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Most of the adventures recorded in this book actually happened; the
following pages are not only certain notes and documented materials
of the Iyy exhibition but belong to a long exped composite
order of architecture that will continue to grow—Tlike the trailing
branches of ivy—after the exhibition, and even after this book.

Therefore, the writing is book was undertaken with the
conviction that each work featured in the exhibition follows its
own path, but somewhere along the way, they meet and connect in
Istanbul as part of this expedition that is closely linked to Alexis O.
van T16

The Editor

Bu kitapta kaydi gegen sertivenlerin ¢ogu gercekten yaganmugtir;

3

okuyacagimiz sayfalar sadece Sarmagik sergisinin belirli notlar1 ve

belgelenmis malzemeleri degildir, ayn1 zamanda sergiden sonra

ve hatta bu kitaptan sonra da—sarmagik dallar1 gibi—biiytimeye/
geniglemeye devam edecek olan uzun bir kesif gezisinin karma
mimari diizenine aittir.

Bu nedenle, bu kitaptaki metinler, ser yer alan her calismanin
kendi rotast oldugunun, ancak yol boyunca bir yerde, Alexis O.
van T16n ile yakindan iliskili bu gezinin bir sathasinda Istanbul’da

53

bulusup, birbirleriyle baglanti kurduklarinm bilinciyle kaleme alindu.

Editor
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The Concealed Ivy

Basak Senova

Ivy appears as an invasive plant with an intertwined network of leaves and a widely dispersed root
stem. In the context of this exhibition, it is a multi-purpose tool that serves as the conceptual base
for a composition that spans three venues of the Zilberman gallery in Istanbul, while undersc
ific curatorial technique. Hence, I consider this technique as a method of di
among thought variables whilst on a journey of questioning. Questioning leads to experimenting,
testing improvised ideas, and doing; hence such a process generates a dynamic exhibition setting for its
dramaturgy, as well as determines what the e 1 architecture will look like.!
scape reflex in response to thematic exhibitions suggested multiple venture points for the fyy
, it does not imply a lack in terms of themes; on the contrary, this deliberate
decision is all about not having an overarching theme that would dominate the entire composition, but
rather having distributed sets and subsets of themes that would repeat and reappear. In this respect, the
references, analogies, and associations of “ivy” acted as a compass for the construction of the exhibition.
Accordingly, the conceptual framework of the exhibition started with a passage on “ivy” from a recently
discovered manuscript by Alexis O. van T16n,” which is in the possession of a Vienna-based institution,
the Institut fiir auBergewohnliches Archivwissen Wien. The passage provides detailed information about
how the Arabic word for ivy, pronounced as “ ’ been transformed into the root of the word
“agk” (love—even excessive and severe love) in Turkish. The reasoning is quite logical and even poeti
“The ivy absorbs the water of the tree it surrounds, withers it, weakens it, and sometimes dries it the way
excessive love cuts off the lover’s connection to life and exhausts the lover like a faded plant.” van T1én
continues with some lines about how ¢ tions and strong ties could have vital importance for survival
and how a “plant” can be a resilient symbol for life. Then, the passage enriches this idea with some
thoughts on “ruins”. Accordingly, ruins—one of the strongest signifiers of abundance—stabilise the sense
of ephemerality and ivy ompanion that binds life to what is left behind.
the enigmatic and paradoxical connotations of “ivy” that branch out into
multiple narratives, perspectives, entities, and realities that exist and possess it at the same time. The works
bind these branches together through shared spatial, territorial, and mental temporalities within the three
venues — Zilberman Istanbul, Zilberman-Project Space, and Zilberman Selected. Through these links, the
7 give cross-references to each other across the city.

1 One can easily detect that | have seen “exhibition-making as a process of designing the perception of the audience” since the
beginning of my curatorial venture.

20ur knowledge of scholar and artist Alexis O. van TIon's life and work stems from a number of fragments we have been lucky
enough to unearth in various archives, museums, and repositories distributed in an apparently meaningless pattern across the globe.
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Each venue welcomes the audience with a similar geometric repertoire that positions perspective
games through works and their proportions to each other. For instance, upon entering Zilberman
Selected, Omar Barquet’s large-scale xylography dominates the opening axe, while Yane Calovski’s
photographs of a sculptural construction compete with the perspective of the crossing axe, then Memed
Erdener’s L-shaped wall with his large-scale paintings breaks the space together with Bochra Taboubi’s ink
drawings of fictive fossil species on suspended tracing papers, and ultimately Azade Koker’s installation
that covers the entire wall with two sculptural chairs and photographs at the end of space completes the
vision. The fragmented space is perceived through the spatial indications of the works. At the same time,
Zeynep Kayan’s archival pigment print series of sequential body movements, Bur¢ak Bing6!’s dried clay
plants, Cristiana de Marchi’s single-channel video that is hung high up on the wall-—overlapping with the
choreography and locations displayed in the video, Didem Erk’s manuscript/book in a glass display, and
Maarit Mustonen’s sewing patterns with chalk on the window subtly underline a choreography that was
scripted for the audience; to view these works, the body should move in a scripted way.

Zilberman-Project Space welcomes the viewer with the walls of Heba Y. Amin’s portraits. Arranged
in different proximities, each wall guides the audience to another work in the background. Heba Y. Amin’s
portraits lead to Simon Wachsmuth’s tiles, and the tiles lead to Memed Erdener’s almost hidden painting
series. At Zilberman Istanbul, the opening move is Marcus Neustetter’s animated shadow-scape, which
again is a modest and symbolic attempt to re-format/re-shift the perception of the audience.

The specific light design of the exhibition works with the exhibition’s colour palette, which uses
different shades of turquoise blue. The shades indicate the territories of each individual work, and yet the
light counters them with shadows and highlights. Marcus Neustetter’s repetitive scratches on the walls lend
the light and colours further depth.

“Repetition” is another integral component of the entire exhibition; not only do some works repeat or
continue in each venue, but themes, narratives, colours, and formal elements also repeat multiple times.
The audience is expected to detect overlapping similarities and countermoves by acknowledging these
repetitions.

There is a certain tension mounted with these repetitions. Haunted by details, these repetitions are
never the same: with two archival black and white prints, Heba Y. Amin shows two separate moments
while restaging Herman Soergel’s portrait; Simon Wachsmuth’s repeating patterns of the tiled floor have
subtle differences; Verena Miedl-Fai3t/Nirual Kenabru’s identical lantern displays inhabit different worlds
and narrations; each of Burcak Bing6l’s dried clay plants refer to another gentrified district in Istanbul
along with her large-scale photograph that addresses and repeats the same kind of urban transformation
process that is seen from the window of the gallery; Cristiana de Marchi’s act of knitting, just like Didem
Erk’s act of writing a manuscript on top of a book, are in constant repetition; Fatog Irwen’s sequential
performance photographs create an illusion of repetition with insignificant changes; Cengiz Tekin’s small-
size polaroid grids give a sense of repetition.

This accumulation of repetitions and actions sometimes provides an interplay through an archival
approach: Maarit Mustonen’s dyed fabrics as symbolic leftovers of her grandmother’s archive for sewing
patterns installed in two venues; Marcus Neustetter’s journey with a collection of assembled objects
from installations and performances since 2010; Ramesch Daha’s documentation of fake archival Nazi

propaganda tools with different painting techniques; Azade Koker’s hidden dialogue; Memed Erdener’s
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alphabets; Burgak Bing6l’s bricks which were picked up from the debris of the Bomonti Beer Factory; and
Cengiz Tekin’s visual archive of Naturland.

The composite interaction between formal elements and atmosphere created by the works guides
the audience. The intensity of the immersive experience constantly changes in relation to the setting,
colours, light, and locations. For instance, in Zilberman Istanbul, Erkan Ozgen’s photographs act as
a documentary storyboard for the video to be watched in the following room. Each room has its own
atmosphere and tangible relation to the rest of the exhibition. While Verena Miedl-Fai3t/Nirual Kenabru
present us with space capsule designs as worldmaking apparatuses from a child’s point of view, Erkan
Ozgen confronts us with another reality of a child who plays marbles with empty shell casings in a burned
forest. Egle Oddo drags us to the world of extremophile seeds placed in a petri dish. Extremophiles are
resistant plants and organisms that can grow in extreme habitats and conditions. Furthermore, they
remediate the soil—creating another world that is suitable for the re-population of other plants. Across
these microscopic photographs, Larry Mufioz’s carved two-branched seed of a plant gives a tangible
summary of human history. Then, with Bronwyn Lace, we enter another world and reality in which the
preciousness of gold and human life competes.

Sound is the final and fundamental component of the exhibition. In Zilberman Istanbul, the
photographs of Bronwyn Lace generate sound and the space is filled with vocal recordings.’ In the same
venue, headphones are used to customise the choices of Verena Miedl-Faifit/Nirual Kenabru’s sound
recordings, and Erkan Ozgen’s video sound is encapsulated in its own room. Cengiz Tekin’s video is
accompanied by a sound piece* that overflows from its room. Zilberman Selected is subjected to the subtle
sounds of Cristiana de Marchi’s video, and in the same venue, headphones are used for Bochra Taboubi’s
experimental documentary. Omar Barquet’s reference to French composer Charles Valentin Alkan’s piano
piece,’ along with Fatog Irwen’s title Fugue, not only inspires the audience to make mental associations with
the xylography and the surrounding works but also activates the spatial design of the venue.

Ivy has brought 22 artists together for various reasons born out of similarities, contradictions, fiction,
world-making attempts, and reactions. They add even more reasons during the processes of discussing,

producing, and installing.

®The sound component for Of Hands by Bronwyn Lace was created collaboratively with musicians Bongile Lecoga-Zulu, Clare
Loveday & Micca Manganye. Together and in response to the images, they meditated on songs and sounds of mourning, of
swarming, of labouring, and of hands.

“Cengiz Tekin collaborated with Beglim Calimli for the sound composition.

S Alkan, Charles-Valentin. Song of the Madwoman on the Sea-Shore Prelude Opus. 31, No. 8.
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lvy

A.S. Bruckstein Coruh

The name of the exhibition is fyy. In botanical terms, we may think of “ivy” as a species of a quickly
growing, evergreen plant that climbs or creeps along forest grounds, expanding surfaces and adding
complexity to the environment. However, in the Zilberman context and in the universe of curator Bagak
Senova, Iyy is not a metaphor; it is a method. It is a way of moving: crawling, spreading, popping up,
growing rhizomatically, acting in situ. Proceeding in ways strictly inductive, materialist, object-related,
practice-led, and situationist. foy is a method of thinking, of providing a hospitable environment to others,
of escaping the bird’s-eye view, of showing up in unexpected places, of connecting living things—human
and otherwise—art, objects, people, communities. Zilberman has focused on ways in which the artistic
imagination subverts the invasive gaze of colonisers and other violent agencies before. To understand

the exhibition /oy, it helps to think in a literal way and to start with the word itself. Hedera, Latin for “ivy,”
comes from the proto-Indo-European word ghed, meaning “to seize, grasp, get”. According to a mysterious
source, which Senova attributes to Alexis O. van T16n, “ivy” is said to correspond to asheka in Arabic,
closely related to the Turkish word agk, “love in the excessive sense,” according to the Zilberman press text
of 14" September.

Iy 1s a group exhibition of twenty-two artists who are loosely associated by way of the mysterious
Institute for Extraordinary Archival Knowledge in Vienna, a sister to the imaginary Orbis Tertius in Jorge
Luis Borges’s first-person narrative Tlin, Ugbar; Orbis Tertius'. The exhibition unfolds and spreads over
three Zilberman venues in Istanbul, including the gallery, the project space in Misir Apartment, and the
brand-new Zilberman Selected.

Upon entering the main gallery at Misir on the opening day of fyy, my attention was first caught by a
work on the left, Speculated Shadow Scape (2022) by artist Marcus Neustetter, who is based in Johannesburg
and Vienna. The black niche contains an installation showing several objects on a centrally staged white-
papered wooden box, objects that look like archeological finds, stones, fossil organisms, objects trouvés that
might have been assembled in a rough landscape, possibly in a desert, or even on extraterrestrial territory;
we see objects one would expect to find in a museum of natural history, the Smithsonian maybe, where
unique artifacts from early human settlements are archived in stage-lit showcases, prey to the gaze of the
visitor bowing before tamed and controlled ancestors from the distant past. In Speculated Shadow Scape,
however, objects behave differently. They are standing before a fold of white paper, lit by randomised LED
lights that not only turn them into shadows, but also turn their shadows into light, dancing on paper to the

rhythm of a flickering lamp, an inverse Platonic cave, breaking central perspective, turning the gaze inside

1 TI6n, Ugbar, Orbis Tertius was published in the Argentinian journal Sur in 1940 with an anachronistic postscript dated 1947, and the
first English edition was published in 1961. Readers may recall Borges's story: TI6n is that intellectual world in which people believe in
subjective idealism, Ugbar their fictional country, and Orbis Tertius a secret organisation that creates fictional locations, narratives,
and relations.
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out, opening up a scene of relativity and indeterminacy. The mural drawing—in-situ white-on-black
scratchings—turns the Platonic myth of light, ideas, and perspective inside out. This niche of speculated
shadows may indeed contain the entire foy method in a nutshell: fractured ways of knowing, zigzag ways
of thinking, lines of flight from the coloniser’s view, broken pieces of evidence, ruins for detective work, a
potetico-political ecosystem with indeterminate beginnings.

In Bochra Taboubi’s immersive video and drawing installation Cluster of Matter (2022), staged at
Zilberman Selected, we see a more political reference to paleontological objects (fauna and flora), objects
from Métlaoui, a phosphate mining town in southern Tunisia whose museum of natural history was
looted and burned down during the Tunisian Revolution. Between fiction and nature, Taboubi reinvents
the past in detours via the artistic imagination, detours via perfect future capable of repairing the past.
Taboubi is also part of the Viennese Octopus Programme.

Is this the meandering movement, the detour via the artistic imagination, that Deleuze and Guattari
refer to in A Thousand Plateaus: Capitalism and Schizophrenia as the “nomad’s movement,” indeed, a
movement of love (agk) that due to its contested condition may well be called a war machine? Love as a
zigzag movement, a technique of resistance? Agk as a guerilla technique, an artistic counterfugue against
colonial erasures? Or, conversely, an artistic method for the erratic erasure of colonial time?

Ivy includes two works by multimedia and performance artist Heba Y. Amin, whose extensive
research-based work subverts the various mechanisms of the colonial gaze. In her widely exhibited
works, presented in solo and group exhibitions by Zilberman since 2015, Amin addresses mechanisms
of domination and control through various methods of visual surveillance. The artist thereby references
fundamental laws of geometric optics, connecting central perspective and the linear (phallic) gaze to
actual, historical, and geopolitical positions of power. The works shown in fyy, two archival black-and-
white photo prints from 2018 entitled The Master’s Tools 1/II (Restaging of Herman Soergel’s Portrait), offer a
glimpse of a vast artistic research project called Operation Sunken Sea. Employing the zigzag movement of
the anti-colonial war machine of nomads, Operation Sunken Sea proposes, develops, and performs strategies
of how to reroute and relocate the Mediterranean Sea within the African continent, converging Africa
and Europe into one supercontinent for the benefit of the region. In charge of this operation herself in
various disguises of (male) military dictatorships, the artist employs the erratic zigzag techniques, all those
nonlinear shortcuts, detours, displacements, and other nonphallic measures, that vy relates to agk/love.
We find evidence for this capricious technique in a text on contemporary-ancient erasure techniques of

colonialism, related to ancient regimes of female desire. The text reads:

“What matters is that love itself acts like a war machine.” It moves “like a woman” and
embodies the process of anarchic deterritorialisation and fragmentation of thought. From
its own (somatic) point it moves freely, but from a bird’s-eye view (ex-somatic) it is invisible.
In fact, she moves like the letters on an ancient page, dwelling in interstices, cracks, and
holes, in a roving, sprawling, wandering, sometimes dizzying movement that links the
subcutaneous and the topographically forgotten or omitted. Like letters on an ancient
page, she follows unpredictable vectors and tangents that can neither be had from the
outside, nor through the generic. A strictly inductive way of thinking opens itself up, a

thinking from the place of (female) desire.?

2 Bruckstein, A. S. “The Talmudic Bride and Her Shadow’s Dream.” Art Unlimited, English Edition, Wednesday Society: The Couch
of Meret O. (Istanbul/Berlin/New York), 2022. The quote is inexact and refers in wide parts to Deleuze and Guattari's A Thousand
Plateaus.



12 Ivy - Sarmasik A.S. Bruckstein Coruh

The strange objects in Neustetter’s Speculated Shadow Space are remnants of an independent South African
space project that failed. Burnt remnants of a satellite crushing to pieces on reentry into the earth’s orbit,
the very moment South Africa set out to map its territory from above with its own space mission. In an
inverse movement, artists of /oy get interested in collecting and mapping ruins. Neustetter’s installation
The Journey [Into the Unknown] shown at Zilberman Selected presents a whole box of dysfunctional phallic
rockets, named “playful dreaming and simulating journeys.” What does it mean? It’s about humour. Yes,
laughing at those spears, laughing at them, in admiration of phallic failures: failures in one-dimensional
thinking, failures in shooting and aiming straight. Look at the way the artist Ramesch Daha takes it up:
her meticulous charcoal drawings/paintings UFO 1945 (2021) placed right next to Neustetter’s Journey,
undermine found documents, fake propaganda tools of the Nazi regime, in a semicomical, semiserious
artistic comment on conspiracy theories, science fiction plots, and comic books on UFO objects.

A wonderful example of how the peculiar agk or “war machine” of (female) desire explores, develops,
and researches its own movement is the performative, videographic, and photographic work of artist
Zeynep Kayan. An artist who has collaborated with Zilberman since 2013, Kayan experiments with her
own body movement in relation to space, various materials, light, and rhythm, such as repetition and
variation. fyy shows seven diptychs of her one one two one two three: atelier series (2021), which are brilliant
and far-reaching choreographic commentaries of the trailblazing performance Accumulation (1971) of
New York artist Trisha Brown (1936-2017). Challenging stability as a working method, hijacking the
gaze inward, introducing dizziness as mode of perception, and defying gravity while developing highly
structured idiosyncratic movements, Kayan focuses on surface, haptics, repetition, and variation. She gives
us just a taste of her experimental studio work. Inspired by the New York scene of the 1970s, she not only
prescribes the work of Trisha Brown, Merce Cunningham, and John Cage into Istanbul’s art scene, but
also gives us a barely visible trace of evidence of how to pursue the /vy mode of thinking/acting/scribing
forth that is staged so carefully by the curator. Even the work of artist Yane Calovski, Untitled (Embroidery)
(2022) —Euclidian and geometric at first sight—undoes patterns of modernity and of central perspective,
deeply embedded in female personal archives, subjective relativity, and collective memory.

Centrally staged in the main gallery is a stunning installation on methods of relative perception and
states of uncertainty, entitled One Meter Above the Ground: Drafis for Our Space Capsule (2022). The artists
Nirual Kenabru and Verena Miedl-Fai3t, who are part of the Viennese Octopus Programme, present five
everyday/botanical/fossil objects encapsulated in glass and floating in space, devoid of gravity, movement,
and function: a snail shell, a ball of cord, lichen on branch, an incense smoker (clay), and a (ceramic) pear.
Objects with drawings on light boxes underneath grant sketchy insights into the object’s architecture,
horizontally or vertically sliced, including amusing visual remarks. The drawings are accompanied by
handwritten bilingual commentaries in the boxes’ corners. Architecture, poetry, and a specially composed
soundtrack create a specific performative poetry of spatial relation for each of the objects, undoing the
central perspective, calling for a way of reading all around the object, even upside down upon the object’s
demand. No way to grasp object and poetry at once. The fourfold texts include object descriptions and
instructions on how to act, move, and proceed with this object as well as how to enter it, how to exit it,

what to do with it—warnings included.

[ceramic pear] “A spiral staircase can be lowered/raised (for boarding and disembarking).”

[snail shell] “The surface is slippery so that intruders cannot climb up.”
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“Endless corridor, like walking into your ear.”
[incense smoker] “One can only enter from underneath, then it turns 180.”
“Nozzles add fast-rust-agents to corrode armor, shields, and weapons
faster.”
“To tire the enemy, water can be sputtered at head’s height.”
[ball of cords] “Low architecture: Sitting is more important than standing.”
“It’s like a weaver bird’s nest.”
“In the ceiling: Holes without glass to look out of while standing.”
“Interior design: Bean bags.”
[lichen] “The walls inside are made from fresh leaves, and if you touch them
they turn into soft pillows.”
“Some branches are fragile—danger of falling into the abyss.”

[etc./incomplete]

Just beginning to touch at the heart of the matter, the writer is aware that her time and the space allotted
for this essay are up. Dear reader, go see Erkan Ozgen’s video Silencing the Past (2022), in which a young
woman plays a children’s game of bowling all by herself, using steel bullets and weapon cartridges for
skittles she finds on the forest ground. A silenced scene of war crimes, a quiet aftermath of ecological
disaster? Her play is focused, even dedicated as if she were rewriting the script of war all from scratch.
Turning it into a manifesto for aimless games? That would be an achievement we are all yearning for. A
memorial? Ozgen has shown the painful ambivalence of the silent witness at Zilberman before, as his now
iconic video Wonderland (2016) was shown at The Red Gaze exhibition in Berlin (2016). Having spent time
with Ozgen’s Silencing the Past, go downstairs to the project space and watch the video Welcome to Naturland
(2022) by artist Cengiz Tekin with Ozgen at the camera. A dystopian collage of urban ruins, tableaus

of multiple still lifes grotesquely poetic, abysmally sad, profoundly shocking in their tenderness, their
profound love for broken things, their sense of humour, and stories of love and tikkun olam (repairing the
world), including funny scenes of political resistance.

Ivy proceeds and goes deeper to where Eros touches Tanathos. I see Azade Koker’s Dialogue (2022), a
site-specific installation with two empty chairs facing each other in an imagined scholarly dispute high up
on the exhibition wall, accompanied by two photos showing the father of psychoanalysis Joseph Breuer on
the left and Nietzsche on the right. Pigment photo prints with anatomical details of the arms, backrests,
and legs of the chairs are presented vertically. They show us vulnerable close-ups, details of the blotchy
skin of the chairs, their open and bandaged wounds, joints torn, tissues tattered, with loose threads
holding it all together. These empty chairs, in a conversation d deux, show us the psyche, the subject, the
open, empty, vulnerable spot that we ourselves in are when opening up and speaking to another. There is
an ancient wisdom expressed in Koker’s work: for the soul to open up, the text all that is spoken must be
empty, vulnerable, indeterminate—even illegible to begin with. Psychoanalyst Hélene Cixous calls such a
text an éeriture feminine because it is ready to evolve in all directions, aiming at nothing. In a sisterly kinship
that couldn’t be more precise, Senova’s vy exhibition places the shirt/pants of Maarit Mustonen’s great-

grandmother and other patterns (Installation and Artist Book, 2020) next to the Dialogue, as well as a Rumi

¢ Wonderland was first shown by curator Isin Onol in her exhibition When Home Won't Let You Stay in Vienna, 2016. That is where |
saw it, before including it among the works of the exhibition The Red Gaze. See the catalogue Bruckstein Coruh, A. S, and Lotte Laub.
2016. The Red Gaze.
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manuscript Divan-1 Semsi Tebrizi (2022) by artist Didem Erk, a fantastic éeriture with interlinear interventions,
palimpsest-like overwriting, and a glass ball on the open page. “For writing to be called holy, it must be
illegible™, says Roland Barthes in his writings on André Masson. Memed Erdener’s work on letters From
the Series Tutled [The Symbolic Cannot Be Consumed]: Language Is the Border of the Animal (2022) proves exactly
that. Go study Bronwyn Lace’s Of Hands (2022) in the main gallery in this context.* The artist’s “hands”
cannot keep their generic distinction; they are invaded by bees and wasps and other creepy things, and
they become hosts to death and decay, entropy, beauty, and collapse, embracing new organic forms and
glitchy transformations. They behave like the organic food objects shown in strange decay by Egle Oddo
in her Repository 11 (2022). Yes, the psyche, texts, and nature, too, are abysmally ambiguous, and in war
scenes, zones of conflict, and ecological stress, there is nothing more urgent than unlearning territorial
ways of thinking, generic distinctions, central (colonial) perspectives, linear rhythms, and speeds. Omar
Barquet’s The Song of the Mad Woman on the Seashore (Hemispheres) (Afier C.V Alkan) (2020), Fatos Irwen’s
Fugue (2012), Simon Wachsmuth’s Master of The Nets—The Kochi Tiles (2007—12), Christiana de Marchi’s
Building a Falling Wall (2021-22), and Larry Mufioz’s From Caves to Mars (2022) are samples of dwindling
perspectives, displaced topographies, fluent time, and architecture in reverse. Bur¢ak Bing6l’s flowers
Adaptation_Zilberman (2022), a statement of feeble existence, vanishing, withering, everywhere, reads like
a farewell to grand and mighty things. In Bing6!’s Brick’s Reverie (2022), even ruins of concrete bricks and

mortar become soft and fluid.

4With an ethereal soundtrack in collaboration with musicians Bongile Gorata Lecoge-Zulu, Micca Manganye, Clare Loveday, and
sound designer Zain Vally. Together and in response to the images they meditated on songs and sounds of mourning, of swarming,
of labouring, and of hands.
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Choking what it garlandeth

Jonatan Habib Engqvist

“Fiction reveals truth that reality obscures”, writes Alexis O. van T16n in the sophisticated yet incomplete
collection of aphorisms Orbis Tertius." This manuscript appeared in the archives of the respected Institut
fir auBBergewohnliches Archivwissen in Vienna through very peculiar circumstances, which I will not
delve into here.? Yet, it might be worth mentioning the plethora of theories circulating through the

years suggesting that van Tlén could in fact be a pseudonym for one or several authors. In contrast to
comparable rumours around celebrity writers such as Shakespeare, for instance, in the case of van Tlén,
there are several immaculate theories about the construction of the name itself.?

This triple-venue exhibition also departs from a manuscript by the same author, where the amateur
etymologist van T16n makes a bold claim that the Arabic word for “ivy”, pronounced as “asheka,”
indeed contains the root of the Turkic “agk”, meaning love—even excessive love—in order to show how
the plant’s extending growth processes are analogue to the nature of profound love. Little did he know
that this anecdote would come to influence European romantic literature and orientalists. Indeed, this
association of ivy and love, introduced by van T16n, surfaces in works of writers such as Virginia Woolf,
Christina Georgina Rossetti, and Charles Dickens as well as the Chilean poet Pablo Neruda, to mention
a few.!

Given the nature of Alexis O. van T16n’s quote above about fiction revealing reality, it is perhaps an
ironic destiny that he dedicated so much thought to the relationship between existential problems and

fiction—a style Ana Maria Barrenechea has famously labeled “irreality”. According to Barrenechea, there

 Orbis Tertius (“third orb” in Latin) was probably compiled by Herbert Ashe in 1947. In this collection of remarkable and greatly
misinterpreted mystical texts, Alexis O. van TIon explores the idea of an entirely immaterial reality where physical objects have no
existence, language has no nouns, and the principal discipline is psychology since the universe is nothing but a series of mental
processes (see 1917. The Aglo-American Cyclopaedia. New York.) Psychoanalysts and philosophers such as Bertrand Russel have
been highly influenced by these theories (see, for example, The Analysis of Mind, 1921) as well as writers such as Ralph Waldo
Emerson to whom this quote is sometimes attributed.

2 The unclear provenance of this particular early 19" century document includes a series of transactions that took place during the
North African campaign between the Allies and the Axis Powers of the Second World War in North Africa from 1940 through 1943
(fought in the Libyan and Egyptian deserts, Morocco, Algeria, and Tunisia), as well as a number of Deutschargentinier before finding

its way to the Institut flir auRBergewdhnliches Archivwissen.

2 Although the truth around van Tlon's biography might be more spectacular than the myths, Gunnar Erfjord points out in a letter

to Herbert Ashe that the name hides several words that support his theoretical exercise. The words contained within the name

are “rather unusual and hold very particular meanings.” From the letters in a-l-e-x-i-s-0-v-a-n-t-I-6-n, we can shape the words:
Antinovels (a work of fiction that lacks most or all of the traditional features of the novel), Nonvolatile (retaining data even if there is
a break in the power supply), Alveolation (deeply pitted, like a honeycomb), Alloxantin (a crystalline compound formed by oxidation).
The letter, also found in 1947, was recently acquired by the Institut fiir auBergewohnliches Archivwissen, Vienna.

4 For a compilation of references to ivy in the works of Virginia Woolf, see: https://woolfherbarium.blogspot.com/p/53-ivy.html
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are two main types of writing found in van T16n’s manuscripts — the first lies somewhere between non-
fiction treatises and fables that use fictional techniques to tell essentially true stories. The second consists
of literary forgeries passed off as common knowledge, etymological theories, or renditions of passages
from seldom-read works. I take Barrenechea’s apt description of van Tlén as a point of departure when
entering the exhibitions and a means of understanding the works, as they seem to be using both the
techniques she describes.

The use of ivy in the exhibition(s) is, in other words, more than an image of, or a metaphor for the
world. Rather, it is a method, forming a rhizome with the world—what van T16n calls an “aparallel
evolution” taking place through the exhibition and our understanding of it.”

The exhibition brings me to three venues in the heart of the palimpsest city—Zilberman Istanbul,
Zilberman-Project Space, and Zilberman Selected—and almost every work I encounter seems to deploy a
strategy that oscillates between that of the non-fiction essay and the short story, using fictional techniques
to tell fundamentally true stories. The rhizomatic curation deployed takes me from a photograph by Heba
Y. Amin documenting her elaborate performance, Operation Sunken Sea—Relocating the Mediterranean, which
is based on meticulous studies of posture, gestures, flower arrangements, and vocabulary, to a video of
an abandoned Turkish holiday park layered with animations of leaves, police officers, and protesters by
Cengiz Tekin. From Erkan Ozgen’s video and photographs of a girl playing with steel marbles and bullet
shells in a burnt-down forest to Egle Oddo’s microscopic photographs of the extremophile seeds, placed
in a petri dish. Maarit Mustonen’s textile remains are juxtaposed with a painstakingly handwritten semi-
fictional diary by Didem Erk packed with spirals (another van T16n signature). Ceremonial images of
gold-leaf-soil played out for a mound of various species of bees and wasps found on window sills, under
the sofa, and next to skirting boards by Bronwyn Lace are accompanied by ritual vocal recordings, while
Bochra Taboubi has worked closely with the natural reserves of Tunisia to create an index of fictional and
natural creatures and chimeric forms that suggest a possible fauna and flora which could have existed in
times past, in order to speak of the present.

Recent research has shown that ivy has some surprising benefits for human health. While its growth
processes are suffocating, the traits are quite the opposite. For instance, ivy can help purify the indoor air,
and when ingested it can provide antioxidant and anti-inflammatory benefits, even reducing cough-related
predicaments of colds and viral infections.® This dual nature of the at-once medicinal and venomous
plant can be traced in Nirual Kenabru & Verena Miedl-Fai3t who have placed various objects in lit
musical glass cases in the installation One Meter Above the Ground. Drafis for Our Space Capsule. The theme
of growth on and out of ruins is reconnoitered by Burcak Bing6!’s scattered plants in all three venues
supplemented by bleeding bricks portraying their own past. Larry Mufioz’s guajes seed pods with the text
From the Caves to Mars comprises human history—with all its desires and myths, past and future—into a

single fragment.” Yane Calovski’s lines and abstract shapes, and Ramesch Daha’s charcoal on paper and

SVan TIén in Orbis Tertius (as quoted in Guattari, Félix, and Gilles Deleuze. 1972. Anti-Oedipus. Translated by Hurley, Robert, Seem,
Mark, and Helen R. Lane).

S E.g, see the European Medicines Agency's report from 2017: https://www.ema.europa.eu/en/documents/herbal-summary/ivy-leaf-

summary-public_en-0.pdf

7 Guajes, or white leadtree [Leucaena leucocephalal, is a small and fast-growing mimosoid tree native to southern Mexico, Belize
and Guatemala, now naturalised throughout the tropics including parts of Asia. During the 1970s and 1980s, it was promoted as a
“miracle tree” for its multiple uses and has also been described as a “conflict tree” since it is used for forage production but spreads

like a weed in some places.
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acrylic on canvas explore the intertwined relationship between family ties and state power, while Marcus
Neustetter attempts in folly at contacting a defunct satellite—the scratches on the walls and the obsessive
collecting dealing with the impossibilities of communication.

If Alexis O. van T16n explicitly writes of the relationship between ivy and love, Shakespeare uses the
images of ivy climbing an elm tree more obliquely as a metaphor for the (gendered) relationship between
lovers: an elm tree with ivy lovingly wrapping itself’ around the stem — “Gently entwist; the female ivy so /
Enrings the barky fingers of the elm. /O how I love thee, how I dote on thee!” Affectionately clinging to
the structures of Zilberman’s three galleries, shooting out roots and flowering, these ivy-structured works
all seem to grow in two stages, much like the plant. In its juvenile or climbing stage, ivy is namely infertile
and sends out long stems that seek vertical surfaces rapidly growing upwards with roots that cling to the
surface rather than the soil. When it has grown as tall as it can, it produces non-climbing branches with
simpler leaves, which—being fertile—bear yellowish, umbrella-shaped clusters of flowers and later dark
berries with poisonous seeds — thus creating the ecosystem it needs for its own existence. This two-stage
development, or stagism, is a movement that can, for instance, be found in Omar Barquet’s Ghost Variations
Project, Zeynep Kayan’s choreographic remnants, and Christiana de Marchi’s Building a falling wall which
uses a seminal structural textile production method—the rhythmic process of knitting with black thread
while producing tangible objects—that is utilised to build what might be phrased as the predeterminate
malfunction of a soft wall. A double-bind is furthermore reinstated in Memed Erdener’s asemic writing,
Fatos Irwen’s abandoned house covered with ivy, and Azade Koker’s impossible dialogue.?

If, then, there is a theme in the exhibitions, “a red thread” no matter how entangled, the resounding
leitmotif is perhaps the relationship between beauty and suffocation. Or to phrase it differently, it is the
impossibility of owning freedom or controlling love (in relationships, nature, life). In van Tl6n’s words,
Being resides in the absence of being “but this lack has a way of being which is precisely existence.”
Here, I should perhaps disclose that the title of this short text comes from Woolf’s comrade, the van Tlén

reader and poet Christina Georgina Rossetti.'” And as I revisit the entanglements of these exhibitions and

&In Twilight of the Idols (ch.9) Friedrich Nietzsche writes: “Saying Yes to life even in its strangest and hardest problems, the will to
life rejoicing over its own inexhaustibility even in the very sacrifice of its highest types - that is what | called Dionysian, that is what |
guessed to be the bridge to the psychology of the tragic poet”. | dare not venture into connections between Nietszche and van TI6n
here, if any, but it might be of interest to note that in Orbis Tertius van TIon, in another brave move, implies that ivy is not only closely
associated with (obsessive) love, but indeed with Dionysus—the Greek god of wine, fertility, orchards, vegetation, pleasure, festivity,
madness, ecstasy, and theatre—who, more than anything, is often depicted in literature and art as being wreathed in ivy. Since ivy

is an evergreen plant, it denotes immortality; but with specific reference to Dionysus (later becoming Bacchus in Roman myth),

ivy also often indicates the perpetual nature of sexual desire. Dionysus used ivy to ensnare women in mystical awe and delirium
whenever they refused to worship him. Once caught under his spell, these women went to the mountains where they joined the
Maenads, Dionysus' female followers (known as the ‘raving ones'). In The Wordsworth Dictionary of Symbolism: Cultural Icons and
the Meanings Behind Them, Hans Biedermann also notes that Thalia, the muse of comedy in Greek culture, was also depicted as
wreathed or crowned in ivy - perhaps because of the associations between theatre (of which Dionysus was the god) and comedly.
In Egyptian civilisation ivy was already sacred to Osiris, who was resurrected after his death - indicating ivy’s associations with
immortality and rebirth.

®Orbis Tertius. Paraphrased by Simone de Beauvoir in The Ethics of Ambiguity, 1947.

* Pluck me no rose that groweth on a thorn,

Nor myrtle white and cold as snow in June,

Fit for a virgin on her marriage morn:

But bring me poppies brimmed with sleepy death,
And ivy choking what it garlandeth,

And primroses that open to the moon.

From the poem Looking Forward, 1849.
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the world, its themes of decay and interdependency, the “aparallel evolution” taking place throughout and

through them, I am again reminded of Charles Dickens'! and his well-known poem The Ivy Green, which
bl S &

ends with the following passage:

Whole ages have fled and their works decayed,
And nations have scattered been;

But the stout old Ivy shall never fade,

From its hale and hearty green.

The brave old plant, in its lonely days,

Shall fatten upon the past:

Tor the stateliest building man can raise,

Is the Ivy’s food at last.

Creeping on, where time has been,

A rare old plant is the Ivy green.

 This classic three-stanza poem by Charles Dickens consists of 3 sets of 10 lines. Each stanza follows a consistent rhyme scheme
of ababcdcdee relative to chosen endings. In the first stanza, following the Shakespearian tradition of active male subjectivity (for
instance, in Ann Carsson's translation of Euripides, it is Hecuba who says “as ivy to oak, so shall | cling to her” Eur. Hec. 382. With the
possible exception of Thomas Hardy's poem The Ivy-Wife, where | would argue that the feminine also is a question of objectification
in relation to the narrative “me"), decay does not put the ivy off but spurns it on. It thrives amongst the “mouldering dust that years
have made”, human leftovers are a “merry meal”. In the second stanza, ivy moves through these “moulding” environments. It creeps
quickly, is old, does not “wear..wings". From ivy intertwining abandoned buildings and trees, the second stanza then speaks of graves
before the final stanza quoted here describes the progression of time and resilience. Long after humankind and her works are
abandoned, ivy will still be there. Dickens's variation in iambic pentameter (while maintaining iamb as the most common foot) can
also be compared to van TIon. For example, see: Hobsbaum, Philip. 1995. Metre, Rhythm and Verse Form.
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Saklanan Sarmasik

Basak Senova

Sarmaygik, i¢ ice ge¢mis bir yaprak agi ve oldukca daginik bir kok sistemi ile istilact bir bitki olarak
kargimiza gikar. Bu sergi baglaminda ise “sarmagik”, hem Zilberman’in Istanbul’daki ii¢ mekanina yayilan
bir ko zisyonun kavramsal temelini olugturan hem de 6zgiin bir kiirato gin altini ¢izen ¢o

amagli bir aractir. Bu teknigi sorgulamalarla yol alan bir siire¢ esnasinda, di arasindaki
iligkileri kesfederek ilerlemek ve siireci buna gore sekillendirmek tzerine

Sorgulama stireci denemelere, fikirleri sinamaya, dogaclamalara, ve yapma eylemine dogru

dolayistyla béyle b e¢, serginin dramaturjisi agisindan dinamik bir ortam yaratir ve sergi mimaris
nasil sekillenecegini belirler. !

giyi kurgulamak icin birden

Tematik sergi yapmaktan kagma refleksim, beni daha bagtan bu
fazla girig noktasina itti. Ancak Sarmagikin tematik bir sergi olmamasi, onun temadan yoksun bir sergi
oldugu anlamina gelmiyor, aksine, bilingli bir sekilde, ti¢ mekana yayilan kompozisyona hiikmeden,
kapsayict ana bir tema yerine, tekrarla pekisen dagitilmig tema kiimelerini ve onlarin da alt kiimelerini
barindiran bir yap1 sunuyor. Bu agidan, ona yapilan atiflar, analojiler ve ¢agrigimlarla “sarmasik”™ bitkisinin

sinda pusula gorevi gordiigii lemek yanlhs olmaz. Dolayisiyla serginin kavramsal
inin ¢ikig noktasi; Alexis O. van Tlén” tarafindan kaleme alindigs diisiiniilen bir el yazmasinda
“sarmagik” tizerine gegen bir pasajdir. Viyana merkezli bir enstitti olan Institut fiir auergewdhnliches
Archivwissen Wien (Viyana Olagantstii Argiv Bilimileri Enstitiist) tarafindan yakin zamanda kegfedilip
giin yiiziinegikarilan el yazmasindaki pasaj, sarmagik kelimesinin Arapga’daki “asheka” telaffuzunun,
Tirkge’deki “agk™ (agir1 ve siddetli agk) kelimesinin kéktine dontisimtni detaylandirir. Metnin mantikli
oldugu kadar siirsel diigiince 6rgtistinde van T16n: “Sarmagik ¢evreledigi agacin suyunu emer, kurutur,
zayiflatir. Bazen agir sevgi agigin hayatla baglantisii kesmesine, as1g1 solmug bir bitki gibi yorup
kurutmasina sebep olur.” diyerek baslar. Ardindan, kurdugumuz giiclii baglarin hayatta kalmak i¢in nasil
hayati 6neme sahip olabilecegine, bir “bitkinin” yasam icin nasil bir direng sembolii olabilecegine dair
satirlarla devam eder. Bu distinceyi “harabeler” tizerine kurdugu baglantilarla zenginlestirir. T16n
r zamanlar yagananlarin en giiclii gostergelerinden biri olan harabeler, gecicilik duygusunu sabitler.

Harabelerin yagami geride kalana baglayan tek yoldas: ise sarmagiktir.

Sergl, bir sarmagigin es zamanda ve mekanda var olan ¢oklu anlatilara, bakis agilarina, varhklara

ve gercekliklere ayrilan dallarimni, esrarengiz ve paradoksal ¢agrigimlarini takip eder. Ug mekanda—

Zilberman Istanbul, Zilberman-Project Space ve Zilberman Selected—yer alan igler, mekansal, zamansal,

* Burada “sergi yapma eylemini izleyicinin algisini tasarlama stireci” olarak gdrdUgtimu kiratorliik kariyerimin baglangicindan bu yana
cesitli mecralarda defalarca belirttigimi yazmak yerinde olur.

2 Bilim insani ve sanatci Alexis O. van TIon'tin hayati ve calismalari hakkindaki bilgilerimiz, diinya gapindaki cesitli arsivlerde,
muizelerde ve depolarda kesfetme sansina sahip oldugumuz bir dizi pargadan olugmaktadir.
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bolgesel ve zihinsel paylagimlar aracihigiyla birbirine baglanir. Bu baglantilar araciligryla, mekanlar sehrin
farkl bolgelerinde birbirlerine ¢apraz referanslar verir.

Her ti¢ mekan, iglerin mekana ve birbirlerine gére konumlandiriimalariyla yaratilan perspektif ve alg
oyunlarindan olusan benzer bir geometrik repertuar ile izleyiciyi karsiliyor. Ornegin, Zilberman Selected’e
girdikten sonra, Omar Barquet'nin biiytik 6lgekli ahsap oyma baskisi, agilig aksina hakim olurken, Yane
Calovski’nin heykelsi bir yaprya ait fotograflari, onu kesen yatay aksin perspektifiyle ¢akigryor, ardindan
Memed Erdener’in L seklindeki duvarmdaki biiyiik 6lcekli resimleri, Bochra Taboubi’nin tavandan
agagrya sarkitilan aydinger kagitlar tizerindeki kurgusal fosil tiirlerinin miirekkeple ¢izimleri ile birlikte
mekani boltyor ve nihayetinde Azade Koker’in arkadaki duvarin tamamim kaplayan iki sandalye heykeli
ve fotograflardan olusan yerlestirmesi goriisii tamamliyor. Bu par¢alanmis mekan ancak islerin imledigi
mekansal ayrimlarla algilanabiliyor. Ayn1 zamanda Zeynep Kayan'in ardisik viicut hareketlerinden
olusan arsiv pigment baski serisi, Bur¢ak Bingoltin kuru kil bitkileri, Cristiana de Marchi’nin duvarda
epey yiksek bir yerde asili olan tek kanalli videosu—videoda yer alan koreografi ve mekanlar videonun
mekandaki pozisyonuyla ortiigiiyor— Didem Erk’in cam vitrin i¢indeki el yazmasi/kitab1 ve Maarit
Mustonen’m pencereye tebesirle ¢izdigi dikis desenleri seyirci i¢in tasarlanmig koreografinin uygulanmasimi
miimkiin kiliyor; zira bu ¢alismalari gérebilmek icin viicudun onlara gore hareket etmesi gerekir.

Zilberman-Project Space, farkh yakinliklarda inga edilmis iki duvarla kargiliyor izleyiciyi. Bu duvarlar
Heba Y. Amin’in portreleri kapliyor. Her bir duvar izleyiciyi arka plandaki bagka bir calismaya
yonlendiriyor. Heba Y. Amin’in portreleri izleyiciyi Simon Wachsmuth’un ¢inilerine, ¢iniler ise Memed
Erdener’in neredeyse kiseye gizlenmis/tiinemis resimlerine gotiiriiyor. Zilberman Istanbul’un acihg
hamlesi ise izleyicinin algisimi yeniden bi¢imlendirmeyi/déntigtiirmeyi amaglayan miitevaz ve sembolik
bir girisimi sergiliyor: Marcus Neustetter’in 151k ve gélge oyunlariyla animasyon etkisi veren yerlestirmesi
serginin bagini tutuyor.

Serginin 6zel 151k tasarimi, turkuaz mavisinin farkh tonlarindan olusan bir renk paleti ile birlikte
galigtyor. Bu tonlar her bir ¢alismanin alanimi imlerken, uygulanan 1sik igler igin gdlge ve aydinlik kontiirler
olusturuyor. Ayn1 zamanda Marcus Neustetter’in duvarlara kazinan cizikleri 1518a ve renklere daha fazla
derinlik kazandiriyor, bu izler her mekanda tekrar tekrar kargimiza cikiyor.

“Tekrar” serginin 6nemli bilesenlerinden biri; kimi igler her mekanda ya tekrarhyor ya da devam
ediyor ama sadece bununla da kalmiyor, ayn1 zamanda temalar, anlatilar, renkler ve bicimsel 6geler
sergide birden ok kez tekrarlamyor. Tzleyici kolayca bu tekrarlarm farkina varip, 6rtiigen benzerliklerle
zithklar tespit edebilir.

Bu tekrarlar sergide ayni zamanda bir nevi gerilimi de yiikseltiyor. Ayrintilarin pesini birakmadig
bu tekrarlar asla ayni seyi tekrarlamiyor: Ornegin arsiv niteligindeki iki siyah beyaz baskiyla Heba Y.
Amin, Herman Soergel’in portresini yeniden sahnelerken iki ayr1 an1 gésteriyor; Simon Wachsmuth’un
karolarinin tekrar eden desenleri ince farkhliklar barmdiriyor; Verena Miedl-Fail3t/Nirual Kenabrunun
birebir ayni olan fanuslari her seferinde farkli bir diinyay1 ve anlatiy1 yasatiyor; Burgak Bingol’tin kentsel
doniigiim stirecini ele alan biytik 6lcekli fotografi galerinin penceresinden gorilen benzer bir doniistime
gonderme yaparken birbirine benzeyen her bir kuru kil bitkisi bizi Istanbul’un baska bir semtindeki
déntgtime tagtyor; Cristiana de Marchi’nin farkh mekanlarda durmaksizin ayn hareketlerle 6rgti 6rmest
ile Didem Erk’in bir kitabin igindeki metninin iistiinden kendi el yazisiyla gegmesi stirekli tekrar halindeki

eylemleri igaret ediyor; Fatog Irwen’in performansinin ardigik fotograf serisi, belli belirsiz degisikliklerle bir
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tekrar yanilsamasi yaratiyor; ve son olarak da Cengiz Tekin’in duvardaki kiiciik boyutlu polaroid siralart
farkli bir tekrar hissi veriyor.

Bu tekrarlar ve eylemler birikimi, sergide bazen arsivsel bir yaklagimla kargilikli bir etkilesime gegiyor:
Maarit Mustonen’in biiytikannesinin dikis paftasi arsivinin iki mekana yerlestirilmis sembolik kalintilary
olan boyanmus, arta kalan kumaslari; Marcus Neustetter’in 2010°dan bu yana yerlestirmelerinden ve
performanslardan bir araya getirdigi nesnelerden olugturdugu koleksiyonundaki yolculugu; Ramesch
Daha’mn Nazi propaganda araci olan sahte arsivi farkli resim teknikleriyle belgelemesi; Azade Koker’in
gizli diyalogu; Memed Erdener’in alfabeleri ve karakterleri; Bomonti Bira Fabrikasi’'min enkazindan
¢ikarilan Burcak Bing6l'tin tuglalary; ve Cengiz Tekin’in Naturland gorsel arsivi.

i§lerin olusturdugu atmosfer ve bi¢imsel 6geler arasindaki bu birlikte hareket eden etkilesim izleyiciye
rehberlik ediyor. Siiriikleyici deneyimin yogunlugu ortam, renkler, 151k ve konumlara gore stirekli degisiyor.
Ornegin, Zilberman Istanbul’da Erkan Ozgen’in fotograflari, bir sonraki odada izlenecek video igin bir
belgesel niteligi tagiyan 6n bir hikaye gorevi goriiyor. Her odanm kendine has bir atmosferi olmasma
kargim, her ig serginin geri kalaniyla somut bir iligki kuruyor. Verena Miedl-Faif3t/Nirual Kenabru, uzay
kapsiilii tasarimlarm, bir ¢ocugun goziinden dinya kurma aparatlar: olarak bizlere sunarken, Erkan
Ozgen, yanmig bir ormanda bos mermi kovanlarryla misket oynayan bir ¢ocugun kendi gercekligiyle
kargmmiza cikiyor. Egle Oddo bizi bir mikroskop kabina yerlestirilmis ekstremofil tohumlarmin
dunyasina strtiklayor. Ekstremofiller, agir1 yagam ortamlarinda ve kosullarda biiytiyebilen direngli bitki
ve organizmalardir. Ayrica, topragr iyilestirirler ve diger bitkilerin yeniden tiremesi i¢in uygun baska bir
diinya yaratirlar. Bu mikroskobik fotograflarin kargisinda, Larry Munoz’un oyulmus iki dall bir bitki
tohumu, insanhk tarihinin soyut bir 6zetini veriyor. Hemen kargisinda Bronwyn Lace ile alunin ve insan
hayatinin kiymetinin yarigtig1 bagka bir diinyay: ve gercekligi paylasiyoruz.

Ses, serginin soz etmek istedigim son ve temel bilegenidir. Zilberman Istanbul’da Bronwyn Lace’in
fotograflaridan ses ytkseliyor ve mekani bu vokal kayitlar’ dolduruyor. Ayni mekanda Verena Miedl-
Taifit/Nirual Kenabru’nun ses kayitlarmin segimlerini kisisellestirmek i¢in kulakhiklar kullaniliyor ve
Erkan Ozgen’in video sesi kendi odasinin smirlarinda kaliyor. Zilberman-Proje Alani’nda yer alan
Cengiz Tekin’in videosuna, bu odadan tagip, tim mekéna sizan bir ses pargasi® eslik ediyor. Zilberman
Selected’da, Cristiana de Marchi’nin videosundan gelen belli belirsiz sesler duyuluyor ve ayni mekanda
Bochra Taboubi’nin deneysel belgeseli igin kulakliklar kullaniliyor. Bununla birlikte, Fatos Irwen’in Fiig
baghginin yani sira, Omar Barquet’nin Fransiz besteci Charles Valentin Alkan’in baghginda da tekrarlanan
piyano parcasia’ yaptg gonderme, yalnizca isine ilham veren ya da ¢evresindeki iglerle zihinsel
baglantilar kuran bir kaynak olarak kalmiyor, ayn1 zamanda serginin mekansal tasarimimi harekete geciren
bir 6ge olarak benim i¢in 6zelligini koruyor.

Sarmagik, benzerlikler, geliskiler, kurgular, yeni diinyalar kurma girisimleriyle, tepkilerden dogan gesitli
nedenlerle 22 sanatgiy1 bir araya getirdi. Bu 22 sanatgi, serginin tartigma, tiretim ve kurulum stireglerinde

bu nedenlere daha nicelerini eklediler.

2 Bronwyn Lace'in Ellere Dair pargasini mizisyenler Bongile Lecoga-Zulu, Clare Loveday ve Micca Manganye ile ortaklasa olusturuldu.
Birlikte ve gorlintiilere yanit olarak sarkilar ve yas, kaynasma, emek ve el sesleri tlizerine meditasyon yaptilar.

4 Cengiz Tekin, ses kompozisyonu i¢in Beglim Calimli ile calisti.

S Alkan, Charles-Valentin. Kiyidaki Deli Kadinin Sarkisi Prelude Opus. 31, No. 8.
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Sarmasik

A.S. Bruckstein Coruh

Bu serginin adi Sarmagik. Sarmasigr izl biytiyen, yaprak dokmeyen, ormanlk alanlarda siiriinerek ve
gittikce genisleyerek icinde bulundugu ortanu daha katmanh ve karmagik kilan bir bitki olarak, botanik
terimler ile diiginmek miimkiin. Ancak Zilberman’da gerceklesen sergiler baglaminda ve kiirator Bagak
Senova’nin tahayyiiliinde sarmagik, bir metafordan ziyade bir yordam olarak karsimiza ¢ikiyor. Sarmagik
burada bir devinim mekanizmasi: siiriiniiyor, yayiliyor, birden beliriveriyor, bir koksap gibi gelisiyor ve
mekanda, mekanin farkindaligiyla varlik goésteriyor... Sarmagik burada tiimevarimsal, materyalist, nesne
odakls, pratiklere dayal ve sittiasyonist stratejilerle faaliyet gosteriyor. Bu anlamda sarmagik bir distinme
ve bagkalarina kucaklayict bir ortam saglama big¢imi, ayni zamanda kugbakis1 gériisten kurtularak
beklenmedik yerlerde belirivermenin, insan olsun olmasin yagayan varliklari, sanat eserlerini, nesneleri,
kisileri ve topluluklar: birbirine baglamanin bir yolu. Zilberman bu sergiyle beraber sanatsal tahayyiiliin
gecmis donemlerde sahit oldugumuz somirgecilerin ve diger gaddar kurum ve aktorlerin iggalei bakigim
nasil yerle bir ettigine odaklanyor. Sarmagik sergisini daha iyi anlamak i¢in somut terimlerle diigiinerek
kelimenin kendisiyle yola ¢ikmak anlamh gértintiyor: Sarmagik kelimesinin Latince kargihg olan “hedera”,
Proto Hint-Avrupa dilinde “yakalamak, kavramak ve anlamak” anlamina gelen “ghed” s6zctugiinden
geliyor. Senova’nin Alexis O. van Tlon’e atfettigi oldukga gizemli bir kaynaga gore ise “sarmagik”
kelimesinin Arapga kargihgr “aseka” ve Bagak Senova’nin metninde de ortaya siiriildiigi tizere bu kelime
de Tirkge’deki “(tutkulu) agk™ ile ayni kokeni paylagiyor.

Sarmagik, Viyana’da bulunan gizemli bir kurum olan ve Jorge Luis Borges’in birinci tekil sahis
perspektifinden kaleme alinmg 77in, Ugbay;, Orbis Tertius metninin de kizkardesi sayilabilecek Institut fir
auBergewohnliches Archivwissen (Olagantstt Arsiv Bilimleri Enstitiisit) aracihgryla birbiriyle dolayl
baglar1 bulunan yirmi iki sanatgin iglerini bir araya getiriyor."! Sergi, Zilberman’in galeri mekani, Misir
Apartmani’nda yer alan proje alani ve Zilberman Selected adli en yeni girisiminden olugan Istanbul’daki
ti¢ ayrt mekanina yayihyor.

Misir Apartmani’nda bulunan ana galeri mekanina girdigimde sol cephede ilk olarak dikkatimi
¢eken i3, Johannesburg ve Viyana’da yasayan sanat¢r Marcus Neustetter'in Spekiile Edilmis Gilge Manzarast
[Speculated Shadow Scape] (2022) baglikh isi oluyor. Tsin yer aldig: siyah kégede, mekénin ortasima
konuglanmig beyaz parsdmenle kaph ahsap bir kutunun tizerine yerlestirilmis cesitli objeler goriliiyor;
bu objeler ¢etin ¢evre sartlaria sahip bir bolgede, belki bir ¢6lde hatta bir uzay zemininde istiflenmis
arkeolojik kalintilara, kayalara, fosil organizmalara ve buluntu nesnelere benziyorlar. Bu nesnelerle

adeta bir doga tarith muzesinin, 6rnegin erken dénem insan yerleskelerinin benzersiz kalmularmimn sahne

1 Borges'in TIén, Ugbar, Orbis Tertius baslikli kisa dykisU ilk olarak Arjantinli Sur dergisinde anakronistik, 1947 tarihli bir yazar notuyla
beraber 1940 senesinde yayimlandi; 8ykiiniin ilk ingilizceye cevrilmesi ise 1961'de gerceklesti. Borges'in hikayesini animsayan
okuyucular olacaktir: TIon, iginde yasayan insanlarin 6znel bir idealizm fikrine inandigi bir diistince dtinyasidir, Ugbar icinde
yasadiklar kurmaca Ulke, Orbis Terius ise kurmaca mekanlar, anlatilar ve iligkiler kurgulayan gizli bir orgtttar.
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1igtklandirilmast esliginde ustaca teshir edildigi Smithsonian Miizesi envanterleriymiscesine karg karsiya
geliyoruz—buluntular, 6nlerinde saygiyla egilen ziyaretgilerin karsisinda, ge¢migin ehlilestirilmis ve kapana
kisilmug atalari pozisyonunda gelen gegenlerin bakigina tabi oluyorlar adeta. Ancak Spekiile Edilmis Gilge
Manzaras: [Speculated Shadow Scape/’'nda yer alan nesneler daha farkl faaliyet gosteriyorlar. Nesneler rastgele
araliklarla yanip sénen LED 1giklar tarafindan aydinlatilmig beyaz bir parsémenin 6niinde 1siklarin
etkisiyle hem golgelere doniisiiyor, hem de kendi golgelerinin 1518a doniismesine sahit oluyorlar; golgeler
hafifce yanip sénen lambalarin ritmine riayet ederek merkezi bakisi kiran, tersine dénmiis bir Plato
magarasina doniiserek bakisi geri ¢eviriyor, izafiyet ve belirsizlikle tanimlanan bir sahne olusturuyorlar.
Mekana 6zg, siyah arka plan tizerine beyaz ¢iziktirmelerden olugan duvar resmi Plato’nun i1k, digtince
ve perspektifin bagrol oynadigi alegorisini tam tersine ¢eviriyor. Varsayimsal golgelerin hitkiim strdigt bu
kose, Sarmagik sergisinin ortaya koydugu metodun biittnliiklii bir 6zeti sayilabilir: parcali bilis yontemleri,
zigzagh digtinme bi¢imleri, sémitrgeci bakigindan kopup giden atlamalar, eksik kanit pargalari, tizerinde
eski tip dedektif ¢aliymalarinm siirdiiriilecegi kalintilar, belirsiz baslangiglardan yol alan, poiesis-siyasi
temellere dayanan bir ekosistem. ..

Bochra Taboubi’nin Zilberman Selected mekaninda sergilenen, insani igine ¢eken video ve
¢izim yerlestirmesi Mesele Kiimesi [Cluster of Maiter] (2022) paleontolojik kalintilara (ya da iklim ve
bitki 6rtiistine) karg: gorece daha siyasi bir yaklagim benimseyerek doga tarih miizesi Tunus Devrimi
sirasinda yagmalanarak yakilan Métlaoui’den gelen objelere odaklaniyor. Taboubi kurmaca ve doga
arasinda bir denge tutturarak sanatsal tahayyiiliin yardimiyla ge¢misin etrafinda dolanarak onu yeniden
yaziyor, bunu da tarihin yaralarim sarmaya muktedir bir gelecek fikri izerinden basariyor. Taboubi’nin
ayni zamanda Viyanali arastirma bazli egitim programi Octopus Programme’in bir tiyesi oldugunu not
etmekte fayda var.

Burada sahit oldugumuz dolambach yollardan giderek, sanatsal tahayytiliin koridorlarinda
dolanan ve Deleuze & Guattari'nin Bin Yayla: Kapitalizm ve Sizofren’de “gogebe olusu” olarak tasvir ettigi
devinim, kendi ihtilafli dogas1 ytiztinden savag makinesine déntigen bir agk edimi olabilir mi? Yani agk,
zigzaglanarak devinen bir direnme araci olabilir mi? Agk, somiirgeci imhaya kars1 benimsenecek bir gerilla
teknigi ve sanatsal bir cevap olabilir mi? Veyahut bunun tam tersi olarak, somtrgeci tarihselligin ¢ilgin
imha hizina yetigebilecek sanatsal bir yordam tegkil edebilir mi?

Sarmagik, somiirgeci bakigin benimsedigi farkli mekanizmalar aragtirma odakh igleriyle temelden
sarsan multimedya ve performans sanatgist Heba Y. Amin’in iki isini de bir araya getiriyor. 2015’ten beri
Zilberman biinyesinde kisisel ve grup sergilerinde genisge sergilenen islerinde sanatgi, farkli gézetleme
ve izleme teknolojileri araciligiyla tahakkim ve kontrol mekanizmalarim odagmma aliyor. Bu sekilde
geometrik optik modelin temel prensiplerine gonderme yaparak merkezi perspektif ve dogrusal (yani
fallik) bakisi gercek tarihsel ve jeopolitik pozisyonlarla iligkilendiriyor. Sarmagik sergisinde yer alan Ustanin
Araglar 1/11 (Herman Soergel’in Portresini Yeniden Canlandirmak) ['The Master’s Tools I (vestaging of Herman Soergel’s
portrait)] baghikli igler; 2018 tarihli iki adet arsivsel siyah beyaz fotograftan olusuyor ve sanatginin Batik
Deniz Operasyonu [Operation Sunken Sea/ bashkli engin aragtirma projesine bir bakis sunuyor. Gcebelerin
somiurge karsiti savag aygitlariin zigzag devinimlerini benimseyen Batik Deniz Operasyonu [Operation Sunken
Sea/, Akdeniz’i Afrika kitasmda yeniden pozisyonlandirarak ve denize ulagan yollar1 yeniden kurgulayarak
Afrika ve Avrupa’y: tiim bdlgenin yararma tek bir stiperkitaya dontigtirmenin yollarmu tasarliyor, sunuyor
ve icra ediyor. Bu projeyi uygulamakla miikellef figtirler roliinde ise farkhi (erkek) ordu diktatérlerinin
kiliklarina girmig halde sanat¢inin kendisi gorulityor; Amin, béylece Sarmagik’in agka atfettigi, belirli bir
mantik giitmeyen zigzag tekniklerini, dogrusal olmayan kisa yollari, dolanmalar, yerinden edilmeleri

ve fallik olmayan uygulamalar: kullaniyor. Bu bagina buyruk yontemlerin varligma dair delilleri,
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somiirgeciligin tarth boyunca ve giincel dénemlerde benimsedigi teknikler tizerine kaleme alinmug ve eski
zamanlarda kadmna dair arzuyu isleyen yonetim bigimlerine odaklanan bir makalede bulmak miimkiin.

Metinde s6yle yaziyor:

“Onemli olan su ki, askin kendisi de bir savag makinesi gibi faaliyet gosteriyor. Ayni bir
kadin gibi’ hareket ediyor, diigincenin pargalanmasi ve anarsik yurtsuzlagtirma stireclerine
kendi bedeninde yer aciyor. Kendi (bedensel) perspektifinden 6zgiirce hareket halinde
gorintyor, ancak (bedeninden ayrilmis) kugbakigt gériintimden bakildiginda gértinmez
oluyor. Esasen bu disil 6zne eski bir sayfanin tizerine yerlesmis harfler gibi hareket ederek
satir aralarina, catlaklara ve deliklere gizleniyor; zaman zaman bag dondiirtict bir hizda
kivrilarak ve kendi etrafinda bagibos dolanarak derinin ytzeyinin altinda olan ve cografi
olarak unutulan veyahut bilingli olarak gérmezden gelineni birbirine bagliyor. Ayni eski bir
sayfadaki harfler gibi ne digaridan, ne de aligilmig bigimde anlagilmaya kadir beklenmedik
vektorleri ve tanjantlar takip ediyor. Boylece (kadin) arzusunu merkez alan, tamamiyle

tlimevarmmsal bir digiince bigiminin yolu agilmus oluyor.”

Neustetter'mn Spekiile Edilmis Gilge Manzaras: [Speculated Shadow Scape] isindeki tuhaf nesneler basarya
ulagmamusg, bagimsiz bir Gliney Afrika uzay projesinden geriye kalanlar... Diinya’nin yortingesine tekrar
girdiginde pargalara ayrilan bir uydunun yanmug kalimtilar: ve dolayisiyla da Giiney Afrika’nin bir uzay
misyonu diizenleyerek kendi smirlarini yukaridan belirlemeye niyet etmesinin tarihe diistilmiis bir anisi.
Tersine cevrilmig bir itkiyle, Sarmagik sanatgilar: harabeleri toplamak ve haritalamakla da ilgileniyor.
Neustetter'mn Zilberman Selected’da sergilenen /Meghule] Yolculuk [The Journey] isi, sanat¢imin “oyuncu
riyalar ve simiilasyonlu yolculuklar” adimi verdigi bir kutu dolusu islevsiz fallik roketten olusuyor. Peki
butiin bunlar ne anlama geliyor? Kars1 karsiya oldugumuz mizahin ta kendisi. Evet, bu sivri nesnelere
ve fallik hezimetlerine neredeyse hayranlik duyarak giiliityoruz—tek boyutlu distince bi¢imlerine,
dimdiiz nigan alip filamakta bagarisiz olmalarma da. Bir de sanat¢i Ramesh Daha’nin aymi konuya nasil
yaklagtigina odaklanalim: sanatcinin UFO 1945 (2021) baglikli, olagantistii bir dikkat ile fiizen kullamlarak
¢izilmis resimleri Neustetter'm Yolculuk [The Journey] yerlestirmesinin yanina konuglanarak buluntu
belgeler ve Nazi rejimine dair sahte propaganda araclariyla alay ederek komplo teorileri, bilim kurgu
hikayeleri ve UFO nesneleri hakkinda ¢izgi romanlar tizerine yari ciddi, yar1 alayci bir sanatsal yorum
sunuyor.

Bu kendine 6zgii agk, veyahut (disil) arzunun “savag makinesi”’nin kendi devinimini nasil kesfettigi,
geligtirdigi ve arastirdigi ise Zeynep Kayan’in fotografik iglerinde gértniir oluyor. Zilberman ile
2013’ten beri isbirligi halinde olan sanatci, kendi bedeninin hareket etme bigimleri tizerinde uzam,
farkh malzemeler, 151k ve tekrar ve varyasyon gibi farkh ritimler aracihigiyla deneyler yapiyor. Sarmagsik
sergisi, Kayan’m New Yorklu sanatgi Trisha Brown’un (1936-2017) Akiimiilasyon (1971) bashkh ¢igir agan
performansi tizerinde olaganiistii ve genis kapsamli koreografik yorumlarmdan olusan bir bir iki bir ki
iig: dikkan /from the series one one two one two three: atelier/ (2021) serisinden yedi adet iki panelli igi bir
araya getiriyor. Bir ¢caliyma yontemi olarak duraganliga meydan okuyan, iceri doniik bakisin diizenini
bozan, bir algi bigimi olarak bag dénmesini teklif eden, dahasi oldukga belirgin ve diizensiz hareketleri

stiresince yer¢ekimine de karst ¢ikan Kayan stire¢ boyunca ytzeye, dokunma duyusuna, tekrara ve

2 Bruckstein, A. S. “The Talmudic Bride and Her Shadow’s Dream!” Art Unlimited, ingilizce edisyonunda yayinlanacak ekten,
Wednesday Society: The Couch of Meret O. (Istanbul/Berlin/New York), 2022. Alinti hafifce degistirilerek cogunlukla Deleuze ve
Guattari'nin Bin Yayla'sina atifta bulunmaktadir.
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gesitlilige odaklaniyor; bu sekilde sanatgi bizlere deneysel atolye ¢alismalara dair kisa bir bakig sunuyor.
1970’ler New York’undan aldigi esinle Kayan yalmzca Trisha Brown, Merce Cunningham ve John Cage’i
Istanbul’un sanat ortamna tamstirmakla kalmiyor, ayn1 zamanda sergi kiiratdriintin birytik bir dikkatle
kurguladigy, Sarmagsik’a 6zgii diisinme/harekete gegme/yazma bi¢imlerini nasil takip edecegimize dair
belli belirsiz bir iz de birakiyor ardinda. Sanat¢i Yane Calovski’nin Isimsiz (Nakg) (2022) isi daha ilk bakigta
verdigi Oklidyen ve geometrik intibai tersyiiz ederek modernitenin ve merkezi perspektifin kadinlara ait
kisisel argivlere, kiltiirel gorelilige ve kolektif hafizaya sikica yerlesmis 6rtuntiilerini bozuyor.

Ana galerinin tam ortasina konuglanmug bir diger i ise alginin géreceligi ve belirsizlik halleri tizerine
odaklanan Zeminin Bir Metre Uzerinde. Uzay Kapsiiliimiiz igin Eskizler [ One Meter Above the Ground. Drafts for
Our Space Capsule | (2022) baghikh ¢arpict yerlegtirme. Viyana merkezli Octopus Programme’in tiyesi olan
sanatcilar Nirual Kenabru ve Verena Miedl-Fail3t yerlestirmede cam fanus ile ¢cevrelenerek yercekimi,
hareket veyahut islev olmaksizin uzamda stiziilen bes adet gtinlik/botanik/fosillesmis nesne sunuyorlar:
bu objeler bir salyangoz kabugu, bir ip yumag , dal tizerinde bir liken, kilden yapilma bir titstltk ve bir
adet de (seramik) armuttan oluguyor. Objelerin iizerine yerlestigi, ¢izimlerin yer aldigi 1gikli panolar, dikey
veyahut yatay kesitlere sahip nesnelerin mimarisine dair stiphe uyandirict ya da matrak gorsel tasvirlerde
bulunuyorlar. Panolarin késesinde ise ¢izimlere eslik eden el yazisiyla karalanmus, ¢ift dilli yorumlar
gorulityor. Serginin mimarisi, siir ve 6zel olarak tiretilmis ses kayitlart mekanda yer alan her objenin
kendine has performatif siirselliginin ifadesine yardim ediyor. Merkezi perspektifi ortadan kaldirarak
objeleri gevresiyle beraber, hatta obje bunu talep ettigi takdirde onu tam tersinden okunur kiliyor. Nesney1
ve siirselligi eszamanh olarak kavramanin yolu yok. Dortli siitunlara ayrilmig metinler hem nesnelere dair
tasvirleri, hem de s6z konusu nesneler etrafinda nasil davranilmasi, hareket edilmesi gerektigi konusunda
bizi yonlendiriyor., Bizlere bu nesnelerle ne yapacagimiz, iclerine nasil girecegimizi ve neresinden

¢ikacagimizi, uyanlarla beraber aktariyor:

[seramik armut| “Sarmal merdiven, yukariya dogru da cikabilir agagiya da inebilir.”
[salyangoz kabugul| “Izinsiz giri§ yapanlarim tirmanamamasi igin yiizeyin ustii kaygan.”
“Sonsuz koridor, upki kulagin i¢ine girmek gibi.”
[ttsilik] “Sadece asagidan girig var ve girildiginde 180° doniiyor.”
“Zirhlari, kalkanlar ve silahlari daha hizli paslandirmak i¢in hortum
baglarmda hizli-pas-ajanlari kullanir.”
“Dtigmani yormak icin kafa hizasinda su da puskurtiliir.”
[ip yumag| “Al¢ak mimari: Oturmak ayakta durmaktan daha 6nemlidir.”
“Dokumaci kug yuvasi gibi”
“Tavanda: Ayakta dururken digar1 bakmak i¢in cami olmayan delik.”
“I¢ tasarim: minder koltuklar”
[liken] “igerdeki duvarlar taze yapraklardan yapilmistir ve dokunursan yumugak
yastiklara dontstrler.”
“Bazi1 dallan kirlgandir—ucuruma diigme tehlikesi s6zkonusu”

[vb./tamamlanmamus|

Meselenin 6ziine heniiz ancak gelmemize ragmen, bu satirlarin yazari kendisine ayrilan stirenin
sonuna geldiginin ve bu makaleye ayrilan alanin tiikendiginin farkinda... Sevgili okuyucu, lutfen Erkan

Ozgen’in Gegmigi Susturmak (2022) adh, geng bir kizin ormanlik alanda buldugu mermi ve silah sarjorleriyle
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kendi bagina misket oynadigr videosunu mutlaka gériin. Burada sahit oldugumuz sesi kisilmig savag suglart
mu, yoksa ekolojik bir felaketin sonrasimi tasvir eden sessiz bir son sahne mi? Videodaki geng kiz, savagin
senaryosunu sil bastan yazarcasma oyununu dikkatle, hatta adanmighkla oynuyor—hatta belki onu
amagsiz oyunlara dair bir manifestoya doniistiiriiyor? Bu hepimizin 6ykiindiigt tirden bir bagari, bir tir
anit olmaz mrycdi? Ozgen, sessiz tanikhigin kederli celiskisini Zilberman Berlin’de gergeklesen The Red Gaze
sergisi kapsaminda sergiledigi ikonik videosu Wonderland (2016)* aracih@uyla bizlere daha 6nce aktarmigti.
Ozgen’in Gegmigi Susturmak videosuyla biraz vakit gegirdikten sonra, liitfen asag kattaki proje alanina
inerek Cengiz Tekin’in (kamera gériintiilerini Ozgen’in gektigi) Welcome to Naturland (2022) videosunu
izleyin. Bu eserde seyirciyi kargilayan sehir harabelerinin dehget verici derecede sairane, korkung tiziicii
ve derinden sarsict bir bigimde dokunakl, distopik manzaralari; bu ¢oklu 6liiddoga tablolarda sanatgilarin
yikik seylere duydugu derin sevgiyi, mizah anlayiglarim, aska ve &kkun olam’a (diinyay1 onarma) dair
Oykiilerini ve esprili siyasi direniy manzaralarini bulmak miimkiin.

Derken Sarmagik yoluna devam ediyor ve Eros’un Thanatos’a temas ettigl yere ulagtyor. Azade
Koker’in birbirine bakan iki bos sandalyenin hayali bir akademik tartiymanin ortasindaymiscasina
karg1 kargiya, sergi duvarinin iizerine konuglandigr Diyalog (2022) isimli mekana 6zgii yerlestirmesi,
sandalyelerin yaninda psikanalizin babas: Joseph Breuer ve Nietzsche’yi gosteren iki sagh sollu fotograf
ile tamamlaniyor. Fotograflarin altinda ise sandalyelerin kolgak, sirt ve ayaklarinin anatomik ayrintilarini
gosteren pigment fotograf baskilar yer aliyor. Bu fotograflar bize sandalyelerin alacal derisinin yakin
¢ekim ayrmularm, agilmig ve onarilmig yaralarini, aginmig eklemlerini ve parcalanmig dokularimi her seyi
bir arada tutan ince dokuma pargalariyla beraber gosteriyor. Bu bos sandalyeler iki kisilik bir konusmaya
dalip gitmig halde pozisyonlanarak biz 6znelerin birbirimizle diyaloga ge¢tigimiz ve konusmaya
bagladigimiz an kendimizi i¢inde buldugumuz agik, bombos ve kirilgan hali bize gerisingeri yansitiyor.
Kéker’in islerinde ifade bulan, kadim bir bilgelik: ruhun kendini agabilmesi i¢in ilk etapta metnin de,
sarfedilen sozlin de bos, kirilgan, belirsiz, hatta okunmaz halde olmasi gerekiyor. Psikanalist Hélene Cixous
bu tiirden her yone dogru evrimlesmeye hazir, highir belirli hedefe yonelmeyen metinlere kadinyazist adini
vermigti. Kiiratér Senova ise son derece titiz bir kizkardeslik dayanigmasiyla sergide Maarit Mustonen’in
biiytk-biiytikannesinin gémlek pantolon gibi giysilerini ve diger kiyafet patronlarmin yer aldig sanatg
kitabin1 Koker’in Diyalog’uyla ve Didem Erk’in satir arasi miidahaleleriyle palimpsesti andiran yazilar:
st tiste bindirdigi ve bir acik sayfanin tizerinde duran bir cam kiire ile sergilenen olagantstii bir yazin
urtnt olan Dwan-1 Semst Tebrizi (2022) isiyle yan yana duruyor. Roland Barthes, André Masson tizerine
metinlerinde de “Yazinm kutsal addedilebilmesi igin okunmaz olmas: sarttir,” diye vurgulamisti. Memed
Erdener’in alfabe formlari tizerine odaklanan fnsamn S Hayvan [Sembolik olan tiketilemez] adly seriden
olan —is1 de bunun ispatt niteliginde. Sonrasinda ise litfen Bronwyn Lace’in ana galeride yer alan Ellere
Dair [Of Hands/(2022) igini bir de bu baglamda inceleyin.* Burada sanat¢inin “elleri” kendine 6zgii
ayricr Ozelliklerini muhafaza edememis, anlar, esekarilar ve bagka huzursuz edici varliklar tarafindan
isgal edilerek oliime, ¢lirtimeye, giizellige ve diizensizlige ev sahipligi yapmaya baslamis; bu eller yepyeni

organik bigimlere ve arizalara gebe doniigiimlere karst agik gériiniiyorlar. Ustelik bu ellerin davranglar da

@ Wonderland ilk olarak Viyana'da Isin Onol kiiratérliglinde 2016 yilinda gerceklesen When Home Won't Let You Stay sergisi
kapsaminda sergilendi; eseri The Red Gaze sergisine dahil etmemden dnce ilk gériistim de bu sergide oldu. Daha fazlasi icin,
Bruckstein Coruh, A. S, and Lotte Laub. 2016. The Red Gaze sergi katalogu.

4806zU gegen uhrevi ortam mizigi, Bongile Gorata Lecoge-Zulu, Micca Manganye, Clare Loveday, ve ses tasarimcisi Zain Vally
ishirligiyle, mizisyenlerin yas tutmaya, toplu halde hareket etmeye, emek vermeye ve eller lizerine distincelerini paylastiklari bir
stirecin sonucu olarak ortaya ¢ikmis.
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Egle Oddo’nun Muhafaza III [Repository 111 ] (2022) adli isinde tuhaf bir ¢lirime siirecinde goriintillenen
organik yiyeceklere benzerlik gosteriyor. Evet, insan ruhu, metinler ve doga, bunlarm hepsi sok edici
derecede ikircikli; dahasi savag sahnelerinde, ihtilafli bélgelerde ve ekolojik sikintlar sirasinda alanci
distinme bi¢imlerinden uzaklagmak, genelgeger ayrimlardan kaginmak, merkeziyetci (ve somiirgeci) bakig
agilarindan kurtulmak, yatay ritimleri ve mukavemetleri geride birakmak her seyden acil ve 6nemli. Omar
Barquet'nin Riydaki Deli Kadimn Sarkise (Yankiireler) (C.V Alkan’a ithafen) [The Song of The Mad Woman on

The Seashore (Hemuspheres) (Afier C. V. Alkan) | (2020) isi, Fatog Irwen’in Fig'ii (2012), Simon Wachsmuth’un
Aglarm Efendisi—Rogt Seramikler: [Master Of The Nets - The Kochi Tiles/ (2007-12), Christiana de
Marchi’nin Yikilan Duvarn Ingasi [Building a Falling Wall ] (2021-22) ve Larry Munoz’un Magaradan Mars’a
[From Caves to Mars] (2022) igleri yitip giden bakig agilarinin, yerinden edilmig cografyalarin, akiskan
zamanin ve tersine déndiriilmiiy mimari yapilarin birer numunesi niteligindeler. Son olarak Burgak
Bingol'tin Adaptasyon’n (2022) nafile bir varolusa, yok olusa, solup gitmeye dair bir taniklik niteliginde,
muazzam ve kudretli seylere yazilmig bir veda mektubu adeta. Yine Bing6l'e ait Tugla’min Diigii'nde ise

beton tag ve tuglalara ait yrtkintilar dahi yumugamaya ve akiga ge¢meye hazir griiniiyor.
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Etrafini Cevirerek Siisledigini Bogan

Jonatan Habib Engqvist

Alexis O. van Tlén, Orbis Tertius (“Ugiincii Kiire”) adli kapsamh, ancak highir zaman tamamlanmamig
ozdeyisler kitabinda “Kurmaca, gercekligin orttiigii hakikati ortaya ¢ikarir” diye yazar....! Sozkonusu
el yazmasinin, kaderin hangi tuhat cilveleriyle Viyana'nin saygin kurumlarindan Institut fiir
auBergewdhnliches Archivwissen (Ender Goriilen Argiv Bilimleri Enstitiisit) arsivlerine dahil oldugu
konusuna burada deginmeyecegim; ancak gecgen seneler i¢cinde van Tloén’tin ya bir grup ya da tek bir
yazarin mahlasi olduguna dair ortaya atilan pek ¢ok teori oldugunu not etmekte fayda var.” Shakespeare
gibi meshur yazar ve sairler hakkinda ortaya atilan benzer soylentilerin aksine, van T16n 6rneginde ismin
kendisinin dahi nasil olugturulduguna dair pek ¢ok esash teori bulunuyor.®

Zilberman’m ti¢ ayrt mekanina yayilan Sarmagik baglikli bu sergi, aynmi yazarin kaleme aldig bir
diger el yazmasindan yola ¢ikiyor: amator bir dilbilimci olan van T16n, sézkonusu metninde sarmagik
kelimesinin Arapga karsihigi olan “ageka’nin Ttrkce “ask™ ile ayni kokenleri paylastigina dair ciiretkar
bir iddiada bulumakta—yazara gore derin ve saplantilh askin dogasi, bir sarmagigin siiratli buytime
hizini aksetmektedir. Van Tlon elbette bu satirlar kaleme aldig1 zaman aktardigi anektodun Avrupa
Romantizmini ve Oryantalistleri derinden etkileyecegini bilemezdi; ancak yazarm ask ve sarmagik bitkisi
arasmda kurdugu bu benzerlik, aralarinda Virginia Woolf, Christina Georgina Rossetti, Charles Dickens
ve hatta $ilili sair Pablo Nerudanm da bulundugu bir grup yazarin eserlerinde de goriintr olacakt...*

Alexis O. van Tlontin kurmacanin hakikati ortaya ¢ikardigina dair yukarida alintiladigim s6zlerini
tekrar ele aldigimizda, yazarin varolugsal sorular ve kurgu yazini arasindaki bag tizerine bu kadar

distinsel emek harcamasi kendisi i¢in manidar bir son durak olsa gerek—bilindigi tizere Arjantinli

1 Orbis Tertius (Latince “Ugiincii Kiire”) bilylik bir olasilikla Herbert Ashe tarafindan 1947'de derlenmistir. Alexis O. van TIén, bu
olaganiistii ve bliytk dlgtide yanlis yorumlanmis mistik metinlerinde fiziksel nesnelerin varlik gdstermedigi, dilin adlara sahip
olmadigi ve evren de hir dizi zihinsel stirecten baska bir sey olmadigi icin temel bilimsel disiplininin psikoloji oldugu, nesnelerden
buttintyle arindiriimis bir gercekligin pesine duser (daha fazlasi igin 1917. The Aglo-American Cyclopaedia. New York). Aralarinda
Bertrand Russell'in da bulundugu bir grup psikanalist, felsefeci ve yazar bu teorilerden bliytik dlclide etkilenmistir (6rnegin Zihnin
Analizi, 1921); hatta sdzkonusu alinti zaman zaman Ralph Waldo Emerson’a da atfedilmektedir.

219. ylzyihn ilk yillarina uzanan bu belgenin kaynaklarinda ikinci Diinya Savasi'nda Miittefik Kuvvetler ve Ana Mihver Devletleri
arasinda 1940-43 seneleri arasinda gergeklesen (ve Libya ve Misir ¢dllerinin yaninda Fas, Cezayir ve Tunus'ta da ¢atismalara

sahne olan) Kuzey Afrika ¢ikartmalari sirasinda el degistirdigine dair kayitlar bulunmaktadir. Dahasi, bu belge Institut fir
auRergewdhnliches Archivwissen kurumunun arsivlerine dahil edilmeden 6nce Arjantin’e gb¢ etmis bir grup Alman vatandasinin da
elinden gecmistir.

2Van TIon'tn gergek yasam dykUsU aktarilan sdylentilerden daha da olagantstii olabilecekse de, Gunnar Efjord Herbert Ashe'ye
yazdigl bir mektubunda van TI6n'tin isminin Efjord’un ortaya attig| teorik egzersizleri destekler nitelikte birkac farkl gizli kelimeyi
icerdigini not eder. Van TIon'tin ismine gizlenmis kelimeler “aligsiimadik ve oldukca kendine has anlamlar” tagimaktadir. A-l-e-x-i-s-o-
v-a-n-t-1-6-n harflerinden ‘antinovel’ (yani geleneksel roman 6zelliklerinin highirini barindirmayan bir kurgu eser), ‘non-volatile' (glic
kaynagi kesilse dahi veri koruyabilen yapilar icin kullanilan bir bilgisayar terimi), ‘alveolation’ (derin gécUkleri olan, peteksi yapiya
sahip) ve Alloxantin (oksitlenme slirecinde ortaya cikan bir kristal bilesimi) gibi sozclklere ulasilabilir. Ayni sekilde 1947 tarihinde
kesfedilen bu mektup da gtinmtizde Institut flr auBergewdhnliches Archivwissen arsivlerinde yer almaktadir.

4Virginia Woolf'un eserlerinde sarmasiga yaptigi atiflar tizerine bir derleme igin:
https://woolfherbarium.blogspot.com/p/53-ivy.html
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edebiyat kuramcist Ana Maria Barrenechea bu tisluba ‘na-gergekei’ adini vermigti. Barrenechea’ya van
Tlon’lin elyazmalarinda iki tip yazin stili gbzlenmektedir ve bunlardan ilki, gerceklere dayah hikayelerin
kurgusal teknikler kullanilarak aktarildigi, kurgu olmayan inceleme ve masal arasinda gidip gelen bir
tiirdiir. Tkincisi ise genelgecer bilgi, dilbilimsel teori ya da heniiz kesfedilmemis, kapsamlica okunmanms
edebi eser kisvesi altinda sunulan edebi sahtecilik tirtinleridir. Barranchea’nin van T16n yazinmm hem
bir sergiyle ilk karsilasmada baglangi¢ noktas: teskil edebilecegine, hem de serginin kendisini anlamaya
yardimci olabilecek bir yordam sunduguna dair énermesiyle hemfikirim; van Tlén, eserlerinde gergekten
de Barranchea’nin soztint ettigi iki teknigi de agikga kullanmakta gibi géruntyor.

Diger bir deyisle sarmasik izlegi, sergi(ler)de bir imge ya da bir metafordan ¢ok daha fazlasina isaret
ediyor. Sarmagik burada van T16n’tin “capraz evrim” admi verdigi bir stirecle adeta diinyanin toprak
altinda filizlenen gévdesini (yani koksapini) olusturarak hem sergide, hem sergiyi kavrayisimizda viicuda
gelen bir yontem olarak kargimiza gikiyor.”

Sergi, beni bu tizerindekilerin karalanip ya da silinip yeniden yazilabildigi bir pargomen kagidina
benzeyen sehrin merkezinde yer alan Zilberman Istanbul, Zilberman-Project Space ve Zilberman
Selected mekanlarinda karsilagtigim neredeyse her is temelinde gergeklere dayali hikayeleri aktarirken
kurgu tekniklerini kullanan ve kisa 6ykiiyle kurgu olmayan yazin arasmdaki bir stratejiyi benimsiyor. Bu
sergide 6ne ¢ikan ‘koksap’sal kiiratoryel yaklagim, beni Heba Y. Amin’in bedensel duruslar, jestler, cigek
aranjmanlan ve kelime segimleri tizerine titiz arastirmalarin bir araya getiren Batik Deniz Operasyonu—
Akdeniz’in Yerini Degistirmek baslikli cok katmanli performansini belgeleyen bir fotograftan, Cengiz Tekin’in
Tirkiye’de bulunan terkedilmis bir tatil kdytiniin video gértintilerinin ucusan yaprak animasyonlari,
polisler ve protestocularla birlestigi esere gotiiriiyor. Erkan Ozgen’in yanmug bir ormanlik alan éniinde
gelik bilyeler ve mermi kovanlariyla oyun oynayan kiiciik bir kiz1 gésteren video ve fotograflarindan Egle
Oddo’nun olaganiistii kogullarda hayatta kalabilen ekstremofil tohumlar: petri kabi tizerinde mikroskobik
yakinlikta goriintiiledigi fotograflarina uzaniyorum. Sergide Maarit Mustonen’in kumag kalintilari, Didem
Erk’in adanmug bir emekle kaleme aldigy, (istelik van T16n’in bir diger imzasi niteligini tagiyan) spirallerle
kapl, yari-kurgu gtinliikle 6rtiisityor. Bronwyn Lace’in pencere pervazlarindan, kanepe altlarindan ve
stiptirgeliklerin kenarindan topladigs gesitli farkh tiirlerdeki ar1 ve esek arilarini altin varakl bir zemin
uzerinde 6bekleyerek diizenledigi térensel ritiiele ses kayitlar1 eslik ediyor. Diger bir taraftan da, Tunus'un
jeolojik kaynaklarimi yakindan inceleyen Bochra Taboubi'nin dogal canhlar ve kurgusal formlardan olugan
envanteri, buginii konugmay1 olasi kilan fauna ve floralarla ilgili bir 6neri sunuyor.

Yakin zamanda yapilan aragtirmalar sarmagigin insan saghgma beklenmedik faydalari olabilecegini
gosteriyor. Buytime strecleri bir acidan bogucu olsa da, sarmagigin i¢inde barindirdigi baz 6zellikler
bir diger agidan bunun tam tersi bir etkiye isaret ediyor. Ornegin i¢ mekanda bulundugunda sarmagik
havanin temizlenmesine yardimer olabiliyor ya da tiiketildiginde 6kstiriiklii hastaliklardan soguk
alginliklarina, viriitik enfeksiyonlara kargi antioksidan gorevi gorebiliyor, hatta viicuttaki iltihabi yatistiric:
bir etki gosterebiliyor.® Bu ayni anda iyilestirici ve zehirli bitkinin ikircikli dogasi Nirual Kenabru ve Verena
Miedl-FaiBt'm farkh nesneleri aydinlatilmis fanuslarin altina yerlestirdigi Zeminin Bir Metre Uzerinde. Uzay
Kapsiiliimiiz igin Eskizler basghkl yerlestirmesinde yankilanirken, harabeler tizerinde ve yikintilar arasindan
filizlenme temast Burgak Bing6l'tin her ti¢ mekana da yayilan, kendi ge¢miglerini digar sizdirarak adeta
goruntr kilan tuglalarin tzerine yayilmig kuru bitkilerinde gortiniir oluyor. Larry Mufioz’un su kabag:

tohumlarimi Magradan Mars’a ibaresiyle sergiledigi yapiti, insanlik tarihini tim tutkular: ve masallari,

S Orbis Tertius, van TIon (Félix Guattari ve Gilles Deleuze'lin Anti-Oedipus (1972) eserinde alintiladig tizere).

¢ Ornegin, Avrupa Tip Ajansi'nin 2017 raporu: https://www.ema.europa.eu/en/documents/herbal-summary/ivy-leaf-summary-
public_en O.pdf
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ge¢migleri ve gelecekleri ile beraber tek bir karede birlestiriyor.” Yane Calovski’nin soyut bigimleri ve
¢izgilerinin yaninda Ramesch Daha’nin kagit tizerine fizen ve akrilik caligmalar aile baglar: ve devlet
baskist arasimndaki iligkiyi konu edinirken, Marcus Neustetter’m kullanim dig1 bir uyduyla iletisim kurmaya
yonelik abstrt girisimleri, duvarlar tizerindeki ¢entikleri ve saplantli istif¢iligi iletigimin imkansizliklarim
aragtiryor.

Alexis O. van Tlén sarmagik ve agk arasindaki iliskiden adl adinca bahsederken, Shakespeare ise
bir karaagacin gévdesinden yukar: irmanan sarmagik imgesini iki agtk arasindaki (toplumsal cinsiyet
rolleriyle tanimh) iligkiye dair bir metafor olarak kullanir. Burada kargimiza ¢ikan, agacin gévdesini
yavasca, askla sarmalayan bir sarmagik imgesidir: “Hanimeli de ¢it sarmagigina boyle usulca sarilir;
Disi sarmagik karaagacin kabuklu parmaklarma iste boyle ytiztkler gegirir. Ah, nasil seviyorum seni bir
bilsen; Sana nasil tapryorum!”* Zilberman’n ti¢ ayr1 sergi mekanma tutunan, kéklerini salip cigeklenen
bu sarmagik yapili eserler de aymi bitkinin kendisi gibi iki asamada serpiliyorlar adeta. Cocukluk ya da
tirmanma déneminde sarmagtk, kisir olarak tanimlanir ve bu siire¢ boyunca topraktan ziyade tutundugu
yiizeye dogru uzanan upuzun dallar vererek, dikey bir gelisim sergiler. Uzayabilecegi kadar uzadiginda
ise, daha basit yapraklara sahip tirmanmayan dallar verir; bu dogurgan yapraklar ise 6nce sartya calan,
semsiye bicimli ¢icekler, sonra da i¢inde zehirli tohumlar barindiran koyu renkli meyveler verir ve bu
sekilde yasamim stirdiirmek i¢in ihtiya¢ duydugu ekosistemi olusturmus olur. Bu agamali bitytime, ya da
styasi bir pozisyon olarak asamacihk, Omar Barquet'in Hayalet Cegitlemeler: Projes'nde, Zeynep Kayan’in
koreografik kalintilarinda ve Christiana de Marchi’nin geleneksel bir 6rme teknigini kullanarak tirettigi,
styah ipligin tekrarh, ritmik devinimiyle elle tutulur nesneler ortaya ¢ikararak deyim yerindeyse 6rme
siirecinde viicuda gelen yumugak duvarin iglemezligini 6ngérdigii Yikilan Duvar Ingas: videosunda
go6zlemlenebiliyor. Bu tiirden bir ¢ifte agmaz, Memed Erdener’in asemik (yani anlamsal bir icerige bagh
kalmayan, s6zsiiz) metinlerinde, Fatog Irwen’in sarmagiklarla 6rtiilmiis banyosunda ve Azade Koker’in
imkansiz diyaloglarinda da agikga 6ne ¢ikiyor.? Dolayisiyla sergi(ler) arasinda birbirine ne kadar dolanmug
olursa olsun eger ti¢iiniin de ortasimdan gegen bir “kirmizi sicim” varsa, bu tekrar tekrar karsimiza ¢ikan
guzellik ve bogulma duygusu arasindaki iliski olsa gerek. Veya bagka ttirlii aktarmak gerekirse, 6zgtrlige
sahip ¢tkmanin ve insan iliskilerinde, dogada ve yasamda agki dizginlemenin imkansizhigr... van Tlon’tn

deyisiyle varhk, varhgin yoklugunu mesken edinmistir, “ancak bu yoklugun da bir olug bi¢imi vardir ki, o

7Su kabagi veyahut Beyaz Kursun Agacl [Leucaena leucocephala] Meksika'nin glineyi, Belize ve Guatemala'da yetisen ancak
glinlimuizde tropik bolgelerde ve Asya'nin da bazi bélgelerinde de bulunabilen, mimoza ailesine ait hizl blylyen bir agactir. Pek
cok farkli kullanima sahip oldugu i¢in 1970ler ve 80lerde “mucize agag” olarak tanitilan bu bitki, ayni zamanda mantar Gretimiicin
yetistirildigi fakat yabani ot hizinda yayildigi i¢in “catisma agaci” olarak da betimlenmistir.

* (¢.n.) Shakespear, William. 1992. “IV. Perde, I. Sahne” Bir Yaz Gecesi Rilyasi. Gev. Bozkurt, Bulent: s. 87. istanbul: Remzi Kitabevi.

& Friedrich Nietzsche, Putlarin Alacakaranhigi'nda soyle yazar: “En tuhaf ve en sert sorunlara ragmen yasama evet demek; yasamin
en kuvvetli tlrlerinin kurban olusunda bile kendini tiiketmekten haz alan yasama istegi ki ben bunu Dionysos gibi sefahat dtskinlUgu
ile iliskilendiriyorum ve tam da bunun trajik ozanin psikolojisine giden bir kopri oldugunu distintyorum,” ** Burada Nietzsche

ve van Tlon arasindaki olasi baglantilara deginmekten gekiniyorum—ancak Orbius Tertius'ta von TIon bir diger ¢arpici iddiada
bulunarak sarmasigin yalnizca (saplantili) askla degil, Eski Yunan'da sarabi, dogurganligl, engin meyve bahgelerini, bitki orttisting,
zevki, coskuyu, deliligi, askinhg ve tiyatroyu temsil eden tanri Dionysos'la da yakindan ilgili oldugunu savunur; zaten Dionysos da
edebiyat ve sanatta siklikla bir sarmasiga sarili halde tasvir edilir. Sarmasik yaprak dokmeyen ve sararmayan bir bitki oldugundan
olumsuzligu simgeler, ancak 6zellikle Dionysos'a (ve daha sonrasinda Roma mitolojisindeki karsiligl Bacchus'a) atif yapilirken
sarmasik ayni zamanda cinsel tutkunun sonsuzlugunu da temsil eder. Dionysos kendisini reddeden kadinlari blyull bir husuya ve
coskulu hezeyanlara hapsetmek icin sarmasigi kullanir; kadinlar ise Dionysos'un biiyUstine kapildiklarinda daga ¢ikarak Dionysos'un
disi havarileri (ve adlarinin kelime karsiligi 'kudurmus olanlar’ olan) Maenadlarin arasina katilirlar. The Wordsworth Dictionary

of Symbolism: Cultural lcons and the Meanings Behind Them kitabinda Hans Biedermann Yunan kiiltiiriinde komedi tanricasi
Thalia'nin da sarmasiklar tarafindan sarilmis ya da taglandiriimis halde tasvir edildigini not eder; bunun sebebi muhtemelen komedi
ve Dionysos'un temsil ettigi tiyatro arasindaki iligkidir. Eski Misir uygarliginda ise sarmasik 6liimden sonra hayata dénen tanri Osiris'e
6zgudur ve bu sekilde 6limsuzllk ve yeniden dogus ile de iligkilenir.

(e.n) Turkgeye Basak Senova ve T. Melis Golar tarafindan gevirilmistir.
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da tam1 tamina varolusun kendisidir.”’ Burada, muhtemelen bu kisa metnin baghiginmin Virginia Woolf un
yoldag1 ve van T16n’tin de sadik okuru olan sair Christina Georgina Rossetti’nin bir siirinden alindigini
actk etmem gerekiyor.'” Yaziyr bitirirken, sozkonusu sergiler ve disaridaki diinya arasindaki karmagik
baglar tizerine dugtiniirken ortaya ¢ikan ¢trtime ve karsgihkh bagimhlik temalarmin yaninda, stireg
boyunca vuku bulan “capraz evrim” vasitasiyla gene Charles Dickenst'' ve meshur siiri 2egi/ Sarmagik’m

son musralarini hatirlamadan edemiyorum:

Nice gaglar yitti, emekleri ¢triidi kalmads,
Milletler de dért bir yana dagild gitti;

Emektar, sadik sarmagigin ise dolmaz miyadi,
Bakidir ebediyen ding ve tok yesili.

Bu cesur, bigare fidan yalmz giinlerinde
Palazlanip ge¢misi eder kendine katik,

Insan elinden ¢ikma en heybetli bina bile,
Sonunda sarmagigm besinidir artik.

Egsiz, kadim bir bitkidir sarmagik yesil renginde,

Izini siirer zamanin, ge¢migin meskenlerinde.***

° Orbis Tertius. Simone de Beauvoir'in Miiphemligin Ahlaki'nda (1947) alintiladig Gizere.

0 Benim i¢in ne dikeninde filizlenmis gtiller topla isterim,
ne de diiglin sabahina yakigsacak bir bakirenin

Haziran'da kar gibi bembeyaz ve soguk bir mersin:

Bana mahmur dltmle siperlenmis gelincikleri getir

Ve etrafini gevirerek sUsledigini bogan sarmasigi,

Bir de kendini aya acan cuha ciceklerini.

1849 tarihli “G6z0 Yolda” (‘Looking Forward’) siirinden.***

1 Charles Dickens'in bu klasik Ui¢ kitali siiri, her biri on satirdan olusan ti¢ boltim igerir. Her kita kendi iginde tutarli ve misra sonunda
kendini belli eden ababcdcdee kafiye semasini takip eder. ilk kitada Shakespeare'e 6zg, etkin bir eril 5znellik gelenegi gézlenir (fakat
ornegin Ann Carson'in Euripides gevirisinde “Sarmasik meseye sarilir gibi ona sarilacagim” epligini zikreden Hekabe'dir.) Burada
olasi bir istisna Thomas Hardy'nin Sarmasik-kadin siiri olsa gerek (bunun disinda kadinsi 6znenin her zaman anlatinin merkezindeki
“hen"e gdre konumlanan bir soru ve nesnelestirme oldugu kanaatindeyim) ancak ¢iiriime ve yok olma siiregleri sarmasigin sevkini
kirmaz, yalnizca sundugu yakinligi reddeder. Sarmasik “senelerin Griinti olan ufalanmis tozlar” arasinda palazlanir, insanliktan geriye
kalanlar onun icin “neseli bir sélen”dir. ikinci kita boyunca sarmasik bu eskiyip ufalanan mekanlarin arasinda salinir. Stiriinerek cabucak
yayilir; yaslidir ve "kanatlari” da “yoktur”. Sarmasigin terk edilmis binalari ve agaclari sarmasindan sonra ikinci kita mezarliklar arasinda
dolanir, sonrasinda da bu metinde alintilanan son kita zamanin ilerleyisinden ve zorluklara dayanma gtictinden dem vurur: insanlk ve
ortaya cikardiklar yok olduktan ¢ok sonra bile sarmasik burada hikim stirmeye devam edecektir. Dickens siirde kisa uzun vezinli,

bes heceli siir geleneginde gesitlemeler yapar (ancak en sik kullandigi 6I¢ti olarak gene de iki heceyi muhafaza eder)—bu duruma van
TI6N'Gn yazininda da rastlanmaktadir. Daha fazla bilgi icin 6rnegin Philip Hobsbhaum'dan Vezin, Ahenk ve Misra Bigimi, 1995.

ik kez Cagla Ozbhek tarafindan Tiirkgelestirilmistir.

(¢.n.) Euripides. 1943. Hekabe. Gev. Varoglu, Hamdi: s. 20. istanbul: Maarif Matbaasi.
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Marcus Neustetter

Speculated Shadow-Scape

The vertical gaze, an act of looking far up above our heads and seeking deep down
beneath our feet, has preoccupied Marcus Neustetter’s practice for nearly two decades.
This collection of works feels relevant as relics and ruins of an artistic process,
amongst the current chaos of Starlinks, space missions, missiles, telescopes, mars-
habitats, and questions about our own crises on earth.

For 12 years Neustetter has been in an intensive dialogue with SumbandilaSat, a
South African micro earth observation satellite, a symbol of hope (“sumbandila” means
“lead the way” in the Venda language), and a presenter of new perspectives for Africa
through its lens. Late last year, SumbandilaSat burnt up on re-entry into the earth, and
since then, the artists have been searching for its remains. In his search for space junk
scraps that imagine a reconstruction of his collaborator, he presents a box of personal
relics that create the speculated shadow-landscapes that might have been captured in

unknown territories.

Spekiile Edilmis G6lge Manzarasi
Dikey bakis, yani gz hizamizin ¢ok 6tesine uzanma hevesi ve ayaklarimizin altinda,
derinlerde olup bitenleri arama edimi, son yirmi senedir Marcus Neustetter’'in sanatsal
pratiginin odaginda yer aliyor. Bu ig grubu, Diinya’da yagamakta oldugumuz krizlere
dair sorularin, Starlink uydularinin, uzay misyonlarinin, fiizelerin, teleskoplarm ve
Mars’ta varsayimsal yasam alanlarinin olusturdugu mevcut kaos arasinda, sanatsal bir
yarati siirecinin kalinti ve harebeleri olarak kendi amacini ve giincelligini muhafaza
etmeyi surduriyor.

Neustetter, Guiney Afrika mikro diinya gézlem uydusu ve ayni zamanda
umudun sembolii (“sumbandila”, Venda dilinde “yol gostermek™ anlamina gelir)
SumbandilaSat ile 12 yildir yogun bir diyalog igindedir ve uydunun géziinden
Afrika i¢in yeni perspektifleri sunar. Gegen yilin sonlarmda SumbandilaSat diinyaya
doniigtint yanarak gerceklestirdi ve o zamandan beri de sanatgilar onun kalmtilarinm
pesindeler. i@birlik(;isinin yeniden ingasini hayal eden uzay ¢opleri arayisinda,
bilinmeyen bolgelerde yakalanmis olabilecek spekiilatif' g6lge manzaralar yaratan bir
kutu kigisel kahnti sunar., Igbirlikcisi olan uydunun yeniden yapisini hayal ederck uzay
¢opii hurdas: arayigina gegen sanatgi, bilinmeyen bolgelerde yakalanmig olma ihtimali

tagtyan spekiilatif’ gélge manzaralarini, bir kutu icindeki kisisel kaltilarla sunar.

(Johannesburg, South Africa) lives and works in Johannesburg and Vienna.

(Johannesburg, Gliney Afrika) Johannesburg ve Viyana'da yasiyor ve galisiyor.



Revealed Perspective, Istanbul I-11I

a Cikan Perspektif, istanbul I-11l, 2022

(detail / detay)
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Revealed Perspective, Istanbul I-II1
Marcus Neustetter’s site-specific mark-making through scratch and drawing is
about capturing the speculated cartography of the surface and the context from
a distant satellite view that is able to penetrate the surface and reveal what lies
beneath. The lines define much more than the visible aerial view, but incorporate
cartographic representations of territorial boundaries. This becomes evident in his
private performative process of drawing, which expounds conflicts and conquests,
simultaneously defining simple gestures and marks, but holding global, political, and
economic strife. In his drawing directly onto the wall surface, Neustetter attempts to
imbue the mark with the kind of real-world impact that a line on a territorial map has,
hoping to reveal underlying histories and textures.

Marcus Neustetter scratches drawings into the dark blue gallery walls in the three
venues revealing layers of texture and colour. The marks are the artist’s site-specific
responses to the exhibition content and venue by wrapping around walls and and

gesturing towards ideas of landscapes.

Agia Cikan Perspektif, Istanbul I-IIT
Marcus Neustetter’in kazima ve ¢izim yoluyla mekana 6zgti yaptigi izlerle yiizeyin
spekiile edilen haritacihgimi ortaya koyar. Baglamu ise ytizeye etki edebilen ve altinda ne
oldugunu ortaya ¢ikarabilen uzak bir uydu gértinttsiinden yakalar. Ciizgiler, havadan
gortinimden ¢ok daha fazlasii tanimlar, ancak bélgesel simirlarin kartografik temsillerini
icerir. Catigmalarin ve ele gecirmelerin agiklamasi, ayni anda basit jestlerin ve isaretlerin
tanimlamasi, kiiresel, politik ve ekonomik ¢ekismenin yine de stire gelisi, bu 6zel
performatif ¢izim sayesinde belirgin hale geliyor. Neustetter; dogrudan duvar ytizeyine
yaptig1 ¢izimde, bir bolge haritasindaki ¢izginin sahip oldugu gercek diinyanin etkisini
tagtyarak altta yatan ge¢mis hikayeleri ve dokular1 ortaya ¢ikarmayr umut eder.

Marcus Neustetter, tic mekandaki koyu mavi galeri duvarlarina doku ve renk
katmanlarini ortaya ¢ikaran kazimalar yapti. Bu izler, sanatginin sergi igerigine ve
mekanlarina, duvarlar: kaplayan manzara fikriyle verdigi mekana-6zgii reaksiyonlardan

olusuyordu.



NNV, 2020

Installation with artists book / Sanatgi kitabi iceren yerlestirme
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Maarit Mustonen

NN

The book titled /\/\/\/\/\/\/\/ is composed of the artist’s great-grandmother’s
sewing patterns that she, for reasons unknown, had stored underneath her floorboards.
Her great-grandmother used newspapers as the material for her sewing patterns.
Today, these odd-shaped clippings describe a world from 100 years ago. Many

times, the hand-cutting of the patterns for shirts, trousers etc. cut the stories in the
newspapers in half — leaving the narratives open. /\/\/\/\/\/\/\/ includes a
selection of texts and images from the sewing patterns. Each fragment is accompanied
by information about the garment and the body part it is connected with through
sewing. /\/\/\/\/\/\/\/’s dust jacket holds a collection of her great-grandmother’s
sewing patterns. The reader can use them for sewing clothes such as shirts and

jodhpurs.

Maarit Mustonen is generously supported by Frame Contemporary Art Finland and

the Saastamoinen Foundation, and the Octopus Programme, Vienna.

Finnish and Swedish to English translation: Kasper Salonen
English to Turkish translation: Zeynep Nur Ayanoglu
Graphic design: Arja Karhumaa

NN

Sanat¢inin /\/\/\/\/\/\/\/ baglikh kitab1, bityiik biytikannesinin bilinmeyen bir
nedenle yer déseme tahtalarmin altina sakladig: kiyafet patronlarim bir araya getiriyor.
Biiyiik biytikannesi, dikis patronlarinm gazetelerden keserck olugturmustur. Bugiin, bu
tuhaf gekilli gazete kupiirleri yaklagik 100 yil énceki bir diinyay: anlatir. Cogu zaman
gémlek, pantolon vb. dikmek i¢in el ile kesilen bu kaliplardaki, hikayeler yarida veya
yoruma agik kalie. /\/\/\/\/\/\/\/ dikis patronlarindan bir dizi secili metin ve
resim igerir. Her parcaya, dikigle bagh oldugu giysinin ve viicut pargasmin bilgisi eslik
eder. /\/\/\/\/\/\/\/’nin s6mizinde buyiik bityiikannenin dikis desenlerinden
olugan bir koleksiyon bulunur. Okuyucu bunlart gomlek ve binici pantolonu gibi

giysileri dikmek i¢in kullanabilir.

Maarit Mustonen, Frame Contemporary Art Finland, Saastamoinen Vakfi ve Viyana

merkezli Octopus Programi tarafindan desteklenmektedir.

Fince ve isve(;geden ingilizceye ceviri: Kasper Salonen
Ingilizceden Tirkceye ceviri: Zeynep Nur Ayanoglu
Grafik tasarim: Arja Karhumaa

(Vantaa, Finland) lives and works in Helsinki.
(Vantaa, Finlandiya) Helsinki'de yasiyor ve galisiyor.



Digital photography printed on archival paper / Arsivsel kagit Uizerine basilmis dijital fotograf

6 pieces [ adet, 20 x 30 cm (each / her biri)

Repository Ill | Depo llI, 2022
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Egle Oddo

Repository III
Egle Oddo creates living sculptures by installing evolutionary gardens that function
as public artworks. She plants seeds of wild species and cultivars together, fading the
demarcation line between sites for agriculture, untamed soil, and urban green areas.
These gardens become living seed banks, safety zones for biodiversity, allowing the
most vulnerable species to thrive.

When she observes seeds on the microscope, Oddo is looking for tactile
impressions and details in their design. She admires their ability to travel by land,
water, and air. Their skins carry sets of devices crafted during evolutionary paths,

enabling mobility and plasticity. Their potential resides in the long waiting process.

Depo III
Egle Oddo, kamusal sanat yapiti islevi goéren evrimsel bahgeler kurarak yasayan
heykeller yaratiyor. Yabani turlerin ve gesitlerin tohumlar: bir araya getirerek tarim
alanlar, evcillestirilmemis topraklar ve kentsel yesil alanlar arasindaki sinir ¢izgisini
bulaniklagtirtyor. Bu bahgeler, canli tohum bankalari, biyolojik ¢esitlilik i¢in gtivenlik
bélgeleri haline gelerek en savunmasiz tirlerin gelismesine izin veriyor.

Sanatg1 tohumlart mikroskop altinda gozlemlediginde, onlarin verdigi dokunsal
hisse ve incelikli tasarimlaria dikkat kesilir ve tohumlarin karada, suda veya

havada seyahat etme yeteneklerine hayran olur. Dig katmanlar: hareketliliklerini ve

esnekliklerini saglayan, evrimsel stirecleri boyunca gelismis, bir dizi donanima sahiptir.

Bugiin sahip olduklar bu kapasite, bu uzun stirecin sonucudur.

(Palermo, Italy) lives and works in Helsinki.

(Palermo, italya) Helsinki'de yasiyor ve caligiyor.
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Silencing the Past | Gegmisi Susturmak, 2022

Archival pigment print / Arsivsel pigment baski

7 pieces [ parga, 60 x 90 cm (each / her biri)

Single channel and sound / Tek kanalli video ve ses, 5'09"
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Erkan Ozgen

Silencing the Past

In his video and photographic series titled Silencing the Past ( 2022), artist Erkan Ozgen
focuses on the recent massive forest fires in Turkey, which lasted for months and
caused the death of many living beings. The visual material recorded by the artist in
Manavgat, Antalya during the fires of summer 2021 reveals the ecological destruction
as well as the dark prospect for the future created by the dominance of egocentrism
and capitalism. While the efforts to extinguish the fires that spread in many cities in
the west of the country were traced in the mainstream and social media, the news that
forests were burned in the east for security reasons and this contradictory condition
grounds its place in the artist’s production. Likewise, Michel-Rolph Trouillot’s

book “Silencing the Past: The Production of History and Power”, which points out
that great ideas put forward on behalf of humanity can only be accepted at the
expense of silence, gives the work its name. Ozgen quotes from Trouillot: “The Age
of Enlightenment is such an age that slave brokers from Nantes can buy titles and
cooperate with philosophers arm in arm. Freedom fighter Thomas Jefferson could
own slaves without any moral or intellectual suffering.” The artist mentions that the
silence of the past poses a great threat to the future of all living beings, who are under
great destruction. He states that humans’ exploitation of nature, individuals, and

socliety are alarm signals of their own extinction.

Gegmisi Susturmak

Gegmigi Susturmak, 2022 videosu ve ayni isimli fotograf serisinde sanat¢i Erkan Ozgen,
yakin zamanda Tirkiye’de aylarca stiren ve birgok canlinin yagamimi yitirmesine
sebep olan biiyiik orman yangimlarina odaklaniyor. Sanatginin, 2021 yazinda
gerceklegen yanginlarda Antalya, Manavgat'ta ¢ektigi goruntiiler, ekolojik tahribatin
yani sira benmerkezcilik ve kapitalizmin hakimiyetinin gelecege dair yarattigr karanhk
beklentiyi gézler 6niine seriyor. Ulkenin batisindaki birgok ile yayilan yangimlar
sondiirme ¢abalar1 ana akim ve sosyal medyanin giindeminden takip edilirken,
doguda giivenlik gerekgesiyle ormanlarin yakildigi haberleri ve bu durumun yarattig:
geligki, sanatginin tiretiminde yer buluyor. Zira, insanlk adma ortaya atilan biiyiik
fikirlerin ancak belli suskunluklar pahasma kabul gorebildigine isaret eden Michel-
Rolph Trouillot'nun “Gegmisi Susturmak: Tarihin Uretilmesi ve Iktidar” kitab: yapita
ismini veriyor. Ozgen, Trouillot’dan bir ahnti aktartyor: “Aydinlanma Cagi Gyle bir
cagdir ki Nantes’li kole simsarlar unvan satin alip felsefecilerle kol kola yarenlik
edebilir. Ozgiirliik savascisi Thomas Jefferson, higbir ahlaki veya entelektiiel sikinti
yasamadan kéle sahibi olabilir.” Sanatci, ge¢migin suskunlugunun biiyiik bir tahribatin
icinde olan tim canhlarin gelecegine dair biiyiik bir tehdit teskil ettigine deginir.
Insanin doga, birey ve toplum sémiiriisiiniin bizzat kendi yok olugunun alarm ve

sinyalleri oldugunu belirtir.

(Mardin, Turkey) lives and works in Diyarbakir.

(Mardin, TUrkiye) Diyarbakir'da yasiyor ve galisiyor.
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Master of the Nets - The Kochi Tiles | Aglarin Ustasi - Kogi Cinileri, 2007-2012
Fine art pigment print / Fine art pigment baski
20,3 x 30,4 cm (unframed / gergevesiz)
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Simon Wachsmuth

Master Of The Nets - The Kochi Tiles

In Rochi-Tiles, Wachsmuth deals with the tiles of the Paradesi-Synagogue in Kochi/
India. At first, the repeating patterns of the tiled floor appear uniform but upon closer
inspection, one notices the minute differences. The fishing boat is never in exactly the
same place, the trees and rocks are never quite the same. The tiles were intended for
export, they were made in China and imported to India by the Portuguese around
1760. They take up elements of Chinese culture with its long tradition of painting
and then lead on to Delft porcelain or Portuguese azulejos. The misunderstandings
created by transfer are interesting: motifs from one culture are adapted by another,
disseminated by a third, and reused by a fourth. Both the contradictions and the

productivity inherent in this process are interesting.

Aglarin Ustasi - Kogi Cinileri

Wachsmuth Kogi Cinileri yapitinda Hindistan’in Kogi sehrindeki Pardesi Sinagogu’nun
¢inilerini konu ediyor. Karo zeminin tekrar eden desenleri ilk basta tek tip gibi
gorunse de, yakindan incelendiginde kiigiik farkhliklar goriilityor. Hicbirinde balikc
teknesi tam olarak ayni yerde degil; yine hicbirinde agaclar ve kayalar birbirinin tam
aynist degil. Ciniler ihracata yonelik tasarlanip Cin’de tiretilmis ve 1760 civarinda
Hindistan’a Portekizliler tarafindan ithal edilmigtir. Kéklii bir resim gelenegine sahip
Cin kiltirinin unsurlar: Delft porselenine ya da Portekiz azulejosuna tagimmustir.
Aktarimn yarattig1 yanhs anlamalar ilgi ¢ekicidir. Bir kiilttr bir bagka kiiltiiriin
motiflerini kendine uyarlar, bu uyarlama tgtincii bir kiiltiir tarafindan yayginlastirilir
ve dordiinct bir kiiltiir bunu alip yeniden kullanir. Bu stirecin dogasmda mevcut olan

celigkiler ve tiretkenlige olan etkisi ilgingtir.

(Hamburg, Germany) lives and works in Berlin.

(Hamburg, Almanya) Berlin'de yasiyor ve galiglyor.
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One Metre Above the Ground. Drafts for Our Space Capsule

Zeminin Bir Metre Uzerinde. Uzay Kapsiiliimiiz icin Eskizler, 2022

itings on light boxes, sound miniatures, and various objects
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Verena MiedlI-Faiflt
Nirual Kenabru

One Metre Above the Ground. Drafts for Our Space Capsule

Using small finds and sound-miniatures, One Metre Above the Ground conveys architectural
sketches of a yet-to-be-built Space Capsule. Verena Miedl-Fai3t and Nirual Kenabru
artistic co-researchers as well as aunt and nephew—Tlive far apart. They are separated
by 30 years and several hundred kilometers. Yet, they couldn’t be closer. They spend
time together sharing wonder, following each other’s misunderstandings, and inventing
what is missing. They have created a room of their own — vast landscapes, complex
architectures, and powerful fantastic critters offer unexpected ways of relating back
within, and to the difficult world we live in. Working mainly with language and sound,
VMEF and NK would now like to materialise some bits of their Utopia: they will build
a Space Capsule to enable and display their projects. Using small finds as ready-made
architectural models, they have developed five different concepts for such a Space
Capsule. ,,One Metre Above the Ground* visualises the main features of these case

studies and conveys spatial impressions of what each Capsule would sound like inside.
Verena Miedl-Faif3t/Nirual Kenabru are supported by the Octopus Programme, Vienna.

Zeminin Bir Metre Uzerinde. Uzay Kapsiiliimiiz i¢in Eskizler

Kiigiik buluntular ve ses minyatiirleri kullanan Zeminin Bir Metre Uzerinde. Uzay Kapsiiliimiiz
win Eskizler, hentiz inga edilmemis bir Uzay Kapsiilii'niin mimari ¢izimlerini aktarryor.
Verena Miedl-Faif3it ve Nirual Kenabru— ortak sanatsal aragtirmaci olmalarmm yani

sira teyze ve yegen - birbirlerinden ¢ok uzakta yastyorlar. 30 yil ve birkag yiiz kilometre
ile ayrilirlar. Yine de daha yakin olamazlardi. Birlikte vakit gegiriyorlar, meraklarim
paylagtyorlar, birbirlerinin yanhs anlamalarim takip ediyorlar ve eksik olani icat ediyorlar.
Birlikte yarattiklar1 kendilerine ait oda, ugsuz bucaksiz manzaralar, karmagik mimariler
ve gugclii fantastik yaratiklar, i¢inde yasadigimiz zor diinyayla ve kendi i¢ diinyamizla
iliski kurmanin beklenmedik yollarini sunuyor. Agirlikli olarak dil ve sesle galisan Verena
Miedl-Failt ve Nirual Kenabru simdi titopyalarinin bazi pargalarini gergeklestirmek
istiyor: projelerini etkinlestirmek ve sergilemek i¢in bir Uzay Kapsiilii insa edecekler.
Kiigiik buluntulart hazir mimari model olarak kullanarak béyle bir Uzay Kapsiili igin
bes farkh konsept gelistirdiler. Jeminin Bir Metre Ustiinde, bu gahgmalarmm ana ézelliklerini
gorsellestirir ve her bir Kapstiliin igeriden nasil ses ¢ikaracagina dair mekénsal

izlenimleri aktarir.

Verena Miedl-Fai3t/Nirual Kenabru Viyana merkezli Octopus Programu tarafindan

desteklenmektedir.

Verena Miedl-FaiBt (Munich, Germany ) lives and works in Vienna.
(MUnih, Almanya ) Viyana'da yaslyor ve galisiyor.
Nirual Kenabru (Regensburg, Germany) lives in Finning, Germany.

(Regensburg, Almanya ) Finning, Almanya'da yaslyor.
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Yane Calovski

Untitled (Embroidery)

Untitled (Embroidery), 2022, is a photographic triptych based on the spatial
documentation of a sculptural construction by the same title, built with birch and
aspen wood and first presented at Kohta, Helsinki, in 2020. The work reinterprets a

small modern embroidery of lines and abstract shapes made sometime in the early

1970s by his late mother, Biljana Calovska (1951-2015). She was an aspiring writer
and produced some incredible visual work that he discovered only after her passing.
Working with modernist archives for the first time, Calovski dealt with something
that was very personal while also visually stunning. With this work, he articulates the

feelings brought forth by the material and the sensation of memory.

Isimsiz (Nakis)

Isimsiz (Nakag), 2022, hug ve kavak agacindan yapilms ve ilk kez 2020°de Helsinki,
Kohta’da sunulan, ayni ismi tastyan bir heykel yapisinin mekansal belgelenmesine
dayanan fotografik bir triptiktir. Yapitta, sanatc1 rahmetli annesi Biljana Calovska
(1951-2015) tarafindan 1970’lerin baginda yapilmis ufak modern iglemelerdeki ¢izgileri
ve soyut sekilleri yeniden yorumlar. Sanat¢inin annesi, yazarliga hevesli olmasimin yan
sira, sanat¢inin ancak vefatindan sonra kesfedebildigi inanilmaz gorsel ¢alismalar da
uretmis birisidir. Modernist argivlerle ¢alisan Calovski, ilk defa hem ¢ok kigisel hem de
gorsel olarak carpict bir isle istigal eder. Bu i yoluyla da sanatci, malzemenin duygu

olgusu ve hafiza hissini tercime ediyor.

(Skopje, Macedonia) lives and works in Skopje.

Untitled (Embroidery) | isimsiz (Nakis), 2022
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(Uskuip, Makedonya) Usktip'te yasiyor ve galisiyor.



Fugue | Fuig, 2012

Installation with photography / Fotograf yerlestirmesi

15 pieces / parga, 30 x 50 cm (each / her biri)
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Fatos irwen

Fugue

In her photographic installation titled Fugue, Fatos Irwen strives to overcome the
weight of her experiences during her detention in 2012. In this arrangement with
multiple photographs in which she conveys the details of her childhood memories,
she depicts the house covered with vine trees and ivy, the instances where she spent
time in their nooks, the breakfasts at dawn where she fed herself with nothing but
grapes, and the paradise she created for herself during her times in hell. Fugue, which
was produced in order to get away from the wear and tear on the artist’s body and
mind, from the harassment and violence she experienced during her detention, takes
its name from a term in psychology. The fugue phenomenon, when triggered by a
helplessness similar to the one experienced in childhood, indicates the escape from the

self and reality, and overlaps with the artist’s performance in the photographs.

Fig

Fatos Irwen, Fiig isimli fotograf yerlestirmesinde 2012 yihinda gozaltna alindig siirecte
yasadiklarmin agirhginin iistesinden gelmeye ¢abalar. Cocukluk amilaria dair detaylar
aktardigi ¢oklu fotograf diizenlemesinde sanatgi, asma agaci ve sarmagikla kapli evi,
bu mekanlarm kuytularinda gegirdigi anlari, tizimden bagka bir sey yemedigi safak
kahvaltilarim betimleyerek cehennemin igindeyken kendine yarattigi bu cenneti kurar.
Gozalt stirecinde sanat¢imnin yasadigi taciz ve siddet olaylarimim sanat¢inin bedeni ve
zihnindeki yipratict etkisinden uzaklagsmak amaciyla tretilen Fig, ismini psikolojideki
bir terimden alir. Fiig olgusu, kiginin ¢ocuklugunda deneyimledigine benzer bir
caresizlikle tetiklendiginde benliginden ve gerceklikten kacisidir ve sanatginin

fotograflarda kurguladigi performansla Ortisiir.

(Diyarbakir, Turkey) lives and works in Istanbul.

(Diyarbakir, Tirkiye) istanbul'da yasiyor ve caligiyor.



Adaptation_zilberman | Adaptasyon_zZilberman, 2022

Mekéana 6zgl yerlesti
Variable sizes / De!
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Burcak Bingol

Adaptation_Zilberman

In her new work produced for the exhibition titled fyy, Burgak Bingdl traces the
history of the city she lives in, Istanbul, and looks at the remains of nature and
culture. She intervenes in the exhibition spaces with wild plants collected from the
Edirnekapa city walls and other various ruins in the city. These invasive plants, which
gently seize the city’s debris and create a living space for themselves, infiltrate the

gallery space as small monuments of the forgotten lives of the city.

Adaptasyon_Zilberman

Burgak Bing6l Sarmagik sergisi icin trettigi yeni ¢aliymalarinda, yasadig kent,
Istanbul’un tarihinden izler sii , doga ve kiilttir kalintilarina bakiyor. Edirnekapi
surlarindan ve kentteki pek ¢ok kalintidan topladigr yabani bitkilerle sergi mekanma
miidahalelerde bulunuyor. Kentin enkazlarini usulca ele gegirip kendine yagam alani
kuran istilaci bitkiler, kentin unutulmus yagantilarmin kiigtik anitlar: olarak galeri
mekanina siziyor. Sanatginin bu kahintilarla i¢ ige ge¢mis imgesi, kentle kurdugu iligkiyi

vurguladigi gibi, bu sanatsal aragtirma siirecini de belgeli

(Gorele, Turkey) lives and works in Istanbul.

(Gorele, Turkiye) istanbul'da yasiyor ve galisiyor.
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From Caves to Mars | Magaradan Mars'a, 2022

Sculpture that consists of seeds, wood, and LED lights

Tohum, ahsap, LED isiklardan olusan heykel

60x43x7cm
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Larry Muioz

From Caves to Mars

The two-branched seed of a plant is carved to read From Caves to Mars, placed on a
lightbox, light only seeping through the letter-shaped holes. By reading seeds, we can
learn how to fly, how to travel. We may become vessels and bloom everywhere we
go. We may go to Mars to rescue ourselves from ourselves, we may go everywhere
and start all over again. If we become seeds, time will blow us, and we will be forever
flying from one cave to another. From caves to mars is a full circle of human history’s
timeline, showing a merchandised future leading us back to a primal state — back to a
cave. A human history between two myths—the cave, and our will to go looking for

knowledge; and as the children of Mars, to found a new civilisation.

Magaradan Mars’a

Bir bitkinin iki dall tohumunun tzerine Magaradan Mars’a ifadesi kazinarak
aydinlatilmig bir yiizeye tutturulmus; 151k, yalnizca harflerin ardinda biraktig
bosluklardan siziyor. Bu tohumlar1 okuyarak ugarak seyahat etmeyi 6grenebiliriz.
Dabhasi kendimiz de yasayan birer damar haline gelebilir, gittigimiz her yerde
¢igeklenebiliriz. Mars’a gidebilir ve boylece kendimizden kurtulabiliriz, génliimiizden
gecen her neresiyse oraya ulagabilir ve en bastan baslayabiliriz. Eger tohumlara
déniigmeyi basarirsak zaman bizi nefesiyle ugurabilir ve bizler de sonsuza dek bir
magaradan digerine ucabiliriz. Magaradan Mars’a, insanlik tarihini tamamlanmig bir
¢ember olarak tanimhiyor; sonuna kadar ticarilestirilmis bir gelecegin bizleri nasil
ilkel bir déneme, bir magaraya gottirecegini gosteriyor. Iki mitosun, magaranin ve
azmimizin arasinda stkismug insanlik tarihi, bilgeligin pesinde Mars’a giderek yeni bir

uygarhigin temellerini atmanin yollarim arayacak.

(Bogotéa, Colombia) lives and works in Bogota.
(Bogot4, Kolombiya) Bogoté'da yaslyor ve calisiyor.
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Bronwyn Lace

Of Hands

Artist Bronwyn Lace has long been a collector of things. This small pile of various
species of bees and wasps all came to their end inside her home over the past three
years. She found them on window sills, under the couch, and next to skirting boards.
Lace is fascinated by the tenuous and numinous. Her instinct as an artist is to use and
transform the darker elements of life—like death and decay, abandon and neglect—as
ingredients to foster in-between spaces or platforms portraying the significance of
fragility and vulnerability. She endeavors to present the beauty in loss, entropy, and
collapse, to give expression to the afterlife of life itself. Her preoccupations are not
driven by religious inclination but rather by a fascination with structure and process,
with what happens when a carapace disintegrates.

The sound component for Of Hands has been created collaboratively with fellow
vocalist and flutist Bongile Gorata Lecoge-Zulu, percussionist Micca Manganye,
composer Clare Loveday, and sound designer Zain Vally. Together and in response
to the images, the production team meditated on songs and sounds of mourning, of
swarming,

tell

of laboring, and of hands.

Ellere Dair
Sanat¢1 Bronwyn Lace uzun zamandir ¢esitli koleksiyonlar yapiyor. Ar tiirlerinden
olusan bu kiiciik yigimim tamamini yagaminin son ti¢ yilinda evinin i¢inden toplamus.
Onlar pencere pervazinda, kanepenin altinda ve stiptirgeliklerin yaninda bulmus.
Lace, belirsiz ve ruhani olandan etkilenir. Bir sanatci olarak iggtidiist, 6liim ve
curtime, terk etme ve g6z ardi etme gibi yasamin karanhk unsurlarini dontistiirmektir.
Sanatc1 bunlari birer girdi olarak gériir ve besler, aralarinda bulunan bosluklar
kirilganlik ve hassashigin énemini vurgulayarak sunar. Yagam sonrasi hayati ifade
ctmek, kaybin i¢indeki giizelligi, entropi ve ¢okiisii agiga ¢ikarma ¢abasindadir. ilgisinc
dini bir egilimin yol vermesinden daha ¢ok yapz ve siireg, bir kabuk par¢alandiginda
olanlara dair duydugu merak yon verir.

Ellere Dair'in ses bilegenti, vokalist ve fliit¢ti Bongile Gorata Lecoge-Zulu,
perktsyoncu Micca Manganye, besteci Clare Loveday ve ses tasarimeist Zain Vally

ile birlikte olugturuldu. Uretici bu ekip, gériintiilere bir yanit olarak ses ve sarkilarla

birlikte yas, bir aradalik ve ellerin emegi tizerine meditasyon yaptilar.

*Sound component in collaboration with musicians | Ses tasarimmda gorev alan miizisyenler;
Bongile Gorata Lecoge-Zulu, Micca Manganye, Clare Loveday

; Zain Vally

Sound designer | Ses tasarimcis

(Francistown, Botswana) lives and works in Vienna and Johannesburg.

(Francistown, Botswana) Viyana ve Johannesburg'da yasiyor ve ¢aligiyor.
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Heba Y. Amin

The Master’s Tools

With a room-wide installation, Amin imagines herself as the mastermind of a
bureaucratic plan to drain the Mediterranean Sea—a singular solution to the crises
of terrorism and immigration in the Middle East and Africa. Carrying an air of
autocracy, her project exposes long-standing colonial convictions, as well as the
inherent bias and violence of power.

Operation Sunken Sea is an attempt to flip a historical narrative and to place herself
atits center as a radical act. In this project, Amin draws from several proposals
introduced by engineers and architects from the mid-19th century whose ideas were
nurtured by colonial ideology. Amin recently discovered Atlantropa, which was a
proposal for a giant engineering project to drain the Mediterranean Sea, devised by
a German architect named Herman Sorgel in the 1920s. He believed that uniting
Europe and Africa as one continent could create the resources needed to rival the
economic power of Asia and the Americas. It was a techno-utopian idea, typical of
the early twentieth century when people really believed that technology could solve
the world’s problems—or Europe’s, at least. Through her photographic series, Amin
restages from Herman Soergel’s historical photograph in an attempt to erase him from

history by overtaking his image with her own.

Ustanin Araglar:

Amin, tiim oday1 kaplayan yerlestirmesiyle kendisini Akdeniz’i kurutmak igin ortaya
konulan biirokratik bir planin (Orta Dogu ve Afrika’daki terér ve gog krizlerine

dair bir ¢6ziim olarak) mucidi olarak hayal ediyor. Otokratik bir tavirla olusturdugu
projesiyle, sanatgi, uzun sturedir devam eden sémiirgeci baskinin yam sira, giicin
oztindeki 6nyargi ve siddeti ortaya koyuyor.

Batik Deniz Operasyonu, tarihsel bir anlatiy tersine gevirme ve radikal bir eylem
olarak kendini onun merkezine yerlestirme girigimidir. Bu projede Amin, fikirleri
somirgeci ideolojiden beslenen, 19. yiizyilin ortalarinda yasamig mthendisler ve
mimarlar tarafindan sunulan birka¢ éneriden yararlaniyor. Amin yakin zamanda,
bir Alman mimar olan Herman Sorgel tarafindan 1920’lerde tasarlanan, Akdeniz’i
kurutma gibi dev bir mithendislik projesi 6nerisi olan Atlantropa’yr kesfetti. Sérgel,
Avrupa ve Afrika’y: tek bir kita olarak birlestirmenin, Asya ve Amerika’nin ekonomik
giictine rakip olmak icin gereken kaynaklar: yaratabilecegine inaniyordu. Insanlarn
teknolojinin diinyanin -ya da en azindan Avrupa’nin- sorunlarini ¢ézebilecegine
gercekten inandiklar yirminci yiizyilin baglaria 6zgii tekno-titopik bir fikirdi. Amin,
bu fotograf serisinde Herman Soergel'in ge¢miste ¢ekilmis fotografindaki imajini
kendi imajiyla degistiriyor. Bu hamle ile Soergel’in yerine gegerek onu tarihten silmek

amaciyla fotografi yeniden diizenliyor.

(Cairo, Egypt) lives and works in Berlin.

(Kahire, Misir) Berlin'de yasglyor ve galiglyor.

The Master's Tools I-ll (restaging of Herman Soergel's portrait)

Ustanin Araglari I-1l (Herman Soergel'in portresini yeniden canlandirma), 2018

Archival B/W print / Arsivsel S/B baski

86 x 110 cm (each / her biri)
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Memed Erdener

Nature Letterification Exercises | Tabiati Harflestirme Alistirmalari, 2022
Felt-tip pen on paper [ Kagit lizerine gazli kalem
27 pieces [ parga, 15x21 cm (each / her biri)
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Aglarin Ustasi - Kogi Cinileri, 2007-2012

Fine art pigment print / Fine art pigment baski

20,3 x 30,4 cm (unframed / gercevesiz)
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Simon Wachsmuth







From the series Naturland | Naturland serisinden, 2022

140 polaroid, 8.5 x 5.5 cm (each [ her biri)
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Cengiz Tekin

Naturland

Cengiz Tekin’s video and photography series titled Welcome to Naturland, which the
artist considers to be a promotional video for a country, is based on a hotel that closed
in 2013. In the course of the video, certain prominent developments that took place
in Turkey and the world in the same year are shown (the first face transplant, the Gezi
protests, conflicts in the Middle East, the penalisation of artists). The viewers are
presented with overlapping images leading to various associations conveyed through
photographs that recall each other. The artist proposes the technical framework of
the work over an indirect road map. The hotel, with its gigantic sculptures and steel-
constructed artificial trees, has become very popular in recent years as part of disaster
tourism.* This abandoned hotel has been restored to vitality with sculptures, paintings,
and through nature rewrapping the artificial. The static structure of the unnatural is
embodied in such a way that nature re-covers space. Additionally, this unnatural space
abandoned by humans and handed over to nature attracts an interesting influx of

visitors with its objects and broken sculptures.

*Visiting places where some of the darkest events of human history have unfolded.

Naturland

Bir tilkenin tanitim videosu olarak degerlendirdigi Welcome to Naturland videosu ve
fotograf serisinde, sanatg1 Ceengiz Tekin, 2013’te kapanan bir oteli konu ediyor. Video
akiginda, ayn yil, Tiirkiye ve diinyada 6ne gikan bazi gelismeler (ilk ytz nakli, Gezi
olaylari, Ortadogu’daki protesto ve ¢atismalar, sanatgilarin cezalandirilmasi) yer

aliyor. Ust iiste binmis goriintiilerle sunulan imajlar, izleyiciye tiirlii gagrisimlar ve
birbirini hatirlatan fotograflar aracihigryla aktariliyor. Sanatci dolayh bir yol haritasiyla
yapitin teknik gercevesini sunuyor. Devasa heykeller ve ¢elik konstriiksiyonlardan
olusturulmus yapay agaclar ile otel, karanlik turizm* alaninda son yillarda oldukc¢a
ragbet gormekte. Terkedilmis bu otelde heykeller, resimler ve doganin yapmacik olani
tekrar sarmasi ile adeta yeniden canlanmig. Dogal olmayanin statik yapist dogal olanin
onu sarmalamasiyla yeniden sekilleniyor. Ayrica, dogal olmayan ve insanlar tarafindan
terk edilip dogaya birakilan mekan, i¢indeki egyalar ve kirtk dokiik heykeller ile tuhaf

bir bi¢imde ziyaretci akinina ugruyor.

*Tarihsel olarak 6lum ve trajedi ile iliskilendiren yerlere yapilan seyahatleri igeren

turizm.

(Diyarbakir, Turkey) lives and works in Diyarbakir.
(Diyarbakir, Tlrkiye) Diyarbakir'da yasiyor ve galigiyor.
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The Song of the Mad Woman on the Seashore (Hemispheres) (After C.V. Alkan)

Kiyidaki Deli Kadinin Sarkisi (Yarim kiireler) (C.V. Alkan‘a ithafen), 2020

Xylography on liberon paper 250 gm, modified with metallic enamel, mounted on MDF

MDF lizerine monte edilmis Liberon kagit tizerine 250 gr. metalik emaye ile modifiye edilmis oyma iscilik
1283 x178cm

Ivy - Sarmasik o1

Omar Barquet

The Song of the Mad Woman on the Seashore

Barquet’s Ghost Variations Project is an interdisciplinary proposal organising the
movements of a symphony, generating an experimental collaboration understood

as “fugues”. Together, they show an analogy of the distinct evolutionary phases of a
hurricane. Imitating its intensities and movements, the artist studies fragments of the
hurricane in different interpretations, reflecting on the notion of time and life through
the transformation cycles.

This work integrates the midst of the storm with a musical piece and engraving.
The artist was inspired by the piano piece titled The Song of the Madwoman on the Sea
Shore written by the mid-19th century French composer Charles Valentin Alkan, where
he re-interprets the transcript of the note sheet using xylography. Hammered with
bowls and nails, the musical notes look like an abstract nightscape with a starry sky, a
seascape with wide waves when looked at from afar. Two separate pieces echo what is
played by the right and left hands on the piano while bringing forth contrasting phases

within the same landscape: calmness and intensity.

Kiyidaki Deli Kadinin Sarkisi

Hayalet Cegitlemeleri Projesi disiplinler arasi bir 6neri niteliginde olup, Barquet burada

senfonik hareketlerini diizenleyerek “fiig” olarak nitelenen deneysel bir igbirligi yaratir.

Bir arada bakildiginda, bir kasirganin farkli gelisim asamalarimi gozler 6niine sererler.

Cesitli evrelerini farkli yorumlarla ele aldigr kasirganin siddeti ve hareketlerini taklit

ederek sanatgi, zaman ve yasam kavramlarini doniisiim ve déngtiler tizerinden inceler.
Bu yapit firtinanin kuvvetli bir evresini bir miizik parcas: ve graviirle

butinlestirtyor. Fransiz besteci Charles Valentin Alkan’m 19. yiizyil ortalarinda yazdig

Ryndaki Deli Radvn Sarkist adli piyano eserinden esinlenen sanatgi, nota kagidinda

yer alan besteyi ahsap baski teknigi kullanarak yeniden yorumluyor. Ceekic ve ¢ivilerle

doviilen notalar, uzaktan bakildiginda, yildizh bir gékytiztintin oldugu soyut bir

gece manzarasi veya genis dalgalarm vurdugu bir deniz manzarasi gibi goriiniiyor.

Piyanoda sag ve sol el ile ¢almanlar: yansitan iki ayr1 parcadan olugan yapit, ayni

manzara i¢inde dingin ve hir¢in olmak tizere iki zit asamay1 icinde barmdiriyor.

(Chetumal, México) lives and works in Mexico City.

(Chetumal, Meksika) Mexico City'de yasiyor ve galiglyor.
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bir bir
Archival pi

gment print / Argivsel pigment baski

31 x 24 cm (each / her biri)
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Zeynep Kayan

one one two one two three

Over the years, artist Zeynep Kayan has often referenced dance choreographies.
Kayan’s works in the exhibition one one two one two three emerge from something that

is akin to those moments of irritation. Seemingly trivial and mundane, coming from
an unknown limb, the unidentified irritations resonate in corporal depths and on the
epidermal surface. The images of Kayan, be it moving or still, capturing a movement,
a gesture, or an act, are the records of the body’s urges to work through, mitigate,

and convey restlessness. Irritation is both an emotional and a physical experience,

particularly related to the skin and its hypersensitivity to its surroundings.

Extracted from Alper Turan’s text “Mood Swings: Dropping Something, Picking it
up, and Dropping it Again”, one one two one two three. Zilberman, Istanbul, Berlin, 2022.
p.70.

bir bir iki bir iki ¢

Sanatct Zeynep Kayan son yillarda siklikla dans koreografilerine atifta bulundu.
Kayan’m bur bir th bir thi dig sergisindeki isleri irkilme anlaria benzer bir yerden geliyor.
Onemsiz, banal ve giindelik gibi gériinen, bilinmedik bir uzuvdan gelen tanimsiz
irkilmeler bedenin derinliklerinde ve epidermal ytizeyde yankilaniyor. Kayan'in bir
hareket, jesti veya eylemi yakalayan hareketli veya duragan imgeleri huzursuzlugu
¢6zme, azaltma ve aktarmaya yonelik bedensel itkilerin birer kaydidir. Irkilme
duygusal ve fiziksel bir deneyimdir, 6zellikle tenle ve tenin etrafa olan agir1 duyarhligy

ile ilintilidir.

br bar tki bir tke dig sergisi kapsaminda yayimlanan katalogdaki Alper Turan’in
“Calkantih Haller: Bir Seyi Diigiirmek, Yerden Almak ve Yeniden Diisiirmek”™ baglikli

metninden alintidir. ber bir itk bar ki dig. Zilberman, 1slanbul, Berlin, 2022. 5.70.

(Ankara, Turkey) lives and works in Amsterdam and Ankara.

(Ankara, TUrkiye) Amsterdam ve Ankara'da yasiyor ve galisiyor.
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Untitled (Embroidery) | isimsiz (Nakig), 2022
Archival pigment print / Arsivsel pigment baski
2 pieces [ pieces, 80 x 120 cm (detail/detay)




gla'nin Dlisli, 2022

Brick’s Reverie | Tu,

Brick picked up from the debris of the Bomonti Beer Factory, glaze

Bomonti Bira Fabrikasi yikintisindan buluntu tu.

36x26x29cm

Sla, sir
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Burcak Bingol

Brick’s Reverie
Since her relocation to Istanbul in 2010, the artist has carried out historical research
on remembering the artistic sensibility of the Ottoman past through ceramic-making
traditions. Meanwhile, the current destruction of the modern era has made her focus
more on the loss of recent memory. In her work titled Brick’ Reverie, she uses bricks
from the demolished Bomonti Brewery. The old images of the building also ooze out
through the glaze which holds the bricks together. As a collector of debris from the
past, Bingdl brings forth the memory of the material along with the lost images of the
recent past.
Interrupted Halfway Through

The photograph Interrupted Halfway Through displays the artist in front of
Edirnekapr—the old city walls of Istanbul—alongside invasive plants that grow from
them. The artist herself is intertwined with these ruins, and this not only emphasises
her intense relationship with the city, but also documents the artistic research process
which evolved into a solo show titled Interrupted Halfiway Through at Zilberman Berlin in
2019. This photograph—which was the catalogue cover for her solo exhibition—also

wanders through mediums, just like the artist in the city.

Tugla’nin Diisi
Burcak Bingdl, 2010 yilinda Istanbul’a tagmmasindan itibaren Osmanl tarihinin
sanatsal inceliklerini seramik gelenekleri tizerinden aragtirtyor. Bu stiregte modern
donemin siiregiden imhasi, sanat¢iin odagini yakin dénemin hafizasinm yitip gidigine
de kaydiriyor. Tugla’min Diigii baghkh yapitinda sanatci yakin zamanda yikilan Bomonti
Bira Fabrikas’'nin yikintilarindan tuglalar: kullaniyor; tuglalar: bir arada tutan sir
ise yuzeylerin arasimndan binanin eski fotograflarini sizdirtyor. Gegmigin kalmtilarini
toplayan bir koleksiyoner olarak Bingél, bu sekilde yakin dénemin kaybolmus
imgelerini malzemenin hafizasiyla beraber cagiriyor.
Hamlesi Yarida

Hamlesi Yanida baghkl fotografta sanatci Edirnekapr’da, eski Istanbul’un simrlarm
belirleyen duvarlarin 6niinde, eski yapilarin arasindan firlayan iggalci otlarin
yaninda gortltyor. Fotografta sanatginin kendisi de yikintilara dolanmig halde; bu
izlek, Bing61l'tin sehirle kurdugu yogun ve ¢ok katmanl iliskiye isaret ederken ayni
zamanda sanat¢inin Zilberman Berlin’de 2019 senesinde gergeklesen Hamlesi Yanda
bashkh kigisel sergisini olusturan sanatsal arastirma stirecine de tanikhk ediyor.
Serginin katalog kapagini da olusturan bu fotograf, ayni sanatginin kendisi gibi farkl

medyumlar arasinda geziniyor.
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Nature Letterification Exercises

27 pieces, felt-tip pen on paper / each 15x21 cm / 2022

Tabiatr Harflegtirme Alstirmalan

27 parca, kagit tizerine gazh kalem / her biri 15x21 ecm / 2022

Language Is the Border of the Animal

From the series titled [The symbolic cannot be consumed]

1 nameless form,* 1 asemic writing** / acrylic on canvas / 110x160 cm / 2022
*Nameless Form is a silent agent. Despite being part of the landscape, it has no name. It is lost,
and therefore, it is free. One could, briefly, also exclaim: How beautiful, what on earth is it?

** Asemic writing is the name given to illegible writing which does not feature known letters or

words.

Hayvamin Siare Dil
[Sembolik olan tiiketilemez] adl seriden

* / tuval uzerine akrilik / 110x160 cm / 2022

1 adsizform,* 1 asemik yazi
*Adsiz Form bir sessiz 6znedir. Manzaranin bir pargast olmasma ragmen bir adi yoktur.
Kaybolmustur ve bu sebeple 6zgiirdiir. Kisaca soyle de diyebiliriz: Ay ne giizel, ne bu?

*Asemik yazi, bilinen harflerin ve kelimelerin olmadigi, okunamayan bir yazidir.

The Animal is the Border of the Human

From the series titled [The symbolic cannot be consumed]

1 nameless form,* 1 sketch / acrylic on canvas / 110x160 cm / 2022

*Nameless Form is a silent agent. Despite being part of the landscape, it has no name.
It is lost, and therefore, it is free. One could, briefly, also exclaim: How beautiful, what

on earth is it?

Insamin Suart Hayvan

[Sembolik olan tiiketilemez] adh seriden

1 adsizform,* 1 desen / tuval tizerine akrilik / 110x160 cm / 2022

*Adsiz Form bir sessiz 6znedir. Manzaranin bir par¢ast olmasma ragmen bir adi yoktur.

Kaybolmustur ve bu sebeple 6zgiirdiir. Kisaca soyle de diyebiliriz: Ay ne giizel, ne bu?
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Cluster of Matter | Mesele Kiimesi, 2022 (video still)
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Bochra Taboubi

Cluster of Matter

Cluster of Matter is an onsite installation in Metlaoui—a phosphate mining town in
Tunisia—questioning speculations about the endangered paleontological heritage
of the region. A dialogue between the fictional and the natural sketches a whole
repertoire of creatures and chimerical forms suggesting fauna and flora that could
have existed.

The town of Métlaoui (southern Tunisia; Gafsa Governorate) once had a natural
or mining museum that was robbed, burned, and then closed during the Tunisian
revolution. An important collection of the museum has been exhibited in Paris
since 1900. Traces of the discoveries of fossiliferous deposits in this region are quite
rare nowadays. Evoking them today would be a way for us of reinventing the past,
of bringing its traces to life or illustrating it, and of associating a body with it, a
tangible form. Through a collaborative and discursive approach, the project aims at
the preservation of stories around the most important mining town in Tunisia. The
research intersects friction with problematic realities; a region torn between colonial

past and current geopolitical issues.

Bochra Taboubi is supported by the Octopus Programme, Vienna and Kamel Lazaar

Foundation.

Mesele Kiimesi

Mesele Kiimest, Tunus’taki bir fosfat madeni kasabasi olan Metlaoui’de, bélgenin nesli
tiikenmekte olan paleontolojik mirasi hakkindaki spekiilasyonlar: sorgulayan bir
yerlestirmedir. Kurgusal ve dogal skegler arasindaki diyalog, burada énceden var olma
olasiigi bulunan tiim gergek ve hayali canlilar: bir araya getiren fauna ve florayr akla
getirir.

Métaoui Kasabasi’nda (giiney Tunus; Gafsa Valiligi) bir zamanlar Tunus devrimi
sirasinda soyulan, yakilan ve ardindan kapatilan bir doga veya maden miizesi vardi.
1900°den beri miizenin énemli bir koleksiyonu Paris’te sergileniyor. Bu bolgedeki
fosil yataklaria dair izler, gtintimiizde oldukga nadir sayilabilir. Onlar: su anda
canlandirmak bizim icin; gecmisi yeniden icat etmenin, onun izini sirmenin, onu
gorsellestirmenin ve onunla bir bedeni iligkilendirmenin somut bir formu, bir yolu
olabilir. Proje, elestirel bir yaklagimla, Tunus’un en 6nemli maden kasabas: etrafindaki

hikayeleri muhafaza etmeyi hedefliyor. Bu aragtirma, somitirge ge¢misi ile gtincel

jeopolitik meseleler arasinda kalmig bolgelerin problematik gerceklikleri ile stirtiigen

alanlar bir araya getiriyor.

Bochra Taboubi Viyana merkezli Octopus Programi ve Kamel Lazaar Vakfi

tarafindan desteklenmektedir.

(Tunis, Tunisia) lives and works in Tunis.

(Tunus, Tunus) Tunus'da yasiyor ve galisiyor.
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Azade Koker

Dialogue

Is the effort to establish a dialogue between two persons facing each other in vain?

Is it possible to set up an interactive dialogue? Even if it is, does it have to be through
wrapping and caressing the other like ivy, that is, by domination with deception?
Following these interrogations, artist Azade Koker’s mind was drawn to Irvin D.
Yalom’s novel “When Nietzsche Wept” (1992). Psychiatrist Dr. Breuer makes the
following proposition to convince the abstaining Nietzsche that he needs to be treated
by a doctor. Breuer would treat Nietzsche’s clinical case medically, and Nietzsche
would inform Breuer of his philosophical findings. Nietzsche, who has not practiced

his role as an educator for a long time, accepts this offer.

“Nietzsche was indeed prepared. The following morning, as soon as Breuer
completed his physical exam, Nietzsche took control. “You see,” he told Breuer,
displaying a large new notebook, “how well organised I am! Herr Kaufmann,

one of your orderlies was kind enough to purchase this for me yesterday.”

He rose from his bed. “I also ordered another chair for the room. Shall we move

over to them and begin our work?”

Breuer, silently bemused by his patient’s grave assumption of authority, followed
the suggestion and took a seat next to Nietzsche. Both chairs faced the fireplace,
in which an orange blaze crackled. After warming himself for a moment, Breuer

rotated his chair so that he could more easily see Nietzsche and persuaded

Nietzsche to do the same.

Bochra Taboubi

Cluster of Matter | Mesele Kiimesi, 2022 _ _ _ (1stanbul, Turkey) lives and works in Berlin and Istanbul.
Installation including single-channel video (9'35") and ink drawing on tracing paper

Tek-kanalli video (9'35") ve aydinger (izerine miirekkep cizim iceren yerlestirme (istanbul, Tlrkiye) Berlin ve istanbul'da yasiyor ve caligiyor.



Ivy - Sarmasik 111

Diyalog

Iki birey arasinda goz hizasinda bir diyalog kurma cabasi bosuna mudir? Interaktif
bir diyalog kurmak miimkiin miidiir? Miimkin olsa bile birinin 6tekini sarmagik
gibi sarip ve oksayip, yani kandirmacayla hakimiyet kurarak mi olabilir? Bu
sorgulamalara takiben, sanatg1 Azade Kéker’in zihnine Irvin D. Yalom’un
“Nietzsche Agladiginda”(1992) romani diiger. Psikiyatrist Dr. Breuer tedaviden
kacinan Nietzsche’ye doktora ihtiyaci olup tedavi edilmesi gerektigine ikna etmek
i¢in su teklifte bulunur: Breuer Nietzsche’nin klinik vakasini tibbi olarak tedavi
edecek, Nietzsche de filozofik bulgularla Breuer’i bilgilendirecektir. Uzun zamandir
egitmenlikten uzaklagsmigs olan Nietzsche bu teklifi kabul eder.

“O gtin; o ilk tedavi giintinde Nietzsche ger¢ekten de hazirlanmugti. Psikiyatrist
Breuer’in, ertest sabah onu daha muayeneye basglamasina firsat vermeden
konugmay yonlendirmeye baglad: “Gérdiigiintz gibi”diye agikladi ve
Breuer’e genis formath yeni bir defter uzatt, “Tyi hazirlandim. Asistanimz Bay

Kaufmann, diin bana not almam i¢in bu defteri getirme nezaketini gésterdi.”

Uzandigr sofadan ayaga kalkti. “Ben de ikinci bir sandalye isterim. Oturup ise
baglayalim mi?”

Hastasinin konugmanin yonlendirilmesi ve inisiyatifi ele almasi durumuna
hazirliksiz yakalanan Brauer, Nietzsche’nin yanina oturmas teklifine itaat
etmek zorunda kaldi. Her iki sandalye de i¢inde canh bir atesin ¢itirdadig ocaga
bakiyordu. Breuer, bir an i¢in ¢itirdayan sar1 alevler tarafindan ici 1sindiktan

sonra, Nietzsche ile karg1 karsiya ve goz hizasinda oturmak i¢in sandalyesini

Chair / Sandalye, 42 x 50 x 95 cm (eaach / her biri), Prints/Baski, 35 x 25 cm (each / her biri)

Site-specific installation including archival pigment prints and found objects
Arsivsel pigment baski ve buluntu objelerden olusan mekéana 6zgli yerlestirme

Dialogue | Diyalog, 2022

Azade Koker

hareket ettirdi ve ondan da ayni seyi yapmasin istedi.”




The Observatory | Gdzlemevi, 2010

The Journey | Yolculuk, 2022

Stainless steel [ Paslanmaz celik

25x40x12cm

Steel case with a collection of assembled objects
from installations and performances since 2010

2010'dan beri kurulumlardan ve performanslardan bir araya

getirilmis nesneler koleksiyonuna sahip celik kasa

45 x60x100cm
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Marcus Neustetter

The Observatory
In a pursuit to develop an artists’ community observatory amongst the international
telescopes in Sutherland, South Africa, the home to SALT (Southern African Large
Telescope) and the SAAO (South African Astronomical Observatory), Marcus
Neustetter has been visioning through drawings, photographs, prints, installations, and
models. The Observatory presents a naked-eye telescope concept to map the mysteries
of the night sky. Constructed in 2010, the work finds itself once again the artist’s
focus as he maps the sky in search of his minuscule drawing currently floating on the
International Space Station.
The Journey

Models of potential rockets and space observers become the flight case that holds
both past and future journeys into the unknown. Objects found and bought — the
collection of assemblages spans ten years of playful dreaming and simulating by the
artist. Each item now towering out of the used case tells stories of journeys attempted

and imagined.

Gozlemevi
Marcus Neustetter, SALT (Southern African Large Telescope/Giiney Afrika Biiyiik
Teleskopu) ve SAAQO’ya (South African Astronomical Observatory/Giiney Afrika
Astronomik Goézlemevi) ev sahipligi yapan Giiney Afrika’nin Sutherland kentindeki
uluslararas: teleskoplar arasinda sanatgilar toplulugu gézlemevi gelistirme arayigini,
¢izimler, fotograflar, baskilar, kurulumlar ve modeller tizerinden tahayytil ediyor.
Gizlemevt, gece gokytiziiniin gizemlerini haritalamak icin ¢iplak gozle bir teleskop
fikri sunuyor. 2010 yihnda insa edilen yapit, su anda Uluslararasi Uzay Istasyonu’nda
yiizen minik ¢izimini aramak i¢in gokytiziiniin haritasimi ¢ikarirken, bir kez daha
sanat¢iin odak noktast oluyor.
Yolculuk

Potansiyel roket ve uzay gézlemci modelleri, hem ge¢mis hem de gelecekteki
bilinmeyen yolculuklart muhafaza eden bir u¢us kutusunda toplanir. Buluntu ve satin
alinmig nesnelerle yapilan diizenleme, sanatginin on yillik oyunbaz hayallerinin bir
koleksityonudur. Kullamlmig bir kasanin i¢inden yiikselen her parca, hayali kurulan ve

tesebbiis edilen her yolculugun hakkinda bir hikaye anlatir.



UFO 1945, 2021

Acrylic on canvas / Tuval Uzerine akrilik

Charcoal on paper [ Kagit tUizerine karakalem

Canvas /[ Tuval; 30 x 40 cm

Glass works / Cam isler; 39 x 30,5 cm (framed / cerceve), 29 x 20,5 cm
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Ramesch Daha

UFO 1945

UFO 1945 consists of four pieces that demonstrate two different techniques of
painting: charcoal on paper and acrylic on canvas. The work sets off from a myth that
merges conspiracy theories, science fiction plots, and comic book stories about Nazi
UFOs. Ramesch Daha reproduced found documents, which are considered as one of

the fake propaganda tools of the Nazi regime, through painting.

UFO 1945

UF0 1945, kagit tizerine karakalem ve tuval tizerine akrilik olmak tizere iki farkli resim
teknigini gosteren dort pargadan olusuyor. Calisma, Nazi UFO’lar tizerine komplo
teorilerini, bilim kurgu olaylarmi ve ¢izgi roman hikayelerini birlestiren bir efsaneden
yola ¢ikiyor. Ramesch Daha, Nazi rejiminin sahte propaganda araglarinin bir pargasi

olarak kabul edilen buluntu belgeleri resim yoluyla yeniden tretti.

(Teheran, Iran) lives and works in Vienna.

(Tahran, Iran) Viyana’da yagtyor ve gahsiyor.
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Maarit Mustonen

\[ .

NN, 2020

Installation with artists book

Artists book: 96 pages; 16 x 21,3 cm

A dust jacket; 84 x 60 cm (unfolded)

Installation: Fragment 1 and Fragment 3 - Leftover fabric pieces

made from the clothes using the artist’s great-grandmother’s patterns.

Sanatci kitabi iceren yerlestirme

Sanatci kitabi: 96 sayfa; 16 x 21,3 cm

Kitap kabi; 84 x 60 cm (katlanmamis)

Yerlestirme: BoIUm 1 ve Bolim 3

Sanatcinin biytkannesinin kaliplarini kullanarak diktigi
kiyafetlerden arta kalan kumas parcalari.




Divan-1 Semsi Tebrizi (Semseddin’in Hayali), 2022

Manuscript with ink on a book / Kitap tzerine mirekkepli el yazmasi
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Didem Erk

Rumi: Divan-1 Kebir

This new work by Didem Erk is similar in technique to—but different in content
from—the censored book series in which she encrypts books by the act of re-writing
with a fountain pen. Maintaining intimacy with language in her practice, the artist
departs from the word sk (light, glow), which lies at the basis of the Sufi philosophy.
“Isk” or “uik” 1s the root of the word sarmagik (ivy) as well as agk (love), which wraps the
heart like ivy.

Drawing upon the book Rumi: Divan-i Kebir, she disrupts the readability of the
text by intervening between the lines of the book in such a manner that she leaves no
spaces in between and blinds the text, thus creating a spiral. Through an involuntary
act of recollection, the artist reworks the lines in the book, infusing them into the
subconscious, entering a state of trance between existence and non-existence.
Drawing parallels between the ivy sucking all the water from the soil and consuming
it with the destructive and transformative love for the divine in the book, she aims to
create a passageway between sublime love and earthly love. She becomes a guide for
timelessness, spacelessness, and ineffability between the two worlds. In her work, which
she has transformed into an installation with a pillow and a glass sphere, Erk reminds
us of the idea that we are in a perpetual mode of sleep between birth and death, and
of the suggestion that Sufism can be the means for awakening to reality before death.

Divan-1 Semsi Tebrizi (Semseddin’in Hayali)

Didem Erk, kitaplardaki metinlerin tizerinden dolma kalem el yazmasiyla tekrar
gecerek sifreleme girisiminde bulundugu sansiirlenen kitap serisine teknik olarak
benzer, igerik olarak farkh yaklastigi yeni bir ¢aligma ile kargimizda. Dil ile yakin
iligkide pratigini stirdtiren sanatgi, tasavvuf felsefesi temelinde yatan “15k” ve “11k”
kelimesinden yola ¢ikiyor. Isk hem sarmagik, hem de sarmasik gibi kalbi sarip
sarmalayan anlamina gelen “ask’ kelimesinin kokenini olusturur.

Divan-1 Semsi Tebrizi kitabini secerek, kitabin satir aralarina bosluk ve nefes
birakmamacasina uyguladign miidahale ile metni kor ederek okunabilirligi sekteye
ugratir ve yaziyl bir sarmala sokar. Sanatci kitaptaki satirlary; biling akisi teknigiyle,
varlik ve yokluk arasmdaki ve gayri irddi bir hatirlama ile yeniden igler. Sarmagigin
topraktaki tim suyu ¢ekerek onu kurutup titketmesini, s6z konusu kitapta bahsettigi
yikici ve doniistiiriicii ilahi aska benzeten sanatc, yiiksek ask ile diinyevi agkin
arasinda bir gecis yolu yaratmay: hedefler. ki diinya arasimdaki zamansiz, mekansiz ve
tanimsizligin rehberi olur. Erk’in bir yastik ve cam kiire ile yerlestirme haline getirdigi
calismasinda; dogumla 6ltim arasinda daimi bir uykuda oldugumuz diigiincesini ve
6lmeden 6nce gercege uyanmanin tasavvuf anlayisiyla gerceklesebilecegi 6nerisini

hatirlatir.

(Istanbul, Turkey) lives and works in Istanbul.

(istanbul, Turkiye) istanbul'da yasiyor ve calisiyor.
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Architectures of confinement are imposing and suffocating, they prevent those who

A are subjected to their immanence from living with ease, and often even in a dignified
way. And yet, against the crushing feeling of hopelessness, those same architectures

can be perceived from a perspective of resistance and evasion, as a reality to contrast

-

in order to achieve freedom.

. Focusing on the verticality of the growing structure, here symbolised by a module

of 650x130 cm, knitted out of black yarn, Building a Falling Wall engages with the

imposingness of the wall, by reverting it, as the architectural replica is conceived in

terms of anti-monumentality. As an act of empowerment, the attempt to overgrow the

architecture of confinement becomes an extreme acknowledgment of the potential

of the bare body facing stronger political powers, and brings the human body, in its

relentless determination, to the center of the investigation.

Siurlart olan mimari gérkemli fakat bogucudur, bu yiizden bu tiir bir mekam
deneyimleyenlerin kolay ve hatta cogunlukla vakur bir sekilde yasamalarina engel olur.
Yine de, aym mimari 6zgtrliige ulagmak i¢in zit bir gerceklik olarak ve garesizligin
. ezici duygusuna karg1 bir direnis ve kurtulug olarak algilanabilir.

Vikilan Duwvar Ingasi, dikine biiyiiyen bir yapiy1 sembolize eden siyah yiinden
orilmis 650x130 em’lik bir moddil ile mimari bir replikanin anti-anitsalligini ortaya
koyarak, yapinin heybetine meydan okur. Giiglendirici bir eylem olarak, sinirlart olan
mimariyi bitylitme girisimi daha sert siyasi guclerle kars: kargiya kalan salt bedenin
potansiyelinin yiiksek seviyelerde kabulii haline gelir. Béylece, insan bedeninin amansiz

kararhiligr aragtirmanin merkezine yerlesir.

(Avigliana, Italy) lives and works in Beirut and Dubai.

(Avigliana, italya) Beyrut ve Dubai'de yasiyor ve calisiyor.




Building a falling wall | Yikilan duvar ingasi, 2021-2022

Single channel video and sound / Tek kanalli video ve ses, 4'40"
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