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Giris

1 Eyldl 2023
Daha Uzaklara...
(Katastema)[1]

"Bu bienali dustinmeden evvel

ve ¢alisma streci boyunca

bana verdigi fikirler ve destek

icin Seza Paker’e cok fesekkdr ederim.”

Sonradan Giris:

1 Eylll 2023 'te yazmaya basladigim 6. Mardin Bienali kavramsal ¢cercevesini kurdukian
sonra Maurice Blanchot'nun 11 Eylll 1959'da yazdigi bir mektubbu okudum. Bu mek-
tupta Heidegger Uzerine dustnUyor ve filozofun ortaya koydugu dustincenin ne kadar
yerinde oldugunu yazdiktan sonra sira geliyor ‘asma’ ddsuncesine. Ve soruyu soruyor:
"Hegel'i, Marxi, Nietzsche'yi ve Heidegger'i ayni dlzleme koymak mesru mudur?”. Bu-
nun cevabinl da kendisi veriyor: “Tabii ki mesru dedildir. Ama yine de kabul etmek
gerekir ki bu dordUnun hepsi asmanin ufkuna aittirler.”

Buradaki ufuk dustncesi gériyorum ki, bir yandan 6. Mardin Bienali'nin ufuk dustin-
cesiyle ayni yerde durmaktadir. Uzaklara, ufka dogru bakmak sadece ufkun ilerleyip
gerileyebilecegini gdstermekle kalmaz diger yandan da iginde oldugumuz berbat
durumdan ¢ikma arzusuyla yanmaktadir. O zaman bir bakima Maurice Blanchot'yu
takip eftigimi anladim. Yahut da ‘asma’ Uzerine kurulu olan felsefenin benim neslimin
6grendigi ve dUstinmeye devam ettigi bir yaklasim oldugunu anladim; bunun Uzerine
dustinddim. BugUn her sey retro-aktif bir sekilde geri ddnmekteyken (hatta moda bile
-retro, vintage- bazen ge¢cmis zamanlara dykUnmekte dedil mi?) ne &zgurlUkler ne
vurdumduymazliklar ne de mizahi yaklasimlar kalmis; bunlar rizikoya girmis durumda.
Kimlikler en siddetli haliyle guya solun s&ylemini stslemekte.Yukanda saymis oldugum
filozoflar ise benim gencligimin filozoflan ve her biri ‘ufku asarak’ ilerlemeyi secmis du-
sundrler.

Blanchot bu dért filozof arasindan Heidegger'i ayirarak onun bu asma dusuncesi-
nin devrimciligine karsi ¢ikabilecegini dUsundugunu yaziyor. Ama tam da &yle degil.
Heidegger'in "Kara Defterleri” dnce Aimanca ve sonra da basgka dillerde (Fransizca
benim okudugum dil) yaymlandigr zaman, *Varlik ve Zaman“in yayimlandigi 1927
Heidegger'i ile kinci DUnya Savasi sonrasi Heidegger'i arasinda bir kopma var oldugu
ortaya ¢ikiyor. Alain de Libera bir makalesinde bunun Uzerinde duruyor ve bize bunu
hatirlatiyor. *Takiye mi yoksa?” sorusunu soruyor ve cevabl *Hayir”. Heidegger degdismis-
fi ve ufka bakisinda ayni yerde degildi artik. Diger yandan Blanchot'nun etkisinde kalo-
rak gelistirdigi 'yansizlik” kavrami da Husserl'in 'yansizlik” kavramiyla ¢akisarak tarafsizlik
alaninin ddsundre ve sanatglya ait oldugunun altini giziyor. Idees’ler icinde gelistirmis
oldugu yansizlik (neutralité) kamu dustincesini ve genel tartisma konulanni ‘askiya
alarak’, ‘paranteze alarak’ islemektedir. Doxa'ya ait olan her seyi bir kenara birakmak
Uzere gelistiriimistir. Bu anlamda hem ‘yansizlasma’ hem de ‘epoché’ sanat ve du-
suncede ayni harekete ait olarak islemektedirler. Bu su anlama gelmektedir: Tartisma
konusu olan nesnenin varligi veya yoklugu Uzerine dusinmek estetik fecrlbenin bir
kenara birakti@i bir seydir. Bir taraf alarak doxa’ya kansmak estetigin isi degildir. Kamu
dusuncesinin ne disUindugu sanatci veya filozofu baglamadigi gibi her tUrli doxa’nin
Uzerinde yer almalanni saglayarak &teye dogru, uzaklara dogru aciimasini saglar. Bu
dunyada olup biteni yadsimak demek degildir; ancak dinyayr oyun disina ¢ikartma-
yl bSnemsemek anlamina gelmektedir. DUnyanin varigina bagl sorunlann Uzerinden

dustinmeyi dnerir ve estetik yaraty siyasi olandan ayirr. iigisinin disina (dés-intéresse-
ment) ¢eker (Kantin estetikten anladigr da budur, ¢ikar/ilgi disina ¢ikmak). Bu sanat-
¢iniN veya dusundrdn ‘algak biri” veya ‘angajmana karsl” oldugu anlamina gelmez;
fersine bu tuzag@in icinde hapsolmamasini saglar. Bu sadece yaratinin getirecegi bir
sabir ile islemektedir ve sabra baglidir. ClnkU yarati aksiyona bagl degil, sabirl olmayi
gerektiren bir eylemdir. Bu eylem empoze etmez ama heybetli olarak durmaktadir. Dil
ancak yansiz oldugunda heybetlidir. Tarafsizlik onun kuvvetidir. O zaman "Daha Uzak-
lara” bakmak Uzere tekrar benim 1 EylUl 2023 tarihli metnime geri ddntyorum:

Giris:

Bizim 6zgUrlUklerimize set koyan yogunlasmalann bizi sarmalayan yapisindan ¢ikma
ihfimallerini bulmak ve tfoplumlarnn kdresellesmis gecmisine bakmak Uzere nereye
dog@ru bakisimizi gevirebiliriz? ‘Asmig” oldugunu disundugumuz, bizi kiskivrak yakalo-
yan aclk kafeslerin icindeki yeniden kimlik¢i hale giren bir ddnemden ge¢cmekteyiz.
Dogaya, kultGre (antroposen ve kapitalosen), bitkilere, hayvanlara ve basgka insanlo-
ra, etnisitelere, milletlere, sinflara, bdlgelere post-kolonyal ve feminist, inferseksiyoner,
de-kolonyal yapibozum baglaminda irk¢iiga karsi micadeleyi nasil “birlikte var olma’
haline cevirebiliriz? Hicbirini yadsimadan ve sUrekli bir sekilde bunlarla micadeleyi
surdurerek bu sorunlann Uzerinden, nasil bikmadan ve mucadeleyi birakmadan ge-
cerek, bunlan asabiliriz ve daha ‘uzaklan” hayal etmeyi 6ngdrebiliriz? Bugun toplumlar-
da aile iliskilerindeki (tek ebeveynli aileler, birden ¢ok sUregiden evlilikler ve bunlardan
dogan ¢ok ¢ocuklu aileler, kan badl olmayan aile iliskilerindeki artis) ve teknolojik
(yapay zeka, diinyasal, robotlasma ve enfortmatiklesme) degisim ve ddntsUmleri no-
sil &rgutleyebiliriz?

Ozellikle diinyasal glincel durumdan nasil cikabiliriz ve canlilar arasinda ‘mizakereci
bir demokrasiyi’ (insani oldugu kadar diger canlilan da bir “$eylerin Parlamentosu” fik-
rinde) nasll iletisime sokabiliriz? 6. Mardin Bienali, sanatsal olarak gdzlemleme, dlsun-
me ve yaratma énerisi olarak bu sorunlar Uzerinde duracak. Adm adim ydrinecek
topraklarda daha uzaklan hedefleyerek bu sorunlann Uzerinden gecmeyi ve yaso-
makta oldugumuz dénemi asmayi nasil distinebiliriz?

(1) Katastema EpikUr igin zevklerin dindigi ve sabitlendigi zamana verilen bir isim. ikiye ayirmakta
zevkleri; sinetik zevkler ve katastemik zevkler (ikincisi yemek yedikten ve doyduktan sonra duyulan ra-
hatlama ve sabitlenme; artik yeme istedigi ve zevki disindaki, hareket disi bir duruma ait bir kavram)



Glindelik Notlar

9 Ekim 2023

"Daha Uzaklara..” kavraminin icinde cografi olmaktan ¢ok dustnce tarihi séz konusu
edilmektedir. DUsunce farihi icinde ele alindiginda cografyanin énemi elbette redde-
dilemez; fakat dustincenin cografyasi degil, distncenin epistemesi oldugu dustnce-
sinden yola ¢cikmayi tercih etmekteyim. Bilginin Uzerinden, sanat farihi ve dlsunce fari-
hi bilgisinden yola ¢ikmak bugln saninm unutulaon bir bakis agisi. Sergiler gitgide
daha da sosyal ve siyasi konular Uzerine odaklanmakta. Burada elbette bunlarnn yan-
lis bir ydn oldugunu séylemek benim icin dogru olmaz; ¢unkd bakildiginda bilhassa
Tarkiye'deki sanat ortaminda 1990°li yillann basindan beri sanatin kendi alanindan
cikarak sosyoloji ve felsefeyle kurdugu disiplinler-asin (disiplinler-arasi degil) iliski, benim
kavramsallastirdigim bir anlayist. 1990°larn basinda éne surmis oldugum, sanati sos-
yolojiye ve sosyolojiyi de sanata yaklastiran bu bakisimin icinde siyasi tarih de bulun-
maktaydi; ancak hatirlatmak isterim ki siyasi tarih bu yakinlastrmalarnn merkezinde
degil ¢ceperinde durmaktaydi. O bakimdan éncelikle vurgulamak isterim ki bugtn
gelinen noktayla benim 30 kisur sene evvelki yaklasimim ayni yerde degil. ikinci olo-
rak cografyalann komsuluk iliskilerinin Gzerine bdlgesel bir sekilde distinmenin kimlik-
leri destekledigini distinmekteyim. Uclincl olarak tekrar séylemek isterim ki kimlikler
daha en basindan beri calismalanmda elestirel bir kavram altinda ele alindi: Kimliksiz-
lesme bu anlamda kullandigim bir kavramdi. Bdylece, bugin bakthgimizda, cogrdfi
alan ile semantik alan arasinda bir aynsma orfaya ¢ikmaktadir. Sadece cografya ola-
rak bakildiginda, bir yer, bir sehir, bir bélge cografyasi ve topografyasi ile semantik
(anlamsal) topos arasinda bir yandan i¢ ice gecme diger yandan da aynsma séz
konusudur. Semantik fopos ile cografi fopos arasinda dil &gesi devreye girer; ancak
dilin de yersiz yurtsuzlasma alani oldugunu reddetmek mUmkdn olmayacaktir. Dilin
kendisi ana dilden koparak birden ¢ok dil ile karsilasmakta ve yeni bir ana dili meydo-
na getirmektedir. TUrkce diye adlandirdigimiz dilin gecmisine bakildiginda Orta Asya
ile Arap ve Acem dunyasinin Bati Frenkgesiyle karsilasmasindan olusan bir dilin gunu-
mUzde ‘Anglo-Saksonlasmasi’ile bize bir ana dili verdigini gérlrdz. Burada dil komsuluk
cografyalanni ve sinirlan ashdr gibi birden ¢ok baska sinirlan da asmaktadir. Oyleyse
ana dil insana disandan verilmis bir dildir ve toplumsal baskiyl kullanmaktadir. Durkhe-
im’n da s&yledigi gibi bireye dil veya para birimi disandan verilmistir. Deleuze ve Guat-
tari de buna benzer bir yaklasimla, ‘dlzen sézclklerinden’ (mot d'ordre) séz etmekte-
dirler. iletisim dili olan dil bir emir kipinden baska bir sey olarak durmamaktadir. Dilin bir
gucu vardir ama o gu¢ cemaat iktidannin veya devletin bir gliciniin gdéstergesidir. Bu
alanda o halde anahtar kelimeler birtakim yildizini ortaya koymaktadir ve buna ana
dil adi verilmektedir. Cografya ise toplumsal olmaktan ¢cok dogaya aittir. Isinin, iklimin
veya ruzgarlann dili burada konusmaya baglar. Sehirlerde bu dili kullananlar ya ¢ok
azdir ya da yoktur. Bu anlamda semantik fopos ile cografi topos birbirlerine teget olsa-
lar dahi &zdes degildirler. Bugtn sanat alaninda cografyadan veya komsuluktan bah-
sedenler oluyor. Eserler fipki benim de dnceden yapmis oldugum gibi sergilenmislerdi
("Balkanlardan Gelen Soguk Hava” Pera MUzesi, Istanbul, 2016). Bazilan bdlge sergileri
adi altinda sergileniyor. Ancak; sergi katalogunda da dikkat ¢ekmis oldugum gibi,
‘Balkanlar’ daglann ve rizgarlann 6znelligindeydi; insanlann ve dillerin, dolayisiyla dev-
letlerin veya Ulkelerin komsuluklanndan ve sinirlarindan veya sinirlarin gegisliligindeki
cok kulturlGlukten dedil, rtzgarlann serbest hareketlerinden bahsetmekteydim. Dikkart
edilirse cografyadan séz ettigimde de aslinda insanlann cografyasindan degil (Brau-
del'in s6z eftigi gibi); Deleuze’Un "olus’'undan sdz etmekteydim. RUzgdr-olus ruzgdnn
kendisi degil, kendi icinde bir degisme ve baskalasmaydi. Baskalasma veya yabanci-
lasma anormal olan degdil hatta gergek olanin fa kendisiydi. Kimliksiziesme, elbette
Deleuze-Guattari ve Foucault’'nun oldugu kadar feminist dtstindr Butlerin da bakisini

ortaya koymaktadir. Bugun gelinen noktada asir-saglasan dinyamizda kimlikler, hem
iktidarlar hem de direnisciler icin dnem kazanmis durumda. Bunun bir ¢ikis noktasi
degil, bir tkanma noktasi oldugunu, hangi kanattan gelirse gelsin kimliklerin bize ¢ok
zarar verdigini séyleyebilirim. Bu bakimdan yine kavramsallastirdigim ve G¢ kitabin bas-
i91 olan ‘Min&r Politikada bu fip kimliklesmelerin yerine azinlik-olusun ele alinmasi azin-
lik kavramini da dénusturmektedir. Deleuze ve Guattari'nin vurguladigi gibi azinlik sa-
yisal bir azlik degil, tercih edilen bir olug bicimidir. O bakimdan kadin olmakla ayni sey
olmayan bir kadin-olus; kimligi degil, tersine kimliklerin disina ¢ikmayi ortaya koymak-
tadir. Benzer bir sekilde kimliklerden ¢ikma istenci 1990°larn basindan beri ileri sGrmus
oldugum ‘kimliksizlesme’ kavraminda s6z konusu edilmistir. Bu nedenle Diyarbakirda
2003 ve 2004 yillannda yapmig oldugum iki sergide ("Dilin Glcd” 1 ve 2); yine bdlge-
deki kimlikleri éne surerek azinlik kimliginin siyasi anlamina yaklasmak yerine felsefi
anlamina dogru ¢ekerek azinlik-olus kavramiyla ele alarak ‘Mindr Politika’yl 6ne sur-
mUsttm. Bunlarn, kendi kimliklerinin veya azinlik kimliklerinin kendilerinin icinden siynla-
rak disanya agilmasiyla, ¢cikmasiyla, hékim veya azinlik kimliklerinin olusa kendilerini
birakmasiyla alakall bir sekilde ele almistim. 6. Mardin Bienali'nde, yine ayni futumla
yOreyi ve bolgeyi degil, uzaklara acilan bir bakisi kozmik anlayisla birlestirmek istencin-
deyim. Bu nedenle Mardin gibi bu kadar guzel ve buyUlu bir sehrin icinde buray! diso-
nya dogru tasimayr amaglamaktayim. Kimliksiziesme kavrami, bir anlamda, yerelligin
Otesine gecme istencidir. Kimliklerin zorla Gzerinin kapatiimasi olan kimliksizlendirmeyi
degil, ancak istencli bir sekilde kimlikleri olusa ve gelecege dogru tasima kapasitesinin
denemesidir. Bu sergi bir deneme ve bir yozi bicimi olarak, icinden ge¢tigi 'sorunlarnn
Ofesine’” dogru bakmak istemektedir. Bu sekilde belki de bugUn azinlik veya marjinal
olarak adlandinlan kimliklerin savunusunu degil, bu kimliklerin 1968 hareketinde ya-
sanmis oldugu gibi digerleriyle kesismesini icermek istemektedir. Bu da yerel veya azin-
lik kimliklerini savunmaktan degil, Mindr Politikanin geredi azinlik hale gelen hakim
kimliklerin de soyunmasini, ¢iplaklasmasini beraberinde getirdigi ‘evrensel’ olana da-
yanmak isfencinden gecmektedir. O halde, evrenselin ne oldugunu aciklomak gere-
kecek. Bu kavramin igeriginin doldurulmasi, Bati dinyasinin kendi tarihinin tekilliginden
bir model ortaya koymasini degil, hatta fersine buglnkd sémurge sonrasi, inferseksiyo-
nist, kesisimsel, irk¢ilik-disl, doganin alt edilip zapturapta alinmadidi bir bakisa ihtiyag
duyulmasina yaslanmaktadir. Bu sergi, bir anlamda, Afrika devrimlerinin "U¢cUnct dun-
yaci” (bugun Kuresel GUney) ve "U¢ kitayl diger iki kitayla birlestiren’ bir bakisa déonlp
bakma istencindedir. Bandung Konferansi ruhunun yeniden canlanmasini ve sadece
bu sdmurgelesmis cografyalann degil, Marxin tabiriyle bUtin ezilmislerinin (eskiden
is¢iler denirdi) birlesmesine bagli bir uzaklara bakisi &ne strmek istemektedir. BuguinkU
¢clkmazdan uzaklasmayi ve emperyalizmin tekil hareketlerine bakarken butin gecmis
post-kolonyal mUcadele bicimlerini hafirlamak istencindedir. Tipki Nietzsche'nin 19.
yUzyillin sonunda onerdigi gibi bir isten¢ siyaseti dSnermektedir. BUtun teorik ¢cabalarnn
sadece kavramsal i¢eriklerini degil ama ancak baglamlanni da hesaba katarak dd-
sunmeyi dnermek ve yeniden bu iki sart dustinmeyi istemektedir. Evrensel kavraminin
icinin doldurulmasi islemi icin bu kavramin iginde kartezyen distnceden baslayarak
buglinku sorunlarla birlikte kavramin yenilenmesi gerekmektedir. Bu islem hayvan, &te-
kiler, deli, cocuk ve ilkel Uzerine olan anormal degerlendirmelerini rasyonel insan ayri-
mindan ¢ikarmakla baslayacak olan bir dekonstriksiyon eylemini gerekli kilmaktadir.
Aynca benzer bir sekilde aydinlanma felsefesi icinden gecen dustnurleri ele almak
lozimdir; aralanndan mesela Voltaire'in halklann farkll yasam bicimleri ve davranislar
Uzerine yazdiklanni bugln kabul etmek zordur ve ayiklamak gerekecektir. Bugline kim-
den ne kaldi ve neleri bir kenara birakarak evrensel kategorisinden ¢ikartmak lazim
sorulan bugUnin evrenselini yeniden tarif etmek sorusuna karsilik gelmektedir. Descar-
fesin insanin doganin ‘efendisi ve sahibi” oldugu dnermesini de bir kenara birakmak
zorundayiz, doga bizden bu anlamda infikam almaya baslad bile. Efrafimizdaki nes-
neler ile kurdugumuz iliskiler nesnel iliskiler ve sabit iliskiler olmaktan uzak duruyor.



Onlarla dinamik iliskileri yeni bastan kurmakla sorumluyuz diye dUstinmekteyim. CUn-
kG bunlar yapllamazsa eger, zaman digi ve baglamlann disinda kalmak rizikosunu
icimizde tasimak zorunda kalinz. Ama diger yandan Descartesin insanin kendi i¢ini
anlayabilmesi gerektigi fikrini séylemeye devam ediyoruz. Bazi seyler deneylerle birlikte
gidiyor bazilan ise deneylerin sayesinde var olmaya ve bizim zamanimiza kalmaya de-
vam ediyor. Banyonun suyunu bosaltirken bebegdi de atmak zorunda dediliz.Voltaire'in
hosgdrl Uzerine olan metinlerine ihtiyacimiz oldugunu da sdylemeye devam ede-
biliriz. Rousseau’nun ‘iyi yerli’ anlayisini bir yandan buglne yaklasan oldugunu ama
diger yandan naif bir sekilde ele alindiginda bizim bugUnkl dunyamizdan uzaklasan
fikirler oldugunu kabul etmek zorundayiz. O zaman iyi yerli i¢in primitifler adi veriliyor-
du, bugun yabanlar i¢in bu kavrami kullanmak imkansiz hale gelmistir. Diger yondan
mesela, kadin ve erkek iliskilerinde Freud'un ‘kadin yoktur’ tezini kullanamayiz: Ancak
Lacan’n bu fikre olan karsi katkisi ginimuzde Lacan’ yeniden guncellestirmektedir. Di-
ger yandan Deleuze ve Guattari’'nin naif bir psikanaliz anlayisina karsi verdikleri mica-
deleyi bir kenara birakamayiz. Post kolonyal dbnem icin benzer seyleri sGylemek zorun-
dayiz. Dekolonyal bir sdylem sadece siyaseti baglayan bir Bati karsithgr yaphiginda bu
bakisin kimlik¢i oldugunu séyleyebiliriz. Ikili dinamikler icindeki kompleks yapilan asla
unutmamak gerektiginin altini gcizmek isterim. Evrensel kavrami bugun fransandantal
bir sekilde ele alinamaz artik; ¢unkd transandantalin Foucault’nun 23 yasindayken
bir dahi gibi yaozdid sekilde, tarihi bir formu var olmaktadir. Kantin kullandigi bir tran-
sandantal olmaktan ¢ikarak Foucault onu tarihi bir fransandantale déndrdr. Bbylece
bilincin her tUrll deneyi devreye girerek islemeye baslar. Bu anlaomda, zaman bir farihi
gelisme olarak bilincin hayat deneyimleri Uzerinden gecgen bir stire¢ icinde deneyleri
teker teker gecerek kendi bilincinin yoluna dogru koyulur. Biling deneylerle tarihi olarak
genisledigi anlamda evrensel de fransandantal bir kavram olarak kalmak yerine tarihi
icine alarak ilerleyen bir kavram olmaya dogru dénusur. Deneylerin hayat boyunca
farihi olarak kavramin icine girmesiyle kavramin kendi bilinci genislemeye baslar. 18.
yUzyllin sonu icinde sezgisel bir sekilde ilerleyen bu transandantal kavram, evrensel,
baska bir icerige dogru evirimektedir. 20. ylzyilin tarihi, Aydinlanmanin verdidi iyi niye-
fin dénUstirdu@u barbarliklan, soykinmlar, temerklz kamplar, katledilen haklar, etnik
ve dini gruplann bu tarihin icinde yer almasiyla birlikte bilincin deneyleri butln bu yeni
6gelerle doimaya baslar. Bu baska bir tarihi fransandantal haline gelir. Tarihi oldugu
icin de zamanin sezgisel boslugu doldurulmaya baslanir. Baska yeni yasanmiglarnn
yerlesmeye basladigi kavram olarak evrenselin ici baska tUrll dolmaya basladiginda
bu kavramin artik bir fransandantal ve énsel (a priori) bir kavram olmaktan ¢ikhigini
fark etmeye baslanz. Yeni 6geler 20. ve 21. ylUzyilin &geleri olarak bu evrenselin icinde
yer almaya baslarlar. Post kolonyal, dekolonyal, interseksiyon, antroposen, kapitolesen
gibi yeni sorunlar, evrenselin zamansal ve tarihi olarak icine girip yerlesmeye baslar.
Bdylece kavram yerinde kalir ama bilinci baska bir kendinin 6zbilinci olmaya baglar.
Baska renkler buraya girerler. Evrensel kalir o halde geriye.

3 Kasim 2023

"Daha uzaklara” sadece icinden ge¢gmekte oldugumuz sorunlarn &tesine dogru
bakmakla sinirll kalmamali; ayni zamanda uzaklara bakhigimiz bir cografi ugsuz bu-
caksizlk da séz konusu olmali. Ve, zaten Mardin‘den asagdiya, ovaya dogru bakhgi-
mizda Mezopotamya’'nin sinirsizigini fark etmeden gecemiyoruz. Etkilenmemek elde
degil... Daha uzaklara bakmak, bu anlamda, cografyaya bakmak anlamina da
gelmekte. Bu cografyanin sonsuzlugu bize gelecek icin umut verebilecek bir imkan
tfaniyor. O halde, burasinin neresi oldugunu hatilamak zorundayiz: Mezopotamya.
Bu cografya bize ne imkdn fanir? Bu soru bir tanm uzmani veya siyaset bilimci soru-
su degil de bir dusunce pratigi sorusu olarak bize gelirse o zaman akil ve tannlann
tarafina dodru, kadim caglara dogru bakmak bize bir adim éne ¢ikma olasiligini
yaratacaktir. Bu, bugunle kiyaslandiginda bambaska bir akil dinyasina dogru bizi
goturecektir. Tekrar gecmise bakarak ileriyi nasil hesaplayabiliriz? Nedir bu ¢cok de-
Qerli olan 6ge? Hemen aklimiza runik formlar gelecek. Benim aklima bu geliyor en
azindan. Birgok kimsenin de aklina gelecektir saninm. Bir bakima, icinde yasadigimiz
hangi formlarda olursa olsun, sagdan sola veya yukandan asagiya olsun her turll
formun bir ruhu oldugunu ileri stren bir eski dinyayr hatirlayalim. Nereden bakar-
lardi akla? SUmer tarihi gelip bizi yakalamayacak mi? Yazinin rinik formlarla belirtil-
digi ve isaretlerle dolu olan, anlamini isimlerden seylere dogru ydnlendiren bir akil,
Mezopotamya'da SUmer yazisiyla baslamadi mi? Grafik sistemleri gergeklestirenler,
yaziyl yaratanlar ve kullananlarin isaretlere verdikleri ehemmiyetin akla bagl oldugu-
nu unutmamak gerekir. Aklin bir yansimasi, bir gélgesi olarak nitelendirebilecegimiz
yazi isaretleri (¢ivi yazisl) yazidan gercege dogru bakmasini bildi. Bugun ise icinde
yasadigimiz teknolojik dénemin i¢cinde neden bu akil farklilasmaya yuz tuttu? Yozi-
dan ¢ikmak demek yazindan (edebiyat) da uzaklasmak demek degil mi? Yazindan
uzaklasmak ise tam da hayalden ve hayalin gergekle olan iliskisinden, rayalarn yo-
rumlanndan ge¢cmekte. Seyin isminden seye gecmek (misal olarak ‘sandalye’den
sandalyenin fanimina ge¢cmek veya fersi) fam da buglnkd postmodern aklin fersini
gbstermekte. Seylere bakarak onlann adlarni unutmak veya hatilamamaya ugras-
mak ve belki de sonunda hatirlamayarak kelimelerin ve seylerin yazili isaretlerinin
unutulmaya baslanmasi... Evrenselin burada baslamasi ile buginkt parcall boh¢a
isleyen kimliklerin ‘evrenseli yok etme’ arzusu arasinda belki de en ilging lafi Deleuze
mU séylemigti: "Evrenselin ne oldugu sorusunun cevabinin ancak iginin doldurulma-
siyla mUmkun olacadi” Uzaga bakmak demek Mezopotamya ovasina bakmak de-
mektir, ovanin géruntlsu ise bize fiziki, cografi olarak geri gelmektedir.

9 Kasim 2023

Mardin gizemli ve labirentimsi ara sokaklar ile dlz bir ana caddenin yatayligindan
olusan bir sehir. Bu sehrin kendi sukdnetini ve karakterini belirlemekte, istense de
isfenmese de bu bdyledir. Ve bunu degistirmeye kalkismak ise ¢ilgin bir proje olarak
kalacak ve sehrin buglnkd ahenkli dokusuna zarar verebilecek kadar ileri gidebilir.
Bizim bu sehirde yapmak istedigimiz sanatsal etkinlik bir ayla sinirli bir aktivitedir. Bu
bir ay boyunca bienal baska dunyalan sehre tasiyacaktir. Mardin‘in sehir dokusu,
mimarisi, u¢gsuz bucaksiz ovanin kendisini ortaya serisi degismez 6Jelerdir. Bununla
birlikte tarinten bize arta kalan ¢arsinin el zanaat¢ihi@ini sanatin bir parcasi olarak ele
aldigimizda, onun sanatla bdtinlesme imkanlan ¢cogalacaktir.



7 Aralik 2023

Mekanlara yayllma konusunda Mardin sehri uzun bir ana hattan olustuguna goére
bu hattin Uzerinde biraz yukan ¢ikarak biraz asadiya inerek yerlesmenin dogru ola-
cagini dusinmekteyim. O bakimdan zaten ana kavramin “Daha Uzaklara” oldugu
bir Snermenin igindeki her mesele bunun icinden gegmekte. O halde, klasik bir sergi
yerlesimi gibi paragrafiara veya bélimlere aynlan bir yerlestirme ve gdsterim yap-
mak niyetinde degilim. Her bir konu kendi icinde ayn olmasina ragmen, biri olma-
dan digeri ¢dzulecek gibi durmamaktadir. O halde mekanlara yerlesirken kavram-
sal temalarn birbirlerinden ayirmak dogru olmayacaktir. Benim yaklasimim hepsinin
birbiri icinden gecerek yerlesme fikrini tasimaktadir. Her bir eseri bir Snerme olarak
ele alirsak, dnermelerin yan yana geldigini distintrsek ve bir o kadar da bunlarn
aynsik oldugunu fark eftigimizde her eserin digerleriyle iliskide oldugunu zihinsel bir
sekilde gorebiliriz. Ve eserlerin bu sekilde sergilenmesi; yerlestirmenin mek&nin igin-
deki kavramsal ¢izgisini olusturmaktadir. Baska sergi veya bienallerde oldugu gibi
temalara aynlmis bir yanyanalik séz konusu olmayacak ve bunun izleyici tarafindan
bir battn olarak gértlmesi igin yerlestirilecektir. Eserler arasinda herhangi bir hiyerar-
si yoktur. Kavramlann arasinda da bir hiyerarsinin olmadigini séylemek gerekir. Me-
sela modern resmin dogay! algilama bigiminde ortaya ¢ikti@ gibi, cercevesi doga-
ya bakmakla sinirl kalmistir. Rbnesans ressamlarn nesneleri, cografyada bulunanlar
perspektif kurallanna goére diziyorlar ve tuvale yerlestiriyorlardi. Cezanne ile birlikte
nesnenin konturlarn ve rengi arasindaki ‘klasik resim” aynmi ortadan kalkmisti. Ayni
bu sekilde bu serginin yerlegtiriimesi de mekdna temalan yerlestiren bir bienal sergisi
gibi degildir. Tersine eserlerin gergevelerini asan, yerlestirmelerin, fotograflann ve vide-
olarnn konturlan arasinda seyirciye ait zihinsel bir anlayisi dne sirmektedir. Bd&ylece bir
eserin diger yanindaki eserle iligkisini kurmak yerine, her eserin diger butln eserlerle
iliskisini zininsel cabayla kurmanin dnemi Uzerinde durmaktayim. Burada perspekfif-
ler hareketli ve gegisken olarak birlesmektedirler. Bir de sunu sormak isterim: Bir sehre
disandan gelen sanatgilar ve sanat izleyicileri ona ne katarlar ve ondan ne eksiltir-
ler? Bu soru igin, saninmm iki seye bakarak kiyaslamak gerekecektir.

Bunlardan biri, gelenlerin sehre katacaklan ekonomi. Bu insanlar sehrin kurallanna
gore tUketeceklerdir. Turistik yerlere gidip yiyecek, icecek ve satin alacaklardir. Bu in-
sanlar burada ev almayr dusinmezlerse eger sehre verilecek bir ekonomik zarar
saninm olmayacaktir. Ancak sehirde yasayanlann alim guglerinin Uzerinde olan tu-
ristlerin tUketimi sehrin fiyatlanni yUkseltmeyecektir; ama burada sehirdeki esnafin,
calisanlann gittikleri yerlerde fiyat artiglanni fetikledikleri stre rizikoyu ortaya ¢ikara-
cak ve zararl olmaya baslayacaktir. ikincisi sanatcilar ne katacaklar ve ne alacak-
lardir. Oncelikle uluslararasi bir deneyimi sehre tasimaya baslayan bir sanatci grubu-
nun etkisini bir kenara birakmamak gerekir. Ve de yerel sanatcilann yaninda, onlarla
karsilasarak, onlarnn paralel sergilerine bakarak onlara elestiri getirmek veya destek
saglamak gibi bir gérev burada devreye girecektir. Eger yerel sanat¢ilann degerli
yaratilan dikkat ¢ekiciyse o halde gerek gazeteciler gerek Mardin’e gelen galerici-
ler gerekse de kUratdrler hem 6. Mardin Bienali'ni gezecekler hem de yan sergileri
izleyeceklerdir. Burada disandan gelen sanaf¢ilann profesyonel galericileri, sanat
yazarlan ve tarihgileri bu gelis sayesinde yerel dunya sanat¢ilanni kesfetme sansini
yakalayacaklardir. Bu karsilikli bir bakis olarak algilanabilir; unku iki tarafin birbirlerin-
den alacagr ve verecegdi noktalar séz konusu olacaktr. (Bir bakima Potlach). Bu ikili
bakisin i¢ ice gegebilmesinin potansiyelini dustnerek, bu bienali uluslararasi sanat-
¢llann cogunlugundan olusturmayi fercih ettim. Bu ikili bakisin i¢ ice gegebilmesinin
potansiyelini disindigum icin dnemli buluyorum.

Antroposen mi (Laurent Grasso, Ali Kazma) Kapitolsen mi éne ¢ikmali (Bruno Serra-
longue, Eric Bullot)? Arkeoloji mi (irem Giinaydin)? Kisisellik mi (Ozlem Altun)? KG-
resellesen sermayenin eski ipek yolunda oldugu gibi denizlerden gegmesi mi (Alan

Sekula)? Yoksa, Osmanl imparatorlugu’nun Bati'ya benzemek icin denemeye kalkip
da yUzine géztne bulastirdigr sémurgecilik arzusu mu (Biike Uras) dne ¢ikacak?
Go6¢ sonrasi foplum mu? (Bouchra Khalili, Nil Yalter) Veya feminizm mi (Inci Eviner)?
Figurlerin olusumunda, sanki Tinin Fenomenolojisinde Hegel'in 6ne strdigu deney-
lerden gecen figUrlerin birer ideal tip gibi yan yana siralanmasi mi (InC| Furni) ?
Yoksa salgina ezofterik bir bakis mi (Liam Gillick)? Kadinlann okur yazarligr mi (Nil Yal-
fer)'? Yoksa post kolonyal donemin mucadelelerinin tarihi gibi duran sanatgilanni mi
6ne ¢ikarmak gerekecek (Ahmet Ogut)’> Veya en ¢ok sorunsallastinlangelecekteki
konumuz yapay zek& mi ve bunun sinema tarihi ile ele alinmasi mi (Victor Burgin)?
Mardin sehir olarak mi odak noktasi olacak; yoksa ovaya bakisiyla mi (Sarkis, Ayse
Erkmen)? Ve hatta Mardin’i havaya kaldirmak mi (Brice Dellsperger, Glines Terkol
ve Giiclii Oztekin, Esma ve Murat Ertel, M/M) Sne cikacak? Ya da tarihi sulann alfina
géndermek mi? Mardin’i metaforik bir glic olarak ele almak, denizin dibine giden bir
tarihin takibinde olan Nil nehrinin tasmalarnnin fannsi Hopi'nin Gzerinden yani 1915 yi-
linin bakisiyla; elli sene ileriye bakmak mi (bilim-kurgu) ve yoksa yUz sene geriye bak-
mak mi &éne ¢ikacak? Tarihin imgelerinin deneylerinin 6z-bilincin figurlerini arastirma-
st mi (Seza Paker)? Milliyet¢i bir bakisin elestirisini performatif bir sekilde yapmak mi
(Ulay)? Daha uzaklara bakmak derken, gergcek-Ustl veya gergek alti bir gdkytzd ma
(Rafael Lain ve Angelina Detanico) dne ¢ikacak? Yoksa Mardin‘in dingin sessizligi
mi, seslerin beraberligi mi (Cevdet Erek)? Dini kadim tarih mi, sekdlerlik mi (Ash Ca-
vusoglu, Sarkis, Nasan Tur)? Egoyu bir parcaya ayinp tekrar b|rle§‘r|rmek mi splc‘rung
¢izgileri- (Serkan Ozkaya)’7 Veya antropolojik insani bir gercegdin biyolojik enerjisinin
yarath@i gerilmis organlarla yasayan insanlar mi (Yiiksel Aslan) éne ¢ikacak? Yoksa
sicak bir Ulkede, glindelik yasamindaki bir insanin ritmik hareketlerinin basitliginden
gelen bir fuhafiik dolu yabancilasma mi (Mika Rottenberg-Mahyad Tousi)? Yerlilerin
mi. Avrupa’nin mi, yoksa varliklann parlamentosu mu énemli olmali (Le Peuple qui
manque, Claude Closky, inci Eviner)? Yoksa her seyin bilim kurgu (Brice Delles-
perger, Victor Burgin, Laurent Grasso, Seza Paker) gibi islemesi mi daha dnemli
olacak? Mezopotamya'nin godk ylzine benzemesi mi (Angela Detanico ve Rafael
Lain), yoksa denize benzemesi mi 6ne ¢ikacak (Thierry Kuntzel)? Sanayi 6ncesine
bakis mi, el zanaatciid mi (Michele Ciaccifore, M/M)? Veya bir elin hareketinden
baslayarak ilerleyen yaz tarihinin geriye kalan izlerinin bugln kdtiphanelerdeki cilt-
leri yan yana getirmesi mi (Ali Kazma)? Siir mi yoksa performatif bir hareket mi (Ugo
Rondinone'nin John Giorno’nun olaganustt Epikdros’cu, atomistik siir)? Mardin’in
eski resimlerine bakan bir gézin kendisine aynada bakarken yankilanan bakisin
ovadan gegcmesi mi (Yildiz Moran)? Yakin sanat tarihinin en yakin takipgisi olan ve
savaslara bugln ovanin Uzerinden “daha uzaklara” dodru bakisini ¢gevirip, dostane
bir sekilde bugunU guncellestirmek mi (Claire Fontaine, Ayse Erkmen, Sarkis)?
BUtan bunlar arasinda hiyerarsi olmadan mekanlara yerlesmek icin aralanndaki ay-
nmin yan yana ve simUltane olarak her yere dagiimasi énemlidir. [zleyici bunun bag-
lanni sehri icine yayilarak bulmalidir. Michel Foucault’nun bir makalesinin bashginda
oldugu gibi *Omnis Singulatis” Yani "her yeri kaplayan ve tekil”. Her eserin bdyle bir
"gbstereni” olacak bu bienal sergisinde.



Inrtroduction

1 September 2023
Further Away...
(Katastema)[1]

‘I would like to thank Seza Paker for the ideas
and support she gave me before | starfed thinking
about this biennial and throughout the working process.”

Later Introduction:

After establishing the conceptual framework of the 6th Mardin Biennial, which |
started writing on September 1, 2023, | read a letfter written by Maurice Blanchot on
September 11, 1959. In this letter, after reflecting on Heidegger and writing about
how appropriate the philosopher’'s thought is, he turns to the idea of “transcend-
ence”’. And he asks the question: 'Is it legitimate to put Hegel, Marx, Nietzsche and
Heidegger on the same plane?”. And he himself gives the answer fo this: "Of course
it is not legitimate. But it must sfill be recognized that all four of them belong fo the
horizon of transcendence”. | see that the idea of the horizon here is at the same
place as the idea of the horizon of the 6th Mardin Biennial. Looking far away, fowards
the horizon, not only shows that the horizon can advance or recede, but also burns
with the desire to get out of the terrible situation we are in.Then | realized that in a
way | was following Maurice Blanchot, or that the philosophy of “transcendence” is
an approach that my generation has learned and continues to think about, and |
thought about it. Today, when everything is retro-actively coming back (even fashion
- refro, vintage - sometimes emulates past times, doesn't it?), there are no freedoms
left, no indifference, no humor; they are at risk. Identities in their most violent form
adorn the discourse of the so-called left. The philosophers | have listed above are
the philosophers of my youth, and each of them is a thinker who has chosen to
move forward “beyond the horizon”. Blanchot distinguishes Heidegger among these
four philosophers and writes that he thought he could oppose the revolutionism of
this idea of tfranscendence. But this is not quite so. When Heidegger's "Black Note-
books” are published first in German and then in other languages (French is the
longuage | read), it becomes clear that there is a rupture between the Heidegger
of 1927, when Being and Time was published, and the Heidegger of the post-World
War Il period. Alain de Libera dwells on this in an article and reminds us of it. He asks
the question"ls it a pretense?” and the answer is "no”. Heidegger had changed and
was no longer in the same place in his view of the horizon.

On the other hand, the concept of “neutrality”, which he developed under the in-
fluence of Blanchot, overlaps with Husserl's concept of "neutrality” and underlines
that the field of neutrality belongs to the thinker and the artist. The neutrality (neutral-
ité) he develops within the Idees operates by “suspending” and “bracketing” public
thought and general topics of discussion. It is developed fo set aside everything
that belongs to doxa. In this sense, both “neutralization” and “epoché&” operate as
belonging to the same movement in art and thought. This means the following:
Thinking about the presence or absence of the object under discussion is some-
thing that aesthetic experience sets aside. It is not the job of aesthetics to take a
side and get involved in doxa. What public opinion thinks does not bind the artist or
the philosopher, but it enables them to take their place above all kinds of doxa and
opens them up towards the beyond, fowards the distant.This does not mean deny-
ing what is going on in the world, but it does mean caring about taking the world

out of play. It suggests thinking through the problems connected to the existence
of the world and separates aesthetic creation from the political. It takes it out of its
inferest (dés-intéressement) (this is what Kant understands aesthetics fo be, taking it
out of inferest).This does not mean that the artist or thinker is a “despicable” or “an-
fi-engagement”; on the contrary, it ensures that he or she is not frapped in this trap.
This only works with the patience that creation brings and depends on patience.
Because creation does not depend on action, it is an action that requires patience.
This action does not impose, but stands imposingly. Language is majestic only when
it is neutral. Neutrality is ifs strength.

Then | go back to my text of September 1, 2023 to look "Further Away”:
Introduction:

Where can we turn our gaze fo find the possibilities of coming out from the structure
surrounding us in the concentrations that impede our freedoms and to look at the
globalized past of societies?

We are going through a period in which we think we have surpassed it but which
re-enters an identitarian state within the open cages that grip us tightly. How can we
fransform the post-colonial and feminist, infersectional struggle against nature, cul-
ture (Anthropocene and capitalocene), plants, animals, other people, ethnicities,
nations, classes, regions, and struggle against racism in the context of decolonial
deconstruction info “coexistence”?

Without denying any of these and consistently struggling with them, how can we
overcome these problems by going through them without getting tired and giving
up the struggle? And how can we imagine more “further” by franscending them?
How can we organize the changes and fransformations in family relations (sin-
gle-parent families, multiple marriages, and families with many children born from
them, increase in non-biological family relationships) and technology (artificial intel-
ligence, ferrestrial, robotization, and informatization) in societies today?

In particular, how can we get out of the existing global scenario, and how can we
communicate a “deliberative democracy” (between humans and also other living
things as in the concept of "The Parliament of Things”) among living things?

The 6th Mardin Biennial will focus on these issues as a proposal to observe, think
and create artistically. How can we think of going through these problems and tran-
scending the period we live in by aiming further on the lands to be walked step by
step?

(1) For Epicurus, catastema is the name given to the time when pleasures cease and
become fixed. He divides pleasures info two; synthetic pleasures and catasthemic ple-
asures (the latter being the relief and fixation felt after eating and being full; a concept
that belongs to a non-movement state, no longer the desire and pleasure of eating)
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The concept of “Further...” refers fo the history of thought rather than geogro-
phy. When considered within the history of thought, the importance of geography
cannot be denied, of course; but | prefer to start from the idea that it is not the
geography of thought, but the episteme of thought. Starting from the knowledge,
the history of art and the history of thought is a perspective that | think is forgotten
today. Exhibitions are increasingly focusing on social and political issues. Of course,
it would not be right for me fo say that this is a wrong direction. Because, especially
in the art scene in Turkey, since the early 1990s, the transdisciplinary (not interdiscipli-
nary) relationship that art has established with sociology and philosophy by moving
beyond its own field was an understanding of art that | conceptualized. As | argued
in the early 1990s, political history was also included in this perspective that brought
art closer to sociology and sociology closer to art; however, | would like o remind
that political history was not at the center of these conjunction, but at the periphery.

In this respect, | would first like to emphasize that the point reached today is not the
same as my approach some thirty years ago. Secondly, | think that thinking about
the neighborhood relations of geographies in a regional way encourage identities.
Thirdly, | would like fo say again that identities have been discussed under a critical
concept in my studies from the very beginning: De-identification was a concept |
used in this sense.

Thus, when we examine it foday, a separation emerges between the geographical
and the semantic fields. When considered only in terms of geography, there is an
infertwining and a separation between the geography and topography of a place,
a city, a region and the semantic fopos. The element of language comes info play
between the semantic topos and the geographical topos; however, it would not
be possible to deny that language is also a field of dislocation. The language itself
breaks away from the mother fongue, encounters multiple languages and creates
a new mother tongue. When we look at the history of the language we call Turkish,
we see that a language formed by the encounter of Central Asia and the Arab
and Persian worlds with Western Frankish has given us a mother fongue with its "An-
glo-Saxonization”.

Here, language transcends neighborhood geographies and borders, as well as mul-
fiple other borders. Therefore, the mother fongue is an externally given language
and uses social pressure. As Durkheim said, language or currency is given to the
individual from outside. In a similar approach, Deleuze and Guattari speak of *words
of order” (mot d’ordre). Language, the language of communication, stands as noth-
ing more than a mode of command. Language has a power, but that power is a
sign of the power of the community or the state. In this field, then, the key words
reveal a constellation, which is called the mother tongue. Geography, on the other
hand, is more natural than social.

The language of heat, climate or winds begins fo speak here. In cities there are
few or no speakers of this language. In this sense, the semantic fopos and the geo-
graphical topos are not identical, even if they are fangent to each other.

Nowadays, within the field of art, there are those who focus on geography or neigh-

borhood. Works are exhibited under the name of regional exhibitions, just as | have
done before (‘Cold Air from the Balkans’ Pera Museum, Istanbul, 2016). However, as
| pointed out in the exhibition catalogue in 2016, "Balkans” was in the subjectivity of
mountains and winds. In the catalogue, | was talking about the free movement of
the winds, not about the neighborhood of individuals, languages, and thus states
or countries, their borders, and the multiculturalism within the transitivity of borders.
It should be noted that when | talked about geography, | was not actually talk-
ing about the geography of people (as Braudel mentioned); | was falking about
Deleuze's ‘becoming’. Wind- becoming was not the wind itself, but a change and
metamorphosis in itself. Metamorphosis or alienation was not the abnormal in fact,
it was the truth itself.

De-identification is, of course, the perspective of Deleuze-Guattari and Foucault as
well as the feminist thinker Butler. At this point nowadays, in our farright-wing world,
identities have gained imporfance for both those in power and who resists. Consid-
ering that this is not a starting point, but a point of obstacle, | can say that identities,
regardless of which wing they come from, are very damaging fo us. In this regard, in
Minor Politics, which | have conceptualized again and which is the fitle of the three
books, the concept of minority is also transformed by addressing minority-being in-
stead of such identifications. As Deleuze and Guattari have emphasized, minority is
not a numerical minority but a preferred form of existence. In this respect, a wom-
an-being, which is not the same thing as being a woman, does not reveal identity,
but on the contrary, it reveals going beyond identities.

Similarly, the urge fo get rid of identities has been mentioned in the concept of
“de-identification” that | have been putting forward since the early 1990s. For this
reason, within the two exhibitions | arranged in Diyarbakir in 2003 and 2004 (The
Power of Language 1 and 2), | had put forward the Minor Politics by highlighting
the identities in the region rather than drawing nearer the political meaning of the
minority identity. And there | approach it towards its philosophical meaning and
addressed it with the concept of minority- becoming. | have examined with these
in a way that relates to the way in which their own or minority identities are stripped
of themselves and opened to the outside, the way in which dominant or minority
identities give themselves up o becoming.

In the 6th Mardin Biennial, with the same attitude, | would like to combine not the
region and the locality, but a far-opening gaze with a cosmic understanding. For this
reason, | aim to carry this place outward in such a beautiful and magical city like
Mardin. The concept of de-identification is, in a sense, the desire to go beyond the
local. It is an aftempt not fo de-identify, which is the forced covering of identities, but
the capacity to voluntarily carry identities into becoming and info the future.

As an essay and a form of writing, this exhibition wants to look beyond the problems
it is going through. In this way, perhaps it does not want o include the defense of
identities that are called minority or marginal foday, but the intfersection of these
identities with others, as it happened in the 1968 movement. This is not through the
defense of local or minority identities, but through the desire o rely on the “univer-
sal”, which Minor Politics brings with it the undressing and nakedness of dominant
identities that become minorities.

In that case, it will be necessary to explain what the universal is. Giving meaning to
the confent of this concepft is not based on the Western world’s presentation of a
model from the singularity of its own hisfory, but on the contrary, on the need for a
post-colonial, infersectional and non-racist view which nature is not subverted and



subjugated. In a sense, this exhibition seeks to look back to the "Third Worldist” (today
global south) and “Uniting three continents with two other continents” view of the
African revolutions. It seeks fo propose a revival of the spirit of the Bandung Con-
ference and a look into the distance that depends on the unification not only of
these colonized geographies, but also, in Marx’s terms, of all the oppressed (formerly
called workers). It seeks to move away from the present impasse and to remember
all past forms of post-colonial struggle when looking at the singular movements of
imperialism. It proposes a politics of the will, just as Nietzsche had proposed af the
end of the 19th century. It seeks o propose that all theoretical efforts be thought not
only in terms of their conceptual content, but also in terms of their context, and to
rethink these two conditions.

In order fo fill the concept of the universal, it is necessary to renew the concept, start-
ing from Carfesian thought and including foday’s problems. This process requires
an act of deconstruction that begins with the removal of the abnormal evaluations
of the animal, the other, the mad, the child and the primitive from the distinction
of the rational human being. Similarly, it is necessary to consider the thinkers who
passed through the philosophy of the Enlightenment, among whom, for example,
Voltaire's writings on the different lifestyles and behaviors of peoples are difficult to
accept today and will have to be weeded out. The questions of what has survived
and what should be set aside and excluded from the category of the universal
correspond to the question of redefining the universal of today. We also have fo put
aside Descartes’ proposition that man is the "master and owner” of nature; nature
has already begun to take revenge on us in this sense. The relations we establish
with the objects around us are far from being objective relations and fixed relations.
| think we are responsible for re-establishing dynamic relations with them. Because
if this cannot be done, we run the risk of being out of fime and out of context. But
on the other hand, we continue to assert Descartes’ idea that one must understand
their own inner self. Some things go along with experiments, while others continue
fo exist and remain relevant through experiments. We don't have to throw out the
baby with the bathwater when draining the tub. We can continue to say that we
need Voltaire's texts on tolerance. We have to recognize that Rousseau’s conception
of the "good native” is, on the one hand, approaching the present, but, on the other
hand, naively taken, it is an idea that is far removed from our present world. At that
tfime the good native was called primitives, today it has become impossible to use
this term for savages. On the other hand, we cannof, for example, use Freud's thesis
that “there is no woman” to describe the relationship between men and women, but
Lacan’s counter-contribution to this idea makes Lacan relevant again today. On the
other hand, we cannot leave aside Deleuze and Guattari’s struggle against a naive
understanding of psychoanalysis. We have to say similar things about the postco-
lonial period. When a decolonial discourse makes an anti-westernism that is only
politically relevant, we can say that this view is identarian. | would like to underline
that we should never forget the complex structures within binary dynamics.

Today the concept of the universal can no longer be freated in a transcendental
way, because the franscendental has a historical form, as Foucaulf wrote like a geni-
us at the age of twenty-three. Moving away from being a transcendental as used by
Kant, Foucault turns it into a historical transcendental. Thus all kinds of experiments
of consciousness come intfo play and begin to function. In this sense, time unfolds
as a historical development, traversing through experiences of consciousness one
by one, setting its own path fowards self-awareness. In the sense that consciousness
expands historically through experiments, the universal, instead of remaining a fran-
scendental concept, becomes a concept that progresses by incorporating history.

As experiments historically enter the concept throughout life, the concept’'s own
consciousness begins to expand. At the end of the 18th century, this transcenden-
tal concept, which had been progressing intuitively, evolves into another, universal
contfent.The history of the 20th century, with its barbarities, genocides, concentration
camps, slaughtered rights, ethnic and religious groups, fransformed by the good will
of the Enlightenment, the experiences of consciousness begin to be filled with all
these new elements. It becomes another historical transcendental. And because it
is historical, the intuitive emptiness of time begins fo be filled. When the concept of
universality begins fo be filled with newly experienced occurrences, it ceases to be
merely a franscendental and a priori concept. New elements begin to fake place
within this universal as elements of the 20th and 21st centuries. New problems such
as postcolonial, decolonial, infersection, anthropocene, capitolocene, etc. begin to
enter and seftle into the universal tfemporally and historically. Thus the concept re-
mains in place, but its consciousness becomes the self-consciousness of another
self. Other colors come info play here. Hence, what remains universal.



3 November 2023

“Further away” should not only be limited to looking beyond the problems we are
going through; there should also be a geographical vastness that we look away
from. And, in fact, when we look down from Mardin towards the plain, we cannot
help but notice the vastness of Mesopotamia. It is hard not fo be impressed... Look-
ing further away, in this sense, also means looking at geography. The infinity of this
geography gives us hope for the future.

So, we have to remember where this place is: Mesopotamia. What does this geog-
raphy offer us? If this question comes to us as a question of thought practice, not
as a question of an agricultural expert or political scientist, then looking fowards the
side of reason and gods, fowards ancient times, will create the possibility for us to
take one step forward.This will take us towards a completely different world of reason
compared fo foday. How can we calculate the future by looking back again? What
is this very valuable component? We immediately think of runic forms. At least that’s
what comes to my mind. | think it will come to many people’s minds as well. In a
way, let's remember an ancient world that suggested that whatever forms we live in,
whether from right to left or top to bottom, all forms have a soul. Where would they
look? Won't Sumerian history come and catch us? Didnt the Sumerian script begin
in Mesopotamia, where writing is indicated by runic forms and is full of signs, a mind
that directs its meaning from names to things? It should not be forgotten that the
importance given to signs by those who realized graphic systems, created and used
writing, depended on the mind. Writing signs (cuneiform), which we can charac-
terize as a reflection, a shadow of the mind, knew how fo look from writing to reality.

Today, in the technological era we live in, why has this mind become differentiated?
Doesn’t gefting out of writing also mean moving away from writing (literature)? And
fo move away from writing is precisely through imagination and the relationship be-
tween imagination and reality, through the interpretations of dreams. Moving from
the name of the thing to the thing (for example, moving from the chair fo the defi-
nition of the chair or vice versa) shows exactly the opposite of today’s postmodern
mind. Forgetting or trying not fo remember the names of things by looking af them,
and perhaps eventually forgetting the words and the written signs of things by not
remembering them... Deleuze said perhaps the most interesting thing between the
beginning of the universal here and the desire of today’s fragmented identities to
“destroy the universal”: "The answer to the question of what the universal is will only
be possible by filling it in”. Looking away means looking at the Mesopotamian plain,
and the image of the plain comes back o us physically, geographically.

9 November 2023

Mardin is a city of mysterious and labyrinthine streets and the horizontality of a strai-
ght main street.This determines the franquility and character of the city, whether it is
wanted or not. And any afttempt to change this would be a crazy project and could
go so far as to damage the harmonious fabric of the city foday. The artistic activity
we want to do in this city is limited to one month. During this one month, the biennial
will bring other worlds to the city. Mardin’s urban fabric, its architecture and the way
the endless plain reveals itself are unchangeable elements. However, when we con-
sider the handcraftsmanship of the bazaar, which is left over from history, as a part
of art, the possibilities of its integration with art will increase.



7 December 2023

In terms of spreading fo places with works, | think that since the city of Mardin consists
of a long main street, it would be correct to make the settlement by going up and
down a little on this line. In that respect, every issue in a proposition where the main
concept is "Further Away” passes through it. So, | do not infend to make an installa-
fion that is divided into paragraphs or sections like a classical exhibition installation.
Although each issue is separate in itself, it does not seem like one can be solved
without the other.

Therefore, it would not be right to separate the conceptual themes from each other
while placing them in the spaces. My approach carries the idea of placing them all
through each other. If we consider each work as a proposition, if we think that the
propositions are juxtaposed and at the same time realize that they are separated, we
can mentally see that each work is in relation to the others. And the exhibition of the
works in this way constitutes the conceptual line of the installation in the space. As in
other exhibitions or biennials, there will not be a juxtaposition divided into themes, but
they will be placed so that the viewer can see them as a whole.There is no hierarchy
between works. It must be said that there is also no hierarchy between concepts. For
instance, as modern painting emerged in the way it perceived, its framework was
limited by looking at nature. Renaissance painters arranged the objects, the ones
found in the geography, according to the rules of perspective and placed them
on the canvas. With Cezanne, the “classical painting” distinction between the con-
fours of the object and its color disappeared. In the same way, the installation of this
exhibition is not like a biennial exhibition that places themes in the space. On the
contrary, it asserts a mental understanding of the viewer that franscends the frames
of the works, between the contours of the installations, photographs and videos.Thus,
instead of establishing the relationship of one work to the work next fo it, | emphasize
the importance of establishing the relationship of each work with all the other works
through mental effort. Here perspectives merge as mobile and transitive.

| would also like to ask this question: What do artists and art viewers who come to
a city from outside add to it and what do they take away from it? For this question, |
think it is necessary fo compare two things. One is the economy they will bring to the
city. These people will consume according to the rules of the city. They will go to the
fourist places and eat, drink and buy. If these people do not think of buying a house
here, | think there will be no economic damage to the city. However, consumption of
fourists, which is beyond the purchasing power of city residents, will not increase the
city’s prices; But when the shopkeepers and workers in the city trigger price increases
in the places they go, the risk will emerge and it will start to be harmful. Secondly,
what will the artists add and what will they take away? First of all, the impact of an
artist group that has started to bring an infernational experience to the city should
not be left aside. And then there will be the task of standing alongside local artists,
encountering them, looking at their parallel exhibitions and criticizing or supporting
them. If the valuable creations of local artists are worthy of aftention, then journal-
ists, gallery owners and curators will visit the 6th Mardin Biennial and watch the side
exhibitions. Professional gallerists, art writers and historians will have the chance to
discover local world artists through this visit. This can be perceived as a mutual gaze,
because both sides will have something to give and receive from each other (Pot-
lach in a way). Considering the potential for this double gaze fo infertwine, | have
chosen to compose this biennial with a majority of international artists. Because |
think of the potential for this dual perspective to intertwine.

Should Anthropocene(Laurent Grasso, Ali Kazma) or Capitolsen (Bruno Serralongue,
Eric Bullot) stand out? Archaeology(irem Giinaydin)? Individuality (Ozlem Altun)?
Will the passage of globalized capital through the seas, as in the old silk road, come

to the fore (Alan Sekula)? Or will it be the colonial ambition of the Ottoman Em-
pire (Bluke Uras), which tried to emulate the West and ended up making a mess
of it? Post-migration society? (Bouchra Khalili, Nil Yalter) Or feminism (Inci Eviner)?
In the formation of the figures, will the juxtaposition of figures who have undergone
the experiments proposed by Hegel in the Phenomenology of Spirit, as if they were
ideal types come to the fore (InC| Furni)? Or will an esofteric look at the epidemic
(Liam Gillick) or will women'’s literacy stand out (Nil Yalter)? Or will it be necessary
to emphasize the artists of the post-colonial period, who stand as a history of their
struggles (Ahmet Ogut)? Or will the most problematized future fopic artificial intelli-
gence and its freatment in the history of cinema (Victor Burgin)? Will Mardin be the
focal point as the city; or as the view of the plain (Sarkis, Ayse Erkmen)? And will it
be more important fo lift Mardin into the air (Brice Dellsperger, Giines Terkol and
Glclu Oztekin, Esma and Murat Ertel, M/M)? Or sending its history underwater? Tak-
ing Mardin as a metaphorical force, through Hapi, the god of the overflows of the Nile,
who is following a history that is going to the bottom of the sea with the perspective
of the year 1915; will looking forward fifty years (science fiction) or looking back a
hundred years come to the fore? Will the experimentation of the images of history fo
investigate the figures of self-consciousness come to the fore (Seza Paker)? Will a
performative critique of a nationalist gaze come to the fore (Ulay)? Will a surreal or
sub-real sky (Rafael Lain and Angelina Detanico) when looking further away? Or
Mardin’s serene silence or the unity of voices (Cevdet Erek)? Will religious ancient
history or secularism (Asli Gavusoglu, Sarkis, Nasan Tur) come to the fore? Or will the
ego’s splitfing and reassembling -splatung lines- (Serkan Ozkaya)’> Or will people
living with stretched organs created by the biological energy of an anthropological
human reality (Yuksel Aslan) come to the fore? Or an alienation full of strangeness
that comes from the simplicity of the rhythmic movements of a person in the every-
day life in a hot country (Mika Rottenberg-Mahyad Tousi)? Should a parliament of
natives, of Europe or of beings matter (Le Peuple qui manque, Claude Closky, Inci
Eviner)? Or will it be more important that everything works like science fiction (Brice
Dellesperger, Victor Burgin, Laurent Grasso,Seza Paker)? Will Mesopotamia’s resem-
blance fo the sky (Angela Detanico and Rafael Lain) or to the sea (Thierry Kuntzel)
stand out? Pre-industrialism or handicraft (Michele Ciaccifore, M/M)? Or the traces
of the history of writing, starting with the movement of a hand, that foday juxtapose
the volumes in libraries (Ali Kazma)? Poetry or performative movement (Ugo Rondi-
none’s exiraordinary Epicurean, atfomistic poetry of John Giorno)? Will the echoing
gaze of an eye looking at the old paintings of Mardin as it looks at itself in the mirror
pass over the plain (Yildiz Moran)? Or will it be the closest followers of the recent
history of art, who look at the wars “further away” across the plain today and update
the present in a friendly manner (Claire Fontaine, Ayse Erkmen, Sarkis)?

In the midst of all this, it is important for the distinctions between spaces to spread
side by side and simultaneously everywhere without hierarchy.The viewer should find
the connections of this spread throughout the city. As in the fitle of Michel Foucault’s
article, "Omnis Singulatis,” meaning “covering everything and singular.” Each work will
have such a'displayer’in this biennial exhibition.
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Ali___Kazma
Allan___Sekula
Asli___Cavusoglu
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Chaire Fontaine___Kolektifi
Claude___Closky

Erik___ Bullot
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Mika___Rottenberg & Mahyad___Tousi
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Ulay___ (Frank Uwe Laysiepen)
Victor___Burgin
Yildiz___Moran
YUksel___Arslan
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@ ALMAN KARARGAHI

Birinci DUnya Savasi’nda Osmanl imparatorlugu ile ittifak
yapan Almanlann karargah olarak kullandigi iskender
Atamyan Konagi, Mardin konaklanna benzer bir yapiya
sahip ve 19. ylzylla ait. Konaga ait ¢ok sayida fotograf
bulunmakta. Konagr énemli kilan unsurlar, 1. Dunya So-
vasl sirasinda 1917'de Almanlar tarafindan karargah ola-
rak kullanilimis olmasi ve Mustafa Kemal Pasa farafindan
da garnizon, konut, karargah olarak kullanilmis bir yapi
olmasidir.

Iskender Afamyan Mansion, which was used as a hea-
dquarters by the Germans who allied with the Ottoman
Empire in the First World War, has a structure similar to the
Mardin mansions and datfes back fo the 19th century.
There are many photographs of the mansion. What ma-
kes the mansion important is that it was used as a hea-
dquarters by the Germans in 1917 during the First World
War and it was also used as a garrison, residence and
headquarters by Mustafa Kemal Pasa.
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@ DEVELIHAN

Mezopotamya ovasina hakim, Mardin Kalesinin hemen
altinda, GUl Mahallesi'nde geleneksel Mardin mimari
konaklannin dnemli drneklerinden biridir. Tarihgesi ile ilgili,
herhangi bir kitabeye ve tarihe rastlanmadigindan yapl-
nin farihi tam olarak bilinmemektedir. Ancak yapinin mi-
mari &zelliklerine bakildiginda, ilk iki katin 19.yy.da yapildi-
g1, son katin ise 1940 veya 1950’1 yillarda yapildigi tahmin
edilmektedir. Yapinin zemin katinda bulunan aviu ve ahir
boélimunde deve yemliklerine rastlanir. Konak, dénemin-
de deve kervanlannin durak noktalanndan ve ticaret
merkezlerinden biridir. Bir cok Mardinli koklU aile arasinda
zamanla el degistirmistir. Yasam alani olarak kullanildigi
gibi, ticaret merkezi olarak da kullanilmigtir. 2019'dan beri
restorasyon ¢alismalan devam etmektedir. llk kez Mardin
Bienali mekani olarak kullanima agilacaktir.

It is one of the important examples of fraditional Mardin
architectural mansions in GUl neighbourhood, just below
Mardin Castle, overlooking the Mesopotamian plain.The
history of the building is not known exactly since there is no
inscription and date.However, based on the architectural
features of the building, it is estimated that the first fwo floors
were built in the 19th century and the last floor was built in
the 1940s or 1950s.Camel feeders are found in the court-
yard and stable section on the ground floor of the building.
The mansion was one of the stopping points and frade
centres of camel caravans in ifs period. It changed hands
over time between many Mardinite families.lt was used as
a living space as well as a frade cenfre. Restoration works
have been ongoing since 2019.It will be opened for the first
time as the venue of the Mardin Biennial.
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SAKIP SABANCI _
MARDIN KENT MUZESi

Sakip Sabanci Mardin Kent Mlzesi ve Dilek Sabanci Sa-
nat Galerisi'nin iginde bulundugu yapi, Il. Abdllhamid
(salt.1876-1909) déneminde, Diyarbakir Valisi Haci Hasan
Pasa tarafindan 1889 yilinda SUvari Kislasi olarak yaptinl-
mis ve uzun yillar bu sekilde kullaniimigtir. Yapinin mimar,
Sarkis Elyas Loledir.

The building housing the Sakip Sabanci Mardin City
Museum and Dilek Sabanci Art Gallery was constructed
during the reign of Sultan Abdulhamid Il (1876-1909) in
1889 by Diyarbakir Governor Haci Hasan Pasha. It served
as a Cavalry Barracks for many years. The architect of the
building is Sarkis Elyas Lole.

= Ali Kazma

sM/M
= Liam Gillick

" Yiksel Arslan = Claire Fontaine Kolektifi

= Claude Closky =Ulay nYildiz Moran

@ KERVANSARAY

Mardin‘in sembolik yapilarnndan olan, bir dbnem beledi-
ye ve hikUumet konag olarak kullanilan yap, ilkk kez Mar-
din Bienali'ne ev sahipligi yapiyor. Konum olarak, Sakip
Sabanci Mardin Kent MUzesi karsisinda yer aliyor.

The building, which is one of the symbolic structures of
Mardin and was used as a municipality and government
office for a while, will host the Mardin Biennial for the first
time. In ferms of location, it is located opposite Sakip Sa-
banci Mardin City Museum.
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@ ULUSLARARASI TASARIM
VAKFI GALERISI

19.YY Mardin Mimarisi ile yapilan bu yapi, Mardinli Erme-
ni Tuccar Salleme Ailesinin evinin bir mistemilati olarak
yapilmistir. Urtinlerin depolandidi, develere yUkledigi bir
depo pasaj olarak insaa edilmistir. Daha sonra dericilikle
ugrasan Dabbakoglu Ailesinin aldigr yapida, dabbaklik
(deri isleme) ve ayakkabicilik gibi geleneksel Uretim ve
ficari depo kullanimi 1940°l yillara kadar devam etmis-
fir. Bir ddnem askeri yemekhane olarakta kullanilan yapi,
1970'ten sonra konuta doénUstUrdimuasttr. 2020 yilinda
yapilan restorasyon ile sanat galerisi olarak islev kazan-
dinlmustir.

Built in the 19th century Mardin Architecture, this building
was built as an extension of the house of the Mardinite
Armenian Merchant Salleme Family. It was built as a wa-
rehouse passage where the products were stored and
loaded fo camels. Later, the Dabbakoglu Family, which
was engaged in leatherworking, bought the building,
and the use of fraditional production and commercial
warehouses such as dabbaklik (leather processing) and
shoemaking continued until the 1940s. The building, whi-
ch was also used as a military cafeteria for a period, was
converted into a residence affer 1970. In 2020, it was res-
tored as an art gallery.
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@ TASARIM VAKFI MEYDAN GALERI

19. YY.da geleneksel Mardin Konagi olarak insa edilen
yapl, 1910 yilinda Bagdat Demir Yolu insaasi igin gelen
Almanlar tarafindan ofis olarak kullanimis ve 1. Cadde-
nin genisletilmesi, ara¢ trafigine uygun hale getirimeye
calisiimasi neticesiyle, doguya bakan cephesi degistiril-
mistir. Bir dénem futbol fopu imalathanesi, gimuUs telkari
atdlyesi, depo, yerel Urin satis magazasi gibi ¢esitli ticari
faaliyetlere kapilanni agan yapinin revakl alani, 2022 yilin-
da sanat galerisine donUstUrdimustr.

A traditional Mardin mansion from the 19th century, the
building was used as an office by the Germans who ar-
rived in the region for the construction of the Baghdad
railway in 1910. Its east-facing facade was altered as a
result of the expansion of the 1st Street to accommoda-
fe vehicular traffic. The cloister atfached fo the structure,
which was formerly used for conducting miscellaneous
activities such as soccer ball workshops, silver filigree
workshops, warehousing and sale of local products efc.,
was fransformed into an art gallery in 2022.

mYildiz Moran

mVictor Burgin

=Bruno Serralongue




@ DABBAKOGLU EVi

DUnya capinda ipek kumas ficareti yapan Cinnenciyan
ailesine ait olan konak, son dénemlerde Dabakoglu Evi

olarak Mardin Bienali'ne ev sahipligi yapiyor.

Cumhuriyet meydani klttr sokaginda yer aliyor.

1. Kat

=Ugo Rondinone

uLiam Gillick

mSeza Peker

mSeza Peker

= Seza Peker

The mansion, which belongs to the Cinnenciyan family,
who trade silk fabrics around the world, has recently hos-
Mekan,  fed the Mardin Biennial as the Dabakoglu House. The pla-
ce is located in Cumhuriyet Square Culture Street.

Zemin Kat

mMichele Ciacciofera
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@ MARANGOZLAR KAHVESI

Sipahiler ya da Tellallar Carsisi olarak da bilinen Revakli The mansion on the upper part of the Revakli Carsi (Arca-
Carsi'nin Ust kisminda yer alan konak Marangozlarn kah- ded Shopping Centre) also known as Sipahiler/Tellallar
vesi olarak isletiimektedir. Carsisi (Cavalrymen or Criers” Shopping Centre) serves

as a coffee house for the carpenters based in the area.

= Ahmet Ogiit

= Esma & Murat Ertel
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KONFERANSLAR__conferences

12 mayis_may 2024 pazar_sunday

konferanslar_conferences:
Yer: Sakip Sabanci Mardin Kent Muzesi Saat: 15:00 - 18:00

Pierre Montebello "Sanat ve Kozmoz”
"Art and cosmos”

David Lapoujade “Yarafi Halindeki Dinya Geri D6nUs”
"The return of the world in creation”

Eric Alliez "Duchamp Kuir”
‘Duchamp Queer”
12 mayis_may 2024 pazartesi_monday

konferanslar_conferences
Yer: Sakip Sabanci Mardin Kent MUzesi Saat:15:00 - 18:00

Victor Burgin "Adaptasyon: Yapay Zeka Caginda Sanat”
"‘Adaptation: Art in rhe age of Al

Bernard Blistene "Kamusal MUze Deneyimleri”
"Public museum Experiences”

NilUfer Géle "Meydana cikmak, Medeniyet Yaratma”
‘Public forming, Civilisation making”
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mardinbienali.org



