tina Wentrup
Vincent Wierink
Haydar Yalgin
Tolunay Kazim Yarig
Ahmet Yavuz

Omer Faruk Yavuz
Saliha Yavuz

Aylin Yazicioglu
Emre Yeksan

Buse Yildirim

Mine Yildirim
Umut Yildirim
Kamil Kahraman Yildiz
Biilent Yilmaz
Abdullah Yiice
Akram Zaatari

Ali Zan

Osman Zan

Tayfun Zan

Sezai Ozan Zeybek

Odiing verenler
Lenders

Sanatgilar ve
The arfists and

Annely Juda Fine Art

ArtStimer

CLEARING Gallery

Galerie Fons Welters

Galeria Joan Prats

Rolophe Janssen

Galeria Vermelho

Grimm Gallery

Ingleby Gallery

Krank Art Gallery

Massimo De Carlo, Milano -MDC
S.p.A.

Neugerriemschneider GmbH

Pilar Corrias

Sadie Coles HQ

Wentrup Gallery, Berlin

Collection Adam Green Art Advisory
Collection Amparo Iranzo Bas
Collection Ann Hatch
Collection Ceyla Okdelen
Collection Elif Kamuigl
Collection Enric Ruiz-Geli
Collection Esra Nazli

& Sercan Apak
Collection Helene Schmitz
Collection Mauro De Iorio
Collection Regen Projects
Collection Rollo Campbell
Collection Vincent Wierink
Defares Collection
PCP Collection
The Ekard Collection



Sponsorlar
Sponsors

2006-2026 Bienal Sponsoru
2006-2026 Biennial Sponsor
Kog Holding

Kurucu Sponsor
Founding Sponsor
Eczacibagi Toplulugu

IKSV

Resmi Konaklama Sponsoru
Official Hotel Sponsor
The Marmara Collection

Otomotiv Sponsoru
Aufomofive Sponsor
Ford Otomotiv San. A$

Ozel Proje Sponsorlar:
Special Project Sponsors
Kogtag

Tekfen Holding

WE Soda LTD.

Katki Saglayan Kuruluglar
Confributing Corporations
Anadolu Efes

Argelik

Facebook

Arlight Aydinlatma
The Stay

Aygaz

Opet

Tiliprag

Allianz Ttrkiye

The Ritz-Carlton

Soho House

Tonwelt
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2015-2024 Boya Sponsoru
2015-2024 Paint Sponsor
Polisan Kansai Boya

Bienal Destekgileri

Biennial Supporfers

Adeka Ilag San. ve Ticaret AS

Alarko Egitim Kiiltiir Vakfi

Ali Raif Ilag Sanayi AS

Champagne Richard Cheurlin
Citibank

Eva Barlas

Fulin Giizeldere & Altug Giizeldere
Green Board®

I¢das Gelik Enerji Tersane ve Ulagim Sanayi AS
JPA International

Kurukahveci Mehmet Efendi Mahdumlar: Ltd. $ti.
Meke AS

Penti Giyim Ticaret A$

Philippe Olivier

QNB Finansbank

Sevil Dolmaci Art Consultancy
Sotheby’s

Tacirler Yatirtm Menkul Degerler AS
TAV Airports

Tempo

Tiirk Ekonomi Bankasi (TEB)

Umit Hergiiner & Ayse Bilgen

Zorlu Holding
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Tiirkiye’den sanatgilarin eser tiretimleri SAHA,
bienal kiiratdrii ve sanatgilarinin konaklamalari
SAHA Residency tarafindan desteklenmistir.

The participation of the artists from Turkey is
supported by SAHA, and the accomodation of the
Biennial curator and artists are supported

by SAHA Residency.

Katkida Bulunan Kurumlar

Confributing Institutions

VIA Art Fund

Mondriaan Fund

Goethe-Institut Istanbul

Embassy of France in Ankara

Consulate General of France in Istanbul
Canada Council for the Arts

Consulate General of the Kingdom of the Netherlands in Istanbul
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