11 MART - 16 MAYIS 2015
M ARCH 11TH - MAY 16 TH 2015

TOR ‘
KURATOR / CURA LEKKERKERK h

ES
NIEKOLAAS JOHANN

SCE-S. L.E

AVLANAN

PERCUSSIVE

HUNTE R""

ULUSLARARASI KURATOR YARISMASI 2014
INTERNATIONAL CURATOR COMPETITION 2014

INTERNATIONAL

CURATOR
COMPETITION

2014

AKBANK
SANAT

BEYOGLU













FAKAT BUNUN NE ONEMI VAR?

Sesle Avlanan, 5nem barindiran madde haline gelme (mattering)
sureglerinin ve maddesel varliklarin igerdigi sessel rezonansin
incelenmesine odaklanan bir grup sergisidir. Sergi, 6zellikle de
sanatsal pratikte son zamanlarda diger arastirma alanlarinin yani
sira, aciliyet kazanmakta olan Dinya’nin inorganik ve organik,
insan ve insan olmayan girdileri arasindaki, maddeye dair
ihtimallerin derinligini de dikkate almaya 6zen gostermektedir.
Burada, sanatsal siirecin 6nemli kilma araciligiyla algi olusturma
ozelligi kullanilarak, gagdas toplumun ylizeyinden uzaklasarak,
farkh malzeme dizlemleri, sonik ve zamansal-mekansal
yankilanmalar yoluyla, ilk bakista goze gorunir olanin 6tesinde
konumlanan belirli maddesel aracilik durumlarini 6n plana
Gtkartmak amacglanmaktadir. Serginin adi, besin kaynagina
ulagsmak igin ylzeyleri tarayan ve belirli yerlerine hafifce
vuran bir hayvan tirinden yola ¢ikarak tiretilmistir - burada
akla gelen ornekler arasinda Ay-ay ve Agagkakani saymak
mdmkundir. Sonucgta, bunun metaforik olarak kullaniliyor
olmasiyla beraber, sergi sanatgilarin ginimiz gergegiyle
iliskilenmenin temel metaforlari ve modellerini yeniden
kesfetmesine olanak saglayan, hem maddeye iliskin hem de
maddi olmayan, duyulabilir ve duyulabilir olmayan, gérunur ve
gorunur olmayan dip akintilar arayip bulmayi amaglar ve bunu
yaparken de yuzey etkilerinin otesine gegerek bizi maddenin
nasil isledigi ve maddesel diinyanin farkli alemlerinde nasil
yankilandigina dair daha derin bir kavrayisa dogru gotirmeyi
hedefler.

Nesnenin sinirt onun maddi ylizeyinde midir, yoksa bir o kadar
da nesnenin icinde kendiliginden kurulu iliskileri, onun farkh
isleyisleri ve ona yakin olan diger nesneler ve varliklar da hesaba
katilmali midir? Boylelikle nesne, diger maddi varliklarla
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olan karsilikli iligkiler ve baglantilar agi vasitasiyla, kendi
fiziksel ve maddi hatlarinin 6tesine genislemis olur. Sergide
yer alan eserlerin bir ortak zemini de, ¢ok tartismali bir konu
olan ve Graham Harman tarafindan The Quadruple Object
(Dért Katmanli Nesne) (2011) adli kitapta ana hatlariyla ortaya
koyulan, insanlarin nesneler ve onlarin maddi durumlarina
erisiminin uUstine ¢ikmak ve altini kazmak sayesinde ve
aracihigiyla olabildigi fikrinin arastiriimasidir. Kisaca, nesnenin
eyleminin daha derin bir diizlemde gergeklestigini iddia ederek
altni kazmak veya nesnelerin derinliklerinin sahte oldugunu
ve hakikatin kendi basina nesneler tarafindan degil, siiregler,
olaylar, dinamizm ve ylzey etkileri tarafindan saptandigini
soyleyerek Ustine ¢ikmak. Sergideki eserler, hem onemli
kilinma sireglerini agiga c¢ikarmak ve kiskirtmak hem de
sonik rezonans eylemlerini siddetlendirmek vyoluyla, altta
yerlesik olan bu dip akintilar arasindaki etkilesimi ve ylizeyden
kaynaklanan bu eylem ve etkileri incelemeleri sayesinde bahsi
gecen bu iki tavirdan da daha ustinddrler.

Ancak biz insanlarin, fikirler, kavramlar ve tarihsel anlatilardan
olusan ve siklikla sanat nesnelerinin ozilinde var oldugu
addedilen sembolik nesneye dair, bilinenlerden yola ¢ikarak
bilinmeyene yonelik birtahmin yuriitmeye ne 6lglide muktedir ve
mecbur oldugumuz, ve bunu sanat nesnesini ve onun bir maddi
varlik olarak varolma durumunu gozimuizde biyiutmeksizin ve
tiketmeksizin ne olgiide becerebilecegimiz sorusu baki kalr?
Baska bir sekilde soyleyecek olursak, en azindan sunu kabul
edebiliriz ki, bir enerji alisverisi bigimi olarak ele alinabilecek
nesne yapma sanatsal eylemi sadece bir yaklastirrm eylemi
olabilir ve asla gercekten nesnenin ve onun maddeselliginin
bir cisimlesmesi olamaz. Fazla kavramsallastirma ve yansitilan



iceriklerle iskalanan ve daha sonra hermeneutik fenomenoloji,
yapi-sokim ve zayif disiince eylemleriyle, tekrar tekrar yeniden
ele alinan kendi basina bir nesne. Kisaca, duygulanimlar,
sahtekarliklar ve sigramalar yaratma olanagi tasiyan, geliskili
malzemeler ve bilissel giindemlerin sahasi olarak sanat nesnesi.

Sonugta, Ses/e Avianansergisi, sanatsal farklilagsma eylemlerinin
maddi diinyanin degisen tabiatlarini arastirdigi bir ekoloji ya da
capcanli maddeler ve hayat dolu yogunluklarin olusturdugu bir
iklim oneren bir sergi olarak ¢ercevelenebilir. Bu esnada sergi
Ustl kapal olarak da olsa, arka planda bulunan kapitalizmin
ekolojideki karsilikli bagimhlk ve kaynaklarin kitligi anlayisiyla
temelden zitlik iginde olan, dogrusal biiyiime ve maddi birikim
buyurganligi zemini Uzerinde konumlanmaktadir. Soyle ki, sergi
aralarinda Karanlik Ekoloji ve Antroposen, Nesne Odakli
Ontoloji ve Posthiimanizm’in de bulundugu arastirma alanlari
ekseninde gezinen farkh kiimeler araciligiyla bir dizi nesne,
kavram ve olguyu tanitma ve orneklemeyi amacglamaktadir.
Maddenin nasil isledigine dair sadece milkiyet ve insan
uygulamalari diizeyinde bakmanin o6tesine gecen temel bir
tartismay1 sekillendiren bu arastirma ve sorusturma alanlari,
maddi varliklarin diger, insan olmayan durumlarina ve ortaya
ctkardiklar duygulanimlara iliskin daha gelismis bir duyarhliga
ulasmayl amaglar. Bunu yaparken bize yon gosterebilecek
en temel isaret de belki ekolojinin sadece bir destek yapisi
olmadigi, bunun yerine, hem canl ve cansiz olani birbirine
baglayan hem de her ikisi de olan bir birlestirici oldugu fikridir;
ki boylece sosyal ve maddi olani bi¢imsellik aleminin 6tesinde
irdeleyip agiklamayi saglamaya zemin olarak, biz insanlar da
tekrardan hayvan olmaya yoneltebilecektir.

MADDENIN NESi VAR?

Sanatsal pratik alaninda arzulanan herhangi bir konunun
yerine gececek, bir yansitma yiizeyi olarak sanat nesnesi
yaklasimindan vazgecilmekte oldugu ve tabiri caizse, bir
ozerk maddi varlik olma c¢ergevesinde geri kazanildigi
gozlemlenebilir. Yani, sanat nesnelerinin kendi insanla iliskili
olmayan kategorileri igcinde rahat bir sekilde konumlanmis
olduklari ve insan olan bir 6zne tarafindan onlara yliklenecek
bir kavram ya da teori bekliyor olduklari fikri bir hayli itirazla
karsilasmaktadir. Dahasi, Gzerinde durulan ilgi odagi, nesnenin
bir sanat nesnesi olarak ele alinmasindan da once, nesnenin
onceki (apriori) durumuna dogru kaymistir. Ya da, daha da
net dile getirmek gerekirse, herhangi bir nesnenin varligindan
bahsedilebilmesinden daha once gelen ham madde haline
yonelik ilgide acik bir artis yasanmaktadir. Maddi diinyamizin
dogasi ve varolusuna yonelik bu tutum ve ilgi birgok bakis agisi
tarafindan sekillendirilmektedir. Tabii, Ozetleme girisimlerine
karsi her zaman dikkatli olunmahdir. Ancak, bu alandaki ¢ok

onemli bir nirengi noktasinin Quentin Meillassoux tarafindan
(Aprés la Finitude (Sonluluk Sonrasi), 2006, iginde) tiretilmis
“baginticilik” terimi oldugu iddia edilebilir, ki bu Kant'tan bu
yana felsefede insanlarin diinya olmadan var olamayacagi ve
daha da onemlisi, diinyanin insanlar olmadan var olamayacagi
diisiincesinin hakim oldugunu 6ne siirmektedir. Ozellikle de
Antroposentrizm’in  hakim oldugu ve Dinya'ya ekolojik
felaketler, buyl ya da yok ol buyurganhginin sebep oldugu
iklim degisiklikleri seklinde ve -agirhkh olarak insanlar
tarafindan baslatilan- siiregiden savaslar yoluyla damgasini
vurdugu bu zamanlarda, insan bu ideoloji karsisinda kendini
farkh bir sekilde konumlandirabilir ve bu durumun ustesinden
farkh bir sekilde gelmenin arayisina girebilir. Ya da bir adim ileri
giderek, Manuel DelLanda'nin New Materialism: Interviews &
Cartographies (Yeni Materyalizm: Roportajlar ve Haritalamalar)
(2012) icindeki ifadeleriyle:

Materyalist felsefenin her tirlusu, ¢ikis noktasi olarak bizim
zihinlerimizden bagimsiz bir maddi diinyanin varligini kabul
etmek durumundadir. Ama daha sonra o diinyanin sakinlerinin
kalicr kimliginin kokeni sorunuyla yiizlesir: Eger daglar ve
nehirler, bitkiler ve hayvanlara kimlik veren zihin degilse, nedir?
Bu sorunun Aristo tarafindan verilen ¢ok eski bir cevabi “ozler”
olmustur. Fakat kisi 6zciligl reddederse, bu soruyu ancak
soyle cevaplamak mumkin olacaktir: tim nesnel varliklar bir
tarihsel sirecin uruinudir, yani kimlikleri kozmolojik, jeolojik,
biyolojik veya sosyal tarihin bir par¢asi olarak sentezlenmis ya da
Uretilmistir.

Manuel Del anda'nin yukarnda deginilen ifadesi, onun daha 6nce
kullandigi “diiz ontoloji” kavramiyla ilintilidir ve bunu /ntensive
Science & Virtual Philosophy (Yogun Bilim ve Sanal Felsefe)
(2002) adh calismasinda soyle agiklar: [...] genel tirler ve 6zel
ornekler arasindaki iliskilere dayanan, her bir diizeyin farkh bir
ontolojik kategoriyi temsil ettigi (organizma, tiirler, cinsler) bir
ontoloji hiyerarsik iken, etkilesim icindeki pargalar ve meydana
gelen butlinlikler agisindan olusturulmus bir yaklasim, uzay-
zamansal olgekte farkh olan fakat ontolojik statli olarak farkh
olmayan, sadece benzersiz, tekil bireyler tarafindan meydana
gelen diz ontolojiye gotirur. Kisaca, Graham Harman’'in
ifadelerini kullanarak, diiz ontoloji nesnelerin altini kazmay!
veya Ustline c¢ikmayi reddeden bir ontolojidir diyebiliriz,
ki o da nesnelere yonelik daha ¢ok boyutlu bir yaklasim ve
tutum sergilemeyi savunmaktadir. Bu “diiz ontoloji” fikri de
giinimizde sanatcilarin maddi varliklar, maddeler ve nesnelere
yaklasim sekilleriyle birbirine baghdir: Bu da maddi olmayanin
alanini terk ederek ve nesneler ve varliklarin -ister insan, ister
insan olmayan, canli ya da cansiz olsun- birbirleriyle esit
konumlandirildigl ve esit kosullarda yaklasimi hak ettigi bir



tartisma ortamina dahil olarak kendilerini cagdaslik icine kayit
etmeleri bigiminde gerceklesir. Diger bir deyisle bu, ¢evredeki
ve dissal olan nesneler ve varliklara yonelik daha ihtiyath olma
geregini savunmak ve uygulamak ve -insanlar, insan iliskileri
ve insan duslnceleri ile iyi geginip, mantikli olmanin otesine
gecerek- cergeveyi genisletip daha ¢ok sayida farkh ontolojik
bakis agisina olanak saglamaktan ge¢mektedir. Bu maddeden
gelen ve ona varan ¢agri ve karsilik seklinde ortaya c¢ikan
duyarhhk, maddenin bir dis psisik etken tarafindan, 6rnegin bir
sanat¢inin “Isik olsun!” deyisiyle dayatilan bigimler igin hazir
bekleyen atil bir hazne oldugu yoniindeki yaratiis¢i anlamda
anlasilmamalidir. Aksine, sanatsal midahale bir miktar “eldeki
mevcut” ve “verili” olan malzemenin 1s1g8inda gergeklestirilen bir
dizi yaklastinmlar, yaklasimlar ve konumlandirma eylemlerine
dayali gibi gorinmektedir.

“Malzemenin verili olma hali” bizi madde ve malzemenin
tepkisiz ve sadece insan bedeninin yasanmis deneyimine ve
anlamlandirmasina acgik oldugu yaygin paradoksuna cikarir,
¢unki malzemenin kavram, diisiince, duygulanimdan daha 6nce
ve daha sonra var oldugu ileri sirilebilir. Onun anlami yoktur,
tium anlamlarin 6tesindedir ve kesinlikle tim fenomenolojik
verili olma halinin disindadir. Farkli bir ifade sekliyle Levi R.
Bryant’in sozlerinde soyle dile getirilir:

Malzeme ile verili olan arasinda daima bir uyumsuzluk vardir.
Malzeme siirekli olarak her tiir verili olandan geri gekilerek
uzaklasan, dissalliklarin en mutlak olanidir. Belirgin degildir;
yani gorinur degildir. Biz onu sadece c¢ikarsayabiliriz. Surekli
olarak kendini gostermeden etkilerini icra eder. Sonug olarak
malzeme, onu kavrayabilecegimiz seklini ancak bolik porgiik
ve cikarsama yoluyla kurguladigimiz, giderek uzaklasan bir
ufuktur. Bitiin bunlar, fenomenolojik olanin, deneyimsel olanin
ve anlamlandirmanin malzemeyi etkilemedigi anlamina gelmez;
sadece malzemenin bizlerin anlamla belirlenenin bir aynasi
olmadigi anlamina gelir.

Suphesiz maddiligin bu mutlak dissalligi, herhangi bir
fenomenolojik hiclik ya da semiyolojik yokluktan daha radikal
olan bu yokluk, beseri bilimlerde daimi bir egilim olan idealizm
ve sosyal yapilandirmaciliklara yol agmaktadir. Clinkd higbir
anlamlandirma, hi¢cbir fenomenolojik deneyim ya da kavram,
malzeme konusunda tutunurluk elde edemez, ¢iinki bunlarin
hicbiri malzemeyi sunamaz, biz de malzemenin var olmadigi,
sadece fikirlerin veya gostergelerin veya etkilerin var oldugu
sonucuna variriz. Varhgin tumu bizler igin bir ayna haline gelir.
Biz de Inuit halkinin dilinde balon baligi kelimesi olmadigi
icin, balon baliginin var olmadigini 6ne sirmeye benzeyecek
tartsmalar yapanz. Bu durumda materyalizm, maddenin
dusitnceye dissalligini takip etmeli ve disiincenin dislince

olmayan ve higcbir zaman dusince olmamis olan bu sey
hakkinda nasil bir seyler bilebileceginin bir tir agiklamasini
yapmalidir.

Diger bir deyisle, madde sanat¢inin amacghhgini ve mantiki
gerekcesini nakletme becerisinden yoksundur ya da belki de
istekli bile degildir. Ancak, malzemenin epistemolojik alan
-onun bize ne ifade ettigi- disinda ele alinmasi, daha 6nce de
belirtildigi lzere, maddenin isleyisine dair konuyla alakali ve
isin i¢ yuzunu kavramaya olanak veren yaklasik ¢ikarsamalara
ulasiimasini saglayabilir. Burada belki de kendi sinirlamalarimizi
asmak ve bir atilim yapmak durumundayiz, ¢linkii ben ima
edilen mesafenin sundugu givenlilik ve maddi varliga dogrudan
erisimin imkansizhginin sadece metodolojik olabilecegini iddia
etme niyetindeyim. Elbette, burada herhangi bir malzemenin
bituncil olarak baska bir bedende cisimlesmesinin herhangi
bir yolla mimkin olmadigini iddia etmek anlamsiz gorintyor,
ama ayni zamanda insanlarin Dinya’nin kendine baglama
giglerinden nihai olarak ayrilmasi da mumkin degildir.

Bir “temelinden sokme” eylemiyle, Carlos Irijalba’nin
calismalan belirli bir arazinin fiziksel ozellikleri hakkinda bir
arastirma yurudtmeyi igerir ve bunun sonuglarini da sanatsal
uygulamasinda malzeme olarak kullanir. Bunu vyaparken,
Irijalba, simyayla iliskili nitelikler ile malzeme karisiminin
farkh alanlarindaki opak fonksiyon ve gec¢mise oOzel bir ilgi
duyar. Bu farkli malzemesel elementlerin birlesimi ya da
karisimindan olusan, degistirilebilir bir malzeme olan karisim,
dis hekimliginde dis dolgulan igin kullaniimaktan, asfaltta
topragin dogal katmanlarini kaplamaya varan kullanim
alanlarina sahiptir. Burada, Irijalba toprak iginde mevcut olan
birikmis bellegi muhurlemek igin kullanilacak maddesel bir
malzeme olarak amalgamin ozellikleriyle ilgilenmekte ve bu da
maddeyi unutmanin malzemesine donustiridyor. Buna karsilik,
bellegin bu katmanlarini agiga ¢ikarmanin bir yolu da, ayni bir
zaman gizelgesi gibi, toprak katmanlari icerisine dikey sondaj
yapmaktir. Sergide bu sondaj numunesi bir bizmut alasimi
seklinde sunulmaktadir. Bu grimsi-beyaz metalik element, kati
halde iken -buza donustlince- sivi halinin Uzerinde yizen suyla
bu belirli 6zelligi paylasir.

“Madde ve anlam” Uzerine ¢alismaya bir ikinci ornek olarak
Fran Meana’nin The Immaterial Material (Maddi Olmayan
Madde) adl isi, ispanya’nin kuzeyinde yer alan kiigiik bir
maden sehri olan Arnao’da, tuhaf ve bir o kadar da ilgi ¢ekici
pedagojik bir programdan geriye kalmis gizemli kabartmalari
inceler. Bu kabartmalar sanayiden bilgi ekonomisine gecisten
geriye kalan sinirh sayidaki maddi izlerden biridir. Proje geriye
donudp bu kabartmalara bakarak endistriyel emegin yorucu



fizikselliginin bilgi temelli bir ekonominin ‘sinirsiz’ akisina
karistigi donemde 6znelerde ve maddelerde gerceklesmis olan
yari simyevi donusumleri inceler.

Nina Canell’in heykelleri maddi olma ve maddi olmama, bitmis
ve bitmemis haller, maddenin donustirilmesi ve bigimin
donusimi arasindaki gerilim Uzerinden yapilandiriimis estetik
deneyler olarak dusundilebilir. Another Ode to Outer Ends
(Uc Sinirlara Bir Methiye Daha) adli eserinde, Canell sekil ve
halleri degisime ugrama sirecinde olan malzemelerin bir
duzenlemesini gozler oniline sererek maddenin oOzlndeki
guvencesizlik ve gegiciligi somut hale getirir ve boylece gorsel
ve isitselden daha agir basan bir eser meydana getirmis olur.
Near Here (Bu Civarda) adli calismasinda, Nina Canell aktarim
sireclerinde meydana gelen bilgi ve enerji kaybi Uzerinde
durur. Bu heykel calismasinda gosterilmekte olan bir elektrik
kablosunun kesiti, bir ciimlenin akisinin ortasinda kesilmesi ya da
unutkanliga maddi bir ornek haline gelmektedir, boylelikle insan
algisini normalde tamamiyla asan yapilar sergilenmektedir.

Paul Geelen tarafindan gerceklestirilen 5th Wall (5. Duvar)
adli eserde, sanat¢inin malzemenin 6ziinde bulunan nitelikler
ve oOzelliklere ve bu ozelliklerin malzemenin sanatsal olarak
islenmesinde nasil yol gosterici birer ilke haline gelebilecegi
konusuna duydugu ilgiyi gozlemlemek mimkiindir. Onun
sanat pratiginde “belirli bir seyin bigiminin onun basina gelen
olaylarin bir sonucu oldugu” iddiasinin kararlilikla cisimlestigi
bir ilke yerlesik durumdadir - bu tutum dikkatleri heykelin
maddi yonunden, i¢ine gomdili olan veya bir dizi olaylarin
akisiyla aktive olan tarafa kaydirarak, heykel vurgusunu
iletken iliskilere yoneltir. Ne var ki, malzeme pasif ve kolayca
bicimlendirilebilen bir madde olmak yerine, arkadasca bir
didisme iginde oldugunuz ortaginiz haline gelir: Direnis ve gii¢
eylemleri her iki tarafta da ifade bulur.

NEREDEYSE ONEMLI DEGIL... ANTROPOSEN’E HOS GELDINiZ?
Bu Diinya'nin, lizerinde bizimle nasil yasamaya devam
etmesini saglayabiliriz? Yeryiiziinde yasamin, biz -insanlarin
-“bilegeldigimiz sekilde” devamini glivence altina almak:
Dinya'yi ve ekosistemleri, icerdigi her bir yanina dagitilmis,
durmadan ve sirekli olarak gelisen ve kavrayisimizdan kagan,
hatta bizden saklanan nesneler, maddi varliklar ve sirecleriyle.
Daha onceleri kati olarak emin olunan Dinya’nin insanlardan
nesiller ve nesiller boyu daha uzun var olacagi fikrinin gergekligi
simdilerde, bayagi bir siredir, siipheyle karsilanmakta ve
inceleme altina alinmis durumda: Antroposen’e hos geldiniz?
Antroposen, jeolojik zaman dizini iginde, insan davranisi
ve faaliyetlerinin kiresel etkilerinin Diinya Uzerinde izini
birakmakta oldugu donem olarak anlasiimaktadir.

Bu -“insanhgin” hakimiyetinin damgasini vurdugu- jeo-tarihsel
donem, bizim i¢inde bulundugumuz zaman ve gelecegimizin
tim cepheleri lzerinde esi benzeri gorilmemis sonuglara
sebep olan donisiumleri de beraberinde getirmistir.

insanoglu biyosferi ciddi sekilde degistirmis, yaygin cevresel
bozulmaya neden olmus ve arkasinda neredeyse kiresel olarak
yayllmis, istilaci ve evcillesmis bir tirin izlerini birakarak
Diunya’'nin dogal gorinuimiini onemli Olclide baska sekle
sokmustur. Artik, Dinya’nin bilesimini, ¢evresindeki atmosferi,
okyanuslar ve topraklarini etkilemede, insanlarin jeolojik
olgekte etkili aktorler haline geldikleri iddia edilmekte. Ancak,
karsilastiracak olursak, insanlarin etkisinin jeolojik agidan
onemli oldugu soylenebilir mi ve uzak ge¢miste Dinya'yi
kusatan kimi buyuk jeolojik degisiklikler yaninda insanin etkisi
ne derece onemli sayilabilir?

Oyle goriiniiyor ki, insanlar bu jeo-hikayede etkili olan aracilar
olma durumuna istemeyerek, fakat bile bile gelmislerdir, ve
Bruno Latour’un soylediklerini kendi sozciklerimizle ifade
edecek olursak, bu yeni aciliyetle yizlesme noktasinda aci
icinde farkindadirlar ki, Antropos’u (insanhgi) bu kiiresel
sahnede olacak her seyden sorumlu tutmak Uzere, ortak
ozelliklere sahip bir tur olarak birlestirmek kimse tarafindan
yapilamaz ve hicbir sekilde miumkin degildir. Bu durumda,
bu ortaklasa ve topluca sugluluk halinin lehine veya aleyhine
bir savunma yiritmek yerine, biz insanlarin sebep oldugu,
artik bize dissallagsmis olan bu durumun Ustesinden gelmek ve
dizeltmenin bizi asacagi fikrini bir kenara birakmak konusunda
ne soylenebilir? Yani, Antroposen tezinin ortaya koydugu
sonug, artik vurgunun agirhginin insanhk tarihi tarafindan
tanimlanan bir diinya uzerinde olmadigi, daha ziyade, bakis
acimizin kontrol edilebilir, hatta algilanabilir olanin otesinde
yer alan zaman Olgeklerinde etkili olan kuvvetlere kaymis
oldugu yonundedir. Kisacasi, insanlar tarafindan sebep olunan
sonuglarin insan miidahalesiyle diizeltilmenin 6tesinde oldugu
dusunulmektedir. Bir zamanlar, farkh zaman olgeklerinde ve
farkh hizlarda gergeklesen, iki tamamen farkh disiplin oldugu
dusunulen insanlik tarihi ve Diinya tarihi simdi artik siki sikiya
i¢ ice gorulmektedir. Ancak, bu i¢ ice olma, Diinya’'ya bagli
olma halinin “insan olarak tam bilincinde” oldugumuz ve
“uyanikligini” yasadigimiz su anda, eldeki soruna dogrudan
erisimimizi olanakh kilacak ne gibi imkanlara sahibiz?

Graham Harman'in ifade ettiklerini kendi kelimelerimizle
dile getirecek olursak, ortaya atilan Antroposen donemi,
acikca ortada olan, insan ustunligini degil insan tirinin
kirillganhgini vurgulamakta olmasi sebebiyle insan-merkezci
(Antroposentrik)bir gag degildir. Antroposen ve Antroposentrik



arasindaki bu ayrisma bizi nadiren varligi teslim edilen onemli
bir felsefi ayrimi teshis etmeye zorluyor. Yani, insanlarin
bir varhgin olusturulmasina dahil olan bilesenler arasinda
olmasinin bu varligin insanlar haricinde ozerk bir gercekliginin
olamayacagi anlamina gelmedigi gercegi. Boylece, Antroposen
iklimi insanlar tarafindan olusturulmustur ve ayni zamanda da
bizlerden bagimsizdir, yani ozellikleri insan bilgisi agisindan
golgededir.

Antroposen ontolojinin paradoksu, ya da daha dogrusu sasirtic
dogasi goz oniline alindiginda, karsi karsitya kaldigimiz durum,
biz insanlarin, aslinda bizler tarafindan sekil verilmis olan
varliklara dogrudan erisim konusunda dislanmis oldugumuzdur.
Ancak, bakma ve bilme, duyumsama ve olmanin ne gibi yollari
aracihgiyla, dogrudan erisim yerine bu ciddi derecede degisim
gosteren kosullar karsisinda harekete gecebiliriz? Ve bu
zorluklarin karsilanmasinda sanat ne olguide yeterli olacaktir?
Bunun bir yolu, tire ozel ortak temel bir 6zellik ¢evresinde
birlesmis insanligin yeniden bireyler diizeyine gelecek sekilde
parcalanmasi olabilir, ki bu durumda sanat yeni kavrayis ve
duyarhhklarin olusturulmasi icin kullanilacak deneysel bir
vasita olarak konumlandinlabilir, mesela insani Diinya'yla
iliskili olarak yeni duyusal ve estetik yonelislere duyarl hale
getirmekten sorumlu hale gelebilir. Ayrica sirmekte olan
bu harekatta insanhk disindaki gli¢lerin ve organik olmayan
yasamin etkilerini kapsayan sunum ve sanatsal ¢ikarimlarda da
bulunabilir.

Camille Henrot tarafindan gergeklestirilen Grosse Fatigue
(Bitkinlik) filminde sanat¢i evrenin yaratihs hikadyesini
anlatma zorlu gorevini Ustlenir. Nitekim, yorgunluk bitkinlik
derecesindedir, ya da son derece agirdir, ne de olsa o kendisini
Yunan tanrisi Atlas gibi omuzlarinda diinyanin yukini tasimaya
mahkdm etmistir. Fakat boylesine karanlik ve yalniz tasinan
yikler bir sanatginin ellerinde sabun kopukleri kadar hafif, glizel
ve kirllgan hale gelmek igin yaratilmamislar midir? O, diinyayi
avucunun iginde tutarken... diinya avucunun yuzeyinde sanki
sihirli giglerin etkisinde gibi, zahmetsizce asili durur, sanatgi
gercekten de insanligin gengligini asirlarin derinliklerinden
Gikararak diriltmistir - tekrar gorilemeyecek kadar uzak
gecmiste kaldigini disindigimiz gorkemli baslangici tekrar
hayata getirir ve bu bizleri biiyiili fenerin bir gocugu cezbettigi
gibi kolayca kendimizden alir.

Biz dahil olmadan sirmekte olan vyaratiis dongulerine
nasil katilabiliriz? Bu dongllerin yan urinlerine ne olur?
Ve onlar ne tir hayatlar sirmeye devam ederler; ne tiur yeni
yapilar olustururlar? Bunlar Katja Novitskova tarafindan

gerceklestirilen Approximation (Yaklastirm) eserini ele alan
birisinin sorabilecegi sorulardan bazilaridir. Bu calismalarda,
Novitskova internetten buldugu tanidik hayvan goruntiilerini
kendine mal ederek aliminyum Uuzerine buyuk olgekli dijital
baskilarini yapar. Penguen, zirafa ve baykus gorintuleri orijinal
fotograftaki arka planlarindan kopartilmis, galerinin ortasinda
durmaktadirlar, boylece onlarin “dogal” zeminleri bu beyaz
mekanla ikame edilmistir. Boylelikle, Novitskova'nin eserleri
cagdas bir donusumu ornekleyerek, dijital olarak dolasimda
olan gorintilerin kendi vasitalariyla evrilen ve gelisen, kendi
hayatlari olmaya basladigini ortaya koyar. Artik sadece doga
temsilleri olmayan bu penguenler ve zirafalar, gorintlinin
hayata gelisinin temsilleri haline gelirler.

Bunun tersine bir tavirla, Rachel de Joode’nin fotograf
tabanli heykelleri de ekranda belirecek olan maddi olmayan
yasamlarini anistiriyor olabilir. Sculpted Human Skin in Rock
(Il) (Tas icinde Heykellestirilmis Insan Derisi (/) adli -mermer
bir kaide Uzerine yerlestirilmis et renginde bir foto kolaj olan-
eserde heykelin goz yaniltici iki boyutlu yapisi sergi alaninin
baglamina yonelik yogun bir farkindahg tetikler ve eserin kisa
bir sire sonra baslayacak ¢evrimici yasamina dair uyarici bir
onsezi benzeri bir islev Ustlenir. de Joode’nin ¢alisma sirecini
inceledigimizde farkina varmaya baslayacagimiz, diinyanin
bizim hayal ettisimizden daha az bize ait oldugudur, ¢linki
onun nesneleri ve malzemeleri yeniden kendine mal edisiyle
her bir unsur kendisini sarsilmaz tanimlar ve insan tarafindan
dayatilan hiyerarsilerden uzaklastirmakta ozgir hale gelir.
Sonra da, aralarinda gevsek baglantilar 6rili olan malzemeler
diinyasi icinde siiziilerek, bizim genellikle dayattigimiz veya
yiikledigimiz herhangi bir bilgi veya insan-merkezli ontolojiden
bagimsiz, birlikte yeni baglamlar iginde iliskilenmek lizere geri
donerler.

The Color of Things (Seylerin Rengi) adl seride, Danimarkali
sanatgi kolektifi A Kassen, nesnelerin once fotograflandigi ve
sonra toz haline getirilerek bir baglayici maddeyle karistirildigi
eylemsel galismalarini sunar. Daha sonra “sivilastirilan” nesne,
nesnenin ilk halini ve seklini gosteren goruntinin yaninda
duvara yerlestirilir. Ancak, bu ¢aba goriiniste basit gibi dursa
da, hatta Oyle olsa da, onlarin ortaya koyduklari siire¢ ham
maddenin nesne ve nesnenin ham madde haline gelmesindeki
secere ve surecin yerini almakta, ya da daha dogrusu bunu
gorunur kilmaktadir. Bunu yaparken, sanatgilar seylerin
mensesine, onlarin nesne halini alarak bir arada durmalarina
olanak saglayan farkli maddi malzemelere dikkat cekmektedir.



SESLi NESNELER: MADDENIN OZUNE KULAK VERMEK

Bu sorgulama alaninin sinirlarini belirleme c¢abasi birgok
gorusu askida birakmakta ve sadece kisa bir giris olarak hizmet
etmektedir. Bu anlamda, ilerideki sayfalarda yer alan Eleni
Ikoniadou tarafindan kaleme alinmis The Sonorous Work
of Art (Sesli Yayan Sanat Eseri) bashkli metne basvurmaktan
memnuniyet duymaktayim.

Maddi malzemeler seklinde, ya da nesneler olarak kabul
edilebilecek durumdaki digsal maddi varliklarin 6ziinde bulunan
onem barindiran madde haline gelme sireglerine yonelik insan
olarak 6zenlilik ve dikkatliligimizi gelistirme konusundaki bir
girisimde maddenin sessel nitelikleri ve 6zelliklerine mimkiin
oldugunca dikkat etmek ¢cok nemlidir. Bu 6ylesine 6nemlidir
ki, blylk o6lglide algisal yonelim ve dogrulamalar tarafindan
yonetilen ampirik ve fenomenolojik deger sistemlerine dayali
normal davranis, malzeme ve nesnelerin dogustan dilsiz
oldugunu kabul etmekte gibi gorinmektedir: Dissal fiziki bir
etken unsurlar Gzerinde ve arasinda ses ¢ikaracak bir eylem
dayatincaya veya yerlestirinceye kadar maddenin ortuk
olarak geri duran ve gekinik olduguna inanilir. Burada, normal
davranis belli bir dizeyden daha derinlere “bakmama” fikrini
benimser; Dinya'yl, malzemeleri, nesneleri ve varliklari, tabiri
caizse, “dis goriinusleri” ile degerlendirir. Bu fikir lizerinden
hareket etmek, ayni zamanda malzeme, nesne ve varliklarin istifi
bozulamaz i¢ diizenleri oldugu varsayimini farz etmek, onlarin
surecleri ve karmasikliklarinin Gstiine ¢ikmak ve ylizey etkileri
ve dinamiklerin ortalama ve olayh dinyasinda kalmayi tercih
etmektir. Boylece, busenaryodases nesnenin 6ziindebulunmaz,
daha ziyade nesneler arasindaki karsilasmalar arasindaki yer
ve zamanda harekete gegirilir ve tetiklenir. Siphesiz bu ses
karsilasmalarinin onemi Uzerine soylenecek ¢ok sey vardir, ne
de olsa bunlar nesnenin gesitli fiziksel nitelikleri, onun varligi,
onun cgevresi ve darbe olayl darbenin siddeti (ya da enerjisi)
de dahil olmak Uzere, nesnenin malzeme bilesimi, sekli ve
boyutu ve benzeri birgok konu hakkinda bir ‘imge’ olusturmayi
saglayabilir. Ancak, bu eylemler unsurlar arasindaki etkilesim
alaninda kalarak, nesnenin ontolojik karakterine ¢ok da ilgi
gostermez. Bu tir varsayimlar yapmak igin, acele hikimler
vererek nesnelerin dilsizlikleri iginde hissiz oldugunu iddia
etmek igin glvenilir bir zemin bulunmakta midir? Ya da, acaba,
bu tiir bir iddia nesnelerin ve varligin duyulabilirligine agik
olmanin imkansizhgi karsisinda onlar “baska bir amag ugruna
kullanilan bir ara¢” olma kefenine sarmis olmanin getirdigi,
nesnenin sahip oldugu melekeleri uyusturan ve engelleyen bir
hareketin ipuglarini mi tagimaktadir?

Sesli nesneler ve nesnelerin sesleri her ne kadar fiziksel olsa da,

hala ifadelerinin, dile getirdiklerinin ve sessel belirtilerinin ciddi
bir bolimiu maddi olmayan ve kesfedilmemis topraklar olarak,
insanlarin ulasamayacagi uzaklkta yer almaktadir. Burada, yine,
sanatsal eylem maddenin nasil ve hangi yollardan olustugu ve
nasil islemekte oldugu konusunda kisinin “maddenin 6ziine”
duyarli hale gelmesi agisindan dnemli gdziikmektedir. Ozellikle
bu durumda, malzemenin belirli olgceklerde temasa gegisi,
seslenisi ve isleyisine “kulak verme” fikrinden bahsetmek
mimkin olabilir. Diger bir deyisle, geribildirim dongiileri
diye adlandirabilecegimiz siireclere 6n ayak olarak madde
ve nesnelerle anlasmaya varabilmek: ic ice daireler cizerek
maddeye ve onunla kenetlenmis maddesellige daha duyarl
ve Ozenli hale gelebilmek. Kendini maddeyle karsilikh gagn
ve yanit Uzerine kurulu boyle bir geri besleme dongusu iginde
konumlandirmak, ayni zamanda, her iki etkenin de dogrudan
erisim ve cisimlesmeye karsi direnci yuzinden, sirekli bir
olusma ancak bir tirli tam olarak son noktaya varamama
halinde olan, temel bir tanima minazarasina da dahil olmak
anlamina gelir ve bu durumda bizler de karsilikli olarak birbirinin
sahasi lzerinde bulusmaya uyum saglamak durumundayiz.

Angela de Weijer tarafindan gerceklestirilen Infinity Three:
Earwitness Objects (Sonsuz Ug: Duyan Tanik Nesneler)adli eser
rehberli bir dinleme deneyimi seklini alarak sonsuz ses i¢in bir
mekan olasiligi olusturmaktadir ve bunu halka 6zenle segilmis
ses emici nesneler ortaya koymak araciligiyla gergeklestirir.
Marconi'nin seslerin havada titresen parcaciklar olarak ebedi
devamliligina olan inancindan esinlenerek, de Weijer sessel
algiyr genisletmeye vyarayacak bir model olarak sonsuz
ses kavramini benimsemistir. Usule iliskin bir performans
nesnelerin iginde bulunan sessel enerjiyi deneyimlemek igin en
uygun ortami saglar.

Enstalasyonlari ve performanslar araciligiyla, Kevin Gallagher
nesnelerin onlara siklikla atfedilen glindelik islevlerinin
otesindeki nitelikleri ve oOzelliklerini ortaya koymayi
amaglamaktadir. Dondstlriilme, baglanti, iletisim ve tesaduf
kavramlari onun verdigi adiyla “kullanimina yonelik hareketler”
icinde onemli belirteglerdir. Squid Jam adli enstalasyonda,
Gallagher bir katlanabilir klavye ayagindan, fiber optikten
yapilma, gizemli, yumusak ve ritmik bir zangirdama sesi ureten
U¢ hoparlori tutan bir dikdortgene varan farkli malzemeleri bir
araya getirir. Bu hoparlorler dusik frekanstaki sesleri veren
wooferlarin titresimleri araciligiyla hareket eden sivi kalamar
murekkebiyle doludur. Bu wooferlar da bir ses kablosuyla
Space Jam filminin miizigine tepki veren bir tablet bilgisayara
baghdir.

Alexandra Navratil'in eseri Modern Magic (Modern Sihir)



ya nesnelerle ugrasan ya da onlari izleyiciye dogru uzatan eller
gosteren 162 fotograftan olusur. Bastaki malzemeler yogun
arsiv arastirmalari sonucunda Navratil tarafindan bir araya
getirilmis plastik imalati Uzerine ¢ikartilan ticaret dergilerinden
toplanan fotograflardan olusmaktadir. Tek tek goriintiilerde
gorunen Uzerinde oynanmis plastik nesnelerin aksine
fotograflar maddi olmayan bir seyin yerine ge¢mektedir; bu da
endistriyel olarak Uretilen nesnelerle tamamen tezat igerisinde
olan projeksiyonlarin gegici dogasini vurgulamaktadir. Bir
anlamda, fotografik malzeme kendi maddi degerinden yoksun
birakilmakta ve buna bagh olarak ilgi odagina da nesneler
yerlestiriimektedir; burada insan eli de sadece isaret eden bir
gosterge olarak hizmet etmektedir. Navratil izleyicilerin algisini
keskinlestirirken ayni zamanda zaman, ilerleme, gegicilik ve
degisimle ilgili sorularin da tinlamasina olanak saglar. Ellerin
nesneleri manipile edisindeki gibi, insan da surekli olarak farkli
bir seye dogru itilir, yorumlamanin daha ileri seviyelerine dogru
sevk edilir.

EKOLOJIK MESELELER

Sesle Avlanan sergisinin son kiimesi ekolojik karsilikli bagimlilik
fikri ve de karsilikh baglantilihk kavrami Gizerine odaklanir ya da
daha kesin bir sekilde ifade etmek gerekirse maddi nesneler
ve varliklar arasinda ve onlara yonelik karsilikli bor¢luluk ve
duyarlilik fikri {izerinde durmaktadir. Onceki paragraflarda,
madde ve malzemenin insanlardan, onlarin diusiincelerinden ve
varligindan once var oldugu kavramindan bahsetmistik; onlar
bizden 6nce vardir, bizim dogrudan erisim ve bedensellestirme
cabalarimizi onler ve reddederler. Bu kavram her iki yonde
de isler. Bunun aynisi nesneler ve kompozit malzemeler
konusunda da soylenebilir: bir sey-benzeri olma konumuna
sahip olarak, bir nesne daima indirgenemez bir sekilde opaktir.
Yani, biz insanlarin bir nesneyi bizim ona iliskin kavramlarimiz,
onun hakkindaki kelimelerimiz ve onu kullanma sekillerimizle -
elimiz, agzimiz veya zihnimizle- tiiketmemiz imkansizdir. Daha
guclu bir ifadeyle, ne kadar samimi veya etraflica otobiyografik
olursa olsun, Bir sey de kendi kendisini tiketemez. Ayni
zamanda, oldukga paradoksal bir sekilde ve Antroposen ile
ilgili paragrafta gordigiumiiz Uzere, nesneler ve varlklar geri
durma ve cekiniklik halleri sayesinde kendilerini kurtarir ve
toparlanirlar. Onlara ve onlarla ne yapacak olursak olalim,
onlari “kavrama” gabamiz her zaman onlarla “bogusma” haline
donusur. Ancak, paradoks, gorunuslerinin altinda seylerin
kararli bir hal icinde durdugu fikrine dayanmaktadir. Bu fikir,
bizim varligimizin ortaya koydugu etkilerin malzemeler,
nesneler ve varliklarin otomatik olarak kendilerini baslangigtaki
durumlarina ve sekillerine dogru yeniden kurma, onarma
ve stabilize etme siirecine sebep olacagl yoniindedir. Bu
durumda, filozof Timothy Morton’un ifade ettigi sekliyle, seyler

pek de geri duran ve igine kapanik degil, daha cok o&fkeli ve
“saldirgan” bir hal icindedirler. Dissal insan olmayan malzemeler,
nesneler ve varliklarin kirllgan ve kararsiz olmak yerine yaradilig
olarak dengeli oldugu varsayimini yerlesik hale getiren 6nemli bir
bakis acisi da, doga ve kdiltliri ayr alanlar addetme konusundaki
gereksiz ve hatall ayrimda yatar. Ya da Timothy Morton’un ifade
ettigi gibi: Her seyin birbirine bagh oldugunu fark ettiginiz zaman,
“orada bir yerde” halihazirda -mevcut- olan, bir basina, saglam
ve yekpare duran bir sey olarak tarif edeceginiz doga kavramina
tutunamaz hale gelirsiniz. Bu, doga ve kdiltlirlin birbirini disladig,
hatta bir ikili karsithk oldugu fikrini biraz daha ileriye tasiyarak,
Quentin Meillassoux tarafindan New Materialism: Interviews &
Cartographies (Yeni Materyalizm: Roportajlar ve Haritalamalar)
(2012) icinde aciklanan sekliyle madde fikrine geri donmek
istiyorum:

Benim igin, madde “tabiat” ile tanimlanamaz. Tabiat belirli
sabitler tarafindan belirlenen bir diinya diizenidir ve bu da kendi
icinde bir dizi olasilan belirler ki ben bunlara “potansiyellikler”
adini veriyorum. Buna karsilik, madde ilksel ontolojik bir diizendir:
higbir seyin olmamasi degil bir seyin olmasi gerektigi gercegine
baghdir - boylelikle sarta bagh varliklardir. Farkh kanunlara
tabi olan sonsuz sayida ve belki de daha fazla maddi dinya hayal
edilebilir: Bunlar madden esit derecede var olmalarina ragmen farkli
“tabiatlar” olacaklardir. Maddenin ikinci 6zelligi negatiftir: Bu sarta
bagl cansiz ve diisinmeyen varliklar belirler. Bizim diinyamizda,
hayat ve duistince bir inorganik madde arka plani Gizerinde olusmakta
ve ona geri donmektedir. Belki tamamen canli veya manevi bir tabiat
disundlebilir, ki bu durumda “madde” kapi disan edilmis olacaktir -
ama bu durum da asli ve ebedi siiperkaos olasiligi dahilinde olacaktir
cunku her tabiat onun tarafindan yok edilebilir, ancak saf madde
halindeki sarta bagh varlik bundan muaf kalacakdir.

Ancak, Timothy Morton tarafindan The Ecological Thought
(Ekolojik Dliisiince) (2010) kitabinda ifade edilen dislince
cizgisinde devam ederek, eger ki her sey yaradilistan birbiriyle
baglantil ise herhangi bir kesin on plan ve arka plandan
bahsedemeyiz: Biitiin hayat bigimleri kesin bir merkez ya da
kenari olmayan engin, karmakarisik bir oriintu igerisindedirler.
Bu birbirine baghhk hayatin tim boyutlarina niifuz eder. Higbir
varlik, kurgulanmis sey veya nesne bu ekolojik dolasikliktan
bagimsiz var olamaz. Morton sdyle ifade etmekte: [...] Ekoloji
bizim birlikte yasadigimizi hayal ettigimiz tim sekilleri igerir.
Ekoloji tamamen bir arada var olma hakkindadir. Varolus her
zaman bir arada var olmadir. Hi¢ kimse bir ada degildir. insanlar
birbirine de, en azindan cevreye duyduklan kadar ihtiyag
duyarlar. Ekolojik diisiinme sadece insan olmayan seylerden
ibaret degildir. Ekoloji sizinle ve benimle de ilgilidir. Ve devam
etmekte:



Ekolojik diisiinceyi disinmek zordur: Bu agik olma, radikal bir
sekilde agik olmayi - tekrar kapanma olasiligi olmadan, sonsuza
kadar agik olmayi igerir. Bu konunun incelenmesi bir zemin
saglayacaktir clinkii cevre kismen bir algi meselesidir. Sanat
turlerinin bize ¢evre hakkinda anlatacaklari bir seyler var, cliinki
onlar bizi gergekligi sorgulamaya yoneltiyorlar. [...] Bu agik
tavir bizim yetersiz bir tanimla ¢evre dedigimiz seye ickindir.
Ekolojik diustince ekoloji hakkinda diisiinmek midir? Hem evet
hem de hayir. Bu ekolojik olan bir diisiinme bigimidir ve bir
yapma bicimi olan bir dusunustir. Dinya'mizi, sorunlarimizi
ve kendimizi bir ¢cerceve kapsaminda yeniden bigimlendirmek
ekolojik projenin bir pargasidir. Praksis bu anlama gelmektedir
- dusunceli olan eylem ve aktif olan duslince. Aristo en ust
duzey praksis formunun tefekkir oldugunu iddia etmekteydi.
Bizler de geri cekilmek ve olanlar Ulzerine disiinmekten
korkmamaliyiz.

Bu bahsi gegen disiinceyi mesafeli kilma temalar aslinda
samimi, garip ve sabit bir kimligi olmayan derinden birbirine
bagh varliklar olustururken bir yandan da, ¢agdas sanatsal
pratikleri icinde de esit derecede mevcut olan hicbir sekilde
tukenmis olmaya yakin durmayan, endiseler ortaya gikarirlar.
Maddesel bir dilin yukselisi, yapilar ve hiyerarsilerin, istikrarh
ve kisa omdurli olana dair fikirlerin ve de durumlarin degisme
sureclerinin parcalanmasini da yaninda getirir. Burada, likidite
fikri kismen, degisen fiziksel durumlarin, kati ve sivi arasindaki
gerilimin ve gesitli birim, nesne ve tesekkdller arasinda orilmiis
iliskiler aginin dengesini bozmak ve on plana ¢ikarmak igin
bulunmakta.

Juliette Bonneviot, filozof Timothy Morton'un The Ecological
Thought (Ekolojik Dliisiince) adh kitabinda “karanlik ekoloji”
olarak tanimladigi, bir kara filme benzer karakterdeki anlayisi
arastiranyenibir heykel ve video eserleri butliinune ilham kaynagi
olacak bir kahramani olarak, Jeune Fille Minimale (Minimal
Geng Kiz) karakterini yaratti. Bonneviot'nin Jeune Fille (Geng
Kiz) karakteri diinyanin ona ne yapacagindan korkmaz, bunun
yerine onun goze garpici tilketim ve yasam tarzinin diinyaya ne
yapacagi konusunda bir sinir hastaligi yasar. Ancak, ginimizde
nasil yasadigimiz ve tikettigimize iliskin bir kaygi bu karakterin
deneyimlerinde elle tutulur hale gelir ve onun asli iliskisi bir
baska kisiyle degil, onun etrafindaki diinyada bulunan seylerle
kurulmustur. Boylelikle, Bonneviot'nun muhalif karakteri atiktir,
daha kesin soylemek gerekirse plastik atik. Plastik silinerek
temizlenip saghkh hale getirilebilmekle iliskilendirdigimiz ve
ayrica yiyecek ve diger Uriinlerde, her ne kadar kirli veya bocek
oldiriici ya da fabrika kalintisiyla kapli olursa olsun, tuketici
icin Urdnlerin ‘safligini’ saglamakta koruyucu bir bariyer olarak
kullanilan bir malzemedir. Plastik givenlidir ve seylerin temiz

ve taze kalmasini saglar. Bonneviot'nun Jeune Fille (Geng Kiz)
karakteri kullandigi nesnelerle birlikte heykelsel bigimlerde
sergilenirken, yikama, silme, tiras etme hallerini tasvir eden
videolarla ve kendi nesneliginin sunumunu mikemmellestirerek
sunulur.

Malzemelere, onlarin sentetik ¢cagrisimlari nedeniyle ilgi duyan
sanat¢l Nicolas Deshayes imalat diinyasinda prototip Uretme,
ambalajlama ve ¢ogaltma amaciyla kullanilan sirecleri seger.
Bunlan kullanarak dogal diinya ve ozellikle de insan viicuduyla
dogrudan iliskili organik bi¢cim ve yizeylerin kaliplarini ¢ikarr
ve uretir.

Odalar magaradir. Evler insanlardir. Daglar dalgalardir. Gezegenler
miknatislardir. Ancak bu ifadelerin hicbiri aksiyom degildir. Dunya
hakkinda deneyimlenmeye ve gozlemlenmeye acgik herhangi
bir bilgi sisteminin her zaman eksik bir kiime olmaya mahkdm
oldugunu kavrayan Mige Yilmaz'in sanatsal arastirmalan gercegin
ickin, fiziksel bir yorumunun gorintilenmesine odaklanmaktadir.
Yasam kosullanimizin ‘biyotopya’dan teknotopya’ya' gegisi sirasinda
gerceklesen arayisi iginde gegmis, simdiki zaman ve gelecek
mitolojileri arasinda benzerlikler ya da dogrudan bagintlar bulur.
Arketiplerin cesitli kiiltiirler ve ortamlara tercime edilmeleri sirasinda
surekli sekil degistirerek fakat daima kendi kokenlerine atifta
bulunarak gegirdikleri degisimleri sunar.
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BUT, DOES IT MATTER?

Percussive Hunter is a group exhibition dedicated to the
examination of processes of mattering and sonic resonance
contained by, and inherent to material substances. Especially
considering the depth of the material contingencies between
the inorganic and organic, the human and nonhuman registers
of the Earth that have recently gained urgency in artistic
practice, among other fields of enquiry. Here, the artistic
process of perception-making through mattering is employed
to move away from the surface of our contemporary society,
through different material strata, sonic and spatiotemporal
reverberations, to foreground specific instances of material
agency beyond the immediately perceptible. The exhibition
title is derived from a certain type of animal that sources its
nutrition by means of scanning and tapping surfaces - here
one could think of the woodpecker and the aye aye. Thus,
although employed metaphorically, the exhibition entails to
reach out and seek for those undercurrents, both material and
immaterial, audible and inaudible, scopic and non-scopic, that
allow artists to reinvent fundamental metaphors and models for
relating to our present day reality, beyond surface effects and
towards a more deep understanding of how matter functions
and resonates within the different natures of the material world.

Is the material surface where the limit of the object resides,
or should we equally account for those relations established
between the object in and by itself, its differing workings, and
the other objects and entities in its proximity? The object thus
being extended beyond its physical and material contours,
by means of a web of interrelations and linkages with other
material presences. A common ground between the works in
the exhibition is an enquiry into the much contested idea of
human access to objects and their material states through

PERCUSSIVE HUNTER
- AN ANALOGY OF EXAMPLES

NIEKOLAAS JOHANNES LEKKERKERK

and by means of overmining and undermining, as outlined
by Graham Harman in The Quadruple Object (2011). In short,
undermining by claiming that the object’s action happens
at a deeper level, or overmining by saying that objects are
falsely deep, and that the real is not established by individual
objects, but processes, events, dynamism, and surface-effects.
The works in the exhibition outbalance these two positions
by examining the interplay between those undercurrents that
reside beneath, and those actions and effects that spring from
the surface, both by laying bare and instigating processes of
mattering and enhancing acts of sonic resonance.

However, the question remains to what extent we -as humans-
are enabled and supposed to extrapolate the symbolic matter
-the ideas, concepts and historical narratives- that is so often
considered and made intrinsic to art objects, without necessarily
overestimating and exhausting the art object and its state of
being as a material entity? In other words still, we might as well
acknowledge that the artistic act of making objects, as a form of
energy exchange, can only ever be an approximation and never
really an embodiment of the object and its materiality. An object
in and by itself that is sidestepped by further conceptualisation
and projected contents, then re-approached, time and again,
by acts of hermeneutic phenomenology, deconstruction and
weak thought. In short, the art object as a site of conflicting
material and cognitive agenda’s, capable of producing affects,
pretenses and leaps.

Ultimately, the exhibition Percussive Hunter could best be
framed as an ecology, or as an exhibition that puts forward a
climate of vibrant matter and lively intensities, one in which
acts of artistic differentiation investigate the varying natures



of the material world. In that, the exhibition is tacitly posited
against the backdrop of capitalism's imperative of linear
growth and materialistic accumulation, radically standing at
odds with ecology's notion of interdependence and scarcity. In
that, the exhibition seeks to introduce and exemplify a number
of objects, concepts and phenomena by means of different
clusters, pivoting between those fields of enquiry including
Dark Ecology and the Anthropocene, Objected Oriented
Ontology and Posthumanism. Fields of study and interrogation
that inform a fundamental discussion of how matter functions
beyond mere ownership and human application, aiming towards
a heightened sensitivity towards other, non-human states of
material being and the affects they put forward. In so doing,
the ultimate landmark might perhaps consist of the idea that an
ecology is not only a support structure, but an assembler, one
that links the living and the inert while being both, that serves
as a basis to explicate the social and the material, beyond the
realm of the formal, and that leads us humans back to being
animals.

WHAT’S THE MATTER, WITH MATTER?

Within the field of artistic practice one might observe a retreat
from the art object as a projective surface, as a placeholder
for any kind of desired subject matter, so to speak, to its
recovery in the frame of an autonomous material being. That is
to say, the idea that art objects are residing comfortably within
their respective nonhuman categories, waiting for a concept
or theory to arrive and be imposed by a human subject,
has become rather contested. Moreover, the emphasis has
shifted towards an interest in the a-priori state of the object,
even before it was thought of as an art object. Or, even more
specifically, a clear surge in the raw material state that precedes
any object. This attitude towards, and interest in the nature
and being of our material world is informed by a multitude
of perspectives. One should always be wary of attempts at
summation, surely. However, one might argue that a pivotal
marker has been the coining of the term “correlationism” by
Quentin Meillassoux (in Aprés la Finitude, 2006), claiming that
philosophy after Kant has been dominated by the idea that
humans cannot exist without the world, and more importantly,
that the world cannot exist without humans. Especially in times
where Anthropocentrism is prevailing and leaving its mark
on the Earth, in the shape of ecological disasters, changes in
the climate through a grow-or-die imperative and ongoing wars
-dominantly caused by humans- one might position him or
herself differently in the face of this ideology, and seek for a
different rise to the occasion. Or, by going a step further, in the
words of Manuel DelLanda in New Materialism: Interviews &

Cartographies (2012):

Any materialist philosophy must take as its point of departure
the existence of a material world that is independent of our
minds. But then it confronts the problem of the origin of

the enduring identity of the inhabitants of that world: If the
mind is not what gives identity to mountains and rivers, plants
and animals, then what does? An old answer is “essences”,
the answer given by Aristotle. But if one rejects essentialism
then there is no choice but to answer the question like this:
All objective entities are products of a historical process,
that is, their identity is synthesized or produced as part of
cosmological, geological, biological, or social history.

The aforementioned statement by Manuel Delanda
interconnects with his earlier notion of a “flat ontology,” as
described in Intensive Science & Virtual Philosophy (2002):]...]
while an ontology based on relations between general types
and particular instances is hierarchical, each level representing
a different ontological category (organism, species, genera), an
approach in terms of interacting parts and emergent wholes
leads to a flat ontology, one made exclusively of unique,
singular individuals, differing in spatio-temporal scale but not
in ontological status. In short, a flat ontology is an ontology
that refuses to undermine or overmine objects, to speak in the
words of Graham Harman, who, on his turn, is making a plea for
a more-dimensional approach and attitude towards object. The
latter idea of a “flat ontology” connects with the ways in which
artists today are approaching material entities, substances, and
objects: By abandoning the realm of the immaterial, and by
inscribing oneself into contemporaneity by entering a debate in
which object and entities -be they human or nonhuman, living
or inert- are positioned and approached on an equal footing
with one another. In other words still, to posit and enact an
increased wariness for those surrounding and external objects
and entities, to widen the frame and allow for a multitude of
ontological perspectives - beyond reasoning well among
human figures, relations and thoughts. This sensitivity in the
shape of a call and response from and to material should not
be understood in the Creationist sense, in which matter is an
inert receptacle for forms imposed by an exterior psychic
agency, an artist for instance, claiming: “Let there be light!”
Rather, the artistic intervention seems to be based on sets of
approximations, approaches and positioning acts in light of the
material that is “present at hand” and “given” to some extent.

I"

This “givenness of material” brings us to common paradox
of matter and material being exclusive and unresponsive to
the lived experience of the human body and its signification,
because it could be argued that material is anterior and posterior
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to concept, thought, affect. It is without meaning, beyond
all meaning, and certainly outside of all phenomenological
givenness. Differently put, in the words of Levi R. Bryant:

We could speak of a perpetual mismatch between the material
and the given. The material is the most absolute of exteriorities,
perpetually receding from any givenness. It is in-apparent; which
is to say that it does not appear. We can only infer it. It perpetually
exercises itself without showing itself. As a consequence, the material
is an ever receding horizon that we model in bits in pieces through
inference. None of this is to say that the phenomenological,
experiential, and signifying do not affect the material; only that the
material is not a mirror of us characterized by meaning.

No doubt it is this absolute exteriority of materiality, this absence
more radical than any phenomenological nothing or semiological
absence, that leads to the perpetual tendency of idealism and
social constructivisms in the humanities. Because no signification,
phenomenological experience, or concept can gain traction on the
material, because none of these things can present the material,
we conclude that there is no material, only ideas or signs or
affects. All of being becomes a mirror of us. We make arguments
to the effect that because there is no word for blowfish among the
Inuit, blowfish don't exist. All materialism must then navigate this
exteriority of matter to thought and give some sort of an account
of how thought can know something of that which is not thought
and which is never thought.

In other words, matter is not capable, or perhaps even willing of
conveying the artist’s intentionality and rationale. However, the
treatment of material outside the realm of the epistemological
-“what does it mean to us”- might as well lead us to, as mentioned
before, relevant and insightful approximations of how matter
functions. Here we must perhaps overcome our limitations and
take a leap, as | wish to argue that the safety of an implied distance
and the impossibility of direct access to material being can only
ever be methodological. Surely, it only seems trivial to argue here
that a complete embodiment of any material is out of any reach,
but simultaneously there can be no ultimate separation of humans
from the grounding forces of the Earth.

In an act of “ungrounding,” the work of Carlos Irijalba makes an
investigation into the physical properties of a given terrain, of
which he uses the outcome as material in his practice. In that,
Irijalba takes a specific interest in the alchemistic qualities and the
opaque function and histories in different territories of the material
amalgam: a modifiable substance, a combination or mixture of
diverse material elements, applied in dentistry for dental fillings,
and as far reaching as asphalt, in which amalgam is used to

cover up the natural layers of soil. Here, Irijalba is interested in
the characteristic of amalgam as a material substance to seal
the accumulative memory present in the soil, which transforms
the substance in a material of forgetting. In contrast, a way of
extracting these layers of memory is by drilling vertically through
the layers of soil, as in a timeline. In the exhibition this drilling
is presented in the shape of bismuth alloy. This grayish-white
metallic element shares a specific characteristic with water that in
solid state -when it turns into ice- floats on its liquid state.

As a second instance of a study of “matter and meaning”, the work
The Immaterial Material by Fran Meana looks into the mysterious
reliefs that a quaint pedagogical program left behind in Arnao, a
small mining town in the north of Spain. These reliefs are one of
the few material traces of the transition from an industrial to an
information economy. The project reaches back to these reliefs
to explore the quasi alchemical transformations that occur, in
subjects and matter, when the strenuous physicality of industrial
labour dissolves into the ‘boundless’ flow of an information based
economy.

Nina Canell’'s sculptures could be considered as aesthetic
experiments structured by the tension between materiality and
immateriality, the finished and unfinished state, by conversions
of matter and transformations of form. In her work Another Ode
to Outer Ends, Canell outbalances the visual and the auditory, in
which she makes tangible the precariousness and transience at the
heart of the matter by foregrounding an assembly of materials in
the process of alternating shape and state. In the work (Near Here),
Nina Canell meditates upon the loss of information and energy
that occurs during processes of transference. The sculptural work
shows a cross-section of a power cable, becoming a sentence
cut off mid-flow, or as an instance of material forgetfulness -
showing those structures that normally discretely bypass human
perception all together.

In the work 5th Wall by Paul Geelen, one might observe the artist’s
interest in the inherent qualities and characteristics of material,
and by what means these properties become a guiding principle
in the artistic treatment of the material. In his practice there is a
dedicated principle in place, firmly embodying the assertion that “the
form of a given thing is the outcome of the happenings it endures” -
a position that places sculptural emphasis on conductive relations,
shifting attention from its material aspect to that which is embedded
or activated by a stream of occurrences. However, the material
becomes a sparring partner, rather than a passive and malleable
substance: Acts of resistance and power are expressed on both
sides.



ITHARDLY MATTERS... WELCOMETO THEANTHROPOCENE?

How can we continue to have a world with us? To secure a
continuation of the life on Earth as we ~humans- have “come to
know it": The Earth and the ecosystems, the widely distributed
objects, material entities and processes it contains, perpetually
and continuously evolving and escaping us, withheld from us
even. This at a time in which the previously solid fact of the
idea that the Earth would outlive generation after generation of
humans has now, for some years, been placed in a general state
of doubt and under scrutiny: Welcome to the Anthropocene?
The Anthropocene is understood as an epoch in geological
chronology during which the global impact of human behaviour
and activities are inscribed onto the Earth. This geo-historical
era -marked by the domination of “mankind”- has brought
along transformations that bear unprecedented consequences
for all facets of our present and future.

Humans have dramatically modified the biosphere, caused
widespread environmental degradation, and significantly
altered the Earth’s landscape, leaving traces of an invasive
and domesticated species that is almost globally dispersed.
In affecting the composition of the Earth, its surrounding
atmosphere, oceans and soil, it is currently being claimed that
humans have become actors on a geological scale. However,
by comparison, is the influence of humans significant from
a geological perspective, and does human influence rank in
significance alongside some of the great geological changes
that beset the Earth in the distant past?

As it seems, humans became agents in this geo-story
unwillingly, whilst knowingly, and being painfully aware that
in order to confront this new urgency, there is nobody and no
way to unify the Anthropos (mankind) as a generic character
to the point of burdening it with everything that will happen
on this global stage, paraphrasing the words of Bruno Latour.
So rather than making a plea for our shared and collective
guild, what can be said about sidestepping the idea that we
humans cannot overcome and restore that what we have
inflicted, that what has become external to us? That is to say,
the consequence of the thesis of the Anthropocene is that the
emphasis is no longer on a world defined by human history,
but rather that the perspective has shifted to forces that act
on timescales beyond the controllable, or perceivable even. In
short, the consequences inflicted by humans are thought to be
beyond any human reach of intervention. Human history and
the history of the Earth -once thought to be two completely
different disciplines occurring on different timescales and at
different speeds- are now seen as closely intertwined. However,

by what means are we enabled, in this moment of “full human
consciousness” and “wariness” of being intertwined, of being
Earthbound, to gain direct access to the problematic at hand?
In paraphrasing the words of Graham Harman, the proposed
Anthropocene epoch is not an Anthropocentric epoch, for
the obvious reason that it highlights the fragility of the human
species rather than human supremacy. This split between
the Anthropocene and the Anthropocentric compels us to
recognise an important philosophical distinction that is seldom
acknowledged. Namely, the fact that humans are involved as
ingredients in the creation of some entity does not imply that
the entity has no autonomous reality apart from humans. Thus,
the Anthropocene climate is generated by humans, and is
simultaneously independent of us, its features being obscured
from human knowledge.

In considering the paradox, or rather the puzzling nature of
this Anthropocene ontology, we are essentially confronted
with the idea that we, as humans, are excluded from direct
access to the entities we informed. However, through what
ways of looking and knowing, of feeling and being, can we
enact upon, rather than gain direct access to these radically
changing circumstances? And to what extent are the arts
adequate in meeting these challenges? One way could be to
break down, again, the generic character of a unified mankind
into individuals, in which the arts could be positioned as an
experimental means to create news forms receptivity and
sensitivity, i.e. to render the human susceptible to sensory and
aesthetic reorientations in relation to the Earth. A rendering and
artistic inferring that also encompasses the impact of inhuman
forces and nonorganic life in the game at play.

In the film Grosse Fatigue by Camille Henrot, the artist set
herself the challenge of telling the story of the universe’s
creation. Indeed, the fatigue is grosse, or hugely weighty, she
who has condemned herself to carrying the weight of the world
on her shoulders like the Titan Atlas. But aren’t such dark and
lonely burdens meant to become as light, as beautiful and
fragile as soap bubbles in the hands of an artist? Holding the
world in the palm of her hand... It floats effortlessly at the palm’s
surface as though, imbued with magical powers, the artist has
truly resurrected the youth of humanity from the depths of the
ages - bringing to life the magisterial dawn we had thought too
far off to ever be seen again, yet which captivates us as easily
as a magic lantern does a child.

How do we participate in cycles of creation that continue
without our involvement? What becomes of the byproducts of
those cycles? And what kinds of lives do they go on to have;
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what new structures do they create? These are some questions
one might pose in approaching the Approximation works by
Katja Novitskova. In these works, Novitskova appropriates
familiar images of animals found online to make large-scale,
digital prints on aluminium. Imagery of penguins, giraffes and
owls have been cropped out of their original photographic
background and stand in the middle of the gallery floor,
replacing their “natural” underpinnings with that of the white
space. In so doing, Novitskova’s works come to exemplify a
contemporary shift in which digitally circulated images come
to take on lives of their own, evolving and moving forward with
their own agency. No longer mere representations of nature,
penguins and giraffes become representations of the image
coming to life.

In an opposite manner, the photo-based sculptures by Rachel
de Joode might allude to their coming, immaterial life on-
screen. In Sculpted Human Skin in Rock (Il) -a flesh-toned
photo collage positioned on a marble base- the illusory two-
dimensional character of the sculpture triggers a heightened
awareness to the context of the exhibition space, and acts as a
cautionary premonition for the work’s soon-to-come life online.
What we come to realise by examining de Joode’s working
process is that the world is less ours than we might imagine it
to be, as her re-appropriation of objects and materials render
each element free to distance itself from stable definitions
and human-imposed hierarchies. They return to float within
a loosely associated world of materials, relating into new
contexts together, irrespective of any knowledge or human-
centered ontology we usually impose and impart upon them.

In the series The Color of Things, the Danish artist collective
A Kassen present a gestural work in which objects are
photographed and thereafter pulverised and mixed with a
binder. The “liquidised” object is positioned on the wall, next
to an image of the object’s initial state and shape. However,
seemingly simple as this effort may seem to be, or even is,
the process they instigate comes to stand for, or rather makes
visible the lineage and process of raw material into the state of
an object, and vice versa. In so doing, the artist points back to
the provenance of things, the different material substances that
give rise to their assembly as objects.

SONIC OBJECTS: ATTUNING TO THE FACT OF THE MATTER
This demarcation of the field of interrogation only serves as a
short introduction, holding many points of view in suspension.
In that, | am very delighted to refer to the essay The Sonorous
Work of Art by Eleni lkoniadou, featured on the following

pages.

In an attempt at further advancing our human attentiveness and
wariness for the processes of mattering inherent to external
material beings, in the shape of material substances, or be they
recognised as objects, and in so far possible, it is crucial to pay
attention to the sonic qualities and properties of matter. Crucial
to the extent that normal behaviour, as based on empirical and
phenomenological value systems largely directed by perceptual
orientations and affirmations, seem to hold that materials and
objects are innately mute: Tacitly withheld and withdrawn until
an external physical actant imposes and imparts a sounding
on and between elements. Here, normal behaviour concerns
the idea of not “looking” deeper than a certain level, to judge
the world, the materials, the objects and the entities it holds
on “face value”, so to speak. To act upon this idea is to also
assume on the imperturbable internal self-organisation of
materials, objects and entities, to overmine their processes
and complexities and remain in the intermediate and eventful
space of surface effects and dynamics. Thus, in this scenario
sound is not inherent to, but rather prompted and triggered
in the spacetime in-between the encounter between objects.
Surely there is much to be said about the importance of these
sound encounters, as they could provide an “image” of various
physical attributes of the object, its presence, its environment,
and the impact event, including the force (or energy) of the
impact, the material composition of the object, its shape and
size, and so on, and so forth. However, these acts remain in
the realm of interaction between elements, without paying
much attention to the ontological character of the object. Is
there any steady ground to make such assumptions, to jump
conclusions and claim that objects are numb in their muteness?
Or, rather, would this claim start to hint at an act of numbing
and preempting the object of its faculties, by an impossibility
of being receptive to the audibility of objects and being, having
shrouded them in functions of “means to an end”?

Physical as sound objects and the sounds of objects might be,
still a predominant part of their expressions, utterances and
sonic manifestations lie beyond human reach, as an immaterial
and uncharted territory. Here, again, the artistic act seems
important in rendering oneself sensitive to what we might call
“the fact of the matter”, in how and by what means matter is
constituted and functions. In this case specifically, we might
come to talk about the idea of “attuning oneself” to certain
scales of material reaching out, calling and operating. In other
words, to come to terms with matter and objects by instigating
so called feedback loops: by drawing concentric circles that
render us responsive and attentive to matter and its interlocking
materiality. To position oneself in such a feedback loop of call



and response from and to material, is also to engage oneself
in a substantive argument of recognition that is constantly
becoming, but never quite arriving, as both actants resist direct
access and embodiment, and we must attune to a meeting on
each other’s turf.

The work Infinity Three: Earwitness Objects by Angela de Weijer
takes the shape of a guided listening experience, in which a
space of possibility is created for infinite sound, conveyed
through the disclosure of carefully selected sound absorbing
objects to the public. Inspired by Marconi's conviction of the
eternal perpetuation of sounds as vibrating bodies in the air, de
Weijer has adopted the notion of infinite sound as a model to
expand sonic perception. A procedural performance provides
an optimal environment to experience the sonic energy
contained within objects.

Through his installations and performances, Kevin Gallagher
aims to show those qualities and characteristics of objects that
go beyond their commonly attributed, day-to-day functions.
Notions of transmutation, connection, communication and
coincidence form important markers within his so called
“gestures towards use”. In the installation Squid Jam, Gallagher
combines diverse materials, ranging from a foldable keyboard
stand, a rectangular shape made of optical fiber holding three
speakers that produce an enigmatic, soft and rhythmic rattling
sound. These speakers happen to be filled with liquid squid
ink, put in motion through the vibrations of the woofers. On
their turn, these woofers are linked to a tablet computer with
a sound cable, responding to the soundtrack of the film Space
Jam.

The work Modern Magic by Alexandra Navratil shows a series
of 162 photographic images depicting hands which either
manipulate objects or extend them towards the viewer. The
initial materials consist of photographs from trade periodicals
on the manufacture of plastic, assembled by Navratil through
intensive archival research. The photograph stands for something
immaterial in contrast to the manipulated plastic objects displayed
in the individual images; underscoring the ephemeral nature of
the projections, standing in total contrast with the industrially
manufactured objects. In a sense, the photographic material is
deprived of its substantiality, and in turn the objects are placed
in the center of attention; the human hand only serving as an
indicator. Navratil sharpens the onlookers perception, while at the
same time allowing questions about time, progress, ephemerality
and change to resonate. Just as the hands manipulate objects,
the human is continually propelled toward something different,
channelled toward further levels of interpretation.

ECOLOGICAL MATTERS

The final cluster of the exhibition Percussive Hunter focusses
on the idea of ecological interdependence, as well as the notion
of interconnectedness, and perhaps more specifically, the idea
of mutual indebtedness and responsiveness to and between
material objects and entities. In the previous paragraphs, we
have come to talk about the concept that matter and material is
prior to humans, their thought and being; it precedes us, avoids
and refuses us in terms of direct access and embodiment. This
concept goes both ways. The same could be said in regard of
objects and composite materials: in having a thing-like status, an
object is always irreducibly opaque. That is to say, we humans
can never exhaust an object with our concept of it, with our words
about it, or by the ways we handle it - by hand, mouth or mind.
More strongly put, even the thing itself cannot exhaust itself,
no matter how intimate or exhaustively autobiographical it may
seem to be. At the same time, rather paradoxically, and as we
have seen in the Anthropocene paragraph, objects and entities
bounce back, in being withdrawn and withheld. No matter what
one might do with and to them, our aim to “grasp” will always
turn into a “grappling with”. The paradox, however, resides in
the idea that underneath appearances, things are stably there.
The idea that our enacted presence would automatically result
in a process of materials, objects and entities recomposing,
rehabilitating and stabilising themselves into their initial state
and shape. Then, in the words of philosopher Timothy Morton,
things are not so much withdrawn, but rather bristly and “in
your face”. A crucial aspect that informs the assumption that
external nonhuman materials, objects and entities are inherently
stable, rather than fragile and unstable, lies in the redundant
and faulty distinction of considering nature and culture as
separate domains. Or, in the words of Timothy Morton: When
you realise that everything is interconnected, you can't hold
on to a concept of a single, solid, present-at-hand thing “over
there” called Nature. In further advancing this idea of nature and
culture being mutually exclusive, a dichotomy even, | would
like to return to the idea of matter, as described by Quentin
Meillassoux in New Materialism: Interviews & Cartographies
(2012):

For me, matter is not identifiable with “nature”. Nature is a world
order determined by specific constants, and that determines
within itself this set of possibles that | call “potentialities”. In
return, matter is a primordial ontological order: it is the fact that
there must be something and not nothing - contingent beings as
such. One can imagine an infinity and more of material worlds
governed by different laws: They would be different “natures”,
although equally material. Matter’'s second characteristic is
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negative: It designates contingent non-living and non-thinking
beings. In our world, life and thought are constituted on a
background of inorganic matter to which they return. One could
perhaps imagine a nature entirely alive or spiritual in which
case “matter” would be pushed out - but it would remain an
essential and eternal possibility of Superchaos because every
nature can be destroyed by it, but not the contingent being in a
state of pure-material.

However, in continuing along the lines of thought by Timothy
Morton, as presented in The Ecological Thought (2010), if
everything is inherently interconnected, we cannot speak of
any definitive foreground and background: all forms of life are
connected in a vast, entangling mesh, without a definite center
or edge. This interconnectedness penetrates all dimensions
of life. No being, construct, or object can exist independently
from the ecological entanglement. Morton states: [...] Ecology
includes all the ways we imagine how we live together.
Ecology is profoundly about coexistence. Existence is always
coexistence. No man is an island. Human beings need
each other as much as they need an environment. Thinking
ecologically isn’t simply about nonhuman things. Ecology has
to do with you and me. And furthermore:

Thinking the ecological thought is difficult: It involves becoming
open, radically open - open forever, without the possibility
of closing again. Studying provides a platform, because the
environment is partly a matter of perception. Art forms have
something to tell us about the environment, because they
can make us question reality. [...] This open mode is intrinsic
to whatever we inadequately call the environment. Is the
ecological thought thinking about ecology? Yes and no. It is
a thinking that is ecological, a contemplating that is a doing.
Reframing our world, our problems, and ourselves is part of
the ecological project. This is what praxis means - action that
is thoughtful and thought that is active. Aristotle asserted that
the highest form of praxis was contemplation. We shouldn’t be
afraid to withdraw and reflect.

These aforementioned motifs of thought detachment, whilst
actually constituting deeply interconnected beings that are
intimate, strange, and lacking fixed identity, form concerns
that are equally present within contemporary artistic practices,
nowhere near exhausted. The rise of a material language
goes hand in hand with the disintegration of structures and
hierarchies, ideas of the steady and the fleeting, as well as
processes of changing states. Here, the idea of liquidity
is partially present to outbalance and foreground differing
physical states, the tension between solid and liquid and the

networked relationships between various bodies, objects and
entities.

Juliette Bonneviot created the character Jeune Fille Minimale,
as a protagonist to inspire a new body of sculpture and video,
exploring what philosopher Timothy Morton describes as a
“dark ecology”, akin to a noir film, in his book The Ecological
Thought. Bonneviot’s Jeune Fille is not afraid of what the
world will do to her, but instead develops a neurosis about
what her conspicuous consumption and lifestyle will do to
the world. However, the anxiety of how we live and consume
today is palpable in the character’s experiences, and her main
relationship is not with another person, but with the stuff in
the world around her. Thus, Bonneviot’s antagonist is waste, in
particular plastic waste. Plastic is a material that is associated
with wipe-clean sanitation and also a protective barrier for
foods and other goods, to ensure their ‘purity’ for the consumer,
regardless of how dirty or covered in insecticides or factory
residue they actually are. Plastic is safe and can keep things
clean and fresh. Bonneviot’s Jeune Fille is presented alongside
the objects she uses, in sculptural forms, depicted in videos
washing, wiping, shaving, and perfecting the presentation of
her own objecthood.

Drawn to materials due to their synthetic connotations,
artist Nicolas Deshayes selects processes that exist in the
manufacturing world for the purpose of prototyping, packaging
and reproduction. From these he creates and moulds organic
forms and surfaces which relate directly to the natural world
and more specifically the human body.

Rooms are caves. Houses are people. Mountains are waves.
Planets are magnets. But none of these statements are axioms.
Understanding that any system of knowledge about the world
that is open to experience and observation will always be
an incomplete set, Mige Yilmaz’s artistic research is geared
towards visualising an immanent, physical interpretation of
reality. In her quest that takes place during the passage of our
living conditions from ‘biotopia’ to ‘technotopia’, she finds
analogies or direct correlations between past, present and
future mythologies. She presents the changes that archetypes
undergo when translated into various cultures and media,
constantly shifting shape but always referring to their origins.
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Sanat eseri hakkinda, bunun sadece bir sanatgi-dehanin dogayi
taklit etmeye veya gelistirmeye calistigi bir kiltlirel deney ani
olmadigini belirtmekten baska ne soyleyebiliriz? Sanatgl,
sanat projesi ve bunun bir beden tarafindan deneyimlenmesi
arasindaki iliskide belirli bir diizeyde niyet ve kontrolin etkisi
oldugunu kabul etsek bile bunlarin olusturdugu uzay-zamanin
aciklamasini, herhangi birinin digeri Uzerindeki onceligine dair
kliseler icine diismeden (uzayin zamandan once geldigi, insan
Oznenin yapay nesne Uzerindeki 6nceligi vb.) nasil yapabiliriz?
Dijital olanin, iletisim aginin ve insan sonrasinin ¢aginda,
sanat eserleri, bedenler ve bunlarn algilanisina yaklasmada
ses ve alt kilturleri dinamik yollar sunabilir. Sesle ilgili olanin,
doga ve kiiltur, maddi ve maddi olmayan tabakalar, insan ve
makine varliklar arasindaki ikili zithklarin disina gikabilecek
bir yol ortaya koydugu iddia edilebilir. Clinki sesle ilgili alan,
insan olmanin ne anlama geldigi, bilinci neyin olusturdugu
gibi konulardaki geleneksel fikirlerimizi, mevcut uzay-zaman
modelimizi ve somutluk ve soyutlama arasindaki sinirlari
timuyle temelden sorgular. Sesle ilgili olan goremediginiz
seylerin tumudur; aslinda orada olmayanlari da ilave eder.
Bu igine alan, ¢cok boyutlu, homojen olmayan bir agikhktir.
Akustik hayal sinir tanimaz; bir duvar veya odayi duyabilir, var
olmayan mekanlar olusturabilirsiniz. Sesle Avlanan sergisindeki sanat
eserlerinin de ortaya koydugu Uzere, sesin olanakl kildigi kavramlar
ve yontemler bir ¢okuistn sinyallerini verir, memnuniyetle karsilanan,
dilden uzaklasmakta olan post-hiimanist bir yon degisikliginin
habercisidir.

Tabii ki, avangart muzisyenler, sanatGilar ve yazarlar teorik
ve estetik deneyler yapmanin temelini olusturmak Uzere sese
basvurmaya 1940’lar ve 1950'ler kadar erken donemde ya da
Fatdrist akimi dikkate alirsak daha da once baslamisti. Pierre
Schaeffer (1966) igin sessel nesne (l'objet sonore) kokeni
dinleyici tarafindan tespit edilemeyen, belirsiz, bilinmeyen,
yerinden koparilmis bir sestir. Onu degistiren ve donistiiren

SESLi SANAT ESERI

ELENI IKONIADOU

yeni ortaya ¢ilkmakta olan teknolojilerden kaynaklanan bu
ses yeni tir algl ve deneyimler gerektirir. Schaeffer'a gore, bu
modern ses nesnesi eski zamanlarda bahsi gegen, dikkati fiziksel
nesneden uzaklastirarak, isitsel olanin kaynaga bagh olmayan
kuvvetine dogru yonlendiren, Pisagorcu ‘akousmatik deneyimi’
hatirlatmaktadir [1]. ilk deneycilerin ayak izlerini takip ederek,
mekan, zaman ve sergiyi gergeklestiren ve deneyimleyen (hem
insan hem de insan olmayan) varliklardan daha uzun 6miirld,
sessel olanin bilinmeyen ama gercek kuvvetleri konusunda
neler 68renebiliriz? Bu sanat eserlerine igkin olan, unsurlar
arasinda kendiliginden beliren bir enerji olarak agiga gikan,
bunlardan herhangi birine yerlesik olmadan etkilesimlerine
aracilik eden duyulamaz niteligi nasil agiklayabiliriz?

Sesle ilgili olanda her zaman kulagin duydugundan fazlasi
vardir. Sesle Avianan sergisindeki eserler de sessel rezonans
kavramini  duyulabilirlik veya duyulamazlik kisitlamalarinin
otesinde ele alarak bu fikri yansitmakta gibi duruyor. Bu
sanat eserlerini deneyimlemek, tanimi yapilabilecek en yakin
aciklamasi ‘kulaklar olmadan duymak’ olacak bir hissin
muglak algisal belirtilerini ortaya ¢ikaryor; kisinin bilingli
olarak erisilemeyecek olan sessel bir potansiyeli i¢gldusel
olarak isleme koyma ve bundan aninda etkilenme becerisi.
Serginin sessizce tinlayan mekanlarina daldigimizda mekan
ve zamani birbirinden ayrn kavramlar olarak degil, duygu
tetikleyici boyutlar olarak deneyimlemeye ve disliinmeye davet
ediliriz. Bu sergideki heykel ve enstalasyonlar araciligiyla daha
genis anlamda ele alindigi Uzere, ‘sessel’ sanat eseri uzay-
zamanin sartlara bagl yoniine miiracaat eden, illa ki gergek
deneyim iginde tiketilmeyen fakat onu soyutlama araciligiyla
kapsayan ve ona eslik eden, duygu tetikleyici bir olay haline
gelir. Boylelikle burasi, sanatsal uygulamanin maddiligi -
gercek malzemelerin donanimi- ve dlgllemez, hesaplanamaz,
saptanamaz olan soyutlamanin maddi olmayisi arasindaki
iliskisel ve verimli gerginlik Uzerine kuramsal olarak akil yormak



icin en iyi ortamdir. Niekolaas Lekkerkerk'in bu sergideki
kuratorligiinden c¢ikan bir kavram olarak sessel rezonans,
maddi varligi olmayan ve ele tutulabilir olan arasinda, sesin
sanal potansiyeli ile fiili duyumlan ortasinda isleyebilecek
soyut-ama-gercek bir materyalizm bigimini kapsar.

Ziyaretgiler, siki sikiya tutunmus Bati temsiliyet mantigini, aklin
onceligini ve goz-merkezciligin zorbahgini bir kenara birakmaya
ve alginin her zaman Gzne veya nesneye bagl olmayabilecegi
fikrine acik hale gelmeye davet edilir. Aksine, algi 6zne ve nesne
arasindaki “bu iliskinin sinir olarak hizmet eden harekette”
(Deleuze, 2002: 282) bulunur. Bu sadece mekansal-zamansal,
gercek ve cismani bir hareket degildir ve ziyaretci ile sanat
eseri arasindaki mesafeyi dolduran, sesin sanal aleminde
mevcut olan bilinmeyen enerjileri harekete geciren, sekilsel
olmayan, potansiyel giiclerin katilmini ortaya koymaktadir. Bu
sanal hareket algilayan ve algilanan arasinda bir yerde, hizli ve
yavas iliskiler akisi olarak ortaya ¢ikarak sanat diizenlemesinin
(insan, makine, ya da diger) tim unsurlarinin alisilmadik bir
sessel rezonansla birbirine bagh olduguna isaret eder. Bu
bizi dinamik ve iliskisel olan ama tamamen gercek algiyla
iliskilendirilebilir olmayan estetik bolgelerin var olusu Uzerinde
akil yormaya tesvik eder. Bu yaklasim tarzini benimsemek
estetik kavraminin insan-merkezci taniminin sebep oldugu
karmasadan kurtulmasini ve spekilatif bir yontemle yeniden
sekillendirilmesini olanakh kilabilir. Estetigin spekilatiflesme
sireci, yeni deneyim alanlarinin miuihendislik projelerinin
gergeklestirilebilmesi icin, disincenin insan goringuselliginin
kisitlamalarina mesafeli olmasini gerektirir. Bu, sessel olayin
ozerk yaraticihginin ve sanatgi ve katihmciyr kendi komutasina
itaat etmek Uzere egitme kabiliyetinin ipuglarini tasir. Bu,
estetigin modernist yaratilisindan (yani, sadece duyusal olanla
ilgili sureglerin, gizelligin, duygunun, oznelligin, 6zgunligun,
vb. degerinin arastirlmasindan) ayrilan, uyum ve dengeyi
korumak yerine, ongorilemeyen degisiklikleri gosteren bir
tanimini yapmayi zorunlu kilar.

Sesle Avlanansergisi“sesli nesneyikendibasinagozlemlenmeye
layik bir algi olarak on plana getirir” (Schaeffer. Cox ve Warner
icinde, 2004: 78). Sessel olan sanal olani kapsayan ve ihtiva
eden fakat illa ki gerceklestirmek durumunda olmayan, es
zamanl olarak hem madde icindeki hareketlerden olusan bir
sey hem de iligkilerin olusmasini saglayici olarak belirir. Ve
bir diger agidan da, sessel olanin sanat etkinliklerini sanat
malzemesi, yaratici eylem ve sanat¢i arasindaki, gerceklesecegi
kesin olmayan ihtimal durumlari olarak agiga c¢ikardigini da
soyleyebiliriz. Sonugta, bu, diizenleme igindeki duyulamaz
bir ritimselligin ifade bulmasini olanakh kilar; artik (harici) bir
destege ihtiyaci olmayan bir gli¢ ya da enerji, deneyimi sanat

eserinin kapsami ve sanatginin niyetleri 6tesine genisletir ve
bizleri sessel rezonansin sivi halleri igine daldinr.

SON NOT:

1. lamblichus (MS. 245-325) ve Diderot (1751) gibi kaynaklara gore, akousmatikler
(Schaeffer''n  kullandigi
arasina kabul edilmemis olan ve bir perde veya oOrtliniin arkasinda sessizce

sekliyle Acousmatiques) henliz Pisagorcularin
oturup, hocalarinin yizini gormeden fakat anlattiklarini duyarak bes yil
gegirmeye mecbur olan bir muritler grubuydu . Schaeffer'in yorumu haricinde
akousmatikler hakkinda ilgi cekici hikayeler Michel Chion’'un The Voice in
Cinema (1999), Brian Kane'’in Sound Unseen: Acousmatic Sound in Theory and
Practice (2014) ve Jamie Sexton’in Music, Sound and Multimedia: From the

Live to the Virtual (2007) kaynaklarinda bulunabilir.
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What more can we say about a work of art, in so far as it is not
merely a cultural moment of experimentation by an artist-genius
attempting to imitate or improve nature? Even if we acceptthata
degree of intention and control enters the relationship between
artist, art project, and a body’s experience of it, how can we
account for the spacetime that they produce without falling into
clichés about the priority of either (space over time, human
subject over artificial object etc.)? In the age of the digital, the
networked and the posthuman, sound and its subcultures can
offer dynamic ways of approaching artworks, bodies and their
perceptions. The sonic, we might argue, offers one way out of
the binary dichotomies between nature and culture, material
and immaterial strata, human and machine entities. This is
because in the sphere of the sonic our traditional ideas of what
it is to be human, what constitutes consciousness, our existing
model of spacetime and the boundaries between concreteness
and abstraction, are all fundamentally challenged. The sonic is
everything that you can'’t see; it adds what isn’t actually there. It
is immersive, multidimensional, non-homogeneous openness.
Acoustic imagination knows no boundaries; you can hear a wall
or aroom, you can create spaces that do not exist. As the artworks
in Percussive Hunter demonstrate, the concepts and methods
enabled by sound signal a breakdown, a welcomed posthumanist
turn away from language.

Of course, avant-garde musicians, artists and writers turned to
sound as the basis for theoretical and aesthetic experimentation
as early as the 1940s and 1950s—or even earlier, if we take into
account the Futurist movement. For Pierre Schaeffer (1966), the
sonic object ('objet sonore) is a sound whose origin cannot be
identified by the listener: uncertain, unknown, dislocated. A sound
that, rising from emergent audio technologies that alter and mutate
it, calls for new kinds of perception and experience. For Schaeffer,
the modern sound object recalls the ancient Pythagorean

THE SONOROUS WORK OF ART

ELENI IKONIADOU

‘acousmatic experience’ [1], which shifts attention away from the
physical object and towards the a-referential force of the auditory.
Following on the footsteps of the first experimenters, what can we
make of the unknown yet real forces of the sonic, which outlive the
space, time, and bodies (both human and nonhuman) that make up
and experience the exhibition? How do we account for the inaudible
quality immanent to these artworks, unfolding as autogenerated
energy between the elements, mediating their interactions without
residing in any of them?

There is always more in the sonic than meets the ear. The works
in Percussive Hunter seem to echo this idea by opening up
the notion of sonic resonance beyond its audible or inaudible
constraints. Experiencing the artworks provokes obscure
perceptual symptoms best approximated by the description of
a sensation of ‘hearing without ears’; the ability of a body to
process viscerally and register immediately sonic potential that
are consciously inaccessible to it. Immersed inside the quietly
resonant spaces of the exhibition, we are invited to think and
experience space and time not as separate concepts but as
affective dimensions. The ‘sonic’ work of art, as is explored in
its wider sense by the sculptures and installations of this show,
becomes an affective event that invokes the contingent aspect
of spacetime; that which is not necessarily exhausted in actual
experience but envelops and accompanies it in abstraction. As
such, it is the milieu par excellence within which to speculate
on a relational and fruitful tension between the materiality of
artistic practice—-the hardware of the actual materials—and the
immateriality of abstraction that cannot quite be measured,
located, calculated. As a concept emerging from Niekolaas
Lekkerkerk’s curation of this show, sonic resonance encompasses
an abstract-yet-real form of materialism, able to work in-between
the incorporeal and the tangible, amidst the virtual potential and
actual sensations of sound.



Visitors are invited to let go of the tenacious Western
logic of representation, primacy of reason and tyranny of
ocularcentrism, and open up to the idea that perception might
not always belong to subject or object. Rather, perception
resides “in the movement serving as the limit of that relation”
(Deleuze, 2002: 282). This isn’t a purely spatiotemporal, actual
and corporeal movement, but reveals the participation of
amodal, potential forces, occupying the distance between
visitor and art piece, activating unknown energies subsisting in
the virtual realm of sound. The virtual movement emerges in-
between perceiver and perceived as a stream of fast and slow
relations hinting that all the elements of the art assemblage
(human, machine, or other) are tied together by an unusual
sonic resonance. It prompts us to speculate on the occurrence
of aesthetic zones that are dynamic and relational but not
entirely relatable to actual perception. Tuning into this mode
can enable the disentanglement of the concept of aesthetics
from its anthropocentric definition and its reworking according
to a speculative modality. The speculative becoming of
aesthetics entails a detachment of thought from the constraints
of human phenomenality in order to engineer new domains of
experience. It hints at the autonomous creativity of the sonic
event and its capacity to instruct artist and participant to submit
to its command. It summons a definition of aesthetics that
departs from its modernist genesis (that is, from the study of
solely sensory-related processes, the value of beauty, emotion,
subjectivity, originality, etc.), to indicate unpredictable change,
rather than maintain harmony and balance.

Percussive Hunter “brings the sonorous object to the fore as
a perception worthy of being observed for itself” (Schaeffer in
Cox and Warner, 2004: 78). The sonic emerges simultaneously
as a thing made of movements in matter and as enabler of
relations, encompassing and incorporating the virtual without
necessarily actualising it. And in another sense, we could also
say that the sonic unveils art events as instances of contingency
between artwork material, creative act, and artist. Ultimately,
it facilitates the articulation of an inaudible rhythmicity from
within the assemblage; a power or energy that no longer needs
(external) support, stretching experience beyond the scope of
the artwork and the intentions of the artist and immersing us
into the liquid states of sonic resonance.

END NOTES:

1. According to sources such as lamblichus (245-325 C.E.) and Diderot
(1751), acousmatics (Acousmatiques in Schaeffer) were a group of uninitiated
Pythagorean disciples obliged to sit in silence for five years on one side of

a screen or veil, unable to see the master’s face but able to hear him speak.
Interesting accounts on acousmatics, apart from Schaeffer’s interpretation, can
be found in Michel Chion’s The Voice in Cinema (1999), Brian Kane’s Sound
Unseen: Acousmatic Sound in Theory and Practice (2014) and Jamie Sexton’s
Music, Sound and Multimedia: From the Live to the Virtual (2007).
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GERTRUDE STEIN
TENDER BUTTONS, 1914



TENDER BUTTONS®
Objects -- Food -- Rooms

By GERTRUDE STEIN (2)

OBJECTS

A Carafe, That is a Blind Glass.

A kind in glass and a cousin, a spectacle and nothing strange
a single hurt color and an arrangement in a system to pointing.

All this and not ordinary, not unordered in not resembling. The
difference is spreading.

.

Glazed Glitler.

Nickel, what is nickel, it is originally rid of a cover.

The change in that is that red weakens an hour. The change has
come. There is no search. But there is, there is that hope and
that mterpretatlon and sometime, surely any’s is welcome, some-
time there is breath and there will be a sinecure and charming

(1) Claire Marie, 1914, New-York.

(2) transilion is happy to re-publish Tender Buflons. This epochal work which
first appeared in 1914 has been out of print for many years ‘and only a few copies are still
extant. Concerning it Miss Stein says : ** It was my first conscious struggle with the pro-
blem of correlating sight, sound and sense, and eliminating rhythm ; some of the uolut.iona
in it seern to me still alright, now I am trying grammar and eliminating sight and so
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very charming is that clean and cleansing. Certainly glittering
is handsome and convincing.

. There is no gratitude in mercy and in medicine. There can be
no breakages in Japanese. That is no programme. That is no co-
lor chosen. It was chosen yesterday, that showed spitting and per-
haps washing and polishing. It certainly showed no obligation

and perhaps if borrowing is not natural there is some use in giv-
ing.

A Substance in a Cushion.

The change of color is likely and a difference a very little dif-
ference is prepared. Sugar is not a vegetable,

Callous is something that hardening leaves behind what will be
soft if there is a genuine interest in there being present_as many
girls as men. Does this change. It shows that dirt is cleari when
there is a volume. oy

A cushion has that cover. Supposing you do not like to change,
supposing it is very clear that there is no change in appearance,
supposing that there is regularity and a costume is that any the
worse that an oyster and an exchange. Come to season that is
there any extreme use in feathers and cotton. Is there not much
more joy in a table and more chairs and very likely roundness and
a place to put them.

A circle of fine card board and a chance to see a tassel.

‘What is the use of a violent kind of delightfulness if there is no
pleasure in not getting tired of it. The question does not come be-
fore there is a quotation. In any kind of place there is a top to
covering and it is a pleasure at any rate there is some venturing
in refusing to believe nonsense. It shows what use there is in a
whole piece if one uses it and it is extreme and very likely the little
things could be dearer but in any case there is a bargain and if
there is the best thing to do is to take it away and wear it and
then be reckless be reckless and resolved on returning gratitude.

Light blue and the same red with purple makes a change. It
shows that there is no mistake. Any pink shows that and very like-
ly it is reasonable. Very likely there should not be a finer fancy
present. Some increase means a calamity and this is the best pre-
paration for three and more being together. A little calm is so ordi-
nary and in any case there is sweetness and some of that.




GERTRUDE STEIN

A seal and matches and a swan and ivy and a suit.

A closet, a closet does not connect under the bed. The band
if it is white and black, the band has a green string, A sight a
whole sight and a little groan grinding makes a trimming such a
sweet singing trimming and a red thing not a round thing but a
white thing, a red thing and a white thing.

The disgrace is not in carelessness nor even in sewing it comes
out out of the way.

What is the sash like. The sash is not like anything mustard it

is not like a same thing that has stripes, it is not even more hurt
than that, it has a little top.

A Boz.

Out of kindness comes redness and out of rudeness comes rapid
same question, out of an eye comes research, out of selection comes
painful cattle. So then the order is that a white way of being
round is something suggesting a pin and is it disappointing, it
is not, it is so rudimentary to be analysed and see a fine substance
strangely, it is so earnest to have a green point not to red but to

point again.

A Piece of Coffee.

More of double.

A place in no new table.

A single image is not splendor. Dirty is yellow. A sign of more
in not mentioned. A piece of coffee is not a detainer. The resem-
blance to yellow is dirtier and distincter. The clean mixture is
whiter and not coal color, never more coal color than altogether.

The sight of a reason, the same sight slighter, the sight of a
simpler negative answer, the same sore sounder, the intention to
wishing, the same splendor, the same furniture.

The time to show a message is when too late and later there
is no hanging in a blight.

A not torn rose-wood color. If it is not dangerous then a pleasure
and more than any other if it is cheap is not cheaper. The amusing
side is that the sooner there are no fewer the more certain is the
necessity dwindled. Supposing that the case contained rose-wood
and a color. Supposing that there was no reason for a distress and
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more likely for a number, supposing that there was no astonish-
ment, is it not necessary to mingle astonishment,

The settling of stationing cleaning is one way not to shatter
scatter and scattering. The one way to Juse custom is to use soap
and silk for cleaning. The one way to see cotton is to have a design
concentrating the illusion and the illustration. The perfect way
is to accustom the thing to have a lining and the shape of a rib-
bon and to be solid, quite solid in standing and to use heaviness
in morning. It is light enough in that. It has that shape nicely.
Very nicely may not be exaggerating. Very strongly may be sin-
cerely fainting. May be strangely flattering. May not be strange
in everything. May not be strange to.

Dirt and Notl Copper.

Dirt and not copper makes a color darker. It makes the shape
so heavy and makes no melody harder.

It makes mercy and relaxation and even a strength to spread
a table fuller. There are more places not empty. They see cover.

Nothing Elegant.

A charm a single charm is doubtful. If the red is rose and there
is a gate surrounding it, if inside is let in and there places change
then certainly something is upright. It is earnest.

Mildred’s Umbrella.

A cause and no curve, a cause and loud enough, a cause and
extra a loud clash and an extra wagon, a sign of extra, a sac a
small sac and an established color and cunning, a slender grey
and no ribbon, this means a loss a great loss a restitution.

A Method of a Cloak.

A single climb to a line, a straight exchange to a cane, a desper-
ate adventure and courage and a clock, all this which is a system,
which has feeling, which has resignation and success, all makes
an attractive black silver.
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A Red Stamp.

If lilies are lily white if they exhaust noise and distance and even
dust, if they dusty will dirt a surface that has no extreme grace,
if they do this and it is not necessary it is not at all necessary if
they do this they need a catalogue.

A Boz.

A large box is handily made of what is necessary to replace
any substance. Suppose an example is necessary, the plainer it
is made the more reason there is for some outward recognition
that there is a result.

A box is made sometimes and them to see to see to it neatly
and to have the holes stopped up makes it necessary to use paper.

A custom which is necessary when a box is used and taken is
that a large part of the time there are three which have different
connections. The one is on the table. The two are on the table.
The three are on the table. The one, one is the same length as is
shown by the cover being longer. The other is different there is
more cover that shows it. The other is different and that makes
the corners have the same shade the eight are in singular arrange-
ment to make four necessary.

Lax, to have corners, to be lighter than some weight, to indi-
cate a wedding journey, to last brown and not curious, to be wealthy,
cigarettes are established by length and by doubling.

Left open, to be left pounded, to be left closed, to be circulating
in summer and winter, and sick color that is grey that is not
dusty and red shows, to be sure cigarettes do measire an empty
length sooner than a choice in color. S

Winged, to be winged means that white is yellow and pieces
Pieces that are brown are dust color if dust is washed off, then
it is choice that is to say it is fitting cigarettes sooner than paper.

An increase why is an increase idle, why is silver cloister, why

is the spark brighter, if it is brighter is there any result, hardly
more than ever,

A Plate.

An occasion for a plate, an occasional resource is in buying and
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how soon does washing enable a selection of the same thing neater.
If the party is small a clever song is in order.

- Plates and a dinner set of colored china. Pack together a string
and enough with it to protect the centre, cause a considerable haste
and gather more as it is cooling, collect more trembling and not
any even trembling, cause a whole thing to be a church.

A sad size a size that is not sad is blue as every bit of blue is
precocious. A kind of green a game in green and nothing flat noth-
ing quite flat and more round, nothing a particular color strange-
ly, nothing breaking the losing of no little piece.

A splendid address a really splendid address is not shown by
giving a flower freely, it is not shown by a mark or by wetting.

Cut cut in white, cut in white so lately. Cut more than any
other and show it. Show it in the stem and in starting and in even-
ing coming complication.

A lamp is not the only sign of glass. The lamp and the cake
are not the only sign of stone. The lamp and the cake and the cover
are nol the only necessity altogether.

A plan a hearty plan, a compressed disease and no coffee, not
even a card or a change to incline each way, a plan that has that
excess and that break is the one that shows filling.

A Seltzer Botlle.

Any neglect of many particles to a cracking, any neglect of
this makes around it what is lead in color and certainly discolor
in silver. The use of this is manifold. Supposing a certain time se-
lected is assured, suppose it is even necessary, suppose no other
extract is permitted and no more handling is needed, suppose the
rest of the message is mixed with a very long slender needle and
even if it could be any black border, supposing all this altogether
made a dress and suppose it was actual, suppose the mean way to
state it was occasional, if you suppose this in August and even
more melodiously, if you suppose this even in the necessary inci-
dent of there certainly being no middle in summer and winter,
suppose this and an elegant settlement a very elegant settlement
is more than of consequence, it is not final and sufficient and sub--
stituted. This which was so kindly a present was constant.

A Long Dress.,
Whatis the current that makes machinery, that makes it crackle,
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what is the current that presents a long line and a necessary waist.
What is this current.

What is the wind, what is it.

Where is the serene length, it is there and a dark place is not
a dark place, only a white and red are black, only a yellow and
green are blue, a pink is scarlet, a bow is every color. A line dis-
tinguishes it. A line just distinguishes it.

A Red Hal.

A dark grey, a very dark grey, a quite dark grey is monstrous
ordinarily, it is so monstrous because there is no red in it. If red
is in everything it is not necessary. Is that not an argument for
any use of it and even so is there any place that is better, is there
any place that has so much stretched out. -

A Blue Coal.

A blue coat is guided guided away, guided and guided away,
that is the particular color that is used for that length and not any
width not even more than a shadow.

A Piano.

If the speed is open, if the color is careless, if the event is over-
taken, if the selection of a strong scent is not awkward, if the but-
ton holder is held by all the waving color and there is no color,
not any color. If there is no dirt in & pin and there can be none
scarcely, if there is not then the place is the same as up standing.

There is no dark custom and it even is not acted in any such
a way that a restraint is not spread. That is spread, it shuts and
it lifts and awkwardly not awkwardly the centre is in standing.

A Chair,

A widow in a wise veil and more garments shows that shadows
are even. It addresses no more, it shadows the stage and learning.
A regular arrangement, the severest and the most preserved is
that which has the arrangement not more than always authorised.

A suitable establishment, well housed, ‘practical, patient and
staring, a suitable bedding, very suitable and not more particul-
arly than complaining, anything suitable is so necessary.
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A fact is that when the direction is just like that, no more, longer,

sudden and at the same time not any sofa, the main action is that
-without a blaming there is no custody.

Practice measurement, practice the sign that means that really
means a necessary betrayal, in showing that there is wearing.

Hope, what is a spectacle, a spectacle is the resemblance be-
tween the circular side place and nothing else, nothing else.

To choose it is ended, it is actual and more than that it has it
certainly has the same treat, and a seat all that is practiced and
more easily much more easily ordinarily.

Pick a barn, a whole barn, and bend more slender accents than
have ever been necessary, shine in the darkness necessarily.

Actually not aching, actually not aching, a stubborn bloom is
so artificial and even more than that, it is a spectacle, it is a bind-
ing accident, it is animosity and accentuation.

If the chance to dirty diminishing is necessary, if it is why is
there no complexion, why is there no rubbing, why is there no
special protection,

A Frightful Release.

A bag which was left and not only taken but turned away was
not found. The place was shown to be very like the last time.

~A piece was not exchanged, not a bit of it, a piece was left over.
The rest was mismanaged.

A Purse.

A purse was not green, it was not straw color, it was hardly seen
and it had a use a long use and the chain, the chain was never

missing, it was not misplaced, it showed that is was open, that is
all that it showed.

A Mounted Umbrella.

What was the use of not leaving it there where it would hang
what was the use if there was no chance of ever seeing it come
there and show that it was handsome and right in the way it
showed it. The lesson is to learn that it does show it, that it shows
it and that nothing, that there is nothing, that there is no more

‘to do about it and just so much more is there plenty of reason for
making an exchange.
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A Cloth.

Enough cloth is plenty and more, more is almost enough for
that and besides if there is no more spreading is there plenty of
room for it. Any occasion shows the best way.

More.
An elegant use of foliage and grace and a little piece of white
cloth and oil.

Wondering so winningly in several kind of oceans is the reason
that makes red so regular and enthusiastic. The reason that there
is more ships are the same shining very colored rid of no round
color.

A New Cup and Saucer.
Enthusiastically hurting a clouded yellow bud and saucer,
enthusiastically so is the bite in the ribbon,
Objects.

Within, within the cut and slender joint alone, with sudden

equals and no more than three, two in the centre make two one
side.

If the elbow is long and it is filled so then the best example is
all together.

The kind of show is made by squeezing.
Eye Glasses.
allA color in shaving, a saloon is well placed in the centre of an
ey.
A Cullet.
A blind agitation is manly and uttermost,

Careless Waler.

No cup is broken in more places and mended, that is to say
a plate is broken and mending does do that it shows that culture
Is Japanese. It shows the whole element of angels and orders.
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It does more to choosing and it does more to that ministering
counting. It does, it does change in more water.

. Supposing a single piece is a hair supposing more of them are
orderly, does that show that strength, does that show that joint,
does that show that balloon famously. Does it.

A Paper.

A courteous occasion makes a paper show no such occasion
and this makes readiness and eyesight and likeness and a stool.

'A Drawing.

The meaning of this is entirely and best to say the mark, best
to say it best to show sudden places, best to make bitter, best to

make the length tall and nothing broader, anything between the
half.

Water Raining.’

Water astonishing and difficult altogether makes a meadow
and a stroke.

Cold Climale.
A season in yellow sold extra strings makes lying places.

Malachite.

The sudden spoon is the same in no size. The sudden spoon is
the wound in the decision.

An Umbrella

Coloring high means that the strange reason is in front not
more in front behind. Not more in front in peace of the dot.

A Pelticoal.

A light white, a disgrace, an ink spot, a rosy charm.
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A Waist,

A star glide, a single frantic sullenness, a single financial grass
greediness. )

Object that is in wood. Hold the pine, hold the dark, hold in
the rush, make the bottom.

A piece of crystal. A change, in a change that is remarkable there
is no reason to say that there was a time.

A woolen object gilded. A country climb is the best disgrace,
a couple of practices any of them in order is so left.

A Timeto Eal.

A pleasant simple habitual and tyrannical and authorised and
educated and resumed and articulate separation. This is not tardy.

A Little Bit of a Tumbler.

A shining indication of yellow consists in there having been
more of the same color than could have been expected when all
four were bought. This was the hope which made the six and seven

have no use for any more places and this necessarily spread into
nothing. Spread inte nothing,

A Fire.

‘What was the use of a whole time to send and not send if there

was to be the kind of thing that made that come in. A letter was
nicely sent.

A Handkerchief.

A winning of all the blessings, a sample not a sample hecause
there is no worry.

Red Roses.

A cool red rose and a pink cut pink, a collapse and a sold hole,
a little less hot.

In Between.
In between a place and candy is a narrow foot-path that shows
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more mounting than anything, so much really that a calling mean-
ing a bolster measured a whole thing with that. A virgin a whole
virgin is judged made and so between curves and outlines and
real seasons and more out glasses and a perfectly unprecedented

arrangement between old ladies and mild colds there is no satin
wood shining.

Colored Hats.

Colored hats are necessary to show that curls are worn by an
addition of blank spaces, this makes the difference between single
lines and broad stomachs, the least thing is lightening, the least
thing means a little flower and a big delay a big delay that makes
more nurses than little women really little women. So clean is
a light that nearly all of it shows pearls and little ways. A large
hat is tall and me and all custard whole.

A Feather.
A feather is trimmed, it is trimmed by the light and the bug

and the post, it is trimmed by little lean and by all sorts of mounted
reserves and loud volumes. It is surely cohesive.

A Brown.

A brown which is not liquid not more so is relaxed and yet there
is a change, a news is pressing.

A Little Called Pauline.

A little called anything shows shudders.

Come and say what prints all day. A whole few watermelon.
There is no pope.

No cut in pennies and little dressing and choose wide soles and
little spats really little spices.
A little lace makes boils. This is not true.

Gracious of gracious and a stamp a blue green white bow a
blue green lean, lean on the top. :

If it is absurd then it is leadish and nearly set in where there
is a tight head.

A peaceful life to arise her, moon and moon and moon. A letter
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a cold sleeve a blanket a shaving house and nearly the best and
regular window.
Nearer in fairy sea, nearer and farther, show white has lime
in sight, show a stitch of ten. Count, count more so that thicker
and thicker is leaning.
I hope she has her cow. Bidding a wedding, widening received
treading, little leading, mention nothing.
Cough out cough out in the leather and really feather it is not
for.

Please could, please could, jam it not plus more sit in when.

A Sound,

Elephant beaten with candy and little pops and chews all bolts
and reckless reckless rats, this is this.

A Table.

A table means does it not my dear it means a whole steadiness.
Is it likely that a change.

A table means more than a glass even a looking glass is tall.
A table means necessary places and a revision a revision of a

little thing it means it does mean that there has been a stand, a
stand where it did shake.

Shoes.

To be a wall with a damper a stream of pounding way and near-
ly enough choice makes a steady midnight. It is pus.

A shallow hole rose on red, a shallow hole in and in this makes
ale less. It shows shine.

A Dog.
A little monkey goes like a donkey that means to say that means

to say that more sighs last goes. Leave with it. A little monkey
goes like a donkey.

A White Hunfer.
A white hunter is nearly crazy.
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A Leave.

In the middle of a tiny spot and nearly bare there is a nice thing
to say that wrist is leading. Wrist is leading.

Suppose an Eyes.

Suppose it is within a gate which open is open at the hour of
closing summer that is to say it is so.

_All the seats are needing blackening. A white dress is in sign. A
soldier a real soldier has a worn lace a worn lace of different sizes

that is to say if he can read, if he can read he is a size to show
shutting up twenty-four.

Go red go red, laugh white.
Suppose a collapse in rubbed purr, in rubbed purr get.
Little sales ladies little sales ladies little saddles of mutton.

Little sales of leather and such beautiful beautiful, beautiful
beautiful. :

A Shawl.

A shawl is a hat and hurt and a red balloon and an under coat
and a sizer a sizer of talk.
A shawl is a wedding, a piece of wax a little build. A shawl.

Pick a ticket, pick it in strange steps and with hollows. There
is hollow hollow belt, a belt is a shawl.

A plate that has a little bobble, all of them, any so.

Please a round it is ticket.

It was a mistake to state that a Jaugh and a lip and a laid climb
and a depot and a cultivator and little choosing is a point it.

Book.

Book was there, it was there. Book was there. Stop it, stop it,
it was a cleaner, a wet cleaner and it was not where it was wet,
it was not high, it was directly placed back, not back again, back

it was returned, it was needless, it put a bank, a bank when, a
bank care.

Suppose a man a realistic expression of resolute reliability sug-
gests pleasing itself white all white and no head does that mean

soap. It does not so. It means kind wavers and little chance to
beside beside rest. A plain.
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Suppose ear rings, that is one way to breed, breed that. Oh chance
to say, oh nice old pole. Next best and nearest a pillar. Chest. net
valuable, be papered.

Cover up cover up the two with a little piece of string and
hope rose and green, green.

Please a plate, put a match to the seam and really then really
then, really then it is a remark that joins many many lead games.
It is a sister and sister and a flower and a flower and a dog and
a colored sky a sky colored grey and nearly that nearly that let.

Peeled Pencil, Choke.
Rub her coke.

It Was Black, Black Took.

Black ink best wheel bale brown.

Excel lent not a hull house, not a pea soup, no bill no eare, no
precise no past pearl pearl goat,

This is This Dress, Aider.

Aider, why, aider why whow, whow stop touch, aider whow,
aider stop the muncher, muncher munchers.

A jack in kill her, a jack in, makes a meadowed king, makes a
to let.

FOOD

ROASTBEEF ; MUTTON ; BREAKFAST ; SUGAR ; CRANBERRIES ; MILK ;
Eces; AppLE; TAms; Luncu; Cups; RHUBARB; SINGLE;
Fisu ; CAKE ; CUSTARD ; POTATOES ; ASPARAGUS ; BurTER ; END
OF SUMMER ; SAUSAGES ; CELERY ; VEAL ; VEGETABLE ; COOKING ;
CHIcKEN ; PAsTRY ; CREAM; CUCUMBER; DINNER; DINING ;
EATING ; SALAD; SAUCE; SALMON; ORANGE; CoCoA; AND
CLEAR Sour AND ORANGES AND OAT-MEAL; SALAD DRESSING
AND AN ARTICHOKE ; A CENTRE IN A TABLE.

Roastbeef.

In the inside there is sleeping, in the outside there is reddemng,
in the morning there is meaning, in the evening there is feeling.

—







Sanatgilar / Artists

A Kassen
Juliette Bonneviot
Nina Canell
Nicolas Deshayes
Kevin Gallagher
Paul Geelen
Camille Henrot
Carlos Irijalba
Rachel de Joode
Fran Meana
Alexandra Navratil
Katja Novitskova
Angela de Weijer
Muge Yilmaz

47



48

A KASSEN

Christian Bretton-Meyer (1976), Morten Steen Hebsgaard (1977), Seren Petersen (1977),
Tommy Petersen (1975).

Kopenhag'da yasiyor ve galisiyorlar. / Live and work in Copenhagen, Denmark.
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SEYLERIN RENGIi (KAKTUS) / THE COLOUR OF THINGS (CACTUS), 2013
C-print ve duvar resmi / C-print and wall painting

Fotograf / Photo: 145 x 100 cm

Resim / Painting: 100 x 150 cm

Sanatci ve Gallery Nicolai Wallner izniyle
Courtesy of the artist and Gallery Nicolai Wallner
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JULIETTE BONNEVIOT
1983 yilinda Paris, Fransa'da dogdu. Berlin'de yasiyor ve galisiyor.
Born 1983 in Paris, France. Lives and works in Berlin, Germany.
















MINIMAL GENG KIZ STRATEJi PANOSU #1

MINIMAL JEUNE FILLE STRATEGY BOARD #1, 2013

PET plastik, paslanmaz gelik, toz alma firgasi / PET plastic, stainless steel, duster
90 x 60 x 10 cm

MIiNIMAL GENG KIZ STRATEJi PANOSU 2

MINIMAL JEUNE FILLE STRATEGY BOARD #2, 2013

PET plastik, paslanmaz celik, toz alma firgasi / PET plastic, stainless steel, duster
90 x 60 x 10 cm

MINIMAL GENG KIZ STRATEJi PANOSU 3

MINIMAL JEUNE FILLE STRATEGY BOARD #3, 2013

PET plastik, paslanmaz celik, ahsap firga / PET plastic, stainless steel, wooden brush
90 x 60 x 10 cm

Fotograf / Photography: Blaise Adilon
Sanatgi ve Wilkinson Gallery izniyle / Courtesy of the artist and Wilkinson Gallery
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NINA CANELL
1979 yilinda Vaxjo, Isvec'te dogdu. Berlin'de yasiyor ve cgalisiyor.
Born 1979 in Vaxjo, Sweden. Lives and works in Berlin.

UG SINIRLARA BiR METHIYE DAHA

ANOTHER ODE TO OUTER ENDS, 2010

Cimento, legen, su, ultrason jeneratord, tas

Cement, bucket, water, ultra-sound generator, stone
250 x 200 x 25 cm






.._.....J ..‘Jf "t
- pr W
|.{\+.#.hi.¢ .l

#

o
O



(BU CiVARDA) / (NEAR HERE), 2014
Elektrik kablosu, akrilik, ahsap / Electricity cable, acrylic, wood
108 x 13,5 x 13,5 cm

Sanatcl, Daniel Marzona, Mother’s Tankstation ve Galerie Wien Lukatsch izniyle
Courtesy of the artist, Daniel Marzona, Mother’s Tankstation and Galerie Wien Lukatsch
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NICOLAS DESHAYES
1983 yilinda Nancy, Fransa'da dogdu. Londra'da yasiyor ve galisiyor.
Born 1983 in Nancy, France. Lives and works in London.
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GLUTEN iCiNDE CAKMAKTASLARI / FLINTS IN GLUTEN, 2013

Vakumla sekil verilmis plastik, pigmentle renklendirilmis politiretan kopuk ve toz boyali aliminyum
Vacuum formed plastic, pigmented polyurethane foam and powder-coated aluminium

175 x 114 x 10 cm

Sanatc¢i ve Jonathan Viner Gallery izniyle
Courtesy of the artist and Jonathan Viner Gallery
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KEVIN GALLAGHER
1986 yilinda Sikago, Amerika Birlesik Devletleri'nde dogdu. Rotterdam’da yasiyor ve galisiyor.
Born 1986 in Chicago, The United States. Lives and works in Rotterdam.
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SQUID JAM, 2014
Fiberglas, recine, hoparlorler, cam, klavye ayagi, kalamar mirekkebi, Space Jam video dosyasi, tablet bilgisayar
Fiberglass, resin, speakers, glass, keyboard stand, squid ink, modified Space Jam video file, tablet computer

Sanatginin izniyle / Courtesy of the artist
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PAUL GEELEN

1983 yilinda Weert, Hollanda'da dogdu. Amsterdam’da yasiyor ve galisiyor.
Born 1983 in Weert, The Netherlands. Lives and works in Amsterdam.
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5. DUVAR / 5™ WALL, 2014
O.B.B. - Yag baglayicili kalip kumu / O.B.B. - Oil-bonded casting sand

Sanat¢inin izniyle / Courtesy of the artist
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CAMILLE HENROT
1978 yilinda Paris, Fransa'da dogdu. Paris ve New York'ta yasiyor ve calisiyor.
Born 1978 in Paris, France. Lives and works in Paris and New York.
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GROSSE FATIGUE, 2013
Video (renkli, sesli), 13 dakika / Video (colour, sound), 13 min

Sanatgl, Silex Films ve Kamel Mennour izniyle
Courtesy the artist, Silex Films and Kamel Mennour
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CARLOS IRIJALBA
1979 yilinda Pamplona, Ispanya'da dogdu. Amsterdam'da yasiyor ve ¢alisiyor.
Born 1979 in Pamplona, Spain. Lives and works in Amsterdam, The Netherlands.
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DURAKLATILMIS DiZi / PAUSED SEQUENCE, 2014
Aliminyum yapi Uzerinde florit sondaj numunesi / Fluorite drilling on aluminium structure
214 x 100 x 11,5 cm

B183, 2014
Bizmut alasimi eklenmis florit sondaj numunesi / Borehole fluorite with bismuth alloy insert
Degisken olgilerde / Dimensions variable, ~210 x 210 cm

Sanatci ve Galeria Moisés Pérez de Albéniz izniyle
Courtesy of the artist and Galeria Moisés Pérez de Albéniz
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RACHEL DE JOODE

1979 yilinda Amersfoort, Hollanda'da dogdu. Berlin'de yasiyor ve calisiyor.
Born 1979 in Amersfoort, The Netherlands. Lives and works in Berlin.
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TAS iCINDE HEYKELLESTIRILMIiS INSAN DERISi (I1)

SCULPTED HUMAN SKIN IN ROCK (I1), 2014

Aliminyum kompozit panel lzerine renkli dijital fotograf baskisi, mermer
Digital C-type photo print mounted on aluminium dibond, marble

82 x 155 x 50 cm

Sanat¢i ve Neumeister Bar-Am izniyle
Courtesy of the artist and Neumeister Bar-Am
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FRAN MEANA
1982 yilinda Avilés, Ispanya'da dogdu. Londra'da yasiyor ve calisiyor.
Born 1982 in Avilés, Spain. Lives and works in London.
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THE IMMATERIAL MATERIAL #2, 2014
Metal raf Uniteleri, beton, polipropilen mesh

Metal shelving units, concrete, polypropylene mesh
160 x 210 x 32 cm



THE IMMATERIAL MATERIAL %A, 2014
Kagit, miknatis, metal raflar / Paper, magnet, metal shelves
80 x 162 cm

Sanat¢l ve NoguerasBlachard Gallery izniyle
Courtesy of the artist and NoguerasBlanchard Gallery
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ALEXANDRA NAVRATIL
1978 yilinda Zirih, Isvigre'de dogdu. Amsterdam ve Zirih'te yasiyor ve ¢alisiyor.
Born 1978 in Zirich, Switzerland. Lives and works in Amsterdam and Ziirich.
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MODERN SiHiR / MODERN MAGIC, 2013
162 slayt, 2 slayt projektori / 162 slides, 2 slide projectors

Sanat¢inin izniyle / Courtesy of the artist
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KATJA NOVITSKOVA
1984 yilinda Tallinn, Estonya'da dogdu. Amsterdam ve Berlin'de yasiyor ve ¢alisiyor.
Born 1984 in Tallinn, Estonia. Lives and works in Amsterdam and Berlin.




APPROXIMATION XV, 2014

Aliminyum kompozit panel Gzerine dijital baski, dekupe edilmis pano
Digital print on aluminium dibond, cutout display

120 x 170 x 35 cm

Sanatcl ve Kraupa-Tuskany Zeidler izniyle
Courtesy of the artist and Kraupa-Tuskany Zeidler
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ANGELA DE WEIJER
1987 yilinda Eindhoven, Hollanda'da dogdu. Eindhoven'da yasiyor ve ¢alisiyor.
Born 1987 in Eindhoven, The Netherlands. Lives and works in Eindhoven.










» 3: KULAK MiSAFIRi NESNELER / = 3: EARWITNESS OBJECTS, 2014
Aliminyum ses gecirmez sandiklar, ahsap, akustik stinger, aski sistemi sesli nesneler, rehberli dinleme prosediru
Aluminium soundproof crates, wood, acoustic foam, mounting system sonic objects, guided listening procedure

Sanatginin izniyle / Courtesy of the artist




MUGE YILMAZ

1985 yilinda istanbul, Tiirkiye'de dogdu. Amsterdam’da yasiyor ve calisiyor.
Born 1985 in Istanbul, Turkey. Lives and works in Amsterdam.
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KITASAL ADA (YENI BiR YASAM GUDUSU)
CONTINENTAL ISLAND (A NEW ELAN VITAL), 2013
Polistren kopik, epoksi, bal / Styrofoam, epoxy, honey
61x 56 x21cm

Fotograf / Photo: Gert Jan van Rooij

Sanatc¢inin izniyle / Courtesy of the artist
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Niekolaas Johannes Lekkerkerk tim sanatgilara sergiye katkilari igin; Sanne Goudriaan ve Akbank Sanat ekibine (Zeynep Aring,
Aysegiil Coskun, Olgay Karagoz) bu sergiyi gergeklestirmek icin gosterdikleri Gistlin ¢cabalar igin; Akbank Sanat Uluslararasi
Kiirator Yarigmasi jiirisine (Susanne Pfeffer, Anna-Kaisa Rastenberger, Sam Bardaouil ve Till Fellrath) ve onlara baskanhk
eden Basak Senova’ya, bu sergi onerisine inandiklari igin; sanatgilarin galerileri ve orada galisan kadrolara destekleri igin;
Eleni Ikoniadou’ya bu sergi ¢cercevesinde yazdigi yeni fikirler uyandiran metin igin tesekkdirlerini sunar.

Niekolaas Johannes Lekkerkerk wishes to thank all the artists for their contributions to the exhibition; Sanne Goudriaan
and the team at Akbank Sanat (Zeynep Aring, Aysegiil Coskun, Olgay Karag6z) for all their great efforts in the process of
making this exhibition work; the jury of the Akbank Sanat International Curator Competition (Susanne Pfeffer, Anna-Kaisa
Rastenberger, Sam Bardaouil and Till Fellrath), as headed by Basak Senova, for putting their faith in this proposal; the artist’s
galleries and their staff for their support; Eleni Ikoniadou for writing a though-provoking essay in the frame of this exhibition.






2014’te duzenlenen Akbank Sanat Uluslararasi Kurator
Yarismasi’nda Susanne Pfeffer, Anna-Kaisa Rastenberger,
Sam Bardouil ve Till Fellrath’dan olusan juri degerlendirmesi
sonucunda Hollandali kurator Niekolaas Johannes Lekkerkerk
yarismayi kazanmistir.

The winner of the Akbank Sanat International Curator
Competition 2014 Niekolaas Johannes Lekkerkerk was
chosen by the evaluation of a jury comprising Susanne Pfeffer,
Anna-Kaisa Rastenberger, Sam Bardouil and Till Fellrath.



