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Kenarda Yasamak
Yildiz Oztiirk

‘Ne kadar guvencesizseniz o
kadar cok destege ihtiyaciniz
olur. Ne kadar glvencesizseniz, o
kadar az desteginiz olur.

Sara Ahmed, Feminist Bir Yasam Stirmek, 322.

icinde yasadigimiz dénemi tek kelime ile tarif etmek durumunda kalsak glivencesizlik
kavrami tarifler arasinda ilk siralarda yer alir. Genis etki alaniyla bireyleri kusatan gtiven-
cesizlik, ginumuzde belki de hi¢ olmadigr kadar yaygin ve belki de bu nedenle gorun-
mezlik perdesinin ardinda kamufle olabiliyor. Ustelik sadece iktisadi iliskilerle ve/veya
istikrasiz istihdam normlariyla sinirlandirilamayacak olan gtivencesizlik, psikolojik, top-
lumsal ve ideolojik boyutlariyla da yasamlar sekillendiriyor. Toplumsal konumlanma,
bu slrecin deneyimlenmesinde dzneler Uzerinde farkli etkiler biraksa da nispeten gu-
venceli oldugu varsayilanlarin yasamlari da egretilesmis durumda. Yoksullugun ve gu-
vencesizligin temel gdstergeleri arasinda yer alan gelir esitsizligin temeli olsa da ¢cogu
zaman kimligimiz yoksulluk ve yoksunluk duzeyini belirliyor. Sara Ahmed'in vurguladigi
gibi, "yoksul olmak, siyah olmak, beyaz olmamak hayatinizi riske sokluyorl."”2

Peki yoksulluk insanlara ne yapar? Onlarin hayatini nasil etkiler? Yoksullar barinma, egi-
tim, kultar, hukuk ve saglik hizmetleri ile temiz su, gida ve giyecege erisim gibi en temel
fiziksel, toplumsal, kulturel, siyasal insani haklarin erisiminden ya uzaktir ya da yoksulla-
rin bu haklara sinirli erisimi vardir. Ancak neoliberal kapitalizmin bugUnku evresine 6zgu
ideolojik bir sdylem olan “her durumdan bireyi sorumlu tutma” anlayisi yapisal esitsiz-
likleri gorunmez kilar. Bu nedenle yasami idame ettirememe halini ve bunun sorum-
lulugunu kisilere havale eder. Neoliberal retorik yoksullar tembellik ve beceriksizlikle
suclar; dahasi guvencesizlerin bu hayati “sectiklerine” inanilir, “verilenle” yetinmesi bek-
lenir. “Yapilardan sistemlerden, iktidar iliskilerinden, duvarlardan bahsettiginizde ken-
dinizi ¢ctkaramadiginiz bir durumdan baskalarini sorumlu tuttugunuz varsayilir.® Kiyida

' Sara Ahmed, Feminist Bir Yasam Strmek, gev. Beyza Sumer Aydas (istanbul: Sel Yayincilik, 2018), 322.
zage. 322
3age., 322.

kalanlar icin sunulan palyatif cozumler ise, var olmaktan kaynakli dogal haklari “yardim”
kavramiyla tanimlar, insanlar da “yardim alan” konumuna hapseder.

Ekonomik sermaye yoksunluguyla gelen zorunlu ve cgesitli yetersizlik bigcimleri kisi-
lerin guindelik yasam pratiklerini dogrudan belirler. Gundelik yasamda gérinmezlige
mahkim edilen yoksul bedenler bir taraftan medeni 6l hukmundeyken diger taraf-
tan duygular ve onlarin diger bedenlerde yarattigi tepkiler araciigiyla (kigumseyerek
bakmak, irkilmek, ortamdan uzaklasmak) toplumsal iliskilerden gérunur sekilde uzak-
lastinir. Ayni atmosferin esit sekilde paylasimina izin verilmez; bu kisilerin neredeyse
toplumla ilisigi kesilir. GUnumuzde yasam alanlarinin tdmuanu etkisi altina alan gtvence-
sizlesme toplumsal gruplarin dzgunluguyle iliskilidir. Ancak istisnai bir durum degildir.

Neriman Polat'in Catisiz baslikli sergisi tekinsiz mekanlar, malzemeler ve hareket bigim-
lerindeki glivencesizlik deneyimlerine isaret ederken guvencesiz hallerin yeni ortaklas-
ma zeminleri yaratip yaratmayacag Uzerine de dusundurtyor. Catisizlik, bakis acimizi
ters yuz etmeye yarayan islevsel bir kavram olarak ezber bozuyor; bir tarafta yoksulluk
ve yoksunlugun natamam mekanda cisimlesmesini goruyor diger tarafta acikligin ge-
tirdigi 6zgurlesme ve bir arada olma davetiyle karsilasiyoruz. Sergide konut politikalari
ve barinma hakkindan ev ici iliskilerin sorunsallastirilmasina, cinsiyetci politikalardan
siddetin tirll veghelerine, ekonomik krizden emegin feminizasyonuna uzanan birbirini
besleyen ic ice ge¢cmis temalari gérlyoruz. Polat'in sanat pratigine ickin ironik yaklasim,
emek yogun uretim ve celiskili ittifak tdrlerinin bir aradaligi gerek malzeme ve teknik ge-
rekse de ifade bigimi olarak bu sergide de varligini koruyor. Alti parca isin yer aldigi ser-
gide ug fotograf, bir yerlestirme, bir mekana 6zgu yerlestirme ve bir de video yer aliyor.

Mat fibre teknigi uygulanan fotograflar pentur gelenegini cagristiriyor, izleyicinin iki mec-
ra arasinda gidip gelmesine yol agiyor. Bu yolda mesafeler kisalip uzuyor; farkli durak-
larda soluklaniyoruz. Fotograflarda yer alan tullerin sabit gérinmeyen imgesi, harekete
gecme ve degisme potansiyelini barindiryor. Dantel ve nakis gibi tul de farkli cografya-
lardaki feminist sanat pratiklerinde sikga kullanilan bir malzeme. Tul, ev igindeki sirlarin
korunmasina aracilik ederken ev ici ile disarisi arasinda “mahremiyet” sinirini olusturuyor.
Polat ise tult feminist bakis agisiyla yeniden yorumluyor ve malzemeye mudahale edi-
yor; anlami yapibozuma ugratiyor. Feminist hareketlerin sdylemleriyle bag kuran sanat-
¢1 "kisisel/6ézel olan politiktir" sézuniin guncelligini vurguluyor. ic mekanda olmasi bek-
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lenen tultin balkondan asagiya dogru ruzgarl bir havada salinmasi imgesi, toplumsal
cinsiyet rollerine sikistirilan kadinlar ile iktidarlar arasindaki mucadeleyi ucusma hare-
ketinin etkisiyle glictin aleyhine geviriyor. Ucusan tuller imgesinin yarattigi ferahlama ve
6zgurluk hissi izleyiciye de aninda sirayet ediyor. Tum fotograflar 2023 yilinda Uretilmis
ancak Tuller Serisinin isimleri (Gdlistan, Nohutlu Tul ve Siyah Tul) hatirlamayi ve tarihsel
kayit tutmayi ézenle vurgularken surup giden normallige direniyor.

Altin rengine boyanmis fasulye, nohut ve mercimegin tg¢ ayr kavanoz igcinde ve bir raf
Uzerinde sergilendigi Mutfak yerlestirmesi, Polat'in islerinde siklikla gérilen emek yo-
gun bir calisma surecinin Urunu. Kavanoz igindeki her bir parga titizlikle boyanmis. Mut-
fak'ta yer alan malzemeler hem sanatsal-estetik baglamlariyla hem de gindelik hayat
icinde temel ihtiyaca karsilik gelen konumuyla erisilemez durumda. Bu isi deneyimle-
yen izleyici markette alelade bir rafta yer alan gida maddesinin sanat galerisine tasin-
maslyla yasanan baglamsal déntustimu bir anligina unutabilir; zihinsel ve mekansal ko-
pus yasayabilir. Cunku alisveris yapilan herhangi bir markette de benzer "yerlestirme”ya
da "performans"a her gun taniklik ediliyor: En populer yerlestirmenin adi “kilit vurulmus
bebek mamalari’, sanatcisi ise anonim.. Bu erisilmezlikle daha ziyade kadinlarin basa
cikmasi gerekiyor. Cogu zaman kadinlarla 6zdeslestirilen mutfak, yoksul evlerde sihirli
bir alan gibi. Patriyarkal kapitalizm, kadinlardan her glin her 6gin evde yasayanlar i¢in
mutfakta (olmayani) Uretmesini bekliyor. Polat'in yerlestirmesi, 8-12 Mart 1988 tarihlerin-
de acik kalan Dayaga Karsi Kampanya grubunun Gegici Modern Kadin Muzesi etkinligi
kapsaminda Kadinin Gériinmeyen Emegi temasiyla istanbul Reklam Kultr Evi'nde actig
aktivist-feminist sergileme pratiklerinin ilk drnekleri arasinda yer alan sergiyi hatirlatiyor.
Bu sergide de mutfak malzemeleri kullanilarak yapilan bir yerlestirme (Mechul Kadin
Aniti-1988) ile renk renk boyanarak kavanozlara doldurulan mercimekler yer almistir#

Sergiyle ayni ismi tasiyan mekana 6zgu yerlestirme Catisiz (2023)'In i¢inde gezinirken te-
kinsiz bir Urpertiye eslik eden tuhaflikla karsilasiyoruz. Mark Fisher, “(.) tuhafugi yaratan
sey had safhada mevcut olmadir (..)" der. Yazara gore, “tekinsizlik ise bunun tam tersine
yoklugun yetersizliginden ya da mevcudiyetin yetersizliginden meydana gelir"s Catisiz
yerlestirmesi ikisinin de es zamanli deneyimlendigi bir ortam. Sivasiz ve boyasiz tugla-
lardan olusan bu “tuhaf" yerlestirme her an yikilabilir duygusunu tetiklerken duygusal ve
psikolojik gerilimler ile yoksulluk ve yoksunlugun had safhada oldugu hissediliyor. Ayni
zamanda tekinsiz bir yapi stoguyla izleyiciyi karsi karsiya birakan sanatci, yapinin icinde
olanlar kadar yapinin kendisine de odaklaniyor. Bu baglamda yakin zamanda meydana
gelen depremleri ve sonrasinda yasananlari bir kez daha tarihe not dusuyor. Polat'in
yerlestirmesi, tavandan zemine kadar uzanan farkli renkler ve bicimlerdeki tuller araci-

4 Ayrintili bilgi icin bkz: Filiz Karakus, 12 Mart 1988: Gegici Modern Kadin Mdzesi. Erisim tarihi: 2 Haziran 2023.
https://catlakzemin.com/12-mart-1988-gecici-modern-kadin-muzesi/.
5 Mark Fisher, Tuhaf ve Tekinsiz, cev. Berkan M. Simsek (istanbul: Kog Universitesi Yayinlari, 2020), 63.
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ligiyla 2 oda 1 salon ve 1 koridora, yani gunumuz kentlerinin yaygin ev tipine bélunmus.
Ancak sanatcinin cogul anlamlandirmalara acik sanat pratigi, bolunmeyle birlikte evin
ve/veya odanin sinirlarini asindiran, “citlemeyi” askiya alan karsilasmalara alan agiyor.
Zeminde gezinirken tulun gecirgen, hafif ve seffaf yapisi; yukariya yonelip kus bakisiyla
yere bakarken ise catisizlikla gelen aciklik, sanatginin bir arada olma davetine icabet
etmeyi, butunun icine kolaylikla dahil olmayi sagliyor. Hareket kabiliyetinin geliskinligi
cogaldikca catisizigin menfiligini azaliyor; ¢atisizlk mustereklesmeye olanak sagliyor.
Dolayisiyla sinirn ¢cagristiran tul, gecgirgen yapisiyla bir anda icerideki biz ile disaridaki
digerleri arasinda baglanti kuruyor. Polat bizi iceriye bakmaya, mudahil olmaya, birlik-
telige ¢agirnyor.

Fotograflarda ve Catisiz isinde yer alan tullere sanat¢inin mudahalesi s6z konusu: Tulle-
rin bir kismi soldurulmus, bir kismi siyaha boyanmis, bir kismina bakliyatlar yapistiritimis,
Gulistan Doku'ya adanan bir tule ise kumaslardan kesilen guller yapistirilmis. Tullerin bir
kismi ise parcalanmis. Tullere temas ederek Catisiz'in icinde dolanan izleyici Ahmed'in
soyledigi gibi, "hayatta kalmak igin birbirimize ihtiyacimiz [oldugunul birbirimizin hayatta
kalisinin bir pargasi olmamiz gerekltiginil"® bir kez daha animsiyor. Bir yandan her an
cokecekmis gibi duran Catisiz diger taraftan herkesin katilimina agik, genislemeye ve
derinlesmeye imkan saglayan is birliklerine gbz kirpiyor.

Sergide yer alan Sallanmak (2023) isimli 1 dakikalik video, parktaki bir salincakta nerdey-
se patetik sekilde sallanan bir kiz cocugunun kus bakisi cekilen goruntulerinden olusu-
yor. Sallanma suresi boyunca ilk kareden itibaren boélinerek artan imajlar son kertede
hem gérinmez hale geliyor hem de ¢ogaliyor. Cocugun evden uzaklasma, kacis ya da
bagimsizlasma ihtiyaci, sallanmanin meditatif yontyle tatmin ediliyor. Bu video Polat'in
Adim (2013) fotografini animsatiyor. Ancak Sallanmak'ta hissedilen uzaklasma isteginin
hareket bicimi, Adim'dan farkli bir ydéntemle kurgulanmis. Adim'da tekinsizlige dogru yol
alan cocuk imaji, Sallanmak'ta salincak araciligiyla hareketin i¢csel boyutuna odaklani-
yor. Buradaki bagimsizlasma arzusu iceriden disariya dogru akiyor. Videodaki cocuk ileri
geri hareket etse de yine de parkin icinde sabit bir yerde konumlaniyor. Gérdugumuz
sey, hareket kabiliyeti sinirli fakat uzaklasma istegi baki bir cocugun halidir.

Sergi, kenarda yasayanlarin hayatlarindan kesitler sunmakla kalmiyor. MUcadele arzu-
sunu tetikliyor, ¢cesitli miucadele yontemlerini bulmak icin izleyiciyi kesfe ¢ikariyor. Top-
lumsal mucadelelerle kopmaz bir sekilde iliskilenen sergi tarihle guclu baglar kuruyor.
Friedrich Engels'in, Eric Hobsbawm'in "vazgegilmez bir yapit'” olarak tanimladigi fngil-
tere'de Emekci Sinifin Durumu (1845) kitabinda yer verdigi yasamlar 21. ytzyilin yoksulluk
bicimlerine burtnerek yeniden karsimiza cikiyor. “Londra i¢in gecerli olan, Manchester,

¢ Ahmed, ag.e., 318.

7 Eric Hobsbawm, “Sunu'’, Friedrich Engels, ingiltere'de Emekci Sinifin Durumu, gev. Yurdakul Fincanci (Ankara:
Sol Yayinlari, 1997), 19.
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Birmingham, Leeds icin buttn buyuk kentler icin gecerli. Her yerde bir yandan barbarca
bir kayitsizlik, kati bir bencillik, 6te yandan adi konmamis bir sefalet, her yerde toplumsal
bir savas; herkesin evi bir cembere alinmislik icinde; her yerde yasa korumasi altinda
karsilikll yagmalama; ve butun bunlar 6ylesine utanmazca, éylesine agiktan ki, kendisi-
ni burada apacik ortaya koyan toplumsal durumun sonuglarindan insan UrkUyor ve bu
cilgin dokunun hala bir arada durabilmesinden hayrete dlstyor"® ifadesi ginimuzde
halen karsiigini buluyor. Temel insani ihtiyacglar arasinda yer alan barinmanin bir sorun
haline geldigi gunimuzde Henri Lefebvre'in, sinifsal esitsizlik bicimlerinin géranurligu
ile konut alanlar arasindaki organiklige vurgu yaptigi “isci sinifinin sinif olarak vartigindan
hala kusku duyanlara isci sinifinin varligini alanda ispatlayacak olan onun ‘mesken’in-
deki ayrmcilik ve sefalettir'e cimlesi 1845'te anlatilan gecmis bitmis bir tarinten éteye
tasiyor. Polat'in sergisi esitsizlik tirlerine bakarken kétumserlige yer vermemenin ve (her
seye ragmen) umutsuzluga kapilmamanin yollarini ariyor. Hayatta kalmak icin farkli alet
cantalarinin olabilecegini hatirlatiyor. Ornedin Audre Lorde cocukluk anilarindan séz
ettigi otobiyografik metinlerde, o dénem maruz birakildigi irk¢i davranislar annesinin
kendisine tesadufi durumlar olarak acikladigini aktarir. Yetiskin Lorde'un deneyimi ise
sessizligin bizi koruyamayacagi yontundedir. Esitsizliklerle basa ¢cikma yontemleri farkli-
lik gosterse de her durumda dipten derinden gelen miriltilarin birlesme olasiligr vardir.
Bu olasilida aralanan kapilardan biri olan Catisiz sergisi, biz kenarda yasayanlariz ve “her
seyi istiyoruz!" séylemini yuksek sesle dillendiriyor.

8 Friedrich Engels, /ng/[tere’de Emekci Sinifin Durumu, cev. Yurdakul Fincanci (Ankara: Sol Yayinlari, 1997), 71.
9 Henri Lefebvre, Sehir Hakki, gev. Isik Ergiden (istanbul; Sel Yayincilik, 2020), 158.
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“The more precarious you are,
the more support you need’”

Sara Ahmed, Living a Feminist Life, p. 477

If we were to describe the time period we are currently living in with merely a word,
“precariousness” would surely appear high on the list. Enveloping members of the society
with its broad impact area, precariousness is perhaps as prevalent as it has never been
before, and perhaps this is precisely the reason it can so masterfully hide behind an
invisibility cloak. Impossible to be limited within the confines of economic relations and/or
inconsistent employment norms and practices, precariousness continues to shape lives
through its psychological, social and ideological aspects. Though societal positioning
may inform the way in which precariousness is experienced by different individuals, it
has also succeeded in disrupting the lives we usually assume to be relatively secure.
Although income inequality plays a fundamental role in both poverty and precariousness,
it is often our identity that determines our levels of poverty and need. As Sara Ahmed
points out, “Being poor, being black, being of color puts your life at risk."

So what does poverty really do to people? How does it affect their lives? People
experiencing poverty have limited to no access to such basic physical, social, culturaland
political human rights as housing, education, cultural, legal and health services as well
as clean water, food and clothing. Yet the ideologically charged notion suggesting that
‘every individualis responsible for their own predicaments” which is deeply emblematic of
the current late stage of neoliberal capitalism renders invisible the structural inequalities.
Itimposes the ability and responsibility to keep oneself alive on individuals. The neoliberal
rhetoric accuses people experiencing poverty of being lazy and inept; what is more, it is
assumed the precariat is actively ‘choosing” this life and should contend with whatever
is handed out to them. "When you refer to structures, to systems, to power relations, to
walls, you are assumed to be making others responsible for the situation you have failed
to get yourself out of 3 The palliative measures offered to marginalized people redefines

t Sara Ahmed, Living a Feminist Life, Duke University Press / Durham and London / 2017 p. 477.

2ibid, 476.
3ibid, 477.
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basic rights due to existence as “aid", imprisoning individuals who are on the receiving
end of them as “in need".

Various and obligatory types of scarcities that accompany a lack of capital means
directly inform the daily living practices of an individual. Impoverished bodies are on one
hand sentenced to invisibility in daily life, on the other hand they are civilly deceased—
continuously shunned from social relations by way of the emotions and reactions they
evoke in other bodies (belittling glances, shuddering, removing oneself from shared
spaces). They are not allowed to share spaces in an equal atmosphere; these individuals
are nearly severed from society altogether. Precariousness, which has a stronghold on
every single living space is directly related to characteristics particular to every society,
yet it is never an exception.

Neriman Polat's solo exhibition titled Roofless signals eerie spaces, materials and
experiences of precarity in motion, all the while inviting a dialogic inquiry into whether
precarious positions may be able to create new meeting grounds. Rooflesness as
a functional theme serves to turn our perspectives upside down and disrupt our
thinking; on one hand it recognizes the tangible physical consequences of poverty
within an incomplete space, on the other hand, through radical openness we are met
with an invitation to free ourselves and come together. As part of the exhibition, we see
various interrelated themes such as housing policies and the right to housing to the
problematization of domestic relations, sexist policies to various aspects of violence, the
current economic crisis to the feminization of labour. The ironic approach, labour-intensive
production and the togetherness of contradictory modes of alliances that are emblematic
of Polat's artistic practice are on full view both in terms of materials, technique as well as
the language of expression. Comprising six works, the exhibition brings together three
photographs, an installation, a site-specific installation along with a video.

Photographs produced on matt fibre surfaces evoke traditional painting techniques,
embarking viewers on a back and forth between two mediums. Distances grow near
and far on this journey; we take rest at various different stops. The ethereal image of the
tulle curtain in the photograph signals the potential to act and transform. Like lace and
embroidery, tulle as a material is frequently used in feminist art practices in different
geographies. While tulle acts as an intermediary in order to protect domestic secrets,

11
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it also demarcates the border of “privacy” between the interior and the exterior of a
home. Polat, on the other hand, reinterprets tulle surfaces through a feminist perspective
and intervenes in the material, deconstructing its myriad meanings. Adopting feminist
discourses, the artist emphasizes the timelessness of the adage “what is personal is
political". The image of a tulle, which we are accustomed to encountering indoors, now
swings down a balcony in windy weather in the photograph; this fluttering motion marks
the struggle between gender roles and authorities, turning the notion of power on its
head. The sense of freedom and relief triggered by the image of the fluttering tulle curtain
is instantly imparted on the viewer. All of the photographs on display were produced in
2023; yet the titles of the photographs comprising the series (such as Gdlistan, Tulle with
Chickpeas and Black Tulle) underscore a sense of commemoration and a keeping of
records, resisting a feeling of normalcy that carries on.

The installation titled Kitchen which comprises gold-tinted beans, chickpeas and lentils
in three separate jars placed on a shelfis a testament to Polat's signature labour intensive
process. Each legume within the jars has been painstakingly dyed. The manner in
which the components of Kitchen are unattainable is twofold: for the viewers, they are
inaccessible both aesthetically and as need-based commoaodities in daily life. The viewer
of this work may easily forget the contextual transformation at play here whereby the
food items they regularly encounter at any grocery store have been situated within an
art gallery; they may experience a spatial and mental break with reality. This is because a
similar “installation” or “performance” is on view in any regular grocery store every single
day: The most popular installation in this context is “baby food under a lock’, and the
artist is "anonymous.” This inaccessibility is primarily experienced by women. The kitchen
which as a space has historically been ascribed to women is usually nearly a magic
place in impoverished households. Patriarchal capitalism expects women to magically
produce (what isn't there) every single day in the kitchen. Polat's installation harkens back
to “The Temporary Modern Museum of Women", a temporary exhibition which opened
at Istanbul Advertisement Agency with the theme of “Women's Invisible Labour" as part
of the Solidarity Against Battery Festival between 8-12 March 1988. (The Monument of the
Unknown Woman, 1988) It was in this exhibition that another installation employed the
use of various types of lentils.

Aswe roam theinstallation Roofless (2023) which gives the installation its title, we encounter
a strangeness that accompanies an eerie shiver. According to Mark Fisher, “the weird is
marked by an exorbitant presence”s while “the eerie, by contrast, is constituted by a failure
of absence or by a failure of presence.” Roofless as an installation offers both experiences

4 For detailed information, please refer to: Filiz Karakus, March 12, 1988: Temporary Modern Women's Museum.
Access date: June 2, 2023

5 Mark Fisher, The Weird and the Eerie, Repeater Books: London 2016, p. 61
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concurrently. This “weird" installation comprising raw, unpainted bricks triggers a sense
that it may crumble at any moment, while we remain under the impression that this is a
case of intense poverty and need through the psychological tensions at play. While the
artist leaves the viewer face to face with an eerie constructed mass, she is as invested in
what the structure is, as she is in what remains outside of it. Polat once again marks the
recent series of earthquakes and what transpired after them.

Through the use of sheets of floor-to-ceiling tulle curtains in various different colours
and shapes, Polat's installation has been divided into two rooms, a living room and a
corridor which resembles most present day urban apartments. The artist's practice, which
remains open to different interpretations, makes space for an experience where “borders”
are on hold, or at least in a process of corrosion. As we tour the space, the transparent,
light and ethereal nature of the tulle while a birdseye view of the space reveals a roofless
structure makes it possible to attend Polat's invitation of togetherness and become a
part of it all. As the sense of mobility increases, the negative connotations of rooflessness
decrease; it is this state of rooflessness that allows for a togetherness. Therefore, the tulle,
which evokes a border, instantly establishes a connection between us who are inside
and the others outside with its permeable structure. Polat invites us to look inside, to be
involved, and to be together.

The artist has intervened in the tulle sheets in the photographs as well as the installation
Roofless: Some of the tulle has been faded, some painted black, some of the layers
feature legumes glued on them, and roses cut from various fabrics have been attached
to a tulle dedicated to the memory of Gulistan Doku. Some of the tulle has been torn.
Touching the tulle, the viewer wanders through Roofless remembering once again that,
as Ahmed notes, “We need each other to survive; we need to be part of each other's
survival"® On the one hand, Roofless appears as though it will collapse at any moment,
on the other hand, it winks at collaborations that are open to everyone's participation and
that allow for expansion and depth.

Also included in the exhibition is the 1-minute long video titled Swinging which comprises
the moving image of a young girl from a bird's eye view, showing her perched on a swing
almost pathetically. The images of the girl proliferate from the get go and increase in a
process of multiplication which ultimately renders the girl too small and too many at the
same time. The child's need to get away from home, to escape or become independent
seems to be satisfied through the meditative aspect of her rocking motion. This video is
reminiscent of Polat's photograph Step (2013). However, the way in which the desire to
get away is expressed through motion has been constructed in a different way here. The

6 Ahmed, ibid, 472.
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image of a child embarking on a journey to the eerie has now been focused on the inert
movement of the swing. The desire for independence here flows from the inside out.
Although the girl in the video moves back and forth, she is still positioned in a fixed spot
within the park. What we see is the state of a child whose mobility is limited, but whose
desire to move away remains.

The exhibition is not merely invested in providing glimpses from the lives of the
marginalized. It triggers a sense of struggle, embarking the viewer on a journey to find
new ways to resist. The exhibition, which remains in close contact with social struggles,
also forms strong relations with history itself. The lives that have been documented in
The Condition of the Working Class in England by Friedrich Engels, which was deemed an
‘essential work" by Eric Hobsbawm, are still on view in this exhibition, albeit in their brand
new 21 century guises. Engels’ remark that “What is true of London, is true of Manchester,
Birmingham, Leeds, is true of all great towns. Everywhere barbarous indifference, hard
egotism on one hand, and nameless misery on the other, everywhere social warfare,
every man's house in a state of siege, everywhere reciprocal plundering under the
protection of the law, and all so shameless, so openly avowed that one shrinks before
the consequences of our social state as they manifest themselves here undisguised, and
can only wonder that the whole crazy fabric still hangs together.” still rings true in the
present day.

In today's world where housing and shelter, which is among the most basic of human
needs, have become a serious issues, the way in which Henri Lefebvre emphasizes the
organic nature of both the visibility of the forms of class inequality as well as residential
areas as “To those who would still doubt its existence as class, what identifies the working
class on the ground is segregation and the misery of its ‘to inhabit" still resounds, carrying
these narratives from 1845 all the way to present day. While exploring different modes of
inequality, Polat's exhibition continues to look for ways to not give in to pessimism and
despair (despite everything). It serves as a reminder that one can have different toolboxes
for survival. Forinstance, in her autobiographical texts recounting her childhood memories,
the author Audre Lorde remembers that her mother had explained the racist behaviors
she was exposed to at the time as coincidental incidents.° The experience of Audre Lorde
as an adult, however, dictates that silence cannot protect us. Although the methods
of dealing with inequalities may differ, there is always the possibility that whispers and
murmurs from mysterious depths might rise above and finally converge. One of the many
pathways to this possibility is the exhibition Roofless, loudly and clearly articulating that
we are the ones who live on the margins and “we want everything!".

7 Friedrich Engels, The Condition of the Working Class Penguin: Londra, p. 132.
8 https:.//theanarchistlibrary.org/library/henri-lefebvre-right-to-the-cit

9 Audre Lorde, Zami: A New Spelling of My Name, (Watertown, MA: Persephone Press, 1982), 17-18.
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Profession in Turkish History: The Case of Beral Madra". She has taught at various universities
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Sallanmak | Swing, 2023
Video loop
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Tullerin Tesellisi
Sema Kaygusuz

Yasta ve kederde hicbir sey latif olamaz. Gibi gelir. Bicak sirti yasanan hayatlarda nesneler
ve seyler insansiliktan timuyle arinarak, ihtiyaca, hatta durtlsele indirgenir niyeyse. Gug
sahibinin karsisinda sadece yoksullarla dertliler degil, yoksullarla dertlilerin sahip oldugu
nesneler de savunmasizdir. Birileri icin yeryUzi duyumsal, estetik bir deneyim alaniyken,
yoksullarla dertliler icin sanki islevden ibarettir. Estetik de sinifsaldir. Ustelik terclime
edilemeyen derdin dili kederli olandan beklenir. Yoksullugun yoksullugu tanimlamasi,
kurbanin katili yakalatmasl, a¢ olanin ekmegi tarif etmesi istenir. Yeni bir tar acimasizliktir
bu. Egemen, lUtfen istirabini bana inandir, der. Rica ediyorum bana eksigi anlat, mimkUtnse
mahrumiyeti tanimla, magduriyeti kanitla, der. insanligin sagduyusunu karalayan o karanlik
ses, en temel korkularin vaizine déntstugunde, birileriicin vesvese olan ¢atisizlik, yoksullarla
dertliler icin zamanin canli halidir.

Neriman Polat'n Catisiz sergisindeki catisizliga, catisizigin parantezinde kalan baska
-sizliklara dogru sokulurken, insani iceriden igneleyen bu turden karamsar dusunceler hem
anlk hem de zamansal egrilerle genislemeye baslar. Gegmis, simdi ve butin mumkunleri
saylklayan gelecek ayni yerde, etten bir saatin icinde sagcaklanmistir. Bana kalirsa bu sergi
sarkacli bir saatin ic aksaminda geciyor zaten. Toplumsal esitsizligin, cinayetin, kadinlk
trajedisinin kurt kanunu gibi dogallasmasina direnen kalbi bir saatin icindeyiz. Tik-taklar
duyamasak da nabzin zonklamasindan kacinmak imkansizdir. Kadersellesen aci bir yandan
zamansizlasirken, tartimli sallanan sarkaciyla, hassas bir élcide zamani kurmaya devam
eder. Disari sarkmis tlllerle baslayan, sivasiz odalarla cogalan bu kalbi saatin sarkacinda bir
kiz sallaniyordur. O cocuk zamanin ucudur, ya da zamani tutan agirlk. Mikemmel él¢ude
bir salinim. Gordigiimiiz sarkag-kiz binlere gogjalan yarali bir ruhsalliktir hatta. Ustiinde gék,
altinda toprak, yere degmeden akreple yelkovani calistirir.

O sarkag-kizin dunyasinda, kader degismez bir zaman algisi tasir, toplumsal adalet
tutkusu ise zamani degistirmek ister. Ayni gunde, ayni yerde gegse de trajedi ile Umit
apayri dakikalari sayar. Bu yuUzden, sirf zamana isaret dusebilmek icin biraz da latif
olmalidir bu Catisiz. Latif latufkardir ne de olsa. Dahas, latiften epey 6nce kriz vardir.
Korkuncluk, yikim, acziyet, nefret.. Krizi kritik ederek dénusturen, yokluktan gelen derme
catmaligr gbze alan yurekli bir 1srart olmall bu ¢atisizlgin. Yasam alanini isaretlemenin,
bezeyip donatip sekillendirmenin acaba sonu var mi, diye insani irkiltmeli. Cirkince bir
mahrumiyetle sormall, catisizken kaybedecek hicbir sey yoksa yoksullugun ve kederin
tarihgesinden geriye ne kallr.
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Tullerden baslayalim. Tultin tarihi, bu sergideki anlamina kosut antik caglardaki halklarin
yuksek siniflarindan geliyor. ince, seffaf kumaslar vaktiyle sadece soylulara aitti. Orta
Dogu, Pers imparatorlugu ve Bizans imparatorlugu gibi uygarliklarda kullanilan ince,
seffaf kumaslar genellikle saraylarda, zenginlerin giysilerinde, perdelerde tercih
edildi. Tul kelimesinin kdkeni Farsca ve Arapga'ya dayandigi igin Turkgede ne zaman
kullanilmaya basladigini tam bilemiyoruz. Ancak, Osmanli imparatorlugu déneminde
taller, ipek tulbentler, ézellikle kadinlar arasinda basértusu olarak yaygin bir sekilde
kullanildi. Talin giyimde ve dekorasyonda daha yaygin kullanilmasiyla ilgili kesin tarih
vermek zor olsa da, 19. yuzyil Avrupa'sinda pahali elbiselerde, dantel islemelerde
ve pegetelerde kullanilan tulin moda dunyasinda populer hale geldigi biliniyor. Bu
sergideki tullerse birer kadin hayaleti gibi asagi sarkiyor.

Neriman Polat'in asagi sarkittigr her tul birer sahsiyet. Belli kadin sahsiyetlere 6zgu
kisiselliklerle ruhsal bir oruntiye doénusmuUsler. Balkonlardan sarkan 6zenilmis
oruntulerde, fasulyenin artik fasulye olmadigi, nohudun kendine ickin boncuksu
tanelere donustligu, tek tek elden gecmis, dlgeklendirilmis bu tanelerle islenen altin
yalimli simetride, oniks pariltii dalgalanmada beliriyorlar. iclerinden biri Gilistan.
Tunceli'de kaybedilen, 3 yildir ailesinin onu bulmak icin yeri gégu yiktigi kadin. Gulistan'in
su, gok, toprakla alacalanmis dokunakli pathosu resmedilemez, seylestirilemez halde
asag! sarkiyor. Bu tul benzer acilar kapsayabilir belki, ama ne Gulistaninkini kaplayabilir,
ne de digerlerininkini. Kaybi iceren doku gercekte hic dokunmamistir. Gulistan'i értup
goérunmezlestiremez, onun yok edildigini varsayamaz. Onun varligini tutturur aksine.
Tedirgin eden muglakligiyla yeryUzinu tekinsizlestirir. Tul sarkmaz, salinmakla ugusmak
arasinda devinerek havayla bedenlenir. Sonunda, bu latif varligin lutfen demesi
kacinilmazdir. Kuskusuz alacaginin sinirt yoktur onun. Ona bakan herkesi ister istemez
sucluluga ugurlar.

Sergi mekaninda sivasiz kolonlar arasinda gerilen tulden odalara gectigimizde, ¢atisizlik
kadar duvarsizigin da tulle bastinldigini gérurtz. Siyaha boyanmis her tul bir teselli
nesnesidir simdi. Bir aidiyet turt olan yoksulluk tullerle ¢cevrelenmistir simdi. Mahrem
ev-iclerinde duvarsizugi bir an icin unutturan avuntu yerler insa edilmis gibidir. Odalarda
bir koku var. Butun bu olanaksizliga, duvarsizliga, ¢atisizliga ragmen insani saran ev
kokusu. Birilerinin evlerinin kokusu. insan teninin duvarlara degil de tillere sindigini, ev-
ici yasantinin tullerin icinden gecerek koku biriktirdigini beklenmedik bicimde anlatan
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avunma mekanlarindayiz. Sanatci kokuyu hesaplamamistir kuskusuz, gelgelelim sessiz
odalardaki tul kokusunun mekani nasil da dzerklestirebilecegini tesadufe birakmamistir
da. Tult dtstindtgu anda ister istemez ev kokusunu da dustinmus olur. Ustelik yoktan
var edilmistir bu tuller. Dertle karartilmis, baklagille boncuklanmistir. Kosullar her ne
olursa olsun 6zdeger bicimini yaratmistir sonunda.

Krizle kritigin birbirine gecerek ayni anda anlatildigi ¢ok nadir islerden birini
gerceklestirmis Neriman Polat. Kriz, ayirmak, secmek, karar vermek, hukim vermek
anlamlarina gelen krino sézcugunden gelir. Boy olcusme, kavga, dévusle, geri alinamaz
karara isaret eder Rrino. Kritikse krizi donustirme karardir. Hipokrat okulundan yén
alarak dusunursek, yasamla 6lum arasinda savas veren hastanin, hentiz ortaya ¢cikmamis
nihai evre icin cabalamasidir. Kritik, tam orada iki seyin arasinda olmaktir yani. Aristo'nun
bakisiyla tam orada adaletin hem korunmasi hem de aranmasi gerekir. Dogru hiikmun
on kosulu olan bu ara yere, yoksullarla dertlilerin t¢ malzemeden ibaret hayatina herkes
cagnlidir. Neriman Polat Catisiz sergisiyle cagrildigr yere cagirmistir bizi. Krizi anlatirken
kritigi es ge¢meden, dahasi krizin icinde nefessiz birakmadan yalnizca boncuk ve
tullerle, iki renk, Uc malzemeden &teye gecmeden, yoksullukla kederin malzeme
darligina sadik kalmis. Yoktan var etme gudusune ancak bu denli sadik kalinabilirdi.
Eseri soyutlama etkinliginden cikararak politik elestiriye tasiyan tam da sanatcinin
icazet ettigi bu mahrumiyet olmali. Onun baklagilleri boncuk varsayan tutumu, yoksul
ve kederli znelerle kurdugu 6zden bagi gdsterir, 6te yandan bakisindaki durtstlugu de.

Sergi, odalardan ciktiktan sonra, salincakta sallanan bir cocugun videosuyla son buluyor.
BuyUk olasilikla o kiz icinden ciktigimiz odalardan birine ait. Disarida. Durmaksizin
sallaniyor. icinden gectigimiz kalbi saatin sarkaci olarak kusursuz élglide sallanmayi
sturdurtyor hala. Tullerin tesellisiyle akreple yelkovani calistirmaya devam ediyor.
Sarkacg-kiz. Sirti bize donuk. Orada. Ara yerde. Bin kere ayni seyi dusunuyor.
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>>Sema Kaygusuz Oykil, roman, deneme, oyun ve senaryo gibi cesitli edebiyat tirleriyle Uretim
yapan Sema Kaygusuz, ulusal ve uluslararasi alanda birgcok 6dul almistir. DAAD konugu olarak 2010
yilini Berlin'de, katildigi cesitli residence programlariyla Viyana, Paris, Londra gibi metropollerde
yasama firsati bulmustur. Eserleri bircok dile gevrilen yazar ayni zamanda Bergen ve Altin istiridye
Oduli alan Pandora'nin Kutusu adli sinema filmlerinin yazarlarindan biridir. ingilizceye cevrilen
kitaplari "Ylzunde Bir Yer" ve “Esir Sozler Kuyusu" ceviri ve editoryel kalitesiyle ayrica éduller de
almustir. Yazar, bir gérme biciminin ayni zamanda bir gérmeme bicimi olmasinin bilinciyle, bireyin
dissal varliklarla kurdugu her turll tstinluk iliskisini reddederek, insanin dunyadaki yerini irdeler.
Eserlerinde temel olarak bakisin etigini sorgulayan yazar, hayatin tum katmanlarini sizan niyetli
bakislarin hiukmu altindaki insanliga, uygarligin vahsetinden ¢ikmay: teklif eder.
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The Solace of Tulle

Sema Kaygusuz

There is no pleasantry in mourning or in sorrow. In lives lived on knife's edge objects and
things are completely purged of what makes them seem humanlike; they are reduced
to mere need, even almost to the instinctive. At the hands of the powerful, it is not just
the poor and the afflicted that are defenseless, but the objects that belong to them
too. While the world is for some a sensory, even an aesthetic experience, to the poor
and the afflicted it seems to be made up of no more than mere function. The aesthetic
is classed, too. The untranslatable language of affliction, furthermore, is supposed to
be made of grief. They want that poverty defines poverty, that the victim catches the
murderer, that the hungry describe bread. This is a new kind of ruthlessness. Persuade
me of your misery, the sovereign says. | ask, the sovereign says, that you tell me what's
missing, describe your destitution if you can, prove your victimhood. And when that dark
voice, blotting out the prudence of humanity, comes to preach of the most fundamental
fears, the rooflessness that is mere anxiety to some becomes, for the poor and afflicted,
the living state of time.

Neriman Polat's exhibition Roofless (Catisiz) gestures towards rooflessness, along with
all the other -lessnesses that fall within the purview of rooflessness; accordingly, such
pessimistic thoughts, needling from the inside, begin to dilate in both instantaneous
and temporal distortions. The past, the present, and the future stammering all its
possibilities, all assemble into the pendulum of a clock made of flesh. | think, in fact,
that the whole exhibition takes place in the inner mechanisms of a pendulum clock. We
pass within a clock of the heart, a clock that resists the naturalization of social inequality,
of murder, of the tragedies of womanhood, which treats them like the law of the jungle.
Though we may not hear its ticks and tocks it's impossible to avoid the thumping of its
pulse. While fated suffering becomes timeless, the measured swinging of the pendulum
allows it to continue making precisely measured time. This clock of heart begins with
tulle sticking out and multiplies with unplastered rooms; on its pendulum swings a girl.
That child is the end of time, or rather, the weight that keeps time. Perfectly measured
oscillation. The pendulum-girl we see is a wounded spirituality, even, multiplying by the
thousands. Sky above, earth beneath, she sets the hour and minute hands in motion
without touching the ground.

In that pendulum-girl's world, fate would have time to be understood as unchanging,
even as the desire for social justice wants to change time. Yet though they may happen
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on the same day and in the same place, tragedy and hope are counted on completely
different clocks. For this reason, and in order to gesture at time alone, this Roofless
must be something pleasant. Pleasantry, after all, is pleasing. Pleasantry, additionally, is
long heralded by crisis. Dread, destruction, helplessness, hate.. The rooflessness here
must bravely insist upon transforming the crisis through critique, upon facing up to the
derelictions born of lack. It must startle people into asking whether there is an end to
marking off living space, to dressing it up and giving it shape. It must ask, with crude
destitution: if there is nothing left to lose when one is roofless, then what if anything is
left to us by the history of poverty and sorrow.

Let's start with the tulle. The history of tulle, in keeping with its meaning in this exhibition,
begins with the upper classes from the ages of antiquity. These delicate, transparent
fabrics belonged, once upon a time, to nobles alone. Used in civilizations across
the Middle East, from the Persian Empire to the Byzantine Empire, these delicate,
transparent fabrics were often preferred in palaces, for the attire of the wealthy, and for
curtains. Because the word tulle finds its roots in Persian and Arabic, we're not entirely
sure when it came into usage in Turkish. But in the era of the Ottoman Empire, tulles
and silk muslins began to be used widely, especially among women, as headscarves.
Though it is difficult to give an exact date concerning the growth of tulle's use in dress
and decoration, we know that tule became popular in the world of fashion in the
expensive clothes, lacework, and doilies of Europe in the nineteenth century. The tulles
in this exhibition, on the other hand, hang down, each like the ghost of a woman.

Every tulle that Neriman Polat has hung here is an individual character. With
personalities particular to specific female characters, each has transformed into a
spiritual pattern. They appear in patterns that hang carefully over balconies; in the gold-
licked embossing of beans that are no longer beans and chickpeas that become the
beadlike kernels they really are, each handled, stitched, and scaled one by one; and in
the billow of lustrous onyx. One of them is Gulistan. The woman who disappeared in
Tunceli and whose family has for three years moved heaven and earth to find her. The
moving pathos of Gulistan, limned by water and sky and earth, hangs down in a state of
unportrayability and ineffability. This tulle might be able to encompass other sufferings,
but it can enclose neither Gulistan's nor these others. The fabric containing this loss has
never really, truly been felt. It cannot cover up Gulistan, render her invisible; it cannot

55



Sema Kaygusuz

presume that she is gone. To the contrary, it clings to her existence. With its unsettling
ambiguity it unsettles the world. The tulle does not hang; it oscillates between swinging
and fluttering, rendered bodily by the air. It is inevitable then, that this pleasant presence
says please. There is doubtless no limit to what it will claim. It necessarily implicates
everyone who dares to look.

As we move past the unplastered columns and into the rooms of tulle in the exhibition
space, we see that the tulle conquers walllessness as much as it does rooflessness.
Every tulle painted black has now become an object of solace. Poverty as a kind of
belonging has now been surrounded by tulle. It is as though places of consolation have
been built in the privacy of domestic space, allowing us to forget for a moment their
walllessness. There is a smell in the rooms. The smell of home, swaddling us, despite
all impossibility, despite the walllessness and the rooflessness. The smell of people's
homes. We are in spaces of cleansing that tell of the scent of skin absorbed not into
walls but into tulle, that tell of how unexpectedly smell accumulates in the domestic
life that passes through the tulle. The artist undoubtedly didn't plan for the smell, but
nor did she leave to chance how the smell of tulle in silent rooms might give the space
its own autonomy. The moment she thought of tulle, she surely thought of the scent of
home. This tulle, what's more, was made out of nothing. It was blackened with affliction,
beaded with legumes. No matter the conditions, she created in the end her own form
of latent value.

Neriman Polat has produced one of those incredibly rare works that expresses crisis and
critique at the same time by intertwining them. Crisis derives from the word krino, which
means to distinguish, to choose, to decide, to adjudicate. Krino signifies anincontrovertible
decision attained by a measuring up, a fight, a tussle. Critique, conversely, is the decision
to change the course of crisis. Thinking along the lines of the Hippocratic school, it is the
struggle of a sick person, caught between life and death, to reach an as-yet-unapparent
final stage. To critique, in other words, is to be situated right there between two things.
From Aristotle's perspective it is precisely there that justice must be preserved as well
as sought. Everyone is invited into this middle space which is the prerequisite for correct
judgment, into the lives of the poor and the afflicted which are made up of three materials
alone. Neriman Polat beckons us into the place where the Roofless exhibition itself
beckoned her. She remains faithful to the dearth of materials produced by poverty and
sorrow by narrating crisis without skipping critique, without losing steam amid crisis, and
without anything more than her beads and tulles, incorporating just two colors and three
materials. One could only be so faithful to the drive to make being out of nothingness.
It is surely this destitution, under the artist's sanction, that brings the work out of the
realm of abstraction and into the realm of political criticism. Her approach, which treats
legumes as beads, displays an essential connection with impoverished and sorrowful
subjects, as well as the integrity in her way of seeing.
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After exiting the rooms, the exhibition comes to an end with a video of a child sitting on
a swing. The girl most likely belongs to one of the rooms we've passed through. She's
outside. Swinging without end. She still keeps swinging, even now, perfectly measured,
the pendulum to the clock of the heart we've passed through. Through the solace of
tulle she continues to set the hour and minute hands of the clock in motion. Pendulum-
girl. Her back to us. There. In between. Thinking the same thing, a thousand times over.

>>Sema Kaygusuz is a writer who works across various literary genres such as short story, novel,
essay, play and screenplay. She has received numerous national and international awards. As a
guest of DAAD, Kaygusuz spent the year 2010 in Berlin and had various opportunities, with her
participation in diverse residence programs, to live and work in varied metropolitan cities such as
Vienna, Paris and London. The writer whose works have been translated into many languages, is
also one of the writers of movies Bergen and the Golden Shell awarded Pandora’s Box. Her books,
that are translated into English, "A Place on Your Face" and “The Well of Captive Words", have won
various prizes for their translation and editorial quality. With an awareness that a way of seeing can
also be a way of not seeing, the author rejects any form of superiority relationship that individuals
establish with extreme entities and examines the position of humanity in the world. Primarily
questioning the ethics of gaze in her works, the author suggests emerging from the brutality of
civilization to humanity that is subjected to intentional gaze.
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Ak-sayanlar, concept : Merve Akar Akgun & Cinar Eslek, collaborative work by
Sema Kaygusuz & Neriman Polat, X-ist, Istanbul

Affirmative World, curator: Mahmut Wenda Koyuncu, Summart, Istanbul
Senkron / Lens'21: Personal Narratives in Video Art, Mixer, Istanbul

Arkasia, curated by Ayca Okay, 16" Istanbul Contemporary Art Fair
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2020

2019

2018

2017

2016

2015

Sensitive Intervention, curated by Ahmet Ergencg, Literature House, Istanbul
Billboard Istanbul, curated by Lise Gruner Bertelsen, Istanbul

Horses Fluent in the Wind, curators: Bahar Gines, Oyki Demirci,

Halka Art Project, Istanbul

Flower Wound, curated by Derya Yucel, Kasa Gallery, Istanbul

Shores, curators: Victor Loukin, Mikhail Pogarsky, ipek Duben, Open Club
Gallery, Moscova, Russia

The Big Picture, Amnesty International, curated by Zeynep Ozatalay,

Depo, Istanbul

Face Blindless, curators: Firdevs Kayhan, Ece Balcioglu, Bayan Yani Art
Project, Istanbul

The First Round, Selection from Banu-Hakan Carmikli's Collection,

Galata Greek Primary School, Istanbul

Plant, curated by Oznur Glzel Karasu, Cumhuriyet Museum Art Gallery, Istanbul
Metaphorical Space, curators: Pinar Ogrenci, Minou Norouzi, MARSIstanbul,
Istanbul

Artist 27" International Istanbul Art Fair, Utopia, Now/Here, curated by
Mahmut Wenda Koyuncu, Istanbul

A Room of Our Own, curated by Arzu Yayintas, Concept Development and
Design: Sevil Tunaboylu, GlUnes Terkol, Ark Kultur, Istanbul

Artist 26™ International Istanbul Art Fair, Unexpected Territories, Partes extra
Partes, curated by Ezgi Bakcay, Istanbul

Past, In Each of its Moments, be Citable, An exhibition project on Walter
Benjamin's "Concept of History in the City of Istanbul’, Depo, Istanbul
Impenitent, Exhibition Concept and Design, Neriman Polat, Arzu Yayintas,
Ark Kultur, Istanbul

Impenitent, Exhibition Concept and Design, Neriman Polat, Arzu Yayintas,
Nazim Hikmet Cultural Center, Bursa

Atlas of the Sleepless, Halka Art Project, Istanbul

Hidden in Loss, Karsl Art Group, Istanbul

25" Tuyap International Art Fair, Amarcord, | remember, curator: Ali Simsek, Istanbul
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2014

2013

2012

2011

2011

2016

2010

2009

2008

Stay with Mel, Apartment Project, Depo, Istanbul

Small Faces, Large Sizes, Proje 4L, Elgiz Museum of Contemporary Art, Istanbul
Stay with Mel, Apartment Project, Berlin, Germany

24™ TUyap International Art Fair, Get Rid of Possession, curated by Ali Simsek, Istanbul
ODTU Sanat 15, Middle East, ODTU Culture and Convention Center, Ankara
Akbank Sanat Print Studio Exhibition, curator: Hasan Bllent Kahraman, Aksanat,
Istanbul

23" Tuyap International Art Fair, Is There Any Intervetion?, curated by Ali Simsek,
Istanbul

Zemberek, curated by ASK, Nazim Hikmet Cultural Center, Istanbul

Bitter Coffe, collaboration with Arzu Yayintas, V.I.P Café, Tophane-Istanbul
Treibsand, Contemporary Art Space on Dvd, Keep On Keeping On, curators:
Susann Wintsch, Necla Ruzgar

3 International Canakkale Biennial, Fictions and Dissentions, curators; Beral
Madra, Seyhan Boztepe, Deniz Erbas, Firat Arapoglu, Canakkale

Anteprima, curators: Beral Madra, Maria Rosa Sossai, Italian Institute of Culture,
Istanbul

Dream and Reality, Modern and Contemporary Artists from Turkey, curators:
Levent Calikoglu, Burcu Pehlivanoglu, Fatmaguil Berktay, Zeynep inankur,
Istanbul Modern, Istanbul

Anteprima, curators: Beral Madra, Maria Rosa Sossai, Italian Institute of

Culture, Istanbul

Dream and Reality, Modern and Contemporary Artists from Turkey, curators:
Levent Calikoglu, Burcu Pehlivanoglu, Fatmagul Berktay, Zeynep inankur,
Istanbul Modern, Istanbul

Uncanny Games, curator: Oznur Glzel Karasu, PG Art Gallery, Tahtakale
Hamami, Istanbul

Soft City, curator: Nihan Cetinkaya, Alan Istanbul, Manzara Perspectives, Istanbul
Where Fire Has Struck, Human Right Foundation of Turkey, Depo, Istanbul
Sleep and Shadow, curators: T. Melih Gorgun, Murteza Fidan, Siemens

Sanat, Istanbul

Collective Privacy, CAM Gallery, Istanbul

Safe Zone, PG Art Gallery, Istanbul

Contemporary Art, curator: Gabriele Oswald, Zeitraumexit, Manheim, Germany
Creative Rooms, Certosa Hotel, curator: Lucrezia De Domizio Durini, Venice, Italy
Dirty Story, BM Suma, Istanbul

Under My Feet | Want to World, Not Heaven, curators: Beral Madra, Cetin
Guzelhan, Akademie Der Kunste, Berlin, Germany

Backwards, C.AM Gallery, Istanbul Suspicious Mirror, Mine Art Gallery, Istanbul
Unfair Provacation, curator: Canan Senol, Hafriyat Karakoy, Istanbul
International Forum of Contemporary Art, Artisterium, Modus Operandi, curators:
Magda Guruli, Lika Mamatsashvili, Nino Tchogoshvili, Modus Operandi, Tbilisi, Georgia

2007

2006

2005

2004
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Istanbul Diptychs, Contemporary Visual and Verbal, curator: Beral Madra,
Brussels Istanbul Center, Brussels, Belgium

Becoming Istanbul, curators: Pelin Dervis, Bulent Tanju, Ugur Tanyeli, Deutsches
Architekturmuseum, Garanti Gallery, Frankfurt, Germany

Coincidences, Intuitions, Fictions on Istanbul, curator: Deniz Erbas, Atlas Passage
2010 Office, Istanbul

Save As.., Contemporary Art from Turkey, curator: Derya Yucel, Triennale Bovisa,
Milan, Italy

Stadtverbindungen, Kunstmuseum, Erlangen, Germany

10" International Istanbul Biennial, Not Only Possible, But Also Necessary,
Optimism, In The Age of the Global War, curator: Hou Hanru, 2+1, Apartment
Project, Santral Istanbul, Istanbul

10" International Istanbul Biennial, Not Only Possible, But Also Necessary,
Optimism, In The Age of the Global War, curator: Hou Hanru, Special Projects,
“Your eyes bigger than your stomach” Hafriyat Art Group, Hafriyat Karakdy,
Istanbul

On the Outside, ACC Gallery, Weimar, Germany From owner with view, curator:
Derya Yucel, Istanbul Videoist, Istanbul Modern, Istanbul

Election posters, Hafriyat Karakody, Istanbul

Hafriyat Karakoy, Hafriyat Art Group, Hafriyat Karakdy, Istanbul Kurye, Kargaart
Video Festival, Istanbul

Lokal Paradise, Hafriyat Art Group, Diyarbakir Contemporary Art Center,
Diyarbakir All about lies, Apartment Project, Istanbul

Distilled, curator: Philippine Hoegen, Sylvia Kouvalis, K2 Contemporary Art
Center, Izmir Strangers with Angelic faces, curator: Levent Calikoglu,

Aksanat, Istanbul

Strangers with Angelic faces, curator: Levent Calikoglu, Space Gallery, London, UK
Everything gonna be alright, Apartment Project, Istanbul

Naturmort, Acik Radyo 94.9, Galerist, Istanbul

Book - keeper, Hafriyat Art Group, Karsi Art Group, Istanbul

Exhibition Store, Flying University, Halikarnas Culture Center, Mugla
Contemporary Art Show \Visions, Kappatos Gallery, Athens, Thessaloniki, Greece
o' International Istanbul Biennial, Istanbul curators: Charles Esche, Vasif Kortun,
Hospitality Zone, Production Fault, Hafriyat Art Group, Antrepo, Istanbul
Between two sides, curator: Derya Yucel, Aykut Barka Ferry, Istanbul

7" International Triennal Ecology and Art, Continental Breakfast Maribor,
Umenostna Galerija, Slovenija

Art-actualy, Contemporary Art Exhibition, curators: Fatos Ustek, Michele Thursz
Galata Mevlevihanesi, Istanbul

Cagla Cabaloglu Art Gallery, Istanbul

Strasbourg Film days, Cinéma Odyssee, Strasbourg, France

Art For..1, Platform Garanti Contemporary Art Center, Istanbul
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2003

2002

2001

2000

1999

1008

1997

Vice-Versa, curator: Christoph Tannert, Kinstlerhaus Bethanien, Berlin, Germany

The Sphinx Will Devour You, curator: Beral Madra, Karsi Art Group, Istanbul
IFSAK Photography Days, Metamorphosis, Darphane-i Amire, Istanbul
Venezuella Video Festival, Karakas, Venezuela Midia Tatica, Video Festival,
Brasilia

Artventure, Contemporary Art Exhibition, Antalya

50" Venice Biennial, Dreams and Conflicts. The dictatorship of the Viewer,
curator: Francesco Bonami, Turkish Pavilion, In Limbo, curator: Beral Madra,
Venice, Italy Families Only, Karsi Art Group, Istanbul

Good, Bad,Ugly, Bilgi University, Istanbul Videoist, GaleriX, Istanbul
Between the Waterfonts, curators: Fulya Erdemci, Ron Mandos, Las Palmas,
Rotterdam, Holland

60 years, 60 artists, curators: Levent Calikoglu, Hasim Nur Gurel, Eczacibasi
Virtual Museum, Tuyap, Istanbul

Dangerous Things, curator: Levent Calikoglu, Karsi Art Group, Istanbul
Uncertain Signs, TrueStroies, Curator: Angelika Stephken, Badischer
Kunstverein, Karlsruhe, Germany

Sheshow, curator: Beral Madra, Ata Contemporary Center, Sofia, Bulgaria
Video- pool, curator: Beral Madra, International Contemporary Art Center,
Istanbul Cologne- Istanbul- Cologne, Kunstwerk eV., Kéln, Germany
Videozone, Trieste Film Festival, Italy

Asian Art Biennale, curators: Melih Gorgun, Shilpalka Academy, Bangladesh
Look Again, curator: Vasif Kortun, Proje4L, Istanbul Museum of Contemporary
Art, Istanbul

Voices from This Country, Karsi Sanat Art Group, Istanbul Divine Comedly,
curator: Ali Akay, Urart Art Gallery, Istanbul

Local Produce, Elhamra Gallery, Istanbul

Out of Nowhere, Centrum Belden de Kunst, Dodrecht, Leiden, Artotheek,
Schiedam, Holland

Treacherous Nights, Hafriyat Art Group, Nur Apartment, Istanbul

P.O. Box Project, Istanbul Foundation for Culture and Arts, Turkey, Switzerland
Stils, Cuts& Fragments, IFA, Stuttgart, Germany

6" Istanbul Biennial, Passion and Waves, curator: Paolo Colombo, Dolmabahce
Cultural Center, Istanbul

Iskorpit, curators: Fulya Erdemci, Rene Block, Badischer Kunstwerein, Karlsruhe,

Germany

Between, Istanbul Technical University, Istanbul

Group Exhibition, curator: Vasif Kortun, Galetea Art Gallery, Istanbul

Iskorpit, curators: Fulya Erdemci, Rene Block, Haus Der Kulturen der Welt,
Berlin, Germany

Between, Ataturk Cultural Center, Istanbul Youth Action, UPSD, Tuyap, Istanbul
Kazlicesme, Derimod Art Gallery, Istanbul Youth Action, Kaos, UPSD, Tuyap,
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1906

Istanbul Between, Atattrk Cultural Center, Istanbul

Logos(Aphasia), Non(Signification), (Non)Communication, Europe Passage,
Istanbul, Esbank XlII. Yunus Emre Art Exhibition, Istanbul

Other, First Contemporary Art Exhibition, UPSD, Antrepo, Istanbul

PRESENTATIONS / PANELS

2020

2019

2018

2017

2016

2014

2013

2012

2011

IFSAK, Thinking with Photography, City / Violence / Body , Istanbul

Exhibition Talk (Breaking Seal ) Esra Alicavusoglu, Neriman Polat, Derya YUcel,
Mahmut Koyuncu Depo, Istanbul

Art conversations between the generations, Eda Gecikmez, Neriman Polat,
Esra Ali Cavusoglu, Base Talks, Istanbul

Crossing Subjects; Body, Belonging, Identity, The Faculty of Architecture, Art and
Design, Sakarya University, Sakarya

Who is the Merciless , Mahmut Wenda Koyuncu, Neriman Polat, Merdiven
Art Space, Istanbul

Practice of Feminist Art, within The First Round Exhibition, Esra Ali Cavusoglu,
ipek Duben, Neriman Polat, Sena, Galata Greek Primary School, Istanbul
There Is Another Possibility, Hafriyat Art Group, Kasa Gallery, Istanbul
Presentation of Photographic Works; Galata Fotografhanesi, Istanbul

Identity, Belonging, Body/Alternative Approaches: Istanbul Aydin University,
Faculty of Fine Arts, Istanbul

Sisterhood Exhibitions as a Form of Protest; Ahu Antmen, Arzu Yayintas,
Neriman Polat, Nazim Hikmet Cultural Centre, Bursa

Artist 26. International Art Fair, Making Feminist Art, Neriman Polat, Arzu Yayintas,
Esra Ali Cavusoglu, Tuyap, Istanbul

Artist's presentation; Bogazici University, Art and Design Class, Istanbul

Past, in Each of its Moments, be Citable - on Walter Benjamin's Concept of
History in the City of Istanbul; Artists' Talk, Lara Ogel, Neriman Polat,

Patrizia Bach, Caroline Adler, Depo, Istanbul

Artist's presentation; The Young Art Movement, Duvenciler High School,
Luleburgaz

The Personal Is Political; Artist's presentation, Kocaeli University, Faculty of Fine
Arts, Kocaeli

Violence Targeting Women, Violence Targeting Art, Neriman Polat,

Canan, Sukran Moral, Seyr-i Mesel, Istanbul

Exhibition Talk (Home Watch / Unknown Zone); Ahu Antmen, MurUvvet
Tarkyilmaz, Neriman Polat, Depo, Istanbul

Where Have We Been Cast Away, The Arranged Marriage of Art and
Gentrification, Open Table: Neriman Polat, Arzu Yayintas, Depo, Istanbul

Siyah Bant: Censorship in Contemporary Art, Moderator: Banu Karaca,
Participants: Erden Kosova, Hale Tenger, Murat Altindere, Neriman Polat,
Okan Urun, Sevilay Demirci, Cezayir Salon, Istanbul
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