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Halbuki korkulacak

hichir sey yoktu

ortalikta

Her sey naylondandi

o kadar*

Melike Bayik

Kultr ve insan belirgin bir ddngu ve donusu-
mUn iginde eriyerek yeni bir forma girmektedir.
Popuiler ve canli olanin an be an kabull “eski” ve
nostaljik olanin aidiyetsiz ve atil birakimasina yol
acmistir. BUyuUk bir yanilsama ve pariltinin altinda,
gbrkem ve sasa ile yeniden insa edilen yapilar,
gecmis kultlrt ve aidiyeti sorgulamadan, dtizenli
bicimde yap-yik yeniden ortaya ¢ikar yaklasiminin

8 Baska bir sans var mi?

da bir esiri olmus durumda. Turkiye'nin bircok
ikonik yapisi; kullturel, ideolojik ve toplumsal mane-
viyat gibi degerler acgisindan benzer bicimde yeni
bir soylulastirma yaklasiminin etkisini yasamakta-
dir. Birebir aynisi yapilacaksa bile yikilip yerinden
edilen ve yeniden insa edilerek kulturd sbzde sur-
diirme eylemi tasiyan yapilar, gecmis ve buglin
arasindaki ivmede kaybolup gider.

Is there another chance?

* Baslk Turgut Uyarin
Geyikli Gece siirinden
alintilanmistir.

Milli ReasUrans Sanat Galerisi'nin bu sergisinde
ise “Bir sans daha var mi?” bashgi altinda kuitr,
gelenek ve aidiyet arasindaki varolusun guiven-
cesiz, kimliksiz, kimsesiz birakilan yapilara atfe-
dilen degerleri hicivli bicimde irdelenmeye acllr.
Yapilarin gecmisteki Snem ve satafatlari yaninda
bugunkl degersiz ve anlamsiz birakilan durum-
lariinsan eli ile populer olanin tercihi, nostaljik ya
da tarihi degeri olanin istenmeyisi gibi tutarsiz
bir kisir ddngunun 1sigini sunar.

“Bir sans daha var mi?” sergisi glivence, aidiyet,
gelenek ve kultUr arasinda sanatgilarin tretim-
leri ile galerinin kOkIU gegmisi icinde gorunmez
bir kbpru insa eder. Sergide giris ve alt kat olarak
iki kata yayilan eserler izleyicinin bireysellikten
ziyade toplumsalligl, kamusal (halka ait bicimde)
yasantlyl ve sosyal iletisim, iliskileri ortaya alabi-
lecegdi bir donguyu irdelemeye sunar. Yillardir
istanbul'un sokaklarini arsinlayarak hem buluntu
nesneler toplayan hem de degisimi kayit altinda
tutan sanatgilardan, kultur ve insan arasindaki
iliskileri tarihsel statukolar Uzerinden de deger-
lendiren yapitlari ile glincel duruma bir turnusol
ka&gidi uzatarak izleyiciyi bu soru sorma edimine
davet eder.

Sergi, kuratoryel yerlesim plani ve mekansal
stratejisinde eserler arasindaki iliskisel kat-
manlari, ¢etrefilli konularin birbiri arasindaki
akiskan yapisini da kurarak likit bir anlatr isiginda
sunar. Eserler insan-kultUr, patron-galisan-kole,
yap-yik-yeniden inga et, birim-tekrar, bireysel-
lik-toplumsallik, bireyselcilik-dayanigsma, gb¢-ka-
yip, bag-iliskisizlik, soylulagtirma-restorasyon
gibi zitlk ya da paralellik tagtyan anlamlarla sen-
tezlendigi kontrast ritimler bUtinUnud tartismaya
acar. "Bir sans daha var mi?” sergisinde Mehmet
Ali Boran, Antonio Cosentino, Memed Erdener,
Yunus Emre Erdogan, Kaan Figici, Sifa Girinci,
Rana Kelleci, Melike Kogak, Aytekin Olgunsoy,
Stmer Sayin, Egemen Tuncer ve Segcil Yaylal'nin
yerlestirme, heykel, video, fotograf, resim ve
buluntu nesne gibi birbirinden farkii disiplinler-
deki eserleri yer alir. Cogulcu bir paradigma ile
sergide yer alan eserler butlncul bir anlatiyi
takip ederek kent-kultur, glivencesizlik ve sosyal
adalet arasinda bir ¢ati olusturur. Tekil ve ¢ogul
birgok yaklagsim serginin eserlerinde farkli
noktalarda fragmental bigcimde degerlendirilir.
Bizans déneminde kalma buguntn kifayetsiz
birakilan ¢esitli kalintilart oldugu tahmin edilen
sekKilsiz ve absurt nesneler yaninda eserlerde
izlenen gundelik Grdn imgeleri, tag ve oyuncakili
hazir nesneler de kulturun neye, nasil anlam ve
deger verdigini atfetmek agisindan dnemli bir
goru sunar. Kulttr mu insandan dnce gelir, insan
mi kUlttrd dogurur? Sergi insan-kultur arasinda
munazaralara agik tartismalari da heterojen bir
kurgu ile irdeler.

Zorunlu gog¢, yasam alanlarinin kaybl, giivence-
sizlik, insa ve yasami surdurebilme temel inhti-
yaglar listesinin birinci sirasini isaret eder. Kultlr
uzerinden kendini ifade eden bireyler, yasam
alanlarindan edildikleri ve yeni yerlesimlere

gitmek durumunda kaldiklarinda aidiyetlerini
tasimak isteseler dahi asimile olmak durumunda
birakilan ¢atismall bir durumun igine duserler.
Mahallelerin soylulastiriimasi, savaslaria go¢
etmek ve katiksiz hayatta kalma gudusunu
tasimak durumunda kalan insanlar, aidiyetleri
bir ani gibi hafizada sakli tutmaya mechbur Kilinir.
TUm bu anlatilar kendini kaybetmenin ve varo-
lusunu kesfetmenin arasinda dolasik bir kurgu
gibi karsimizda durur. Nerede ve kim oldugun,
neden ve nasil gibi sorularla toplum kulturel
deformasyonu yasamaya devam eder.

Yerelin yok edildigi gunumuUz gercekliginde,
fenomen bir populizm ile pesi sira insa edilen
belleksiz yapllar yerine, kUlturun ve zamanin
izlerini taglyan yapilarin korunmasli esas mese-
leyi olusturur. Yagsam alanlary, is alanlari, mahalle
ve beldeler, parcadan butlune zaman i¢inde
kaybolup buharlasmaya makuas bir talihle boyun
bUker. Kayiplar, elde tutulamayanlar, yasam kul-
tUrleri sanatgilarin Uretimleri Gzerinden gorunur
kilinir. Kisisel hikayeler, topluma mal olan konular,
tanikliklar, deg@isimler, basa ¢ikiimaya caligilanlar
ve belki vazgecisler “Bir sans daha var mi?”
sorusunu tekrar hatirlatir.

izleyicinin var olan lokomotifin bir pargasi olma-
sindan ziyade lokomotifinin belki de yonunu
degistirebilecedi bir kurgu sunulur sergide.
Tas eserler ile birimlerden butune insa etmeye
odaklanilir. Tasglar bir semboldur, birlikteligin,
pUtunlugun bir arada olabilmenin, birlik kala-
bilme ideolojisinin semboltdur. Yer alan her
bir resim, yerlestirme, video, ¢izim ve fotograf,
kolektif bir anlatiya eslik eder, her bir imge
pbutlnlesme arzusu yasayan toplumun simge-
sine donusur. Buluntu nesneler tUm bu kultlrler
arasindaki tarihsel kronoloji ¢aglar arasinda
degisen kult imgelerin de bir alametine donUs-
mustar. Bir gemi pargasi, bir oyuncak araba,
eski bir kapi tokmagi bir mahallenin dlumunu
mU yoksa bir tarinin kaydini mi sunar?

Gundelik nesnelerden olusabilecek herhangi bir
nesne, kulturel bir yasamin, aidiyet ddngusunuin
bir parcasini olusturur. Tum bu bozukluklar,
usulsuzltkler, kalp kirikliklart ve terk edigler, yok
edigler karsisinda umut hep vardir. Kulturd koru-
mayl, devamliligl, yeniye acik olarak var olani
devam ettirmeyi mesele haline getirmek kisile-
rin birbirine karsi sorumiulugu olabilir mi? Sosyal
yap! ve kuruluslar daha kapsayici olasiliklari goz
Onune alarak aidiyetin, glvencenin, insancil bir
birlikteligin baglayici kurumlari sayilabilir mi? En
sonunda kenetlenen bir kolektivizm ile catlaklar-
dan sizan sular, birleserek coskun akan bir dere
gibi karsimiza gikar ve belki de Turgut Uyarin
Geyikli Gece giirinden de yazdigi gibi:

"

Evet kimsesizdik ama umudumuz vardi

"

9 Halbuki korkulacak higbir sey yoktu ortalikta Her sey naylondandi o kadar



Nonetheless,
there was nothin
to be afraid of
Everything was
made of nylon,

that’s all*

Melike Bayik

Culture and humanity undergo a distinct
transformation cycle, melting into new forms.
The instant embrace of what is popular and
vibrant has rendered the ‘old’ and nostalgic as
orphaned and idle. Beneath the grand illusion
and glamor, structures rebuilt with splendor
and extravagance have also fallen victim to the
cycle of construct-destroy-reconstruct, without
questioning the past culture and belonging.
Many of Turkey'’s iconic structures are expe-
riencing the impact of a similar gentrification
approach in terms of cultural, ideological, and
social values. Even if an exact replica is to be
built, these structures, when demolished, re-
located, and reconstructed to sustain culture

Baska bir sans var mi?

symbolically, fail in their mission and vanish
within the interplay between the past and the
present.

At the Milli Reasurans Art Gallery, the exhibition
‘Is there another chance?’ satirically examines
the values attributed to structures left vulner-
able, identity-less, and abandoned within the
complex interplay of culture, tradition, and
belonging. The structures, once grand and
significant in the past, are now rendered mean-
ingless and undervalued, revealing the futility
of a cycle driven by the preference for what's
currently popular over the nostalgic or histori-
cal significance.

Is there another chance?

* The title is quoted
from Turgut Uyar's
poem "Geyikli Gece”
(Stag Night).

“Under the title ‘Is there another chance?' at
Milll ReasUrans Art Gallery, an invisible bridge
is crafted between concepts of assurance,
belonging, tradition, and culture through the
artworks of the artists woven into the gallery’s
rich history. These artworks extend from the
entrance to the lower floor, beckoning the
viewer to embark on a journey where com-
munal existence, public encounters, and social
connections and relationships take precedence
over individuality. The exhibition extends an in-
vitation for introspection, presenting the works
of artists who have roamed Istanbul's streets
for years, collecting found objects and diligently
documenting the city’'s metamorphosis. These
artworks also evaluate the relationships be-
tween culture and humanity through a historical
lens, thereby providing a contemporary litmus
test for the viewers' reflective engagement.

The exhibition, in its curatorial layout and spatial
strategy, presents a fluid narrative by establish-
ing relational layers among the artworks and
by weaving the intricate structure of complex
themes. The works engage in a discourse of
contrasted rhythms, synthesizing meanings
that encompass dichotomies and parallels,
such as human-culture, master-worker-slave,
construct-destroy- reconstruct, unit-repetition,
individuality-communality, individualism-soli-
darity, migration-loss, connection-disconnec-
tion, gentrification-restoration. “Is there another
chance?’ presents a diverse array of artworks
encompassing various disciplines, including
installations, sculptures, videos, photographs,
paintings, and found objects created by artists
Mehmet Ali Boran, Antonio Cosentino, Memed
Erdener, Yunus Emre Erdogan, Kaan Figicl,
Sifa Girinci, Rana Kelleci, Melike Kogak, Aytekin
Olgunsoy, Sumer Sayin, Egemen Tuncer, and
Secil Yaylall. These artworks, brought toge-
ther within a pluralistic paradigm, collectively
construct a comprehensive narrative that
delves into the intersections of the city, culture,
insecurity, and social justice. The exhibition
fragmentally evaluates both singular and plural
approaches within its artworks. In addition to
shapeless and seemingly absurd objects, which
are believed to be remnants from the Byzantine
era but no longer hold significance in today’s
context, the artworks feature everyday pro-
duct imagery, stone, and toy-like ready-made
objects. These elements offer a significant
insight into how culture attributes meaning and
value. Does culture precede humanity, or does
humanity give birth to culture? The exhibition
delves into these debatable discussions about
the relationship between humans and culture,
presented through a heterogeneous narrative.

Forced migration, the loss of living spaces, in-
security, and the harsh struggle for survival top
the list of basic needs. Individuals who express
themselves through culture, when uprooted
and compelled to relocate to new settlements,
find themselves in a conflicting situation. Even

if they desire to preserve their sense of be-
longing, they are often compelled to assimilate.
People affected by urban gentrification, forced
migration due to wars, and the relentless pur-
suit of survival hold onto their sense of belong-
ing as a cherished memory. All these narratives
present themselves as entangled tale, caught
between the loss of identity and the quest for
self-discovery. Society grapples with questions
of where and who they are, as well as why and
how, as they continue to experience cultural
deformation.

In today's world, where local elements are
disappearing, the preservation of structures
carrying the imprints of culture and time should
take precedence over hastily constructing
memoryless buildings driven by populist trends.
Living spaces, workplaces, neighborhoods,
and entire towns gradually fade into oblivion,
from fragments to the whole. Artists' creations
bring to light the losses, intangibles, and ways
of life. Personal narratives, societal concerns,
testimonies, transformations, coping, and even
resignations all serve as poignant reminders of
the question “Is there another chance?”

The exhibition presents a narrative in which the
viewer is not merely a passenger on an existing
locomotive but potentially a force capable of al-
tering its course. Stone artworks emphasize the
creation of a whole from individual parts, sym-
bolizing unity, coexistence, and the ideology of
remaining complete. Each painting, installation,
video, drawing, and photograph in the display is
intertwined with a collective narrative, and each
image transforms into a symbol of the commu-
nity’s aspiration for unity. Found objects have
taken on the role of signifying cultural images
across different historical periods and cultural
epochs. Does a fragment of a ship, a toy car, or
an antique doorknocker represent the decline
of a neighborhood or the preservation of a his-
torical record?

Any object, composed of everyday items, can
become a part of cultural life and the cycle
of belonging. Despite all the disruptions, irre-
gularities, heartbreaks, and abandonments,
hope always endures. Can the responsibility
of preserving culture, ensuring continuity, and
embracing the new be a shared commitment
among individuals? Can social structures and
institutions be considered as unifying forces
for belonging, security, and human together-
ness, exploring more inclusive possibilities? In
the end, a collective unity emerges, and the
streams seeping through the cracks converge,
revealing themselves as a rushing river, much
like Turgut Uyar described in his poem ‘Night
with Deer":

Yes we were deserted but we had hope

1 Nonetheless, there was nothing to be afraid of Everything was made of nylon, that's all
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Akintiya karigarak
direnme

Neslihan Koyuncu Bali

ileriye meyilli simdiki zaman, gelecekle yaptig
anlasmadaki her kosula tabi, talep edilen tlm
degisimlere boyun egiyor, 6ntinde ilerleyen
adimlara ayak uyduruyor. ilerlemecilik fana-
tizmiyle yogrulmus ‘simdi’, dnine gelen her
seyi devirip yerinden eden bir sele benziyor.
Adina ‘'modernlesme’ denen, yasadigimiz bu
durdurulamaz, takintili ve saplantili degdisim
zamaninda, 6znelerin sele kapllmaktan kur-
tulma sansi olmayabiliyor. Ancak gegmise dair
hafizamiz ve gelecegde yonelik tahayyullerimizie
akintida kaybolmadan var olabiliyoruz. Eger bir
yere tutunup sabit kalirsak—gegmise saplan-
mak gibi—sel sularinin altinda nefessiz kalma
riskimiz var. Bu guice direnmek, direncli olmak,

14 Baska bir sans var mi?

sadece oldugun yerde sabit durarak, ayaklarini
yere saglam basarak yaratabilecedin karsi
gucle degil, islemekte olan sistemin icine sekil
degistirerek sizma yoluyla mumkun olabilir mi?
isleyise saglam bir durusla karsi clkmayip ona
ayak uydurmak, insan haklarinin gérmezden
gelindigi, adaletsizligin, esitsizligin, yolsuzlugun
hUkUm strdugu bozuk bir sistemde kolaylikla
yozlasmaya goturebilir. Ancak baskici toplum-
larda ve Ustten gelen degisimin kaginilmaz
oldugu durumlarda, sistemde olusan hava
bosluklarinda nefes almak mUmkun olabilir. Bu
gediklerde Uretilen karsl duslince ve sistem
elestirileriyle suyu bulandirarak iginde var
olmaya devam edilebilir.

Is there another chance?

1.Bauman, Z. (2023).
Akiskan Modernite
[Ceviri: Sinan Okan
Cavug] Tellekt, Can
Sanat Yayinlari.

Kitabiyla ayni adi taslyan ‘akiskan modernite’
teorisiyle taninan sosyolog Zygmunt Bauman,
postmodernizm igin akiskan modernite terimini
kullanmay! tercih eder ve "dedismeyen tek
seyin degisim, kesin olan tek seyin ise belirsizlik”
oldugunu belirtir! Bu kaginilmaz degisim halini
akiskanlikla 6rtlstlren yazar, modernitenin kati
ve akiskan dénemleri oldugunu savunur. Katilgi,
dayaniklilik, direnclilik, kararlilikla iliskilendirirken,
modernitenin akiskan déneminde “butln katilar
sadece istenildigi zaman kolayca eritilebilir kal-
diklari sUrece hosgoruyle karsilanmaktadir,” der.
Buna gore, islevsel bir yapi olusturulurken, bu
yapinin saglamiiginin uzun sure korunabilmesin-
dense, istenildiginde s6kulebilmesi, eritilip kaliba
dbkllerek baska bir amaca ve zamana uygun
hale getirilebilmesi dnemlidir. Yani Bauman’a
gore, bir yapidan degisime karsi direncine dair
degil, uyumuna dair glvence sunabilmesi bek-
lenir. Yillarca eskimeyen, yekpare masif ahsap
oyma mobilyalardan, i¢i karton disi ahsap kap-
lama, sdkulebilen mobilyalara; ici digl bir, agir tas
binalardan, dis kaplamasi kolayca degisen, hafif,
esnek gazbeton binalara; yillarca bozulmayan,
basit teknoloji barindiran aletlerden, her yil bir
ust modeli almani talep eden, kisa Smurll elekt-
ronik aletlere... Aletlerin kullanim dmrinud uzatan
bakim, guncelleme, yedek parc¢a tedariki gibi
servislerden—ust modeller dnceliklendirilerek—
mahrum birakimasi yoluyla da, nesne émurleri
tUketim toplumuna uyumlanir.

GUnUmuzde, donlsen kentler, soylulasan
mahalleler, el degistirdikge kullanim amaclari
da deg@isen miras yapilar katiliklarindan ¢dun
verilerek gelecege tasinmaktadiriar. Miras
niteligindeki yapilarda uygulanan restorasyon
ve renovasyon islemleri, Bauman'in bahsettigi
‘eritme ve kaliba dokme' kavramlart ile iliskilendi-
rilebilir. Bu kavramlar kisaca, modernizm kalintisi
katilarin eritilip, akiskan modernitede (postmo-
dernizmde) sivi hallerinin kaliba ddkUlerek yeni
formlar almalari seklinde aciklanabilir. Bu kav-
ramlara referansla, soylulastirmayla veya kent-
sel donustimle tamamen yikilan mahallelerde,
stblimlesme (sivi hale ge¢cmeden dogrudan gaz
haline dontsme) sonucu varligini ne kati ne de
SIvI, ‘gaz’ halinde sturdurme durumundan bah-
sedilebilir mi? Eski formlarindan bir iz kalmasa,
yok edilmis gorunseler dahi, termodinamigin
birinci kanununa gore evrende enerjisi olan bir
madde yok olmaz. Bu perspektifle, yok edilen bu
yapillarin enerjilerini farkli bir fazda koruduklari
ve varliklarini surddrdukleri iddia edilebilir mi?
Bauman'in kati ve sivi kavramlarina istinaden
yapilarin gaz halinin olabilecegini éne strmek,
bu yapilarin, mahallelerin ve semtlerin, buralara
temas eden bireylerin ve topluluklarin hafizala-
rinda, degiserek varliklarini strdurme intimalle-
rine olanak saglayabilir mi?

Bauman'a gore, eskinin toprak sahibi, yerlesik-
ligin kutsandigl egemenligini, akiskan kUresel
zamanda mulklerinden bagka yerde yasayan
konargdger secgkinin egemenligine birakmisg-
tir. DUnyadaki iktidar zmre, bu sec¢kinlerin

akiskanligina izin verecek sekilde sinirlari segici
gecirgen hale getirirken, yersiz yurtsuzlar,
evsizler ve gocmenler igin sinirlari kati halde
savunmaktadir. Bu gruplar, ginimuzde hala
"eski panoptik kontrol tekniklerle” ayrimciliga
maruz kalmaktadirlar. Sinirlari akigskan bir
halde gecgebilen konargdger secgkinler igin, “az
esyayla yolculuk tanimlayici bir iktidar 6zelligi”
haline gelirken, diger gruplarda bu stz konusu
degildir. Her seye sahip oldugu veya isterse
olabilecedi igin, bir yere giderken kiguk bir el
bagajiyla dolasan bir Kisiyle, higbir seyi olma-
digr veya her seyini geride birakmak zorunda
kaldigi icin yUksUz hareket eden Kisi arasindaki
fark, iktidar olanla iktidara tabi olan arasindaki
iliskiyle tanimlanabilir. Gogmen ve multeciler,
konargoger secgkinlerin aksine, gittikleri veya
gectikleri tlkelerin onlar igin verdigi sinirlayici ve
azen ayrimci kararlara tabi olmak durumunda
Kalirlar. Terk ettikleri Ulkelerinde dogduklarinda
aldiklari isimler, gittikleri yerin konusma dilinde
anlasilmadigi icin, adlarindan vazgegebilirler.
Sik¢a sayllara indirgenerek insandigilastirmaya
maruz kalirlar. Ulkeler arasi siyasette koz konusu
haline gelirler. GunumuUzde, hareketliligin ve
yUksUzIugun nedenlerine gore, kosullara gelen
standartlar katlanir. Sivinin her halinin digerleri
kadar makbul olmadigr bu akintida, kimileri
karisimdaki zeytinyagdi gibi iginden gectigi sudan
siyrilarak her zaman Uste ¢ikar.

Akiskan modernitede, Bauman'in deyimiyle,
gelecekte olabileceklere dair "cehalet”, ola-
caklar karsisinda kalinan "acziyet” ve akintida
“atacak demiri olmadan tutunacak yer arayan
korku” duygulari hadkimdir ve hepsi birleserek
“belirsizligi” dogururlar. Belirsizlik zamaninda, bu
duygularin yarattigi guclt akintiya direnmenin
yollarindan biri, baslangigta belirtildigi gibi hava
bosluklarinda Uretilen elestirel dusunce ve
sOzlerken, bir digeri, icinde bulundugu yer ve
zamana isaretlerini salan sanattir. Geleneksel
formlarin ve normlarin yapibozumuna, sinirlarin
zorlanmasina odaklanan sanatin konusuna dahil
olan her katl, akiskan modernitede oldugu gibi
sivilasma potansiyeline sahiptir. Bu anlamda,
sanatin sivi hali, akiskan modernitenin sel
akintisina bir zaman ajani gibi sizar ve akintiya
karisarak, akis halinde direnir. Bu zaman ajani,
akiskan modernite icinde erimis, buharlasmis
tim gec¢mis zamanlari, ¢agrisim yoluyla bir
sanat nesnesi iginde yogunlastirabilir, dondura-
bilir. Sanat, zamanlar arasi yolculuk yapar gibi
fazlar arasinda da yolculuk yapar; berrak suyu
bulandirir, bulanik suyu ise berraklastirabilir.
Modern toplumda, kimlik, iktidar, aidiyetin siste-
matik, kaliplasmis tanimlarini sarsmayi amagilar.
Bazilarinin ylzme becerisiyle rahatca aktigi
sular, digerleri i¢in tehlikeli ve asiimaz engeller
haline geldiginde, esitsizligin normallesmesini
zora sokar. Akiskan modernitenin sundugu bu
Mmanzarada, bireyler ve topluluklar, strekli degi-
sen sinirlar ve dinamikler igcinde kendi yerlerini
bulmaya ve hayatta kalmaya galisirken, sanat
manzaranin iginde anlam yaratmaya ¢abalar.

Akintiya karigarak direnme




Resistin
the flow

Neslihan Koyuncu Bali

A present that is forward oriented is subject
to every condition in its deal with the future.
It submits to every demand for change while
keeping up with the momentum. This "now,”
shaped by the fanaticism of progress, re-
sembles a powerful current that overthrows
and dislodges everything in its path. In this
unstoppable, obsessive and compulsive time
of change that we call ‘'modernization’, subjects
may have no other choice but to get swayed
by the current's overwhelming force. Only
through our memories and provisions can we
resist being lost in the current. If we were ever
to hold on and stay still -like clinging to the past-
we risk being suffocated. Is it possible to resist
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this force, to be resilient, not just by standing
still where you are, with your feet firmly planted
on the ground, but by infiltrating the system
in operation by shape-shifting? Conforming
to a flawed system where human rights are
disregarded, injustice, inequality and corrup-
tion prevail, rather than taking a strong stand
against it, could easily lead to moral decay.
However, in repressive societies and in situa-
tions where top-down reform is inevitable, it
may be possible to breathe in the gaps within
the system. It is in these openings that count-
er-thought and critique can be cultivated,
allowing us to continue to thrive by muddying
the waters.

Is there another chance?

1. Bauman, Z. (2013).
Liquid Modernity.
Germany: Polity
Press.

Zygmunt Bauman, renowned for his “Liquid
Modernity” and the book with the sameprefers
to employ the term “liquid modernity” to char-
acterize the postmodern era.! He astutely sug-
gests that the only true constant is change, and
the one certainty we can rely on is uncertainty.
The author, who associates this inevitable state
of change with fluidity, argues that modernity
has solid and fluid periods. While associating
solid with durability, resilience, and determina-
tion, he says that in the fluid period of moder-
nity, all solids are tolerated only as long as they
can be easily melted when desired. Accordingly,
while creating a functional structure, it is more
important that this structure can be disassem-
bled, melted and recast into different forms
to suit other purposes and times, rather than
its solidity being maintained for a long time. In
other words, according to Bauman, a structure
is expected to guarantee its adaptability to
change rather than its resistance to it. From
solid one-piece wood furniture lasting for years
to removable ones made out of cardboards but
veneered over; from heavy solid stone buildings
to light, flexible aerated concrete buildings with
easy-to-change exterior cladding; from durable
simple technological devices to short-lived
electronics that demand us to purchase anoth-
er upgraded version every year... The lifetimes
of objects are also adapted to the consumer
society by depriving them of services that
would extend their useful life, such as mainte-
nance, updates, and spare parts supply—by
prioritizing higher models.

In today’s world, cities change, neighborhoods
gentrify, and heritage buildings move on to the
future by compromising their solidity, adapting
their purpose with each new owner. The res-
toration and renovation of heritage buildings
can be likened to the concepts of ‘melting and
recasting’ as described by Bauman. These
concepts can be briefly explained as the trans-
formation of the solid remnants of modernity
into liquid states and then recasting them into
new forms in the context of liquid modernity
(postmodernism). With reference to these
ideas, can we suggest that the neighborhoods
that have been completely demolished due to
gentrification or urban transformation continue
to exist in the form of ‘gas’ which is neither solid
nor liquid? Even when no traces of their original
forms remain, in accordance with the first law
of thermodynamics, no substance with energy
is lost in the universe. From this perspective, it
could be argued that these destroyed struc-
tures retain their energy in a different phase
and continue to exist. Suggesting the existence
of a gaseous state for these structures, based
on Bauman's concepts of solid and liquid,
might open up the possibility of their continued
existence through the memories of individuals
and communities who interact with these struc-
tures, neighborhoods, and districts.

According to Bauman, the sovereignty of
the old landowner, where sedentarism was
sanctified, has given way to the sovereignty of
a nomadic elite who live elsewhere than their
properties in the fluid global time. While the
world's ruling elite makes the borders selective-
ly permeable to allow for the fluidity of this elite,
it defends the borders rigidly for the displaced,
homeless and migrants. These groups are still
discriminated against with “old techniques of
panopticon control” today. For the nomadic
elite who can cross boundaries in a fluid state,
traveling with minimal belongings has become
a defining feature of power. In contrast, the
others, those who have nothing or had to leave
everything behind, move without possessions.
The difference between these two groups can
e explained with the relationship between the
ruling and the ruled. Immigrants and refugees,
unlike nomadic elites, are subjected to restric-
tive regulations imposed upon them in their
destination or en-route countries. Their names
may be abandoned due to linguistic barriers.
Frequently reduced to humerical figures, they
often become pawns in international politics.
Standards of mobility and lightness vary widely
in today's world, depending on the root causes
of individuals' circumstances. In this kind of flu-
idity, not all liquid states are equally embraced,
and some just always come out smelling roses.

Bauman'’s notion of liquid modernity introduces
a realm where feelings of “ignorance” about
the future, “helplessness” in the face of what's
to come, and “the fear in search for some-
thing to hold on in the current of without an
anchor” reign and they all together constitute
“uncertainty”. To resist the powerful current
generated by these emotions, one can turn to
critical thinking and expression generated in
the gaps of the system, as mentioned earlier.
Alternatively, art can practice resilience within
the context of the current time and place.
Whenever a solid element encounters art
that seeks to deconstruct traditional forms
and norms, challenging the boundaries they
represent, it has the potential to liquefy just
like it would in liquid modernity. In this sense,
the fluidity of art infiltrates the current of liquid
modernity as a time agent, resisting within the
flow. This concept of art as a time agent can
condense and freeze all past times melted
and evaporated in liquid modernity into an art
object through association. Art has the ability
to traverse different phases, muddying clear
water and clarifying muddy waters. Its purpose
is to challenge the systematic, established defi-
nitions of identity, power, and belonging in our
modern society. As we witness disparities in the
ability to navigate the changing waters, art pro-
vides an avenue for resistance, challenging the
normalization of inequality. In this world of liquid
modernity, individuals and communities strug-
gle to find their place within shifting boundaries
and dynamics, while art endeavors to create
meaning within this ever-evolving landscape.

Resisting withinthe flow
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“Tam dikkatimizi ufka yoneltmek, bizi en kiliglk
imgeye dahi bakamayacadimiz duruma stirtikler”
Georges Didi-Huberman

Georges Didi-Huberman, Halil Yigit'in Fran-
sizca'dan gevirisi ve sunus yazisityla TUrkceye
kazandirilan "Atesb6ceklerinin Var Kalma
MUcadelesi” adll metinde Dante'den Pier Paolo
Pasolini'ye uzanan atesbdce@i imgesinin
gecirdigi anlamlara odaklanir. Pasolini, “ilahi
Komedya“"da cehennemin derinliklerinde Halil
Yigit'in belirttigi gibi “nain danismanlarla” birlikte
yanan atesbdcegdini yeniden ele alarak bu
bbcedin ugradidi itibar, anlam ve imge kaybini
olumlu anlamda duzeltir. Sair ve ybonetmen
Pasolini, ilk genglik yillarinda atesbdceklerinin
geceleyin olusturduklar pariltilar ve bir géruntp
kaybolmalari ve daha sonra baska bir yerde
goérunmelerinin olaganustulugunu politik bir
kuvvet olarak yorumlar. Hem de ikinci DUnya
Savagsl yillarinda bUyUk projektorlerin isik yaydidi
ve bedenleri esaret altina aldigi bir ddbnemde
atesboceklerinin kuguk 1signin bu azgin ve
blyuUk I1siga kars! bir umut tasidigina yer verir.
Didi-Huberman, Pasolini'nin bu ¢abasini des-
tekler. Fakat yonetmenin 1975 yilinda buyuk bir
umutsuzluga suUruklenerek atesboceklerinin
yok oldugunu ilan etmesiyle kiyamet vizyonuna
yakin bir durus sergilemesini sorunsallastirir.
Ayni metinde Giorgio Agamben’i dogmalarin
degil bir paradigmalar filozofu olarak adlandi-
ran Didi-Huberman, Agamben'i asiriliklarin ve
yikimlarin filozofu olarak degerlendirir. Simdiki
zamanin kiyamet vizyonunda nihai bir kurtulus
aradigini belirtir. Didi -Huberman metin boyunca
bu dusUincelerle mucadele ederek atesbdcekle-
rinin Mindr pariltisini 6N plana ¢ikarir.

Melike Bayik klratoriigunde gerceklesen “Bir
sans daha var mi?”, “kiyamet vizyonuna” dair bir
anlayisl cagristirsa da kotu gidisata karsl dura-
bilecek olanaklara yer vermesiyle bu anlayis ve
kavrayiglardan farkl bir konumda kendine yer
bulur. Simdiki zamanin kiyamet vizyonu yerine
simdi ve buradanin sundugu olanaklarin ve paril-
tilarin go@altiimasini dnemser. Didi-Huberman'n
isaret ettigi gibi Pasolini'nin ilk genglik yillarinda
atesbdceklerini kesfetmesindeki politik umudu
gunumuz dunyasinda arar. Yikimin gegmiste
yasandigini ve simdide devam ettigini tim
gercekligiyle kabul eder. “Her seye ragmen” var
kalma muUcadelesini stirdUrmenin sinyallerini ve
pariltilarint gorandr Kilar.

Oncelikle sermayenin blytme ufkunun hayat-
lari Kirilgan, guvencesiz ve geleceksiz bir yere
donUstlrdigu buyuk bir sorun olarak dillendi-
rilir. DUnyada felaketler birbiri ardina yasanir. Bu
anlarda insanlar oradan oraya garesiz bir sekilde
kosar. Bununla birlikte maddi hayat kosullarinin
gittikgce zorlagmasi ile insanlarin oradan oraya
savrulmasi neredeyse es zamanl bir sekilde
gercgeklesir. Bu ve bunun gibi tehditlere; doga ve
insan emegi Uzerindeki sdMUrdndn artmasityla
insan olan ve olmayanlarin simdisi elinden alinip
onlari geleceksiz birakmasi eklenir. Savaglar, iklim

krizi, siyasi olaylar ve kentsel dontistim adi altinda
toplanan birgok nedenden dolay! insanlar yerin-
den ediimeye, gb¢men veya multeci olmaya
zorlanir. Bu gercgeklikler Uzerinden hareket eden
sergi bugunun temel dinamiklerinin bu yonde bir
isleyise sahip oldugunu belirtir. iktidar aygitlarinin
tarihsel, kultdrel ve teknolojik etkisini hesaba
katarak buguine bakar. Ece Ayhan, “sorun eskidir
kardesler, yeni hi¢ degildir” derken kastettigi
tarihselligi gbz dénunde bulundurarak biling ve
gercgeklik arasindaki iliskinin maddi Uretimle
olan zorunlu ve sorunlu bagini irdeler. Her ¢ag
ve Uretim tarzi bir biling olusturur. i¢ ice gecmis
aglar vasitasiyla birbirini besledigine isaret edilir.

Pamuk ipligine bagli bir sekilde hayat sUrdlrmek
zorunda kalan gé¢gmenler ve mullteciler milliyetgi
ve Irkgl duygularin dozunu artirmasiyla karsi
karsiya kalir. BOylece var kalma mucadeleleri
daha da bir zorlasir. Multeciler konusunda imge
Uretimi gogunlukla temsil etme pratigi Uzerinden
gerceklesirken onlar c¢esitli manipulasyonlar
yoluyla istenmeyen Kisiler haline gelmektedirler.
Kiyamet vizyonuna uygun bir sekilde yeniden
Uretilen temsiller multecileri buyUk bir tehdit
olarak gostermektedir. Sergi multecilere ait
temsillerin Uretilmesini ve paylasimini sorun
hale getirirken bu anlamda karsl imgenin var
kalma mucadelesindeki dnemini ortaya koyar.
Didi-Huberman, Walter Benjamin'in Birinci DUnya
Savasi'ndan sag kurtulup donenlerin “tecribenin
yIkimi” ve dusUsu sdylemini Giorgio Agamben’in
daha da radikallestirip modern toplumlarin glin-
delik hayatinda geri donUst olmayan sona ermis
bir yikima donUstlrdiguni sdyler. Bunun aksine
sergi her seyiyle yoksullasmis bir hayat strdUk-
leri dusUnulen multecilerin yeni bir dil ve alfabe
olusturmasini bir hayat tecrtbesi olarak aktarir.

Milll Resauirans Sanat Galerisinde guvencesiz
hayatlarin “mekan ve zaman deneyimi” Uzerinde
durulur. Simdi Uzerinde yapilan yogun emek
somurusu ayni zamanda gelecedi olmayan bir
yasamin mimari olarak faaliyet gosterir. Cogu
insanin yasadigi bu zaman deneyimi varolusunu
temelden sarsar. Buna yasadigl kentteki donu-
sUm ve degisimle beraber mekansal deneyimin
eslik etmesiyle durum daha farkli bir boyut
kazanir. Yine bu sUrede yasanan tecrubeler
her seyiyle yoksullasmis bir hayatin izleri olarak
de@erlendirilebilir. Sergi bu problemin altini
cizerken bu savrulmalari yoksullasma olarak
gérmemeyi tercih eder. insanhigin bir dusts
icerisinde oldugunu imleyen islerde bu dustisun
imkansizigr gegersiz kilnmaya calisilir.

Dayanismanin etik-politik mahiyetinin 6n planda
tutulmasi buna 6rnek teskil eder. Lal Hitay etigin
temel sorusu “Ne yapabilirim?” oldugunu vur-
gulayarak bu sorunun insanin eyleme gucunu
artiracagina isaret eder.? Karsilasmalar hayatta
Kacinilmazdir. Bu karsilasma anlarinda bu
sorunun mahiyeti daha da artar. Pamuk ipligine
bagdl hayatlarin var kalma mucadelesinde bu
soru daha da derinden hissedilir. Kirllgan 6zne-
lerin 6rgUtlenme pratigi bu mahiyeti btyutar.

DUsUsuUN imkansiziigi




Bu &znelerin bir araya gelme bicimi sanki bir
dagiima veya kurduklari insanin ¢okecek hissi
yaratmasl seklinde kendini yansitabilir. Ama
sanilanin aksine bu hayat pratigi dayanismanin
etik-politik mahiyetini gbz dnlinde tutarak daya-
nismanin siki bir sekilde kendini 6rgltlemesine
yol acabilir. Ne yapabilirim sorusu kolektif bir
araya gelmede “Ne yapabiliriz?” sorusuna evrilir.
Zeminlerin sUrekli kaydigi bir diinyada egreti ve
yatay bir sekilde dayanisma bigimi dikey yapila-
rin zeminlerini bozarak bir direng saglayabilir. Bu
surede dayanismanin hazzi ve nesesi artarken
ayni zamanda sinyaller gondererek bu aga
katiim saglanabilir. Bu sinyallerin ve iligkiler aginin
artmasi ayni zamanda olanakli olanin sayisini
cogaltabilir. iste bdyle bir dayanismanin kendini
olanakli kilmasi serginin temel dayanaklarindan
birini olusturur.

Egemenlerin binlerce yilik kuittr aktarimi, onlarin
varligini bagkaca bir sekilde surdtrmesini sagla-
mistir. Magluplarin degil, yenenlerin birbiri ardina
egemenliklerini stirdlrmesi miras aktarimi sek-
linde gerceklesmektedir. SUphesiz bu yaklasim
bizi Walter Benjamin'in tarih anlayisina goturar.
Nurdan Gurbilek, distnurun ezilen siniflar igin
tarih anlayisini “... tarih bir enkaz, bir yikintilar
yigini, bir talandir.”® seklinde degerlendirir. Bu
enkazdan bir tarihsel maddeci gibi davranarak
tarinin atiklarini, higbir anlam ifade etmeyen
nesneleri toplamak “tarin imgesini” olabildigince
yansitir. Sergi, Benjaminci anlamda tarih imgesini
silik nesnelerde gorunur kilarken anlam ifade
etmeyen nesnelerin pariltisini dnemser. Ayrica
yaralarin sarilmasi ve merhem olmak igin gegcmis
godzden gegirilir. Gegmiste egemenin ufkuna
maruz kalanlar hep olagelmistir. Gegmiste
magduriyetler, siddet, yerinden edilmeler, acilar,
kayiplar ve kaybin yasi yagsanmistir. Bu anlamda
simdinin gegmisle arasinda bir bag kurmasi
onemlidir. Buglnun agisindan bakildiginda,
karsi imge Uretiminin var kalma mucadelesinin
zamansizligini g6z énunde tutarak hareket
etmesi kaginilmazdir. Karsl imge, yaratimi iginde
yasanmamis zamanlarin solugunu hisseder.
Bazi zamanlari onarir. Kargi duruglar sergiler. Bu
anlamda sergi Benjaminci anlamda tarihin tlyle-
rini tersten taramayi inmal etmez.

David Harvey, “Umut Mekanlari** adli kitabinda
Jean Luc Godard'in 1966 tarihli “Onun Hakkinda
Bildigim iki veya Uc Sey” adli eserini postmo-
dernizm, tUketim kualttrd, gosteri toplumu ve
imgenin ekonomi-politigi baglaminda okur.
“insaat sesleri ve gdruntuleriyle baslayan filmde”,
kent donusum surecine girmis bir mekan olarak
stirekli kargimiza gikar. Harvey, kadin oyuncu-
larin dusunceli duruslarini ve erkek anlaticinin
(ybnetmenin kendisi) sesini insaat sesleri ve
goruntulerin kestigini belirtir. Bu ses, hayatin
her aninin igten ige ve yavas yavas sermayenin,
thketim kalitdrinudn ve imgelerin ekonomi poli-
tigine teslim olacaginin isareti olarak okunabilir.
Harvey buradan hareketle filmde kentteki dlnya
doénutstigunde orada olanlara ne olacagdi soru-
sunun tim agirhigiyla hissedildigi yorumunda
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bulunur. Godardin 1960 yillarda duydugu kaygi-
nin kaynaginda; tuketim ve gosteri toplumunun
en yogun isiglyla hayatin her anini neredeyse
bir manzaraya donustirmesi, onun ufkunun
ve KOr edici 1Isiginin her yeri sarmalamasi vardir.
Godard, yine de bazi olanaklara yer verir. “Filmin
satir aralarinda, alternatiflere isaret eden gugclu
bir mesaj da vardir. Anlatici varolusun ABC'sine
yeniden sahip olabilir miyiz sorusunu sorar.”

"Bir sans daha var mi?” kentin blyUk bir degisim
ve donUsum gecirdigine yonelik karamsar bir
tablo ¢izerken alternatiflere yer vermesiyle bu
tabloyu asmaya calisir. Yasanilan sehirlerde uzun
bir stiredir insaat sesleri arasinda hayatin degi-
sim ve dontstimu tim yonleriyle deneyimlenir-
ken bu sUrede ¢ogu insanin da kent tamamen
doénustuglinde kendisine ne olacagi sorusunu
sormalarini ister. Diger taraftan degisim hizl bir
sekilde devam ettigi icin kendilerine ne oldu-
guyla yuzlestirir. Mekanin ve zamanin duzenlen-
mesinde maddi Uretim tarzinin dnemli bir pay!
vardir. Bu tarz gunumuzde farkl ve hizli sekilde
tezahUr eder. Bu tarzin olusturdugu “zaman ve
mekan sikismasl” ya da “sonrasiz bir simdi” icinde
bir yasami deneyimlemeye yol agan iglere yer
verilir. Gegmise ve bellege ait kinntilarin olum-
suz bir sekilde etkilendigi bir ddnemin hafiza
bunalimi, buna aidiyet duygusunun yokluguyla
nerede tam olarak oldugunun fark edilememe-
sinin psiko-cografik boyutlari Uzerinde durulur.
Godard kentteki degisimin sinyallerini verdigi ve
bu gidisatin neyle sonuglanacaginin ipuclarini
ortaya koydugu filmde Harvey'in de belirttigi
gibi "nafif bir drkuntd, kaybolma ve bolunme
hissi” yaratir. Sergide ise hafif bir UrkintU yerini
daha tekinsiz bir duruma, kaybolma hissi nerede
oldugunu tam secememeye (ne var ki tamamen
bir kaybolma gerceklesmez) bslinme ise bir¢ok
parcaya ayriimaya biraktigi vurgulanir. Butun
bunlara ragmen hicbir sekilde kentteki farklilikla-
rin, gesitliliklerin, tarzlarin ve auranin bitmeyece-
gine olan inang diri tutulur.

Kullanim dederinin yerini tamamen degdisim
degerinin aldigi bir diinyada her seyin gosteriye
donUsmesi kendini dayatir. Meta ekonomisiyle
Uretiimis nesneler her seyi kendi ufkuna ¢eke-
rek; kaybolmus, bile istege kendini gizlemis, bu
ufuktan kendini sakinmig imgeleri ve nesneleri
gorunmez kilar. Bu ufka karsilik hala bir yerde
kendi pariltisini ve isiltisini yayan birgok seyin de
var oldugu sergide kendine yer bulur. Oldukca
minimal ve figurlerden arindiriimis nesnelerin
imge Uretimine yer verilerek tlketim ve gosteri
toplumunun isigindan sakinilmis, imge Uretiminin
ekonomi-politigini de disarida birakip bakigi
kurtararak kendi temasasini yogun bir sekilde
yasamasi icin nesnelerin sakli dunyasinda ve
kendi gercekliginde bazi yakinliklar aranir.

Son yerine, dimeni biraz da negatif olana
kirdigimizda “karamsarligr érgutlemek” ile, olasi
ufuklara karsi dimeni Kirilan bir var kalma muca-
delesi sergi boyunca igten ice kendini gagirir.
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Impossibility

of decline

Huseyin Gokce

“Giving all our attention to the horizon means
rendering ourselves incapable of looking at the
slightest image.”' Georges Didi-Huberman

Georges Didi-Huberman delves into the evolv-
ing significance of the firefly image in his work,
“The Struggle for Survival of Fireflies,” which
was translated into Turkish by Halil Yigit with an
accompanying introduction, tracing a path from
Dante to Pier Paolo Pasolini. Pasolini revisits the
firefly that, as Halil Yigit aptly points out, burns
alongside the "treacherous counselors” in the
depths of Hell in Dante’s Divine Comedy, and
he positively reevaluates the firefly’s tarnished
reputation, meaning, and imagery. As a poet
and filmmaker, Pasolini interprets the awe of the
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glimmers and fleeting appearances of fireflies at
night as a potent political force during his early
youth. It is worth noting that this interpretation
takes place during the unfolding of World War
I, a time when colossal projectors emitted
blinding light and exerted control over individ-
uals' bodies. In this context, the gentle glow of
fireflies symbolizes a glimmer of hope amidst
the overwhelming and unyielding brightness. In
this regard, Didi-Huberman supports Pasolini's
endeavor. However, he challenges the director’s
near-apocalyptic stance when, in 1975, Pasolini
declared the extinction of fireflies, driven to great
despair. In the same text, Didi-Huberman refers
to Giorgio Agamben as a philosopher not of doc-
trines but of paradigms, evaluating Agamben as

Is there another chance?

1. Georges Didi
Huberman, Survival
of the Fireflies, Trans:
Lia Swope Mitchell,
Minneapolis, Univocal
Book Series - University
of Minnesota Press,
2018, pg. 61

a philosopher of excesses and demoalitions. He
notes that Agamben seeks ultimate salvation
in the 'present time' of the apocalypse vision.
Throughout the text, Didi-Huberman grapples
with these ideas, emphasizing the minor glim-
mer of fireflies.

Under the curatorship of Melike Baylk, the
exhibition “Is there another chance?” initially
invokes certain interpretations of the "apo-
calyptic vision.” However, it distinguishes itself
by presenting opportunities to counter the
ongoing decline. Instead of embracing the
apocalyptic vision of the present, it emphasizes
the significance of magnifying the possibilities
and radiance available in the ‘here and now.’ As
Didi-Huberman proposes, it actively seeks the
political hope that Pasolini discovered in fireflies
during his formative years in the context of the
contemporary world. He fully acknowledges that
destruction has been a part of both the past and
persists in the present. He makes evident the
signals and glimmers of the struggle to survive
against all odds.

He first addresses the capital's relentless
pursuit of growth as a pressing issue that
transforms lives into precarious, uncertain,
and often desperate landscapes. Across the
globe, disasters unfold with alarming frequency,
causing people to scramble helplessly from
one place to another. Moreover, the growing
hardships of material living conditions coincide
with this seemingly relentless displacement of
individuals. Such challenges result in a loss of
the present leaving both the individuals and
the environment without a foreseeable future.
The situation is intensified by the heightened
exploitation of both human and non-human
entities in nature and labor, People are forced
to be displaced, immigrants or refugees due to
a multitude of factors, including wars, climate
crises, political events, and the overarching
concept of urban transformation. The exhibition,
grounded in these harsh realities, highlights the
intricate interplay of these dynamics in today’s
world. It explores the present by considering the
historical, cultural, and technological influences
of power structures. Echoing Ece Ayhan's asser-
tion, “The issue is old, my friends, nothing new.”, it
examines the intricate and essential connection
between consciousness and material produc-
tion within its historical context. Each era and
mode of production forges its unique form of
consciousness. The exhibition also indicates
the interwoven networks through which these
elements mutually nourish one another.

Immigrants and refugees, living on the edge,
find themselves confronted with surging
nationalist and racist sentiments. This exac-
erbates their battle for survival. The portrayal
of refugees is predominantly shaped through
representational practices, and often subject to
manipulation that stigmatizes them as undesir-
able figures. These representations, molded to
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fit an apocalyptic narrative, depict refugees as
a great danger. The exhibition raises questions
about the production and distribution of these
representations, underscoring the critical role
of counter-images in the fight for survival. Didi-
Huberman argues that Giorgio Agamben takes
Walter Benjamin's discourse on the “destruction
of experience” and the downfall of those who
survived World War | further, turning it into an
irreversible, ultimate catastrophe in the daily life
of modern societies. In contrast, the exhibition
portrays the creation of a new language and
linguistics by refugees, who are more than often
believed to lead impoverished lives, as an expe-
rience of life.

At Milli ReasUrans Art Gallery, the focus is on
the 'space and time experience’ of precarious
lives. The intense exploitation of labor in the
present also shapes a futureless existence. This
experience of time profoundly disrupts the lives
of many directly affected by it. When combined
with the spatial experience of transformation
and change in their resident city, the situation
takes on a different dimension. Meanwhile,
such experiences can be taken as signs of a life
impoverished in every aspect. While highlighting
this issue, the exhibition avoids interpreting
these displacements as mere impoverishment.
Artworks signifying humanity’s ongoing decline
attempt to challenge the impossibility of it

In this context, the primacy of the ethical-polit-
ical nature of solidarity is exemplified. Lal Hitay
underscores "What can | do?” as the fundamen-
tal ethical question, signifying its potential to
enhance one’'s agency. Encounters are inevita-
ble. In the moments of encounter, the depth of
this question becomes even more pronounced.
In the struggle for survival in lives hanging by
a thread, this question is felt even more pro-
foundly. The organizational practice of fragile
subjects ampilifies the significance of this nature.
The way these individuals unite may initially
convey a sense of dispersal or the fragility of
the structure they construct. However, contrary
to common beliefs, when rooted in the ethi-
cal-political nature of solidarity, this life practice
can lead to a well-organized form of collective
action. In this collective endeavor, the question
‘What can | do?' transforms into “What can we
do?” In a world of ever-shifting foundations, an
improvised and horizontal form of solidarity can
offer resistance by disrupting the foundations
of vertical structures. Meanwhile, solidarity
fosters pleasure and joy, simultaneously sending
signals that prompt recruits to its network. The
proliferation of these signals and the expansion
of the network can increase the number of
possibilities. In this way, such solidarity makes
itself feasible, forming one of the exhibition’s
foundational pillars.

The millennia-long cultural transmission of the

oppressors has enabled them to sustain their
existence in an alternative mode. It's not the

Impossibility of Decline



defeated but the victorious who perpetuate
their dominion in succession, passing it down
as heritage. This perspective naturally brings
us to Walter Benjamin's interpretation of history.
Nurdan Gurbilek describes the philosopher’s
understanding of history for the oppressed
classes as “..history is wreckage, a pile of ruins,
a plunder.” Operating as a historical materialist
amidst this debris, collecting the remnants of
history, and objects devoid of meaning reflects
the “image of history” best. The exhibition,
following a Benjaminian perspective, reveals
the image of history within faded objects while
celebrating the radiance of seemingly mean-
ingless ones. Additionally, It revisits the past to
mend wounds and offer solace. Throughout
history, there have always been subjects to the
dominion of the oppressor. The past is marked
by suffering, violence, displacement, pain, 10ss,
and the mourning of the loss. In this light, it is
paramount that the present forms a relation-
ship with the past. When viewed from today’s
perspective, it is inevitable for the creation of
the counter-image to act with an awareness
of the timelessness of the struggle for survival.
The counter-image captures the breath of
unlived times within its creation. It occasionally
mends tenses. It exhibits a counter stance.
In this sense, the exhibition faithfully adheres
to the Benjaminian mission of unraveling the
strands of history in reverse.

In his book “Spaces of Hope" David Harvey
offers an interpretation of Jean-Luc Godard's
1966 film, “Two or Three Things | Know About
Her,” within the context of postmodernism,
consumer culture, the society of the spectacle,
and the political economy of images. The film,
commencing with the sights and sounds of
construction, consistently reappears as a space
undergoing urban transformation. Harvey
underscores how the contemplative postures
of the female cast and the narration provided
by the male protagonist (the director himself)
are punctuated by the disruptive imagery and
sounds of construction. The mentioned sounds
can be construed as an omen, signifying the
gradual and covert surrender of every moment
of life to the capital, consumer culture, and
the political economy of images. Building upon
this, Harvey contends that the film profoundly
encapsulates the question of the fate of those
present when the urban world undergoes
metamorphosis. The source of Godard's
apprehension in the 1960s lies in the satura-
tion of life's every moment with the intense
radiance of consumer and spectacle culture,
effectively turning them into spectacles and
enveloping everything in a blinding luminance.
Nevertheless, Godard does leave room for cer-
tain possibilities. “Within the subtext of the film,
a potent message that alludes to alternatives
emerges. The narrator poses the question: Can
we reclaim mastery over the fundamentals of
existence?”

26 HUseyin Gokge

While “Is there another chance?” portrays a
grim picture of a city undergoing profound
change, it strives to surpass it by offering alter-
natives. The ongoing sounds of construction
in urban life have long been a testament to
the full-scale experience of change and trans-
formation. During this period, the exhibition
invites many to question their fate as the city
completes its metamorphosis. Simultaneously,
since the change continues at a rapid pace,
it forces them to confront what has just hap-
pened to them. The organization of space and
time is significantly influenced by the mode of
material production. In contemporary times,
this mode manifests itself rapidly and in diverse
ways. Artworks within the context of this mode
often immerse us in the ‘compression of time
and space’ or a 'timeless present,’ shaping
our experience of life. The exhibition explores
the psycho-geographic dimensions of an era
where fragments of the past and memory
are adversely affected, leading to a crisis of
memory. It delves into the absence of a sense
of belonging and the challenge of discerning
one's exact position in this context. Godard hints
at the signals of urban transformation and their
possible outcomes in his film, which, as Harvey
points out, indeed “build a slight sense of dread
and, "a sense of getting lost, and of fragmenta-
tion”. However, in the exhibition, they transform
into something else; “the slight sense of dread”
into an even more uncanny state; “a sense of
getting lost” into a sensation of not being able to
precisely determine one's location (though not
entirely lost), and the sense of fragmentation
evolves into the notion of being divided into
various parts. Nonetheless, the belief that the
diversities, varieties, modes, and auras of the
city will never cease is kept vivid.

In a world where use value has been wholly
replaced by exchange value, the imperative to
transform everything into a spectacle becomes
undeniable. Objects produced within the realm
of commodity economics draw everything into
their horizon, thus, obscuring the images and
objects that have vanished, intentionally hidden
from, and avoided this all-encompassing hori-
zon. In contrast to this horizon, the exhibition
finds a place for many things that still emit their
radiance and brilliance somewhere. By incorpo-
rating minimal, figure-free objects into the realm
of image production, it refrains from the light of
consumerism and the spectacle society, all the
while forsaking the economic politics of image
production to reclaim the gaze. Simultaneously,
it seeks affinities within the concealed world of
objects and its own reality, to enable a profound
contemplative experience.

Instead of the end, the exhibition subtly brings
forth the ‘organization pessimism’ against
destructive horizons, while resonating with the
joy of inventing what is possible in the struggle
for survival will create.

Impossibility of Decline

2. David Harvey,
Spaces of Hope,
Berkeley - Los
Angeles, University of
California Press, 2000

3.Age.p, 9
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Segcil Yaylali
Collect-ive-ing (Tek parcall Klitlirel Logografi/ Cultural Logography one piece), Detay/Detail, 2018
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Segil Yaylali

Collect-ive-ing (Tek parcall Kulttirel Logografi/ Cultural Logography one piece);
42 parca/ 42 pieces, boyutlar degisken/ dimensions variable,

lazer kesim 3mm kontrplak ve pleksiglas (ortalama 3 mm x 19 cm x 29 cm)
/laser cut 3mm plywood and plexiglass (average 3 mm x 19 cm x 29 cm), 201

Bu proje Sigrids Stue (Aarhus), Rum 46 (Aarhus) ve SAHA (Turklye'den gagdas sanati destekler)
dernegdi tarafindan desteklenmistir.

This project has been supported by Sigrids Stue (Aarhus) & Rum 46 (Aarhus) and SAHA
(supporting contemporary art from Turkey) Association.



Segcil Yaylali
30 31 Collect-ive-ing (Tek parcall Klitlirel Logografi/ Cultural Logography one piece), Detay/Detail, 2018






SUmer Sayin
Isimsiz Taglariniz/Your Untitled Stones, Detay/Detail, 2022




SUmer Sayin
NOW-HERE, Ayna yerlestirmesi/ Mirror installation, 45 x 200 cm, 2016



SUmer Sayin
NOW-HERE, Ayna yerlestirmesi/ Mirror installation, 45 x 200 cm, 2016
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Mehmet Ali Boran
The Magic House, tek kanalll video/single channel video, 6', 2018
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Mehmet Ali Boran
The Magic House, tek kanalli video/single channel video, &', 2018




Aytekin Olgunsoy
44 45 Ceci N'est Un Pipi, Detay/Detail, 2023
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Memed Erdener

Kutsal Ugli: Hirsiz Dilenci Kéle / Holy Trinity: The Thief, the Beggar, the Slave

3 adet kontrplak Uzerine akrilik / acrylic on plywood, 3 works, Her biri 50 x 70 cm / each 50 x 70 cm, 2022
Sanatgi ve Zilberman Gallery'nin izniyle / Courtesy of the artist and Zilberman Gallery
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Memed Erdener
Kutsal Ugli: Hirsiz Dilenci Kéle / Holy Trinity: The Thief, the Beggar, the Slave
3 adet kontrplak Uzerine akrilik / acrylic on plywood, 3 works, Her biri 50 x 70 cm / each 50 x 70 cm, 2022

Sanatgl ve Zilberman Gallery'nin izniyle / Courtesy of the artist and Zilberman Gallery
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Antonio Cosentino
Isimsiz/Untitled, Cizim/Drawing, 112 x 112, 2018
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Antonio Cosentino
Isimsiz/Untitled, Kagit Uzerine yagh boya/Qil on paper, 82 x 112 cm, 2021
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Antonio Cosentino Antonio Cosentino
58 Isimsiz/Untitled, Buluntu objeler/Found objects, Detay/Detail, 2023 59 Isimsiz/Untitled, Buluntu objeler/Found objects, Detay/Detail, 2023



Antonio Cosentino

Isimsiz/Untitled, Cizim/Drawing, 112 x 112, 2018

Isimsiz/Untitled, Kagit Uzerine yagli boya/Qil on paper, 82 x 112 cm, 2021
Isimsiz/Untitled, Buluntu obje/Found object, 114 x 35 x 7 cm, 2023

masa: [simsiz/Untitled, Buluntu objele/Found objects, 153 x 33 x 106 cm, 2023




3 B ¥ b - »

e
Melike Kogak

- o L
*—T‘k.hu Ly

< . = o ;
qﬁgh@n(@f%aglt Uzerine Matt Fib'réT Bask, So?gflé?':gm, 2022

£
e
:
4
~ Tozkopara

R A
= r% o e S .. K :



Melike Kogak
64 Kehribar, HahnemUhle Kagit Uzerine Matt Fibre Baski, 30x45 cm, 2022



Melike Kogak Melike Kogak
66 Meltem, HahnemUhle Kagit Uzerine Matt Fibre Baski, 30x45 cm, 2022 67 Isik, Hahnemuhle Kagit Uzerine Matt Fibre Baski, 30x45 cm, 2022
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Yunus Emre Erdogan
73 Isimsiz/ Untitled, Kagit Uzerine toz pastel/ soft pastel on paper, 76 x101 cm, 2023



| el =il | e R R e S
" I i ' ol I | II w i = | 0
i I f r : i i
i B | il = |l —— (A
- - ' o ¢ gl
I ; lll "{'_‘u i. | -l g f o |r
1l i | i I | I I |f f [ | o e e
I ' il " [y | | I | piE n—i :
E: \ i | 5 o gt | A o
¥ d [ G
™ 3 | | | - 1A | E{z_[..
if | | ook _ el
' Ly i = B
| i | |F | | |__ [ I. ! F.L::rﬁ!
| FE ™ ™y T
I | jm eoees [ ‘ {1 _|_]_ I
! A T o L1 gy
e Té ' X el
1 Rl N II
Egemen Tuncer Egemen Tuncer
Gise/ Box Office, Bilgisayar tabanl gorsellestirme/ Computer generated image, Aritma Tesisi/ Purification facility, Bilgisayar tabanl gorsellestirme/ Computer generated image,

Diasec baskli/ Diasec print, 104x80cm, 2018 75 Diasec baskli/ Diasec print, 90x72 cm, 2018



76

7

Sifa Girinci

Dayanisma Yeni Para Birimi ll/ Solidarity is the New Currency Il

Degisken boyutlarda tas Uzerine akrilik, Yerlestirme/ stones of various dimensions acrylic
Installation, 1/3 edition + 1AP, 2022



Sifa Girinci
e Dayanisma Yeni Para Birimi ll/ Solidarity is the New Currency ll, Detay/Detail, 2022
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Rana Kelleci

Repost, Performans dokimantasyon videosu ve duvar yerlestirmesi/
performance documentation video and wall instillation

tek kanalli video/single channel video, 14aydinger kagditlari Uzerine kursun kalem/
tracing paper and pencil, cok pargall/ multiple pieces, 2020
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Memed Erdener

Famulus, Gam, demir, piring, el yapimi giviler / pine, iron, brass, hand made nails, 130 x 60 x 103 cm, 2016
*Famulus latince evcil kole anlamindadir.

*The meaning of the latin word famulus is servile, domestic.

Sanatgl ve Zilberman Gallery'nin izniyle / Courtesy of the artist and Zilberman Gallery



Memed Erdener

Famulus, Cam, demir, piring, el yapimi ¢iviler / pine, iron, brass, hand made nails, 130 x 60 x 103 cm, 2016
*Famulus latince evcil kole anlamindadir.

*The meaning of the latin word famulus is servile, domestic.

Sanatgl ve Zilberman Gallery'nin izniyle / Courtesy of the artist and Zilberman Gallery
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Mehmet Ali Boran

Sakarya Universitesi Glizel Sanatlar FakUltesi Seramik
BolumUnden 2007 yilinda mezun olan Boran, video art,
enstalasyon, seramik, performans ve video-roman
Uretim pratikleri arasindadir. Mardin'de yasayan ve
Uretimine burada devam eden Boran, gergeklestirdigi
U¢ Kisisel sergisinin yaninda, 2021'de Ezgi Bakgay ve
Baris Seyitvan kUratorligunde The Immunity, Galerie
der Kunstler*innen, MUnih, 3. Canakkale Bienali ve 17.
Venedik Mimarlik Bienali TUrkiye Pavyonu (Web Sitesi),
2022 yilinda Lewis Bernard kuUratorltginde New
York Universitesinde “Among Us" olmak (izere birgok
karma sergi de eserleri gosterildi. Ayrica, 2017'de
Mardin‘de kurulan Misar Art Cagdas sanat konusma-
larinin yaratdcdlerindendir.

Antonio Cosentino

Antonio Cosentino, 1994 yilinda Mimar Sinan Universitesi
Guzel Sanatlar Fakuitesi Resim BolUmu'nden mezun
oldu. 1996 yilinda Hakan GUrsoytrak ve Mustafa Pancar
ile birlikte Hafriyat sanat girisimini kurdu. Turkiye ve
yurtdisinda bir¢cok sergiye katilan Cosentino, Hafriyat
kolektifiyle Spare Time, Great Work (Platform 3, MUnih,
Almanya, 2011) ve Tactics of Invisibility (Thyssen-
Bornemisza Art Contemporary, Viyana, Avusturya;
Tanas, Berlin, Aimanya; ARTER, istanbul, Ttrkiye, 2010-
201) projelerine eserleriyle katkida bulundu. Sanatgi,
istanbul'da yasamakta ve Uretimine burada devam
etmektedir.
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Biyografi
Biography

Mehmet Ali Boran, who graduated from the
Ceramics Department of Sakarya University Faculty
of Fine Arts in 2007, engages in various creative
practices, including video art, installation, ceramics,
performance, and video-novel production. Aside
from his three solo exhibitions, his works have been
featured in various group exhibitions, including “The
Immunity,” curated by Ezgi Bakgay and Baris Seyitvan
at Galerie der Kunstler*innen in Munich in 2021, the
3rd Canakkale Biennial, and the Turkish Pavilion
at the 17th Venice Architecture Biennial (Website)
in 2022, curated by Lewis Bernard at New York
University in "Among Us.” Moreover, Boran played an
active role in the establishment of Misar Art, contem-
porary art talks, in Mardin in 2017. The artist currently
lives and works in Mardin.

Antonio Cosentino graduated from the Department
of Painting, Faculty of Fine Arts at Mimar Sinan
University in 1994. He founded the art initiative
Hafriyat with Hakan GuUrsoytrak and Mustafa Pancar
in 1996. Having participated in numerous exhibitions
both in Turkey and abroad, Cosentino contributed
works to Spare Time, Great Work (Platform 3,
Munich, Germany, 2011), and Tactics of Invisibility
(Thyssen-Bornemisza Art Contemporary, Vienna,
Austria; Tanas, Berlin, Germany; ARTER, Istanbul,
Turkey 2010-2011) with the collective Hafriyat. The
artist lives and works in Istanbul.

Baska bir sans var mi?

Memed Erdener

Memed Erdener, 1998 yilinda Mimar Sinan Guzel
Sanatlar Universitesi Grafik Tasarim Bolimd'nden
mezun oldu. ik Uretimlerine 1997'de Extramiicadele
adi altinda toplanan birbirinden bagimsiz referanslar
iceren disaddnuUk isleriyle basladi Yillar iginde pek
¢ok yerli ve uluslararasi sergide yer alan Erdener’in
katildigi baslica sergiler arasinda, 2007 yilinda 10.
Uluslararasi istanbul Bienali (kiratdr: Hou Hanru),
2010'da Arter'de gosterilen “ikinci Sergi” (kUrator:
Emre Baykal), 2010'da Galeri NON'da g&sterilen “Bunu
Ben Yapmadim, Siz Yaptiniz’, 2016'da Zilberman
Gallery'de gergeklesen "“Ben Sadece Bana Soyleneni
Yaptim” ve 2021 yiinda ayni galeride gerceklesen
“Utopik BUrokratik” isimli sergiler sayilabilir. Erdener
istanbul'da yasamakta ve Uretimlerine burada devam
etmektedir.

Yunus Emre Erdogan

Lisans egitimini 2011 yiinda Dokuz EylUl Universitesi,
Guzel Sanatlar Fakultesi Resim BolumU'nde tamam-
layan Erdogan, Marmara Universitesi Glizel Sanatlar
Enstititistnde Resim YUksek Lisans Programina
devam etmektedir. Erdogan’in katildigi sergilerden
bazilari; Kisisel sergi: “Seylerin Ufku” SANATORIUM,
istanbul (2018), "Gizliden Sesler” SANATORIUM,
istanbul (2015) ve "Kozmik Oda” Input-Output
Nonprofit Art Space, izmir (2012). Grup Sergi: “Bir
Zamanlar’ Hayy Open Space, izmir (2023), "Back
to izmir" Ahmet Adnan Saygun Sanat Merkezi,
izmir (2021), "KUrkll Venus” Martch Art Project,
Emin Hitay Evi, istanbul (2019), “Olimpos Sergileri 1:
Portre”, Cihangir Sadik Pasa Konag, istanbul (2019),
“Umutsuz Bosluk” SANATORIUM, istanbul (2018), “Ev”
Muze Evliyagil, Ankara (2017). Innominate Spaces”
Mieszkanie Gepperta, Wroclaw, Polonya (2014).
"Afiyet Olsun / City - Inflammatory State” Survival
12 Art Review, Wroclaw, Polonya (2014). "Apparatus
Criticus & Locus / Footnotes” Kuinstlerhaus Stuttgart
& Lotte, Stuttgart (2013). Erdogan, istanbul'da yasa-
makta ve Uretimlerine burada devam etmektedir.

Kaan Figici

2010 yilinda, istanbul Bilgi Universitesi, Gorsel iletisim
Tasarimi bolumunden mezun olan Figicl, 2018 yilinda
Akbank Sanat, 36. GUunumuz Sanatgilari sergisine
secildi. 2019 yilinda Kasa galeride RitUel isimli proje
sergisinde yer aldi ve Akaretlerde gercgeklesen Wabi
Sabi (Kusurlu Guzellik) sergisine katildi. 2021 yilinda
Mixer Edisyon sergisinde yer alan Figicl son olarak,
2023 yilinda Hayy Open Space'de gergeklesen "Bir
Zamanlar” isimli grup sergisine katildi. Marmara
Universitesi, Glzel Sanatlar Enstitisl, Resim
Anadalinda yuksek lisans egitimine devam ediyor.
Ficicl, istanbul'da yasamakta ve Uretimlerine burada
devam etmektedir.

Memed Erdener graduated from the Graphic Design
Department of Mimar Sinan Fine Arts University in 1998.
He embarked on his creative journey with his early works
in 1997 under the title "ExtramUcadele,” which featured
works that incorporated various external references,
drawing inspiration from the world around him. Over the
years, Erdener’s art has been showcased in numerous
domestic and international exhibitions. Over the years,
Erdener has been a part of numerous domestic and
international exhibitions. Notable exhibitions featuring
Erdener’s work include the 10th International Istanbul
Biennial in 2007 (curated by Hou Hanru), “ikinci Sergi”
(Second Exhibition) showcased at Arter in 2010 (curated
by Emre Baykal), “Bunu Ben Yapmadim, Siz Yaptiniz’
exhibited at Galeri NON in 2010, “Ben Sadece Bana
Soyleneni Yaptim"” held at Zilberman Gallery in 2016, and
the "Utopik Blrokratik” exhibition in the same gallery in
2021. The artist lives and works in Istanbul.

Yunus Emre Erdogan completed his bachelor's
degree at Dokuz Eylul University, Fine Arts Faculty,
Department of Painting in 2011. He is currently
pursuing his MA program in the same department.
Yunus Emre has actively participated in various
solo and group exhibitions and events. His most
recent solo exhibitions include "Horizon of Things” at
SANATORIUM, Istanbul (2018), “Sounds of Secrecy” also
at SANATORIUM, Istanbul (2015) and “Cosmic Room”
at Input-Output Nonprofit Art Space, Izmir (2012).
His works have been featured in the following recent
group exhibitions: “Once Upon a Time” Hayy Open
Space, izmir (2023), “Back to izmir” at Ahmed Adnan
Saygun Art Center / A.AS.SM, Izmir (2021), “Venus in
Fur” Martch Art Project at The house of Emin Hitay,
istanbul (2019), “Olympos Exhibitions 1: Portrait” at
Cihangir Sadik Pasa Konag, Istanbul (2019), "Hopeless
Emptiness” at SANATORIUM, Istanbul (2018), "Home" at
Museum Evliyagil, Ankara (2017), “Innominate Spaces”
at Mieszkanie Gepperta, Wroctaw, Poland (2014), "Bon
Appetit / City - Inflammatory State” at Survival 12 Art
Review, Wroctaw, Poland (2014), "Apparatus Criticus &
Locus / Footnotes” at KUnstlerhaus Stuttgart & Lotte,
Stuttgart (2013). The artist lives and works in Istanbull.

Kaan Figicl graduated from Istanbul Bilgi University,
Department of Visual Communication Design
in 2010. He was selected for Akbank Sanat, the
36th Contemporary Artists Exhibition in 2018. He
took part in the selection of Urban Stories from
Yeldegirmeni 2.1n 2019, he held his project exhibition
titled Ritual at Kasa Gallery and participated in the
Wabi Sabi (Imperfect Beauty) exhibition in Akaretler.
In 2021, he took part in Mixer Editions exhibition. In
2023, he participated in the "Once Upon a Times”
group exhibition at Hayy Open Space. He continues
his master’'s degree at Marmara University, Institute
of Fine Arts, Department of Painting. The artist cur-
rently lives and works in Istanbul.
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Sifa Girinci

Sifa Girinci, Mugla Glzel Sanatlar Lisesinden 2003
yilinda mezun oldu ve 2007 yilinda Anadolu Universitesi
GuUzel Sanatlar Egitimi BOIUmU'nde lisans egitimini
tamamladi. Sofya'da +359 Galeri, Istanbul'da Gaia Galeri
ve Eskisehir'de Anadolu Universitesi Galerisinde kisisel
sergiler acti. Bar K Berlin Gallery Berlin, MUze Evliyagil
Ankara, Plato Art Space istanbul, Spring Gallery Tour,
Spinnerei Leipzig, Orient-Express Reloaded, Spinnerei
Leipzig karma sergilere katildl. Uluslararasi +359
Misafir Sanatg¢i Programi, Sofya, Leipzig Uluslararasi
Sanat Program, Leipzig gibi misafir sanatgi program-
larina katildi. Sanatgl, Berlin'de yasamakta ve Uretimine
burada devam etmektedir.

Rana Kelleci

Lisansini Ozyegin Universitesi isletme Bslimi'nde,
yUksek lisans egitimini Sabanci Universitesi Gorsel
Sanatlar ve Gorsel iletisim Tasarimi Baliminde
tamamlayan Rana Kelleci, 2020 yilinda 38. Akbank
GUNUMUz Sanatgilar OdUILnG kazandi. 2015ten bu
yana Sanat DUnyamiz ve Milliyet Sanat'in aralarinda
bulundugu gesitli yayinlara bagimsiz yazar olarak kat-
kida bulunmaktadir. Sanat pratiginin yani sira bagimsiz
olarak kuratoryal projeler yUrttmekte ve Sabanci
Universitesinde dgretim asistani olarak calismaktadir.
Sanatg, istanbul'da yasamakta ve Uretimlerine burada
devam etmektedir.

Melike Kogak

Melike Kogak Galatasaray Universitesi Felsefe
BOIUMU'Nnden mezun olmustur. Su an ise asil arzusu
olan sanat egitimine Kadir Has Universitesi'nde
Tasarim Yuksek Lisans Programi'nda burslu olarak
devam etmektedir. Sanatgl, uzun soluklu fotograf
serilerinde beseri sistemlerdeki sihirli 6Jelere
dikkat ¢cekmektedir. Cok sayida sergi ve arastirma
projelerinde yer alan sanatg¢i, 2020 yilinda Canon
Ogrenci Gelisim Programrndan mezun olmus, 2021de
Image Threads Mentorluk Programina segilmis
ve ARTPILin 30 Yas Alti 30 Kadin Fotografgi 2022
Seckisinde yer almistir. Kogak, istanbul'da yasamakta
ve Uretimlerine burada devam etmektedir.

Aytekin Olgunsoy

Marmara Universitesi Resim BoIUMUNG bitiren
Olgunsoy, ayni okulda yuUksek lisans egitimini
tamamlamustir. islerini Dulcinea Galeri, Ankara Gar
Sanat Galerisi, Devlet Resim ve Heykel Galerisinde
sergilemistir. illistrasyon, resimli roman, fotograf ve
donUstirdimuas tasarim objeler gibi farkli alanlarinda
da igler Uretmekte olan Olgunsoy, halen Yeditepe
Universitesinde sdzlesmeli dersler vermektedir.
Olgunsoy, Istanbul'da yasamakta ve Uretimlerine
burada devam etmektedir.
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Sifa Girinci graduated from Mugla Fine Arts High School
in 2003 and completed her BA at Anadolu University
in Fine Arts Education in 2007. She had solo exhibitions
at +359 Gallery in Sofia, Gaia Gallery in istanbul, and
Anadolu University Gallery in Eskisehir. She participated
in group exhibitions such as Bar K Berlin Gallery Berlin,
Evliyagil Museum Ankara, Plato Art Space Istanbul,
Spring Gallery Tour, Spinnerei Leipzig, Orient-Express
Reloaded, Spinnerei Leipzig. She participated in res-
idency programmes such as the International +359
Residency Programme; Sofia, Leipzig International Art
Programme, Leipzig. The artist lives and works in Berlin.

Rana Kelleci completed her bachelor's degree in the
Business Department at Ozyegin University and her
graduate degree in the Department of Visual Arts &
Visual Communication Design at Sabanci University,
Istanbul. She was the recipient of the 38th Akbank
Contemporary Artists Prize in 2020. Since 2015 she
has contributed to several publications including
Sanat DUnyamiz and Milliyet Sanat. Along with her
artistic practice, she carries out curatorial proj-
ects and works as a teaching assistant at Sabanci
University. The artist lives and works in istanbul.

Melike Kogak graduated from the Philosophy
Department of Galatasaray University. Currently, she
iS pursuing her true passion for art education with a
scholarship in the Design Master's Program at Kadir
Has University. The artist’'s work primarily focuses
on drawing attention to the magical elements within
human systems through long-term photographic
series. Having participated in numerous exhibitions and
research projects, Melike Kogak graduated from the
Canon Student Development Program in 2020. In 2021,
she was selected for the Image Threads Mentorship
Program, and in 2022, she was included in ARTPIL's
selection of “30 Women Photographers Under 30." The
artist lives and works in istanbul.

Aytekin Olgunsoy graduated from the Painting
Department at Marmara University and went on to
complete their master’s degree at the same institution.
His works have been exhibited at Dulcinea Galeri, Ankara
Gar Sanat Galerisi, and Devlet Resim ve Heykel Galerisi.
Olgunsoy is a versatile artist who produces works in
various fields, including illustration, graphic novels, pho-
tography, and transformed design objects. Olgunsoy is
actively teaching as a contracted instructor at Yeditepe
University. The artist lives and works in Istanbul.

Baska bir sans var mi?

Slumer Sayin

SUmer Sayin, Marmara Universitesi Glizel Sanatlar
Fakultesi'ndeki egitiminin ardindan 2008-2010
yillarinda Oslo Sanat Akademisi'nde MFA prog-
ramina katildi. Reiter Gallery Berlin, Depo istanbul,
Madrid'deki Sabrina Amrani Gallery, Art On istanbul
Kisisel sergileri oldu. Son doénemde Green Hill
Gallery Berlin, Kunstraum Kreuzberg Berlin, Taksim
Sanat, Apartment Project Berlin ve TACA La Palma,
Mallorca, ispanya‘da karma sergilere katildi. Sinopale
8 ve 4, Rendez-Vous, Jeune Creation Internationale
/ 13e Biennale de Lyon gibi uluslararasi sanat sergi-
leri ve bienallerde yer aldi. New York'ta ISCP-Saha
uluslararasi konuk sanatg¢i programi, Paris'te Cite
International des Arts ve Marsilya’da Dos Mares
konuk sanatgl programlarina katilan Sayin, 2023'te
Berlin Senatosu Arastirma Bursu, 2022 ve 2020'de
NEUSTART KULTUR-bursu, 2016'da OArt Odulu ve
2017'de Rotary Sanat Odull'nd almistir. Sanatgi,
Berlin'de yasamakta ve Uretimine burada devam
etmektedir.

Egemen Tuncer

Egemen Tuncer, Marmara Universitesi Glizel Sanatlar
Fakultesi Fotograf BolumuU'nde lisans egitimini,
ayni Universitenin Guzel Sanatlar Enstitist Resim
BOIUmU'nde yuksek lisansini tamamlamistir. Sanatgl,
agirlikl olarak bilgisayar tabanl gorsellestirmeler
Uzerine calismakta ve bu alanda isler Uretmek-
tedir. Yaplilar, replikalar, modeller ve temsiller gibi
farkl formlarla kurdugumuz iligkileri inceler. Kisisel
sergilerini CAMERA, Cluj-Napoca; Corridor PS,
Amsterdam; Bilsart, istanbul; Pilot Galeri, istanbul'da
gercgeklestirmis; calismalarini GEH8, Dresden; Hayy
Open Space, izmir; BWA Wroclaw; 12th Arte Laguna
Prize, Venedik Tersanesi; Rotterdam Photo; Elgiz
Mizesi, istanbul; Akbank Sanat, istanbul; Eldem
Sanat Alani, Eskisehir; Plato Sanat ve Siemens Sanat
sergilemistir. Ayrica Fotograf Magazine, CZ; COMO
Magazine, PL; Der Greif, DE gibi yayinlarda yer almistir.
Sanatgi ¢alismalarini istanbul'da stirdtirmektedir.

Secil Yaylal

Segil Yaylall (istanbul, 1972) egitimci ve gérsel sanatgidir,
Katihm ve kolektif Uretime odaklanan disiplinlerarasi
sanat projeleri Uzerinde galismaktadir. istanbul Teknik
Universitesi Sehir Planlama BoIUmirnde lisans egiti-
mini tamamladiktan sonra ayni Universitede EndUstri
Urlinleri Tasarimi alaninda yiksek lisans yapti. ikinci
yUksek lisansini Yildiz Teknik Universitesi Bilesik Sanatlar
BoIUMUnde yaptl. istanbul Teknik Universitesi Mimarlik
FakuUltesinde "Cagdas Sanat” ve “Temel Tasarim” ders-
leri verdi. Sanat pratiginin yani sira Secil Yaylall, yerel
cevre ile galismaya odaklanan sanatgl inisiyatifi/proje
alani PASAJ istanbulun (kurulus 2010) kurucu ortagidir.
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Sumer Sayin graduated from Marmara University,
Faculty of Fine Arts, and then pursued her MFA
program at Oslo Art Academy from 2008 to 2010.
In 2015, she actively participated in international art
exhibitions and biennials, including Sinopale 8 and
4, Rendez-Vous, Jeune Creation Internationale / 13e
Biennale de Lyon. She has had solo exhibitions at
Reiter Gallery Berlin, Depo Istanbul, Sabrina Amrani
Gallery in Madrid, and Art On Istanbul, among
others. Her work has been featured in recent group
exhibitions at Green Hill Gallery Berlin, Kunstraum
Kreuzberg Berlin, Taksim Sanat, Apartment Project
Berlin, and TACA La Palma. Sayin has also taken part
in artist-in-residency programs, including ISCP-Saha
in New York, Cité International des Arts in Paris,
and Dos Mares Residency in Marseille, France. She
received the Research Stipend of the Berlin Senate
in 2023, NEUSTART KULTUR-Stipend in 2022 and
2020, OArt Prize in 2016, and Rotary Art Prize in 2017.
The artist lives and works in Berlin.

Egemen Tuncer completed his undergraduate
education at Marmara University, Faculty of Fine
Arts, Department of Photography, and his master’s
degree at the same university’s Institute of Fine Arts,
Department of Painting The artist mainly focuses on
computer-based visualizations in his work. He examines
the relationships we establish with different forms such
as structures, replicas, models, and representations.
He has held solo exhibitions at CAMERA, Cluj-Napoca;
Corridor PS, Amsterdam; Bilsart, Istanbul; and Pilot
Gallery, Istanbul. His works have also been exhibited
in various art venues, including GEH8, Dresden; Hayy
Open Space, Izmir; BWA Wroclaw; 12th Arte Laguna
Prize, Venice Arsenal; Rotterdam Photo; Elgiz Museum,
Istanbul; Akbank Sanat, Istanbul; Eldem Sanat Alani,
Eskisehir; Plato Sanat; and Siemens Sanat. Egemen
Tuncer's work has been featured in numerous publica-
tions such as Fotograf Magazine (CZ), COMO Magazine
(PL), and Der Greif (DE). The artist currently lives and
works in Istanbul.

Segcil Yaylall (Istanbul, 1972) is an educator and visual
artist. She works on interdisciplinary art projects
focusing on participation and collective production. She
had Bachelor's Degree in Urban Planning at Istanbul
Technical University, she finished her MA in Industrial
Design at the same university. She had her second MA
in the Department of Combined Arts at Yildiz Technical
University. She taught “Contemporary Art” and “Basic
Design” courses at Istanbul Technical University Faculty
of Architecture. Besides her art practice, Segil Yaylali
is the co-founder of the artist initiative/project space
PASAJ Istanbul (founded 2010), which focuses on work-
ing with the local environment.

Is there another chance?
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