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Eli Bensusan

Endustride yogun galistigim dénemlerde Ustunde
derin disinmeyi gerektiren sorulara yénelmeye
firsat bulamiyorum. Tasarimci, insan ve insan
davraniglari ile ilgili nesneler Uretir. Ama su
sorularin endustri icinde durustgce cevaplanmasi
mUmkan degdil: insanlik icin ne dnemli? insani
insan yapan seyler neler? Uygarligin basindan
beri tekrar eden davraniglarimiz neler? insanlk
olarak nasil bir gelecege gidiyoruz? Endustriyel
tasarimci géomlegimi ¢ikarip, ne tdr nesnelerle bu
sorulari agabilir ve gagimin insan olma bigimlerine
ne sekilde elestirel bir yaklasim getirebilirim diye
kendime sormak zor olabiliyor. Yerlesik misafir
sanatg¢l programlari bu tip ugsuz bucaksiz sorular
hakkindaki kirintilari toparlamak igin guzel
firsatlar.

“insan olma” deneyiminin basta acgézItluk,
sonra teknoloji fetisi ve gizli bir 6lumsuzlik
askindan kaynaklanan sebeplerle tehdit altinda
oldugu su gunlerde bu sorularin ve bu sorular
karsisinda alinan tutumun daha da énemli
oldugunu dustntyorum. Bunlarin higbirisi
yeni hastalik/sanrilar degil. Ama bu sorunlar,
teknolojik gelismelerin UslU artisiyla birlikte,
kavranabilirliklerini yitirerek ¢cok daha ciddi hale
geldi.

Kendi varligini ve amacini sorgulamak ¢ok
temel bir icgtidl. insan bu dartiya yénlendirmek
icin kendine pek cok rehber tGretmis. Gozlem,
deney, dusltince, inang, ilham... Biri digeri olmadan
eksik, anlamsiz, hatal kaliyor. Cagimizda insanhgin
en temel sorulara yanitlari birbirleriyle iligkileri
kurulmamis, i¢ ice 6rdlmeyi bekleyen bir yigin
gibi. Kendi ¢alismalarimda bunlari harmanlamaya,
kendime cokdisiplinli bir rehber sistem
olusturmaya gayret ediyorum.

Gate 27'de zihinsel gurultuden siyrilip
kendimi genis, sessiz, dogurgan bir mekan
icerisinde buldum. Mekanin dokunulmamis
tarafi, olgunlugu, huzuru ve sakinligini bir stre
tek basima deneyimledim. Orada kaldigim gunler
boyunca mekanin ruhunun bana gizli bir kapi
araligindan parga parga gosterdigi bir disun
ipuclarini toparliyor gibi hissediyordum.

Sadece bu mekanda bulunma deneyimi
bir isin konusu ve ayni zamanda rehberim
olamaz miydi? insan olmak bu degil mi zaten?

Bir zaman ve mekan igerisinde bulunmak, bir
seylere yonelmek ve bu durumu kendine mesele

During busy periods of work in the industry, |
cannot find the opportunity to tackle questions
that require in-depth contemplation. The designer
produces objects pertaining to the human and
human behaviors. However, it is not possible
within the industry to give honest answers to
the following questions: What is important for
humanity? What makes a human human? What
have been our recurring behaviors since the
beginning of civilization? As humanity, what kind
of a future are we headed towards? At times
it is difficult to take off my hat as an industrial
designer and ask myself what sort of objects |
can explicate these questions with and how | can
bring a critical approach to the forms of being
human in my era. Artist residency programs are
good opportunities for collecting the crumbs
concerning such vast questions.

In our present day and age, when the
experience of “being human” is under threat
due to reasons rooted foremost in greed, then
in the fetish of technology, and a secret love of
immortality, | think that these questions as well
as the attitude adopted in response are ever more
important. None of these are new afflictions/
delusions. However, with the exponential increase
in technological advancements, these problems
have lost their comprehensibility and become
much more severe.

It is a very basic instinct to question one’s
own existence and purpose. The human being
has produced numerous guides for himself to
navigate this impulse. Observation, experiment,
thought, belief, inspiration... One without the
other remains wanting, meaningless, flawed.
In our age, humanity’s responses to the most
fundamental questions are like a pile of unrelated
things waiting to be connected and interwoven.
In my own works | strive to blend these and devise
myself a multidisciplinary guiding system.

At Gate 27, stripped from mental noise, | found
myself in an expansive, silent, prolific space. For
a while, | experienced the untouched aspect of
the space, its ripeness, serenity and tranquility on
my own. Throughout the days | stayed there | felt
like | was gathering the clues of a dream that the
soul of the space was showing me piece by piece
through the crack of a secret door.

Couldn’t the mere experience of being in this
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edinmek. Aradigim seyden cikip bulundugum
mekan icinde ariyor olma halinin kendisini
kendime konu edinmeye karar verdim ve icimden
bununla ilgili bir siir yazmak geldi.

Mekanla kurdugum iliski, yazdigim siirle
beraber kesif, merak, hikaye, birliktelik, aciga
¢ikarma kavramlari eksenine oturdu.

Bir stredir ritUeller ve ritUel nesneleri hakkinda
arastirma yapiyordum. Eski inancg sistemlerinden
bize kalanlar hep fragmanlardir, biz onlarin
kékundeki inang sistemini o nesnelerden
kavramaya calisiriz. Onlar hep eksiktir. Pargalari
kayiptir. Kirik, tozlu, renkleri solmus haldedirler.
Daha 6nemlisi onlara inanan ve onlara inanglari
vasitasiyla gizlediklerini agan insanlar ve mitler
eksiktir. Bu acilma ancak onlarin kullanimi,
yani ritUelleri sirasinda olur. Bir ritUel, sadece
ona inanan biri igin anlamhdir. Cunkau rituel
islevsellikten arinmis bir eylemdir, tamamen
semboliktir, fonksiyonel bir nesne ritlel nesnesi
olamaz. Bir givi cakmak bir rittel olabilir, ancak
ona bir resim asmayacaksaniz. RitUel, sadece
kendisi i¢in olan bir davranistir. Pragmatik,
fonksiyonel (utilitarian) bir amag icermez ve bu
yuzden bir mite inanmayan biri igin tamamen
anlamsizdir. inanan kisi icin ise insan olmanin bir
kutlamasidir, bir nehre adaklar birakmak, bir araya
gelip bir mum yakmak, hep beraber oturmak ve

space constitute the subject of a work and at the
same time be my guide? Isn't that what being
human is about anyways? Being present in a
space and time, tending to things and making an
issue of the situation at hand. | decided to leave
that which | was searching for and tackle the very
state of seeking within the space | occupied, and
then | felt like writing a poem about this.

The relationship | built with the space,
aided by the poem | wrote, settled on the axis
of the concepts of exploration, curiosity, story,
togetherness, and revelation.

| have been doing research on rituals and
ritualistic objects for some time now. What
remains for us from ancient belief systems are
always fragments; it is through these objects
that we try to grasp the belief system at their
core. They are always wanting. Their pieces are
lost. They are fractured, dusty, faded in color.
More importantly, the myths and the people who
believed in them, their secrets revealed to them
through their beliefs, are missing. This revelation
only happens during their utilization, that is,
during rituals. A ritual is meaningful only for the
person who believes in it. This is because the
ritual is an action stripped of functionality, it is
completely symbolic; a functional object cannot
be a ritualistic object. Driving a nail may be a
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sarki sdylemek, her sabah huzurlu bir yolda bir
yuUruayUs yapmak onlar i¢in anlam ifade eder.

Aydinlanma sonrasi, insanin kendi hayatini
anlamlandirma yetisi elinden alindi. insani
deneyimlerin nitelikleri sayilara indirgendi.
Mitlerimiz, mit oldugunu inkar eden ideoloji ve
kurallar tarafindan yerle bir edildi. Hikayeler gizli
hedeflerini degistirerek ideolojinin icine gdmula,
bambaska sekillerde yasiyor. Ritueller ortadan
kalkti, her eylem bir sistemin iyi gcalismasini
hedefleyen amaglar zincirinin bir parcasi, ancak bu
koca sistemin kendini dondurmek, etrafindaki her
seyi bunyesinde sindirerek (ve buna kimi zaman
surdurudlebilirlik ismini vererek) kendini devam
ettirmek disinda higbir hedefi yok. Oysaki insan
olmanin en 6zgun yani halihazirdaki konumunu
ve mevcudiyetini anlamlandirmak degil mi?

Gate 27'de calistigim dénemde ¢agdas rittel
nesneleri Uzerine disinme ve g¢alisma firsatim
oldu. Mekanin ruhunun bana araladigi dinyanin
ritUellerinin nesnelerini tasarladim. Hala bu
nesneler Gzerinde ¢alisiyorum. Onlari anlamli
kilacak mitleri tasvir eden, suluboya-murekkep
teknigiyle galismalar Urettim. SUrecin sonunda ise
Gate 27'deki gunlik déngimun gunes isiklarinin
degisen yonu ile birlikte ¢alisan bir soyutlamasini

ritual; however, you are not to hang a picture on
that nail. Ritual is a behavior that occurs only for
itself. It does not entail a pragmatic, utilitarian
aim and is therefore completely meaningless for
someone who does not believe in a myth. On
the other hand, for the believer it is a celebration
of being human; placing offerings in a river,
gathering and lighting a candle, sitting all
together and singing songs, taking a walk every
morning on a peaceful road have a meaning for
them.

After the Enlightenment, the human being
was dispossessed of the faculty of giving meaning
to his own life. The qualities of human experiences
were reduced to numbers. Our myths were
torn down by ideologies and rules that deny
being myths themselves. Changing their secret
objectives, stories live on in utterly different forms,
buried inside ideology. Rituals have disappeared;
every action is now a part of the chain of purposes
that aim for a system to function better, yet this
colossal system has no aim other than to manage
and maintain itself by absorbing everything
around it in its own constitution (which is at times
called sustainability). Yet, isn't giving meaning
to one's present position and existence the most

Sabahin narin dokunusunda
Bir sey bekliyor kesfedilmeyi

Glinesin ayrilan 1sinlarinda
Gizli bir bilmece

Bedenimden dallaniyor
Ayri yollara giden patikalar

Bir umut var gece bulusmak icin
Kars1 kiyidaki pariltilarla

Hep bilirdim bu sehrin
Gizli limanlar1 oldugunu

Bir hikaye yakalamak i¢in yelken agtim
Bin tanesiyle geri dondiim

Riizgarin nefesini paylasiyorum
Diger gezginleriyle hayatin

Hep bildigim bir sarkiy1 ararken
Onu hatirlatacak bir yerde

bir glines saati-heykel olarak olusturup bahceye
bakan cepheye yerlestirdim. Bu ¢alismanin
yerlestirmesini yaptigimiz gun, ¢calismanin énunde
kUrator Mariana Pestana ile yaptigimiz diyalog,

5. istanbul Tasarim Bienali kapsaminda Kérlerin
Gunes Saati isimli calismayi Uretmeme vesile oldu.
Belki nesne bu sekilde, daha duvara asildigi gun
ritGelistik amacini uygulamaya basladi.
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There is something to discover
In the warm touch of a morning

A hidden riddle to solve
In the split colors of Sun

There are altered paths to follow
Branching from my body

A tiny hope to meet at night
With flickers across the sea

I always knew this city
Had many secret harbors

I sailed to catch a myth
And came with thousand others

I share the breath of the wind
With other wanderers of life

To reveal a song I always knew
At a place that will remind

unique quality of being human?

During my residency at Gate 27, | had the
opportunity to think and work on contemporary
ritual objects. | designed the objects of the
rituals of the world subtly revealed to me by the
soul of the space. | am still working on these
objects. Using watercolor and ink technique, |
produced works that describe the myths which
will render them meaningful. And at the end of
the process, | created a sundial-sculpture based
on an abstraction of my daily routine at Gate 27
that works with the shifting direction of sunlight
and placed it on the fagade overlooking the
garden. The dialogue we had with curator Mariana
Pestana in front of this work on the day we
installed it led me to produce another work titled
Sundial of the Blind as part of the 5th Istanbul
Design Biennial. Perhaps at that moment on the
very day it was hung on the wall, the object had
already begun to carry out its ritualistic purpose.
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Burcak Bingol

gokyuzu

ege'nin gizlisinde bir eylul,
sicacik gunes.

gunesligini indirmis kahverengi siseden akan
ferrisiyanur,

ik ihk serildi kagida.

sarisi akinca yesilin igcinden

dnce yeryuzu belirdi masmavi

zeytin dallari sonra...

yeryuzu

g6zumun énunde; hem ayagimin bastigi yerde
yerinde dylece dururken cigceklenmis,
manolyasi basinda...

demir oksitlenmis, topraklanmis, topaklanmis.
tas tas tasindilar,

ezildiler, dévulduler, sarildilar, sGrulduler
gumus suyu takip eden bitki-gélge hakki
bey'de bulmus rengini,

istemezse sussun dylece yUzyillarca...

yeralti

kabugun altinda

yerin de derininde

karanliginin icinde bir gizli renk,

bir clice cin beklermis basini; kobold.
sizivermis yeryuzune de,

boyayan gesit cesit ellerden ge¢mis azalarak
6gutdlmus, i1sitilmis mavi olup akmis yapismis
pismis topragda,

sirlanmiglar, ayrilmamacasina. yanyana.
yUzyillarca.

kare kare karo karo.

sirtini dayamis duvara simsiki tutunmus
gidememis uzaklara digerleri gibi

kalan pargalarla,

sirtini sivazlayan gunler gunu yillar yili
harci harg, derzi derz...

sky

a september in aegean’s stash,
balmy sun.

flowing from the brown bottle with its blinds
down, ferricyanide

sprawled out on the paper all mild and warm.
as its yellow flowed off the green

first the earth dawned all blue

then the olive branches...

earth

before my eyes; and where my feet tread

where it merely stands as is, it blossomed,

a magnolia on its crown...

iron-oxidized, grounded, clotted.

stone by stone they gather,

crushed, pounded, spread

the plant-shadow flowing from the silver water*
has color grounded on hakki bey**,

if it doesn't care for it, let it keep quiet for
centuries...

*TN: In Turkish “gimus suyu”, GUmussuyu is a district in
Istanbul.
**TN: Hakkibey is a peninsula in Ayvalik.

underground

under the crust

and deep in the ground

a color concealed inside its darkness,

a goblin is said to keep watch over it; kobold.
it oozed out the earth and,

passed through many a painting hand, keeps
waning

grinded and heated, turned blue and flew, melted

on fired-earth,
glazed, to be never parted. side by side.
for centuries.

edge to edge, tile by tile.

it leaned back against the wall, held on tight
couldn’t go away like the others

with the remaining pieces,

resting on its back for days on end for years
bricks and mortar...

a warm breeze blew over the landscape within...



28 Burcak Bingol

Goékyuzuyle Yerylzini Pozlamak Serisi |, Il & 11, 2020, Kagrt Uzerine Cyanotype Baski, 31,5 x 24 cm
Exposing the Earth with the Sky I, Il & 11l, 2020, Cyanotype Print on Paper, 31,5 x 24 cm

Burcak Bingdl program slresince hem Uzerine In the course of the Gate 27 artist residency fr -
calismakta oldugu projeleri gelistirdi hem de program, Burcak Bingdl both developed her ' J"/J
veni calismalar dretti. Ayvalik'taki dogal toprak ongoing projects and produced new works. —:,
turlerini ve bitki 6rtlsind arastirarak buradan Researching the natural soil types and flora of _yf; 5”5\
Srnekleri biriktirdi, tas ve toprak pargalarini Ayval ’k; Z he czllectfez ,Sc’m’? les a”;j prep areg . v ?’»""
ezerek dogal boyalar hazirladi. Yaninda getirdidi, na.tura yes by grinding pieces of stone and soil. ,f“ f e >4

S L . Using these natural dyes, she also colored her il i
pandemi stresinde Gimussuyu'ndaki ¢calisma L( o Y

L - . own avatar that she brought along from Istanbul, ,VPY B ’5

odasindan goérdigu bitkilerle olusturdugu kendi (ool

where she had created it during the pandemic

avatarini da elde ettigi bu dogal boyalarla with the plants that she saw from her study in "
renklendi. Ayrica buraya has tas, toprak ve bitki Gumussuyu. Moreover, she worked on cyanotype R .
értuslnd, Ege'nin gunesgiyle pozlayarak, mavi blue printing by exposing stones, soil and flora 8 BRI >
baski (cyanotype) denemeleri yapti. unique to the region under the Aegean sun. g T 9,‘-3': e ]
= "
L . . . A ; i e va ¥ pe -
Bingdl, uzun zamandir tizerine ¢alistigi sanatgi It was also during this residency program that ai 5 L T PN
L . L s ol . :
kitabinin 8nemli bir bélimdndn arastirmalarini Bingdl carried out a significant part of the s &5 ‘ﬂ‘&&-
da bu programda gerceklestirdi; 16. yy. Osmanli reseqrch for her artist s'book, \{Vthh she h.crs l?een 5 .-;!‘.,, - i
. . - L working on for a long time. This book, which is b :
déneminden, kobalt mavisiyle sirlanmis bir gini . . Y s
L X i . about a cobalt blue glazed tile panel dating from PR é&“k Avatar: Birinci Kok, 2020 Kagit tizerine
panelle ilgili olan bu kitap, seramik malzemenin . . e Ly : POK, 22
N o the 16th century Ottoman eraq, investigates the gundazgg;;/oeobltkllermden el yapimi
farkli cografyalar ve zamanlar arasindaki kulturel cultural influence and relationships of ceramic Asgtaér: pr?mercRrgot’ dmade
material between different geographies and natural dyes from local stones and

plants of Cunda on paper, 230x100 cm
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Michael Bishop

Sabanci Universitesi'nde 2019 gliz dénemi
boyunca sturdirdigumuz ziyaretgi 6gretim Uyesi
gérevi ve Lynn'in (Criswell) istanbul'daki 44A Sanat
Galerisi'ndeki sergisi sona yaklasirken, Gate 27
kuruluna danisman olma teklifi aldik. Her ikimiz
de konuk sanatg¢i programlari sayesinde bir dizi
deneyim edinmistik ve yardimci olmak istiyorduk.
Daha sonra bu teklif, Kaliforniya'ya donmeden
o6nce dahil olacagimiz dort haftalik bir konuk
sanatg¢l programina evrildi.

Giris: 1985-86'da aldigim Fulbright bursuyla
Ankara Hacettepe Universitesi'ne geldim ve
Tuarkiye serivenimiz bdylelikle baslamis oldu.
iran ve Irak buyukelcilikleri arasinda bulunan bir
apartman dairesinde yasiyorduk. Buyukelciliklerin
kapisinda her gun multecilerin olusturdugu
siralari gérmek yurek burkuyordu. Geriye dénup
bakildiginda, yol boyunca dizilmis tanklari,
kampusteki askerleri ve kontrol noktalariyla
Turkiye o zamanlar daha istikrarsiz gibiydi. Bugun,
tipki ABD'de oldugu gibi, durum daha karmasik,
siyaset ise her zamankinden daha ayristirici
goérunuyor.

Daha sonra Almanya'dan eski bir Mercedes
alip tekrar Turkiye'ye dogru yola ¢iktik. Geng,
maceraperest ve naiftik. Ogrencilerimden biri
beton bloklarla yapilan sanatsal mudahalelere
ilgi duyuyordu. Bloklari arabaya yukleyip gtincel
olarak siyasi agidan ilgi uyandiran belirli bir yere
gider, sembolik bir duvar insa eder, fotograf ¢eker,
bloklari bagaja geri yuUkler ve bir sonraki noktaya
dogru gitmek Uzere oradan ayrilirdik.

ileri Saralim: 2010-11'de baska bir Fulbright
bursuyla, bu sefer istanbul’a, Sabanci
Universitesi'ne geldik. Lynn misafir 6gretim
Uyesi olarak ise alindj; belli bir programi, vermesi
gereken dersler vardi. Benimse katilmam gereken
planlama ve degerlendirme toplantilarim ile bir
de soluklanabilecegim bir atélyem vardi. 2012'de
emekli oldum ve Kaliforniya'da yari zamanl
olarak ¢alismaya basladim. Sonraki on yil boyunca
Sabanci Universitesi'nde egitim-6gretim yilinin bir
dénemi ders vermeye devam ettik. Evet, Gezi Parki
protestolari sirasinda oradaydik. Evet, istanbul'u ve
Turkiye'nin kirsal bolgelerini seviyoruz. Fulbright
programi kapsaminda ders vermek ve bazi
durumlarda atélyeler dizenlemek igin tUlkedeki
tum yerlesik Universite sanat programlarina ve
bolgesel sanat muzelerine gittik.

Near the end of our 2019 Fall Semester teaching
gig at Sabanci University and Lynn's [Criswell]
exhibition at 44A Gallery in Istanbul, we were
asked to be consultants to the Gate 27 board.
Between the two of us we'd accumulated a range
of experience with residencies and were happy
to help, which morphed into a 4-week residency
before flying home to California.

Prelude: In 1985-86, | received a Fulbright
to Hacettepe University, Ankara, which began
our Turkish odyssey. We lived in a flat between
the Iranian and Iragi embassies, and it was
heartbreaking to see the lines of refugees every
day. In hindsight, Turkey seemed more volatile
then: tanks everywhere on the road, military on
campus, check points... Today, like in the U.S,, it's
more complicated; politics seems more tribal than
ever.

We bought an old Mercedes in Germany and
drove to Turkey. “On the road”, we were young,
adventurous and naive. One of my grads at the
time was into concrete block interventions. We'd
load the blocks into the car and head to a specific
location of current political interest, construct the
symbolic wall, take photos, load the blocks back in
the trunk and drive off to the next site.

Fast forward: In 2010-11 another Fulbright, this
time to Sabanci University in Istanbul. Lynn was
hired as a visiting professor with classes to teach
and a schedule; | had planning and evaluation
meetings to attend and a studio to escape to. In
2012, | retired to part-time in California and for the
next ten years, we taught one semester a year at
Sabanci University. Yes, we were there during the
Gezi Park protests. Yes, we love Istanbul and the
Turkish countryside. The Fulbright Program sent
us to every established university arts program or
regional arts museum in the country to lecture
and in some cases, for studio workshops.

Fast Back: | protested the Vietnam War as a
student in Berkeley. | questioned and still question
the sanity of the industrial military complex,
Corporate America, and the heralded ‘Built
Environment’ or ‘Planned Communities’, made
more complicated by today's cyber dueling, online
purchases, COVID-19, Bit-coin et al. These things
are ingrained in my practices and seep out (see
images Red Village, Cul-de-sac and Apocalyptic
Farming).

Red Village

Geri saralim: Berkeley'de 6grenciyken Vietnam
Savasl protestolarina katilmistim. GUnUmuzdn
siber duellolari, internet Uzerinden yapilan
alisverigler, COVID-19, Bitcoin ve benzerleri
tarafindan daha da karmasik hale getirilen
endustriyel askeri kompleksin, yani “Kurumsal
Amerika"nin, adeta mujdelenen kentsel
planlamanin veya planli sehirlesmenin ne derece
akla yatkin oldugunu hep sorguladim, hala da
sorguluyorum. Bunlar benim pratigimin koklu ve
disari sizan parcalar (bkz. Red Village, Cul-de-sac
ve Apocalyptic Farming fotograflari).

Gate 27: Yenikody'e bir karton kutu igine
koydugum ufak tefek seylerle ve, her ihtimale
karsi, Sabanci Universitesi kampustndeki
studyoya giris kartimla geldim. Lynn ise yaninda
devam eden galismalarini getirdi. Kendimi
yeterince hazirlanmis hissetmiyordum. Biraz da
yas farkindan ¢ekiniyordum. Etrafimiz yillardir
geng sanatgilarla gevriliydi ancak daha 6nce hig
onlarla birlikte yasamamistik. Aklima Animal

3]

Gate 27: | arrived in Yenikdy with a cardboard
box of ‘bits and pieces’ and my access pass to the
studio on campus, just in case. Lynn arrived with
work in progress. | felt under-prepared. | also felt a
little concerned about the age gap. We have been
surrounded by young artists for years, but we have
never lived with them before. Animal House came
to mind. All that disappeared after the second
night, as our on-the-road experience and artist-to-
artist relations kicked in.

| roamed the main house and grounds for a
space where | could sit with my cardboard box
and see if something clicked. At the bottom of
the stairs off the kitchen there was a very small
but cozy space with a beautiful alcove window,
facing a courtyard containing a massive black
rough stone table and a water source. It was
done: the window space would be the city center,
with shadows changing throughout the day,
and the black stone table became, with a little
water, my sanding stone for the bottoms of all the
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House adli film geldi. Tum bu hisler ikinci ginin
sonunda, birlikte yola ¢ikma deneyimimiz ve
sanatgilar olarak aramizdaki paylasimlarin
baslamasiyla ortadan kayboldu.

Kaldigimiz evi séyle bir dolasip karton kutumu
6nume alip oturabilecegim ve igindekilerin
bende burayla iligkili bir anlam ¢agristirip
cagristirmayacagina bakabilecegim bir alan
aradim. Mutfak merdivenlerinin bittigi yerde,
guzel girintili penceresinden iginde buyuk, siyah,
islenmemis tas bir masa ve bir su kaynagi yer alan
avluyu gorebileceginiz epey kiguk ama sirin bir
alan vardi. Tamamdi: Pencerenin énundeki bosluk,
gun boyunca degisen golgeleriyle sehir merkezi
olacakti; siyah tas masa ise Urettigim tUum yapilarin
alt kisimlari icin biraz suyla kullanabilecegim,
dinlendirici bir sekilde tarih 6ncesini hatirlatan
bir zimpara tasi gorevi gorecekti. Karton kutudan
kaliplar, bir guval al¢i ve birkag plastik kova ile;
biraz da dizenlemeyle, blyulytp gelismekte
olan ve gevresini giderek isgal eden bir sehir insa
edebilirdim. Alanim tukenmedi fakat tam da
bahc¢ede dis mahalleleri insa etmeye baslamistim
ki zamanim tukendi.

Red Village'l birkag ay 6nce Cam Ocagi'nda
opak camdan dékmustum. Ancak bu is mekana
6zgu degildi; bir heykel parcasinin sinirlarina
sahip bir yigindi. Boylece Gate 27'de, buyUmenin
tohumlari ise yarar bir estetige sahip olmadan ya
da sehir planlamasi Uzerine fazla dusinulmeden
filizlenmisti; ki bu da bekledigimden farkli bir
durum degildi. Yeterince parasi varsa insan sahte
bir “Venedik Kanali"nda bile yasayabilir. Belki
gelecekteki bir projede...

Son olarak, eser degis tokus ettigimiz iki
merakl gézlemcim/asistanim oldu: Miray
Beskardes (6) ve Eda Sevil Demiralp (8). Cizimleri
atélyemde duvarda asili. Projeme olan ilgileri
eglenceli ve dokunakliydi. Merakli yaradilislari da
yagislar basladiginda eriyip topraga karisacak
birka¢ dis mekan eserinin Uretimine vesile oldu.

structures, soothingly B.C. time. With molds from
the cardboard box, a sack of plaster and a few
plastic buckets... With a little slicing and dicing, I'd
build a town with its expanding sprawl invading
immediate level spaces. | didn’t run out of space,

| ran out of time, just as | was starting to build
outlier sites in the yard.

I had cast Red Village in opaque glass a few
months earlier at Cam Ocagj, but it was not site-
specific; it was a cluster with the boundaries of a
piece of sculpture. So, at Gate 27 the tentacles of
growth expanded, without a functioning aesthetic
or much thought to city planning, which often is
par for the course; for enough money one could
live in a fake Venetian Canal community.... Maybe
a future project.

Lastly, | had the luxury of having two
inquisitive observers/assistants whom | traded
artwork with: Miray Beskardes (age six) and Eda
Sevil Demiralp (age eight). Their drawings are
on the wall in my studio. Their interest in my
project was fun and touching. Their inquisitive
nature spawned a few outdoor pieces that will
deteriorate when the rain season begins.

Cul-De-Sac

Michael Bishop
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Carlos Jiménez Cahua

NURRERERD)

Calismalarimi fotograf, yemek, heykel, resim,
enstriman yapimi, seramik, performans, video
gibi ¢ok farkli tekniklerle tGretiyorum. Glncel
arastirma ve Uretimlerim o6zellikle Amerikan
yerlileri ve genel olarak ispanyol sémiurgeciligi
oncesine ait, var olan ya da soyu tukenmis kulturel
pratiklere yogunlasiyor.

Gate 27'de gecirdigim sure igerisinde birden
fazla proje Uzerinde galistim. Bunlardan ilki, And
boélgesindeki arkeolojik kazi alanlarindan ¢alinan
ve karaborsaya dahil edilmek icin modern susu
verilen seramiklerle ilgiliydi. ikinci olarak ise
pan flite benzer bir enstriman olan antaras
Uzerine ¢alistim. Gecmiste oldugu gibi bugtin
de And bélgesindeki glincel muzik pratiklerinde
kullanilan bu enstrimani gelik, bakir, siseler,
iplik, odun ve dallar gibi tamami buluntu atik
malzemelerle Urettim.

Yeni basladigim projelerden biri, insanlar
Uzerinde yaptigim ylz boyamalar; daha énce
birkac kez tekrarladigim bir diger proje ise GUney
Amerika'ya 6zgu, filizlenmis daridan Uretilen
chicha de jora adli alkollU igecedin yapimiydi.

Gate 27'de toplam alti hafta gegirdim ve bu
sure¢ benim igin son derece eglenceli ve verimli
gecti. Burasi ¢calismak i¢in harika bir yer ve ayni
zamanda istanbul denen kaosun icinde bir tur
vaha.

My work encompasses a number of very

different media including photography, food,
sculpture, painting, instrument-making, ceramics,
performance, and video. And my current research
and production focus particularly on American
Indigeneity, and more broadly on pre-Hispanic
cultural practices of the Andes, both extant and
extinct.

While at Gate 27, | worked on a number of
projects. The first of these focused on ceramic
artifacts stolen from archaeological sites in the
Andean region and disguised as modern objects
to be sold on the black market. Secondly, | worked
on antaras, an instrument that resembles a pan
flute and is very common in contemporary music
practices in the Andean region today, as it was
in the past. | produced a number of antaras out
of waste materials that | collected such as pieces
of steel and copper, bottles, yarn, wood and
branches.

Yet another project | have recently picked
up is face painting. | have also been working on
an ongoing project that | have done a number
of times, which is the production of a South
American alcoholic beverage called chicha de jora
made of fermented maize.

At Gate 27, | spent a total of six weeks, which
for me was a very productive and fun time. This is
a great place to work, and the premises itself is a

wak'a (wiracocha)
2020, Seramik
8x15cm

wak’a (wiracocha)
2020, Ceramic
8x15cm
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Bilal Yiimaz &

Lydia Chatziiakovou

Sanatin toplum Uzerindeki etkisi ile farkli

Uretim, sunum ve deneyimlenme bicimlerine
duydugumuz ortak ilgiden dolayi 2018 yilinda
birlikte ¢alismaya basladik. Halihazirda devam
eden projelerimizden biri, yaratici fikirlerin
hayata gecirilmesi icin ¢esitli zanaatlarin kulturel,
toplumsal, finansal ve surdurulebilir potansiyelini
etkinlestirecek Yaratici-Zanaatkar isbirlikleri icin
bir platform gelistirmek. Bu baglamda zanaati
dort kriter Gzerinden tanimliyoruz: ustadan
ciraga aktarilan bilgi, dogal malzemelere ve
geleneksel tekniklere dayali Gretim, “mekanda
kuguk, zamanda yavas” isleyen Uretim yontemleri
ve zanaat pratigi yoluyla ekonomik deger
Uretimi. Yaraticilari ise sanat, tasarim ve benzer
alanlarda yaratici, yenilikgi, benzersiz veya sinirli
saylda Uretimler yapmak isteyen bireyler olarak
tanimliyoruz.

Yaratici-Zanaatkar isbirligi fikri, Bilal'in
istanbul'da zanaatkarlik Uizerine devam eden
arastirmalarina, pratiginin buyuk bir bolumunt
olusturan ve ustalarla yuratttgu yaratici
isbirliklerine ve Lydia'nin toplumsal degisim igin
sanat projeleri Uretme ve mekanlar ile topluluklari
harekete geciren kuratoéryel araglari kullanma
deneyimine dayaniyor. Dolayisiyla Gate 27'den
gelen Ayvalik'ta bir ay gecirme daveti, Bilal'in
arastirmasini yeni bir sehre tasiyarak genisletmek
ve bu sirecte Yaraticl-Zanaatkar isbirligi
platformunu olgeklenebilirligi, uyarlanabilirligi
ve aktarilabilirligine odaklanarak gelistirmek icin
mukemmel bir firsat gibi gérandu.

ilk isimiz, sehirdeki zanaatkarlari
haritalandirmak ve edindigimiz bilgileri hem
yerel zanaatkarlarla hem de gelecekte bu
programa katilacak sanatgilarla paylasabilmek
adina duzenlemekti. Bu, zanaat atolyelerinin
sehirdeki varligini gorsellestirmenin, aralarindaki
iletisim agina katkida bulunmanin ve Gate 27 ya
da diger yaraticilar ile yapilacak olasi isbirlikleri
yoluyla potansiyellerini etkinlestirmenin ilk
adimiydi. Baslarda tanistigimiz insanlarin ¢ogu,
haritalandirabilecegimiz pek az sayida zanaatkar
kaldigini séyledi. Ancak sehirde dolasarak, is
makinelerinin seslerini, ¢ikardiklari tozlar takip

We started working together in 2018, joined by
our common interest in art’'s impact on society
and in the exploration of different formats of art
production, presentation and experience. One of
our ongoing projects is to develop a platform for
Creative-Craft Collaborations, which will activate
the cultural, social, financial and sustainable
potential of crafts for the realization of creative
ideas. In this context, we define Craft according
to four criteria: knowledge taught from master to
apprentice; production based on natural materials
and traditional techniques; “small in place - slow
in time” production methods; and generation of
economic value through craft practice. We also
define Creatives as individuals who are seeking to
make creative, innovative, unique or limited series
productions in the field of art, design and beyond.

The Creative-Craft Collaboration idea is based
on Bilal's ongoing research on craftsmanship
in Istanbul, his creative collaborations with
craftsmen that constitute a big part of his
practice, and Lydia’s experience in creating art
for social change projects and curating tools that
activate spaces and communities. The invitation
from Gate 27 to spend a month in Ayvalik seemed
like the perfect opportunity to expand Bilal's
research to a new city and in the process further
develop the Creative-Craft Collaboration platform,
focusing on its scalability, adaptability and
transferability.

Ouir first task was to map craftsmanship in
the city and organise the information in order to
share it, both with the local craftsmen themselves
and with future residency artists. This would be
a first step toward visualizing the craft studios’
existence in the city, contributing to their own
network and activating their potential through
possible collaborations with Gate 27 and other
creatives. Most of the people we initially met told
us there were very few craftsmen left to map.
However, walking around the city, following dust
and the sounds of machines at work, and taking
references from people we met along the way,
we mapped 36 craftsmen studios in about 10
days. Apart from the basic data we gathered (i.e.
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ederek ve yol boyunca tanistigimiz insanlardan
aldigimiz tavsiyelerle yaklasik 10 giinde 36 zanaat
atolyesi belirledik. Konum, zanaat turd, malzeme
ve deneyim gibi temel verileri toplamanin

disinda bircok hikaye dinledik, sehrin gecmisi ve
buguni hakkinda ¢ok sey 6grendik ve zanaatlarin
gelecekteki potansiyeli Uzerine dusunduk. Her
goérismenin sonunda, ustalardan bize zanaatlarini
ve deneyimlerini temsil eden bir nesne vermelerini
istedik. Bu, islevini yitirmis bir malzeme ya da alet
olabilirdi. Bircogu, baskalarinin onlarin varlhigini
hatirlamasina ve zanaatlarina deger vermesine
duyduklari sikran duygusunu goéstermek Uzere,
kendileri icin manevi degeri olan bir nesne secti.
Her gun bu nesneleri sehrin gesitli yerlerine ve
kaldigimiz mekana tasidik. Her gtin nesneler ve
hikayeleri, yasadigimiz ve calistigimiz mekanda,
etrafimizda birikti. Her gun yerlerini degistirdik,
onlari yeniden duzenledik ve kategorize ettik;
s6zIU tarihin belgeleri olarak islev ve degerlerinden
bahsettik. Boylelikle tartismalarimiz, tek bir

location, craft, material, years of experience), we
heard many stories, learned a lot about the city,
its past and present, and imagined the future
potential of crafts. At the end of each interview, we
asked craftsmen to give us an object representing
their craft and experience — a piece of material
or a tool that had lost its function. Most of them
chose something of sentimental value, to show
their appreciation for the fact that someone took
the time to acknowledge their existence and give
value to their craft. Day after day, we carried these
objects around the city and to our residence.
Day after day, the objects and their stories
accumulated around us in the space we lived and
worked. Day after day, we moved them around,
reorganized and categorized them, talked about
their function and value as testimonials of oral
history. Thus, our discussions oscillated between
the very specifics of a single object and the wider
meaning of crafts and their potential.

Soon, we also started thinking about how we
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nesnenin ayrintilari ile zanaatlarin daha genis
anlami ve potansiyeli arasinda gidip geldi.

Cok gegcmeden, deneyimlerimizi
ve dusUncelerimizi baskalariyla nasil
paylasabilecegimizi dUsinmeye basladik. C6zUm
yani basimizdaydi: Odamiza kurulacak bir isik,
golge ve ses yerlestirmesi araciligiyla nesneler
kendi hikayelerini anlatabilirlerdi. Bu stregte
zanaat Uretimi esnasinda ortaya ¢ikan sesler
ile sehrin cokkulturld ge¢gmisini harmanlayarak
yerlestirmenin anlatisina paralel bir isitsel
ambiyans yaratan bir ses tasarimcisinin ve
yerlestirmenin aydinlatma aksesuarlarini Greten
yerel bir ustanin destegdini aldik. Ortaya ¢ikan
sonug, yaptigimiz arastirmayla birlikte sehirdeki
zanaatlarin varliginin ve degerinin etkili bir
bicimde gorsellestiriimis haliydi. Ayrica, atolyeleri
zanaatin turu ve malzemesine goére siniflandiran
bir harita ile Yaratici-Zanaatkar isbirlikleri’'ne
yaklasimimizi tarifleyen bir metin olusturduk.
Haritanin kopyalarini sehirdeki zanaat atdlyelerine
dagittik, belediye baskanina elden ulastirdik ve
programin gelecekteki konuk sanatcilari igin bir
rehber olarak yerleskeye biraktik.

Ayvalik'ta gegirdigimiz zaman, uzun vadeli
Yaratici-Zanaatkar isbirligi planimizin Gg
adimini da igeriyor: Haritalama, Bag Kurma
ve Yeniden Etkinlestirme. Yerel zanaatkarlar

could share our experiences and thoughts with
others. The solution was right there in front of

us: the objects themselves would tell their own
stories, through an installation with light, shadow
and sound in our room. We received contributions
from a sound designer, who created a sonic
ambience combining craft sounds and the city’'s
multicultural past through the narrative of the
installation; and a local master who made the
fixtures of the installation lights. The result was
an effective visualization of our research and

the existence and value of crafts in the city. We
also produced a map, categorizing the studios

by craft and material, as well as a text describing
our approach to Creative-Craft Collaborations.
We distributed the map to the studios in the city,
handed it to the city’'s Mayor, and left it as a guide
for future residency artists.

Our time in Ayvalik encapsulates our long-
term Creative-Craft Collaboration plan, which has
three steps: Mapping, Connecting, Reactivating.
Mapping the local craftsmen and making their
potential visible leads to Connecting: connecting
craftsmen and creatives, building a community
and a network spread in various cities. And finally
Reactivating: encouraging creative collaborations
and redefining the value of Craft in society. This
establishes hybrid, physical and conceptual

Ayvalik'ta Zanaat

Isik, gdlge ve ses yerlestirmesi

Ozel Uretim aydinlatma: Adnan Ok (kalaycl) isbirligiyle

Ses tasarimcisi: Rubar Dindar

Craftsmanship in Ayvalik, installation with light, shadow and
sound

Custom made lights in collaboration with Adnan Ok
(whitesmith)

Sound Design by Rubar Dindar

Bilal Yilmaz & Lydia Chatziiakovou 41

CUNDA

El =
ElsEA

Craftsmanship
in Ayvalik

Crafsmanship in Akl proect s oy
crzated by Bill Yimaz (artist) -
and Lydia Chatzilakeven [curineg

in the frarmework of

Gae 77 Reskdency,

AYVALIK
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Ayvalik'ta yasayan zanaat ustalarini iceren harita
Map of craftsmen in Ayvalik

haritalandirmak ve potansiyellerini gérunur
kilmak, zanaatkarlar ile yaraticilar arasinda bag
kurulmasina, gesitli sehirlere yayilmis bir topluluk
ve ag olusturmaya yardimci oluyor. Son adim olan
yeniden etkinlestirme ise yaratici isbirliklerini
tesvik etmeye ve zanaatin toplumdaki degerini
yeniden tanimlamaya yardimci oluyor. Bu Ug¢
adim, guclu sosyal etkiye sahip hibrit, fiziksel

ve kavramsal alanlar olusturuyor. Bu alanlarda
geleneksel zanaatkar atélyesi, makerspace/fab-lab
ile bulusarak bilgi paylasimini, deneme yoluyla
birlikte 6grenmeyi; malzemeleri, araglari, teknikleri
ve ekipmanlari yeni yollarla harmanlamayi,
yenilikci trtnler ve deneyimler yaratmayi
mumkun kihyor.

spaces with a strong social impact. In these
spaces, the traditional craftsman’s studio meets
the makerspace/fab lab, enabling information
sharing; co-learning through experimenting;
and blending materials, tools, techniques and
equipment in novel ways to create innovative
products and experiences.
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Lynn Criswell

Gate 27'de gegirdigim ay, kendisi de burada
konuk sanatgi olan esim Michael Bishop ile
Sabanci Universitesi'nde uluslararasi misafir
ogretim gorevlisi pozisyonunu paylastigim dort
aylik donemin ardindan geldi. Kampuste bir
atolyem vardi ve birkag proje Uzerine ¢alisiyordum,
dolayisiyla yanimda devam eden pek ¢ok isin yani
sira, gelecek isler i¢cin henuz netlesmemis fikirler
getirmistim.

Kaliforniya'daki atdlyemden uzaktayken,
islerin kolayca tasinabilir olmasi i¢in daha kuguk
olgekte galisiyorum. Bu tekil parcalar bitmis
sanat eserleri olarak degil, daha ziyade olasi daha
buyuk kompozisyonlar igin eve dondigimde
kullanacagim unsurlar olarak gériyorum. Bu
kugUk resim, baski ve fotograflara ekleme,
¢ikarma yapiyor, onlari susltyor ya da yonunu
degistiriyorum; son 11 yildir bu sekilde ¢alismaktan
keyif aldim. Bu yaklasimin Gate 27'de ¢alismak
icin de ideal bir yol oldugunu dustnuyor,
Yenikdy'de olmanin neye evrilecegini gérmek igin
sabirsizlaniyordum.

Mekanin Ust katinda, Bogaz'a bakarak
calismayi tercih ettim. Gate 27'nin manzarasi
muthis ve Bogaz'a 10 dakikada yUruyerek
inebiliyorsunuz. Bati ile Dogu'yu ayiran ve
birlestiren Bogaz'daki daimi uluslararasi petrol ve
konteyner trafigini fark etmem uzun sirmedi. Hig
durmayan ticaretin manzarasi, degisken ikiligin
mukemmel karisimi olarak, bende hem romantik
hem de tehditkar bir izlenim birakti.

Bu araliksiz ulagim faaliyetini resmetmek
istedigimi biliyordum, boylece bir gunt gemilerin
cesitliligini fotograflayarak gecgirdim. Gergekten
sakin olan tek zaman aksamdi. Ancak Gate 27'de
bulundugum kisa sure iginde hicbir sey ortaya
citkmadi ve gemi fotograflari ben 2020'nin Ocak
ayl sonunda —-COVID-19 baslarken- Kaliforniya'ya
geri donene kadar bilgisayarimda atil beklediler. O
noktada daha romantik bir hissiyata buaridnduler.
Gemiler ne de olsa hala, dunyanin geri kalaninin
tersine, agik havada ve hareket halindelerdi.

1 numarali fotograftaki resim, Gate 27'nin Ust
katindaki masamda kok salmisti.

Diger bir ilham kaynagi, Yenikoy'deki ev ve
bahcgesiydi. Burada yerlestirmeler igin sayisiz
firsatlar ve seyir icin farkl alanlar vardi. Ben
de evin bazi i¢ mekanlarindan faydalandim.

En davetkar buldugum Ug alan séminenin

The month | spent at Gate 27 was at the end of a
four-month shared international visiting teaching
position in Istanbul at Sabanci University with my
husband, Michael Bishop, who was also a resident
artist at Gate 27. | had a studio on campus and
was working on a number of projects, so | brought
with me several works-in-progress, as well as
unresolved concepts for future works.

When I'm away from the studio in California
| work on a smaller scale so they can be easily
transported. | see these individual pieces not
as finished artworks but more as elements for
possible larger compositions when | return home.
From this collection of small paintings, prints and
photographs | can add, subtract, embellish, or
change direction, and for the last 11 years | have
enjoyed working in this way. | found this was also
an ideal way to approach working at Gate 27,
and | was looking forward to seeing what might
develop from being in Yenikoy.

| chose to work upstairs looking out towards
the Bosphorus Straits. The views from Gate 27
are stunning, and you can walk downhill to the
Bosphorus in 10 minutes. It didn't take me long to
notice the constant international oil and container
traffic traveling through the Straits, which divides
and unites the West and East. The view of non-
stop commerce struck me as both romantic and
threatening, the perfect mixture of volatile duality.

I knew | wanted to illustrate the perpetual
transport activity, so | spent a day photographing
the variety of ships. The evening was the only time
it was truly calm. But nothing clicked in the short
month | was at Gate 27, and the ship photographs
lay dormant as files on my computer until |
returned to California in late January 2020 - the
beginning of COVID-19. At that point they took
on a more romantic sentiment. The ships after all
were still in the fresh air and on the move, unlike
the majority of the world. The painting in image 1
has its roots from my upstairs perch at Gate 27.

Another inspiration was the house and
grounds in Yenikdy; there are numerous
opportunities for installations and areas for
contemplation. | took advantage of some of the
interior spaces in the house. The three areas |
found the most inviting were the tall narrow living
room wall left of the fireplace, the intimate wall at
the end of the upstairs hallway, and at the top of

solundaki yuksek, dar oturma odasi duvari,
Ust katta koridorun sonundaki kuytu duvar ve
merdivenlerin basiydi.

Bu ayri U¢ nokta igin Ug ayri eser Urettim:
ilk olarak, yliksek duvar, Sabanci kampusinde
ders verirken her giin 6nunden gec¢tigim 296
cm uzunlugundaki Katalpa agacina ait, iki
ucu birlestirilmis ve yeniden sekillendirilmis
fotograflarim icin mikemmeldi. ikinci eser,
Kaliforniya'daki evimin arkasinda bulunan meyve
bahcgesinden getirdigim, bir agackakan deliginin
fotografik yeniden uretimi, koridorda yeni evini
buldu. Uclinct ve son olarak ise merdivenin
tepesine yerlestirilen iki Dibond baski fotograf,
izleyiciyi buyuk boy beton bir tavsanla g6z gore
getiriyor ve izleyiciyi tavsanla bag kurmaya,
onun ikinci yoldasi olmaya davet ediyordu. (Tum
fotograf baskilari istanbul'da Lamarts Fine Arts
Lab'da basildl.)
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the stairs.

| fabricated three unique works for these
locations: Firstly, the tall wall was perfect for my
spliced and reconfigured photographs of the 296
cm (9'7") tall Catalpa tree | passed everyday while
teaching on the Sabanci campus. My second work,
the photographic reproduction of a woodpecker’s
hole transported from the orchard behind my
house in California, found a new home in the
hallway. And thirdly, the placement at the top of
the stairs of two Dibond photographs brought
the viewer eye-to-eye with an oversized concrete
rabbit and invited the viewer to engage with the
rabbit and become its second companion. (All the
photographic prints were printed at Lamarts Fine
Arts Lab in Istanbul.)

In addition to working with these three
locations, | continued to collect new images
through painting, printing and photographing
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Bu Uc¢ noktada galismanin yani sira resim,
baski, fotograf ve Yenikdy bolgesini kesfetme
yoluyla yeni géruntuler toplamaya devam ettim
(bkz. Resim 2. Atdlye duvari). Eve dondugumde
bunlarin ¢cogu daha buyuk resimlerin Uretiminde
kullanacagim, elde kesilmis temel parcalara

doénusturuldu (bkz. Resim 3. Elde kesilmis kagitlar).

4-10 numaral fotograflarda géridnen islerin tumu
bir dlcide Gate 27'de basladi ve Kaliforniya'daki
atélyeme geri dondigumde tamamlandi. Gate
27'deki atdlyede gecirdigim zaman uretken ve
tatminkardi.

Gate 27 ekibine beni davet ettikleri i¢in
tesekkur etmek istiyorum ve gelecekte baska bir
olasi ziyareti iple ¢gekiyorum.

and exploring the area around Yenikdy (see 2.
Studio Wall). When | returned home, many of
these were translated into cut-out lead pieces
for large painting constructions (see 3. Lead Cut-
Outs). Images 4-10 were to a degree all started
at Gate 27 and completed when | returned to my
studio in California.

The studio time at Gate 27 was productive and
rewarding, and I'd like to thank the people at Gate
27 for inviting me and look forward to another
possible visit in the future.
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Bir stredir calismalarimin odagini cografya,
insanin dogaya mudahalesi, mekandaki izler

ve donusumler olusturuyor. Dolayisiyla Gate 27
Yenikdy'deki konuk sanatgi programina baslarken
héalihazirda aklimda olan bunker kavrami Uzerine
calismaya karar verdim ve Paul Virilio'nun

Bunker Arkeolojisi adli kitabinda bahsi gegcen
siginak mimarisi konusu uUzerinden kendi siginak
modellerimi olusturabilir miyim sorusuyla yola
cikarak cizimler yaptim. Kitaptaki bilgi ve gorseller
sure¢ boyunca bana referans oldular ve yaptigim
eskizlere kaynak olusturdular.

Yenikoy'e ilk geldigimde buradaki yapili
cevre ilgimi gekti. Bir tarafta gecekondu benzeri
yapllar yer alirken, diger tarafta guvenlikli
siteler bulunuyordu. Program suresince, etrafi
gozlemlemek icin de ¢ok fazla zamanim
oldu. Daha ¢ok insanlarin mudahale ederek
degistirmeye calistigi yerleri ya da kendi haline
birakilmis mimari yapilari fotografladim. Mekana
gidis gelislerimde fotografladigim ve videoya
kaydettigim goruntuler, gérsel notlarim olarak
duvarimda bana yol gdsterici bir rol Ustlendi. Yol

Yeni bir Atmosfer
Arayisl igin Eskizler
2020, Kagit Gzerine
karakalem, fuzen ve
murekkep

Sketches in Search of
a New Atmosphere
2020, Pencil, charcoal
and ink on paper

For a while now, in my works | have been focusing
on geography, human intervention in nature, and
their traces and transformations in urban space.
Therefore, as | began the artist residency program
at Gate 27 in Yenikoy, | decided to work on a
concept that | already had in mind, the concept of
bunker; setting out from the notion of defensive
architecture mentioned in Paul Virilio's book titled
Bunker Archeology, | made drawings investigating
the possibility of creating my own shelter models.
The information and images in the book served as
references throughout this process and became
the source of my sketches.

When | first arrived in Yenikdy, | was intrigued
by the built environment. On one hand there was
a stretch of shanty houses, and on the other gated
communities. Over the course of the program, |
had plenty of time to observe the surroundings
as well. | mostly photographed the sites that
people have tried to change through interventions
and the architectural structures that have been
left alone. The images | photographed and
recorded on my way to and from the residency

Uzerinde rastladigim gecekondumsu yapillar,
insanlarin ki¢uk mudahalelerle donusturdukleri
yapl veya nesneler ile etrafta dolasan hayvanlar
topladigim goéruntuler arasindaydi. Yenikdy ve
etrafindaki yapilar ile bu yapilarin mimarileri ve
dogayla iliskileri burada urettigim eskizlerin diger
bir ¢ikis noktasi oldu.

Bunlarla beraber Yenikdy'in degisen
altyapisal tarihini arastirmaya basladim. En ¢ok
merak ettigim nokta, yapilasmadaki bu ikiligin
gunumuzde nasil hala bu denli sert bir sekilde var
olabiliyor olmasiydi. Bu da yine siginak meselesine,
korunakli-korunaksiz yapilara ddnmeme sebep
oldu. Guncel kent sorunlari, gégmenlik ve barinma
hakki Gzerinden kisinin fiziksel glvenlik sinirlarini
olusturabilmesi hala Gzerine okumalar yaptigim,
arastirdigim meseleler. Bu eksende bunkerlarin
yani sira gé¢menlerin ya da evsizlerin yerlestikleri
alanlardaki dagilimlari ve kurduklari barakamsi
yapilarla ilgileniyorum.

Turkgede korugan olarak adlandirilan
bunkerlar, ikinci Dinya Savasl 6ncesinde savunma
adina 6nem kazanmis, savasin dogrudan
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premises served as my visual notes posted on
my wall guiding me through the process. The
shanty houses | encountered along the way,
structures or objects transformed by small human
interventions, and the animals wandering the
streets were among the subjects of the images
that | collected. Yenikdy and structures in its
environs along with their architectures and
relationships with nature became yet another
point of departure for the sketches | produced
here.

In the meantime, | started to research the
shifting infrastructural history of Yenikdy. What |
was most curious about was how this duality in
housing and construction could still exist today
with such ferocity. This, in turn, brought me back
to the issue of shelter, and of safe-vulnerable
structures. Contemporary urban problems,
migration and the right to housing with respect
to a person'’s ability to establish her physical
security boundaries are issues that | still read
about and research. Thus, along with bunkers | am
also interested in the hut-like structures built by
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etkiledigi ve etkisinin hissedildigi bircok tulkede
insa edilmisti. Peki her sey yok olursa ve tekrar

bir hayat kurmak zorunda kalirsak bugiln
Uretecegimiz bir siginak modeli nasil bir yapi
olmaliydi? insanlarin temel ihtiyaglari neler
olurdu? Bu sorulardan hareketle gizimlerimde

bir nevi kacis alanlari, siginabilecek alanlar
olusturmayi amagladim. Program sonunda da bu
calismalar ve Yenikdy cografyasina dair topladigim
gorsel not ve bilgiler ile Gate 27'de bir duvar
yerlestirmesi olusturdum. Bu eskizler halen stidyo
duvarlarindan birinde gérulebiliyor.

Gate 27'de tamamlamayi dusindigum fakat
cesitli sebeplerden 6turu gergeklestiremedigim,
ayni temayi isleyen ug¢ boyutlu bir calismayi o
dénemde Depo istanbul'da diizenlenen Yukarida
Sis Asagida Toz Bulutu adli sergi i¢in GUretme
sansi buldum. Gate 27'de yaptigim eskizlerden
hareketle olusturdugum siginak modeli,
mekanin bir odasindaki tali kirisin altina islevsiz
ve korunaksiz bir sekilde yerlestirildi. O donem
okudugum, Rober Haddeciyan'in Tavan adl kitabi
da bu isin referanslarindan biri oldu.

Arastirma konularim dolayisiyla sinema
ve edebiyattaki distopik evrenlerden ¢okca
besleniyorum. Her seyi yoktan var etmeye ¢alisan

migrants or the homeless, and their patterns of
settlement.

Prior to the Second World War, bunkers had
become important for defense purposes and were
built in many countries affected by the war. So
then, if everything were destroyed and we had to
rebuild a life again, what would be the structure of
the shelter model that we would have to produce
today? What would be the basic needs of people?
Setting out from these questions, | aimed to
devise, as it were, escape routes, refuges in my
drawings. And at the end of the program, | created
a wall installation at Gate 27 with these works and
the visual notes and information | had gathered
on the geography of Yenikdy. These sketches can
still be seen on one of the studio walls.

Meanwhile, | found the opportunity to
produce a three-dimensional work tackling the
same theme—which | had hoped to finalize at
Gate 27 but for various reasons could not—for an
exhibition titled Up above was fog, down below
was a cloud of dust organized at Depo Istanbul.
The shelter model | created based on the sketches
I had made at Gate 27 was installed under a
secondary beam in a room of the exhibition
venue, bereft of function and protection. Rober
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distopik kurgular ilgimi ¢ekiyor, 6rnegin daha ¢ok
Robinson Crusoe hikayesini andiran In my Room
ve Die Wand filmleri, Doris Lessing'in Briefing

for a Descent Into Hell ile The Memoirs of a
Survivor adl kitaplari islerime referans verdigim
kaynaklardan. insansiz doga, insan sonrasi yasam,
insansiz hava araglari, kusbakisi perspektif, savas
mimarisi ve mekansal mudahaleler islerimde konu
edindigim meselelerden. Diger taraftan Timothy
Morton'in “asimetri cagi” olarak tanimladigi
kavramla ilgileniyorum. Morton, apokaliptik
cevreciligi modasi gegmis bir kavram olarak
tanimliyor; buna “dUnyanin sonu” ismini veriyor ve
bunun dogrudan hipernesnelerle ilintili oldugunu
yaziyor. Ben de su anda hipernesneleri etraflica
arastirdigim bir sureg igcindeyim.

Haddeciyan’s book Ceiling, which | was reading
at the time, became one of the references of this
work.

Owing to my subjects of research, | am greatly
nurtured by the dystopian universes in cinema
and literature. | am drawn by the dystopian setups
that try to create everything out of nothing; for
instance, the films In my Room and Die Wand,
which rather resemble the story of Robinson
Crusoe, and Doris Lessing’s books Briefing for a
Descent Into Hell and The Memoirs of a Survivor
are among the sources that my works reference.
The issues that | tackle in my works include nature
devoid of humans, life after humanity, unmanned
air vehicles, bird's-eye view, war architecture,
and spatial interventions. On the other hand, |
am interested in a concept that Timothy Morton
defines as “the age of asymnmetry”. Morton refers
to apocalyptic environmentalism as an obsolete
concept, calling it “the end of the world” and
writing that this is directly related to hyperobjects.
Right now, | am also engaged in a thorough
process of research on hyperobjects.
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Cali Siiptirgesi Tanrisi
Mese

Gate 27 Ayvalik'in bulundugu yarimadaya ilk
gidisim, boélgedeki siddetli bir firtinanin devirdigi
asirlik bir mese agacini gérmek icindi. Kéklerinden
kopmus mese agaci vinglerle kaldirilip yerine
oturtulmus, gelik halatlarla desteklenmisse de
yasatilamamisti. Bu agaci ¢cok seven sahibesi
tarafindan hatirasi icin ne yapabiliriz diye
dustunmek Uzere davet edilmem Gate 27 Ayvalik
programina katilmamdan yaklasik bir yil énceydi.
Dolayisiyla buranin rtizgariyla, kendisinden 6énce
sebep olduklari Gzerinden tanismis oldum.

Koéklerinden kopmus ve devrilmis devasa bir
agag imgesi ya da hikayesi bana epey huzunlu
goérundu. Agacin kendisi, heybetli dallarinin
kapladigi hacim, Gzerine devrildigi toprak,
toprakta olusan gukur... Ve dikey, dogurgan, ulu ve
gurbuz bir halden, tGzerine devrildigi omzundaki
kirik dallariyla yeni yatay pozisyona gecis: Olum.

Belki yanlistir ama yogun bir inanma istegim
oldugu i¢in hi¢gbir zaman dogrulama yoluna
gitmedigim bir bilgi, “agaclarin dal ve koklerinin
yer Ustundeki derinlik ve ¢ap buyUukligunun
yerin altinda da simetrik bir sekilde var oldugu”
bilgisi, bolgedeki rizgarin 6l¢cegini daha da merak
etmeme sebep oldu.

Gate 27 Ayvalik'in bulundugu yarimadaya
agustosta vardim. Hava ¢ok sicak olmasina
ragmen kuvvetli ve serin bir rizgar karsiladi beni.
Programin GgUncid konuguydum ve dnceden
planladigim bir projem yoktu, tam tersine,
gittigim yerde karsilasmayi, bulmayi ve yapmayi
arzuluyordum. Oyle de oldu; Antik dénemde adi
“Aeolia”, yani “ruzgar Ulkesi"” olan bir bélgedeydim
ve rlzgar geldigim gunden itibaren bana rehberlik
etti.

Riizgarin getirdikleri

Midilli'yi, Cunda'yi ve Ayvalik sehir merkezini
karsisina alan yarimadanin sahilleri, rdzgarin
denizin yUzeyinden toplayip kiyiya tasidiklariyla
dolu. Ruzgar bu yénuyle her gece denizi stpuren,
temizleyen bir ¢ali sipurgesi tanrisi gibi.

Burasi issiz bir ada olsa ve dunyanin geri
kalanina dair hicbir bilginiz olmasa, sahile
vuranlari bir arkeolog gibi inceleyerek bu yer ve

God of the Broom
Oak

My first visit to the peninsula where Gate 27
Ayvalik is located was to see a centenary oak

tree felled by a violent storm surging through

the region. The uprooted oak tree was lifted with
cranes, set back up and supported with steel
cords; however, it could not be kept alive. It was
about a year before | joined the Gate 27 Ayvalik
program that the owner of the oak who dearly
loved this tree invited me over to ponder what we
could do to preserve its memory. Thus, | made my
acquaintance with the wind of this region through
what it begot, before we ever met in person.

The image or story of an uprooted and fallen
gigantic tree seemed tristful to me. The tree itself,
the volume occupied by its majestic branches,
the earth it toppled over, the hollow it left in the
ground... And the transition from a vertical, fertile,
sublime and robust state to a new horizontal
position with its branches broken on its shoulder
that it fell over: Death.

Perhaps it is wrong, but something | heard,
and never chose to verify because | intensely will it
to be true, made me ever more curious about the
scale of the wind in the region, namely that “the
overground magnitude of depth and diameter of
the tree branches and roots exists symmetrically
underground as well”.

| arrived on the peninsula that hosts Gate
27 Ayvalik in the warmest month of summer,
in August. Even though it was very hot, it was a
strong and cool wind that welcomed me. | was
the third guest of the program and did not have
a preplanned project; on the contrary, | wanted
to encounter, find and make it there. And that
is what happened, | was in a region known in
ancient times as “Aeolia”, that is, “the land of the
wind”, and the wind guided me as of the day | set
foot here.

Ushered by the wind

The shores of the peninsula that faces Lesbos,
Cunda and Ayvalik city center are filled with what
the wind gathers from the sea surface and carries
ashore. The wind, in that aspect, is like a god of
the broom that sweeps and cleans the sea every
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buradaki yasam hakkinda sosyolojik ¢cikarimlara
ulasabilirsiniz.

Geriye kalmis seylerin cogu hatirlattiklari
yuzunden biraz hUzUnludur, bazilari ise insani
nefessiz birakacak kadar hGzunladur: bir fener,
bebek ayakkabisi, bir duduk, su gecirmez
kiyafetler, bazen de bir deniz botunun kendisi...
Sizi yasamla 6lUm arasinda hayatta tutacak olan
temel seyler yani.

Bu nokta, Suriye'deki i¢ savas sonrasinda
Turkiye Uzerinden Avrupa'ya gitmek isteyenlerin
en yogun kullandigi rota Uzerinde. Kiyiya
vuran tuketim Urunlerinin ambalajlari, tketim
aliskanliklari, Gretim zincirleri, tedarikgiler,
kaynaklar, hammaddeler, hammaddesi olanlar
ve ona sahip olmak isteyen digerleri, savaslar ve
tukenen hayatlar... Kiyidaki her sey modernizm ve
sebep olduklari tzerine sembolik olarak ¢ok sey
anlatiyor.

Burada kaldigim sure boyunca kiylya vuran
bu seyleri dnce izledim, sonra da topladim. Onlari
temizleyip derleyip yan yana dizdim, rizgéar
ucurmasin diye de tellerle topraga sabitledim,
yeniden devrilmemesi icin meseyi tutan teller
gibi. Yalnizca teller bu sefer koklerinden kopup
devrilmis tek bir agaci degil de, kdklerinden
koparilmis, yeni topraklarini arayanlarin
hayaletlerini ayakta tutmaya c¢alisiyor gibiydi.

night.

If this were a deserted island and you had no
knowledge of the rest of the world, you could, like
an archeologist, explore that which washes ashore
and make sociological inferences about this land
and its inhabitants.

Most remains are already saddening for
what they remind, but some are blindingly sad:

a lantern, a baby shoe, a whistle, waterproof
clothes, and sometimes a boat itself... That is, the
fundamental things that will keep you alive when
you are between life and death.

This geographical location is on the route most
widely used by those who want to cross through
Turkey to Europe in the aftermath of the civil
war in Syria. Wrappings of the consumer goods
that wash ashore, consumption habits, chains of
production, suppliers, resources, raw materials,
those who have raw materials and others who
want to own them, wars and depleted lives...
Everything on the shore symbolically says a lot
about modernism and its consequences.

Throughout my residency, | first watched these
things that wash ashore, and then | collected
them. | cleaned, codified and lined them up side
by side, and | fastened them to the ground with
cords so that the wind would not blow them away,
like the cords that held the oak so that it would
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Bir servi agacinin altinda yan yana, dip dibe
konuslandirilmis birimler kiguk bir ormani
hatirlatiyordu, ya da taslarinda isim yazmayan bir
mezarlig; bir hayaletler mezarhigini... Ve bu yeni
peyzaj Cunda ve Midilli'nin karsisinda, tasarlanmis
bir bahce icinde alternatif, yabani bir bahce
olusturdu.

Ruzgari dinlemek icin bir bahge.

RUzgar gérmek igin bir bahge.

Geriye kalanlar Gzerinden geride kalanlari
dusunmek igin bir bahge.

Zefir

Zephyros: Yunan mitolojisinde bati riizgari tanrisi.

RUzgar, ancak ona maruz kaldigimizda ya da ona
maruz kalan bir nesneyi izledigimizde kendisi,
yonu, siddeti veya duygusu hakkinda fikir
verebilir bize. Bu gérinmeyen, gugclu, gizemli
‘sey’, tarih boyunca defalarca ve cesitli sekillerde
kisilestirilmis, bazen cezalandiran, yakip yok eden
bir tanri, bazen de bir yerden bir yere bir seyler
tasiyan bir melek olagelmistir. RUzgari bilimsel
yontemlerle inceleyip fizik yasalariyla aciklanir
hale getirmemiz, yani onu tanrilar katindan hava
durumunun bir meselesine indirgememiz ise ¢ok
yakin bir zamana tarihlenir.

Ruzgari buyuk bir ylzey Gzerinde gérunur ve

not fall again. Only this time it was as if the cords
were trying to hold up not a single uprooted and
fallen tree but the ghosts of those seeking their
new lands. Units deployed side by side close
together under a cypress tree were reminiscent of
a small forest, or a graveyard without names on its
headstones; a graveyard of ghosts... And this new
landscape inside a designed garden across from
Cunda and Lesbos constituted an alternative,
untamed garden.

A garden to listen to the wind.

A garden to see the wind.

A garden to think, through the remnants,
about the ones that remained behind.

Zephyr

Zephyrus: God of the west wind in Greek
mythology.

The wind can give us an idea about itself, its
direction, its magnitude or feeling only when we
are exposed to it, or when we watch an object
exposed to it. This invisible, strong, mysterious
“thing” has been time and again personified in
various forms throughout history, sometimes as a
punishing, devastating god, and sometimes as an
angel carrying things from one place to another. It
is only recently that we have scientifically studied

Ahmet Dodu ipek

daha iyi izlenir/okunur kilmak icin, hentz kullanihp
parcalanmamis buyuk bir naylon edindim. Bu
yaklasik 30 m? ebadinda, insaatlarda kullanilan
tdrden bir Grln. Zar gibi ince ve ¢ok genis bir
yuzeye sahip oldugu icin rizgara aninda tepki ve
uyum gosterebilen bu naylonu neredeyse gittigim
her yere goétirdim ve bir tur rizgar 6lgme aleti
gibi kullandim. Gergek anlamda rtzgarla uyumlu
oldugu yerlerde u¢gmasin diye belli noktalarindan
sabitleyip karsisina gegip izledim. Bazen de
videoya ¢ekip kaydettim.

Ortaya ¢ikan duzensiz, 6ngoérulemez, surekli
devinen, donusen ve sonsuz olasilik barindiran
formlarin ortaya c¢ikardigi buyuk éruntd,
denizdeki ya da bir basak tarlasindaki salinmaya
¢ok benzerdi. Dlzensiz salinma géruntulerini
daha 6nce tanecik 6zelligi taslyan zimpara tozu,
dalga 6zelligi tasiyan su ve isik gibi maddelerle
denemis, makro lensler ve yuksek frame-rate
ozelligi olan kameralarla kaydetmistim. Kuguk
masaustu laboratuvarimdan farkli olarak bu defa
dogada ve buyuk bir ylzeyde, benim kontrolimde
olmayan bir itki guiclyle ¢calistim. Daha 6nce
baska malzemelerle ve ylzeylerde ¢ektigim
videolar, bu naylonun bélge rizgari altinda verdigi
soyut goruntulerle bir araya geldi ve “Zefir” adli
videonun althgini olusturdu.

Programin sonunda ziyarete gelecek konuklar
icin bUyUk naylonu Gate 27 Ayvalik'in ana yapisinin
gatisina, iki baca direginden faydalanarak astim.
Bu hem bahg¢eden ruzgari izlemek i¢in bir ekrandi
hem de gegmis ¢caglarda tepelere konumlanmis
kalelere asilanlara benzer bir bayrak; ama bayrak
olmayan bir bayrak.

GUndmuzde gergekten de Aeolia isimli bir
ruzgar ulkesi olsa, sinirlari ve gegitleri olmayan,
belki de bayragi béyle olurdu, kim bilir...

Renksiz, sembolsuz ve seffaf.
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the wind and rendered it explicable with laws of
physics, that is, demoted it from the echelons of
gods to a matter of weather.

To make the wind visible and better
observable/readable on a large surface, |
obtained a huge, unused and untorn nylon. This
is an approximately 30 m? product employed in
construction sites. It has a very large, water-thin
surface enabling it to instantly react and adjust to
the wind, so | took this nylon almost everywhere
| went and used it like some sort of wind gauge. |
fastened it at various ends so that it would not fly
away when it was truly in harmony with the wind;
then, | stood across from it and watched. And
sometimes | recorded it on video.

The large pattern arising from the emergent
irregular, unpredictable, constantly moving,
transforming forms that hold infinite possibilities
was very much like the oscillation on the sea or
in a grainfield. | had previously tried out irregular
oscillation images with materials like granular
emery powder and undulatory water and light,
and had recorded them with macro lenses and
high frame-rate cameras. Unlike the settings
in my small desktop laboratory, this time |
worked in nature and on a larger surface, with a
propulsion that was not in my control. The videos
| had taken before with other materials on other
surfaces came together with the abstract images
produced by this nylon blowing in the regional
wind, and created the base of the video titled
“Zephyr”.

Using two chimney poles, | hung the large
nylon on the roof of Gate 27 Ayvalik’'s main
structure for the viewing of the guests who would
come visit at the end of the program. This was
both a screen to watch the wind from the garden
and also a flag similar to those hung from castles
positioned on hilltops in the olden ages; but a flag
that is not a flag.

If there really was a land of the wind named
Aeolia today, without borders or gateways,
perhaps this is how its flag would be, who knows...

Without colors, without symbols, transparent.
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Medine irak

insanin doga ile kurdugdu iliski, pratigimin bir
parcasi. Ozellikle son zamanlarda sanatsal
Uretimim bu iliskiyi derinlemesine kesfetmek
Uzerine kurgulaniyor. Suphesiz bunda kendi
gozlemlerimin rolU buyuk: GUnluk glzergahim
Uzerinde bulunan Yedikule Surlari ile hemen
onundeki bostanlarin ¢atismali beraberligini
gozlemlemek, bana doga ve insan tarihinin belli
sureklilik ve degisimler Uzerinden ylrudagunu
dusundurttd. Bu cercevede defalarca gérdigum
Yedikule Surlari ile bostanlarin birlikteligi insan-
doga iliskisini anlatmasi bakimindan ilging
gelmeye basladi. Burada, daha sonra agiklamaya
calistigim bir diyalektik iliskiye tanik olmaktaydim.

Bostan beni, insanin dogayla kurdugu iliskinin
belli bir tasarim tzerinden kurgulandigi en ilkel
bicimine, topragi kendi hizmetinde kullanma
faaliyetlerinin baslangicina tasiyordu. Doganin bir
pargasini orijinal halinden c¢ikarip tahrip etmenin,
ayni zamanda onu, Uzerinde hakimiyet kurmak
icin i1slah etmenin ilk ginune isaret ediyordu. On
bin senelik bir faaliyetin tarihini bugtun, surlarin
onunden izlemek mumkundu. Surlar ise bu i1slah
faaliyetine kosut olusan bir toplumsal evrimin
kulturel tasarimini yansitan endustrileri iceriyordu.
Buna yon veren temel gudd, yerlesikligin getirdigi
korunma ihtiyaci ve bunun surlar ardinda
gerceklesmesiydi. iki farkl ancak baglantili stirec
bana bunlarin ait olduklari surekliligi ve degisimi
sunuyordu.

Toplumsal hafizada yer alan tarihi imgeler ve
bunlarin ¢cagrisimlari ile bir atmosfer yaratabilme
imkani veriyordu bu gézlem bana. Calismalarimda
bu atmosferde tamamen i¢ ice ge¢gmis suregleri
ve yarattigi etkileri anlatabilirdim. Ancak bu farkl
suregler hangi ortak paydada bulusuyordu?
Sureklilik ve degisimi saglayan temel faktor,
belirleyici unsur ne olabilirdi? Bu sorunun cevabini
Gate 27 Ayvalik'ta yaptigim ¢alismada daha net
olarak belirleyebildim.

Sureklilik ve degisimin ¢atismal birlikteliginin
ana belirleyicisi emek olmaliydi. insan emegi
devreye girince yerlesik duzen, tuketim toplumu
ve beraberinde tasarim gelmekteydi. Bu
yaklasim bana seriler halinde uUretim yapma
firsati saglayabilirdi. Teknik olarak, cogu zaman
gercekustu 6gelerin yardimiyla kurgulari akrilik,
yagliboya, kolaj, kil hamuru veya muadilleri,
¢ini murekkebi, kursunkalem, toz pastel

The relationship human beings establish with
nature is a part of my practice. Especially in recent
years, my artistic production has been built on an
in-depth exploration of this relationship. No doubt
my own observations play a big role in this: on my
daily route, observing the conflictual coexistence
of Yedikule City Walls and the vegetable gardens
right in front of them has made me think that
the history of nature and humanity proceeds
through certain continuities and changes. In this
framework, the coexistence of Yedikule City Walls
and the vegetable gardens, which | have seen
time and again, began to interest me in terms of
its narrative of the human-nature relationship.
Here, | was witnessing a dialectical relationship
that | will try to explain.

The vegetable garden was taking me back
to the most primitive form of the human-nature
relationship built with a certain design, that is,
to the beginning of the practice of using the
earth to serve the human being. It was pointing
at the very first day of altering a piece of nature
from its original state and destroying it, and
simultaneously rehabilitating it in order to
establish dominance over it. It was possible to
follow the history of a ten thousand years long
practice through the gardens in front of the city
walls today. Meanwhile, the city walls comprised
the industries that reflect the cultural design of
a social evolution taking place concurrent to this
rehabilitation. The basic motive guiding this was
the need for protection which was brought about
by sedentism and which could be satisfied behind
city walls. Two different yet connected processes
were presenting me with the continuity and
change that they belonged to.

This observation was giving me the
opportunity to create an atmosphere with the
historical images in collective memory and their
connotations. In my works | could have described
the processes that are completely intertwined
in this atmosphere and the resulting effects.
However, what was the common denominator
of these different processes? What could be the
fundamental factor, the determining element
that enabled continuity and change? | was able to
identify the answer to this question more clearly in
the work that | did at Gate 27 Ayvalik.

The main determinant of the conflictual
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Gate27 Ayvalik'tan Midilli'ye Bakis: Geceden, 20x30cm, Kraft kagit Gzerine toz pastel, suluboya ve murekkep, 2020
Look from Gate 27 Ayvalik to Mytilene: From the Night, 20x30cm, Powder pastel, watercolor and ink on Kraft paper, 2020

kullanarak yapabilirdim. Bu sUrecte de fotograf
cekip, sUreci belgeleyerek ¢iktilarini Gretimime
dahil edebilirdim. Programa katilmadan énce,
calismanin 6n hazirligini yaptim. Calismanin
hangi boyutlarda olacagi kafamda net olmasa
da mekana geldigimde alanin genisge olmasi
calismayi yapacagim yuzeyin belirlenmesinde
yardimci oldu.

Bostanlar ve surlarin isaret ettigi diyalektige
odaklanmam Ayvalik'la bigcimsel baglamda
ortustyordu. Doganin ve tas yapilarin, gegmisin
ve simdinin karsilasmasi ile tim bu sureclerin i¢
ice imgelerini resmettigim ¢alismayi panoramik
olarak hazirladim. Cogu zaman Gate 27
yerleskesinden yaplli ve yapil olmayan cevreye
bakarak eskizler ¢alistim. Calismanin ilerlemesi ve
belirginlesmesinde bu taslaklar ile Ayvalik’a dair
gozlemlerim etkili oldu.

Fiziksel emegin bagimlh oldugu dusunsel
emegdin oynadigi rolUn tespitinden yola

coexistence of continuity and change must have
been labor. Once human labor came into play
what followed were sedentary order, consumption
society and design. This approach could have
enabled me to produce in series. Technically,
oftentimes aided by surreal elements, | could have
assembled them using acrylic, oil paint, collage,
barbotine or its equivalents, India ink, pencil,
powdered pastel. In the meantime, | could have
taken photographs documenting the process and
included the outputs in my production. Before
attending the program, | did the preliminary
preparation for the work. | was not yet clear as
to its dimensions, but upon my arrival, seeing
the rather expansive space of the venue helped
determine the surface on which | would produce
the work.

My focus on the dialectic indicated by the
vegetable gardens and the city walls overlapped
with Ayvalik in terms of form. With the encounter
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Eskiz, 20x25cm, Kagit Uzerine karakalem, 2020
Sketch, 20x25cm, Charcoal on paper, 2020

cikarak, tasarimin, kultur endustrilerinin Gretim
sUreclerinin toplaminin dogayi donustirmek,
onun Uzerinde hakimiyet kurmak, dogayi
metalastirmaktan bagimsiz olamayacagi fikri
projemi de yénlendirmeye basladi. Bu haliyle
insan emegi, doga-insan iliskisi, sureklilik ve
degisimler ikileminde bir gelecek kurgusunun
fantastik 6geleri kendi dustn alanini yaratmaya
basladi. Bu yUzden program surecinde ortaya
¢ikan ¢alismamin bir seri projenin ilk adimi
oldugunu soyleyebilirim.

Suphesiz insan-doga iliskisi, tipki bugun
Yedikule Surlari ve bostanlarin gergekliginde
vlucut bulmus oldugu gibi, degisik versiyonlariyla
gelecekte de devam edecek. Ozellikle yagamin
gergekliginin, ¢éllesmenin, gelir dagilimi
bozukluklarinin, kuresel iIsinmanin dayattigi
degisimlerin yeni tarimsal faaliyetlerin, akilh

of the past and the present, and of nature and
stone buildings, | made a panoramic depiction
of the nested images of all these processes.
Most of the time, | made sketches in the Gate 27
premises looking over at the built and natural
environment. These drafts and my observations of
Ayvalik were instrumental in the progress and the
crystallization of the work.

Based on the role played by intellectual labor,
whereupon physical labor is dependent; the
idea that design, the totality of the production
processes of cultural industries, cannot be
independent from transforming, building
dominance over and commodifying nature began
to steer my project. Thus, the fantastic elements
of a future narrative began to create their own
fields of thought amidst the dilemmmas of human
labor, nature-human relationship, continuity and
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Gate 27 Ayvalik Bahgeden..., 20x12cm, Kagit Gzerine suluboya
ve murekkep kalem, 2020

From Gate 27 Ayvvalik's Garden..., 20x12cm, watercolor and ink
on paper, 2020

sehirlerin, cevre dostu binalarin yaratilmasinda
oynadigi rol gibi; yaraticiligin, tasarimin ve insanin
yeni dusuince ikliminin ¢ok daha belirleyici

olarak kullanildig; dijital donusumun, robotik
teknolojisinin, Endustri 4.0'larin, big data’larin
duinyasi da fantastik sanatsal Uretimi besleyecek
kapilari aciyor.

Gate 27 Ayvalik Bahgeden: Zeytin Agacinin
goblgesinde, Kagit Uzerine karakalem, 2020

From Gate 27 Ayvalik's Garden: In the shadow of the
Olive Tree, charcoal on paper, 2020

change. Therefore, | can say that my work which
emerged in the course of the residency program is
the first step in a series of projects.

Surely, the human-nature relationship
will continue in the future with its different
versions just like it has materialized today in the
reality of Yedikule City Walls and the vegetable
gardens. Just as the reality of life, desertification,
income inequalities and the changes imposed
by global warming play a role in the creation
of new agricultural practices, smart cities and
environmentally friendly buildings; the world
of digital transformation, robotics, Industry 4.0
technologies and big data, wherein creativity,
design and the new climate of human thought
are employed much more significantly, also opens
doors that will nourish the production of fantastic
art works.
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Ozgul Kahraman

Gate 27'nin Bogaz manzarali, yemyesil bir bahcede
konumlanan Beyaz EV'ine, guzel bir sonbahar
mevsiminde (1 Eylul-1 Kasim) konuk oldum.

Gate 27 misafirligim 6éncesinde, cevreyi gdorme
duyusu disindaki verilerle algilamaya odaklanan
yeni bir arastirma surecine girmistim. Beni bu
sUrece taslyan sey, sosyal cevre ve teknolojinin
bedene olumsuz etkilerini arastirdigim ve
bedende (deride) dokular olusturdugum bir
calisma pratigine odaklanmis olmamdi. Bu
kapsamda tasarladigim ¢alismalardan biri Braille
alfabesini icermekteydi. Bu tasarim, gérme yetisini
yitiren bireylerin dokunarak algilama yontemi ile
dokunsal calismalarim arasinda bir bag kurmami
sagladi. Boylece yabancisi oldugum korltk alanina
ilk adimi atmis oldum. Gozlerimizle algiladigimiz
cevreyi bakisin yonetimindeki ezberden
kurtarabilmek gayesiyle bu alandan beslenmek
istedim. Bu surecte ¢evreyi farkl duyularla
algilamaya dair pek ¢ok sey 6grendim, hala da
6greniyorum.

Gate 27'ye tasarim asamasini tamamladigim,
teknik hazirhgi stren bir performans dnerisiyle
gelmistim. Uygun kosullari olusturamayinca
tasarim asamasina henuz gegtigim Braille alfabesi
sistematigini iceren uygulamalara yogunlastim.
Braille alfabesi ile tasarladigim ¢alismalarin
neredeyse ilk Grunleri Gate 27'de ortaya ¢iktl.

Gate 27 misafir sanatglya, yaratici sureci
tetikleyen bir mekan sunarken ayni zamanda
alaniyla ilgili kisi ve kurumlarla temasa gegme
imkani sagliyor. Ben de Gate 27'deki misafirligim
esnasinda sanat pratigimi ve hayata gecirmek
Uzere oldugum bir sosyal sorumluluk projesini
yetkin kisi ve kurumlarla goruserek fikir
alisverisinde bulunma firsatini elde ettim. Bu
gorusmeler, Uzerinde ¢alistigim konularla
dogrudan iliskili kisilerle temasa gegmemi
sagladi. Projemde bilgi ve birikim olarak yetkin,
ayni zamanda goérme yetersizligi olan bir
partnere ihtiya¢c duyuyordum. Gate 27 araciligiyla
kurdugum baglantilar, aradigim 6zelliklere sahip,
simdilerde projeyi birlikte sekillendirdigimiz proje
partnerimle karsilasmamizi sagladi.

Bir sureligine de olsa, gunlik yasamin
sorumluluklarindan gérece uzak, kendinle
diyalog halinde olmak yaratici streci tetikliyor.
Diger taraftan genis studyolarda vakit gegirmek,

| was a guest of Gate 27's White House, nested in

a lush garden overlooking the Bosphorus during a

beautiful autumn (1 September-1 November).
Before my residency at Gate 27, | had entered

a new research process focused on perceiving the

environment through sensory data other than

that of sight. What brought me to this process was

my engagement with a working practice wherein

| researched the negative effects of the social
environment and technology on the body, and
within this framework, generated textures on the
body (on the skin). One of the works | designed
in this context involved the Braille alphabet. This
design enabled me to forge a bond between my

textural works and the tactual perception method

of visually impaired individuals. Thus, | took my
first step into the field of blindness, which was

unfamiliar to me. | wanted to be nourished by this
field with the aim of freeing our visually perceived

environment from the memorizations dictated
by sight. In this process, | learned a lot about
perceiving the environment through different
senses, and | am still learning.

| had come to Gate 27 with a performance
proposal whose design phase | had finalized and
was working on its technical aspects. However,
as | could not create the proper conditions for it, |
decided to concentrate on practices that include
the Braille alphabet system, which | had merely
carried to the design phase. Virtually the first
products of the works that | designed with the
Braille alphabet emerged at Gate 27.

Offering a space that triggers the creative
process, Gate 27 simultaneously provides the
resident artists with the opportunity to get in
contact with pertinent persons and institutions
in their respective fields. During my residency
at Gate 27, | too had the chance to meet and
exchange ideas with competent people and
organizations regarding both my artistic practice
and a social responsibility project that | am about
to realize. These meetings enabled me to getin
contact with people who are directly involved
in the issues | am working on. To carry out my
project | needed a competent and informed
partner with a visual impairment. Through the
connections | made via Gate 27, | met my current
project partner, who has the qualifications |

doganin sesini dinlemek, kahvemi icerken Bogaz
manzarasini izlemek, kitiphanedeki kitaplari
karistirmak Uretim surecine kolayca girmemi
saglarken; genis, gluzel mutfakta ilging tarifler
denemek desarj olmamin bir ydntemi haline
gelmisti.

Misafir sanatgl programinin, deneyimledigim
kadariyla, yararh yonlerinden biri de sanatin farkli
mecralariyla ilgili diger konuklarla bir arada olmak,
farkli bakis agilari ve metodolojilerle karsilasma ve
tartisma olanadi yaratmasi. iki aylik misafirligim
esnasinda iki farkl disiplinden sanatgiyla ayni
ortami paylasma sansim oldu. Hem birbirimizin
calismalarini gézlemledik, degerlendirdik, fikir
aligverisinde bulunduk hem de sanata ve yasama
dair pek ¢ok konuda sohbetler ettik.

Programin sundugu mekansal olanaklardan
biri de sanatgilarin Uretimlerinin alternatif
bicimlerde sunulabilmesiydi. Misafirligim
esnasinda Urettigim ve bir camekana
yerlestirdigim Notlar adli galismmam, mekanin
icinde ve disinda, var ile yok arasinda bir yerde
gezinirken, bu projeye iliskin hedeflerimden biri de

sought; presently, we are shaping the project
together.

Albeit only for a while, being relatively
away from the responsibilities of daily life and
conversing with oneself has a triggering effect on
the creative process. On the other hand, spending
time in the spacious studios, listening to the
sound of nature, watching the Bosphorus while
sipping my coffee and leafing through the books
in the library enabled a smooth transition to the
production process, not to mention my stabs at
interesting recipes in the large, beautiful kitchen,
which had become a method of blowing off steam
for me.

In my experience, yet another useful
aspect of the artist residency program is the
opportunity of being together with other guests
who are engaged in different media of art, and
encountering and discussing different points of
view and methodologies. During my two-month
long residency | had the opportunity to share
the same space with artists from two different
disciplines. We observed and commented on the
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gerceklesmis oldu: Retinaya hemen ¢arpmayan,
algilamak icin biraz zaman, biraz emek
gerektiren bir is Uretmek. Notlar'i, géranurldgunt
azaltabilmek icin seffaf malzemelerle Urettim.
Camekandaki isin gunes isigi ile bulusmasi,
calismaya yeni bir boyut kazandirdi. Notlar'in
ylUzeye yanslyan godlgesinin beklenmedik bir
goruntu olusturdugunu fark ettim. Simdilerde bu
prensibe uygun olarak, lokal isik altinda, golgesiyle
birlikte var olan isler de Uretiyorum.

Bu konuk sanatg¢i programi araciligiyla
ilk kez istanbul'da uzun soluklu yasama ve
sinirli da olsa istanbul’'u tanima firsati buldum.
Sanirm istanbul’'un blyusine kapildim.
istanbul'da yasadikga, olanaklarini fark ettikce
buradan ayrilmanin zor olacagini da anlamis
oldum. Dolayisiyla istanbul'da yasama fikrinin
olgunlasmasi ve bu cesareti géstermem Gate
27'de yasadigim sureg ile dogrudan iliskili.
Simdilerde bu surecgte ilk adimlarini attigim,
cevreyi gérme duyusu disindaki verilerle

works of one another, exchanged ideas and also
conversed on many subjects pertaining to arts
and life.

One of the spatial opportunities extended
by the program was the possibility of employing
alternative formats of exhibition to present the
artists’ productions. While the work | produced
during my residency and installed on a window
with the title Notes wandered inside and outside
the venue, somewhere between existence and
nonexistence, one of my objectives pertaining
to this project came true: producing a work
that does not immediately strike the retina
but requires some time and some effort to
be perceived. In order to reduce its visibility, |
produced Notes using transparent materials. The
meeting of sunlight with the piece in the window
brought a new dimension to the work. | realized
that the shadow of Notes reflecting on the
surface created an unexpected image. In this vein,
nowadays | am also producing works that coexist
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algilamaya odakli projeler ile bagvurdugum;
iki 6nemli sanat kurumunun davetli sanatgilari
arasinda yer aliyorum.

Gate 27 benim igin, tam da isminin isaret ettigi
gibi, bir esik oldu. Hem de ¢ok 6nemli bir esik.

with their shadow under a local light source.

For the first time, through this artist residency
program, | had the chance to live in Istanbul for
a long stretch of time and get to know the city
to some extent. | think | fell under the spell of
Istanbul. | also understood that as one lives in
Istanbul and realizes the possibilities this city has
to offer it becomes difficult to leave. Therefore, the
ripening of the idea of living in Istanbul and my
mustering the courage to do it is directly related
to the process | experienced at Gate 27. Currently,
I am among the invited artists of two prominent
arts institutions, to which | had applied with
projects focused on perceiving the environment
through sensory data other than vision, the first
steps of which | took during this process.

Much as its name suggests, Gate 27 has been a
threshold for me, and a very important one.



62

Ekin Kano

Kasim 2019-Mart 2020 araliginda Gate 27'nin
misafir sanatgisi oldum. Doganin icinde, ufuk
cizgisine bakarak dinlendigim ve gunesle birlikte
hareket ederek yasadigim bes ay gegirdim. Yuksek
tavanli, genis ve Ug¢ farkli yerden dogal isik alan
stidyoda diger sanatgilarla birlikte Gretmek,
benim igin verimli bir yaratici sireg¢ oldu.

Malzemenin ve isbirligi yaptigim diger faillerin
actigi yeni alanlari kesfettigim pratigimde,
varolus igin alternatif form ve maddesellikler
kurguluyorum. EnduUstriyel malzemelerin yaninda
eski ustalarin regetelerini yorumladigim ve
biyo-materyallerle deneyler yaptigim bir studyo
pratigim var. Gate 27'nin misafiri oldugum sure
boyunca da cogunlukla resim yaptim. Dogal isikta
resim yapmak, regetelerini yeniden yorumladigim
eski ustalarin gunesle olan iliskilerini daha iyi

| - e

anlamama olanak sagladi. GUnesin agisina

ve havanin durumuna gore isik ve dolayisiyla
kullandigim renkler, urettigim dokular da
degisiyordu. Bunun islerimi cok daha katmanli
hale getirdigini disuntyorum.

Gate 27 birlikte dusinmeye ve Uretmeye ortam
saglayan, bunu tesvik eden bir misafir sanatgi
programi. Bu anlamda, benim tecribem son
derece olumluydu. Diger sanatgilarla yan yana
Uretmek, birbirimizden fikir almak ve islerimizin
birbirleriyle kurdugu diyaloglara sahit olmak, farkli
bakis acilariyla kendi islerimi yorumlamama imkan
verdi.

| was a guest artist at Gate 27 from November
2019 to March 2020. | spent five months nested
in nature, lived in step with the sun keeping to its
rhythm, and reposed gazing out on the horizon.
Producing together with the other artists inside
the high-ceilinged, spacious studio that received
natural light from three different angles was for
me a fruitful creative process.

In my practice, | discover new fields opened
up by the material as well as the other agents |
collaborate with, and | construct alternative forms
and materialities for existence. | have a studio
practice wherein, along with industrial materials,
| experiment with biomaterials and interpret the
formulas of old masters. | mostly did paintings
throughout my residency at Gate 27 as well.
Painting in natural light has enabled me to better

grasp the relationship that the old masters, whose
formulas | reinterpret, had with the sun. The light
and therefore the colors | used and the textures
| produced were changing depending on the
weather and the angle of the sun. | think that this
has made my works much more layered.

Gate 27 is an artist residency program
that provides a conducive environment for
thinking and producing together. In this sense,
my experience has been extremely positive.
Producing side by side with the other artists,
benefiting from each other’s feedback, and
witnessing the dialogues that our works engage
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Beral Madra’'nin danismanligi sayesinde
de Uretimimi ve sanatsal hedeflerimi nesnel

bir yerden degerlendirebildim ve ikinci kisisel
sergimi agmak Uzere harekete gectim. Gate 27'de
arettigim iki isin de yer aldig1 Puslu Ev Oktem
Aykut Galeri'de Kasim 2020'de gergeklesti.

Halen Gate 27'nin birlikte distinme ve tUretme
hedefleriyle yola ¢iktigi etkinliklerde zevkle yer
aliyorum ve Gate 27'nin yarattigi etkiyi heyecanla
izliyorum.

in with one another have enabled me to interpret
my own works through different points of view.

Moreover, owing to the guidance of Beral
Madra, | was able to objectively evaluate my
production and my artistic aspirations, and set out
to open my second solo exhibition. Puslu Ev (Misty
House), which featured two works that | produced
in the studio of Gate 27, was realized in November
2020 at Oktem Aykut Gallery.

| still have the pleasure of participating in
the activities Gate 27 organizes with the aim of
thinking and producing together, and | follow with
enthusiasm the impact that Gate 27 creates.
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Anna Karayorgi

Gate 27'de gegirdigim slre boyunca Uzerine
calistigim fotograf serisi Bag-, 14 fotograf ile

1sikli kutuya yerlestirilmis bir mimari gizimden
olusuyor. Bu calisma, okudugum lisenin
arsivinden buldugum ve 20. yuzyil basina
tarihlenen analog fotograflar ile benim yillar 6nce
ayni binada ¢ekmis oldugum dijital fotograflarin
bir araya getirilmesiyle, 2019 yilinda ortaya ¢ikti.
Lise 6grencilik doneminde plansiz programsiz
sekilde ¢ektigim bu fotograflar, o donem yasakl
bir genclik macerasiyken, seneler sonra arsivine
girme izni alip okulumun 145 yillik gecmisiyle
tanisinca, gegmisle kurmaya calistigim bir bag
arayisina donustu. Arsiv malzemesi ile kendi
fotograflarimi bir araya getirme fikri, yaptigim bir
o6n calisma, analog ve dijital fotograflar bir araya
getirme denemeleri ve en sonunda her iki tirden

The photography series titled Connection- that

| worked on throughout my stay at Gate 27
comprises 14 photographs and an architectural
drawing placed in a light box. This work emerged
in 2019 from the confluence of analogue
photographs dating back to the early 20th
century, which | found in the archive of my high
school, and the digital photographs | had taken
years ago in the same building. Taken without

a plan or purpose during my high school years
when it was a forbidden youthful adventure,
these photographs turned into a quest for a
connection that | tried to establish with the past
as | met the 145 year history of my school, having
obtained permission to enter its archives years
later. The idea of bringing the archival material
together with my own photographs came to life
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gorsellerin Ust Uste bindirilmesi ile hayata ge¢mis
oldu.

Bu calisma vesilesiyle eski 6grencileri tekrar
ait olduklari, bugln bozulmus o mekanlara
baglamak, sanki tanimadigim bu kisiler icin
yapabilecegim tek seydi. Bu karakterlerle ve
gecmisle kurdugum bag, hem minnettarhigi
hem de mahcubiyeti igermesinin yani sira benim
icin bir tur katarsis oldu... Bag- ismi ise isleri
Uretme surecinde aklimda dénen gecmisle ilgili
sorulardan, sure¢ boyunca bu fotograftaki
karakterlerle empati kurmaya calismamdan
ortaya ¢ikti ve bunu yaparken onlari
kendimce en uygun mekanlara -ait olduklari
yerlere- tekrar bagladim. Dolayisiyla bag
s6zcugu, isin hem teknik hem de duygusal
acidan anlamini karsiladi.

Esas mesguliyetim sahne-kostum ve kukla
tasarimi olsa da kisa bir fotograf egitimim var
ve fotografa, 6zellikle analog fotografa buyuk

through a preliminary study, attempts at merging
analogue and digital photography, and finally by
superposing the visuals of both forms.

Using this work to connect the former
students back to where they belong, to those
spaces that are distorted today, was as if the
only thing | could do for these people whom |
did not know. The connection | built with these
characters and the past involved both gratitude
and embarrassment and was for me a sort of
catharsis... Meanwhile, the title Connection-
emerged from the questions about the
past that ran through my mind during the
production of these works and my attempt
to empathize with the characters in these
photographs throughout this process; in
doing so, | reconnected them to what |
thought were the most appropriate spaces—
to where they belonged. Therefore, the word
connection corresponded to the meaning of

ilgi duyuyorum. Gate 27'de bulundugum
sUre boyunca Bag- projesi disinda, aklimdaki
baska bir konu icin de fotograf cekmeye
devam ettim. Beral Madra ile Uzerine
konustugumuz, istanbul’'un su kaynaklar
ve ayazmalari ile ilgili bu proje sebebiyle
siklikla yerleskenin disinda olmam gerektiyse
de benim igin Gate 27, beni dogaya baglayan,
sehrin karmasasindan koparip izole eden fakat
ayni zamanda da sosyallestigim, fikir alisverisi ve
paylasiminda bulundugum bir alan oldu.

the work both technically and emotionally.
My main occupation is stage-costume
design and puppetry; nevertheless, |
have some training and a keen interest
in photography, especially analogue
photography. During my residency at Gate 27,
besides my engagement with the Connection-
project, | also continued taking photographs for
yet another subject | had in mind. Even though
| often had to be outside the premises for this
second project that we discussed with Beral
Madra and which pertains to Istanbul’s water
resources and ayazmas (holy springs), Gate 27
constituted a space that connected me with
nature, pulled me out of the city’s chaos and
isolated me, while at the same time enabling
me to socialize and engage in the exchange and
sharing of ideas.
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Aslihan Demirtas
& Ali Cindoruk, KHORA

2020 yilinin Kasim ayinda ve pandeminin
ortasinda, $Sehir'den uzakta, tuzlalar, sulak gayir
ve sulak alanlardan olusan nadide bir cografyada
konumlanan Gate 27'yi mesken edindik. Deniz

ile kara arasinda, sig bir su ve bir kiyi ovasinin
esiginde teneffus ettik. Agikga s6ylemek gerekirse,
profesyonel hayatta durmak pek tesvik edilmez.
Bugune dek bir seyi yapmamak Uzere hig siparis
almadik, durun bakalim ne c¢ikacak diye bekleyen
de az oldu. Isin ilging tarafl, bizim pratigimiz,
yapmadigimiz seyler ve reddettigimiz islerle

belki daha bile iyi tanimlanabiliyor. Neticede,
Ege'nin ylUksek sodyumlu ve efsanevi sularinin
sekillendirdigi bir yarimadanin ucunda, bir
konaklama, bir iskan daveti almistik -mesken,
sakin, sukGnet ile ayni koku paylasan sukan,
durma, dinme, dinlenme, ikamet etme demek.
Bir takimada ve bir akdeniz ormani arasinda,
dunyayla beraber sakince dénebilecek olmaya bir
hayli heveslendik.

Sakin derken, elbette bir hayvanin olabilecegi
kadar; tas taklidi yapmak anlamsiz. Bir gindelik
yuruayus rutini oturttuk ve adimlarimiz bizi
sabitligin alasini beceren agaclara ve likenlere
goturdu. Okuduklarimiza gére beynimiz buyuk
olasilikla vicudumuzu mekanda hareket ettirmek
ve yénlendirmek icin olusmus. insan hayatinin
gorece kisaligiyla sinirli bir zaman dlgceginde
algilanamayan veya olgulemeyen bir zekaya
sahip agacglarin durumu ise farkli: Agaclar dogal
olarak insanlardan daha uzun yasarlar ve mantar
aglan araciligiyla yeraltinda sasirtici bir iletisim
kurma yéntemleri vardir. Alman ormanci ve yazar
Peter Wohlleben, bir ormani benzersiz bireylerin
olusturdugu bir siper organizma olarak gorur.
Tek bir kayin agaci 400 yil yasayabilir ve 1.8 milyon
kayin agaci uretebilir. Bitkilerin de, oturdugu
yerden insanlari harekete gegiren kraligeler ve
krallardan ¢ok da farkli olmayan, hayvanlara ayak
islerini yaptirma yontemleri var— ne de olsa taht
(<¢<) kelimesi Farsgada oturak demek ve bigilmis
aga¢ anlamindaki tahta ile es kdkenli.

In November 2020, in the midst of the pandemic,
away from The City, positioned in a special
geography of salt marshes, wet meadows and
wetlands, Gate 27 became our residence of
pause. Between the sea and the land, on the
threshold of a shallow waterbody and a coastal
plain, we took a break and a breath. Professionally
speaking, almost never are we encouraged to
stop; not once were we commissioned to not do
something. Thinking of it, our practice can also
be defined by what we choose to reject. And here
we were, at the tip of a peninsula shaped by the
mythical and high sodium waters of the Aegean,
invited to reside-a word which shares roots with
sedimentation, sedate and sedentary. In Latin,

all are related to sitting (sedere). Between an
archipelago and a mediterranean forest, we were
ready to be in resonance with the flow of the
world.

We established a routine of long walks (as
sedentary as animals can be) in our surroundings.
It is no coincidence we were attracted to trees
and lichens, all rocking a sedentary lifestyle! We
have read that while our brain most probably
evolved to move and navigate our body in space,
unrelated to that, trees have a different kind of
intelligence, one which cannot be perceived or
measured in human timescale. Trees naturally
live longer than humans and have an astonishing
way of communicating underground through
fungal networks. German forester and author
Peter Wohlleben sees a forest as a superorganism
of unique individuals. A single beech tree can live
for 400 years and produce 1.8 million beechnuts.
Plants do have a way of getting their stuff done by
animals, not too different from queens and kings
who mobilize people whilst sitting-after all, throne
(0p6vog) means chair, seat in Greek.

Lichens, residents of rocks, live long and
grow slowly. They are symbiotic bodies of algae
and fungi. They photosynthesize, make soil by
crumbling the rocks on which they sit and have
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Dokuma Woven by Dhoku
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Likenler ve nervUrlt demirler Lichens and rebars, 2020

Kaya sakinleri likenler uzun yasarlar, yavas
bayurler. Alg ve mantarlarin hayat birliginden
olusan simbiyotik bedenlerdir. Fotosentez yaparlar,
Uzerinde ikamet ettikleri kayalari parcalayarak
toprak yaparlar ve kokleri yoktur. Likenlerin yaptigi
toprak, kok salarak var olan bitkiler i¢in zemin
yaratir. Bu kulaga bilimsel gelebilir ama 6zinde
bu gezegendeki varligimizin ve yasamimizi
surdurebilmemizin temellerindendir. Bilim de bir
nevi derin dinleme degil midir?

2012 yilindan beri dokuma ile ugrasiyoruz,
ozellikle kilimler, bu doku merakinin merkezinde
yer aliyor. Bizim pratigimizde kilimler bir
cografyanin dokuma seklinde 6zetidir: yagmurun
suyu, suyu igcen otlar, onlari yiyen koyunlar, onlarin
yayildigi daglar ve ovalar, gezdiren ¢obanlar,
boya olan sebzeler, meyveler, yin kirkan ve
dokuyan insanlar. Kilim hem yerdir hem de yer
yapar. Likenlerden cesaret alarak bir sonraki
kilim serimizi yeniden dusunduk boéylece. Agag
gibi koklU, 6te yandan liken gibi kdksuz, seyyar
yerler: Gurbet Kilimleri. Bu seri halihazirda ilk
asamasinda, hayali ve gercek cografyalari, dogal
ve yapay peyzajlari, iyi ve kétUyU blunyesinde
barindiriyor.

ikametimiz boyunca emegdi gecen herkese,
ozellikle de bizimle nezaketle ilgilenen tium duinya
sakinlerine minnettariz.

no roots. The soil made by lichens provides

the ground for plants which root. This may sound
scientific, but in essence it is at the root of our
existence and subsistence on this planet. An
exercise in deep listening, if you will.

We have been working with weaving since
2012; kilims have been especially at the center
of this fabric curiosity. In our practice kilims are
textile displays of geography: water, plants, sheep,
mountains, shepherds, spinners, and weavers all
participate in the making of the wool, the yarn,
the dye and the weaving. They are places and
make places. Encouraged by lichens, we were
able to rethink our next kilim series. Rooted or not,
flowing makers of place: Rugs of Expatria. At its
initial stage, this series embodies imagined and
real geographies, natural and artificial landscapes,
as well as good and evil.

We are grateful to all involved during our
residency, especially to all residents of the earth
who kindly took care of us.

Musekkin 2/10

Kilim, 218x157 cm, yun, 2022
Sedative 2/10

Kilim, 218x157 cm, wool, 2022
Dokuma Woven by Dhoku

Aslihan Demirtas & Ali Cindoruk, KHORA



72

Leander Knust

Bir heykeltiras ve yerlestirme sanatgisi olarak
islerimde siklikla buluntu malzemelere yer
veriyorum ve bu malzemeler igin 6zel kaideler
Uretiyorum. Gate 27'de gecirdigim slre boyunca
curumus eski bakir borulari elektrik seklindeki
mercan benzeri formlara dénustirdim. Deniz
kiyllarindan straforlari topladiktan sonra onlari
epoksi recgine i¢cine hapsedip siniflandirdim.
Sanirim en ¢ok teknoloji ve doga arasindaki,
aslinda birbirlerinden bir farklari olmadigini
gosteren noktalarla ilgileniyorum.

Strafor ile ¢alistigim igin suyun oldugu her
yerde bu malzemeden bulabiliyorum. istanbul'da
da bir hayli su var. O yuzden buraya geldigimde
ilk yaptigim is Adalar’a gidip strafor parcalari
toplamak oldu. Aslinda genel olarak yaptigim sey

As a sculptor and installation artist, | make works
with a lot of found materials, and | also fabricate
a lot of specifically made armatures to support
these found materials. During my time at Gate
27, | decayed old copper piping into coral-like
forms that are the shape of electricity. | collected
Styrofoam on shorelines, and | put it in resin and
made taxonomies out of it. | guess | am mostly
interested in cruxes between technology and
nature that make it seem like there might be no
difference at all.

Since | work with Styrofoam, | can find it
anywhere that there is water. And obviously there
is a lot of water in Istanbul. So, the first thing |
did when | got here was to go to the islands and
collect Styrofoam. That is typically what | do |

Manzara, Portal, Kagit Agirhgi serisi,

2019, Regine kapsulleme, polistiren, bakir mercanlar
N5x1.5x1.5cm

Landscape, Portal, Paper Weight series

2019, Resin encapsulation, polystyrene, copper
corals

N5xN5x1.5cm

bu, suyun oldugu nereye gitsem oradan ¢opleri
topluyorum; hem guzel olduklari icin hem de suda
olmamalari daha iyi oldugu igin...

istanbul gercekten kaotik bir sehir ancak
bizim bulundugumuz yer son derece huzurluydu.
Burada olmak ¢ok guzeldi, bu programin
gelecekte nereye gidecegini cok merak ediyorum.
Ne tur sanatgilar gelecek? Nasil isler Uretilecek?
Buranin ruhu nasil gelisecek? Bence buranin
potansiyeli cok buyuk. Akis halinde olan bircok
kaltar var ve burasi bunlari gérmek ve Uretmek
icin inanilmaz bir yer. Buranin ileride nasil
olacagini gérmek icin sabirsizlaniyorum.
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guess. When | go anywhere where there is water, |
go and collect garbage off of it because it is pretty
and should not be in the water in the first place.

The city is full of chaos but then the residency
is really quite peaceful. It has been a real treat
to be here. | am really curious to see where the
residency goes in the future, what kind of artists
come, what kind of works get produced and what
kind of ethos continues to evolve. | think there
is a lot of potential on the table. There is a lot of
culture that is kind of in flux, and this is a really
incredible place to witness and to produce. So, it
has been great, and | hope that it continues to be
great.
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Gate 27'nin Ayvalik yerleskesinde kaldigim

ekim ve kasim aylari stresince, Subat 2020'de
acmis oldugum Unuttuklarimizi Ozledigimiz
Hatirladiklarimizdan Uzaklastigimiz Bir Oyun Bu
baslikli sergimde ele aldigim, fotografin mekan
ve zaman i¢indeki pozisyonuyla ilgili arastirma
serlvenime devam ettim. O sergide 6zellikle
sunum olarak fotografin duvarda izlenen degil,
icinde gezilen ve yasanan bir sanat oldugunu géz
onune seriyordum.

Ayvalik'ta kaldigim sure icinde yaklasik bes bin
fotograf cektim. Hicbirini turistik ya da manzara
fotografi olarak nitelemenin mimkun olmadigi
bu karelerde, yalnizca kentin ge¢misini, tarihini,
dokusunu ve insan eliyle bigimlendirilmis yapisini
irdeledim ve bende yaratmis oldugu hisleri

At the Ayvalik premises of Gate 27, where | stayed
through the months of October and November,
| continued my quest of research on the position
of photography in space and time, a subject |
had tackled in my February 2020 exhibition titled
Unuttuklarimizi Ozledigimiz Hatirladiklarimizdan
Uzaklastigimiz Bir Oyun Bu (This is a game where
we miss that which we have forgotten and drift
apart from that which we remember). In this
exhibition, particularly through its presentation
format, | was demonstrating that photography
is not something one merely observes on the
wall but an art form that one travels in and
experiences.

Over the course of my residency in Ayvalik,
| took close to five thousand photographs. In

fotografik olarak aktarmaya calistim.

Son bes yildir fotografin ‘gecici bir heykel’
olmasi dusuincesi Uzerine galisiyorum, nitekim
Subat 2020'de agtigim sergim de bu kavrami ele
aldigim dusuncelerimin somutlasmasina imkan
tanimisti. Serginin kuratérligund yapmanin yani
sira sergiye eslik eden kitabin editoryal konsepti ve
tasarimini da Ustlenmis olan Sayin Bulent Erkmen
sayesinde, fotograflarim birer ‘gecici heykel’ haline
gelmisti.

Gate 27 Ayvalik'a geldigimde burada yine bir
foto-heykel dusledim ve tasarladim. Mekanin blyuk
bir bahgeye sahip olmasindan éturd bu heykeli
dis etkenlere dayanikli ve kendi basina ayakta
durabilecek sekilde tasarlamam gerekti. Sonucta
ortaya c¢ikan eser, icerisinde Ayvalik'in sembol
olan ve aslinda i¢ dunya ile dis dinya arasinda bir
koépru olusturan kaplilarin, dis tarafinda ise benim
dikkatimi en ¢ok ¢eken Ayvalik'la ilgili G¢ imgenin
fotograflarinin 250 cm yuksekliginde baskilarla
bir araya getirildigi bir foto-heykel oldu. Eger bir
gun Ayvalik ile ilgili bir sergi agarsam, sanirim bu
foto-heykel modullerinin sayisini artirarak farkl bir
yerlesim kurgulardim.

Diger taraftan, Ayvalik'ta beni en ¢ok etkileyen
seylerden biri de iki diinya arasinda sikismis olan
deniz oldu. Deniz, benim igin yine turistik degil,
daha ziyade yasami ve 6lUmu sessizce sembolize
eden bir imge haline dénustu. Sayin Beral
Madra’'nin danismanhgi ve destegiyle oldukga
soyut ve kavramsal bir deniz serisi Urettim. Bu
seriyi de yakinda bir kitap projesi olarak hayata
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these frames, none of which can be described
as tourist or landscape photography, | examined
solely the past, the history and the texture of the
city and its human made environment and tried
to photographically convey the feelings it has
created in me.

For the past five years | have been working
on the notion of photography as “a temporary
sculpture”; in fact, the exhibition | opened in
February 2020 had allowed my contemplations on
this concept to materialize. Owing to the efforts of
Bulent Erkmen, who both curated the exhibition
and undertook the editorial conceptualization
and design of the book accompanying the
exhibition, each of my photographs had become a
“temporary sculpture”.

When | came to Gate 27 Ayvalik, once again |
envisaged and designed a photo-sculpture. There
was a large garden in the premises, so | had to
design it as a weather-resistant sculpture that
could stand on its own. The work that emerged
in the end was a photo-sculpture with 250 cm
high prints of four pictures; on the inside was
a photograph of the doors that are a symbol of
Ayvalik and actually constitute a bridge between
the internal and the external world, and on
the outside were photographs of three images
pertaining to Ayvalik that have attracted my
attention the most. If | were to open an exhibition
in Ayvalik one day, | guess | would compose a
different layout by multiplying the number of
these photo-sculpture modules.

Yet another feature of Ayvalik that | was very
much moved by was the sea caught between two
worlds. Once again, rather than a tourist sight,
the sea turned into an image that, for me, silently
symbolizes life and death. With the mentoring
and support of Beral Madra, | produced a quite
abstract and conceptual series on the sea. Soon
I will bring this series to life in the form of a book
project as well.
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Tamer Nakiscl

Urin tasarimindan yerlestirmelere ve daha
sanatsal projelere uzanan bir yelpaze igcerisinde
calisiyorum. Yaptigim islerde duygular ve teknoloji
arasindaki, diger bir deyisle insan-nesne-mekan
arasindaki iliskileri sorguluyorum ve bunlar
arasinda yeni senaryolar Uretmeye c¢alisiyorum.

Tasarim alaninda yillarca ¢alismanin ardindan,
kimi zaman tasarim tanimlamasina uymayan
isler de ortaya ¢cikarmaya basladigimi hissettim.
Benim “undesigned” (tasarlanmamis) olarak
adlandirdigim bir kavram Uzerinden gelismeye
baslayan bu durum, aslinda bir adim geri atip
bUtUne bakabilmekle alakall. Bu dogrultuda
insanlari bir anlamda uyandirmaya ¢alisiyorum.

Yaptigim islerde en basindan beri dinya
capinda bir seyler sdylemek, yani fikirlerimle,
dustincelerimle daha ¢ok insana ulasabilmek
benim i¢in cok 6nemli. Onun igin de hep ulasmak
istedigim Utopik bir gelecek olgusu var. Bu
baglamda baktigimiz zaman her yaptigim proje,
o duinyaya dogru giden bir adima déntusmeye

I am working with a variety of media ranging from

product design to installation, and | also engage
in more artistic projects. Through my works, |
guestion the relationship between emotions and
technology, in other words, between humans,
objects and spaces; and | try to create new
scenarios between these.

After many years of working in the field of
design, | felt that at times | was producing works
that did not fit the definition of design. This
situation, which began to evolve from a notion |
call “undesigned”, is actually about being able to
take a step back and look at the whole picture. To
this end, | am in a way trying to awaken people.

Saying something globally relevant in my
works, that is, reaching more people with my
thoughts and ideas, has been very important
to me since the beginning. That is why | have a
utopian idea of the future that | want to reach.
And when we look at it from this perspective,
every project | do turns into a step that brings me

basliyor. Gelecege ulasmaya calisirken bir yandan
da kendi icimize yaptigimiz bir yolculuk veya
gecmise dokunmak gibi.

Gate 27'de bulunmak benim igin ¢ok yeni bir
tecrubeydi. Daha 6nce uluslararasi workshoplarda
yurtdisinda ¢ok vakit gegirdim. O ilk gtinlerimdeki
hissi burada tekrar yasadigimi sdyleyebilirim. Bu
anlamda alanin éncu isimleri olan mentorlarla
calismak, onlarin onayini ve destegini almak
bana kavramsal surecte ¢ok cesaret verdi. Geriye
doénup baktigimiz zaman gururla hatirlayacagimiz
bir sertvenin ilk yolculari olduk. Gergekten
bunun bir pargasi olmaktan gurur duyuyorum
ve umuyorum ki Gate 27 Turk sanat dunyasinin
yaratici insanlarini bir araya getirme ve dinyaya
tanitma misyonunu basariyla sirdirmeye devam
edecektir.
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closer to this world. It is like a journey to ourselves
or like touching the past while we are trying to
reach the future.

Being here at Gate 27 was a totally new
experience for me. | have spent a lot of time
abroad in international workshops before, and
here | experienced that feeling of the first days all
over again. In that sense, working together with
people and mentors who are pioneers in their
respective fields and receiving their approval and
support has given me a lot of courage during the
conceptual process. We were the first passengers
of a voyage which we will remmember with pride
when we look back. | am genuinely honored to
have been a part of this journey, and | hope that
Gate 27 will continue to successfully fulfill its
mission to bring together the creative people of
the arts world in Turkey and introduce them to
the world.
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RAW

Selcuk Artut & Alp Tugan

Gate 27 Ayvalik'taki konuk sanatgi

programi surecinde, RAW olarak bir suredir
gercgeklestirdigimiz ses ve géruntu igerikli canh
performanslarimizdan kayit altina alacagimiz
belirli bir igerigi, video formatinda bir sanat
eseri haline getirmeyi arzuladik. istanbul'dan
yola ¢iktigimizda yolculugun kendisinin de
eseri olusturmada 6nemli bir payi olacagini
6ngoruyorduk. Mesafeleri asip Gate 27 Ayvalik’'a
vardigimizda, kendimizi bir anda igcinde
buldugumuz sakinlik dolu yasamin stregelen
dingin temposuna ayak uydurmaya teslim olduk.

Bizim yaptigimiz sanatsal ugrasta meydana
gelen emek yogunlugu, cogunlukla birtakim
teknolojik cihazlarin etrafinda olusuyor. Sanat
Uretirken doganin icinde teknoloji ile ugrasmak
tezat gibi algilansa da sanatsal ugrasimizin
beslendigi kaynaklari tarif edebilmek bir hayli
gug. Ses ve goruntu igerikli Gretimlerimiz her ne
kadar buyuk metropol yasam tarzinin farkli kaotik
hallerine bigcimsel karsiliklar sunuyor olsa da, doga
ile bas basa kalabilmek, ortaya koymak istedigimiz
sanatsal yapinin hayal etmedigimiz dénusdmlerini
fark edebilmemize olanak sagliyor.

Gate 27 Ayvalik'ta hazirladigimiz Ephemeral
isimli video calismamiz, RAW olarak canli kodlama
yontemiyle Urettigimiz bir muzik pargasiyla
baglantili olarak gelisti. Ephemeral kelimesi
Turkgede “gecici, kisa Smurld” anlamina geliyor.
Bahsedilen gegicilik, aslinda akip giden anin
geride kalmasi ve kaydin zayif temsiliyeti Uzerine
bizleri bir dustnce sorgulamasina ¢agiriyor. Aslen
canli performanslar yapan bir ses ve gorunti
ekibinin kayith bir temsiliyetinin var olabilmesi
mUumkin mu? Bu soru konuk oldugumuz sureg
icinde kendimize siklikla sordugumuz bir konu
oldu. Kendi gelistirdigimiz algoritmalarla sesten
yola ¢ikarak olusan, kendinden Ureyen (jeneratif)
gorsellerin, bizlere her yeni ugrasta bambaska
bir icerik sunuyor olmalarina karsin, RAW olarak
bu birlikteligin bigcimsel bir halini somutlastirmak
istedik.

Yazilim ortaminda gelistirilen kendinden
ureyen calismalarda isin en can alici kismi, nihai

Over the course of the artist residency program

at Gate 27 Ayvalik, we aspired to produce a video
art piece drawing on specific content which

we would record from among the live audio-
visual performances that we as RAW have been
doing for some time now. When we set out from
Istanbul, we anticipated that the journey itself
would have an important role in the making of the
work. Once we crossed the distances and reached
Gate 27 Ayvalik, we let ourselves fall into the
ongoing tranquil pace of the serene life that we
found ourselves in.

The labor-intensive part of our artistic
endeavor mostly revolves around a number of
technological devices. Engaging with technology
while producing art in nature may be perceived
as a contradiction; however, it is quite difficult to
describe the sources that nourish our artistic work.
Even though our audio-visual productions offer
formal responses to the various chaotic states of
the metropolitan lifestyle, being alone with nature
enables us to become aware of the unimagined
transformations in the artistic structure that we
want to deliver.

The video work titled Ephemeral, which
we created at Gate 27 Ayvalik, developed in
connection with a musical piece that we as RAW
produced using live coding. The reference to
ephemerality invites us to contemplate the fact
that the moment which is actually flowing by
is simultaneously left behind and to question
the weak representation capacity of recording.

Is it possible for a sound and image team that
essentially does live performances to have a
recorded representation? This was a question we
often asked ourselves during the process of our
residency. Even though the generative images
formed by sound through the algorithms we
develop present us with a completely different
content in each new endeavor, as RAW we wanted
to concretize a formal state of this concurrence.

The most critical part of working with
generative projects developed in the software
environment is the moment of deciding the final
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hale karar verme ani oluyor. Bu durum zaman
zaman canli sergiledigimiz performanslarda
hazirladigimiz gorselleri yansitacagimiz ylzey
konusunda da farkli bigcimler aramamiza sebep
oluyor. Gate 27'nin bahg¢esinde pandemi kosullari
yuUzUnden sinirli sayida davetli icin yaptigimiz
performansimizda gorsellerimizi yansitacagimiz
uygun bir ylzey ararken tam 6nimuzde duran
zeytin agaci bir anda boylu boyunca karsimizda
beliriverdi. Kendinden ureyen yontemlerle

sese bagli olarak olusturdugumuz gérselleri,
varhigini belki de yuz yili asan bir stredir sirduren
zeytin agaci Uzerinde sergilemeye karar verdik.
Urettigimiz gorsel-isitsel kompozisyonlarda
kullandigimiz, dogadan ilham alan matematiksel
modeller Gate 27'nin bahg¢esinde doganin kendi
kararlariyla varligini sirdiren zeytin agaciyla

bir araya gelerek izleyicilere beklenenden farkl
bir deneyim sunma firsati sagladi. Her ne kadar
kullandigimiz enstrGmanlar bizim igin sayisal bir
dunyada ciktilar Uretse de ilham kaynagimiz olan
tabiat unsurlarini da bu performansin bir pargasi
haline getirebilmek ise buttnleyici bir algilama
katmani kazandirmis oldu.

form of the work. From time to time this also
leads us to seek different styles of projecting the
images we prepare during our live performances.
In the garden of Gate 27, as we were looking

for a suitable surface for the projection of our
visuals during the performance, which we would
present to a limited number of guests due to the
pandemic, the olive tree that was standing there
all along suddenly burst into sight in a completely
new light. We decided to project our sound-based
images designed with generative methods onto
this olive tree which has existed for perhaps over
a century. The mathematical models inspired

by nature which we use in our audio-visual
compositions came together at Gate 27's garden
with the olive tree that lives on as per nature's
own decisions, thus providing the opportunity

to present the audience a rather unexpected
experience. Even though the instruments we

use produce outputs for us in a numerical world,
being able to render the elements of nature,
which are our source of inspiration, a part of this
performance brought a complementary layer of
perception to the work.
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Ephemeral
2020, Video
Ephemeral
2020, Video
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Etem Sahin

Sonbaharin ortalariydi. Cok buyuk bir korku ve
endiseyle yasiyordum ve beraberimde bunu
tasiyordum. Salgin doért bir yanimi sarmisti ve
ruhum korkudan bitap dusmustu. Yenikdy'e
1922 senesinde ¢ikan buyuk yanginda kul olmus
bir sehirden geliyordum. Benimle birlikte Vedia
Karaoglu (kendine verdigi isimle Vivienne Noir)
da geliyordu. Direngliydi. Benim gibi her sey her
an yok olacakmis gibi yasamadli, dyle resmetti
sadece. Bu yok olusu resminde gdsterdi. Ve belki
de bdylece kaybolus inanci yitti, yerine tazelik ve
resimsel anlamda bir ferahlik geldi.

Vivienne vivid'den, yani yasamsal olandan geliyor,
Noir ise karanlktan. O i1sik huzmelerini izliyordu,
bense golgeleri. Vedia salgini umursamiyordu.
Sevingliydi. Sanayi-i Nefise mektebinde
ogretmenlik yaptigi zamanlardaki gibi. O
senelerdeki coskusuyla gelmisti. Duygularim
karmakarisikti ama elim umursamiyordu, hatta
onun eliyle yazip ¢iziyordum, onun coskusuyla.
Sabahlari uyandigimda Yesari Asim Arsoy'un

It was the middle of autumn. | was living in

the grip of a great fear and anxiety which |

was carrying around with me. Besieged by the
pandemic, my soul was exhausted from terror. |
was coming to Yenikoy from a city that had been
reduced to ashes in the great fire of 1922. | was
accompanied by Vedia Karaoglu, or Vivienne Noir
as she called herself. She was resilient. Unlike
me, she did not live feeling as if everything was
going to vanish at any moment; she merely
painted it like that. She depicted this loss in her
painting. And perhaps thus, her belief in the end
of days was gone and replaced by freshness and a
painterly ease.

Vivienne derives from vivid, that which is vital;
and Noir hails from the dark. She was following
rays of light and |, shadows. Vedia paid no mind
to the pandemic. She was joyful, like in the times
when she was teaching at Sanayi-i Nefise, the
School of Fine Arts. She had come along with the
zest she had during those years. My emotions

Yenikdy'de asik oldugu bir kadina yazdigi Sari
Zambak eserini dinliyordum.

Vivienne arkadaslarindan etkilenmisti hep.
Ozellikle sanatgi arkadaslarindan. Bir akima dahil
olmak manasinda degil. ithaf etmeyi seviyordu.
Yasami boyu Urettigi portreler de bunun
gostergesi. Bense tanimadigim, resmettikce
tanistigim yuzlerin pesindeydim. Yani akildan
ciziyordum. Bu resimleri Vivienne'e gosteriyor,
onu da bu hayallere davet ediyordum. O genellikle
bahg¢ede, bense atélyede her gin calisiyorduk.
Onun agag resimlerinden feyz alarak kendi
agagclarimi giziyordum. Vivienne benim igin essiz
bir kaynakti. Onu izliyordum, aynada kendimi izler
gibi.

Bir an geldi, rolleri degistik. O golgeye duyarli
hale geldi, bense 1siga. Urettikce resimleri atélyeye
cikan koridordaki duvarlara astik. Teshirdeki
resimleri bir sergi olarak tasavvur ettik. Serginin
ismi bir ¢ift olmaliydi. Resimlerde bir nesnenin,
formun iki kutbu gibi; bir halin, ruhun da iki yonu
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were all over the place, but my hands did not care.
In fact, | was writing and drawing with her hands,
with her enthusiasm. When | woke up in the
mornings, | was listening to Yesari Asim Arsoy's
Sari Zambak, which he had written for a woman
he once loved in Yenikdy.

Vivienne had always been influenced by her
friends, especially by her artist friends. Not in the
sense of belonging to a movement though. She
liked to dedicate. The portraits she has produced
throughout her life attest to this as well. |, on the
other hand, was after faces that | have never met,
but got to know as | painted them. That is, | was
drawing from imagination. | was showing these
paintings to Vivienne and inviting her to these
dreams as well. We were working away every
day, she usually in the garden and | in the studio.
Drawing inspiration from her paintings of trees |
was drawing my own trees. Vivienne was for me
an unparalleled source. | was watching her, as
though watching myself in the mirror.
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secilebiliyordu.

Vivienne Yenikoy'den ayrildigi gun, gri-mor bir
hava mevsimin degisiyor oldugunun habercisiydi.
Hafiften bir yagmur basladi. Butldn resimlere
yeniden baktim ve bazi resimlerimizi ayirt
edemedim. Bulundugumuz mekanin animasi
bizi cifte kimliklerde ayni kagitta, duzlemde
kavusturmustu. Kimliklerimizden bosanmistik
ve yalnizlik gekmiyorduk. Bu sayede resme dair
arayislarimiz suruyordu.

There came a moment and we switched roles.
She became sensitive to shadows and | to light.
As we made the paintings, we hung them on
the walls of the corridor leading to the studio.

We envisioned the paintings on display as an
exhibition. The name of the exhibition would have
to be a couple. In the paintings, one could discern
the two sides of a state of being, of the spirit, like
the two poles of an object, of the form.

The day Vivienne left Yenikdy, a gray-purple
weather heralded the changing of the season.

A light rain began to fall. | looked at all our
paintings again, and some of them | could no
longer differentiate. The anima of the space that
we occupied had united us in double identities

on the same paper, the same plane. We were
divorced from our identities and did not suffer
from loneliness. It was thus that we continued our
pursuits in painting.

Etem Sahin, Vedia Karaoglu ya da kendi benimsedigi ismiyle Vivienne Noir'a, Aytamir Deci¢'in Karaoglu’nun
glnldklerinden yola ¢cikarak yazdigi roman taslaginda rastladi. 1921, izmir dogumlu sanatginin glnliklerinde, Vivienne
Noir olarak imzaladigi resimlerden séz edilse de geriye bilinen bir eseri kalmamistir. Etem Sahin, 2017'den bu yana
Vedia/Vivienne'in anilari ile ginliklerindeki tariflerden yola ¢ikarak ve onun personasina blrlnerek resimlerini
yeniden uretiyor. Sanatgi, Gate 27'de gecirdigi strecteki Uretimlerini hem Vedia/Vivienne'in kimligindeki hem de kendi
pratigindeki ¢ift kutupluluktan yola cikarak bir ¢ift ismiyle sergiledi.

Etem Sahin came across Vedia Karaoglu, or Vivienne Noir, as was her assumed name, in a draft novel by Aytamir
Decic woven from the diaries of Karaoglu. In her diaries, the artist, who was born in 1921 in izmir, talks about the
paintings she signed with the alias Vivienne Noir; however, there are no known surviving works. Since 2017, by

taking on her persona, Etem Sahin has been reproducing Vedia/Vivienne’s paintings based on her memoirs and the
descriptions in her diaries. The artist exhibited the works that he produced during his residency at Gate 27 with a show
titled a couple alluding to the bipolarity in both Vedia/Vivienne’s identity and his own practice.
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Kemal Tizgol

Gate 27'de gecirdigim sure igerisinde Urettigim
calisma, pandemi déneminde ¢ekmis oldugum bir
seri fotograftan dogdu. Bu fotograf serisi aslinda
pandeminin en yogun yasandigi, kisitlamalarin
bizi her yonden etkiledigi ve evlerimize hapsettigi
dénemde ortaya ¢iktl; o zaman henuz davetli
sanatgi olarak ne yapacagim netlesmemisti.
Psikolojik duzlemde etkisini belirsizlik, endise,
yalnizlik, umutsuzluk ve korku hisleriyle gosteren
pandemi, fiziksel olarak da bedenimizi ele
gecirmis, hareketlerimizi kisitlamisti. Boyle rutin
ve bogucu bir pandemi guninde —gunlerden
hangi gun oldugu, hangi ayda oldugumuz ve o
ayin kaginci gununu yasadigimizin bir anlami
yoktu; gUinlerin adini goktan unutmustuk ve bunu
hi¢ 6nemsemiyorduk- yalniz yasadigim evimde
yalnizligimin derinliginin bir kez daha altini cizen
bos sandalyenin fotografini cekme fikri belirdi
zihnimde ve iste sUre¢ bodyle basladi.

Hayatim boyunca hi¢ gunlik tutmadim. itiraf
etmek gerekirse, ara ara birkag nafile girisimim
olmustur ama bunlar hep basarisizlikla sonuglandi.
Cevremde bir hayli duzenli, sistematik, titiz, azimli
bir insan olarak taninsam da, bu gunluk tutma isi
hi¢ benlik bir mevzu degildi, en azindan yazinsal
olarak. Ama ¢ekmis oldugum bu fotograflara
bugunden baktigimda, isin arka planinda o
doénemin bende yarattigi kistirilmiglik duygusunu
kayit altina alma ihtiyaci oldugunu goéridyorum.
Herkesin kendine has bir sekilde deneyimledigi
sureci, bu suUrecin bendeki izlerini belgelemek
istedim. Zorlu sartlar altinda yapilan bu ¢ekimi,
fotograf makinesiz, tripodsuz; cep telefonumu
koltuk minderleri arasina sikistirarak ve kitaplarla
destekleyerek gercgeklestirdim. Bu eylem gunluk
tutamamamla kiyaslandiginda bir azim gostergesi
sayllabilir (zorlu sartlar olarak dile getirdigim seyin
aslinda icinde bulundugum durumun ironikligi
olarak alinmasini isterim).

Bu fotograflarda, art arda gekilen farkl
duruslarda kayit altina alinan “ben” aslinda
bir nevi bilingsizlige ve belirsizlige de isaret
ediyor. Fotografi cep telefonumdaki otomatik
zamanlamayla ¢ektigimden o an kameranin
aslinda neyi gekmekte oldugunu tam olarak
bilemiyordum. Yani bir anlamda belirsizlige teslim
olmustum. Ve aslinda bu belirsizlik durumu tam
da icinde yasadigim zamani imliyordu.

Cekmis oldugum fotograflari program suresi

The work | produced in the course of my residency
at Gate 27 was born of a series of photographs
that | had taken during the pandemic. This
photography series emerged during the most
intense period of the pandemic when the
restrictions affected us in every which way and
locked us up in our homes. At the time, it was not
yet clear what | would be producing as a guest
artist at Gate 27. The pandemic, which manifested
on the psychological plane with feelings of
uncertainty, anxiety, loneliness, hopelessness and
fear, had physically taken hold of our bodies and
restricted our movements. One such routine and
suffocating day in the pandemic—the day of the
week or the month or the date no longer had any
meaning, we had long forgotten the days of the
week and made nothing of it—as | was sitting at
home where | live alone, an idea flashed in my
mind, that of taking a picture of the empty chair,
which sat there as ever underlining the depth of
my loneliness; and thus began the process.

| have never kept a journal in my life. Truth
be told, I've had a few futile attempts from time
to time but to no avail. Even though | am known
as a quite orderly, systematic, meticulous and
determined person, this act of keeping a journal
was not my cup of tea, at least not in a literary
form. Yet, as | look back at these photographs
today, in the background | recognize the need
to record the feeling of entrapment which that
period had created in me. | wanted to document
the process that everyone experienced in their
own way, and the traces it left on me. | made
these recordings in difficult conditions, without
a camera or a tripod, by wedging my mobile
between cushions and propping it with books.
Compared to my inability to keep a journal, this
act may be considered a sign of determination
(what | called difficult conditions would be better
understood as the irony of the situation | was in).

In these photographs, the “self”, which has
been recorded in different poses with consecutive
shots, actually points at a sort of unconsciousness
and uncertainty. Since | took the photograph
using the self-timer on my phone, | could not
know exactly what the camera was shooting at
that instant. That is, | had, in a sense, surrendered
to uncertainty. And actually, this state of
uncertainty alluded precisely to the time | was

icinde donusturerek kil malzemeye aktarmak
istedim. Zamanin kayit altina alinmasinda belge
islevi géren fotograf, bu otoportreler aracihigiyla
o anin psikolojik resminin ortaya konulmasina
aracilik etti. Bu pozlarin kil malzemeyle ¢alisilirken
bir yandan seramik gibi binlerce yil yasayabilen
dayanikh bir malzemeyle 6lumsuzlestirilmesi;
o6te yandan acl, GUzUntd, bunalti ve yalnizlik gibi
duygulari aktaran yUz ifadelerinin, mimiklerin
yok edilerek sadece jestlerin kaba bir siluet
olarak birakilmasi, zamanin bellegine dair yukun
siliklestirilmesi arzusu olarak okunabilir.

Merkeze yakin olsa da izole bir konumda olan
Gate 27 Yenikoy yerleskesi, kendine ait kapalligi
ile Uretim suUrecimin devam etmesini sagladi.
Aslinda evimden ¢ikip baska bir eve girmistim ve
pandemi devam ediyordu. Ancak evi paylastigim
diger sanatgl, eski 6grencim Ozgul Kahraman'la
yeni bir yaratici strecin igerisindeydik. Sanirim
pandemiyi farkl sekilde deneyimlememizi
saglayan ve bu sureci kolaylastiran sey, Uretim ve
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experiencing.

| wanted to transform these photographs over
the course of the program and transfer them into
clay. Photography, which acts as a document
in the recording of time, served to expose the
psychological picture of that moment through
these self-portraits. The immortalization of these
poses worked into clay with a durable material
such as ceramic, which can survive thousands
of years, on the one hand, and on the other, the
eradication of facial expressions, which transmit
feelings such as pain, sadness, oppression and
loneliness, leaving merely the gestures as a rough
silhouette, can be read as the desire to obscure
the burden pertaining to the memory of time.

Albeit near the city center, the isolated
location of the residency premises with its
own privacy enabled the continuation of my
production process. In fact, | had left my home
to enter another one, and the pandemic was still
continuing. However, | and the other guest artist,
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paylasimdi. Birlikte yemek yapmak, sohbet etmek,
tartismak, ayni muzigi dinleyip keyif almak cogu
zaman pandemi strecinde oldugumuzu bize
unutturuyordu. Dénem dénem bos kalmis, dénem
doénem ise iginde yasanilmis, bircok yasantiya ev
sahipligi yapmis ve 6dullu bir mimar tarafindan
renove edilmis beyaz ev aslinda kimseye ait
olmayan aurasiyla bizi kabul etti.

Buguln Gate 27'nin ana stidyosunda
sergilenen Zamanin Belirsizligine Dair Bir Takvim
Onerisi isimli calismam birbirine benzeyen ama
her biri kendi icinde farkl bir duyguyu sahiplenen,
dizilimi degisse bile séyledigi sézden bir sey
eksilmeyen haliyle zamana ve onun belirsizligine
sahitlik etmeye devam ediyor.

my former student Ozgll Kahraman whom we
shared the house with, were in a new creative
process. | guess what enabled us to experience
the pandemic in a different way and eased this
process was the production and the sharing.
Cooking together, talking, discussing, listening
to and enjoying the same music often made us

forget that we were in the middle of a pandemic.

Renovated by an award-winning architect, the
white house, which had at times been vacant
and at others inhabited, hosting many lives and
experiences, welcomed us with its aura that
actually belongs to no one.

My work titled A Calendar Proposal on the
Uncertainty of Time on exhibit today in the main
studio of Gate 27 continues to witness time—
which is similar yet acquires a different feeling
at every turn; which may change in sequence
yet lose nothing from its meaning—and the
uncertainty of time.

Kemal Tizgol

Zamanin Belirsizligine Dair Bir Takvim Onerisi

2020, 7 parga elle sekillendirilmis, sirsiz, astarli stoneware seramik

A Calendar Proposal on the Uncertainty of Time

2020, 7 hand-shaped, unglazed undercoated stoneware ceramic pieces
50x50x5cm
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ELI BENSUSAN

Eli Bensusan ¢alismalarinda
kurguladig: diinyanin mit ve
ritliellerini karisik teknikler, siir

ve tasarim nesneleri ile ifade eder.
Tasarim ve sanat nesnelerinin
bigim, islev, malzeme, anlam,
faillik, siirsellik gibi ontolojik
katmanlarinin oriintiilerini
yeniden kurgularken, beklenmedik
eylem Onerileriyle alisilageldik
normlari irdeler. Bensusan lisans
egitimini ITU Endiistri Uriinleri
Tasarimi Boliimii'nde (2013),
yiiksek lisansini ise School of the
Art Institute of Chicago'da (SAIC)
Tasarim Nesneleri Boliimii'nde
(2015) tamamladi. Eserleri yurt ici
ve yurt disinda sergilendi. SAIC,
ITU ve Medipol Universitesi'nde
Ogretim gorevlisi olarak ders verdi.
Caligsmalar: Tiirkiye'de ve yurtdisinda
sergilenmistir.

Eli Bensusan expresses the myths
and rituals of a fictional world
through mixed media works,
poetry and designed objects. He
restructures the ontological layers
of design and art objects such as
form, function, material, meaning,
agency, and poetry. Proposing
different behaviors, he explicates
routine norms. He completed his
bachelor's degree in 2013 in the
Industrial Design Department of
Istanbul Technical University (ITU),
and his master's degree in 2015 in the
Designed Objects Department of the
School of the Art Institute of Chicago
(SAIC). He has taught classes as a
lecturer at SAIC, ITU and Medipol
University. His work has been
exhibited in Turkey and abroad.

BURGAK BIiNGOL

Burcak Bingol'tin calismalar:

hafiza, kimlik, kiltiirel miras ve
dekorasyon gibi birbirinden farkl
duran kavramlari, aralarindaki
sinirlart bulaniklagtirarak yan yana
getirir. Hatirlama ve unutmaya
dayali caligsmalari, soyutlama ve
temsil, reddetme ve muhafaza etme
arasinda gezinen, Dogu ve Bati sanat

geleneklerini hem benimseyen hem
de yok sayan psikolojik peyzajlar
olusturur. Bingdl kopyalama,

iz siirme, yikma ve yeniden
yapilandirma yontemleriyle, asina
temsillerle yeni bigimlenmeler ve
iligkilenme diizenekleri tasarlar.
Kisisel ve kiiltiirel ge¢misle beslenen
iiretimi, malzeme, nesne ve imgenin
siirekli olarak bozulup birbirine
doniistiigli yeni kurgular olusturur;
mekanla, kavramsal, bicimsel ve
duyumsal olarak iliskilenerek gorsel
bir aragtirma alani yaratir.

Burcak Bingol's works explore
memory, identity, cultural heritage,
and decoration by blurring

the boundaries between these
seemingly disparate notions. Her
works are psychological landscapes
on forgetting and remembering

that hover between abstraction

and representation, rejection and
preservation; they both embrace
and disregard Eastern and Western
artistic traditions. Through processes
of tracing, copying and re-forming,
Bing0l aims to construct new sets

of configurations by de-structuring
familiar representations. Within

this culturally and personally
charged scope of examination, her
works emerge through a constant
re-working of images, objects and
forms, converging in a repetitive

act where fiction and failure merge.
As such, their spatial, sensorial
morphological and conceptual
relations to space open up a research
field of visual exploration.

MICHAEL BISHOP

California State University, Chico'da
profesorliik gorevini ylirlitmeye
devam eden Michael Bishop,
akademik ¢aligsmalarinin yani sira
stiidyo pratigini de siirdiiriiyor.
Sanatc1 1986'dan beri aralarinda
Sabanci Universitesi'nin de oldugu
cesitli tiniversitelerde ziyaretci
Ogretim gorevlisi olarak bulundu.
Hem akademik caligmalari hem
de sanat pratigi ile ilgili olarak
aralarinda Fulbright Scholarship,
Arts & Industry Residency, Kurtz
GmbH, Wertheim, Germany ve
California Arts Council Artist
Fellowship Award For The Visual
Arts'in bulundugu cesitli burs ve

odiillere layik goriildii. Bishop
Kaliforniya'da yastyor ve calistyor.
Michael Bishop continues his studio
practice in addition to his academic
studies. While he is currently
working as a professor emeritus

of sculpture at California State
University, Chico, Bishop has also
been a visiting lecturer at various
universities, including Sabanci
University, since 1986. His academic
work and studio practice awards
include Fulbright Scholarship, Arts
& Industry Residency, Kurtz GmbH,
Wertheim, Germany and California
Arts Council Artist Fellowship Award
for The Visual Arts. He currently lives
and works in California.

CARLOS JIMENEZ CAHUA

Yiiksek lisansini Massachusetts
College of Art and Designda
tamamlayan Carlos Jiménez Cahua
(1986, Peru) calismalarini fotograf,
yemek, heykel, resim, miizik aleti
yapimi, seramik, performans

ve video gibi farkl tekniklerle
iiretir. Pratiginin odaginda Giiney
Amerika'nin somiirge tarihi,
Amerikan yerlileri ve 6zel olarak
And Daglar bélgesinde hala varligini
siirdiiren ya da yok olmus kiiltiirel
pratikler bulunur. Caligsmalar: ayni
zamanda hem tarihsel hem de
devam eden bir olgu olarak Giiney
Amerika'nin Ispanyollasmasina da
deginir.

Carlos Jiménez Cahua (1986, Peru)
received his master’s degree from
Massachusetts College of Art and
Design. His work encompasses

a number of media, including
photography, food, sculpture,
painting, instrument-making,
ceramics, performance and

video. His current research and
production focus particularly on
American Indigeneity, and more
broadly, on pre-Hispanic cultural
practices of the Andes, both extant
and extinct. His works also address
the Hispanicization of South
America, as a historical and ongoing
phenomenon.

BILAL YILMAZ

& LYDIA CHATZIIAKOVOU
Bilal Yilmaz istanbul'da yasayan
disiplinleraras1 bir sanatg1 ve

tasarimcidir. Isik, ses ve etkilesimi
kullanarak heykelsi nesneler,
yerlestirmeler ve izleyicinin algisin
degistiren kolektif deneyimler
yaratir. Disiplinlerarasi sanat

ve tasarim caligmalarinin yani

sira sosyal ve kolektif projeler
izerine calisir. Kolektif ¢cabalarinin
ardindaki, 6nemli oldugunu
diistindligii nokta, insanlar: bir
araya getirmenin haricinde onlar1
cevreleriyle etkilesime gegiren

ve bazi seylerin nasil oldugunu
diistinmeye iten, birlikte iiretimin
degeridir.

Bilal Yilmaz is an interdisciplinary
artist and designer based in Istanbul.
He uses light, sound and interaction
to create sculptural objects,
installations and experiences that
shift the spectator’s perception and
bring joy of collectivity. Alongside
his interdisciplinary artworks and
designs, he works on social and
collective projects. What he finds to
be crucial for all collective efforts
is the notation of production,
because besides uniting people, it
activates them to engage with their
environment and question the way
of things.

Lydia Chatziiakovou Selanik’te
yasayan bir kiiratordiir. Sanati bir
toplumsal degisim araci olarak
inceleyen ve uzun vadeli stratejik
planlamaya dayal: giincel sanat
projeleri iireten, tasarlayan ve hayata
geciren Selanik merkezli sanat
yonetimi ofisi ArtBOX’'in 2004’ten bu
yana es yoneticisidir. Bu baglamda
Yunanistan'dan ve diger iilkelerden
topluluklari, sanatgilari ve kurumlar:
bir araya getirerek sosyal degisim
icin {iretilen ve sanat-teknoloji
iligkisini 6ne ¢ikaran projeleri iiretir,
sergiler, koordine eder.

Lydia Chatziiakovou is a curator
who, since 2004, co-directs ArtBOX,
a creative arts management

office based in Thessaloniki, that
conceives, designs and implements
contemporary art projects revolving
around the exploration of art as
agent of social change, based on
long-term strategic planning. In

this context, she conceives, curates
and coordinates projects that
emphasize art for social change

and the relationship between art
and technology, bringing together
communities, artists and institutions
from Greece and abroad.

LYNN CRISWELL

Lynn Criswell’'in pratigi resim,
fotograf, baski, yerlestirme ve heykel
gibi farkli malzeme ve tekniklerden
yararlansa da kavramsal olarak
birbirine bagli temalara yayilir.
Eserleri 6zel koleksiyonlarin yani
sira agirlikli olarak ABD'deki kamu
kurumlarina ait koleksiyonlarda

da yer alan Criswell, iiretimlerinde
kisisel anilara ve bellege bicim
kazandiran bir gorsel dil sunar.
Although Lynn Criswell's practice
draws on different materials and
techniques such as painting,
photography, printmaking,
installation and sculpture,
conceptually it spans interconnected
themes. Criswell, whose works are
mainly in the collections of public
institutions in the USA as well as
private collections, presents a visual
language that gives form to personal
memories and memory in her
productions.

DiDEM ERBAS

Didem Erbas (1985, istanbul)
lisansin1 Mimar Sinan Giizel Sanatlar
Universitesi Resim Boliimii'nde,
yiiksek lisansini ise Sabanci
Universitesi Gorsel Sanat ve Gorsel
fletisim Tasarimi Boliimiinde
tamamladi. Erbag’in pratiginde
mekéna 0zgii yerlestirme/miidahale,
resim, ¢izim ve video caligsmalar: yer
alir. Yasadig1 cografyanin sosyo-
politik meselelerini merkeze alan
eserlerinin ana konulari cografya,
barinma hakki, mekanlardaki izler ve
mekanlarin dontistimleridir.

Didem Erbas (1985, Istanbul)
graduated from Mimar Sinan Fine
Arts University Painting Department
and received her MA degree in
Sabanci University Visual Art and
Visual Communication Design
Department. Her practice spans a
broad range of media including site-
specific installation/intervention,
painting, drawing and video. The
main subjects of her works which
focus on the socio-political issues

in Turkey are geography, right
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to housing, traces in spaces and
transformation of spaces.

AHMET DOGU IPEK

Ahmet Dogu Ipek (1983), Marmara
Universitesi Atatiirk Egitim Fakiiltesi
Resim Boliimii'nden mezun oldu.
Kendine 6zgii meditatif tarzda
irettigi kagit {izerine suluboya ve
karakalem eserleriyle detayc bir
calisma pratigine sahip olan sanatgi,
yeni teknik ve temalara her zaman
aciktir. Genellikle cokkatmanli,
karmasik ve monokrom olma
ozellikleri gosteren serilerinde,
IpeK’in kent ve dogayla kurdugu
cokyonlii iligkiler izleyiciye yansir.
Mikrokozmostan makrokozmosa
uzanan eski ve yeni serilerindeki
tekrar ve Oriintiiler genellikle
insaatlar, kitleler, masif kiitle ve
organik formlardan ilham alir.

Ipek, suluboya ve miirekkep
kullandig: ¢alismalarinin yan: sira,
farkl disiplinlerden sanatgilarla
birlikte mekéna 6zgii isler ve farkli
araclarla ii¢ boyutlu yerlestirmeler
gerceklestirmistir.

Ahmet Dogu Ipek (1983) graduated
from the Marmara University
Atatiirk Faculty of Education,
Painting Department. The artist,
who has a detailed practice with

his watercolor and charcoal works
on paper produced in his unique
meditative style, is always open

to new techniques and themes. In
his series that generally exhibit
multilayered, complex and
monochrome characteristics, the
multifaceted relationship Ipek
builds between the city and nature
is presented to viewers. Extending
from the microcosm to macrocosm,
the repetitions and patterns in his
earlier and new series are often
inspired by constructions, masses,
and organic forms. In addition to his
works in which he uses watercolor
and ink, Ipek has also produced
three-dimensional installations and
site-specific works in collaboration
with artists from various disciplines.

MEDINE IRAK

Lisans, yiiksek lisans ve sanatta
yeterlik derecelerini 2001-2015
yillar1 arasinda Mimar Sinan
Giizel Sanatlar Universitesi Resim
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Boliimii'nde tamamlayan Medine
irak (1983), sanatsal pratiginde
insanin doga karsisindaki direnisini
ve bu direnisin yarattigi kaosu ele
alir. Cesitli malzemeler kullanarak
ve seri halinde {irettigi calismalari,
toplumsal hafizada yer alan tarihi
imgeler ve bu imgelerin ¢agrisimlar:
ile bu atmosferde tamamen ig ice
gecmis siireglerin yarattig etkileri
cogu zaman gercekiistii 6geler ve
fantastik kurgularla anlatir. Uretim
siirecini fotografla belgeleme, siklikla
iliretim siirecinin bir parcasim
olusturur. Son donem eserleri ise
siireklilik ve degisim ekseninde
emegin roliinii tespit etmeye, kiiltiir
endiistrilerinin emegin {izerinde
oynadigi roliin ne oldugunu
belirlemeye odaklanmaktadir.
Medine irak (1983) received her
bachelor’s, master’s and proficiency
in art degrees from Mimar Sinan
Fine Arts University Painting
Department between 2001-2015.

In her practice, she deals with the
resistance of man against nature and
the chaos created by this resistance.
Her works, produced in series

using various materials, depict the
historical images in the collective
memory and the associations of
these images; along with the effects
of processes that are completely
intertwined in this chaotic
atmosphere, often with surreal
elements and fantastic fictions.
Documenting the production process
with photography is often a part of
her production process. Her recent
works focus on identifying the role
of labor on the axis of continuity and
change; and determining what role
the cultural industries play on labor.

0ZGUL KAHRAMAN

Lisans egitimini heykel ve seramik
alanlarinda tamamlayan Ozgiil
Kahraman, yiiksek lisansini
bilesik sanatlar, sanatta yeterligini
ise heykel alaninda tamamladi.
Sanatgi, beden odakli yapitlarinda
toplumsal ve teknolojik ¢evrenin
insan yasamina olumsuz etkilerini
aragtirir. Tiiketim odakli yagsamin
yikic, yipratic etkileri, yasam
alanlarinin yapaylasmasi, siddetin
normallestirilmesi ve kapitalist
sistemin dayattig1 giizellik algis1 gibi

konular calisma alanini olusturur.
Sanatginin son donemde iizerinde
yogunlastig1 konu ise iletisimin
olanaklilig1 ve olanaksizligidir.
Braille alfabesini merkeze alarak
olusturdugu ¢alisma serisi, gorme
engelli bireylerin gevrelerini
alimlama deneyimlerinden yola
cikarak insanin gevresiyle kurdugu
iliskide sinirliliklarini sorgular.
Ozgiil Kahraman completed her
undergraduate degree in sculpture
and ceramics, master's degree in
compound arts, and proficiency

in art in sculpture. In her works
focusing on the body, Kahraman
explores the social and technological
environment that negatively affects
human life. Her works focus on
depressing and destructive effects
of consumption-oriented life, the
artificialization of living spaces,

the normalization of violence and
the perception of beauty imposed
by the capitalist system. Her recent
works focus on the possibility and
impossibility of communication.
This series of works centered upon
the Braille alphabet questions the
limitations of a person’s relationship
with his/her environment, based on
the experiences of visually impaired
individuals to perceive their
environment.

EKIN KANO

Lisansin1 Yildiz Teknik Universitesi
Fotograf ve Video Anasanat

Dali'nda tamamlayan ve Den Haag
Royal Academy of Arts'da degisim
Ogrencisi olarak bulunan Ekin
Kano, yliksek lisans derecesini
Sabanci Universitesi Gorsel

Sanatlar ve Gorsel fletisim Tasarim1
Boliimii'nden aldi. Kano'nun sanat
pratiginin merkezinde insanlar

ve insan olmayanlar arasindaki
cizginin belirsizligi yer alir. insan
bedenini tanimlanamayan ve
sinirsiz bir yapi olarak betimleyen
resimlerinde, varolusa doniik
alternatif maddesel olasiliklar 6ne
stiriiliir. Evrim kurami, doga tarihi ve
tibbi resimlendirmeden ilham alan
Kano, eserlerinde beden kavrami ile
birlikte canlilarin alabilecegi sonsuz
bicim olasiliklarin aragtirir. Resim
siirecine bir simyaci gibi yaklasan
Kano, kendi tuvallerini olustururken

endiistriyel malzemelerden
yararlanmak yerine eski yontemlere
basvurur. Kano'nun Antroposen
caga, evrim kuramina ve doga
tarihine iliskin sorular yonelten
calismalari, bugiine dek istanbul,
Los Angeles, Ziirih, Paris, Belgrad
ve Wintherthur'daki etkinliklerde
sergilendi.

Ekin Kano graduated from Yildiz
Technical University with a
photography and video major.

She then went to Den Haag Royal
Academy of Art as an exchange
student. She received her M.A.
degree at Sabanci University in Visual
Arts and Visual Communication
Design. Exploring the blurriness of
the limits between humans and non-
humans constitutes the main axis of
Ekin Kano’s practice. Depicting the
body as an unidentified and limitless
structure, her paintings propose
other possibilities of materiality for
the existence. Inspired by the theory
of evolution, natural history and
medical illustrations, she creates
organisms with non-human body
shapes which examine the infinite
possibilities of forms that living
beings can embody. Approaching the
process of painting like an alchemist,
Kano produces her own painting
surfaces by using old methods
instead of industrial materials.

Her works related to the questions
of Anthropocene, the theory of
evolution and natural history have
been shown in group exhibitions in
Istanbul, Los Angeles, Zurich, Paris,
Belgrad and Wintherthur.

ANNA KARAYORGI

istanbul'da yasayan Yunan kékenli
multidisipliner sanatci, kukla
sanatgist, sahne dekor ve kostiim
tasarimcisi Anna Karayorgi, lisans
egitimini Mimar Sinan Giizel Sanatlar
Universitesi, Sahne Dekorlar1 ve
Kostiim Boliimii'nde, kukla alaninda
tamamladi. BKM, Bakirkdy Belediye
Tiyatrosu, TOY gibi bircok tiyatro
ekibiyle kukla tasarimi ve prop-
dekor tasarimlari lizerine galigti.
Istanbul'da birgok sosyal projenin,
cocuk ve yetiskin atdlyelerinin kukla
egitmenligini ve yiiriitiiciiliiglini
yapti. Bunlarin yani sira kendi
magazasi icin kostiim, ev esyasi ve

aksesuarlarin tasarimi ve iiretiminde
aktif olarak galigmaktadir.

Bellek iizerine odaklanan sanat
pratigini kendisi i¢in, sergileme
endisesi olmadan devam ettiren
Karayorgi, liretim asamalarinda
kontrastliklardan yararlanmayz,
dogadan, tarihten ve Bizans
sanatindan ilham almayi, kaybolan
kiiltiirel kimlikler lizerine calismay1
seviyor. Tslerinde kullandig1
malzeme ve teknikler genellikle
fotograf, kil, kagit, kolaj, mozaik,
151k, transparanlik ve golge-kukla
tiyatrosunda da kullandig: 6geler.
Anna Karayorgi is a multidisciplinary
artist, puppeteer, stage and costume
designer, living in Istanbul and has
Greek origin. She completed her
license degree at Mimar Sinan Fine
Art University, Stage and Costume
Design Department, in puppetry.
She collaborated and worked as

a puppet and prop designer with
various theater companies such as
BKM, Bakirkdy Municipal Theater,
TOY and other private theaters and
managed workshops and social
projects on puppetry for adults and
children in Istanbul. She also works
actively in the design and production
of costumes, household items and
accessories for her own online shop.
With an artistic practice that focuses
on memory Karayorgi produces for
herself, without any worries about
exhibiting and she likes to benefit
from contrasts in the production
process, to be inspired by nature,
history and Byzantine art, and to
work on lost cultural identities. The
materials and techniques she works
with are photography, clay, paper,
collage, transparency, light, mosaic,
and more elements from shadow
theater, puppetry and prop design.

ASLIHAN DEMIRTAS

& ALI CINDORUK, KHORA

KHORA 2011 yilinda kolaboratif,
disiplinlerarasi ve ¢okolgekli bir
pratik olarak Aslihan Demirtas ve Ali
Cindoruk tarafindan kurulmustur.
KHORA mekan, peyzaj, sergi
tasarimlari, yerlestirme, sanat ve
performans projeleri ile aragtirma
ve aktivizm pratiklerini disiplinlerin
alan ve sinirlarini bilingli olarak
asan/kesen bir tavirla siirdiiriir.
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Aslihan ve Ali 1991 yilindan bu

yana degisen yogunluklar ve
araliklarla cesitli projeler iizerinde
beraber diistinmekte, caligmakta

ve liretmektedirler. KHORA mekan,
bina, peyzaj ya da sergi ve sanat

gibi farkli projelerini ‘dlistinme
pargcalart’ olarak iiretir. Yunanca
khora kelimesinin ruhunda —
belirsiz, amorf, tanimsiz; KHORA
diinya lizerinde daha adil bir varolus
arayisini yaparak, sorgulayarak,
tasarlayarak ve koruyarak
siirdiiriirken her 6lcek, mecra ve
probleme dair ¢aligmaktan mutluluk
duyar.

KHORA was founded by Aslihan
Demirtas and Ali Cindoruk in 2011
as a collaborative, interdisciplinary
and multiscalar practice. KHORA
purposefully crosses territories and
boundaries of disciplines in the
forms of buildings, landscape and
installation projects, exhibitions, and
art projects, as well as research and
activism. Aslihan and Ali have been
thinking, working and performing
together on many projects since 1991,
with intensities and intermissions.
KHORA produces exhibitions,
artworks, buildings and such as
‘thinking pieces’. In the spirit of the
Greek word khora — indeterminate,
amorphous, undefined, KHORA
joyfully works with any medium, any
scale and any problem to search for a
fair existence in this world by way of
making, questioning, designing, and
conserving.

LEANDER KNUST

New York, Brooklyn'de yasayan
sanatci Leander Mienardus Knust
(1991, Philadelphia) giizel sanatlar
alanindaki lisans derecesini 2015
yilinda School of the Art Institute

of Chicago'da (SAIC) tamamladi.
Heykel, yerlestirme ve kamusal sanat
alanlarinda calisan Knust eserlerini;
hareketli parcalari, organik bicimleri
ve geri kazandirilmis malzemeleri bir
simyaci gibi bir araya getirerek {iretir.
Leander Mienardus Knust (1991,
Philadelphia) is an artist currently
based in Brooklyn, New York. Knust
received a BFA from the School of
the Art Institute of Chicago in 2015.
Working in the realms of sculpture,
installation, social practice, and
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public practice, Leander produces
alchemical works that typically
consist of moving parts, organic
formations, and/or reclaimed
materials.

COSAR KULAKSIZ

Rutgers, New Jersey Eyalet
Universitesi'nde lisans egitimini
(1997), Marmara Universitesi

GSF Fotograf Boliimii'nde yiiksek
lisans egitimini (2005), Mimar

Sinan Universitesi GSF Fotograf
Boliimii'nde sanatta yeterlik
programini (2010) tamamlayan Cosar
Kulaksiz, Tiirkiye Fotograf Sanati
Federasyonunun olusum siirecinde
aktif gorev aldi, Uluslararas: Fotograf
Federasyonu'nun (FIAP) Tiirkiye
temsilciligini {istlendi (2004-2005).
2016-2017 yillarinda Istanbul Fotograf
Festivali'nin uluslararasi iligkilerini
koordine etti ve kiirasyon ekibinde
yer aldi. Birgok ulusal ve uluslararasi
yarigsmada fotograflar 6diil ve
sergileme hakki kazandi. 2004’ten
bu yana DIFOLAB Dijital Fotograf
Laboratuvarlar’'nda sirket ortag:
pozisyonunu, 2005’ten bu yana Suna
ve Inan Kirag Vakfi Pera Miizesinin
uluslararasi fotograf projeleri
danigsmanligini, 2015’ten bu yana ise
FOLKART’1n uluslararas: fotograf
etkinliklerinin direktorligiinii
siirdiirmektedir. Kulaksiz'in liretim
pratigi gercegi degil, karsilastigi
sahnelerdeki gercekligin kendi
diinyasindaki yansimasini merkeze
alir. Var olani tespit etmenin bir
adim Gtesine gegen ve gordiiglinii
tasvir eden sanatgi, fotograflarinda
teknolojiyi hem ¢ekim, hem islem
hem de baskida devreye sokar;
boylece kadrajdaki olgusal gerceklik
objektif olmaktan ¢ikar.

Cosar Kulaksiz completed his
undergraduate degree at Rutgers,
New Jersey University (1997),

his master’s degree in Marmara
University Fine Arts Faculty of

Art, Photography Department
(2005) and received his proficiency
in arts at Mimar Sinan Fine Arts
University Photography Department
(2010). He has taken an active role
in the formation process of the
Photographic Arts Federation of
Turkey and has undertaken the
representation of FIAP (International
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Federation of Photography) in Turkey
in 2004 and 2005. He coordinated

the international relations of the
Istanbul Photography Festival
between 2016-2017 and took part

in the curatorial team. He has
exhibited and been awarded in
many national and international
competitions. He has been working
as a company partner in DIFOLAB
Digital Photography Laboratories
since 2005; as consultant for
international photography projects
in Suna and Inan Kira¢ Foundation
Pera Museum since 2005 and as the
director of FOLKART's international
photography activities since 2015.
Kulaksiz's practice focuses not on the
reality, but on the reflection of the
reality in the scenes he encounters
in his own world. The artist, who
goes one step beyond recording what
exists and depicts what he sees, uses
technology in his photographs both
in shooting, processing and printing;
thus, the factual reality in his frame
ceases to be objective and acquires a
subjective expression.

TAMER NAKISCI

Mimar Sinan Giizel Sanatlar
Universitesi Endiistriyel Tasarim
Boliimii mezunu olan Nakiset,
tasarim kariyerine 2004 yilinda Fiat
Advanced Design Concept Lab,
Milano’da bagladi. 2005'te “Nokia 888”
tasarimi ile ilk uluslararas 6diiliini
kazandi, daha sonra tasarimlari ile
birgok édiile layik goriildii. Uriin
tasarimindan, mekan tasarimi ve
yerlestirmelere uzanan projelerine
istanbul ve Londra'da kurdugu
Futureisblank ile devam etmektedir.
Disiplinlerarasi bir tasarimci olan
Tamer Nakisgy, fikir ve bicimler,
duygular, malzemeler ve teknolojiler
ile yenilikci yollarla oynar,
calismalar araciligiyla insanlar,
mekanlar ve nesneler arasindaki
fiziksel ve duygusal etkilesimleri
kesfeder.

Having graduated from Mimar Sinan
Fine Arts University, Department of
Industrial Design, Nakisci started
his design career in 2004 at Fiat
Advanced Design Concept Lab,
Milan. In 2005, he won his first
international award with his design
"Nokia 888", and later he was awarded

many awards with his designs. He
continues his projects ranging from
product design to space design and
installations with Futureisblank,
which he founded in Istanbul and
London. As an interdisciplinary
designer, Tamer Nakisc1 plays with
ideas and forms, emotions, materials
and technologies in innovative ways,
exploring the physical and emotional
interactions between spaces and
objects through his works.

ETEM SAHIN

Etem $ahin, lisans derecesini

Paris III Sorbonne Nouvelle
Universitesi'nde sinema, yiiksek
lisans derecesini ise Paris I Panthéon
Sorbonne Universitesinde sanatta
yeni medya alaninda tamamladi.
2012 yilinda Cenkhan Aksoy

ile Stiidyo devam adli sanatct
inisiyatifini kurdu. 2013-2015

yillar1 arasinda [zmir Ekonomi
Universitesi'nde sinema ve yeni
medya iizerine dersler verdi. Birgok
etkinlikte ve kar amaci giitmeyen
yapida kiirator ve koordinator olarak
calist1. 2011 yilindan bu yana Gizem
Karakas ile Medyartiz adi altinda
performanslar sergiliyor. Bilyiik
Siyah Kap1 inisiyatifinin de tiyesi
olan sanatg1, 2017 yilindan bu yana
cogunlukla resimlerini sergiliyor.
Etem Sahin completed his
undergraduate degree in cinema at
the University of Paris III Sorbonne
Nouvelle and his master's degree

in art and new media at Paris I
Panthéon Sorbonne University.

In 2012, with Cenkhan Aksoy, he
founded the artist initiative Stiidyo.
He gave lectures on cinema and
new media at Izmir University of
Economics between 2013-2015.

He has worked as a curator and
coordinator in many art events and
non-profit art spaces. Since 2011,
he has been performing with Gizem
Karakas under the stage name
Medyartiz. The artist is a member of
the Biiyiik Siyah Kap1 artist initiative.
Since 2017, he mostly exhibits his
paintings.

RAW - SELGUK ARTUT & ALP TUGAN
Yaratici teknolojiler konusunda
calisan Selguk Artut ve Alp Tugan
tarafindan 2016 yilinda kurulan

RAW, canli kodlama yontemi ile
isitsel ve gorsel performanslar
tasarlayan deneysel bir miizik
grubudur. Performanslarinda
algoritmik yapilar iceren bilgisayar
kodlari ile dogaclamaya dayali
deneyimler tasarlayan ikili, ayn1
zamanda izleyicileri alisilmadik

bir bicimde {iretim siirecinin aktif
birer g6zlemcisi olmaya davet

eder. Diinyanin bir¢ok sehrindeki
elektronik miizik ve medya
etkinliklerinde sahne almis olan
RAW, sahnede iirettigi isitsel ve
gorsel performansi, tepe kameralari
ve biiylik ekranlarda yansitilan

kod goriintimleri ile gozler oniine
sunar. Ortaya ¢ikan gorsel ve isitsel
deneyim, dogaglama bicimleri
yapisinda giiriiltii, elektronik, tekno,
minimal ve ambient estetik anlayislar
arasinda dolasir.

Calismalar1 uluslararasi etkinliklerde
sergilenen Selcuk Artut sanatsal ve
diisiinsel alanlarda insan ve teknoloji
birlikteligi {izerine ¢alistyor. 1998
yilindan beri iiyesi oldugu post-rock
avangard miizik grubu Replikas ile
bircok albiim ¢ikaran Artut, Sabanci
Universitesi'nde Gérsel Sanatlar ve
Gorsel Iletisim Tasarimi Programi™i
yiiriitiiyor. Alp Tugan yaratici
kodlama, bilgisayar destekli sanatlar,
etkilesim tasarimi ve ses sanatlar1
tizerine calistyor. Yaklasik 10 yildir
cesitli sergi, proje ve etkinliklerde
gorsel/isitsel projeleriyle yer alan
Tugan ayn1 zamanda Ozyegin
Universitesi'nde yaratici kodlama ve
ses lizerine dersler veriyor.

Founded by Selguk Artut and

Alp Tugan, both working in the

field of creative technologies in
2016, RAW is an experimental
music group that creates audio

and visual performances with

live coding methods. While
exhibiting audio visual experiences
with improvisational computer
programming structures, the duo
invites the viewers to be an active
observer of the making process of
their live performances. Performed
at various electronic music and
media events in many cities around
the globe, RAW invites the audience
to immerse into the performance
visually with using additional top
cameras, and code views projected

on large displays. Sonically the
audial experience moves into the
fields of noise, electronic, techno,
minimal and ambient genres with
improvisational forms.

Selcuk Artut’s artistic research and
production focus on theoretical and
practical dimensions of human-
technology relations. His artworks
have been exhibited in many
international events. He has released
several albums as a member of a
post-rock avant garde music band
Replikas since 1998. He currently
coordinates the Visual Arts and
Visual Communication Design
Program at Sabanci University.

Alp Tugan works on creative coding,
computer aided arts, interaction
design and sound arts. For nearly

10 years, he has been involved

in various exhibitions, projects

and events with his audio / visual
projects. In addition, he teaches
creative coding and sound at Ozyegin
University, Istanbul.

KEMAL TiZGOL

Sanatc1 ve akademisyen Kemal Tizgo6l
(1973, Balikesir), Avrupa, ABD ve
Uzak Dogu'da gesitli sempozyum,
bienal, atolye ve karma sergilere
katild1. Yurt i¢i ve yurt disindaki
bircok 6zel ve kurumsal sanat
koleksiyonunda eserleri bulunan,
bugiine dek dort kisisel sergi
gerceklestiren ve li¢ 6diile sahip
olan sanatginin ¢alismalari, Lark
Book tarafindan ABD'de yayimlanan
“500 Seramik Heykel”in aralarinda
oldugu bazi kitaplarda yer aldi. Tizgol
ilk donem ¢alismalarinda bigimsel,
indirgemeci bir tavir gelistirdi;

daha sonra eserlerinde kil ve diger
malzemeleri birlestirerek gercek-
kopya, materyal doniisiimii, yeniden
iiretim ve anlam gecisi konularina
odaklandi. Yakin donem ¢alismalari
ise sanatg¢inin kendi i¢ durumunu
ve kisisel tarihini arastiriyor. Tizgol,
Akdeniz Universitesi GSF Seramik
Boliimii'nde docent olarak gorev
yapmaktadir.

Artist and academic Kemal Tizgol
(1973, Balikesir) participated in
various symposiums, biennials,
workshops and group exhibitions

in Europe, the USA and the Far
East. He held four solo exhibitions
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and received three awards up to

the present; some of his works

were included in many private

and corporate art collections in
Turkey and abroad. His works have
also been featured in numerous
publications, including “500 Ceramic
Sculptures” published by Lark

Book, USA. The artist developed a
formal and reductionist attitude in
his early works; he then focused on
real copy, material transformation,
reproduction and meaning transition
by combining clay and other material
in his work. His latest works explore
his inner state and personal history.
Tizgol is an associate professor at
Akdeniz University, Faculty of Fine
Arts, Department of Ceramics.
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