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Arka Pencereden Bakmak | settina kiein & Naz Cuguogiu

Bettina: Zilberman Gallery’nin istanbul’daki istiklal
Caddesi’nde bulunan galerisinde gerceklestirecegimiz
sergi icin bir siredir “anitlar” meselesi hakkinda birlikte
calisiyoruz. Sohbetimize belki burada yasadigin i¢in senin
bakis aginla yerel baglamdan bahsederek baslamamiz
gerek. Bu sehri ziyaret eden biri olarak merak ediyorum,
sence anitlar ve hafiza kiltiri sehir Uzerine yapilan
tartismalarda merkezi bir yer tutuyor mu su an?

Naz: istanbul’da dogup biyudigim icin anitlara dair
genel bir bakisim var ve bunu ifade etmek bazen
oldukga zor oluyor. Elbette kamusal alandaki anitlar hem
Cumbhuriyet’in kurulusu hem de bu cografyadan gecen
medeniyetler disinildiginde uzun bir gegmise sahip.
Ancak son zamanlarda beni etkileyen, yetkililerin anit
olarak tarif ettikleri seyler degil, bizim icin yani siradan
insanlar nezdinde, siyasi ideolojilerin bir sonucu olarak
sehirde yasanan hizli ve denetlenemeyen donisim
nedeniyle “anit” haline gelen seyler. Bunlar hafizamizda
anitlasiyor ve kayip duygumuzu temsil ediyor. Daha 6nce
de konustugumuz gibi, bir caddeden gecip daha iki ay
once orada neler oldugunu hatirlayamamanin cok aci
veren bir yani var. Bu konuda birgok seyden bahsedebiliriz,
ancak senin “anitlara” duydugun ilginin nasil basladigini
bilhassa merak ediyorum. Bildigim kadariyla kirator
olarak son yillarda yogunlukla bu konuyla ilgili calismalar
yapiyorsun, yaniliyor muyum?

Bettina: Bu konuda yogun olarak ¢alistigimi sdyleyemem,
daha ziyade tarihin kamusal alanda biraktigi izler, bu izlerin
maddi godstergeleri ve onlari okumamizi neyin mimkin
kildigina dair sorular etrafinda dolasiyorum. Tabii bu
ilginin olusmasinda 1992’den beri Berlin’de yagsamamin
blylk etkisi var. Berlin’”de devamli bu izlere rastlarken
ayni anda da silinmeleriyle tekrar tekrar yizlesiyorsun.
Sophie Calle’in 1996’da yapti§i ve siyasal sistemin
degismesi sonrasinda kaldirlan Dogu Almanya siyasi
sembolleri hakkinda Berlinlilerle gérismelerinin yer aldig
The Detachment [Kopus] isimli calismasi, hafizamizin
yani sira mekanlar ve nesnelerle kurdugumuz duygusal
alakanin sinirlarint da mikemmel bir sekilde ortaya
koydu. lyi sanatsal calismalar, algilanmiz ve hafizamizin

Bettina: We've been working on the idea of “monuments”
together for a while now for our exhibition that will take place
at Zilberman Gallery on Istiklal street in Istanbul. Maybe we
should start our conversation by laying out the local context
from your perspective as a resident—as a visitor I’'m curious
to hear more from you about whether monuments and
memory culture are a central field of discussion right now
in the city?

Naz: Being born and raised in Istanbul, | have a general
understanding of monuments that is hard to express
sometimes —of course, monuments in public space have a
long history in Turkey, both for the foundation of the Turkish
Republic, but also for the civilizations that passed through
this geography. But what comes to mind most recently are
not the things that authorities define as monuments, but
things that become “monuments” for us as individuals,
due to the quick and uncontrollable transformation of the
city as a result of political ideologies. These things become
monuments for our memories, representing our feelings
of loss. As we talked about before, there is something so
bitter about passing by a street, and not remembering what
was there before, even two months ago. There is a lot to
discuss about this, but | am actually curious to hear how
your interest in “monuments” started since you have been
working on this topic extensively as a curator over the past
few years, correct me if | am wrong.

Gazing from the Rear Window | settina Kiein & Naz Cuguogiu

karmasikligi ve tutarsizigini kavrayacak kapasiteye
sahiptir. Son on yildir siklikla Dogu Avrupa, Romanya,
Cek Cumbhuriyeti ve Polonya’nin yani sira Ukrayna’ya
da gidiyorum, Komunizmin ¢dzUllslU hala devam ediyor
orada ve bu slre¢c bazilarina rahatlama getirirken
bazilarina da istirap veriyor. Bence bu muglaklik yalnizca
siyasi semboller agisindan degil, mekanlarin, nesnelerin
ve aliskanliklarin kaybolma bicimleri acisindan da énemli.
Julius Rodenberg’tin bununla ilgili yazdigi mithis metinler
var. Kendisi Alman bir flanér ve 1870’lerde yazdig
metinlerde Berlin’deki binalarin ve barlarin kaybolmasi
ile sehirde hizla devam eden insa faaliyetinden sikayet
ediyor. Rodenberg’i okumak oldukga tuhaf, ¢Unku
anlattiklar son derece gtincel geliyor. Saniyorum sorun,
ilgili insanlarn fikri sorulmadan otoriter kararlar alinmasi
nedeniyle degisimlerin cogunlukla siddetle meydana
gelmesinde.

Naz: Evet, siklikla da bu siddetin su veya bu sekilde
hatiralarimi  silerek beni yavas yavas o6ldirdiguini
hissediyorum. Neredeyse her gin calistgim galeriye
gelmek (izere istanbul’un en énemli caddelerinden biri
olan Istiklal’de yiirtiyorum ve caddenin son birkac yilda
gecirdigi donlsimi deneyimliyorum. Siyasal egilimler
ve beklentiler nedeniyle caddenin demografisinin,
mimarisinin, hatta genel havasinin degisimini izlemek,
onun bu tanidik olmayan mekana dénlismesini seyretmek
gercekten ¢cok tuhaf. Arkadaslarimla ve ailemle de bunlari
konusuyoruz, daha o6nce nasil oldugunu hatirlamaya
calisiyoruz, burada gegen hikayeleri birbirimize anlatip
gecmise nostaljiyle bakiyoruz. Bir zamanlarin direnis
anitinin, kaybedilmis savasin, &6grenilmis caresizligin
gengligimin anitina dénlismesini izliyorum. Derrida’nin
“Hauntology” (1993) kitabinda ele aldigi kavramdan
esinlenen baska bir proje Gizerinde de bir stiredir calistigim
icin oradaki nostalji tartismasiyla durup soruyorum:
“Gegmis zamanlar, eski glizel glnler, bunlar gergekten
var mi? Ya hatiralannmiz yanligssa? Ya hatirladiklarimiz
hayaletlerden ibaretse?” Sonra heykeltiras ilhan Koman’in
Akdeniz ismini verdigi heykeli bir giin istiklal Caddesi’ne
geri gelerek durumu tamamiyla degistiriyor. 2014’te
israil'in Gazze’ye saldirilarini protesto eden bir eylemde

Bettina: | wouldn’t say that I've been working on this topic
extensively, but rather that I've been constantly circulating
back to questions around traces of history in public space,
their material manifestations and what enables us to read
them. Obviously, living in Berlin since 1992 has had a big
influence on this interest. Here you constantly stumble upon
these traces and one is also repeatedly confronted with their
erasure. Sophie Calle’s work The Detachment from 1996,
where she interviewed Berliners about political symbols
from the GDR that had been removed after the change
of the political system, perfectly illustrated the limits of our
memory, but also our emotional entanglement with sites
and objects. Good art works have the capacity to embrace
the complexity and inconsistency of our perception and
memory. In the last ten years I've been travelling quite a lot
through Eastern Europe, Romania, Czech Republic, Poland
and also to Ukraine and the decommunization there is still
ongoing, a process that is a relief for some and extremely
painful for others. | think this ambiguity is not only valuable
for political symbols, but also for any kind of disappearance
of places, objects, habitudes. There are wonderful texts
written by Julius Rodenberg, a German flaneur in the 1870s,
where he complains about disappearing buildings and bars
in Berlin and the quick-paced construction in the city—it’s
quite funny to read since it sounds very contemporary...
| guess the problem is that changes mostly happen in quite
a brutal way, as authoritarian decisions without involving
people that are affected by them.

Naz: Yes, and most of the time, | am feeling like this brutality
is just killing me slowly, by erasing my memories in one way
or another. | walk up Istiklal Street—one of the major streets
of Istanbul—almost every day to get to the gallery, and |
have been living its transformation over the past few years. It
is really interesting to watch the change in the demography,
the architecture, and the general vibe of the street due
to the political tendencies and expectations, watching
it turning into this unfamiliar space. It is just the way that
we have been talking about it with my friends, and family,
trying to remember how it was before, telling these stories
to each other, getting nostalgic. Watching it becoming the
monument of my youth, the monument of the resistance



eylemcilerin bir kismini tahrip ettigi heykel, saldirganik
tarihiyle yUkla varligi nedeniyle benim bakisimda bir anita
doéntstyor. Empatiyi ve barigi temsil eden bu glicli ve
devasa kadin figirQ, gegen yil onarilan Yapi Kredi Kultar
Merkezi binasina getirildi ve yerlestirildigi konumda binanin
camlarindan gériilebiliyor. Simdi Istiklal Caddesi’nden
asaglya dogru yuridigim her seferde birbirimize
bakiyoruz ve o an degisimi yeniden hissedebiliyorum.
Bir mekani terk etmenin veya basini alip gitmenin ¢ogu
zaman ¢6zUm olmadigini égreniyorum, bazen sadece
kalman ve gergeginle ylzlesmen gerekir.

Bettina: Sergide yer alan sanatgilarin birgogu icin de
bu durumun gecerli oldugunu sdyleyebilirim. Antonio
Cosentino’nun Istanbul Atlasi isimli isi veya Christine
Wirmell’in fotograf serileri ancak uzun vadeli gézlem
ve ugraslyla ortaya cikabilecek isler. Diger yandan
Mykola Ridnyi’'nin ve Vajiko Chachkhiani’nin Urettikleri,
her ikisinin de kendi ulkelerinin anlatilarn icinde kok
salmis/temellenmis olmakla birlikte herhangi bir yerel
deneyimle sinirlandirlamayacak isler. Farkl perspektifler
arasindaki bu fikir aligverisinin gincel gercekliklerimizle
ilgili daha derin bir kavrayisi mimkin kilmak acisindan
¢ok 6nemli oldugunu dustnilyorum, dzellikle de simdi her
zamankinden daha 6nemli. Basarilamayan devrimlerin
yarattigi hayal kirikligindan sonra Ulkeyi terk etmek igin
elbette bircok sebep var, ama kalmak, direnmek ve
anlatiimayan tim hikayelere ses vermek, bu sanatcilarin
islerinin guclid bir 6zelligi. Uzaktayken bunu ayni
yogunlukla yapamazlardi.

Sergimizin merkezinde yer alan baglantilara geri
gelirsek, yani anitlarin kisisel olarak anlamlandiriima
bicimleriyle anmanin farkli yéntemlerine iligkin ortaya
koydugumuz &neriyle birlikte bir de sergi igin segtigimiz
ve kendi icinde tutarsizlik barindiran baslktan s6z etmek
istiyorum: Huzursuz Anitlar. Oncelikle, sergideki islerin
hicbiri, kelimenin tam anlamiyla bir aniti temsil etmiyor.
Daha ziyade kamuya acik heykeller ile bu heykellerin
tasidigi sembolik ve ekonomik degerle, kisisel hatiralari
tetikleyen veya temsil eden nesnelerle ve higbir zaman
insa edilmeyen ya da ingsa edilmemis olmasi gereken

once upon a time, the lost battle, the learned helplessness.
And since | have been working on another project inspired
by the term “Hauntology” by Derrida (1993) for a while
now, this speculation of nostalgia makes me pause, and
| question: “Do these pasts, these good old days, do they
really exist? What if our memories are inaccurate? What
if we are just remembering ghosts?” But then, one day a
sculpture, titled Akdeniz [the Mediterranean] by its sculptor
ilhan Koman, comes back to Istiklal Street to change the
whole situation. Partly destroyed during a protest against
the attack of Israel on Gaza, by the protestors in 2014, this
sculpture turns into a monument, in my view, due to its
presence, which is loaded with a history of aggression. This
gigantic and strong female figure, representing empathy
towards each other and peace, was moved to Yapi Kredi
Culture Center when the building was renovated last year,
and it is visible through the windows of the building. And
now, every time | walk down Istiklal Street, we stare at each
other, and | can feel the change again. | learn that leaving
a space or going away is not the solution most of the time,
sometimes you just need to stay, and to face your reality.

Bettina: | would say that’s indeed the case for most of the
artists in the show. It is only through a long-term observation
and engagement that works like The Istanbul Atlas by Antonio
Cosentino or Christine Wirmell’s photo series can exist and
both Mykola Ridnyi and Vajiko Chachkhiani’s work is very
much embedded in their respective countries’ narratives,
without narrowing it down to only a local experience. | think
discussing these perspectives is extremely important for
a larger understanding of our contemporary realities, now
more than ever. After the deception of the unaccomplished
revolutions there are of course many reasons to leave the
country, but staying and resisting and giving a voice to all
these untold stories is a strong quality of their work and
wouldn’t be possible in the same intensity from afar.

Coming back to the central threads of our show—the
personal take on monuments, the proposal of alternative
ways of commemorating, I'd also like to address the title
we chose, Restless Monuments, which is obviously a
contradiction in itself. First of all, none of the works in the

anitlarla ilgileniyorlar. Burada “huzursuz” kelimesi, gtincel
bir durumun yarattigi givensizlik ve degiskenligin yani
sira bizzat nesnelerin fiziksel kirlganligina isaret ediyor.
Korunakli bir konumdan yeni bir bakis acisi edinmeyi
saglamasi icin galeri duvarinda kigik bir pencere agcma
kararimizin bu fikirle baglantili olduguna katilir misin?

Naz: Kesinlikle. O pencereyi agma fikri aklimiza hem
cok dogal hem de zihni zorlayan ve meydan okuyan bir
bicimde geldi. Ustl kapall ve gok glizel ifade ettigin gibi,
“odadaki fiI” derler ya, bu sergide de galeri mekaninda
oturan ve seyirciyi seyreden bir fil var. Sdylenmeyen
veya sadece dolayli olarak sdylenebilen seyler vardir ki
yasadigimiz dénemde alinabilecek en glgli politik tavir
bu belki de. Ve bu fil yalnizca o pencereden soluk alabilir,
hatta gece yarisi galeri mekanindan sessizce ¢ikip sehre
kacabilir ve onu bir sekilde yaratan insanlarla yiz ylze

show represents a monument in the strict sense, instead
they’re dealing with public sculptures and their symbolic
and economic value, with objects that trigger or represent
personal memories, with monuments that could have or
should be built...The term “restless” addresses here the
insecurity and unsteadiness of a contemporary situation, but
also the physical fragility of the objects themselves. Would
you agree that our decision to open up a small window in
the gallery wall is somehow connected to this idea, since it
provides a new point of view, but from a sheltered position?

Naz: Definitely! Making the decision to open that window
came to us in a way that is both very natural but also very
thought-provoking and challenging. There is in this show
an elephant in the room, sitting and watching the visitors;
there are things that are unsaid, that can only be said
indirectly. We are living in a time where this might be the
strongest political position one can take. And only through
that window, can this elephant breathe, and even escape at
night silently, from the gallery space into the city, and face its
people that created it in a way. That window is inviting us to
consider if another future scenario is still possible, if we can
open up a small crack in the concrete walls we have built in
our consciousness through increasing levels of stereotypes,
misunderstanding, loss of empathy, would that provide us
with a feeling of relief?

Searching “personal monuments” on Google brings up
images of different types of graves. | think we need to resist
this kind of perception and start to build our own personal
monuments both metaphorically and literally, not when we
die and it is too late, but while we are alive. If this means
opening up a small crack in the wall that we have been
taking for granted for many years, then we might need to
do that, whatever it takes.

As Calvino mentions in his “Invisible Cities”, “memory is
redundant, it repeats signs so that the city can begin to
exist.” So, | think what we need to do is take control of our
own memories, and in this way bring peace to the ghosts of
all those monuments that have never and will never get built,
what do you think?



gelebilir. O pencere bizi baska bir gelecek tahayyUlinin
mimkin olup olmadigini ve giderek c¢ogalan kalip
yargilar, yanlis anlamalar ve empati kaybiyla bilincimizde
olusturdugumuz beton duvarlarimizda klcUk bir catlak
acarsak yukimuizin hafifleme ihtimalini disinmeye
davet ediyor.

Google’a “kigisel anitlar” yazinca farkl tlirden mezarlari
gbsteren sonuclar c¢ikiyor. Bu algiyr degistirmeli ve
oldigimizde degil henlz yasarken kendi Kkisisel
anitlanimizi insa etmeye baslamallyiz, hem metaforik hem
de gercek anlamda. Bunun igin yillar iginde kaniksadigimiz
duvarda kicuk bir catlak agmamiz gerekiyorsa, her ne
pahasina olursa olsun agalim o ¢atlagi.

“Gorinmez Kentler’de Calvino’nun soyledigi gibi, “hafiza
kalabaliktir, sehirler hafizanin isaretleri tekrarlamasiyla
var olmaya baglayabilir.” Bu nedenle yapmamiz gereken,
kendi hafizamizin kontrollint ele almak bana kalirsa. Hi¢
insa edilmemis ve insa edilmeyecek olan tim o anitlarin
hayaletlerinin huzur bulmasini bu sekilde saglayabilir
miyiz sence?

Bettina: Anitlar icin asil istememiz gerekenin huzur
olduguna emin degilim. Huzurlu anitlar genellikle
unutulmus, anlamini yitirmis ya da sag salim bir kenarda
saklananlar oluyor. Bazen de ¢ok uzun zaman boyunca
kendi halinde ve sorgulanmadan birakiliyorlar; simdi
hakkinda hararetli tartismalar ve yeni degerlendirmeler
yapillan tim o sémirgeci, irk¢i, milliyetci heykelleri
dusitnelim 6rnegin. Bence bir anit, tartismak ve yeniden
ylzlesmek icin daima alan acmali, bu anlamda esasen
huzursuzlugun olumlu bir nitelik oldugu s&ylenebilir.
Romanyali sanat¢i Cristian Rusu’nun bir heykel icin
yaptigi maketi geliyor aklma, Horse Descending a
Monument [Heykelden inen At]. Anitsal kaidesinden
inmekte olan bir ati gdrlyoruz makette, binicisinden
kurtuldugunu sezdiriyor. Huzursuz bir heykelin hos ve her
nasilsa 6zgurlestirici imgesi...

Bettina: I'm not sure if peacefulness is actually what we
should wish for the monuments. The peaceful monuments
tend to be the ones that are either forgotten, irrelevant, or
safely stored away. And sometimes monuments are also
being left alone and unquestioned for too long, see all
the examples of colonialist, racist, nationalist statues that
are being vehemently debated and revisited now. | think a
monument should always provide a space for debate and
encounter, the restlessness in that sense being a positive
quality. A model for a monument by a Romanian artist,
Cristian Rusu, comes to my mind—Horse Descending a
Monument, where we see a horse stepping down from its
monumental plinth—implicitly it has already shed its rider...
a beautiful and somehow liberating image for a restless
monument.

1. ilhan Koman, Akdeniz,1981. Fotograf / Photo: Tansu Pigkin

2. Kharkiv'deki yikilmig Lenin heykeli, Eylil 2014. / Destroyed Lenin statue in
Kharkiv, September 2014. Fotograf / Photo: Mykola Ridnyi

3. Christian Rusu, Horse Descending a Monument, 2011. Model 1:25, karton,
akrilik boya / Model 1:25, cardboard, acrylic paint. Sanatgi ve Plan B, Cluj-
Berlin izniyle / Courtesy of the artist and Plan B, Cluj-Berlin




ANTONIO COSENTINO

Tipki  Ahmet Hamdi Tanpinar'n  Saatleri  Ayarlama
Enstitist’ndekine benzer bir motivasyonla bir bagka yazarin
dykustinde bir istanbul Hafiza Bakanligi kurulacak olsaydi,
Antonio Cosentino bu 6ykiUnin bas kahramani olabilirdi. Kimi
zaman Cosentino’yu tozlu, az giines alan bir odada dosyalari
arasinda notlar alirken, istanbul’da senelerdir gergeklesmekte
olan degisimin titresimlerini izlerken ve g6zIigiinln Gzerinden
bir arastirmaci titizligiyle disUnirken hayal ederim. Zira,
Cosentino’nun  galismalarini  doénusen bir sehir olarak
istanbul’dan, Borges’in bliyiilti gercekei dykilerinden firlamis
gibi goriinen kisiliginden, okudugu, atdlyesinin duvarlarini
dolduran kitaplardan, ve yillar boyunca parcasi oldugu,
ozellikle 90’larin Turkiye ¢agdas sanat dlinyasi ve giinimuze
etkileri bakimindan ayrica degerli olan Hafriyat sanatgi
kolektifinden ayri disinmek mimkin degildir.

Resim, heykel, yazi, yerlestirme gibi pek ¢ok farkli medyumla
calismay! tercih eden sanatci, bu ¢ok yonliligin 6zgurlestirici
etkisine inanir. Bu durum bu 8zglr ruhu, bir kurmaca dykinin
izleyicileri sasirtma amaci icin bile olsa, hayali bir mekanda bir
masanin ardinda oturtma strecini zora sokabilir. Cosentino,
daha ¢ok Yusuf Atilgan’in Aylak Adam’ini andiran bir ciddiyetle
istanbul’u gezerken 6zgiir ama her daim dustincelidir;
Melville’in Bartleby’si gibi “kimi zaman yapmamayi tercih
eden” bu karakterin, edebiyatla olan yakin iligkisi sebebiyle,
yazilar ve galismalar birbirini zaman igerisinde dogurmaya
devam eder. Bu girift iliski kimi zaman sanatc¢inin kendisini ve
izleyiciyi de igerisine ¢ekerek kurguyla gercekligin arasindaki
cizginin gittikce bulaniklastigi bir paralel evrenin kapilarini
aralayabilir.

Cosentino’nun izleyicileri serginin girisinde karsilayan
performatif yerlestirme calismasi, yaklasik yirmi yildir
surdiirmekte oldugu “istanbul Atlasi” projesinin bir yeniden
yorumu niteliginde. Sanatcinin ¢ok derinlerden gelen bir

Istanbul Atlasi / The Istanbul Atlas, 2006-ongoing / Devam ediyor

durtiyle, sehrin geperlerinde kalan mahalleleri gezerek,
kaydini tuttugu bu mekanlar ve mekani bdlenlerine ayiran
bu anlar, ayni zamanda geg¢en zamana ve bir sehir olarak
istanbul’a ve sakinlerine olan etkisine de cevaben sanatcinin
elleriyle, kirlgan malzemelerden ingsa ettigi bir anit olarak
ortaya cikiyor. Seneler icerisinde biriktirdigi binlerce fotograf,
onun deyimiyle bu turbo yapilarin ve mekanlarin hizl, kontrol
edilemez donisimilni, sanatginin yasadigi travmayla basa
¢cilkma yoéntemi olarak seyirciyle bulusturuyor. Artik ancak
gecmisten kalan tanidik bir ani olan fotograf alblimlerinin
icerisine yerlestirilen bu fotograflari, ve hemen yaninda dia
olarak dénen gériintiilerini, bu hic kurulmamis olan istanbul
Hafizasi Bakanhgr'nin yine hi¢c var olmayacak olan arsivinin
bir yansimasi olarak gérmek mimkdin olabilir.

Cosentino’nun, sergide yer alan, yillardir calismalarinda
kullandigi en temel malzemelerden olan tenekeden Urettigi
treni ise istanbul’da artik kullanilmayan banliyd trenlerinin
anisini galeri mekanina tasiyor. Ziyaret ettigi periferideki
mahallelerde ekonomik ve fonksiyonel olarak 6nemli bir
malzeme olan tenekeden, bir zanaat ustasi inceligiyle
tamamen kendi Urettigi bu trene, atélyede vagonu insa ettigi
sirada 30 yiIl boyunca ELK Tren Loko ve Bakim Atdlyesi
ustaligini yapmis olan Mustafa Yildiz tarafindan hediye
edilmis olan 1955 Fransa yapimi TCDD banliy® treninin orijinal
kiinyesinin yer aldigi levha ve direksiyonu eslik ediyor. Cesitli
politik ve ekonomik sebeplerle artik var olmayan bu trenin,
sehrin periferisinden topladi§i ani parcalari artik kimsenin
istese dahi animsayamadigi bir ge¢cmisin hayaleti gibi sergi
mekanina goriinmez bir sekilde yigilirken ayni zamanda
cogunlukla betondan insa edilen anitlarin aksine kullandigi
teneke malzeme ile bir anti-anit olarak izleyicileri disinmeye
devam ediyor.

Naz Cuguoglu



ANTONIO COSENTINO

If the motivation ever existed to establish an Istanbul Ministry
of Memory, as in Ahmet Hamdi Tanpinar’s Time Regulation
Institute, Cosentino could have easily been the protagonist
in such a story. | sometimes imagine Cosentino diligently
pondering behind his glasses like a researcher, watching the
ripples of the transformations taking place in Istanbul over
the years and taking notes between stacked folders in a
dusty room that doesn’t get much sunlight. This is because
it is impossible to consider Cosentino’s work without also
thinking of Istanbul as a city of transformation, his personality
resembling a character from Borges’s magical realist stories,
the books he has read filling up the bookcases in his studio,
the contemporary art world of Turkey in the 1990s, or Hafriyat,
the artists’ collective, whose influence today is momentous
in and of itself.

Working in a variety of media including painting, sculpture,
writing, and installation, the artist believes in the freedom
such versatility affords. Such a situation can make it a
challenging proposition to seat this free spirit behind a table
in an imaginary space, even for the purpose of surprising
the viewers of a fictional story. Cosentino is free but
always thoughtful while he travels around Istanbul with a
seriousness that echoes An Idle Man by Yusuf Atilgan; like
Melville’s Bartleby who sometimes “would prefer not to.”
Antonio Cosentino’s writings and works continue to give
birth to one another over time due to his intimate relationship
with literature. This intricate relationship may sometimes
engulf the artist and his viewers while cracking the doors of
a parallel universe open, where the line between fiction and
reality slowly begins to blur.

Cosentino’s installation that greets viewers at the entrance
to the exhibition space is like a new interpretation of The
Istanbul Atlas Series, which he has been pursuing for nearly
twenty years. The places the artist documents with an urge
that comes from deep inside him as he wanders around the
peripheral neighborhoods of the city, and the moments that

Istanbul Atlasi / The Istanbul Atlas, 2006-ongoing / Devam ediyor

split these spaces into partitions, form a monument, which
the artist constructs from fragile materials with his hands, as
a response to the passage of time and its impact on Istanbul
as a city and its residents. The thousands of photographs he
has collected throughout the years are presented to viewers
with the fast and uncontrollable transformation of what the
artist calls the “turbo” buildings and spaces, as his method
for dealing with the trauma he has suffered. It is possible
to view these photographs that are placed inside albums—
now a familiar memory from the past—and the same images
looped as slides right next to them, as the reflection of
an archive that will never exist of the Istanbul Ministry of
Memory, which has never been established either.

Cosentino’s train brings the memory of Istanbul’s now-
defunct suburban trains into the exhibition space. With the
skill of a master craftsman, he personally fashioned his train
out of tin, a material essential to his practice over the years as
well as an economically and functionally important material
for the neighborhoods on the periphery that he visits. Two
items are presented along with the train: the steering wheel
and the plate showing the original name of the 1955 French-
made Turkish State Railways suburban train car, gifted to the
artist by Mustafa Yildiz, head of the ELK Train Locomotive and
Maintenance Shop for thirty years, while he was constructing
the train in his studio.

Along with this train, which no longer exists due to various
political and economic reasons, are the memory pieces
collected by the artist in the peripheral zones of the city.
These collapse in the exhibition space like the invisible
ghost of a past that no one can remember now, even if they
wanted to. Cosentino’s use of tin as a material, compared
to monuments constructed out of concrete, invites viewers
to reflect on how he transforms the suburban train into an
“anti-monument.”

Naz Cuguoglu




ANTONIO COSENTINO
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Istanbul Atlasi / The Istanbul Atlas, 2006-Ongoing / Devam ediyor

Arsivsel klasorler, C-printler, kartpostallar, dia projektori, tabure, masa lambasi
Archival folders, C-prints, postcards, slide projector, stool, desk lamp

Sergi gorlinttsi / Installation view

Zilberman Gallery, Istanbul, 2018

Banliyé Treni / Suburb Train, 2014

Teneke / Tin
Sergi goriintlst / Installation view
Zilberman Gallery, Istanbul, 2018



LARA OGEL

Lara Ogel’'in galismasi, halk tarafindan “baba” olarak anilan,
trafigi dizenlemek icin kullanilan trafik dubalari formunda,
piringten, oldukca kuglik boyutta Uretilmis olarak izleyiciyle
bulusuyor. Bu ¢alismanin kavramsal ¢ergevesi ayni zamanda
iki ana katman etrafinda sekilleniyor. ilki galismanin boyutu
ve formu sebebiyle izleyiciye ilk bakista kendini belli
ediyor. babal sanatginin yasadigi sehir olan istanbul’un
sokaklarinda goézlemledigi ironik bir durumun yansimasi
olarak sergi mekanindaki yerini aliyor. Genellikle bahsi gegen
bu “babalara” arabalar tarafindan siratle carpilmasi ya da
benzeri, sehir planlamacilar tarafindan 6ngérilemeyen beseri
eylemler sonucunda olusan, ve artik hayatimizin normal bir
parcgasi oldugu icin sorgulamadigimiz durumlarin animsaticisi
niteliginde. Hem formu sebebiyle fallik bir obje olmasi, hem de
erkek egemen toplumdan aldigi ismi sebebiyle, bu obje sehir
planlamalar ve mimari midahaleler vasitasiyla toplumsal
hafizamizda, algi esigimizin oldukga altinda gelisen patriarkal
uyarilmalarin altini giziyor. Sanatci tarafindan neredeyse isaret
parmagini gegmeyecek bir boyutta Uretilmesi sebebiyle,
kendisine atfedilen glici kaybediyor.

baba!’nin ikinci katmani kendini ancak dikkatli izleyicilere belli
ediyor. Ogel tarafindan ayni zamanda yakaya takilabilecek bir

babal, 2018
Piring / Brass
6.5x2x1cm
Ed. 50

rozet olarak Uretilmis olan bu ¢alisma serginin acilis gtininde
kimi yakalarda yerini aliyor. Bu objeler tipki anma tdrenlerinde
ve toplumsal yas gunlerinde takilan rozetleri animsatiyor.
Boylece serginin acilis etkinligi, sehirde karsimiza ¢ikan ve
neredeyse girdigi savastan yenik ¢ikmis bir komutan edasiyla
tamamen bikullerek yere uzanan, artik dik duramayan bu
olusumlarin ardindan tutulan bir yas tdrenine ddénuslyor.
Bir yandan da sehirde kaybettigimiz diger hafiza savaslarini
animsatiyor. Farkli sebeplerden énemsedigimiz ama sehirle
ilgili karar sureclerine hicbir sekilde dahil edilmememiz
sonucunda, ve genelde ideolojik sebeplerle artik orada
olmayan, yerinden edilmis objelerin, mekanlarin, kisilerin
hizinli yasina davet ediyor. Politik rozetleri animsatan
varligiyla, sadece yakada tasinan bir obje vasitasiyla politik
olarak bir araya gelen, ve aninda ayni politik amag ve gelecek
planlarn dahilinde bir komuniteye ddéniisen bireyleri sergi
mekanina tasiyor. Toplumdaki en az bUkulmus bir baba
kadar anlam verilemeyen sebeplerle olusan kutuplasmalari
akla getirerek politik anlamdaki fanatiklige ve bunun ginlik
hayattaki yansimalarina da goz kirpiyor.

Naz Cuguoglu



LARA OGEL

Lara Ogel’s work baba! is a miniaturized traffic cone, the kind
commonly used to regulate traffic and known colloquially
in Turkish as “baba”(father). Cast in brass, the work’s
conceptual framework resonates on two main levels: first
and foremost visually in terms of the work’s shape and size.
In the exhibition, baba! reflects the artist’s take on an ironic
aspect from the streets of Istanbul, the city where she lives.
These “fathers” are usually run-over by speeding cars or end
up in a similarly flattened state as a result of various human
actions—which urban planners cannot foresee. As such, they
are indicative of how circumstances normalize the flow of our
daily lives, ones that we therefore do not call into question.
In terms of its phallic form, as well as the name given to it
by a male-dominated society, this object represents how
patriarchal attitudes are activated in our social memory. We
are not even aware of this activation because it takes place in
urban planning practices and architectural interventions. The
artist strips the object of the power society has bestowed
upon it by producing it on a scale no larger than an index finger.

The second level of meaning in baba! is only apparent to the
astute viewer. Ogel has also designed the work as a lapel pin,

Fotograf / Photo: Lara Ogel

which some will wear at the opening of the exhibition. These
objects recall the badges worn during commemorative
ceremonies and days of collective mourning. As such, the
exhibition opening serves as a ceremony for grieving these
slumped-over miniatures that are no longer capable of
standing upright and almost look like defeated commanders
of a concluded battle. On the other hand, the work evokes
the wars of memory over the city we’ve lost. It calls for
people to join in the somber grieving for the objects, places,
and others that have been displaced and spirited away for
mainly ideological reasons, and as a result of our being
excluded from the decision-making processes concerning
the city, regardless of how or to what extent we are affected
by them. Much like a political badge, the work unifies the
individuals who display it on their lapels together politically,
thus forming an instant community with shared political
intentions and visions for the future. Reminiscent of the
various axes of social polarization produced by causes that
are as unintelligible as that of a twisted “father,” the work
alludes to political fanaticism and its repercussions in daily life.

Naz Cuguoglu




MYKOLA RIDNYI

Mykola Ridnyi, video calismalan ve yerlestirmelerinde
guncel toplumsal ve siyasi konular ele aliyor ve tarihsel
yasanmigliklar, siyasi sistemlerin birey ve onun hareket
6zglrluglh Uzerindeki etkilerini ve bunlarla ilintili celigkileri
sorguluyor.

Ridnyi, Dima adl videosu igin bir slre &nce emniyet
kuvvetlerindeki gérevinden ayrilip tas ustasi olarak calismaya
karar vermis bir polis memuruyla séylesi yapti. Bu videoda
Dima, baglardaki idealizmiyle bir polis memuru olarak
adalet icin micadele verme duslncesinin, Ukrayna emniyet
aygitindaki yolsuzluk ve keyfiyet nedeniyle her gecen gin
nasill yitip gittigini anlatiyor. Bir kismi, tas yontma atélyesinin,
mezar taslarinin seri Uretimi gibi glndelik is akislarinin
belgelendigi klasik bir is¢i portresi Uslubunda ¢ekilen videoda
Ridnyi, Dima’nin gunlik iglerini 6zel bir siparigle bdllyor:
Granitten, Dogu Ukrayna’daki Harkov kentinin Alman
nasyonal sosyalist birliklerinden kurtulusun anisina dikilmis
Sovyet anit 6rneginde bir ¢ift polis botunu yontmasini
istiyor Dima’dan. Ridnyi, filminin bas kahramani Dima’nin

Dima, 2013
SD video, 7’57 ve granit botlar / SD video, 7°57” and granite boots

dusunceleri ve sasirtici derecede berrak sdylemlerine paralel
olarak, bas karakteri dostane ve kahraman bir polis olan,
1964 tarihli “Uncle Styopa The Militsioner” [Milis Styopa
Amca] ve siyasi baski ve dayanigsmaci direnisi konu edinen bir
cocuk masali olan, 1961 tarihli “The Adventures of Cippolino”
[Cippolino’nun Maceralari] adli Sovyet ¢izgi filmlerinden kisa
sekanslar yerlegtiriyor. Boylece ideal ile realite arasindaki
ucurum, bu sosyalist cizgi filmler vasitasiyla daha da c¢arpici
bicimde vurgulaniyor.

Videonun yani sira Dima tarafindan yontulan botlarin da dahil
oldugu yerlestirme, Pinchuk Art Center Prize 6dili igin kisa
listeye kalan ve sanki gelismekte olan protesto hareketini
onceden sezmiscesine Maidan Devrimi’nden hemen 6nce
uretilmis, “Water wears away the stone” [Su Tasi Asindirir]
adll kapsamli eserler dizisinin bir pargasi. Kiev'deki sergi
sirasinda sanat merkezinin yakinlarindaki Lenin aniti yikilinca,
gOstericilerin saldirmasindan endise edildigi icin sergi birkac
glnligine kapatilmisti.

Bettina Klein

“Water wears away the stone” serisinden / from the series “Water wears away the stone”



MYKOLA RIDNYI

In his video works and installations, Mykola Ridnyi takes
up current sociopolitical themes, calling into question
collective historical experiences, the impacts of political
systems on individuals and their freedom to act as well as
the contradictions associated with this.

For his film Dima, Ridnyi conducted an interview with a
former police officer who at some earlier point had decided
to leave the police force and now works as a stonemason.
Dima explains how his initial idealism and the idea of working
for justice as a policeman gradually slipped away in the face
of corruption within the Ukrainian police apparatus and the
arbitrary nature of methods. Filmed partly in the style of a
classic worker portrait documenting daily operations at the
stonemason’s workshop, including footage of the serial
production of tombstones, Ridnyi disrupts the routine of
Dima’s workday with a special commission: he asks him to
carve a pair of police boots out of granite based on the style
of a Soviet monument marking the liberation of the city of
Kharkiv in Eastern Ukraine from National Socialist troops.

Dima, 2013 (video stills)

Parallel to the reflections and surprisingly clear statements of
his protagonist Dima, Ridnyi incorporates short sequences
from the 1964 Soviet cartoon Uncle Styopa the Militsioner,
whose main protagonist is a friendly and heroic police officer,
and The Adventures of Cippolino from 1961, a children’s
fairy tale of political repression and solidarity resistance.
The idealized world of animated socialist cartoons glaringly
underscores the wide gap between ideal and reality. The
installation, featuring the film and the granite boots Dima
produced, is part of a larger series of works titled Water
Wears Away the Stone, which was shown for the first time in
the exhibition of shortlisted artists for the Pinchuk Art Center
Prize. It was created shortly before the Maidan Revolution,
as if in anticipation of an impending protest movement.
During the exhibition, a statue of Lenin located close to the
art center was destroyed by the protesting crowd. Fearing
assaults by the demonstrators, the institution decided to
close the exhibition for a couple of days.

Bettina Klein




CHRISTINE WURMELL

Christine Wirmell, 1990’li yillardan bu yana gerek Berlin
gerekse baska kentlerin kamusal alanlarinda gerceklesen ve
bir kismi radikal sayilabilecek déntsum slreclerini belgeliyor
ve sanatsal calismalarinda bu etkileyici arsivden faydalaniyor.
Bu sirada tekerrir eden temalardan biri de kamusal
ylzeylere uygulanan bireysel grafiti yazilarn—bu baglamda
Los Angeles’ta grafitilerin bir “glzellestirme ekibi” (Buffing,
2004) tarafindan zorunlu olarak boyayla kapatiimasini da
fotografladi. 2004 yilindan beri ise strekli degisen ve birbirinin
Uzerine yazilan grafitileri ve Berlin’deki Ernst-Thalmann aniti
Uzerindeki temizlik calismalarini belgeledi.

Mali krizin, medya organlari ve kamusal alanlardakiikonografisini
ele alan bir monografi icin 2008 vyilinda Berlin’deki
Friedrichshain kent parkinda yer alan kamusal heykellerin
fotografini  cekerken heykellerden birinin  kaidesindeki
Amerikan Dolar grafitisini, calismasinin odagina yerle§tirdi1.
2015 yilinda parka yaptigi diizenli ziyaretleri sirasinda énce bir,
daha sonra bir¢ok kaidenin bos oldugunu fark etti: Anlasilan
gecen slUrede heykeller yerlerinden kaldirimisti. Arastirmalari
sonucunda bazi heykellerin, 1960’ yillarda taninmis Dogu
Almanyali heykeltiraglar tarafindan yapilmis olmalarina karsin
ancak 1998te, Berlin’in ilk kent parkinin agiliginin 150. yil
dénimu nedeniyle bu parka dikildiklerini anladi. Nihayet bir

"Christine Wiirmell, Druckbuch (Boabooks: Geneva, 2008).

Kamunun Yeniden Degerlendirilmesi (Sonug olarak) ve Kamu Olarak
Kalan Uzerine ya da: Friedrichshain Halk Parki Berlin’in llk Halk
Parki—1848’de Acilmigtir, 2018

2008-15, Fine art baski, 40 x 60 cm ve 30 x 80 cm, Ed. 5 + 2 A.P

1. Werner Stotzer, Sitzende mit aufgestiitztem Arm [Kolundan Destek Alan
Oturan Kadin] (1967), Berlin’in ilk kent parkinin 150. yil dénimi nedeniyle
dikilmistir, 1998; 2014 bilinmeyen kisilerce galinmistir.

2. Wieland Férster, GroBe Stehende auf einem Bein [Tek Ayak Uzerinde Duran
iri Kadin] (1968-70), Berlin’in ilk kent parkinin 150. yil dénimii nedeniyle
dikilmistir, 1998; 2014/15 yillarinda Berlin Friedrichshain park ve bahgeler
mudurligu tarafindan sékilmis ve kamusal parktan ayrilmis haldeki komsu
Werkhof Derneg@inde grafitileri temizlenmis ve yeniden dikilmistir, 2014/15.

3. Friedrich B. Henkel, GroBe Metamorphe Landschaft [Buylk Metamorfik
Peyzaj] (1994) Berlin’in ilk kent parkinin 150. yil ddnimi nedeniyle dikilmistir,
1998; vandalizme bagl hasarlar yiizinden kaldiriimistir.

gazete haberinde heykellerin bazilarinin, diinya piyasalarinda
metal fiyatlarinin yikselisine ve sosyal acidan dezavantajl
konumda olan kesimin yasadigi mali sikintiya kosut olarak
2010’lu yillardan bu yana metal toplayan hirsizlar tarafindan
calindigina, digerlerininse vandalizm nedeniyle kaldirildigina
ya da 6nleyici amagclarla “guivenli bir yere géturuldiklerine”
dair isaretler tespit etti.

ilk kez bu sergide gésterilecek olan bu fotograf dizisinde
Wirmell, 2007/2008 yillarinda cektigi heykel fotograflarini,
2015’te cektigi bos kaide fotograflariyla bir araya getiriyor.
Uzun gézlemlerden bigimlenen klasik “Once/Sonra” calismalar
gibi, iki kare arasindaki perspektifi ve sk kosullarini
esitlemeye calismaktan ziyade, bu fotograflarda spontanlik ve
peyzajin kendine 6zgl atmosferi muhafaza ediliyor. Kaidelerin
arkaplandan kopariimalar, soyutlanmis beyaz ylzey ile
gercekgi betimleme arasinda bir tlr gecis yaratarak 6zel bir
mekansallik olusturuyor. Dikkatli bir gdz farkli zamanlarda
cekilmis bu karelere bakarken soldaki kaidede gérilen bir
grafitinin, sagdaki kaidede de gorildigini fark edecektir—
¢ogu zaman gegici olan grafitilerin, bronz heykellerden daha
uzun sire yasamayi basardigi gordliyor.

Bettina Klein



CHRISTINE WURMELL

Since the 1990s, Christine Wirmell has been documenting
the occasionally radical transformation processes in public
space in Berlin and other cities and repeatedly draws from
this now impressively sized archive in her artistic work.
A recurring theme is the inscription of individual graffiti
markings on public surfaces—she photographed in L.A,,
for example, the mandated overpainting of grafitti by a
“beautification team” (Buffing, 2004), or has documented,
since 2004, the changing, overlapping markings on the Ernst
Thalmann Memorial in Berlin and subsequent efforts to clean it.

In 2008, she photographed public sculptures in Berlin’s
Volkspark Friedrichshain for an artist’s book that took up
the visual manifestations of the financial crisis in media and
public space, focusing on a graffiti tag of a dollar sign on
the pedestal of one of the sculptures’. In 2015, during her
regular visits to the park, she first noticed an empty pedestal
and shortly thereafter another: apparently the sculptures had
since been removed. Through her research she discovered
that some of the sculptures, although they were made
in the 1960s by well-known East German sculptors, had
only first been installed there in 1998 as part of the 150th
anniversary of Berlin’s first communal park. She ultimately
came across information in a newspaper article stating

"Christine Wiirmell, Druckbuch (Boabooks: Geneva, 2008).

The Revaluation of the Public and What Remains Public (as a Result)
Or: In Volkspark Friedrichshain, Berlin’s First Communal Park—
Opened in 1848, 2018

2008-15, Fine art print, 40 x 60 cm and 30 x 80 cm, Ed. 5 + 2 A.P

1. Werner Stotzer, Sitzende mit aufgestlitztem Arm [Seated figure with
propped-up arm] (1967), installed as part of the 150th anniversary of Volkspark
Friedrichshain, Berlin’s first communal park, 1998; stolen by unknown
perpetrators in 2014.

2. Wieland Forster, GroBe Stehende auf einem Bein [Tall figure standing on
one leg] (1968-70), installed as part of the 150th anniversary of Volkspark
Friedrichshain, Berlin’s first communal park, 1998; 2014-15 de-installed by the
Berlin-Friedrichshain parks department,cleaned of graffiti and reinstalled in the
garden of the operations center bordering the public park in 2014-15.

3. Friedrich B. Henkel, GroBe Metamorphe Landschaft [Great Metamorphic
Landscape] (1994) Installed as part of the 150th anniversary of Volkspark
Friedrichshain, Berlin’s first communal park, 1998; removed due to vandalism damage.

that some sculptures had been stolen by metal thieves—a
phenomenon observed in many countries since the 2010s as
aresult of a global rise in metal prices and increased financial
hardships facing the socially disadvantaged—while others
were removed due to vandalism or preemptively “brought to
safety.”

For the series of photographs shown for the first time in
this exhibition, Wirmell juxtaposes views of the sculptures
taken between 2007 and 2008 and the empty pedestals
photographed in 2015. In contrast to a standard, long-term
observational approach, where an effort is made to reproduce
the same camera angles and lighting conditions in the
before & after shots, here the images retain the spontaneity
of their making and capture the individual atmosphere of
their surroundings. Presenting the pedestals free of their
backgrounds creates a particular spatiality, suggesting a kind
of slippage between abstracted white surface and realistic
depiction. When comparing the images, closer inspection
reveals that at least one graffiti element on the left pedestal
is visible on the right-hand one—a medium considered so
fleeting has outlasted the bronze sculptures.

Bettina Klein
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Sergi gorintist / Installation view
Zilberman Gallery, Istanbul, 2018




WALID SITI

Walid Siti’'nin ¢alismalarini, sanatc¢inin Orta Dogu’nun uzun
senelerdir icerisinde bulundugu fiziksel ve ruhsal yikima
cevaben Urettigi ve bu cografyaya adadigi kisisel anitlar olarak
gbrmek muUmkuin. Irakll Kirt sanatginin politik sebeplerle
yillar 6nce ayrildigi Ulkesinin gérkemli ve yikiimaz goriinen
daglarina, bu topraklarda yasayan bireylerin dini, bilimsel
ya da farkli amaglarla, yukar tirmanma motivasyonuyla insa
ettigi mimari yapilar, kuleleri ve zigguratlarina referansla
Urettigi resim, heykel ve yerlestirme calismalarini gérinmeyeni
gosterme gulcleriyle, hizla akan zamanda bir anlik duraksama,
bir saliselik bir zaman kaymasi, bir ¢esit ariza olarak gérmek
de mumkin. Siti'nin kullandigi saman ¢opU gibi oldukga
kirlgan malzemeler, dogada zamanla sessizce ¢ézilebilecek
ve ardinda iz birakmayacak sanatsal Uretimlere ddntsuyor.
Bu malzemelerle zitlik olusturan varliklariyla dikenli teller
ve plastik askerler ise sanatcinin izleyicileri déntp bir daha
bakmaya davet ettigi zaman ve mekandaki bu duraksama
aninin siirselligine ve celigkilerle dolu, hassas, bir anda toza
ddénusebilecek yapisina da referans veriyor.

Siti’nin sergide yer alan heykel calismasi Monument to the
Ordinaries (2016), Irak’in cografyasina 6zel bir mermerden
Uretilmis ve yerel bir zanaat ustasi tarafindan yontulmus,
yukari tirmanan merdivenlerden olusan bir yapi olarak

Monument to the Ordinaries I, 2016
Mermer ve tahta / Marble and wood
35x35x25cm

ortaya cikiyor. Baslangicta sonu nereye vardigi bilinmeyen,
fakat sonunda tirmananlan bir yere tasimayan, neredeyse
fonksiyonsuz denebilecek bu yapinin Uzerindeki Arapca
kelimeler, isimlerini dogadaki bitkilerden alan Kuirt kadin
isimleri. Siti, ataerkil toplumda, pek cok anlamda ikinci plana
atilan, ve ugruna hasmetli anitlar insa edilerek cgesitli otoriteler
tarafindan unutulmamasi saglanan, veya “dlimsuzlestirilen”
erkek figurlerin aksine, katkilar hice sayilan kadinlarin 6zellikle
savasl ve yilkimi yasamakta olan topraklardaki varligina isik
tutuyor.

Anonim askerler adina insa edilen, varlig politik olarak yuklu
olan anit fikrinden yola ¢ikarak, kendi deyimiyle “siradan”
olanlara (ordinaries) bir “siradanliklar” aniti kurguluyor. Bu
mimari yapi, baglamindan kopariimis, kendi igerisinde ¢elisen
ironik ve olagandig bir atmosfer yaratirken “kahraman” ve
“magdur” kavramlarina dair de bir sorgulamada bulunuyor.
Siti, toplum tarafindan &tekilestirilenlerin  anlatiimayan
hikayelerini gtindeme getirerek toplumsal hafizanin mimari
ogeler Uzerinden insa edilmesini, ve manipule edilen hikayeler
Uzerinden farkl tarihi anlatilarin glinimuize tasinmasini konu
ediyor ve bir anlamda farkl bir anlatinin mimkanligind
sorguluyor.

Naz Cuguoglu
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WALID SITI

Walid Siti’s works can be regarded as personal monuments
dedicated to the Middle East, created as responses to the
mental and physical catastrophes the area has endured for
a very long time. Many years ago, due to political reasons,
the Iragi-Kurdish artist was forced to leave his homeland.
Its magnificent and seemingly unyielding mountains
and architectural structures, towers, and ziggurats—all
constructed as a result of his countrymen’s religious,
scientific, or various other ambitions and their desires to
achieve great heights—have served as inspiration for his
paintings, sculptures, and installations. These works can also
be understood as momentary lapses in time, split-second
pauses, or bizarre glitches with a capacity to show what’s not
visible. Siti’s use of fragile materials, such as straw, works
that slowly and silently disintegrate in nature without a trace,
and contrasting materials such as barbed wire and plastic
soldiers, all reference a poetic nature. These all embody the
contradictions of a moment delicately suspended in time,
which can easily vanish into thin air.

Siti’s vernacular sculptural work in the exhibition, Monument
to the Ordinaries (2016) is made of local marble from the Iraqi
landscape, sculpted by a local artisan, and resembles an
ascending staircase. At first it is unclear where the structure

Monument to the Ordinaries Il, 2016
Sergi goriintlsu / Installation view
Zilberman Gallery, Istanbul, 2018

ends, but then it is obvious that it doesn’t lead anywhere.
Apart from the Arabic words inscribed into its surfaces,
which reference Kurdish female names derived from plants
in nature, the work has no other function. Here, Siti seeks
to draw attention to the women whose contributions to their
communities are overlooked in a land being destroyed by
war. Male figures, by comparison, are not relegated to the
background, and are instead made to be unforgettable or
are “immortalized” with majestic monuments built by the
various authorities of a patriarchal society. Inspired by the
idea of the politically charged monument erected in the name
of anonymous soldiers, the artist constructs a monument to
the “ordinaries” for those he refers to as the “ordinary” ones.
This architectural structure, detached from its context, also
examines the concepts of “hero” and “victim,” while creating
an ironic and esoteric atmosphere that contradicts itself. By
presenting the untold stories of those who are alienated by
society, Siti explores the possibility of an alternative narrative,
while also portraying the construction of social memory
through architectural elements and how various historical
narratives, which are built on manipulated stories, are carried
over to the present.

Naz Cuguoglu




GUIDO CASARETTO

Guido Casaretto’'nun calismalarina bakmak, Aldous
Huxley’nin Algi Kapilari kitabinin sayfalarini gevirmek gibi
bir deneyimi de beraberinde getiriyor. Huxley’nin kitabin
basinda referansta bulundugu William Blake alintisi gibi:
“Eger algi kapilari temizlenseydi her sey insana, oldugu gibi
gorinirdi: sonsuz.” Casaretto’nun c¢alismalar, izleyicileri
bu zaman zaman aralanan kaplilar Uzerine diginmeye davet
ederken bir yandan da goézle gortlenin givenilirligi Gzerine
bir 6nermede bulunuyor. Zira, uzaktan goérdiginiz, her
anlamiyla dagi andiran bir olusum, yakindan bakildigi zaman,
sanatginin sonsuz firga darbelerini, kontrol mekanizmasini
icerisinde barindirmayan bir sistematiklik icerisinde Ust Uste
yigdigi tuval tzerine yagh boya bir calisma olarak varhgini
gizleyebiliyor. Veya uzaktan zamandaki sonsuz bir anda
okyanusun en koyu noktasinda dondurulmus gibi gériinen
bir deniz kesiti, aslinda epoksi malzeme ile sanatci tarafindan
yeniden Uretilmis olabiliyor.

Casaretto, aslinda dogada olanin yeniden Uretimiyle ya da
taklidiyle ilgilenmiyor. Uretim siirecleri cogunlukla kalip alma,
kopyalama ve tekrarlama sireglerini de icerisinde barindiran
sanatcinin ¢alismalari, sonugtan ¢ok siirece odaklaniyor. Bir
zanaatkar titizligiyle calisan sanat¢i, eder ortaya cikarmak
Uzere oldugu dagi yagl boyadan Uretiyorsa bir ressamin
teknigini kopyalarken bir yandan da gergek bir dagin olusma
strecinden ilham almayi tercih ediyor. Zamanindan ve
mekanindan koparilmis, ve gogunlukla zamanda dondurulmus
bu gérintuler, tipki hizla degisen bir sehrin sokaklar gibi,
ilk anda seneler sonucunda zihnimizde olusturdugumuz
o0 cok tanidik goérinttyle ayni gortnlyor. Ama bir seylerin
degistigini, bazi seylerin yolunda olmadigini hissetmemiz

Rendering Ill, 2016
Ahsap / Wood
194 x 141 x1cm

de cok uzun sirmiyor. Uzerinde yiridiugimiz sokagin
ayni sokak olmadigina dair o rahatsiz edici hisle yiizlesmek,
hatirlama iste@ini de beraberinde getiriyor. Karsinizda duranin
dag olmadigini biliyorsunuz, ama dag degilse ne olduguna
dair soruyu yanitlamaya hazir hissetmiyorsunuz. Belki
hatirlamiyorsunuz, ya da kim bilir belki de algilariniza artik
glivenemiyorsunuz.

Casaretto’'nun  sergide yer alan calismasi, uzaktan
simsiyah, topyekln, blylk bir kitle olarak gortnlyor.
Ancak yaklastiginiz zaman kendini ele veren detaylaryla
bu calisma, aslinda sanat¢cinin ananesinin Tarlabasi’nda
eskiden yasadigi evin tavanindan bir parca olarak izleyiciyle
bulusuyor. Casaretto’nun ananesinin evini seneler sonra
ziyaret ettigi zaman karsisina c¢ikan, yan ykik evde, bir
bitlin olarak tek basina varligini korumus olan bu parga,
sanatci tarafindan Uzerindeki catlaklar ve tekstir oymalar
yanmis ahsap Uzerinde tekrarlanarak yeniden Uretiliyor. ince
oymacilik detaylari, buyUk bir isgiligin, bir zanaatkarin artik
uzay boslugunda kaybolan gegmis varliginin bir yansimasi.
Ayni zamanda bu calisma, Casaretto’nun aile soy agaciyla
ilintili olarak istanbul Levantenlerinin anisina insa edilmis bir
anit olarak da goértlebilir. Bu ¢alisma, bu sehirde uzun yillar
var olmus ve varliklaryla énemli etkiler birakmig, Osmanlilara
gore Batili, Avrupalilara gére Dogulu olan bu bireylerin
yasadiklar Uzerine bir dislnsel 6neriyi de galeri mekanina
tasiyor.

* Osmanli imparatoriugu déneminde, genelde istanbul ve izmir'de
yasayan, Fransiz ve ltalyan gibi Bati Avrupa kdkenli azinliklar.
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GUIDO CASARETTO

Looking at Guido Casaretto’s work entails an experience
similar to that of skimming through the pages of Aldous
Huxley’s Doors of Perception. Just like the William Blake
reference Huxley makes at the very beginning of his book:
“If the doors of perception were cleansed every thing would
appear to man as it is: infinite.” Casaretto’s work proposes
that we question the credibility of the visible, while inviting
viewers to think about these doors that are cracked open
from time to time. For example, the formation that resembles
a mountain in every sense when seen from afar, may easily
conceal its existence as an oil painting, where the artist
layers an infinite number of brush strokes on canvas with a
systematic approach free of a particular mode of control. Or
a section of the sea, which, from a distance, appears frozen
at the ocean’s darkest point in a moment of infinity, may have
actually been recreated by the artist from epoxy.

Essentially, Casaretto is not interested in producing or
imitating what’s found in nature. The artist, whose working
methods frequently involve making molds, copying, and
repeating procedures, creates works that are focused on the
process rather than the end result. Working with the diligence
of a craftsman, the artist prefers taking inspiration from the
actual formation processes of a mountain when seeking
to create a mountain constructed out of oil paint using the
techniques of a painter. Detached from their temporal and
spatial contexts, these images are frequently frozen in time
and initially appear to overlap with the familiar images we
have developed in our memories over the years, just like the
streets of a quickly transforming city. But it isn’t too long until
we feel something is amiss and that things are changing.

Rendering Ill, 2016
Sergi goriintist / Installation view
Zilberman Gallery, Istanbul, 2018

Facing the disturbing fact that the street we are walking on
is no longer the same as before also brings with it a desire
to remember. You know that what stands before you is not a
mountain, but you don’t feel ready to respond to the question
of what it is, if not a mountain. Perhaps you don’t remember
or maybe you don’t trust your senses anymore.

From far away, Casaretto’s work in the exhibition looks
like a pitch-black, totally enormous mass. Yet, upon
closer inspection, the details of the work give it away, and
the viewer recognizes it as a section of ceiling. Indeed it
derives from the old residence of the artist’s grandmother
in Tarlabasi. Preserved distinct and intact in the rundown
house, Casaretto felt drawn to this section of the ceiling when
visiting his grandmother’s house again after so many years.
The artist replicated the section on top of the wood with its
burnt cracks and textured engravings. Its fine engraving
details are the reflection of an outstanding craftsmanship
and a craftsman’s past existence. At the same time, this
work may also be understood as a monument constructed in
the memory of Istanbul’s Levantines™ relative to Casaretto’s
family tree. The work also brings an ideational proposal to
the exhibition space regarding the experiences of these
individuals, who have existed in the city for many years,
leaving significant impressions with their existence, while
being considered Western by the Ottomans and Eastern by
the Europeans.

* Minorities with Western European origins such as French and

Italian, generally living in Istanbul and Izmir during the Ottoman
Empire era.
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VAJIKO CHACHKHIANI

Anitsal bir heykel sudan cikarilarak bir pikap kamyonetin
arkasina baglaniyor ve bu yolculuk sirasinda heykel
sUrtklendikge pargca pargca dagilmaya baslyor. Vajiko
Chachkhiani’nin video galismasinin ana temasi bu sekilde
6zetlenebilecek olsa da ilk sahnesinde bir dizi soruyu
derinliklerinde barindiriyor: Bu heykel, giiniin birinde bertaraf
edilmis ve simdi atildigi yerden yeniden gun isigina cikarilan,
sevilmeyen bir siyasi figlirtin aniti mi? Yoksa figurtin, videodaki
ana karakterle olan benzerligi rastlanti degil mi—bir ihtimal
bu heykel, aktdériin gecmisini temsil eden bir portresi olabilir.
Videonun bas kahramani, neredeyse tek sézcik etmeden,
fakat etkileyici derecede kisa ve 6z mimiklerle ve yaninda
kopegi ile, son yolculuguna cikmis heykele eslik ediyor.
Gurcistan cografyasini kat ederken, yavas yolculuklariyalnizca
mikro diizeyde olaylar ile kesintiye ugruyor: Cayirda otlayan
sUrtindn igindeki bir inek ansizin devriliyor, futbol oynayan
cocuklar bu tuhaf konvoyun ardindan bakakaliyor, radyoda
Gurcu sarkict Hamlet Gonashvili'nin bir parcasi ¢aliyor.
Kente varilip heykelden geriye hicbir sey kalmadiginda ise,
otobusle seyahat eden geng bir cift kamyonetin arkasindaki
bos halatin, yikik dékuk evlerin dniinden gegisini izliyor.

Winter which was not there, 2017
Tek kanalli HD video, 10°30”
Sanatgi ve Daniel Marzona, Berlin izniyle

Winter which was not there, 6z-yikimsal bir eylemin dykusu
olarak okunabilecegi gibi toplumundaki duraganlik ve atalet
duygusunun yorumlanigi olarak da gortlebilir.

Vajiko Chachkhiani, video, heykel ve performanslarinda
kayip, 6lum, siddet gibi insan varolusunun temel sorularini,
blyldk bir maddi duyarllikla ele aliyor ve bunu yaparken
simgesel yuUkler altinda bogulmalarina izin vermiyor. Muglak
olan, havada asili kalan ve kimi zaman trajikomik sayilabilecek
unsurlar, eserlerinin glcli yanini olusturuyor. Gegtigimiz
sene dizenlenen Venedik Bienali'nde Gircistan pavyonu
icin hazirladigi A Living Dog in the Midst of Dead Lions [Oli
Aslanlar Arasinda Canli Bir Képek] adli calismasiyla insan
varolugunun kirilganhgina ve savunmasizligina iliskin baska
bir glc¢li imge yaratmayr basarmisti: Kiglk, konforsuz
bir geleneksel agac ev ve icindeki désemeyi, duvarlar ve
mobilyayr durmaksizin islatip pargalanmasina sebep olan
saganak yagmur.

Bettina Klein



VAJIKO CHACHKHIANI

A monumental statue is pulled from the water, hooked up to
the back of a pickup truck and slowly disintegrates as it is
dragged along. The basic storyline of Vajiko Chachkhiani’s
film is quickly summarized, but even the first shot raises a
number of questions: Is the sculpture an unloved political
monument that was once disposed of and which is now being
retrieved from its sinking into obscurity? Or is its striking
resemblance to the film’s main protagonist no coincidence—
is it his own portrait, which might be emblematic of his past?
Almost without words, but with impressively laconic facial
expressions, the protagonist and his dog as passenger
accompany the statue on its final journey. The slow drive
through the Georgian landscape is interrupted only by micro-
events: a cow in the middle of a herd suddenly keels over in
the pasture, children playing soccer stare at the odd convoy
as it passes by, a song by Georgian singer Hamlet Gonashvili
plays on the truck’s radio. Upon arriving in the city, nothing
remains of the statue; a young couple on a bus watches as
the pickup drives by with an empty towrope, past rows of
dilapidated houses.

Winter which was not there, 2017
Single channel HD video, 10°30”
Courtesy of the artist and Daniel Marzona, Berlin

Winter which was not there can be read as a parable of a
self-liberating act, as a disentanglement from the image of
one’s own history, which the film situates subtextually in both
a social and political context.

In his films, sculptures, and performances, Vajiko Chachkhiani
negotiates essential questions of human existence, such as
loss, death, and violence, with an enormous sensitivity for
materials and without heavy-handed symbolism. Ambiguous,
unsettled, and at times (tragic) humorous aspects are their
special strength. With his work A Living Dog in the Midst of
Dead Lions for the Georgian pavilion at the Venice Biennale
last year, he discovered another powerful image for the
fragility and vulnerability of human existence: a small,
spartan, traditional wooden house, inside of which rain falls
nonstop, gradually penetrating and decomposing soil, walls,
and furniture.

Bettina Klein




Guido Casaretto (1981) istanbul’da yasayip calismaktadir.
Sanatorium’un  kurucularindan olan sanatgcinin  kisisel
sergileri: Papa ve Galileo Kigik Bir Anlasmazlhga Duistl
(Zilberman Gallery, 2017), Synesthesia (Zilberman Gallery,
2015), Sistem Disi Bagintilar (Zilberman Gallery, 2012),
Varsayilan (Sanatorium, Istanbul, 2011); katildigi karma
sergilerden bazilariysa sunlardir: MOCAK Koleksiyon Sergisi
(Krakov Cagdas Sanat Mduzesi, Polonya, 2017), Kentsel
Adalet (CerModern, Ankara, 2015), Venedik Bienali italyan
Pavyonu (Venedik, 2011) ve Teatro Comunale (italya, 2000).
Sanatcinin ¢alismalari Avrupa ve Orta Dogu’daki pek ¢ok
6zel koleksiyonda ve MOCAK-Krakov Cagdas Sanat Mizesi
(Krakov, Polonya) koleksiyonunda yer almaktadir.

Vajiko Chachkhiani (1985, Tiflis, Gurcistan) Berlin’de
yasamakta ve calismaktadir. Tiflis Teknik Universitesi
Matematik ve Enformatik Boélimi’nden mezun olduktan
sonra, Berlin’de Universitat der Kiinste’de ve Amsterdam’da
Gerrit Rietveld Academie’de Guzel Sanatlar okudu.Kisisel
sergileri arasinda Gurcistan Pavyonu, 57. Venedik Bienali
(italya, 2017), Summer which was not there, Daniel Marzona
(Berlin, 2017), It Neither Begins Nor Ends Anywhere, Daniel
Marzona (Berlin, 2015), Museum fiir Gegenwartskunst
(Siegen, 2014); grup sergileri arasinda ise; Kunstpreis der
BottcherstraBe, Kunsthalle Bremen (2018), 15. istanbul
Bienali (2017), Bundeskunsthalle (Bonn, 2015), Museum of
Contemporary Art (Wolfsburg, 2014), Haus am Lutzowplatz
(Berlin, 2014) bulunuyor. Chachkhiani, DAAD bursu (2013)
ile Cagdas Sanat MUzesi Siegen’in (2014) 7. Rubens Tanitim
Oduli’ne layik gorildi ve New York’ta (2016) ISCP Konuk
Sanatc¢i Programi’na kabul edildi.

Antonio Cosentino (1970, Istanbul) istanbul’da yasamakta
ve calismaktadir. 1994’te Mimar Sinan Universitesi Giizel
Sanatlar Fakultesi Resim B&lim{’nden mezun oldu. 1996’da
Hakan Girsoytrak ve Mustafa Pancar ile Hafriyat Grubu’nu
kurdu. Grup, 1996-2010 yillan arasinda 16 sergi diizenledi.
Sanatcinin son sergileri arasinda: Summer was a Beautiful
Day (Zilberman Gallery, Berlin, 2018), LIMAN (istanbul
Modern, istanbul, 2017); cigara viski kolileri denizlerde,
ferare sevgilim (Zilberman Gallery, istanbul, 2016); Istanbul,
Passion, Joy, Fury (Kuratorler: Hou Hanru, Ceren Erdem,
Elena Motisi ve Donatella Saroli, MAXXI National 21st Century
Arts Museum, italya, 2015); Anne Ben Beton D&kmeye
Gidiyorum (ExtramUcadele ile, Studio-X, istanbul, 2015),
Marmara’dan Kagis: Stelyanos Hrisopulos Gemisi (Salt Ulus,
Ankara, 2015), Marmara’dan Kacanlar (Bergsen&Bergsen,
istanbul, 2013) ve Teneke Sehir (Kiilah, istanbul, 2013)
bulunur. Hafriyat Grubu’yla birlikte Spare Time, Great Work
(Platform 3, Minih, 2011) ve Tactics of Invisibility (Thyssen-
Bornemisza Art Contemporary, Viyana; Tanas, Berlin; ARTER,
istanbul, 2010-2011) sergilerinde yer alan sanatg, yurtici ve
yurtdisinda birgok sergiye katilmistir.

Guido Casaretto (1981) lives and works in Istanbul. One of the
founders of Sanatorium, some of his solo shows are: The Pope
and Galileo Had A Minor Disagreement (Zilberman Gallery,
2017), Synesthesia (Zilberman Gallery, 2015), Extrasystemic
Correlations (Zilberman Gallery, 2012), Default (Sanatorium,
Istanbul, 2011); and some of his group shows are: MOCAK
Collection Show (Museum of Contemporary Art in Krakéw,
Poland, 2017), Urban Justice (CerModern, Ankara, 2015),
Venice Biennial [talian Pavillion (Venice, 2011), and Teatro
Comunale (ltaly, 2000). His work is included in MOCAK-
Museum of Contemporary Art in Krakéw (Krakow, Poland) and
many important private collections in Europe and Middle East.

Vajiko Chachkhiani (1985, Thilisi, Georgia) lives and works
in Berlin. He studied Mathematics and Informatics at the
Technical University, Thilisi, before turning to Fine Art, which
he studied at Universitdt der Kinste, Berlin, Germany, and
Gerrit Rietveld Academie, Amsterdam. Recent solo exhibitions
include; Georgian Pavilion at the 57th Venice Biennale (ltaly,
2017), Summer which was not there, Daniel Marzona (Berlin,
2017), It Neither Begins Nor Ends Anywhere, Daniel Marzona
(Berlin, 2015), Museum fur Gegenwartskunst (Siegen, 2014);
group shows include Kunstpreis der BottcherstraBe, Kunsthalle
Bremen (2018), 15th Istanbul Biennial (2017), Bundeskunsthalle
(Bonn, 2015), Museum of Contemporary Art (Wolfsburg, 2014),
Haus am Lutzowplatz (Berlin, 2014). Chachkhiani held a DAAD
scholarship (2013), was awarded the prestigious 7th Rubens
Promotional Award of the Contemporary Art Museum Siegen
(2014), and was accepted for the ISCP Residency Program,
New York (2016).

Antonio Cosentino (1970, Istanbul) lives and works in Istanbul.
Cosentino graduated from the Department of Painting, Faculty
of Fine Arts at Mimar Sinan University in 1994. He founded the
art initiative Hafriyat with Hakan Glirsoytrak and Mustafa Pancar
in 1996. His recent exhibitions include; Summer was a Beautiful
Day (Zilberman Gallery, Berlin, 2018), HARBOR (Istanbul
Modern, Istanbul, 2017); boxes of cigarettes and whisky all
over the sea, ferare, my love (Zilberman Gallery, Istanbul, 2016);
Istanbul, Passion, Joy, Fury (Curators: Hou Hanru, Ceren
Erdem, Elena Motisi and Donatella Saroli, MAXXI National 21st
Century Arts Museum, Italy, 2015); Mom I’'m Going Out to Pour
Some Concrete (with Extrastruggle, Studio-X, Istanbul, 2015);
Escape from Marmara Sea: The Stelyanos Hrisopulos (Salt Ulus,
Ankara, 2015); Departure Marmara Sea (Bergsen&Bergsen,
Istanbul, 2013) and Tin City (Kllah, Istanbul, 2013). Having
participated in numerous exhibitions both in Turkey and abroad,
Cosentino contributed works to Spare Time, Great Work
(Platform 3, Munich, 2011), and Tactics of Invisibility (Thyssen-
Bornemisza Art Contemporary, Vienna; Tanas, Berlin; ARTER,
Istanbul, 2010-2011) with the collective Hafriyat.



Lara Ogel (1987, izmir) istanbul’da yasamakta ve calismaktadir.
Ogel, Clark University’den mezun olduktan sonra, Londra’daki
School of Fine Art’taki Yaz Hazirllk Programi’'na kayit oldu.
ik solo sergisini Un-Known Gallery’de yapmistir. Son dénem
solo projeleri arasinda; imtidad (Galata Rum Okulu, istanbul,
2018), Geri don! Her sey affedildi (Protocinema, Paris, 2016),
The Happy Average (Oktem&Aykut, istanbul, 2014); son
dénem grup projeleri arasinda ise; Driftwood, or How We
Surface Through Currents (Atina, 2017), vesile (HAH, istanbul,
2017), Her Aniyla Alintilanan Gecmis (DEPO, istanbul, 2016),
Redbull Art Around (istanbul, Moda, 2016), Prizma Group
Show (istanbul, 2015), The Moving Museum (2014) yer
almaktadir. Son doénem yayinlari ise: South by Southeast
(Osage Art Foundation, 2016) The Age of Earthquakes: A
Guide to Extreme Present by Douglas Coupland, Hans Ulrich
Obrist, Shumon Basar (Blue Rider Press, Penguin, 2015).

Mykola Ridnyi (1985, Kharkiv, Ukrayna) Kiev’de yasayip
calismaktadir. 2008 yilinda Kiev Ulusal Sanat ve Tasarim
Akademisi Heykel Bolimid’nden mezun oldu. 2005’ten
beri Kharkiv’de bulunan sanat kolektifi SOSka’nin kurucu
Uyelerindendir. Bazi kisisel sergileri: Hang zum Konflikt (Anna
Witt ile birlikte, Kunstraum Miinchen, Almanya, 2016), Under
Suspicion (Eden Assanti, Londra, 2016); karma sergileriyse:
The Image of War (Bonniers Konsthall, isvicre, 2017), It Won’t
Be Long Now, Comrades! (Framer Framed, Amsterdam,
2017), Photography Today: Distant Realities (Pinakothek der
Moderne, Minih, 2016), Sentsovs Camera (GfZK, Leipzig,
2016), The School of Kyiv - The House of Clothes — Kiev
Bienali (Kiev, 2015), 56. Venedik Bienali - All the World’s
Futures (italya, 2015), 56. Venedik Bienali, Hope, Ulusal
Ukrayna Pavyonu (italya, 2015), Imagined Communities,
Personal Imaginations - Private Nationalism Project (Kiscell
Museum, Budapeste, 2015), The Ukrainians (daadgalerie,
Almanya, 2014).

Walid Siti (1954, Duhok, Irak) 54. Venedik Bienali'nde Irak
Pavyonu’nu temsil etmistir. 2017 senesinde Sharjah Bienali
6dilinu kazanmistir. Galismalarinin yer aldigr énemli karma
sergilerden bazilari: Age of Terror: Art since 9/11 (Imperial
War Museums, Londra), Sharjah Bienali 13 (Sharjah, B.A.E.,
2017), iran Pavyonu (56. Venedik Bienali, Venedik, 2015), Asia
Society New York ve Hajj: Journey to Mecca (islam Sanati
Muizesi, Doha/Katar, 2015). Ayni zamanda eserleri The British
Museum, Londra; Metropolitan Muzesi, New York; Imperial
War Museums, Londra; Victoria & Albert Mlzesi, Londra;
Barjeel Art Foundation, Urdiin; Diinya Bankasi, Washington,
DC gibi pek cok 6nemli koleksiyonda yer almaktadir.

Lara Ogel (1987, Izmir) is based in Istanbul. Since her graduation
from Clark University, Ogel has enrolled in the Summer
Foundation Program in Slade School of Fine Art in London. She
had her first solo exhibition at the Un-Known Gallery. Recent
solo projects include; imtidad (Galata Greek School, Istanbul,
2018), Come Back! All is Forgiven (Protocinema, Paris, 2016),
The Happy Average (Oktem&Aykut, Istanbul, 2014); recent
group projects include, Driftwood, or How We Surface Through
Currents (Athens, 2017), vesile (HAH, Istanbul, 2017), Past, in
Each of it's Moments be Citable (DEPO, 2016), Redbull Art
Around (Istanbul, Moda, 2016), Prizma Group Show (Istanbul,
2015), The Moving Museum (2014). Recent publications
include South by Southeast (Osage Art Foundation, 2016) The
Age of Earthquakes: A Guide to Extreme Present by Douglas
Coupland, Hans Ulrich Obrist, Shumon Basar (Blue Rider
Press, Penguin, 2015).

Mykola Ridnyi (1985, Kharkiv, Ukraine) is based in Kyiv,
Ukraine. He graduated in 2008 from the National Academy of
design and arts in Kharkiv, where he studied in the sculpture
department. Since 2005, he has been a founding member of
the SOSka group, an art collective based in Kharkiv. Selected
solo exhibitions: Hang zum Konflikt (together with Anna Witt)
(Kunstraum Munchen, 2016), Under Suspicion (Edel Assanti,
London, 2016); Group exhibitions include: The Image of War
(Bonniers Konsthall, Stockholm, 2017), It Won’t Be Long Now,
Comrades! (Framer Framed, Amsterdam, 2017), Photography
Today: Distant Realities (Pinakothek der Moderne, Munich,
2016), Sentsovs Camera (GfZK, Leipzig, 2016), The School of
Kyiv — Kyiv Biennale (Kyiv, 2015), 56th Venice Biennale — All the
World’s Futures (2015), 56th Venice Biennale, Hope, National
Pavilion of Ukraine (Italy, 2015), Imagined Communities, Personal
Imaginations — Private Nationalism Project (Kiscell Museum,
Budapest, 2015), The Ukrainians (daadgalerie, Berlin, 2014).

Walid Siti (1954, Duhok, Iraq) represented Irag at the 54th
Venice Biennale and recently received the Sharjah Biennial
2017 award. His work has recently been included in important
group exhibitions such as Age of Terror: Art since 9/11 (Imperial
War Museums, London), Sharjah Biennial 13 (Sharjah, U.A.E.,
2017), Iran Pavillion (566th Venice Biennial, Venice, 2015); Asia
Society in New York, NY; and Hajj: Journey to Mecca (Museum
of Islamic Art, Doha/Qatar, 2015). His work is in prestigious
collections, including The British Museum, London; The
Metropolitan Museum Of Art, NY; The Imperial War Museum,
London; Victoria & Albert Museum, London; the Barjeel Art
Foundation, Jordan; The World Bank, Washington, DC; Sharjah
Art Foundation, Sharjah, U.A.E.

Christine Wiirmell 1972’de Frankfurt'ta dogdu, Berlin’de
yasiyor. 1998 yilinda University of Arts Berlin’den, 2002
yilinda ise California Institute of the Arts’dan mezun oldu.
Secilmis solo sergileri arasinda Von Hofen und Gérten
(Of Backyards and Gardens), Cleopatra’s, Berlin (2012),
Dissonanzproduktion, Tempordre Kunsthalle Berlin, Berlin
(2009), Christine Wiurmell, Bonner Kunstverein, Bonn
(2009) bulunuyor. Secilmis grup sergileri arasinda ise
Grenzerfahrungen, Galerie Russi Klenner, Berlin (2017),
Climate Changes Everything 2, Kunsthaus Wien (2016), Color
in Flux, Weserburg Museum fiir Moderne Kunst, Bremen
(2011), Wilde Zeichen - Graffiti in der Kunst, Kunsthalle
Krems/Forum Frohner (2011), Nach Demokratie, Kunstraum
Niederosterreich, Wien (2011), Moralische Fantasien,
Museum Morsbroich, Leverkusen (2009), The California Files,
CCA Wattis, San Francisco (2007); First the artist defines
meaning, Camera Austria, Graz (2006); Ce qui reste, FRAC
Bretagne, Rennes (2004) yer almaktadir. 2014 yilinda Gallery
Arratia Beer, Berlin’de “The Pursuit of Public Happiness?”
adll karma serginin kiratoérligina tstlendi.

Bettina Klein, Marburg, Toulouse ve Berlin’de sanat tarihi
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