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Direnis Sergisi Uzerine

"Direnis" s6zctgl bir aciliyet durumunu isaret
eder. Topyek(n yasami ya da birtakim yasamsal
gereksinimleri tehlikeye sokan, onu timdiyle
ortadan kaldirmaya niyetli bir seye karsi koyma
zorunlulugudur. O halde bize tehdit, 6teki tarafindan
yoneltilmektedir; o oteki ise apacgik bicimde
saptanmis, onun her yikici hamlesi ¢dzimlenmis
ve Oniline barikatlar kurulmustur. Su cok belli: Bir
direnisin yalnizca anlik refleksif davranislardan ibaret
kalmasi, yani bir darbeyi savusturmak icin son anda
ortaya cikabilecek bir tepkisellige siginilmasi, giivenli
bir ortam saglamiyor. Bunun bir basari garantisi de
yok. Hangi konuda olursa olsun bir direnisin basaris,
onceden kurulmus stratejik formiillerden ve o
formiillerin uygulanabilir kiinmasindan gegiyor.

Oysa itiraf etmeli ki yukaridaki paragrafta
belirtilen 6teki tanimi ve ona karsi olusturulmus
stratejik formdiller, hayli iyimser ve hayli kolay bir
ogut verme isinden &Steye gecmiyor. Ustiinkdrii
yapilmis saptamalardan baska bir anlama da
gelmiyor. Clnkl pratik yasamda hicbir kavram,
hicbir olguyu ve higbir olayl, metinlerde belirtildigi
kadar net goriintilerle agiga c¢ikartamiyor ve
sinirlari keskin cizgilerle belirleyemiyor. Oteki ya da
biz, dogru ya da yanlis, iyi ya da kétii, basari ya da
basarisizlik, garanti ya da garantisizlik, rasyonel ya
da irrasyonel... Ve bunlara benzer, daha yuzlercesi
siralanabilecek karsit-kavramlar... Dolayisiyla
sinirlari zayiflamis ve ic ice gegmeye baslamis karsit-
kavramlar, olgulari ve olaylar da tam anlamiyla
ayrishirmaya yetmeyebiliyor. Yine de bazi kesinlikler
mevcut: Var olmak ya da yok olmak gibi... Yasamak
ya da 6lmek gibi... Her ne kadar felsefe tarihi, bunlar
arasindaki sinirlari sorgulayan binlerce sayfa ile
doluysa da hakikat ile fiziksel gergeklik tabirlerini ayri
ayri kullanmaktan bagka gare bulamiyor: Bir sey 6nce
dogmus ve yasiyor olmali ki onun 6luimli olduguna
karar verebilelim... Zamanla ilgili bir deneyim olmali
ki zamansiz diisiince devreye girebilsin...

Yok olmak ve 6lum ise dogallikla bir tehlikeye
ve tedirginlige yol aciyor. iste simdi de ortada
bir tehlike dolasiyor; bir sey bizi tehdit ediyor ve
tedirginligi yukseltiyor: iklim krizi... Buna bagl
olarak da stirekli telaffuz edilen Antroposen ¢agi ve
ekolojik sorunlar... Gergi s6z konusu kriz, diinyaya
hizla yaklasan bir goktasinin ciplak gozle gorilmesi

kadar biytk bir panige neden olmuyor. Bir yandan
krizden dogacak tahribatin ya da timuyle yok
olusun ileri bir zamana ait oldugu, tstelik belki de o
zamanin hig gelmeyecegi distinuliyor, diger yandan
da o tehlikenin asla yadsinamayacagi hakkinda bir
fikir birligine varihyor. Agikgasi, somut ipuglarini
heniiz yeteri kadar deneyimlemedigimiz bir yok
olus noktasina, sonunda ulasacagimizi seziyoruz.
Daha farkl bir soyleyis ile: Bedenlerimiz, bu krizin
fiziksel darbelerine yeteri kadar maruz kalmadig icin
rahatiz, ama zihnimiz o kadar rahat degil. Rahathk
ile tedirginlik arasinda, bedenlerimiz ve distince
arasinda gidip gelen tuhaf ve geliskili bir ruh hali bu...

Pekiyi direnis de bu tuhaf ve geliskili ruh halinden
bir pay almiyor mu? En azindan, tehditkdr oteki
dedigimizde acaba neyi kastetmis oluyoruz,
disimizdaki biz olmayan bir seyi mi? Yani neye ya
da kime karsi direnmekteyiz ya da direnecegiz,
goriinmez kotl gliclere mi? O kotl glglerin somut
darbelerini bedenlerimizde duymuyor olsak da
yaklagmakta olan bir seyi biliyoruz, boylece bir
direnisi gerekli buluyoruz. Oyleyse o direnis hangi
stratejik ¢ozlimlemelere muhtag? Tekrar soralim:
Neye ve kime karsi?

Greg Garrard, Ekoelestiri adl kitabinda, modern
gevreci anlayigin Rachel Carson’in 1962 yilinda
yayimlanan Sessiz Bahar ile basladigini soyler.!
Carson’in bu kitabi, hala ekoloji alaninin en giglii
referanslari arasinda yer aliyor. Kitap, Yarinin Masali
adl bir boltimle agllir ve pastoral bir tablo betimlenir;
tablonun igine ciftliklerle, yesil tarlalarla ve yabani
hayvanlarla dolu bir mutluluk kasabasi yerlesir.
Orada doga ve insan i¢ icedir ve yasam giiglerini
birbirleri ile kurduklari uyumdan alirlar; insanin 6zii
ile doganin ézii ayni seydir. insan eylemleri, doganin
sistemi Uzerinde hicbir olumsuz etki birakmaz. Fakat
bir zaman sonra bu gilizel masal karamsarliga dogru
suriiklenmeye ylz tutar, kirsal yasamin biyusi
bozulur ve her yani yikimin manzaralari sarar. Masal
mutlu sona erisemez; hastaliklar bas gosterir, kuslar
olur, neseli doga seslerinin yerini bir felaket sessizligi
kaplar. Yarinin Masali, insanlarin karsilastig ilk
kasvetin, doganin kéti bir sona dogru yol alisindan
dogan ilk tedirginliklerin sahnesi olmustur.

Doga tahribatini bilimsel agidan ele alan bir
kitabin, boylesine haz verici doga gorintileriyle

baslamasi ve ansizin bir kiyamet kasvetine
dontsmesi, bilimsellik ile masallar arasindaki iki
farkl durumu vurgulamasi ve bu yolla garpici bir
etki saglamaya niyetlenmesi bakimindan olagandir
tabii... Ama Carson’in metninde daha ilgi gekici yon,
ekolojik bir kiyamete kimin neden oldugu sorusuna
verdigi yanittir. Sairane bir masal ile baslayan bir
kitabin, doganin yok edilisindeki sorumlulugu
insana yiklemesi miimkiin miiydii? Oyle ya, felsefi
niteliklerini dnce Tanri’dan, sonraki donemlerde de
rasyonalite ve 6zglrligiin ahlak yasasindan alan
insandan, boyle bir felaketi yaratmasi beklenemezdi.
Bu, hem inanca hem de sekiler 6znenin ideal-
rasyonel haline uymazdi. Yogun duygular tasiyan
bir metin, zaten insanin o ideal niteliklerini
dislayamazdi. Oyleyse o kiyamete neden olan
kimdi? Acaba Carson’in metni, tim bu kotl gidisatin
sorumlulugunu yine dogaistl kétl glglerde ya da
onlarla bir zaaf sonucu isbirligi yapan birka¢ kotl
kiside arayabilir ve insanin idealliklerini koruma isini
strdlrebilir miydi? Kuskusuz bu yapilabilirdi; o doga
felaketinin etkileri, estetik anlamda okuyucuya bazi
rahatlatici duygular aracihgi ile aktarilabilirdi ve o
zaman hiimanizmi besleyen giiven de yara almamis
olurdu. Oysa Carson bunu yapmamistir; Yarinin
Masali su tiimcelerle son bulur:

Bu felaket kurbani diinyada, hayatin yeniden dogusunu
susturan ne kétii bir biiyii ne de diisman saldirisiydi. insanlar
bunu kendileri yapmislard. 2

insanlar bunu kendileri yapmust... irkiltici bir
timce bu; insani kendisiyle yizlestiren, onun
failligini yuziine vuran bir timce... Ve insanin kolayca
kabul edilebilecegi bir sey degil. Gelgelelim literatiire
gbz athigimizda, doga tahribatina bagh yok olus
stireci hakkinda baska bir fail de karsimiza ¢ikmiyor.
Tum yazilanlar, tek ve mutlak bir kétii glic taniminda
birlesiyor: insan... Yani hem kendisi olarak, hem de
kendisine yok olus tehditleri savuran bir 6teki olarak,
kendisi... Ekosistemin giderek dengesizlestigi, hatta
arbik timuyle ¢girindan ¢iktigi dénemin adinin
Antroposen olmasi sasirtici degil; ilk kez 2000 yilinda,
bir jeoloji konferansinda Paul Crutzen tarafindan
kullanildig sdyleniyor: Yunanca Anthropos=insan...
Ve kainos=yeni... Bu sozcik, uluslararasi dolasima
girdiginde kainos yerine recent takisi ile telaffuz
ediliyor: Anthropos / recent / Antroposen=Son

dénem insani... Anlami agik: insanin ekosistem
Uzerindeki degistirici ve dahasi, yikici etkisi...
Biyolojik gesitliligin, iklimin, jeomorfolojinin ciddi
degisikliklere ugradigi, geri donilmez bigimde
doganin talan edildigi siireg...

insanin doga ile miicadelesi ve onu kendi
yararina degistirme c¢abasi, Neolitik donemdeki
Tarim Devrimi’ne kadar gidiyor, fakat bunun dogaya
bir zararinin oldugunu higbir metinde okumuyoruz.
Yikimin baslangicindan s6z eden metinler ise tam bir
diistince birligine varamiyor. Bu metinlerden bazilari
18. ve 19. ylzyil endistri Giretimini ya da 1945 yilinda
atilan atom bombasini ve sonraki niikleer deneyleri
baslangic olarak alirken, bazilari endiistride genis
bir kullanim alani olusturan aliminyum, plastik ve
betonun etkisini 6ne sirlyor, ayrica ormanlarin ve
su havzalarinin tahribi de bu fikirlere ekleniyor. S6z
konusu tahrip, yoredeki canlilarin azalmasina ve
giderek yok olmasina neden oluyor. Hangisi dogru
olursa olsun, ortada bir gercek var: Artan insan
nifusuna kosut olarak gereksinimlerin, daha da
onemlisi tiiketim arzusunun bir cilginlik derecesine
ulasmasi... Ve bu tiketim cilginliginin siiregittigi
yasam, diinyaya oyle buiiyiik bir atik yikd birakiyor
ki bunlarin agirhginin, var olan canlilarin agirligini
gectigi bildiriliyor; yilda ortalama otuz milyon tonluk
bir nesne birikimi... Ve bu nesneler ile canlilarin
agirhgl arasindaki oran, her yirmi yilda bir, ikiye
katlaniyor. Ayrica Gretim bigiminin ve atik daglarinin,
denetlenemez bir karbondioksit kaynagi oldugu ve
iklimi alt st ettigi de mallm.

Yeniden direnis sézctigline donelim ve su soruyu
tekrarlamaktan usanmayalim: Neye ve kime karsi?
Su sorulari da eklemek zorundayiz: Doganin tahribi,
acaba iyi niyetli ve birtakim ahlaki 6gitlerle ya da
telkinlerle 6nlenebilir mi? Direnis, bu kisisel yollarla
basariya ulasabilir mi? Bir de su var: Dogayi koruyucu
bazi yeni uygulamalar, bu tahribati durdurabilecek
mi? Ornegin, ozellikle Avrupa ilkelerinde ve
ABD’de yayginlasmaya baslayan yenilenebilir enerji
girisimleri, kurtulus adina bir umut mu? Olabilir, o
enerji Uretim degisikliginin yeni bir bilince ait oldugu,
bilincin de giderek sorunlari azaltacagi séylenebilir
pekala... Su, gida / tohum politikalarinin tartigildig
toplantilar da belki i¢ rahatlaticidir ve direnmenin
ilk adimlari gibi yorumlanabilir. Ama bunlara ve



bunlar gibi daha bircok dénlem girisimine inceleyici
bir gézle baktigimizda, rahatimizi kagiracak pek ¢ok
sey goriirliz. Yasamimiza hitkkmeden sistem, olumlu
ve olumsuz durumlar arasindaki siniri dylesine yok
etmistir ki direnmenin ne oldugu sorusunun yanitini
glvenle veremeyecek hale geliriz: Bir hamburger
yedigimizde, diinya su kaynaklarini en fazla tahrip
eden seyin, gida sirketlerinin et yikama islemleri
oldugunu bilemeyebiliriz. Pakistan pamugundan
bir tisort aldigimizda, Tayland pirinci yedigimizde
ya da Orta Amerika kahvesi ictigimizde de oralarin
su sistemlerini bozdugumuzu bilemeyebiliriz. Fred
Pearce, Nehirler Kuruyunca adh kitabinda sunlari
yaziyor:

Bir hamburger 3000 litre, kiiglik bir parga biftek 5000 litre su
harcamis oluyor. Kahveyi [bir bardak] yetistirmek igin 140 litre
(ya da 592 bardak) su gerekiyor. Kahvenizi sekerli seviyorsaniz,
durum daha da kétu. Fincaniniza koydugunuz her kasik seker
50 bardak suya mal oluyor. /...Sakin internette satilan ve
Ustlinde “su tasarrufu yapin, kiivete bir arkadasinizla girin”
yazan tigdrtlerden almayin. lyi bir mesaj gibi goriinse de bu
tigortte kullanilan 250 gram pamugu Uretmek igin kullanilan
suyla neredeyse yirmi bes kiiveti doldurabilirsiniz. 3

Glnes ya da riizgar enerjisi projeleri tretip bunu
uygulamaya sokan (lkelere hayranlk duyabiliriz,
oysa o Ulkelerin, bu enerjinin endustride yetersiz
kalmasi yiiziinden kémiire ve suya bagl eneriji
Uretimini Uzakdogu’ya, Asya’ya ya da Afrika’ya
kaydirdigini, oralari maden ve baraj alanlarina
donugstirdigiinii de bilemeyebiliriz. Dahasi, o
yerlerdeki iscilerin son derece zor kosullarda
calistigini, ciftcilerin magdur oldugunu ve calisma
haklarindan mahrum birakildigini da bilemeyebiliriz.
Karar vermekte en fazla zorlandigimiz konu ise
belki gida sorunudur. 1974 yilindaki Dinya Gida
Kongresi'nde bir konusma yapan Henry Kissinger,
on yil iginde hicbir cocuk a¢ yatmayacak sloganini
ortaya atarak, tim teknik olanaklarin seferber
edilecegi haberini vermisti. Hedef, gida Uretimini
dinya nifus artisinin 6ntinde  gotlrebilmekti.
Kissinger’in sloganinin gercege dontismesi bir kosula
bagliydi: Yiksek verimli tahil gesidi gelistirmek...
Ve buna bagl olarak, tahillarin gelistiriimesi icin
de tim dinyayl barajlarla ve sulama kanallaryla
donatmak... Bu proje, ideolojik ve ekonomik gikarlar
disinda, diinyadaki aghgi onleyebilmek amaciyla
tasarlanmisti. Ancak projenin amaci ne olursa olsun,
sonug degismedi; barajlarin ve su kanallarinin inga
edilmesi, diinyadaki su havzalarinin baska yerlere
yonlendirilmesi anlamina geldikge, nehirler ve goller

kurumaya, iklim de olumsuz bakimdan etkilenmeye
devam etti. Ustelik ¢ollesmenin siirmesi, aclik
tehlikesinin giderilmesi bir yana, daha da biyiimesi
anlamina geliyordu ki belki bunu da bilemeyebiliriz.

Sunu vurgulamak kétimserlik olarak
anlasiimasin: Bilimsel arastirmalar, ekolojik alandaki
onlemlerin geliskili oldugunu, her kurtarici hamlenin
zararla sonuglanabilecegini soyliiyor. Bu yiizden
kisisel, iyi niyetli onlemlerin de ¢ogunlukla amaca
ulasamayabilecegini belirtiyor. O halde ne yapacagiz?
Yikima dogru bir striklenisi seyredip isi oluruna mi
birakacagiz ve direnmekten vaz mi gececegiz? Ne
var ki insanlar, en azindan bazilari, direnmekten
usanmiyor. Yeter ki ekosistemin yikiminin sorumlusu,
gokyliziinde gezinen kot glicler gibi gosterilmesin.
Carson’in tiimcesi ise asla unutulmasin: insanlar
bunu kendileri yapmist... Fakat sorunun faili olarak
insani 6ne strmenin ne faydasi olacak, toplumsal
aliskanliklar ansizin duracak mi? Yani endistri Gretimi
kokten degisecek mi? Tuketim gilginhigina son mu
verilecek? Glindelik yasama girmis olan teknolojik
araglar, galisma, gereksinim ya da haz alanlarini terk
mi edecek? Daha da 6tede, Aydinlanmaci modernite
toplumlarinin ilerlemeye ve digerler toplumlara karsi
Ustlinliik saglamaya yonelik tutkularn soniip gidecek
mi? Bunlardan hicbiri olmayacak, en azindan
hemen olmayacak ve bizim yasamimizi yénlendiren
ekonomik ve politik sistem stirdiikge, tim ekolojik
sorunlar devam edecek. Bu durumda yine ayni soru:
Neye ve kime karsi direniyoruz?

Simdi suna dikkat edelim: Ekosistemin yikimina
engel koymak icin calisan ve somut onlemler
alan bilim adamlari da bunlari biliyor, ama onlar
topyekdn direnmenin hic¢ de ise yaramaz oldugunu
distinmiiyor. Edebiyatta, sanatta, kiltiirel ve politik
calismalarda ortaya konulan saptamalara gok 6nem
veriyor ve her ne kadar bilimsellikten uzak olsa da
biling yaratma amaci tasiyan o ¢alismalari destekliyor.
Bilim disi bu etkinliklere de Ekoelestiri adi veriliyor.
Garrard, yine Ekoelestiri kitabinda soyle yaziyor:

Ekoelestirinin,  ekoloji  sorunlari  hakkindaki  [bilimsel]
tartismalara pek katkida bulunamayacagini, ancak daha
genis anlamda ekolojik problemleri inceleyip tanimlayarak
¢oziimlenmelerine katki saglayabilecegini syleyebiliriz. 4

Politik galismalar dedigimizde, bunun ille de
politikacilarinyadabirtakim partileringirisimlerinden
ibaret kaldigini sanmayalim. Ekosistemin yeniden
sagligina kavusabilmesi adina giiniimiiz ekonomik
ve politik sistemini sorgulayan ve o degismedikce

bir basari kazanilamayacagini savunan birgok yazar
vardir. Bunlar arasinda en keskin yazilariyla taninan
Murray Bookchin, Toplumsal Ekoloji ve Komiinalizm
adl kitabina su timceler ile baslyor:

Toplumsal ekoloji, var olan ekolojik sorunlarimizin hemen
hepsinin  toplumsal sorunlardan kaynaklandigi fikrine
dayanmaktadir. Bu bakis agisina gore, mevcut toplum ve ona
egemen olan akildigiliklar dikkatli bir sekilde anlagilmadan,
bu ekolojik sorunlarin ¢oziilmesi sdyle dursun, anlasiimasi
bile mimkiin degildir. Daha somut bir sekilde ifade etmek
gerekirse, -dogal felaketler sonucu ortaya gikan ekolojik alttist
oluglar ayri tutulmak kaydiyla- glinimiizde yasadigimiz altiist
oluglarin temelinde ekonomik, etnik, kdltiirel, toplumsal
cinsiyete dayali ve benzeri calismalar yatmaktadir. 3

Tim bu vyazilanlar c¢ercevesinde Direnis
sergisine baktigimizda, bunu tam olarak ekoelestiri
baglaminda gérmek mumkindir: Bilimsel ekoloji
alaninda yer almayan, fakat Garrard’in yazdig
bicimde ekolojik problemleri inceleyip tanimlayarak
¢oziimlenmelerine katki saglayabilecek calismalar
biitlind... Gergekten de sanatgilarin yapitlarini ayri
ayri inceledigimizde, yukaridaki satirlarda yer alan
tim verilerin ele alinmis oldugunu fark edecegiz.
Ne var ki suna oOzellikle dikkat etmek gerekir:
Sanatcilardan hicbiri, icine dustigimuz felaketi
insanin disinda ya da toplumsal sistemin disinda
aramiyor; Ustelik kendisinin disinda da aramiyor.
Goriinmez kotu glglere gondermede bulunan bir
sz yok bu sergide... Ote yandan, bazi estetik oyunlar
ile izleyiciye rahatlik ve tedavi edici duygular asilayan,
gliniin birinde insanin yiice niteliklerinin harekete
gecerek her seyi yoluna koyacagini savunan bir
romantizm de yok. insanin kendisi ile étekinin ayni
sey oldugunu sahneleyen yapitlar var.

Kemal Tufan’in, yiiksek endistri mallarinin
yasami nasil maniptle ettigi ve bunun da insani
ve dogayl icten ice nasil tutsak ettigi Uzerine
enstalasyonu. Tuggce Aytirk de yaprtini tek basina
atiklara odakliyor. Beyza Boynudelik, bu konulari,
insan ve oteki arasindaki iliskilere tasiyor ve yiksek
hiza ulasmis bir yasamda, bu ikisi arasindaki

sinirin silindigini, toplumsalligin da bunu giderek
tetikledigini anlatiyor. irem Tok daha genel bir
anlamda, Aydinlanmaci dustinceye bagl bilgiyi
sorguluyor ve ilerlemeci dislincenin yol actig
yikimin, o bilgi rejimi ile baglantili oldugunu ortaya
koyuyor. Ecem Dilan Kése, degisen yasama ve bunun
yol agtigl her tiir olumsuz sonuca ragmen, insan-
doga iliskisinin kirintilarina ulasilabilecegini, insan bu
iliskiyi unutsa da doganin belleginin hala isledigini
soyliyor. Gonil Nuhoglu, ¢ok basit gibi gorilen bir
davranisin, zincirleme etkilesimlerle bilyik doga
tahriplerini olusturdugunu, atiklara gonderme
yaparak belirtiyor. Varol Topag, hangi kosulda olursa
olsun doganin matematigini izledigini ve yapitlarinda
yalnizca dogaya ait malzemeleri kullandigini, boylece
doga-insan bitinligiinden asla vaz gegmedigini
vurguluyor. Pinar Baklan, orman yanginlarinin
duyulara ve duygulara ulasan etkilerini seramik
formlara tasirken, Ayla Ay, kentlesmenin dogaya
yaptigi baskiyi yol kenarlarina yigilan budanmis dal
pargcalari ile simgeliyor ve bunlari, insanlarin nefes
alma olanaklarinin metaforlari halinde sergiliyor.
Serdar Kaynak, bir yandan arilari animsatarak
biyolojik cesitliligin icinde oldugu tehlikelerden
s0z agarken, daha genelde insanin dogayl koruma
icgiidUstiniin strdigini ve miuicadelenin de bu
sayede verilebilecegini dustindyor. Melike Kilig,
yapitinda sanki Carson’in yontemini uyguluyor; 6nce
masalsi bir ortam yaratarak pastoral bir gorintl
olusturuyor, ama giderek izleyicinin merdivenleri
kullanarak yaprtinin her noktasina ulasmasini ve
oralara iyice yaklasip riiyadan uyanmasini istiyor.
Server Demirtas ise bize, makine, doga ve insan
arasindaki ayrimin artik iyice belirsizlestigini ve koku
gibi dogal sayilan bir seyin, makineler tarafindan
da yaratilabildigini aktariyor. Onemli bir masaji var
bu yaprtin: insanin direnisi, hem kendisini hem
de dogayl saf haline dondirebilir mi, yoksa bu
konumda, yani bunca deneyimden sonra yeniden,
ama baska bir saf durum mu tasarlanacak?
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0n the Exhibition Titled “Resistance”

The word Direnis [lit. “resistance”] indicates
urgency. It is a state of required opposition against
something that threatens and is bent on annihilating
certain vital necessities, or life itself. Then, the threat
is directed at us by the other. This other is clearly
determined, with each of its devastating moves
analyzed, and barricades built to block them. This
much is obvious: For a resistance to only consist
of momentary reflexive acts, resorting to last-
moment reactionary behavior to fend off a blow,
does not ensure a safe environment. Nor does it
warrant success. No matter the subject, the success
of a resistance relies on the pre-planned strategic
formulas and whether they can be made applicable.

Although one must admit that the
aforementioned definition of the other, and the
strategic formulas built against them go no further
than being a highly optimistic and highly facile act
of preaching to the choir. Nor do they have any
meaning beyond superficial observations. Because,
in practical life, no concept can clearly expose and
definitively specify any phenomenon or event
compared to the literature. Us or the other, right or
wrong, good or bad, success or failure, security or
insecurity, rationality or irrationality... And hundreds
of other similar antitheses. Therefore, antitheses,
with weakened boundaries and which have
begun to merge may prove insufficient to totally
distinguish and define phenomena and events.
Still, some certainties remain, such as existence
and inexistence, or life and death. Rife though it
may be with thousands of pages that question the
boundaries between these concepts, the history
of philosophy also can’t help but separate truth
and physical reality: A thing must first be born
and alive before we can deem it mortal. We must
first experience time before we can have untimely
meditations.

In the meantime, inexistence and death naturally
elicit danger and anxiety. There is now, too, a danger
— something is threatening us and giving us anxiety:
the climate crisis, the oft-mentioned Anthropocene,
and related ecological issues... Though, the crisis
in question doesn’t cause as large-scale a state of
panic as we would encounter with a meteor rapidly
approaching Earth, visible to the naked eye. On one
hand, there is this impression that the devastation
or the total annihilation the crisis will bring is going
to come at a future time and that time will simply

never arrive. On the other hand, there is a consensus
that this danger cannot be ignored. Clearly, we
sense that we are on course to eventually reach a
point of annihilation whose concrete hints we have
not yet sufficiently experienced. In other words:
Our bodies are comfortable because we have yet
to be subjected to the physical impacts of this crisis
— our minds are not. It is a strange, contradictory,
fluctuating mental state, stuck between comfort
and anxiety, between our bodies and our minds.

So, does the resistance not become affected
by this strange and contradictory mental state?
When we talk about the threatful other, what are
we talking about exactly? An external being that is
not us? What or who are we supposed to resist?
Invisible evil forces? Although we do not feel the
tangible effects of these evil forces on our bodies,
we are aware of something coming, and thus we
find resistance necessary. What strategic analyses,
then, does the resistance require? Let us ask once
more: What and whom against?

Greg Garrard, in his book Ecocriticism, states
that modern environmentalism begins with Rachel
Carson’s 1962 book Silent Spring.t Carson’s book
remains one of the strongest references in the
field of ecology to this day. The book opens with a
chapter titled A Fable for Tomorrow, wherein we
are presented with a pastoral scene: We are told
about a happy township with farms, green fields,
and wild animals. There, humankind and nature are
intertwined. They find life force in the harmony they
have established with each other. Human essence
and nature’s essence are one and the same. Human
acts have no negative effect on the natural system.
However, after a while, the beautiful fable gives
place to pessimism. The spell of rural life is broken,
and scenes of destruction take hold. The fable does
not have a happy ending: plagues break out, birds
die, and a dreadful silence replaces the joyous
sounds of nature. A Fable for Tomorrow is a scene
born out of humanity’s first melancholy, its first
anxieties regarding nature being headed towards
doom.

It is not uncommon that a scientific book about
the destruction of nature should open with such
pleasing scenes of nature and then suddenly shiftinto
a sense of doom and gloom —the book is attempting
to emphasize the two different conditions through

fables to leave a mark on the reader. However,
the more interesting aspect of Carson’s text is the
answer to the question of who the responsible
party is for the ecological catastrophe. How could it
be that the book, having begun with such a poetic
fable, should put the onus for the destruction of
nature on humankind? Surely, we could not expect
humankind, whose philosophical qualities came
first from God, and then from rationalism and the
morality of freedom, to cause such calamity. This
would violate both belief and the ideal-rational
state of the secular subject. A text so dense with
sentiment could not rule out those ideal qualities
of humankind. Who, then, was responsible for the
catastrophe? Could Carson’s text seek culpability
for this terrible course of affairs in, once again,
supernatural forces of evil or a few individuals who
cooperated with them because of some tragic flaw
— thus preserving humankind’s idealities? It could
have certainly been done: the effects of the natural
catastrophe could be aesthetically presented to
the reader through some comforting sentiments.
The faith that feeds humanism would then have
remained unwounded. But Carson avoided this. A
Fable for Tomorrow ends on this note:

No witchcraft, no enemy action had silenced the
rebirth of new life in this stricken world. The people
had done it themselves. ?

The people had done it themselves... Itis a startling
line — one that forces humankind to face itself
and reckon with its culpability. It is not something
with which to come to terms easily. Nevertheless,
the literature points out no other culprit for this
calamitous process of the destruction of nature.
Every text on this subject that has ever been written
agrees upon the definition of this singular and
absolute evil: Humankind. It is both the self, as well
as the other, hurling threats of destruction at itself.
Itis no surprise that this epoch where the ecosystem
is becoming increasingly destabilized to the point of
getting out of hand is called the Anthropocene. The
term is said to have been coined by Paul Crutzen in
2000, at a geology conference. It's Greek: Anthropos
= human, and kainos = new. Kainos, after entering
the international lexicon, eventually becomes ceno,
or recent. Thus, Anthropos / recent / Anthropocene =
The current age of humankind. The meaning is clear:
Humankind’s transformative and even destructive
effects on the ecosystem. A process whereby

biological diversity, geomorphology, and the climate
are seriously altered, and nature is irreversibly
pillaged and exploited.

Humankind’s struggle with nature and its efforts
to transform nature to its own benefit go as far
back in history as the Agricultural Revolution in the
Neolithic period. However, there is no text which
states that this event had any negative effects
on nature. The texts that do mention the start of
the devastation do not reach a consensus. Some
point to industrial production in the 18th or 19th
centuries, or the atomic bomb in 1945 and the
nuclear experiments that followed as the starting
point. Others suggest the effects of the large-scale
industrial use of concrete, plastic, and aluminum
and their effects, with some parties also pointing
out the destruction of forests and water basins. The
destruction in question causes the local fauna to
thin out and eventually become extinct. Whatever
may be the true starting point, the throughline
remains the same: the increasing human population
and proportional increase in material necessities —
or, more importantly, the frenzied human desire to
consume. As life continues, this consumerist frenzy
leaves such a waste burden in its wake that its sheer
weight is reported to outweigh the current existing
life on Earth: An accumulation of thirty million tons of
waste on average, annually. And every two decades,
the weight of the waste in proportion to the existing
life doubles. Not to mention the uncontrollable
carbon dioxide output of the manufacturing of these
consumer objects and of the resulting mountains of
waste openly wreaking havoc on the climate.

Let us return to the word resistance and tirelessly
repeat this question: What and whom against?
Next to those questions, we must now add these:
Can we prevent the destruction of nature through
some well-intentioned moral advice and inspiring
suggestions? Could the resistance find success
through these personal methods? And another:
Can certain new nature-conservationist applications
halt the destruction? For example, can the attempts
at renewable energy, which are becoming more
commonplace in Europe and the US especially,
give us hope for salvation? Perhaps. It can also be
argued that this change in energy production points
to a new wave of awareness, one which might
increasingly lead to fewer issues. Conferences,
where water, food and seed-growing policies are



discussed, might also be heartening and could be
interpreted as the first steps toward resistance.
But an inquisitive look at these and many other
attempts at prevention expose many disheartening
matters. The system that rules over our lives has so
completely dissolved the boundaries between the
positive and negative circumstances we experience
that we become unsure of what resistance even is:
When we eat a hamburger, we may be unaware that
the industrial food washing practices of the global
food sector are the greatest factor in the destruction
of the world’s water resources. When we buy a shirt
made of Pakistani cotton, eat Thai rice, or drink
Mesoamerican coffee, we may not be aware of how
these acts disrupt water systems in these regions.
In his book, When the Rivers Run Dry, Fred Pearce
writes:

It takes [...] 800 gallons for a hamburger, and 1320
gallons for a small steak. And if you have a sweet tooth,
so much the worse: every teaspoonful of sugar in your
coffee requires 50 cups of water to grow. Which is a
lot, but not as much as the 37 gallons of water (or 592
cups) needed to grow the coffee itself. / [...] don’t buy
one of those jokey T-shirts advertised on the Internet
with slogans like “Save water, bathe with a friend.”
Good message, but you could fill roughly twenty-five
bathtubs with the water needed to grow the 9 ounces
of cotton needed to make the shirt.

We may admire those countries that initiate
solar or wind power projects and put them to use.
But we may also never realize that those countries’
renewable energy resources remain insufficient for
their industries, that they depend on the Far East,
Asia, or Africa for their coal and hydroelectric power
production — essentially turning these regions into
their mines and dam sites. Moreover, we might
also be unaware that workers in these places are
forced to work under terrible conditions, and
that farmers are mistreated and deprived of their
labor rights. And perhaps the most difficult issue
to settle is the global food problem. Speaking at
the 1974 World Food Conference, Henry Kissinger
declared that within 10 years no child would go to
bed hungry, signaling that all technical resources
would be utilized towards that end. The goal
was to increase food production above the level
of global population increase. The realization of
Kissinger’s declaration depended on this condition:
The development of a type of high-yield grain. And
decking out the world in dams and irrigation canals
in accordance. Ignoring the ideological and financial
interests, the project was designed to prevent world
hunger. However, no matter the goal of the project,
the result remained the same: The construction of

dams and irrigation canals meant the redirection of
water basins around the world, so rivers and lakes
continued to desiccate. The negative effects on the
climate remained untouched. Furthermore, the
continued desertification would mean increased
world hunger, let alone preventing it — though this
may also be unknowable.

Do not perceive it as pessimism when |
emphasize this: Scientific research tells us that
ecological preventive measures are contradictory
and that every redemptive attempt could result in
more harm. Personal, well-intentioned measures,
then, will also fail to reach their goals. So, what
do we do? Do we simply watch as we drift toward
devastation and give up on resisting? Still and all,
people — at least some of them — refuse to give up.
So long as we aren’t told the culprit is some vague
evil forces in the sky. We must never forget Carson’s
words: The people had done it themselves... Even
so, what is the point of asserting that humankind
is the culpable party? Will it suddenly end societal
habits? Transform industrial production completely?
Will technological devices, which have become
such integral parts of our daily lives, abandon their
roles in work and leisure? Beyond all that, will the
pro-Enlightenment societies of modernity quench
their passion for advancement and ensuring their
own superiority over others? None of these will
happen, at least not immediately, and so long as the
economic and political system that directs our lives
persists, so will all these environmental issues. Then,
the question remains: A resistance against what and
whom?

Mind you, the scientists who are tirelessly working
to stop the destruction of the ecosystem and take
concrete measures also know all this, and they do
not completely think that resistance is futile. They
ascribe great importance to the observations made
in literature, art, and cultural and political work. No
matter how far they may be from being scientific,
they support any efforts to raise awareness. These
non-scientific activities are called Ecocriticism.
Again, in his eponymous book, Garrard writes:

[...] ecocriticism cannot contribute much to debates
about problems in ecology, but it can help to define,
explore and even resolve ecological problems in this
wider sense. 4

When we talk about political work, we shouldn’t
think this only involves the efforts of politicians or
some political parties. There are many writers who
question the current day economic and political
system for the sake of restoring the ecosystem and

argue that we cannot succeed as long as we don’t
change the system. One such prominent figure,
Murray Bookchin, writes in his book:

Social ecology is based on the conviction that nearly all
of our present ecological problems originate in deep-
seated social problems. It follows, from this view, that
these ecological problems cannot be understood, let
alone solved, without a careful understanding of our
existing society and the irrationalities that dominate it,
To make this point more concrete: economic, ethnic,
cultural, and gender conflicts, among many others, lie
at the core of the most serious ecological dislocations
we face today - apart, to be sure, from those that are
produced by natural catastrophes. ®

With all this in mind, it is possible to view the
exhibition Direnis [Resistance] in the exact context
of ecocriticism: A sum of work that is not part of the
scientific field of ecology, but, as Garrard argues,
may contribute to the definition, exploration, and
resolution of ecological problems. Upon individual
examination, we see that the artists’ works truly
correspond to every donnée in the words above.
Nevertheless, we must especially mind that none of
the artists seek the reasons or the solutions to the
disaster in which we find ourselves anywhere but
within humankind or the social system. They don’t
even seek them outside their own selves. There
is, in this exhibition, nary a single word referring
to any invisible forces of evil. On the other hand,
the exhibition also doesn’t feature any sense of
romanticism that, through certain aesthetic tricks,
inspires any comfort or therapeutic feelings in the
audience that suggest that one day, humankind’s
sublime qualities may stir to life to make everything
right. There are only pieces that depict that
humankind’s self and the other are one and the
same.

Kemal Tufan’s installation, broaching the subject
of how industry goods manipulate life and how
this secretly imprisons humankind and nature.
Tugce Aytirk also focuses her work on the issue
of waste and explains it through consumerism.
Beyza Boynudelik approaches these issues through
the relationships between humankind and the

other, relating how the boundaries between the
two are dissolved in our increasingly faster daily
lives and how sociality further triggers these
circumstances. irem Tok questions knowledge
with regard to Enlightenment thought in a more
general sense, underlining the devastation wrought
by advancement and exposing its links to that
knowledge regime. Ecem Dilan Kbse suggests that
despite constant changes in life and all of its negative
results, fragments of the human-nature relationship
remain within reach, and although humans forget
about this relationship, nature’s memory endures.
GOnll Nuhoglu emphasizes that even the simplest
act can lead to great environmental devastation
via chain reactions through references to waste.
Varol Topag¢ underlines that he observes nature’s
mathematics regardless of the circumstances and
only uses materials from nature in his work, thus
never relinquishing human-nature unity. Pinar
Baklan projects forest fires’ effects on senses
and emotions onto ceramic forms, while Ayla
Ay organizes pruned roadside tree branches into
metaphors for humanity’s breathable air resources
to symbolize urbanization’s oppression of nature.
Serdar Kaynak brings up the issue of biodiversity and
the dangers it faces while alluding to bees, arguing
that humanity’s instincts to preserve nature endure
and that the struggle may only continue through this
instinct. Melike Kilig almost alludes to Carson in her
work, first building a fabulous landscape to create
a pastoral scene, and then asking the audience to
follow the ladders to reach every part of the work
to closely examine the scene and wake up from
the dream. Finally, Server Demirtas tells us that the
boundaries between what is machine, nature, or
human have become increasingly blurred, showing
us that things ordinarily considered natural, like
scents, can now be created by machines. The piece
presents an important question: Can humankind’s
resistance return itself and nature back to their pure
states, or, at this point, after all these experiences,
will there arise the need for a new pure state?

Emre Zeytinoglu
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Uzerinde hayata geldigimiz, yasadigimiz Diinya 4,5 milyar yasinda. Gezegenimiz bu siire icinde cok biiyiik
degisiklikler gegirdi; baslangigtaki asiri sicak, karbon dioksitle dolu zehirli atmosferi gliniimiizden 2 milyar yil
once karbonun ilkel canlilar tarafindan emilerek yerini oksijenin almasi sonucu bugilinki solunabilir halini
aldi. Buiilkel canlilarin 6limiiyle bedenlerindeki karbonun yer kabuguna hapsolmasi sonucunda, atmosferin
sicakligl buglinkii anlamda hayata olanak verecek seviyelere diismus oldu. Bunu takiben diinyada tabiri
caizse bir hayat patlamasi yasandi ve birbiri ardina binlerce canli tiirli ortaya gikarak tim gezegene yayildi.
O zamandan beri gezegenin atmosfer ve sicakligindaki daha hafif degisimlere bagli olarak birkag kez tiirlerin
¢ogunun soyu tiikendi ve kitlesel yok olmalar yasandi, ancak her seferinde bir siire sonra hayat galip geldi ve
canlilar gezegene yeniden yayildi. Clink{ hayat, dogasi geregi direnir, var olma gtictinii kendi icinden tekrar
tekrar yaratabilir. Yeter ki kendisini destekleyebilecek kaynaklara ve ortama sahip olsun.

Su an icinde bulundugumuz, Holosen adi verilen, tim gezegende hayatin yayllmasina olanak veren
yumusak iklimli dénem ise 12 bin yil 6nce basladi. 4,5 milyar yillik bir ge¢gmisin yalnizca 12 bin yili bugiin
anladigimiz anlamda hayatimizi yasamamiza, tarim yapmamiza, medeniyet kurmamiza imkan verdi.

Artik gezegenin bu yumusak ve uysal doneminin de sonuna geldigimiz sdylenebilir. Neden? Clinkii
sanayi devriminin ardindan olusturdugumuz “medeniyetin” siirdlrilebilir olmayan blylime ve sonu
olmayan tiiketimle taglanmasina engel olamadik, hala da olamiyoruz. Diinya niifusunun 7,8 milyara giktigi,
her bireyin yalnizda daha fazla tiiketmeyi hedefledigi bir sistemde, gezegenin bu uysal ve yumusak donemi
yasamasini saglayan dengeleri alt Ust ediyoruz. Milyarlarca yilda atmosferden cekilmis olan karbonu,
fosil yakitlari yakarak yeniden atmosfere saliyor, her gegen glin atmosferin daha fazla 1sinmasina neden
oluyoruz. ihtiyacimizdan, doganin verebileceginden fazlasini tiiketiyor, ortaya ¢ikardigimiz plastik gibi
dogal olmayan atiklar denizlerde, toprakta, hatta havada biriktirmeye devam ediyoruz. isteklerimizin
sinirlarini, ihtiyaglarimizin degil intiraslarimizin belirledigi tiiketim kiltirimizle en fazla Grettigimiz sey olan
atiklarimizla gezegeni kirletmeyi siirdlriyoruz. Bizi var eden ekolojik sistemi kendi ellerimizle yok ediyor,
sonuglarini her gecen giin daha fazla yasiyoruz. Oyle ki, 4,5 milyar yilda olusmus bu sistemi sadece son 2
yUuz yilda bozmus durumdayiz.

Diinyanin tahminen 1,5 milyar yil daha hayata olanak verecek kosullarda var olacagi tahmin ediliyor. Bu
stirecte, insanligin var oldugu birkag bin yillik tarih, aslinda ¢ok sey ifade etmiyor. Mevcut aliskanliklarimizla
sulari kirletebilir, nehirleri ve golleri kurutabilir, denizleri zehirleyebiliriz. Ormanlari yok edebiliriz. Atmosfere
saldigimiz gazlarla nefes alinmaz, yasanamaz hale getirebiliriz. Gezegeni paylastigimiz binlerce tirin
soylarinin tiikenmesine neden olabiliriz. Eninde sonunda felaketimizi kendi elimizle hazirlayabiliriz. Ancak
doganin varligi ve diizeni direnis lzerine kurulu. Bizden 6nce vardi, bizden sonra da var olmaya devam
edecek. Kendi varligimizi onunla uyumlu bicimde devam ettirmemizin tek yolu onunla uyum iginde ve
onunla beraber direnmek. insan icin tren kagmak {izere gibi goriinse de hala bu gidise dur diyecek firsatimiz
ve glicimiiz var, yeter ki sorumlugumuzu alip harekete gegelim.

Copline Sahip Cik Vakfi

Environmental Manifesto
for the Exhibition “Resistance”

Earth, where we were born and live, is 4.5 billion years old. Our planet has endured many changes
through these years. Its atmosphere, initially extremely hot and full of carbon dioxide to the point of being
toxic, slowly transformed 2 billion years ago into its breathable state as primitive life consumed the carbon
to replace it with oxygen. As these primitive creatures died off, the carbon in their bodies became trapped
within the planet’s crust, dropping the atmospheric temperatures low enough to allow for life as we currently
define it to flourish. And flourish it did in the aftermath, with thousands of species emerging one after
another, spreading all over the planet. Since then, depending on smaller changes in the atmosphere and the
climate, mass extinctions occurred multiple times. After each of these events, life emerged victorious and
once again spread all around the world. Because life is naturally inclined to resist, and it can spark its own
will to live over and over again—so long as it has the resources and the environment to support it.

The current geological epoch, the Holocene, began 12 thousand years ago. Its softer climate had allowed
life to flourish all around the world. Only 12 thousand years out of a whole 4.5-billion—year history made
it possible for us to live life as we currently understand it, to develop agriculture, and create civilizations.

One could argue that we have now reached the end of this soft and gentle geological epoch. Why?
Because we have yet to put an end to our so—called civilization’s unsustainable growth and endless
consumerism that came after the industrial revolution. We still can’t. With a world population of 7.8 billion
and only increasing with no end under a system where every individual only intends to consume more, we
continue to topple the world’s natural balance which created these soft and gentle conditions. The carbon
that had been absorbed into the earth over billions of years, we release back into the atmosphere through
fossil fuels, causing higher atmospheric temperatures as days go by. We consume more than we need,
more than what nature can provide us. We continue to dump unnatural waste products like plastics into the
seas, the earth, and even into the air. We insist on polluting our planet with waste, which is the one thing
that our consumerist culture, wherein the limits of our wants are dictated not by our needs but our desires,
creates more than anything else. With no external help, we destroy the ecological system that allows us to
exist and endure more severe consequences for it every day. So much so that we have managed to destroy
a 4.5-billion—year—old system in a matter of two centuries.

Earth is estimated to be able to support life for another 1.5 billion years. From this perspective, a few
millennia of human existence hardly matter. We could keep up our current way of life and continue polluting
the waters, draining our rivers and lakes, and poisoning our seas. We could destroy the forests, and render
the atmosphere unbreathable, unlivable with our industrial gasses. We could cause the extinction of
thousands of species with whom we share this planet. We could eventually engineer our own annihilation.
But the existence and order of nature rely upon resistance. It existed before us, and it will outlast us. The
only way for us to exist with nature is to resist along with it in harmony. Though it might seem like we
may have missed our shot, we still have time and the capability to stop this process—so long as we take
responsibility and act on it.

Mind Your Waste Foundation



AY

Ada’nin dogasindan kopup gelen, bazen budamalar sonrasi yol kenarina birakilmis ekosistemin ve sosyal
yasamin parcasi agaclarin kuru dallari... ilk bakista hizla yanindan gectiginizde gérebilecekleriniz bununla
sinirli olacaktir. Oysa ki onlar dogaya ait diger pargalar gibi aslinda evrenin mikro 6lgekteki yansimalari...
Antik uygarliklardan bugtine dek kutsal varolusunu sirdiiren doganin en asil ve sessiz lyeleri... Akildisi
bir hizla onlar kaybetmeye devam ediyoruz. Aslinda yapilmasi gereken hicte zor degil; duvarlarimizi kirip
ardindaki yasam akisini serbest birakmak. Ustelik hayatta kalabilmek icin 6nceligimiz ‘Nefes’ almak ve bunu
saglayan kaynaklari artik hepimiz ¢ok iyi biliyoruz.

Dry branches: some having broken away from the Island’s nature on their own, some left on the side of
the road after prunings—all once a part of the trees, a vital element of the ecosystem and of social life.
This will be all that you notice at first sight. They are, in fact, like any other element of nature: reflections of
the universe at a micro scale. The noblest and quietest members of nature, which has continued its divine
existence since time immemorial. We continue to lose them at an inconceivable rate, even though what
must be done is not difficult at all: we need only to break down our walls and free the flow of life that lies
beneath. Besides, our greatest priority to survive is to “breathe”, and we all now know the resources that
provide us that.

NEFES

BREATHE

2022

Dogal mudahale, enstalasyon,

ic mekan yerlestirme

(Natural intervention, installation,
interior installation)

290 x 286 x 150 cm



TUGCE
AYTURK

Bu ¢alismadaki malzemeler giinliik yasamin icinden
tliketim nesnelerinin kendileri ve ambalajlaridir.

Dogrudan insanin tiiketim ihtiyaci Uzerine Gretilen
bu nesneler ve ambalajlari Giretim—tiiketim donguisu
icinde cesitli alanlarda yer alabilir. Uretici-tiiketici
arasinda nesneyi saklanabilir, taninabilir, tasinabilir,
satilabilir hallere getiren bu ambalajlar, islevini
tamamladiktan sonra artik ¢dziimlenmeye ihtiyag
duyan atiklar haline gelir. Bu yeni bir meseleyi ortaya
koyar; sektor, ¢oziimleme, is glicli, kar—zarar iliskisi.
insan, dogayl temel alarak, ekolojik menfaatleri
gozeterek, dogayla uyum icinde yasam bilincine
katki sunmak ilkeleri ile simdi yeni bir durumun
gercekligi icindedir.

Fonksiyonel nesnelerin sanat nesnesi haline
gelmesinin lzerinden vyillar gegse de meseleyi
tekrardan ele almak kaginlmaz bir insan—
doga sorunsalidir. Yuzyillardir sanat (retimleri,
goriintiiniin kendisiyle savasimindan ortaya ¢ikan
formlar, anlami belirlenmis nesnelerin yeni formlarla
yeniden anlamlandirilmasi, hazir nesnenin sanat
nesnesi halinde sunumu, fonksiyonel nesnelerin
bir araya gelmesinden dogan sanat nesnesi gibi
cesitli ele alis bigimleri gibi goruslere temas eden
yaklasimlar igindedir.

Bu enstalasyon, ¢aglar boyu tiim kiltiirlerde anlam
atfedilmis sofranin, ortak degerlerive tiim agikligiyla,
aslina sadik, ayni mana ile tim sureglerinin tek bir
anda tek bir goriintlide gosterimidir. Bigim ve tavir
birlesiminden olusan kavramin kendisini dogrudan
goruintlile fonksiyonunuyitirmig nesnelerin yeniden
kazandirilmasini gliderek, ayni sahip cikilmig anlatiyi
Oteki yuziyle ve hatta tiimiyle, dogusu, suanin
kendisi ve sonrasinin bir arada 6riintlisu ile sunma,
bir sofra sermedir.

The materials used in this work are ordinary daily
consumer goods and their packages.

Produced directly to address humankind’s
consumption needs, these objects and their
packages can inhabit various points within the
manufacturing—consumption cycle. Render the
objects preservable, identifiable, transportable,
and sellable for the manufacturer—consumer, the
packaging, having completed its function, then
becomes waste to take care of. This creates a new
issue: one of market, labor, and profit/loss analysis.
Humankind now faces the reality of a new status
which must be built upon a natural basis and
the principles of ecological interest and raising
awareness regarding living in harmony with nature.

Although functional objects have been used as
art objects for many years, the human—nature
dichotomy raises problems that make the
reexamination of these issues inevitable. For
centuries there have been artistic approaches that
touch on these issues in various ways, with forms
born out of visuals’ struggle against themselves,
the reinterpretation of objects with predetermined
meanings through new forms, the presentation of
the readymade object as an art object, and the art
object born out of the congregation of functional
objects.

This installation approaches the dining table—a
concept with many different meanings in all cultures
throughout the ages, to authentically present all of
its processes in a single moment and a single spread,
with all of its common values and its openness. It
is a presentation—a table setting—that takes the
concept itself, which is the merging of a form and a
behavior, to drive the reutilization of objects which
have lost their functions through a direct display,
thereby exposing the claimed narrative with its other
side, even as its whole being through a pattern of its
inception, the current moment, and the aftermath.

SOFRA
THE DINING TABLE
2022
enstalasyon, evsel atiklar
(installation, household waste)






PINAR
BAKLAN

Asirlik bir zeytin gibi, mis kokulu bir cam ve sessiz bin
bir can gibi... ‘Yanmak’, yanik kokan, alev gibi sicak
tek bir kelime, komure déndiiren, kil yagdiran...

Her anindaiginde oldugum Marmaris yanginlarinda,
yasadigim Ege koylinde bedeni yanarken nefes
alamayan her bir agacin, kanayan her bir canin
acisiyla Urettigim ve onlarin  kdmdrlyle kapl,
yanik kokan seramik heykel galismam ‘Yanmak’,
her defasinda bir daha yasanmamasi umudunu ve
bogazimda duglimlenen asla silinmeyecek yanik
kokulu anilari pigmis toprak malzemeyle biinyesinde
barindirmaktadir.

Like a century old olive, a balmy pine, and a thousand
silent lives... “Burning”, a word that smells charred,
hot as a flame, turning things into charcoal, raining
down ashes.

“Burning” is the ceramic sculpture | made during
the Marmaris forest fires, every moment of which
| witnessed in person, and it carries the pain of
every single tree that suffocated as their bodies
burned around the Aegean village where | live. It is
covered with their ashes, carries their charred smell.
It contains the hope that these fires will not reoccur,
and the char—scented memories within its kiln fired
earthen material.

YANMAK

BURN oUT

2022

Elle sekillendirilmis seramik
heykel, yanmis agag ve komir
(Hand shaped ceramic sculpture,
burnt wood and coal)

85 x30x20cm
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BEYZA
BOYNUDELIK

Sanatgl, son yillarda tzerine disindigi ve yapit Urettigi kentli bireyin, bugiiniin diinyasinda kendisiyle,
“steki”yle ve dogayla kurdugu iliskilere dair kurgusal bir evren yaratir. interdisipliner bir tavirla ele aldigi konu,
futlristik 6geler iceriyor goriinse de, aslinda bugtiniin bir tezahiirii niteligindedir, zira sanatcinin yapitlari
Uzerinden bizlere ulastirdiklari, kendi dahil hepimizin kiigiik giincel hikayelerinden kesitler icermektedir.

Diinyanin bu kaotik ve hizl caginda, bu kentli bireyin hem kendi basina olan haline, hem de toplum igindeki
varligina ve psikolojisine odaklanmaya calisir. Sosyal mecralarda ¢okga iletisimli ancak tiim bu kalabaliklar
icinde yalniz olan, kendini, yarattigi ideal kimligi Gzerinden tanimlayan bu bireyin deneyimlerini, kisacik
anlar ve aklindan gegen distinceler tizerinden anlatmak niyetindedir. Var olan en eski canl tiirlerini bile
tanlyamayacak kadar yabanci, yasanan en buyik felaketleri dahi aninda unutacak kadar kisa hafizali ve
“Oteki”nin deneyimini anlamayacak kadar apatik olan bu dénemin bireyinin karsisina, son kertede hem
doga ile hem de kendi dogasiyla yeniden iletisime gegen bir birey koymaya calisir. Fauna ve flora ile
yeniden temas etmeye ¢alisan bu birey, samimiyet ve ice bakis ile belki de yeniden kendine ulasacaktir.
Tum bu sebeplerden dolayi; kendine ve etrafina yabanci olma meselesi, bu donemin gercegi haline gelen
gozetleme ve gozetlenme olgulari, muglak iletisim ve temas konusu ile beraber islerin kavramsal altyapisini
olusturur. Sanatgiya gore ironik bir sekilde temas, artik ancak bir ara yiziin 6te tarafindan “oteki”ni
gozlemekten gegmektedir. Kullandigi kapi diirbiinleri, bu ara yiz icin temsili ve yeterince glincel hayata
dair bir malzeme olarak okunur. Tim bunlara ek olarak, habitatini arayan birey, dogasi ve genetigi hasara
ugramis hayvanlar, beton nesli, bu ¢agin sézim ona kahramanlari ve iktidar politikalarin tim yasantimiza
sizmis olan dayatmalari da, islere hem deneysel hem de sezgisel kurgularla dahil olur.

islerde es zamanli var etmeye soyundugu “gecmis” ve “gelecek” algisi ise, “fazlasiyla tanidik olan” ile
“bilinmeyenin” celiskisi, “dogal olan” ve “yapay olan”in, “gercek olan” ve “kurgusal olan”in iliskisi gibi bir
takim karsithklari da ele almasina olanak vermektedir.

PANOPTICON
2013
Pleksi, ¢elik tel ve gozetleme delikleri
(Plexiglass, steel wire and peepholes)
@:85cm



The artist creates a fictional universe that touches on the
urbanite—a recent subject of the artist’s work, one she
frequently scrutinizes—andtheir relationships with themselves,
with “the other”, and with nature in today’s world. The subject,
handled here with an interdisciplinary approach, appears
to involve futuristic elements. These are actually meant as a
manifestation of the current day. They contain slivers of small
current day stories conveyed to us through the artist’s works,
stories that belong to the artist as well as all of us.

The artist attempts to focus both on the urbanite’s solitary
being and their presence and psychology within society in our
current chaotic and fast—paced epoch. Multi—-communicative
in social platforms yet solitary among the crowds, the urbanite
defines themselves through their self—created ideal persona.
The piece aims to tell their experiences through short moments
and passing thoughts. The artist attempts to take this current
day individual who is alien enough to not recognize the oldest
of living species, unretentive enough to instantly forget the
greatest disasters, and apathetic enough to never understand
the experiences of “the other”, and at the last moment place
in front of them another individual who is in touch with the
nature as well as their own nature. This individual who
attempts to re—contact the fauna and the flora may once again
find themselves through earnestness and self-reflection. For
all these reasons, the subject of being alienated from oneself
and one’s environment, the concepts of observing and being
observed, and ambiguous communication and contact form
the conceptual basis of the piece. According to the artist,
contact, ironically, now only occurs by way of observing “the
other” through an interface. The use of door peep holes
provides a contemporary and quotidian representative figure
for this interface. Additionally, the individual in search of their
habitat, as well as animals whose nature and genetics have
been disrupted, the concrete generation, the current day so—
called heroes and political impositions by those in power which
have affected every aspect of our lives all become involved with
the pieces through experimental and instinctual approaches.

The artist simultaneously attempts to create in her work a
perception of the “past” and the “future”, which allows her to
tackle various contrasting concepts such as the contradiction
between “overly familiar” and the “unknown”, as well as the
relationship between “the natural” and “the artificial”, and
“truth” and “fiction”.

GUNLUK RUTIN - SEFKAT
DAILY ROUTINE - COMPASSION
2019

Epoksi, 5+1 edisyon

(Epoxy, edition 5+1)

34 x14 x13cm

GUNLUK RUTIN - KOPEK SAHIBI
DAILY ROUTINE - DOG OWNER
2020

Epoksi, 5+1 edisyon

(Epoxy, edition 5+1)

32,5x16,6 x10 cm

GUNLUK RUTIN - SEVMEK
DAILY ROUTINE - LOVING
2019

Epoksi, 5+1 edisyon

(Epoxy, edition 5+1)

35x18 x10 cm

... VE BiR TEK NAYLON POSETLER KAYBOLMUYORDU
... AND NOT A SINGLE NYLON BAGS WAS LOST

2019

Epoksi, 5+1 edisyon
(Epoxy, edition 5+1)
32x20x10cm

GUNLUK RUTIN - MERHABA DUNYALI
DAILY ROUTINE - HELLO WORLD
2020

Epoksi, 5+1 edisyon

(Epoxy, edition 5+1)

32,5x18 x11,5cm







SERVER
DEMIRTAS

2015 yil daha ¢ok robotik olarak tanimlanabilecek, heykellerimin mekanizmalarinin ve motor boliimlerinin
gizlenmeyerek yapildigi bir donemdi. Bedenlerin i¢ kisimlari, hareketli mafsallar, motor mekanizmalari
heykelin 6nemli parcasi olarak izlenmektedir. "Canim Sikiliyor", "Oyun Alani" gibi calismalarda oldugu
gibi bedenden farkl olarak miizik konusunun heykele dahil edilmesi ya da ironik bir bicimde elinde top
oynayan bir diizenek ile kurgunun yapilmasi, degisik konularla ilgilendigimin bir gostergesiydi. “Makinenin
Mor Cicegi” calismasi da Koku'nun heykele dahil edilerek onun niteligini, izleyicinin koklama duyusunu da
harekete gecirmeyi hedeflemektedir. Ug boyut, hareket ve koku duyusu, insan - makine iliskisini daha az
alisildik hale getirir. Belki de isin icinde biraz oyun olmasi, anlasilmayi daha kolaylastirabilecektir.

2015 was a more robotic period where | exposed the mechanisms and motor sections of my statues as |
built them. Their body interiors, moving joints, and motor mechanisms are open to view as integral parts
of the statues. As with my other pieces like | am bored, Playground, the inclusion of music as an external
element, or the ironic arrangement of a mechanism that manually plays with a ball were an indication that
| was interested in different subjects. “The Purple Flower of the Machine” introduces a smell to the statue,
aiming to actuate the audience’s sense of smell. The combination of three dimensions, action, and smell
render the human—machine dichotomy less ordinary. Perhaps the addition of a little playfulness will also
make it easier to understand.

MAKINENIN MOR CiCEGi

PURPLE FLOWER OF THE MACHINE
2015

Motor ve mekanik aksamlar

(Engine and mechanical parts)

80 x 20x 30 cm



SERDAR
KAYNAK

"YEDIVEREN TOPRAKLAR"

Sanatginin bu eseri, Uretmenin ve bereketin 6nemi (izerine
bir denemedir. insan ile arilar arasinda benzer iliskilerin gerek
toplumsal yapi ve olusturulan politik diizen benzerliklerinin isleyisi
ve dengesi Uizerine bir kralige yorumudur.

"FERTILE EARTH"

The piece is a study on the importance of producing and
productivity. It is a commentary on the queen, touching on the
relational similarities between humans and bees, regarding
their social structure and political hierarchies, as well as their
maintenance and balance.

"cugn"

Sanatginin bu serisinde yer alan, terk edilmis yasam alani olarak
distinilen ve olusturulan dogal yuvalara bir 6neri olarak sunulan
sembolik kanat yorumu, insanin ekosisteme verdigi zararlarin
bir gostergesi olarak doganin insanca korunma miuicadelesi ve
bitlinlesme c¢abasi Uzerine distindirmekte, arilarin, doganin
dengesinive liremesinisaglamakigin verdigiiggidiisel miicadelede
sahip olduklari iletisime bir sembol olmustur.

"POWER II"

A piece from the “Power” series, the artist’s symbolic interpretation
of wings as a proposal for abandoned spaces rebuilt as natural
nests. The piece aims to spark thought about nature’s very human
struggle for survival against humankind’s devastation of the
ecosystem and its efforts towards coalescence. It acts as a symbol
for the communication between bees during their instinctual
struggle to maintain the balance and endurance of nature.
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YEDIVEREN TOPRAKLAR
FERTILE EARTH
2021

El 6rglsu tel Gzerine karigik teknik
= (Mixed media on hand knitted wire)
.l - 160 x 93 x 25 cm
¥



(ilel]l
POWER I1
20 R —
Tel striiktir Gzerine bakir sargi ve kaynak
(Copper coils and welding on wire structure)
300 x 150 cm




MELIKE
KILIC

Bir yerden baslayan hikaye anlatisi ile yola gikip,
yolda olani anlattigim yer.

Yaptigim bir masal, bir fisilti, rilyadan uyandiran
aksam giinesi.

Tum engelleri bir merdivenle agsmak...

Alternatif gerceklikten ortaya ¢ikis, sonra yokus
asagl inis yollarint merdivenler ile baglamak...

Hayali diinyalar ile gergekligi kavusturmak, bir
merdivenle mimkin, canavarlari uykusundan
uyandirip gostermek.

Sesleri ve golgeleri aga¢ dallarini hepsini bir
manzara da anlatmak istegim. izleyici masalima
gozleri ile gikarken merdivenler ile oradan oraya
gezinecek.

Her yola cikis bir uyanis.
Yola gik ve

Tirman merdivenlerine...

| set off with a story that began somewhere and
tell you what happens on the way.

A story | made up, a whisper, the evening sun that
wakes you from a dream.

Overcoming all obstacles with a ladder...

Emerging from an alternate reality, heading
downhill, linking all these paths together with
ladders...

Merging imaginary worlds with reality is possible
with a ladder, and so is waking monsters from
their slumber, exposing them.

My desire to depict the sounds and the shadows
and the branches, all in a single landscape. The
audience will explore my story with their eyes,
taking the ladders to go from place to place.

Each departure an awakening.
Depart, and
Climb your ladders...

MERDIVENLER ORMANI

THE FOREST OF LADDERS

2022

Enstalasyon, Canson suluboya kagidi ve atik kagitlar

(Installation, Canson watercolor paper and waste paper)

dedisken boyutlar (variable size)







ECEM DILAN
KOSE

Mekan hafizalari, insan hafizalari gibi doganin
da hafizasi vardir. Yaganan butiin her seyi doga
ve insanlk birlikte olusturur. Simdi ne ise,
bulundugun yer, icinde bulundugun kosul ne ise,
hangihalinle oradaysanbuaniyidogaylayazarsin.
Simdi icinde bulundugun bu oda, her bir insanin
doga ile iletisimini olustururken yazacagi aniyi
nasil etkileyebilecegini gostermek ve bir zaman
cizgisi Gizerinde tiim ihtimalleri sana hatirlatmak
icin kuruldu. Doga ile kurdugun iliskini diinyaya
etkilerini yazilacak hafizadaki yerini hatirla
diye var. insanoglu bu andan hemen 6ncesine
kadar yasadigl diinyaya korkung zararlar verdi.
Bundan sonra degisebilir mi? Toprak, hava ve su
insanin yaptiklarina ragmen onunla barisabilir
mi? Simdi sakince buradayiz. Gegmiste hafizada
olusturulmus anilar; gelecekte, seninle daha iyi
anilar olusturabilir mi?

Bu odadaki videolar iki ugta degisim gostererek
ilerlerken bazi alanlar terse bir bozulma
algoritmasi ile hicrelesiyor. Bazilari daha
yumusak ve buylimeyi, cogalmayl andiran bir
bozulma igerisinde hafizayi birlikte yaratiyor.
Birey olarak bulundugumuz her an ve yaptigimiz
her sey ile hala doganin pargasiyiz ve onun
hafizasinda yer sahibiyiz.

Nature has a memory just like places and people.
All lived experiences are created by the nature and
humanity together. Whatever now maybe, wherever
you may be, whatever your conditions may be, you
create that moment with nature. The room where
you are currently located was built to show how each
memory and moment is affected as they communicate
with nature, to remind you all the possibilities by
placing them on a timeline. It exists to remind you
of your role in the collective memory, your impact on
what will be written through your relationship with
nature. Until just before this moment, humanity has
caused terrible destruction to the world it inhabits.
Could this change now? Could the earth, the air, and
the water make peace with humanity despite its sins?
Here we are now, calm. These moments were formed
in past memory. Could better moments emerge with
you in the future?

The videos displayed at the two ends of this room
change and progress, with some areas forming cells
through an inverse corruption algorithm. Some are
softer and create memories within themselves in a
corruption that resembles growth and reproduction.
With every moment we exist as an individual and
every single action we take, we remain a part of
nature and play a role in its memory.

RUYA ODASI

THE DREAM ROOM

2022

3.42 dakika, 8 kanalli video enstalasyon
(3.42 minutes, 8 channel video installation)







GONUL
NUHOGLU

Eski bir Turk ogretisidir: Nalbant ustasi ¢iragina seslenir: ‘Nalin mihini iyi
¢ak oglum, iyi cakmazsan nal diiser, nal diiserse atin bacag kirilir. Atin
bacag kirilirsa, Ustlindeki insan diiser. O insan bir komutan olabilir, lider
diserse harp kaybedilir. Harp kaybedilirse, devlet ¢oker!’

Bir cividen, bir devletin ¢coklsiine giden olaylar zinciri, baslangictaki kiigtik
bir etkenin kaginilmaz derecede biyik sonuglara neden olabilecegini
ortaya koyuyor.

Bu teorinin, pratikte yasam buldugu bir dénemden geciyoruz adeta. Eger
sansliysak, diinya yakin bir zamanda bu “gli¢li virlisi” atlatacak. Ancak
gercek iyilesme yillar alacak ve dalgalanma etkileri sismik olacak.

insan ve birey olarak dogaya biraktigimiz her ¢op, geri dénistiirdigiimiiz
her atik, aldigimiz her karar, kaos teoreminde bir c¢ekerdir, tahmin
edemeyeceginiz degisiklikleri tetikleyecek 6neme haizdir. Segimlerinizi
hafife almayin ¢linkii tek hareketiniz diinyayi gercekten degistirebilir...

It is an old Turkish doctrine: The master blacksmith calls out to his
apprentice: 'lf you do not nail the horseshoe well, the horseshoe will fall,
if it falls, it will be thrown and broken. If the horse's leg is broken, the rider
falls. That person can be a commander, if the leader falls, the war could be
lost. If the war is lost, the state collapses!’

The chain of events from a nail to the collapse of a state reveals that a
small initial factor can inevitably have major consequences.

We are passing through a period in which this theory comes to life in
practice.

If we are lucky, the world will soon get over this “powerful virus”, But real
recovery will take years and ripple effects will be seismic.

Every garbage we leave to nature as humans and individuals, every waste
we recycle, every decision we make is a attractor in the chaos theorem, it
has the importance to trigger changes that you cannot predict.

OVERFLOW

2021

Sonsuz ayna, buluntu malzeme, yerlestirme
(Endless mirror, found material, installation)
150 x 150 x 150 cm
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IREM
TOK

Sanatginin sanat pratiginin temelini kirilganlik, gegicilik, caresizlik gibi kavramlar olusturur. Tok, insan, doga ve
kalttir arasindaki sinirlarla oynar. Sanatgi heykel, resim, animasyon, seramik gibi gesitli medyumlari kullanir
ve ince detaylara sahip atmosferler yaratir. Tok'un Uretim sureci; arastirma, yorumlama, kesif, toplama,
biriktirme, disiinme, not alma, gizim ve birlestirmeyi igerir. Eserlerinde kullandigi ansiklopediler ve kitaplar
gibi bilgi sembollerini donustirerek tarihsel anlatilarla yizlesir ve 6znel olani tesvik eder.

3 adet kitap heykellerden olusan “Yizyillarin Asindirdigi 1-2—3” ve “Magara” isimli enstelasyonunda malzeme
olarak kullanmayi sectigi ansiklopediler, aydinlanma ¢agi disiincesinin en ikonik temsilleridir. Ansiklopediler,
bilim sanat ve zanaatlere dair sistematik bilgiler sunarken onu temsil eden gorselleri de 6ne cikarirlar.
Ansiklopedileri asindirarak, silerek, kesip bigerek, dogaya hiikmetmek, onu aragsallastirmak isteyen modern
disiincenin yerine, kesin ve net bilgiyi reddeden, yasamin kendisinin duyumsandigi bir “yakindan bakig”
onermektedir. Ansiklopedilerin varligi, verili bilginin agirligina isaret ederken, igerisindeki minik figiirler ve
kiglik yasam alanlari, bizi yaklasmaya ve 6znel bir hikaye yazimina davet eder. Ansiklopediler iginde Urettigi
mikro—kozmos, adeta mekanlar ve tarihler arasi bir sit alani ya da iginde insanin minicik kaldigi bir doga kesiti
gibi kurgulanmistir. Sayfalan tipki bir arkeolog gibi toprakmisgasina kazarak olusturdugu bu alanlarda, farkli
dénemlere ait heykel, anit, mozaik, rolyef gibi sanat eserleri ve kalintilar gorilir; ansiklopedi sayfalarinin
stitunlarinda bu 6geler bir araya getirilir. Kendi Urettigi heykellerin/malzemelerin yani sira, dogadan liken,
karayosunu gibi organik materyaller de kullanir. Bir kultiriin ve dilin simgesini ve hatta dijitallesmeden dnceki
arastirma kdltirtinin yapi taslarindan biri olan ansiklopedileri ele alarak, hem ge¢misin bilgisini bugline
tasimakta hem de insan kontroli disinda meydana gelen doga olaylari ve biyolojik stiregleri bir metafor gibi
dustnerek, kendi topografyasini/mikro—kozmosunu yaratmaktadir.

The basis of the artist’s practice consists of concepts like fragility, transience, and desperation. Tok plays
with the limitations that exist between humans, nature, and culture. The artist uses mediums like sculpture,
painting, animation, and ceramics to create atmospheres full of subtle details. Tok’s production process
involves research, interpretation, discovery, collection, accumulation, note—taking, drawing, and assembly. The
symbols of knowledge she uses in her work, such as encyclopedias and books, are transformed and juxtaposed
with historical narratives to provoke subjectivity.

"Consisting of 3 book sculptures, the installation titled Eroded by Centuries 1-2—3 and Cave is built out of
encyclopedias, the most iconic symbol of the enlightenment. As the encyclopedias present systematic
information about science, art, and crafts, they also underline the visuals which represent them. By eroding,
erasing, cutting and ripping the encyclopedias, the artist suggests a “close look” that rejects exact and
precise information and rather chooses to feel life itself, to replace modern thought which aims to rule over
and instrumentalize nature. The presence of encyclopedias point to the burden of data information, while
the figurines and miniature living spaces they contain invite us to come closer and form a subjective story.
The microcosm the artist creates inside these encyclopedias are presented almost like an interspacial or
interhistorical archaeological site, or a natural cross—section where humanity remains small. These sites, which
the artist has created by digging into the pages like an archaeologist with earth, display various artworks such
as sculptures, monuments, reliefs, etc. and their remains, belonging to different eras of history. These elements
are brought together on the columns on the pages of the encyclopedias. In addition to the sculptures and
materials the artist produces herself, she also uses organic materials such as lichen and bryophytes. By tacking
the encyclopedia, which is a symbol of a culture and a language, as well as one of the building stones of pre—
digitalization research culture, the artist transports the knowledge of the past into the current day, using the
natural phenomena and biological processes beyond humanity’s control as a metaphor, and creates her own
topography and microcosm.




MAGARA

CAVE

2021

Kitap ve dogal malzeme
(Book and natural material)
17,5 x 24 cm

isiMsiz

UNTITLED

2022

Kitap ve dogal malzeme
(Book and natural material)
27 x 27 cm

YUZYILLARIN ASINDIRDIGI 1-2-3
ERODED BY CENTURIES 1-2-3

2022

Kitap ve dogal malzeme
(Book and natural material)
25 x 31cm




VAROL
TOPAC

Daire formu, anitsal glineslerimde de, ahsap kinetik heykel kompozisyonlarimdaki birim elemanlarda da
vazgegcilmezimdir. Calismalarim malzeme farkliliklari gosterse de hep dogadan beslenirim. insanin doga
karsisindaki caresizligi, karsi konulamaz giizelligi, matematigi, ona karsi gtkmayi degil dogayla bitiinlesmeye
gotirir beni. Dogadaki hareketi izlerim. Kinetik heykellerimin 6zl doga gézlemlerimden olusur...

To me, the circle form is indispensable: in my monumental suns as well as the unit elements in my wooden
kinetic sculpture compositions. Although my creations differ in materials, | am always inspired by nature.
Humankind’s helplessness against nature and its irresistible beauty, its mathematic, drive me to become
one with nature, let alone resist it. | always observe movements in nature. The essence of my kinetic
sculptures are built upon these observations...

iCTENLiK

SINCERITY

2016

Kinetik sanat, hareketli ahsap heykel, ahsap dallari ,elektrik motoru,sensor
(Kinetic art, moving-wooden sculpture, wood branches, electric motor, sensor)
?:150 cm, 350 Kg




KEMAL
TUFAN

Sanatginin dogal dere taslari ve oyarakiglerine yerlestirdigi
video  ekranlanyla  gergeklestirdigi  yerlestirme,
insanoglunun sebep oldugu doga tahribarina ve yikima
direkt gonderme yaparken gelecekte bizi bekleyen
felaketler konusunda uyariyor. Daha 6nceki islerinde de
dogadan referanslaralan sanatginin dogal dere taslari
ile teknolojiyi (video ekranlari) birarada kullanmasi ve
kurgulamasi da bu hassas dengeleri ironik bicimde tekrar
hatirlatiyor.

Kemal Tufan's installation made with river stones
and video screens that he carved into, makes a direct
reference to the destruction of nature caused by human
beings, and warns about the disasters that await us in
the future. Taking references from nature in his previous
works, the artist's installation of natural river stones and
technology (video screens) reminds us of these delicate
balances ironically.

ROLLING STONES

2022

Cesitli boyutlarda dogal taslar
(Natural stones in various sizes)







Sanatginin genellikle masif, kapali hacimlerden olusan
heykelleri zaman igerisinde daha derin anlamlara yol
acan unsurlar gostermek icin aciliyor, seffaflasiyor. Bu
celik tellerden yapilmis, transparan, etrafinda hareket
ettikce degisen grafiksel, ritmik desenlerden bulut
formunda olusan heykelin icini de gérmek mimkiin
olmakta. Sanatginin genel olarak kullandigl kavramlar
olan karsithklar ve celiskiler bu isinde de bulut formunda
karsimiza gikiyor. Ozgiirliigli simgeleyen bulut formu bir
baska agidan tutsakliga gonderme yapan kafes formuna
dontsmektedir.

So far, Kemal Tufan’s sculptures consist of solid or closed
volumes, that often are opened up to show other elements
inside that lead to deeper meanings. In later series of
works, the sculptures become transparent. They are
made of steel wire in a graphical, rhythmical pattern
that changes as you move around the sculpture. The
transparent figures actually form cages, as indicated by
the little door in each of them. On the one hand they are
open to space, on the other closed like a prison. Kemal
uses contrast and contradiction to get to the point. A cloud

shape may symbolize freedom, but on closer inspection it
turns out to be a cage.

BULUT KAFES
CAGECLOUD
2022, celik tel

(Steel wire)
60 x 140 x 80 cm
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AYLA AY 1979, ISTANBUL

2001 yilinda, birincilikle girdigi M.U.G.S.F. Resim Béliimi’nden mezun oldu. Network ajanslarinda sanat
yonetmeni olarak da gorev alan sanatgi, Trianel ve cesitli karma sergilere katildi. Sanat festivallerinde,
katiimci ve organizasyon sorumlusu olarak yer aldi. 2019'da 16. istanbul Bienali Paralel etkinligi kapsaminda
Silent Cry/ dis mekan yerlestirme, 2020’de KADRAJ/ i¢ mekan yerlestirme calismalarini gergeklestirdi. Ayni
yil sonbahar déneminde Open Studio Days/Acik At6lye glinlerine katildi. 2022 Nisan ayi itibariyle “Dogada
Sanat” konseptli workshop g¢alismalarina basladi. Yaklasik t¢ yildir profesyonel olarak Burgazada’dan dogal
objelerle tasarlayip iiretmeye devam ettigi “island Dream Handmade” markasini da doganin sifali elini
insanlarla bulusturma heyecaniyla gelistiriyor. Sanatgl, dogaya ait parcalar, gtincel kaygilar ve dis giiclinden
yola cikarak farkl tekniklerde iki ayri kisisel sergi projesi Gizerinde Gretmeye devam ediyor.

The artist graduated from the Painting Department at the Marmara University Faculty of Fine Arts in 2001.
While serving as an art director at Network agencies, she participated in Trianel, as well as various group
exhibitions. She participated in and organized art festivals. In 2019, she created the “Silent Cry” exterior
installation as part of an event parallel to the 16th Istanbul Biennial, as well as the “KADRAJ” interior
installation in 2020. During the fall season of the same year, she took part in “Open Studio Days”. As of April
2022, she has started efforts regarding an “Art in Nature” workshop. For the last approximately three years,
she has been professionally designing and creating products in Burgazada for her brand “island Dream
Handmade”, which she has been developing with an eye toward bringing nature’s healing touch to people.
The artist is also working on two solo exhibition projects that are based on contemporary anxieties and the

power of imagination, both featuring natural pieces but utilizing different techniques.

TUGCE AYTURK 1989, iZMiR

Dokuz Eyliil Universitesi Giizel Sanatlar Fakiiltesi'nde Heykel 6grenimi sirasinda sergi ve yarismalara katilan
sanatgl, cesitli ddiller kazandi. 2013 yilinda ilk kisisel sergisini diizenleyerek, yerlestirme ve asamblaj
¢alismalarina yonelmistir. Sanat ¢alismalarinda, hayatin akisi icindeki siradan malzemelere, hazir nesnelere
uyguladigi cesitli islemlerle carpici etkiler elde etmenin pesine diismektedir. Onlarin sanat aracihigi ile
hayata tekrar kazandirilma gabasinda baska deyisle dontisiimlerinde doganin donguisi sanatgiya kilavuzluk
etmektedir. Yiiksek Lisans egitimini Dokuz Eyliil Universitesi Giizel Sanatlar Enstitiisii Sanat ve Tasarim Ana
Sanat Dal’'nda tamamladi ve galismalarini izmir’de siirdiirmektedir.

The artist joined exhibitions and contests during her education in sculpture at the Fine Arts Faculty of Dokuz
Eyliil University and won several awards. By organizing her first individual exhibition in 2013, she started
to work on arrangement and assemblage. In her artworks, she pursues dramatic effects from ordinary
materials and ready—made objects through various processes. The cycle of nature guides her in their
transformations, which is the effort to bring them to the life back through art. She finished her master
degree in Dokuz Eyliil Universty, Institute of Fine Arts, Department of Art and Design and continues her
works in Izmir.

PINAR BAKLAN 1986, iZMIR

Pinar Baklan, 2007’de Hacettepe Universitesi Giizel Sanatlar Fakiiltesi Seramik Béliimi’nde lisans egitimini,
2011 yilinda Hacettepe Universitesi Sosyal Bilimler Enstitiisii Seramik Anasanat Dal’'nda Yiiksek Lisans
egitimini ve 2018’de ayni liniversitenin Glizel Sanatlar Enstitlisii Seramik Anasanat Dal’'nda Sanatta Yeterlik
(Doktora) egitiminitamamladi. Subat 2013’teilk kisisel seramik sergisini Kayseri’de, ikinci kisisel sergisini 2015
yilinda Ankara Nurol Sanat Galerisi’nde gerceklestiren sanatcinin son solo sergisi 2016 yilinda izmir igsanat
Galerisi'nde yer almistir. Yurtigi ve yurtdisinda uluslararasi ve ulusal birgok karma sergiye ve sempozyuma
davetli sanatgi olarak katildi. Misafir sanatgi programlarina davet edilerek Uzak Dogu ve Avrupa’da eserler
Uretti ve sergiler act1. 2013 yilinda Milli Egitim Bakanligi Polonya Hiikiimeti arastirma bursu ve cesitli yillarda
dokuz adet uluslararasi 6diil kazandi. 2009 yilinda Erciyes Universitesi Giizel Sanatlar Fakiiltesi Seramik
ve Cam Tasarimi Bélim{’nde Arastirma Gorevlisi olarak basladigi akademik kariyerini 2012’den itibaren
Ogretim Gorevlisi, 2018 itibariyle de Ogretim Gérevlisi Dr. olarak siirdiirmekteydi. 2021 yilinda 12 senelik
akademik gorevinden istifa eden sanatgl Marmaris’te agtigl atolyesinde seramik malzemeyi aktif ve 6zgir
bir tavirla deneyimlemeye ve serbest bir sanatgi olarak iretmeye devam etmektedir.

Pinar Baklan received her undergraduate education at Hacettepe University Faculty of Fine Arts’ Ceramics
Department in 2007, her master's degree at Hacettepe University Social Sciences Institute Ceramics
Department in 2011, and her Proficiency in Art degree at the same university's Fine Arts Institute Ceramics
Department in 2018. The artist held her first solo ceramics exhibition in Kayseri in February 2013, her
second solo exhibition at the Nurol Art Gallery in Ankara in 2015, and her latest solo exhibition took place
at [zmir is Art Gallery in 2016. She participated as an invited artist in many international and national group
exhibitions and symposiums at home and abroad.

Invited to guest artist programs she produced works and opened exhibitions in the Far East and Europe. In
2013, She received a research fellowship from the Ministry of Education of the Polish Government and nine
international awards in various years. She started his academic career as a Research Assistant in Erciyes
University, Faculty of Fine Arts, Ceramics and Glass Design Department in 2009 was continuing. The artist,
who resigned from her academic duty for 12 years in 2021, continues to experiment with ceramic materials
with an active and free attitude and to produce as a freelance artist in her workshop in Marmaris.

BEYZA BOYNUDELIK 1975, iSTANBUL

1999 yilinda Mimar Sinan Universitesi Giizel Sanatlar Fakiiltesi Resim Bélimiinden mezun olmustur. 2003
yilinda yine Mimar Sinan Universitesi resim bélimiinde “imgenin Fotograftan Pentiire Yansimasina Bir
Bakis” isimli yliksek lisans tezini tamamlamistir. Halen ayni Universitenin Glzel Sanatlar Enstitlisi Resim
Boliimiinde sanatta yeterlik tezine devam etmektedir. Uretiminin biiyiik gogunlugunu resim olustursa da,
baskiresim, video, fotograf, heykel, yerlestirme gibi alanlarda da yapit tiretmektedir. Yurtigi ve yurtdisinda
cesitli sergilere, projelere, fuarlar ve sempozyumlara katilmistir. 2009— 2012 yillari arasinda “216 Distince ve
Uretim Alan!” ile beraber iiretimler yapmustir. Kisisel ve grup projelerinin yanisira halen @gevrimici40dakika
ve KRE Kolektif'in de aralarinda bulundugu bazi kolektiflerle projelerine devam etmektedir. Sanatgl,
istanbul’da yasamakta ve calismaktadir.

Sanatgl, bugliniin bireyinin; giindemi inanilmaz bir hizla degisen kent yasaminda, bir yandan cizilen “ideal
metropol insani” sablonunun igini doldurmaya calisirken; diger yandan tepkisiz, duygusuz, neredeyse



belleksiz ve yalniz hale gelisinin izlerini, resimleri araciligiyla gorsellestirir. Fastfood haberler ve pembe dizi
hayatlarin, bireyin zihninde, gercek trajedilerden daha fazla iz birakmasini elestirirken, bireyin, kayitsizlik
maskesi altinda “6teki”ni inceleyen halini bizlere sunmak istemektedir. “Sahte karsilasmalar” yasayan statt
ve gi¢ odakl apatik kalabaliklarin maskelerini isaret etmek niyetiyle sorguladigi kent insaninin aidiyet,
samimiyet duygulari ve gergekligini arastirmak igin, kostlimler, maskeler, mekanlar ve kimlikler Gizerinden
onermelerde bulunmaktadir.

Sanatginin aklina takilan karsitliklari barindiran isleri, insanin kendini, dogay! ters—ytiz / alasagl etmesi —
edebilmesi sebebiyle, ayni anda hem yapici hem yikici olan potansiyeline bir gonderme niteligindedir.
Biricik/tek olma ve ¢ogalma olgusu ile de bu zithgi kurgulayan sanat¢inin hali hazirda ele aldigi konular olan
teknoloji—doga, insan—hayvan ve kent—doga iliskileri ise desen ve baskilarinda islenmeye devam etmektedir.
Yapitlardaki neredeyse gergek iletisimi unutmus ve yalnizlasmis kent insani ile kente dair simgesel olgular,
dogayla yeniden iletisime gecme cabasindadir. Bu nedenle sosyolojideki “maskeli birey” tanimini sikca
kullanan sanatginin yapitlari, anonim olan ve tanimli olanin da iliskisinin arastirildig bir deneysel alan
haline gelir. Daha genis ¢ercevede “temas” lizerine diislinen sanatgl, seylerin negatifi—pozitifi, direkt olma—
dolayhlik hali, sahtelik—gergeklik gibi alt basliklarla, icerikle beraber teknik denemeler ve géndermeler
yoluyla sorularini sormaya devam etmektedir. Sosyal medya (zerinden siirekli izleniyor ve sergileniyor
olma halimiz ise, ilgilendigi bir diger konudur. Sanatginin kadin kimligi, kadin olma hali ve cinsiyet politikalari
Ustline kendi deneyimlerini de kullanarak olusturdugu yapitlari ise diger bir tiretim serisini olusturmaktadir.

Received B.A. (1999) and M.FA. (2003) from Mimar Sinan University, Academy of Fine Arts, Painting
Department in Istanbul. Currently working on the PH.D. thesis at the same university.

Beyza Boynudelik participates in solo and group shows, symposiums and workshops in Turkey and abroad.
Her works can be found in the individual and institutional collections. She produces art mostly in the forms
of paintings, printmaking, sculpture as well as installation and video. She has been a part of initiative 216,
Thinking and Production Zone between 2009 — 2012. Currently working on a number of projects with @
cevrimici40dakika, KRE Collective and some other initiatives as well as individual projects. Lives and works
in Istanbul.

Through her works, Beyza Boynudelik tries to visualize the path of today’s individual as he/she becomes
reactionless, emotionless, solitary and almost devoid of memory while trying to perform the role of the
“ideal metropolitan subject” in a city life with constantly changing agendas. While criticizing how fast—food
news and soap opera lives leave more traces in the mind of the individual than real tragedies, she seeks
to present the audience with the state of this individual —living a life of visual and emotional trash—, who
investigates “the other” under a mask of indifference, without looking them in the eye. She seeks to point at
the masks of status and power oriented apathetic crowds, of those who, according to Bauman, experience
“false encounters”.

Containing the contradictions in her mind, the works of the artist refer to the man’s both constructive and
deconstructive potential in destroying himself and nature. Likewise, the artist has set this contradiction as
being unique and multiple in the context of her works. Technology—nature and human—animal relationship
that she has already addressed in her previous works can be seen in her new series as well. In her works,
the symbolic phenomena of the city and the urban man who nearly forgot real communication, has almost
become apathetic, and gets lonely are in an attempt to reconnect with nature. Hence, the works of the
artist who often uses the definition of ‘masked man’ in sociology become an experimental space in which
the relationship between the anonymous and the defined is searched. The artist who thinks about ‘contact’

in a much broader sense continues to ask questions on the subtitles such as negativeness—positiveness,
directness—indirectness, and untruth—reality with the context and the technical references.

Being traced and being watched continiously through social media is another subject that she is into. In
addition to this, through her own experience, the women’s issues as a woman living in this geographical
area is another leading subject to her artistic production.

SERVER DEMIRTAS 1957, iSTANBUL

Demirtas’in strekli degisimi arayan yenilik¢i sanat anlayisi 1997 yilinda farkli makine pargalarini bir araya
getirerek olusturdugu hareketli heykeller dénemini baslatir. Hicbir miihendislik egitimi almayan sanatginin
oldukga uzun siregler gerektiren mekanik heykelleri, Tiirkiye’deki kinetik heykel sanatinin 6nemli
orneklerindendir. Demirtas’in heykellerinin olusum asamasinda kullandigi otomobil cam sileceginden,
bisiklet frenine degin uzanan hazir malzemelerin, sanatginin bulusu olan yontemlerle bir araya getirilerek
carklar araciligi ile hareketi saglamasi, 12. ylizyilda El Cezeri’nin robotlarindan, 15 ve 16. ylizyilda Leonardo
da Vinci’nin makinelerine ve 20. ylzyilda Jean Tinguely’nin kinetik heykellerine kadar uzanan bir yolculukta
bilim ile sanat, teknoloji ile insan gibi iliskiler lizerine yeniden diisinmemizi saglar. Glinliik hayatin hizi iginde
yakalanamayan ve gittikce mekaniklesen bir takim insani duygular, Demirtas’in mekanik heykellerinde
adeta agir cekime alinarak etkileyici bir gerceklikle izleyiciye aktarilirken, heykeline can vermek isteyen
Pygmalion efsanesinden beri siiregelen “sanatgi ve yaraticilik” arasindaki iliskiyi de gozler 6niine serer.

Demirtas’s innovative sense of art, which constantly seeks variation, led to the period of moving sculptures
he created by combining various machine parts in 1997. The artist’s (who has not received any engineering
education) mechanical sculptures, which require long processes, are important examples of kinetic
sculpture in Turkey. The fact that Demirtas has provided the movement through wheels by putting together
off-the—shelf materials including car wipers and bicycle brakes, which he uses in the creation process of his
sculptures, with methods invented by the artist, leads us to rethink relationships such as the relationship
between science and art, and between technology and people, in a journey extending from the robots of
al-Jazari in the 12th Century to the machines of Leonardo da Vinci in the 15th and 16th centuries, and to
the kinetic sculptures of Jean Tinguely in the 20th Century. While certain human emotions uncaptured and
gradually more mechanized in our daily lives are conveyed to the viewers with an impressive reality through
Demirtas’s sculptures as presented virtually in slow motion, they also display the relationship between
“the artist and creativity” that has endured since the legend of Pygmalion, who wanted to give life to his

sculpture.

SERDAR KAYNAK 1977, CORUM

2001 yilinda Anadolu Universitesi Giizel Sanatlar Fakiiltesi Heykel BSliimi’nden mezun oldu. Yurt icinde 7
kisisel sergi acti. Bircok karma sergi, uluslararasi fuar ve uluslararasi sempozyumlara katildi. Toplam 3 6duli
bulunmaktadir. Kamusal alanlarda, miize ve 6zel koleksiyonlarda eserleri bulunan sanatgi, calismalarina
istanbul’da bulunan atélyesinde devam etmektedir.

He graduated from Anadolu University, Fine Arts Faculty, in 2001. He has opened 7 personal exhibitions
in Turkey. He has participated in several exhibitions, international art fairs, and international symposiums.



He's been given 3 prizes for his sculptures. He has several artworks in public spaces, museums, and in private
collections. He works in his studio in Istanbul.

MELIKE KILIC 1982, GIRESUN

Marmara Universitesi, Giizel Sanatlar Fakiiltesi, Resim Béliimii lisans ve yiiksek lisans egitimini tamamlayan
sanatgl, Viyana Glizel Sanatlar Akademisi’nde egitimini devam ettirmistir. Calismalarinda dogu ve batiyi
sentezlemekte olan sanatgl hikaye anlaticisi olarak gelecek ve ge¢misten anlatilarina yer vermektedir.
Melike Kili¢'in eserleri pek ¢ok 6zel koleksiyona girmistir. Amerika, Almanya, italya ve Fransa yurt disinda
girmis oldugu koleksiyonlardir. Eserleri kisisel ve karma sergilerde yer alan sanatgi yasamina ve ¢alismalarina
istanbul'da devam etmektedir.

She was born in Giresun in 1982. The artist completed her undergraduate and graduate education at
Marmara University, Faculty of Fine Arts, Painting Department, the artist continued her education at the
Academy of Fine Arts in Vienna. The artist, who synthesizes the east and the west in her works, uses the
future and past narratives as a storyteller. The works of Melike Kilic have been included in many private
collections. Her work entered collections in America, Germany, Italy, and France. The artist, who takes part

in personal and group exhibitions, continues her life and work in Istanbul.

ECEM DIiLAN KOSE 1990, ANKARA

Ecem Dilan Kése, mimari disiplinden gelen kavramsal bir sanatcidir. Uretim teknikleri itibariyle dijital
sanatgli olarak anilir. Eser tretimlerinde kodlama, artirilmis gerceklik, VR, yapay zeka/makine 6grenmesi gibi
teknikleri kavramsal anlatilarini metot—igerik iliskisini saglamak amacgli kullanir. Yaptigi eserlerde yasamin
0zl nedir? Var olmak ne demektir? gibi sorulari soran sanat¢l yasadigl zaman ve topraklarin bir pargasi
olarak eser liretimlerini siirdiirmektedir. Simdiye kadar ABD, Rusya, Giiney Kore, ingiltere gibi bir ok tilkede
eserleri sergilenmis ve bir cok festivalde dijital ses entegre eserlerini canli olarak performe ederek izleyiciye
sunmustur. Calismalarina istanbul’da devam eden sanatgi teknoloji ile degisen insan davranislarini daha iyi
bir toplum olmak, daha iyi bireyler olmak adina farkindalik yaratmak maksadiyla teknolojiyi yakindan takip
etmekte ve uyum saglamaktadir. Bu sebeple son donem eserlerini NFT olarak da tiretmektedir.

Ecem Dilan Kése is a conceptual artist coming from an architectural background and discipline. She is also
referred to as a digital artist due to her production techniques. In her work, she uses techniques such as
coding, augmented reality, VR, and Al/machine learning to create a method—content relationship within her
conceptual narratives. Her work ponders questions such as “What is the essence of life?” and “What does it
mean to exist?” as she continues to create as part of the time and the lands she inhabits. Her work has been
displayed in many countries such as the USA, Russia, South Korea, and the UK, and she has presented her
digital audio—integrated work in many festivals, performing them live. She continues her work in istanbul
and closely follows and adapts to new technologies to create awareness about human behavior changing
with technology and how to utilize them to become a better society, and better individuals. For this reason,
she has also produced her recent period works as NFTs.

GONUL NUHOGLU 1961, iSTANBUL

Tarihyazimi, siyaset ve sosyoloji alanlariyla isbirligi yapan ve istanbul’da yasayan bir sanatgci olarak, son
yirmi yilda Urettigi isler, mekanin celiskilerinden beslenen diyaloglardir. Yolculugu, mekansalligin sinirsiz
boyutlarini arastirarak ve disiplinler arasi tarihsel, toplumsal ve mekansal baglantilarin izini sirmektedir.

Sanatgl, mekanlar, fikirler ve bunlari temsil eden kimlikler arasindaki iliskileri irdeleyen ve yapi ¢ozimuni
yapan mekana 6zel enstalasyonlar lzerinde galismaktadir. Mekansal dinamikler ve isleri arasindaki iliskiyi
su sekilde tanimlamaktadir: “Mekanin kendisinin dikkate alinmasi ve esere dahil edilmesi tiretim stirecimin
hayati bir 6gesidir. Fiziksel, tarihsel ve sosyo—politik boyutlariyla mekan tiretimime yon verir” Arastirma ve
liretim sirasinda yeni meseleler dogar ve sonraki eser butiiniime giden yolu agar.

Beetopia, Chapter |, Castello780 Venice, Italy (2022), Beetopia. Chapter I, Collect Gallery (2022), Light
Festival Lago Maggiore, Lesa ltaly (2021), istanbul “Formatting the Absance” “The ship of Fools”, +359
Gallery, Sofya, istanbul (2019), “Ephemera”, International Female Perspectives on Collage, UNCW, Kuzey
Karolina, ABD (2016), Arte Laguna Odiilii 14, Ozel Odiil, italya (2015), OPEN 18, PDG Arte Communications,
Venedik, italya (2015), Yinchuan Cagdas Sanat Miizesi (MOCA), Cin (2015), “251060” “Visconti Castle,
Trezzo sull” Adda Milan, italya (2014), “Dokunmazsaniz Zararl Degildir", Art Alley Gallery, Sofya, Bulgaristan
(2010), “Mr.E”nin Maceralari, Kéln, Almanya (2010). 1995 yilindan glinimiize Resim Heykel Muzeleri
Dernegi Baskan Yardimciligi gorevini yiiriitmektedir. istanbul Sanat Vakfi kurucu tyesidir.

As an artist who lives in istanbul and collaborates with the fields of historiography, politics, and sociology,
the works | have produced in the last twenty years have been dialogues that feed upon the contradictions
of space. My journey is meant to explore the limitless dimensions of our spatiality and to trace trans—
disciplinary, social, and spatial relations.

| am working on site—specific installations that examine and deconstruct the relations between spaces,
ideas, and the identities that represent them. | have defined the relationship between spatial dynamics
and my works in the following terms: “Taking space into account and integrating it into the piece is a vital
element of my production process. Space, with its physical, historical, and socio—political dimensions, directs
my production.” During research and production, new issues come to the fore and this paves the way for
my next set of works.

Beetopia. Chapter I, Castello780 Venice, Italy (2022), Beetopia. Chapter Il, Collect Gallery (2022), Light
Festival Lago Maggiore, Lesa Italy (2021), istanbul "Formatting the Absance "The ship of Fools", +359
Gallery, Sofya, Istanbul (2019), " Ephemera", International Female Perspectives on Collage, UNCW, Kuzey
Karolina, ABD (2016), Arte Laguna Odliilii 14, Ozel Odiil, italya (2015), OPEN 18, PDG Arte Communications,
Venedik, ltalya (2015), Yinchuan Cagdas Sanat Miizesi (MOCA), Cin (2015), “251060" Visconti Castle, Trezzo
sull ' Adda, Milan, italya (2014), “Dokunmazsaniz Zararl Degildir", Art Alley Gallery, Sofya, Bulgaristan
(2010), “Mr.E”nin Maceralari, K6In, Aimanya (2010).

iIREM TOK 1982, iISTANBUL

irem Tok'un sanat pratiginin temelini kirilganlik, gegicilik, caresizlik gibi kavramlar olusturur. Tok, insan,
doga ve kiltiir arasindaki sinirlarla oynar. Sanatgi heykel, resim, animasyon, seramik gibi cesitli medyumlari
kullanir ve ince detaylara sahip atmosferler yaratir. Tok'un Uretim siireci; arastirma, yorumlama, kesif,
toplama, biriktirme, diisiinme, not alma, ¢izim ve birlestirmeyi igerir. Tok, ansiklopediler ve kitaplar gibi



bilgi sembollerini donlstiirerek tarihsel anlatilarla yizlesir ve 6znel olani tesvik eder.

Kamiyama Air, Japan (2018) Cité des Arts, Paris (2013); Villa Waldberta, Miinih (2012); art.homes, Minih
(2011); Incheon Foundation for Art & Culture / School Gate Project, Gliney Kore (2010); Litmus Community
Space, Giiney Kore (2009); Borusan Art Center, istanbul (2008) gibi cesitli misafir sanatgi programlarina
katildi.

Kisisel sergileri arasinda “Close Up” (Pilot, istanbul, Tiirkiye, 2019), "Heian No Mori" (Kamiyama, Japan,
2018), "Diinyaya Diistiigiim Yer" (Pilot, istanbul, 2016), "Riizgarin Tersi" (Pilot, istanbul, 2013) ve "Godzden
Kayip" (Outlet Galeri, istanbul, 2011) yer alir. Sanatg! istanbul'da yasamakta ve ¢alismaktadir.

Katildigi grup sergileri arasinda; “Giungla Fest” (italya, 2022), “invited”( Mardin Bienali, 2022), “Suyun
Bildikleri” (Pilot, istanbul, Tiirkiye, 2022), “The Future Begins Today: Carny Genesis NFT Collection” (carny.
io, Istanbul, 2022), “Yeniden” (AKM, istanbul, Tiirkiye, 2021), “At the End of the Day” (Odunpazari Modern
Miize, Eskisehir, Tiirkiye, 2021), “Intergalactic” (Anna Laudel Gallery, istanbul, Tiirkiye, 2019), “Edition Pilot”
(Pilot, istanbul, Tiirkiye, 2018), “Diisiis: Koltuk Boslugu” (REM, istanbul, Turkiye, 2018), “Kiyiyi Eselemek”
(Shelter Artist Run Space, izmir, Tiirkiye, 2018), “Buch Welten, Book World” (Sinclair Museum, Frankfurt,
Almanya, 2017), “Tutku: Borusan Cagdas Sanat Koleksiyonundan Seckiler" (istanbul, 2015), "Signs Taken
in Wonder" (MAK Museum, Viyana, 2013), "Blur" (Weltraum, Minih, 2012), "Ruh Halleri" (ENSBA, Paris,
2010), "Midn Models: the First Show" (Borusan Miizik Evi, istanbul, 2010) sayilabilir.

Concepts such as fragility, temporariness, and helplessness lie at the core of Irem Tok’s practice. Tok
plays with the boundaries between human, nature, and culture. The artist uses different mediums such
as sculpture, painting, animation, ceramics, and scenes, to create atmospheres with fine details. Tok's
production process includes research, interpretation, discovery, collection, accumulation, thinking, note
taking, drawing, and combining. By transforming the symbols of knowledge like encyclopedias and books
she confronts the historical narratives and encourages a subjective one.

She has participated in a number of artist—in—residence programs, including: “Kamiyama Air” (Japan,
2018), “Cité des Arts” (Paris, 2013), “Villa Waldberta” (Munich, 2012), “Art.Homes” (Munich, 2011), “School
Gate Project of Incheon Foundation for Art & Culture” (South Korea, 2010), “Litmus Community Space”
(South Korea, 2009). She lives and works in Istanbul.

Her solo exhibitions are “Close Up” (Pilot, Istanbul, Turkey, 2019), "Heian No Mori" (Kamiyama, Japan,
2018), "Where | Fell into Earth" (Pilot, Istanbul, 2016), "Against the Wind" (Pilot, Istanbul, 2013) and "Fade
Away" (Outlet Galeri, Istanbul, 2011).

Selected group exhibitions include; “Giungla Fest” (italy, 2022), “Invited” (Mardin Biennial, 2022), “What
Water Knows” (Pilot Gallery, Istanbul, Turkey, 2022), “The Future Begins Today: Carny Genesis NFT
Collection” (carny.io, Istanbul, Turkey, 2022), “Again” (AKM, istanbul, Turkey, 2021), “At the End of the Day”
(OMM, Eshisehir, Turkey, 2021), “Intergalactic” (Anna Laudel Gallery, Istanbul, Turkey, 2019), “Edition Pilot”
(Pilot, Istanbul, 2018), “La Chute” (REM, Istanbul, Turkey, 2018), “Digging on the shore” (Shelter Artist Run
Space, Izmir, Turkey, 2018), “Turkey Buch Welten” (Book World, Sinclair Museum, Frankfurt, Germany,
2017), "Desire: Selections from the Borusan Contemporary Art Collection” (Istanbul, 2015), "Signs Taken
in Wonder", (MAK Museum, Wien, 2013), "Blur" (Weltraum, Munich, 2012), "Etats d’Ames" (ENSBA, Paris,

2010), "Mind Models: the First Show" (Borusan Music and Art Center, Istanbul, 2010).

VAROL TOPAGC 1967, ANKARA

Anadolu Universitesi GSF Heykel Bolimi’'nde Lisansini, Dokuz Eyliil Universitesi’nde Yiiksek Lisansini
tamamlayan sanatci, 1999 — 2012 vyillari arasinda farkli tniversitelerde 6gretim elemani olarak calisti.
Cesitli Glkelerde anitsal heykel uygulamalari yaparak, ulusal ve uluslararasi 14 6dil kazandi. 4 kisisel sergi
agan sanatgl, birgok sergiye katildi. Uluslararasi Plastik Sanatlar Dernegi — (Unesco) ve Uluslararasi Heykel
Sempozyumlari Birligi Uyesi — (Cin), Uluslararasi Anitsal Heykel — Heykel Etkinlikleri ve Heykeltiraslar
Dernegi—(italya) Tiirkiye temsilcisi olan sanatginin eserleri bircok koleksiyonda yer almaktadir. Calismalarina
Kiltiir ve Turizm Bakanlig izmir Resim Heykel Miizesi ve Galerisi’/nde Miidiir Yardimcisi ve heykeltiras olarak
devam etmektedir. Patikasanat gurubu kurucu tiyesi olarak ulusal — uluslararasi galistaylar diizenlemekte ve
yerylizi sanati galismalari yapmaktadir.

Glinimizde doganin bir pargasi olarak yasayan ilkel insanin aksine, gliniimiz insani dogayisomiren,
parcalayan, mekaniklestiren, Gstlinliik kuran yaklasimiyerine dogaile 6zdes bir kiiltiir yaratma zorunluluguna
birakiyor. Canlilar arasindaki savas bir yandan devam ederken; dogayla uyumlu bir yasam modeli, ekolojik
anlamda her canliya yasam hakki tanir; uygarlik dogayla uyumlu olmayi gerektirir. Ekolojik denge, doganin
matematigi disaridan miidahale olmadikga bozulmaz. Topag, yeni ylizyila girerken, kentsel yasama kuskuyla
yaklasir. Doga ile 6zdes bir kiltiir yaratma 6zlemi, diinyanin mekaniklesmesine karsi durus, yabancilasma
olgusuna karsi eylemler glinimiz sanatgilarinin, diisiin adamlarinin ve Topag'in beklentisidir. Yerylziindeki
tiim canli ve cansizlar doganin unsurlaridir. insan doganin pargasidir, o olmadan yasamini siirdiiremez.
Doga: bireyi sarip, kusatan, duygu ve dislince diinyasinin karisip entelekttiel kimligini olusturan sanat
nesnesinin kendisidir.

Varol Topag obtained his bachelor’s degree from the Anadolu University Faculty of Fine Arts, Sculpture
Department and his master’s degree from Dokuz Eyliil University. He worked as a faculty member in
different universities between 1999 — 2012. He produced monumental sculptures in different countries,
won 14 national and international awards, and participated in exhibitions. His works were accepted
into numerous collections. Topag is a member of the International Association of Plastic Arts and the
International Sculpture Symposium Alliance as well as a representative of the International Association for
Monumental Sculpture Events on behalf of Turkey. He continues his work as a sculptor and the Vice Director
for the Ministry of Culture and Tourism’s Izmir State Painting & Sculpture Museum. He continues to do

nature—earth—environmental art as a (founding) member of Patikaart group.

KEMAL TUFAN 1962, iISTANBUL

1985 yilinda istanbul Teknik Universitesi Endiistri Mithendisligi B6lim{’nii, 1994 yilinda Mimar Sinan Giizel
Sanatlar Universitesi Heykel Bolimir'nii bitiren sanatg, yurticinde ve yurtdisinda kisisel sergiler agarak,
karma sergilere, uluslararasi bienallere ve sempozyumlara katild.

Tirkiye, Israil, Finlandiya, Romanya, Hollanda, Belgika, Japonya, Slovakya, Cek Cumhuriyeti, italya,
Danimarka, Almanya, isveg, Birlesik Arap Emirlikleri, iskogya, Misir, Bahreyn, Sirbistan, Meksika, Portekiz,
Tayvan, Endonezya, Cin, Arjantin, Sili, Giiney Kore, Brezilya, Hindistan, Yunanistan, Fransa, Fas, Avustralya,
ispanya ve Amerika Birlesik Devletleri'nde agik alanlara biiyiik boyutlu heykeller yapti. Es zamanli birgok
sergilere katildi ve konferanslar verdi.

Kemal Tufan 2002 —2014 yillari arasinda 13 kez istanbul — Biiyiikcekmece Belediyesi’nin organize ettigi



Uluslararasi Heykel Sempozyumlarinin kiiratorligiini yapti. Ayrica 2005-2007 yillarinda Avrupa Birligi'nin
destegiile Glineydogu Anadolu’da (Gaziantep— Yesemek) gerceklestirilen Uluslararasi Yesemek Bienali, 2015
yilinda Koru Belediyesi Geng Heykel Sempozyumu, 2016—2017 yillarinda Besiktas Belediyesi Uluslararasi
Heykel Sempozyumlari, 2016 — 2022 yillarinda Brezilya, Bento Gongalves Uluslararasi Heykel Sempozyumu,
2017 ve 2018 yillarinda Meksika, Puerto Vallarta Uluslararasi Heykeltraslar Forumu, 2020 yilinda Halig
Tersanesi’nde istanbul Biiyiiksehir Belediyesi ile “Tersane—i Amire’de Cagdas Sanat” sempozyumunun
kuratorliklerini Gistlendi.

2005 yilindan beri Marmara Universitesi Giizel Sanatlar Fakiiltesi Heykel Bélimii’'nde, sézlesmeli gretim
gorevlisi olarak egitim vermektedir.

2000 yilinda Kas'ta gerceklestirdigi “Sualtt Heykel Projesi” ve 2002 yilinda isve¢’te Lulea Kis Bienali
kapsaminda gerceklestirdigi “Buzalti Heykel Projesi’ ile performans ve video calismalarina da yoneldi.
Sanatgl, calismalarini istanbul’daki atélyesinde siirdiirmektedir.

The artist graduated from the Industrial Engineering Department at the Istanbul Technical University in
1985, and from the Sculpture Department at the Mimar Sinan University of Fine Arts in 1994. He took part
in many domestic and international solo and group exhibitions, international biennials, and symposiums.

He has created large—scale open field sculptures in Turkey, Israel, Finland, Romania, Netherlands, Belgium,
Japan, Slovakia, Czech Republic, Italy, France, Sweden, United Arab Emirates, Egypt, Germany, Argentina,
Mexico, Indonesia, China, Argentina, Mexico, China, Chile, South Korea, Brazil, India, Greece, France,
Morocco, Australia, Spain, and the United States. He also participated in many exhibitions and conferences
at the same time.

Kemal Tufan curated the International Sculpture Symposiums organized by Istanbul / Biiyiikcekmece
Municipalities 13 times between the years 2002—2014. Additionally, he curated the International Yesemek
Biennial in the Southwestern Anatolia (Gaziantep — Yesemek) between 2005—2007, as well as the Koru
Municipality Youth Sculpture Symposium in 2015, the Besiktas Municipality International Sculpture
Symposiums in 2016-2017, the Bento Gongalves International Sculpture Symposium in Brazil in 2016 —
2022, the Puerto Vallarta International Sculptors Forum in Mexico in 2017 and 2018, and the “Tersane—i
Amire’de Cagdas Sanat” [Contemporary Art at the Imperial Shipyard] symposium at the Hali¢ Shipyard in
Istanbul with the Istanbul Metropolitan Municipality in 2020.

He has been a nontenured lecturer at the Sculpture Department at the Marmara University Faculty of Fine
Arts since 2005.

He also partook in performance and video work with his “Underwater Sculpture Project” in Kas in 2000, and
the “Under Ice Sculpture Project” in 2002 for the Lulea Winter Biennial in Sweden. The artist continues his
work in his Istanbul workshop.

Ayla Ay, Tuggce Aytiirk, Pinar Baklan, Beyza Boynudelik, Server Demirtas, Melike Kilig, Ecem Dilan Kése, Goniil Nuhoglu, irem Tok, Varol
Topag ve Kemal Tufan'in eserlerinin gorselleri ve kiinye bilgileri “Sanatgilarin izniyle”, Serdar Kaynak'in eserlerinin gorselleri ve kiinye
bilgileri “Sanatginin ve C.A.M. Galeri'nin izniyle” katalogda yer almistir.

Images and bibliography of Ayla Ay, Tugce Aytlirk, Pinar Baklan, Beyza Boynudelik, Server Demirtas, Melike Kilig, Ecem Dilan Kése,
G6niil Nuhoglu, irem Tok, Varol Topag and Kemal Tufan's works are "Courtesy of the Artists", Serdar Kaynak's "Courtesy of the Artist
and C.A.M. Gallery" included in the catalog "with the permission of the artists”.

Bu katalog 15 Eyliil — 23 Ekim 2022 tarihleri arasinda, The Artisan Hotel istanbul M Gallery'de diizenlenen "Direnis" sergisi igin 500
adet basiimistir. Bu proje ve katalogun her hakki saklidir. Katalogun tamami veya bir béliimii “The Artisan istanbul Hotel”in yazili izni
olmaksizin fotokopi dahil herhangi bir yolla gogaltilamaz, yeniden basilamaz.

This catalog has been printed for the "Resistance" Exhibition. The exhibition will be held at The Artisan Hotel Istanbul M Gallery
between 15 September, 23 October 2022. 500 copies have been printed. All rights reserved. No parts of this project and catalog
may be reproduced or transmitted in any form or by any means, including photocopy, recording and any other information storage
and retrieval system, without prior written permission in writing from “The Artisan Istanbul Hotel”.
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