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2019 yihninilkbaharinda kendimizi Babakale’de, parcasi oldugumuz daha biyuk
sistemlerin nasilisledigini géz 6niinde bulundurarak o zamanki topluluklarimizi,
aglarimizi ve ihtiyaclarimizi distinirken bulduk. Mevcut bir araya gelme
bicimlerinin yeterli olmadigi ve birlikte gecirilen zamani ana liretim olarak
onceleyen, diger sanatcilarla ve kiltlr Greticileriyle farkli sekillerde bir
araya gelmekicin bir alana ihtiyacimiz oldugunu fark ettik. 2019 yazinda bu
duygu ve aciliyetlerle baslattigimiz Garp Sessions, son bes yildir her seneki
grubunihtiyaclari etrafinda sekilleniyor ve yeniden sekilleniyor.

Farkliyillardan gegmis katilimcilar ve genis hatlariyla Garp Sessions kominitesi
arasindaki diyalogu ilerletmek icin daha fazla firsat yaratmanin énemli
oldugunu disilinerek bir kitap yapmaya karar verdik. Bu kitap, Babakale’de
gecirdigimiz zamani kismi de olsa belgelememize, programin kisisel,
profesyonel, sosyal ve glinliik yasamimizi nasil etkiledigi Gizerine diistinmemize,
bu karsilasmaya cevap veren yeni isler tiretmemize, kéyden seslere yer
vermemize ve Babakale’deki program slirecini okuyucuya agcmamiza olanak
saghyor. Buanlamda, bir yeniis tretimi platformu olmasinin yani sira bir ayni
zamanda da bir belgeleme alani. Bu biricik karsilasmanin biitiincil bir resmini
cizmeye ¢alismadan, tim buicerikleri, deneyimleri ve bakis agilariniyan yana
yerlestiren fiziksel bir nesneyi elimizde tutmayi uzun zamandir arzuluyoruz.

Kitap, gecmis katihmcilardan (2019-2022) Ada Ozsar, Ali Yalgin, Amelie Wedel,
Asli Ozdoyuran, Ayse Draz, Burak Tasdizen, Cem Or‘gen, David Horvitz, Ekin
Can Goksoy, Ezgi Tok, Ezgi Hamzacebi & Lara Ogel, Gizem Karakas, Larissa
Araz, Maryam al Khasawneh ve Ulufer Celik ile ne var ne yok katilimci Ayse
Koklu’nlin metinsel ve gdrsel igeriklerini, nocturne platform adina Gerko
Egert’in metnini, Garp Sessions ve Fisun Yalginkaya arasinda gerceklesmis
bir sdylesiyi, Cooking Sections, Dogan Tosun ve Babakale Giizellestirme
Kiltir ve Dayanisma Dernegdi ile roportajlari iceriyor. Gizem Karakas’in
katilimcilara anonim olarak sordugu sorular ve Maryam al Khasawneh’in
Babakale’de ¢ekilmis fotograflari kitap boyunca yayilmistir. Kitap, Ayse
K&kli'niin programa (ne var ne yok) katilis biciminin bir uyarlamasi olan kitap
ayracina da ev sahipligi yapar. Bu kitabin bir sohbet havasinda raflariniza,
masalariniza, ¢cantalariniza, zihinlerinize sizdigini, diisiince akislarina girip
¢ciktigini, bir sey aramaya ya da bir seyler atistirmaya gidip geldikten sonra
tekrar elinize almaya ve bu deneyimlerin bilinmeyen kisimlarini kesfetmeye
motive edecegini hayal ediyoruz.



Intro ¢

In the spring of 2019 we were in Babakale thinking about our communities,
networks, and needs at the time, considering how the bigger systems we
were a part of functioned. It seemed immediately very clear that the current
modes of coming together did not suffice and that we needed a space for
encountering other artists and cultural producers that prioritizes the time
spent together itself as the main production. We started Garp Sessionsinthe
summer of 2019 with these sentiments and urgencies, and it has been shaping
and reshaping around the needs of each iteration for the past five years.

We have been wanting to put together a book as we believe it isimportant to
create further opportunities for dialogue between past participants from
different years as wellas members of our extended Garp Sessions community.
The book allows us to document some aspects of our time in Babakale, reflect
on how the program has impacted our personal, professional, social and daily
lives, produce new work in response to this encounter, include voices from the
village and further open up the process of the program in Babakale. In that
sense, itisa documentation as well asitis a commissioning platform. We have
long been wishing to hold a physical object that placed all of these content,
experiences and perspectives next to one another without trying to paint a
complete image of this unique encounter.

The book brings together texts and visual material from past participants
(2019-2022) Ada Ozsar, Ali Yalgin, Amelie Wedel, Asli Ozdoyuran, Ayse Draz,
Burak Tasdizen, Cem C)rgen, David Horvitz, Ekin Can Goksoy, Ezgi Tok, Ezgi
Hamzacebi & Lara Ogel, Gizem Karakas, Larissa Araz, Maryam al Khasawneh
and Ulufer Gelik, past neither absent nor present participant Ayse Kokli, as part
of nocturne platform Gerko Egert, a conversation between Garp Sessions and
Fisun Yalcinkaya. It also featuresinterviews with Cooking Sections, Dogan Tosun
and Babakale Beautification, Culture, and Solidarity Association. Throughout
the book, questions Gizem Karakas has asked the participants anonymously
and Maryam al Khasawneh’s photographs taken in Babakale are spread. The
book is also marked by neither absent nor present participant Ayse Kokl,
an adaptation of her involvement in the programme. We imagine this book
entering your shelves, desks, bags, minds in a conversational manner, entering
and exiting streams of thought, motivating one to go look something else up
or prepare a snack and then pick it back up and to get to know the unknown
corners of these experiences.




Birlikte Diistinmek Icin Bir Alan 6
Fisun Yalcinkaya, Ayse idil idil, Deniz Kirkali

Garp Sessions’in bes yildir devam eden hikayesini kurucular Deniz
Kirkali ve Ayse idil idil’den dinledik.

FISUN YALGINKAYA: Garp Sessions’in son derece 6zgiin bir olusum oldugunu ve birgok
yonuyle diger olusumlardan farkllastigini diistiniiyorum. Hem sectiginiz yer hem bir
araya gelis biciminiz hem de katiimci ve yurdticilerin pozisyonlarini belirlerken dikkat
ettiklerinizle... Kurguyu nelerdenilham alarak, nelerden yola gikarak olusturdunuz? Nasil
ihtiyaclarin etrafinda bir araya geldiniz?

AYSE IDIL IDIL: Garp Sessions bir olusum, bir inisiyatif.. Aslinda hala tam olarak ne oldugunu
dustliniiyoruz. Sadece yilda bir kez bir araya gelmenin bizi nasil bir konumda tuttugunu da.
Bellibasl programlara, farkli srneklere bakarak sekillenmedifikrimiz. 2019'da istanbul'da
baziarastirma programlariyenibaslatiiyordu. Biz de aynizamanda bir komiinite aradigimizi,
alternatif baglamlarda birlikte diisinmekistedigimizifark ettik. Miize, enstitl, galeri gibi
belirlialanlar disinda neler yapabilecegimizi, bunun bize ne katacagini diisiiniiyorduk. Yan
yana olmanin ve biraz kodlanmamis bir alanda rahat birakiimis olmanin neleriacacagini
merak ederek basladik.

FY:Soracagimbirkag noktaya da degindin. O rahatligi ve o bir araya gelmenizde sizi 6zgiir
birakan seyinasiltanimliyorsunuz, ne demek rahat olmak, bir arada olmak? O komiiniteye
nedenihtiyag duyuyoruz? Nasil anlatiriz o komiiniteyi? Ne gibi bir organik durum Gizerinden
sekillenebilir o komiinite, nasilbir araya gelinebilir? Ya da ne gibi dertler, sorunlar tizerinden
bir araya gelebilir? Bir de miize ve diger kurumlarla bdyle programlarin sonrasinda s birligi
yapmasi olasiligrhakkinda neler diistinliyorsunuz? Bu gibi sorular da akimdaydi bunlara
da deginmis oldun. Yine de bu soruya gegmeden dnce Deniz'den de nasil yola ciktiginizi
-belkibu sorulara da yanit arayarak, dinlemek isterim.

DENIZ KIRKALL: Biz aslinda, oturup var olan arastirma ve 6grenme programlari nelerdir
diye kapsamlibir arastirma yapmadik; bu var olan modellerden farkli olarak ne yapmak
istiyoruz gibi bir bakisla konuya yaklasmadik. Neredeyse i¢gtidiisel bir yerden ilerledik.
ihtigacimiz olan seyi kendimiz icin yapmak istedik. Bunun icin bir kaynak olarak, Ayse’nin
ailesinin Babakale'deki evinikullanarak neye ihtiyacimiz oldugunu sorguladik. Sonrasinda
kaba hatlariyla bir model ortaya ¢iktiama gok degisti ve doniistl seneler icinde. Garp
Sessions’in,hem bizim hem dahil olaninsanlarinihtiyaclari ve dncelikleri etrafinda sekillenmis
olmasinidnemlibuluyoruz. 2019°da pilot programiyaptik. Ayse’yle bizim yuritiiciligini
Ustlendigimiz bu programa halihazirda tanidigimiz veya daha nce beraber calistigimiz
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birkag sanatciyi davet ettik. isleyen ve islemeyen yénleri gérmekistedik. Tiirkiye'de genel
olarak sanatcilar, kiiltir sanat calisanlari sergiagcilislarinda goriistiyor, ayakisti birkag sey
konusuyor. Biraz daha yakin olanlar belki biraz daha sohbet edebiliyor. Kiiratorler atolye
ziyaretleriyapabiliyor ama sanatgilarin birbirlerini derinlemesine taniyabildiklerialanlar
¢okazdiye dustindiik. O sosyallesmenin, sosyallik elementinin, belkiickili masalarda gikan
yakinlasmanin bilinlibir sekilde kurulabilecegi alanlarin az oldugunu diistindiik. ilk sene on
glinresmen hig evden cikmadigimiz, bir masanin etrafinda vakit gegirdigimiz bir stire oldu.
Ama ikinci sene pandemibaslamistive grubunihtiyaclarinin ciddianlamda degistigini fark
ettik. Daha cok disari cikmak, kdy ile iliski kurmak, ylirliyls yapmak, cevreyi kesfetmek gibi
ihtiyaclar vardi. Aynievipaylasmak birbirini zihinler olarak degil de bedenler olarak da bir
sekilde tanimak, yan yana durmak zorunda oldugun bir alan yaratiyor. Sanirim rahatlk
biraz orada 0 samimiyet kelimesinin de tam karsillamadigiama samimiyete yakin yerden
geliyor. Bedensel, duygusal on giin iginde her seyi yan yana yasamak zorunda olmanin
farkli bir yakinlik kurdugunu dustindiik ve hakikaten de 6yle oldu.

Ali:Deniz’inanlattigi durumlarla beraber bir de iiretim kaygisi yiiklemeyen ve beklentisi
olmayan bir program. Dolayisiyla gercekten sadece beraber vakit gecirmek, bir seylere
beraber yanyana bakmak, bunlariberaber anlamak tizere bulusulan on giinliik bir stiregten
bahsediyoruz. Rahat birakimaktan kastimiziagiklarken bir sonuca ulasma baskisinin da
olmamasinin dnemli bir etken oldugunu séylemek isterim.

FY: Evet sanki sanatcilar sadece bir seyler trettiklerinde goriinir olabiliyorlar ya da bir
araya gelmeler sadece iretimler lizerinden lerliyor. Tabiiisin dogasi geregibubdyle ama
onun haricinde sanki sanatci bir sey yapmiyor gibikomik de bir durum ortaya ¢ikiyor. Halbuki
Uretmek ve bunun stirmesi, beslenme siireci tim hayata yayilan bir sey. Garp Sessions’in
sonunda beklentiyok ve bunun sonucunda ¢ikacak bir sey de yok. Belkisadece o birarada
olmak, bir arada gecirdigin vakti paylasmak ve bunun birbirine bir sey 6gretebilme ihtimali
ise yariyordur diye diistiniiyorum. Yine de bununicindekibir araya gelisler icin kiiclik olsa
dabir 6rgitlenme gerekiyor mu? Ya da nasil diizenliyorsunuz onu? Akis nasil sekilleniyor?
Bunda aslinda Tiirkiye’nin son yillarda icinde bulundugu baski ve zorluklarin yarattig git
gide daha keskin sinirlarini hissettigimiz aciliyetler etrafinda sekillenen ve elestirinin,
tartisma kiiltlirlinin rahat akmasinin zorlastigiama bir yandan da ¢ok hizl devam eden
bir glindem akisi etrafinda tiim tartismalarin sivrilestigi genel kiiltiir ortamimizin da etkisi
oldugunu diislintiyorum. Bir araya gelmenin zorlasmasinda siz nasil toplumsal sebepler
gdruyorsunuz? Buna yanit aramanin ne gibi toplumsal karsiliklari var ya da?

All:ikkisimdan baslayayim. Bir sey liretmek ya da {izerinde calistigimiz bir seyi paylasmak
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ve bunun tizerine bir diyalog kurmak ya da atdlye ziyaretleriolsun ve insanlar birbirlerine is
sunsunlar gibi bir kurgudan ziyade ilk glinden birbirimizi daha iyi tanimak adina “6gretme
sunumlari” diye bir sey hayal etmistik 2019'da. Kendi pratigimizi ya da hayatlarimizi
etkiledigini diistindiigiimiiz herhangi bir alan ve konuda yirmiser dakikalik sunumlar yapalim
birbirimize dedik. Bununicinde nefes egzersizleri, kung-fu, denizkenarina gidip tas, kabuk,
yosun gibi érnekler toplayip onlara baktigimiz bir zaman vardi.. Ama Deniz’in de dedigi
gibi her sene ihtiyaclar dogrultusunda degisiyor o kurgular. Tamamen yirdticdlerin
elinde olanbir giinltik akis var. Bizimilk sene yaptigimiz bir programlamayi da onlara érnek
olarak sunuyoruz. Program sirasinda, metinlere beraber bakiyoruz, hatta ilk defa hep
beraber karsilastigimiz metinlerin oldugu ve oilk karsilasma aniniyan yana yasadigimiz
okuma seanslaridiizenlendi. Okumak, 6gretmek, birlikte yemek yapmak ve yemek yemek
degismeyen bir pargasi Garp Sessions’in. Her aksam yemegini birlikte yapmak ve birlikte
yemek her sene zorunlu kostugumuz bir sey. Ama gerisi yuritticilerin pratikleri ve o seneki
tema etrafinda belirledigi seylere gore degisiyor.

FY: Buyemek kismini biraz daha acar misiniz, neden bir arada aksam yemegi yenmesini
onemsediniz, bununkiiltiirelarka plani nedir, sizin kisisel tarihlerinizdeki yerinedir, beraber
yemek yapilip yenirken nelere dikkat ediyorsunuz, bir araya gelen topluluk sadece
veganlardan ve naveganlardan olusmuyorsa nasilisliyor program?

D.K:Birlikte yemek yemek bir ritiiel ve daha zihinsel siireclerden farkliisleyen bir sosyal alan.
Birlikte yemek yemeninbirlikte bir atdlye yapmaktan veya bir metin okumaktan ok farkli
bir iletisim kurma imkani sundugunu diistinliyoruz. Aynizamanda ¢ok fazla kisi bir araya
gelipyemekalisverisiyapmak, mentiye karar vermek ve pisirmekilging bir uzlasma siireci.
Birbiriniz, bedenleriniz, yemege yaklasiminiz, geldiginiz yer, aileniz ve ideolojik gorisleriniz
hakkinda da ¢ok sey 6greniyorsunuz. Farkl beslenme pratiklerine sahip insanlar oluyor.
Genelde cok fazla vegan ve vejetaryen secenegin oldugu yemekler yapiliyor ancak tabi
grubun dinamigine ve hassasiyetlerine gore degisiyor bu. Ozellikle bazi senelerde insan
olmayan, bakim, ekoloji gibi konularin sik¢a tartisildigi bir diiziemde hayvan ve hayvan
trlnleri tiketiminihem entelektiiel bir yerden tartismak hemde pratik etmek veya bunun
beslenme bicimlerimizi nasil etkiledigini birebir yasamak oldukga ilging oldu.

A.il:Zaten Garp Sessions'nicinde bulundugu cografya (ve bununizdiisiimii olarak Babakale
pazarindakiUriinler) bizi zeytinyagdi ve sebze ile beslenmeye tesvik ediyor, kdyde mesela kasap
yok. Deniz’in de bahsettigi gibibunu entelektiiel acidan ele almaya baslyoruz, dnceliklerden
bahsederken artik zaman biraz da buna geliyor, gidalarin ve kaynaklarin nerelerden
geldigini takip etmek, programinher yilkatilimcilarikdyde bir araya getirmesinin ekolojik,
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sosyal, ekonomik etkilerinimerak edip bunlar lizerine yogunlasabiliyoruz. Bir de bu noktada
az 6nce sordugun soruya dénmek mantikl geliyor; bir araya gelmenin zorlasmasindaki
toplumsalsebepleri distindiigimiizde 2013’ ten beri gittikge kisitlanan yasamalanlarinin
oldugunu gériiyoruz bunu yasiyoruz. Halen gidebildigimiz kapatmamis veya kapatiimamis
miesseseleri, bulusulabilen sanatci atdlyelerini/kiiltir sanat mekanlarini veya baska
kurumlar altindaki cesitli seminer ve programlari gikardigimizda, yan yana olabildigimiz
yerler oldukca kisitl, oralarda da sahsen tedirgin hissediyoruz diye diistinliyorum. Deniz’in
debahsettigimiizakerelerle sekillenenbuherkesin birlikte sindirecegi seyibirlikte yaratmak,
biitlin bu siire¢ ve sonunda bir masa etrafinda bulusmak bu agidan bizimigin cok degerli.
Enformalbir alanda temelmotor becerilerimiz 6niimiizdeki yemeklerle ilgilenirken yaratilan
gliven alaninda paylasimlara devam etmek...

FY: Yiritucdleri nasil segiyorsunuz? Bu programa katilanlari nasil segiyorsunuz? Nasil
bir araya geliyorlar?

D.K:Burada bir acik davet yok, bizim davet ettigimiz iki ylritticl oluyor ve yurdticilerin
belirlenmesi bizim miidahalemizin oldugu tek yer. Oradan sonra tema, katiimcilar, gtinlik
program ya da yemek gibi bir sabitin nasil isleyecegi cogunlukla yirittcdler lizerinden
ilerliyor. Yurdticulerin de ik seneden itibaren uluslararasi alandan segiimelerine 6nem
gosterdik. Sadece Tirkiye'den katiimcilarin degilyurt disindan da kendivar olanaglarimizdan
insanlaridavet ettik. Bu seneye kadar hep Tiirkiye'den bir yiiriitlicti ve Tirkiye disindan bir
yiriitiictiniin secilmesiyle ilerlendi. Orada da bdyle bir zaman ve mekandan, bukaynaktan
faydalanabilecegini diistindiigiimiizisimlere yoneldik. iki yiiriitiiciiniin aylar ncesinden
birlikte bu siirece hazirlanmalari gerekiyor. O ylizden bir yandan kolektif calismaya agik,
bdyle bir seye zaman ayirabilecek olan ve siirecten yararlanabilecegini diistindiigimiiz
insanlari davet etmeye 6zen gosterdik. Hep gorsel sanatlarla calisanlarin degil de farkli
disiplinlerden sanatcilarin olmasina &nem verdik. Tabii iki ytirtitliciiniin eslesmesi de gok
kritik olduguigin farklipratiklerden gelmelerinin yani sira calistiklarikonular, yaklasimlari
ve karakterleri gibi etkenleri de hesaba kattik. On giin bir evde yasayacak olmanin da
dustinilmesi gerekiyordu. Merak ettigimiz, tanimak istedigimiz ve birlikte yasam alani
paylasmakta sorun yasamayacagimizi distindiigiimiiz insanlari belirliyoruz. O yiizden
birbirleriyle nasil iletisim kuracaklarini da hayal edebildigimiz iki insan segcmeye calistik
hep. Bunun disinda belli baslikriterler yok veya yiiriitiicti olarak diisindtiigiimiiz isimlerin
kariyerlerininneresinde olduklarina, yaslarina veya hangikurumilarla calismis olduklarina
dnem vermiyoruz.

Al ikimiz de yeni insanlarla ve pratiklerle beslenmeyi gok &nemsiyoruz. Dolayisiyla
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yuriticllere verdigimiz tavsiyelerden biri de suydu: Tabii ki kimiistiyorsaniz cagirabilirsiniz
ama ¢ok da ayniagin parcasiolmadiginizisimlere yénelirseniz bu birilerini de tanmakicin,
hi¢ tanimadiginiz bir insanla yan yana gelmek icin kullanabileceginiz bir kaynak olarak
dustinilebilir. Bu biraz deminki komiinite sorusuna da gidiyor. Basindan beri cok kisir kalan
ayni agi tekrar etmekten, pohpoplamaktan ya da onu tekrar tretmekten kacinarak
ilerledik. YurUttciler bizim de birincil cevremizden olmuyorlar genellikle. Bizim de cok
iyi tanmadigimiz ve ik defa tanistigimiz, heyecanlandigimiz insanlarla beraber galistik
bugline kadar. Enkeyifli kisimlarindan biri o zaten. Bir de 6zellikle sanat yasamlarinin farkl
noktalarinda olaninsanlara acik olmasi durumunu da jenerasyonlar arasi bir ag kurmak
icin bir zemin haline gelmesiihtimali olarak dlistinliyoruz.

FY:Katiimcilar nasil bir gesitlilik gdsteriyorlar? Gozlemleriniz neler? Kimler var? Kag kisiden
bahsediyoruz? Onu da belirtmekiyi olur.

D.K: Suana kadar yuriticulerle beraber, Ayse ve ben de dahil, toplam 25 katiimci oldu.
Gecenseneilk defabiraz daha kalabaliktik. Biz katiimcilar kadar aktif ve dahil olmadigimiz,
daha cok ofis isleri ve kdy ile ilgili yardim icin orada oldugumuz bir pozisyondayiz. Yer
kisithligindan &tiir her sene alti kisi diyorduk ve bu sayinin iyi isledigini gdrdik. Ancak
gecen sene ilk defa yiiriticllerden biri cocuklari ve partneriyle; birkag katiimei daha
da partnerleriyle geldiler ve ilgin¢ oldu. Partnerler ve cocuklar tam olarak bir parcasi
degiller, katiimci degiller ama oradalar. Onun da iyi isledigini gérdik. Ama sayica fazla
olmanin da bazi problemleri oldugunu da fark ettik. Altinin iyi bir sayr oldugunu gérme
firsati verdibize. Simdi bu sayiya sadik kalalim diyoruz.

FY:Pandemiyillarina denk gelenbir programdan bahsediyoruz bir de. Dolayisiyla uluslararasi
katiimci sayisi az ise bu konuyu pandeminin de etkilemis oldugunu varsayiyorum ister
istemez.

Al Evet, mesela 2020°de yiriitiiciilerimizden birinin hic Tiirkiye'ye gelemedigi bir plan
C senaryosu olusturduk. Hatta uzaktan ytrir md, isler mi diye bakmayi hayal ettik.
Yir(tlcdllere bizlerin, Trkiye'den katilimci 6nerilerinde bulunmamiz gerekti. Clinkli buradan
gelmeleri daha kolay olacakti bazi durumlarda. Birkag bilgi de ekleyeyim: Katilimcilarin
¢ogunlugu kadin ve 20-45 yas arasinda, cogunlugu Tirkiye'de yasiyor ve calisiyor.
Uluslararasikatiimeilarin, Fisun senin de bahsettigin gibi, sayisi pandemi sebebiyle ancak
dengeleniyor, Tiirkiye'den katiimcilar cogunlukta su anda. ilging ve hosumuza giden bir
veri de pratiklerin gesitliligi! 25 kisiden yalnizca 12°si kendini sanatci olarak tanimliyor ve
katiimcilarin kalanini tiyatro oyuncusu, tiyatro ydonetmeni, galerist, miizisyen, yazar ve
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kiiratorler olusturuyor. Yas, yerleske ve katilimcilarin pratiklerindeki bu cesitlilik, yaratilan
ag ve diyalogun dengesiyle birlikte diisiindligimiizde biziiyi hissettiriyor.

FY:Sonylllarda giincel sanat diinyasinda Documenta 15%¢ birgok farkliuluslararasi sergiye
baktigimiz zaman bir sekilde o komiinite arayisini ve Avrupa merkezli Gretimin digindaki
liretime dair arayislarigoriyoruz. Giincel sanatiaslinda ¢ok etkileyen bir sey bu da. Bizdeki
gibi tilkelerde sanat yapmak biraz o komiiniteyle birlikte gelisen ya da o komiinitenin kendi
kendimizce insa edildigibir pratige de denk diisliyor. Garp Sessions’in suan diingadakibu
egilimlerle ya da érneklerle de konustugunu diislinliyorum. Sizbdyle bir ortaklik ya da bag
duslintiiyor musunuz? Benzemek anlaminda degil, sadece bag kurmak ya da aynicaga ya
da aynisorunlara denk diismek anlaminda.

D.K: Bu tiir yapilarin arttigini kesinlikle diistiniiyorum. Hatta sunu da bu yil diistinmeye
basladik yurdticller kesinlesmeden dnce; baska bu tir programlar yapankiiratorlerin,
programlamacilarin, sanatgcilarin gelmesi, onlarlais birligi yapmak bir olasilik mi? Onlarin
bumekanive zamani kendi modellerini denemek icin kullanabilmesi veya karsilikli bir arag
degis tokusu yaparak bir bag kurmak mimkin mii? Diger yapilarla iliski kurmak, tanismak
yapmay cok istedigimiz ve heyecanlandigimiz bir sey. ihtiyaclardan yola giktiginda, o
ihtiyaclarinbaska yerlerde de baska cografyalarda baska iireticiler tarafindan karsilik
bulmasinigérmek ok iyi hissettiriyor. Bunun bireysel bir problem degil kolektif bir durum
olmasi. Bugiine cevap vermek, bugiinii islemek noktasindan bana yalniz olmadigimizi
hissettiren ve iyi bir sey yaptigimizi hissettiren bir durum ¢ikiyor. ihtiyaglarimiza sadik
kalarak onlariisledigimizde bunun paylasildigini gérmek cok énemli.

FY: Baska bir kusagin ya da baskalarinin dertlerine yanit arayan bir sanatin yerine
kendi dertlerinle, eksiginle fazlanla yiizlestigin, kendi bulundugun yeri anlamlandirmaya
calistigin bir yaklasimin hem disaridan ve yiiksekten bakmayi ortadan kaldirdigini hem
de ortaklasmaya, paylasmaya da alan agtigini distiniyorum. Bu sdylediklerini biraz
daha agabilir misin? Bu bana cok énemli geliyor. Bunlarin icinde bulundugumuz diizensiz
ama kendibasina yapinin, sansimiz ve sanssizligimiz olmasi bakimindan da dikkate deger
oldugunu diistintiyorum.

D.K:Butiir biraraya gelme modelinin veya program yaratmanin baska bir amaca hizmet
eden bir stire¢ degil de siirecin kendisine bakmasinin da dnemli oldugunu diistintiyorum.
Bir stirti kurum arastirma veya misafir sanatci programlarinin sergi ya da eser tiretimi
gibibaska amaglara hizmet etmesini de hedefliyor. Ortaya ¢ikan iriiniin veya yaratimasi
amagclananseyin yalnizca o birliktelik olmasi durumu 6nemli ok giiclii de bir sey bir yandan.
O bilgininbaslibasina zaten bir bilgi ve sanat oldugunu diistindik.
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All:2023 ylinin Subat ayinda Reset! projesi kapsaminda istanbul'da BAS'ta tek giinliik bir
atélye diizenledik. isim ararken komik bir sekilde “iyi pratikler” diye bir sey geldiaklimiza;
atolyeicin farkl dlgeklerde olusumlari, jenerasyonlar-arasi, faydali ve kolektif araclarin
Uretimi ve paylasimini ele aliyorduk, “iyi pratikler” de oradan ¢ikan bir saka oldu tabirin
ylizeyselligi lizerinden. Ama altinda dnemli bir sey var; komiinite yaratmaktan bahsederken
birbirimizi tanimaya zaman ve alan ayirmanin, bunun yeterli bir bilgi, veri, iretim olmasi
lizerine de dusuinliyoruz. Orada kurdugumuz ve kullandigimiz iletisim ydntemlerini bir
aradayken 6grendigimiz yaklasimlari ve var olma bicimlerini kendi pratiklerimize ve
hayatlarimiza tasiyabilmeyi imit ediyoruz. Asil o iyi pratikler bu ytizden dyle iyi pratikler.
Hayatimizdaki baska iletisimleri, icinde oldugumuz farkli sistemleri ve komiiniteleri de
buralardan beslemek ve etkilemek igin belki.

FY:Bu da bir baska baslik ama sizin programiniz gibi olusumlarin, programlarin, bir araya
gelislerin var olan sanat kanonu iginde nasil bir yerde oldugunu diistiniiyorsunuz? Biittin
bu miizeler ve galeri yapilariyla sizce nasil birlesiyor? Ya da siz oralara mesafenizi nasil
goriyorsunuz? Sanat diinyasinin bir tarafinin bu kadar kazik cakil gibi kati olup bir tiirlti
buharlasmamasiama bir taraftan da biitiin bu sanat tiretiminin kendisinin aslinda sitirekli
hava veya su gibi stirekli akiskan bir yapida olmasi, onlarin tekrar giiniin sonunda miizenin
ya da galerinin bir parcasina da déniisebilme ihtimalinin hep asili olmasi durumuna nasil
bakiyorsunuz?

D.K:Programsiresince pratiklerive sanatcilariya da arastirmacilaribesleyen baziyapilar
oldugunu gériiyoruz. Ama bu yapinin s6z konusu program bittikten sonra o kisiyi veya o
grubu ve o aginasil destekledigi de 6nemli. Son zamanlarda Garp Sessions’in sadece on
glinboyunca kdyde yasanan bir deneyim olarak kalmamasi yéniinde kafa yoruyoruz. Tim
bunlar strdirdlebilirlik kelimesini diistindiirtiyor, o kelimeyi de kullanmak istemiyorumama
beslenmeyive karsilasmayinasil devam ettiriyoruz? Buagin pargasi olmak ne demek? Belki
farklilastigiyerlerden en énemlisi bu iki soruya yanit aramamiz. Katilimeilarin hayatlarinda
bir devamliligi oldugunu gérmek bizi mutlu ediyor ve ayristigimizi diistindiigimiiz yon bu.

Sanat diinyasinda birbirine tamamenkarsit kurumlar veya yapilar oldugunu diistinmiyorum.
Garp Sessions yalnizca var olan yapilara tepkive karsit olarak dogmus bir olusum degil.
Yalnizca direnerek, kanonun karsisinda durarakislemiyor ama zaten hepimiz bu yapilarin
icerisinde galisiyoruz. Calismak durumundayiz. Bu kosullarin disinda degiliz higbirimiz.
Ama bir sekilde bir seyleri daha farkli nasil deneyimleyebilecegimizi sordugumuz alanlar
acmayi deniyoruz. Bir seyi elestirdiginde kendi iginde oldugun yapilarda kendini yalniz
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hissetmemek, desteklendigini ve giiclendigini hissetmek bile gok &nemli. Var olanyapilara
alternatif olusturmak demek sadece bu yapilari elestirmek veya kendinin elestirilemez,
kusursuz oldugunu varsaymak olmamal.. Baska sekillerde bir araya gelmek, iletisim
kurmak, diistinmek ve birbirinden 6grenmek miimkiin. Biraz da bir araya gelmek icin farkl
kosullar yarattiginda ve bilinmeyene alanagtiginda ne oluyor, neler isliyor, neler var olan
yaplilaritekrar etmek durumunda birakiyor veya nerelerde farkli olmayibasaramiyorsun
sorularinin yanitlarinigérmek basl basina bir 6greti ve icinde yasadigimiz diinyayla ilgili
bir bilgi tiretimi. Bunun kiiratéryal anlamda da énemlibir metot oldugunu distiniiyorum.
Su an yazmakta oldugum doktora tezim alternatif kiiratéryal modeller gelistirmenin
gerekliligi tizerine. Bu tiir kolektif ¢alisma modlari ve is birlikleri sanki her seyin gok dogru,
sorunsuz ve uyumicinde isledigi yerler olarak diistinllebiliyor ama 6yle degiller. Kendimizi
bir seylerin disinda tutmamaya veya bir seylere tamamen karsitlik sunuyormus gibi
konumlandirmamaya da ¢alisiyoruz. Bizim yaptigimiz seyi de sanat diinyasinin biitiin
kosullarindan cikaramayiz, o ytizden o ikilikten kagmak dnemli.

FY: Aslinda biitiin bir araya gelisler tizerinden yayinlar da énemli bir yer tutuyor bence.
Buhazirlayacaginiz yayina nedenihtiyac duydunuz, yayin nasil doniisecek?

Al:Bellibir somut ciktisi, beklentisi olmayan bir programdan bahsediyoruz. Babakale'deki
alana, 0 zamana ve o yilkatilan gruba 6zgii deneyimler yasaniyor. Bunlarikatiimcilarin kendi
yontemleriyle kaydetmelerini ve belgelemeleriniistiyoruz. Ama bunlar paylasimak amaciyla
kaydedilmiyor genelde. Dolayisiyla senin de dedigin gibibu kitabl, bu kagit tistlindeki tiretim
alaninifarkliyillarin bir araya gelebilecedi bir yer olarak da diistindiik. Hem katiimcilarin
yenibir sey liretecekleri bir beyaz sayfa, bir yandan da disistirakcilarin da katki sunacagi
biralan. Yanihem bir iretim alanithem o komiiniteyi bir araya getiren, birbiriyle konusmaya
davet eden bir yayin. Daha 6nce hic fiziksel olarak bir araya gelememis insanlarin bu kitap
lizerinden birbirlerini gdrmeleri ve etkilesime ge¢cmeleri bile biziheyecanlandiriyor. Busene
bir yemek kitabi da hazirladik, ilk Gi¢ senenin katiimcilarinin tarifleri ve deneyimlerinden
olusuyor. Orada da tariflerin ve anlatimlarin icinde deneyimlere dair ¢ok fazla seyin
goriinir oldugunufark ettik. O nedenle bu kitap orada yasanan deneyimiagmakicin cok
iyi bir firsat diye distindik.

D.K: Arsivsel bir tarafida var. Buseneler arasinda suinsanlarla bdyle bir programyapildive
bugiinlerde bizbunu diistintiyorduk, hissediyorduk, yasiyorduk’'u gérmek adina. Belgeleme
kismi 6nemli. Glinki bu tur inisiyatifler genellikle bir noktada bitebiliyor, geriye déniip
bakabilecegimiz bir seyin kalmasi nemli bizimiicin.
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Sessions nerede duruyor?

D.K: Ben sahsen uzun siiredir kiiratoryalin veya kiirator dedigimiz kisinin pozisyonun
sergileme pratiklerinin veya sergi yapmanin Stesinde baska neler olabilecegini merak
ediyorum. Baska modellerle ve formatlarla calismayi cok dnemli buluyorum. Sergiformu,
sordugumuz sorular ve ilgilendigimiz olgulari konusma alaniyaratmakicin birarag. Onun
disinda is birligi nasil olabilir sorusu tizerine gok ¢alisiyorum. Baskalariyla birlikte diistince
Uretmek, birlikte bir seyi kurmak ve birbirinden 6grenmek benimicin cok dnemli. 2019°da
Babakale’ye gittigimizde ve programikurgulamaya basladigimizda ben yiiksek lisansimi
yeni bitirmistim. Yiksek lisans tezim de bagirsagin, insan ve insan olmayanin is birligi
yaptigibiralan olarak nasil bir metafor ve metot olabilecegi tizerineydi. Kolektif pratikler
benim icin teorik ve akademik acidan da ilgimi gceken mevzulardi. Bu nedenle programi
da bir sindirim mekanizmasi olarak hayal etmistik. Hem yemegi hem okumalari ve yeni
diistinceleribirlikte sindirdigimiz bir alan. illa hemen ve somut bir ciktisi olmayan bir siireg
bu. Ama yillar icinde katiimcilarin pratiklerinde bir sekilde tohumlarini orada ektikleri
projeler, Babakale'de gegirdikleri zamanin ve yeni tanisikliklarin etkilerini islerinde ve
hayatlarinda gérdiigimizanlar oldu. Yeniis birlikleri ve arkadasliklar dogdu. Bunlar benim
hemkiiratoryal hem de teori pratigimin ok merkezinde yer alan seyler. O yiizden baska
projelerim ve ilgi alanlarimla da diyaloga koymaya calistigim bir proje Garp Sessions.

Ali: Deniz’le Zeynep Oz'lin kiiratarligiini yaptigi Sharjah Bienalinin istanbul ayagi olan
BAHAR sergisinde ¢alisarak tanisana kadarkiiltiir sanat alaninda ayagim hic yoktu. Gorsel
Uretimimin olduk¢a durgunlastigi bir dénemde igine girdigim aglarda ‘ben neredeyim,
ben bu aglarin nasil parcasi olabiliyorum?’ diye soruyordum kendime, tiretim tizerinden
degilse ne lizerinden bag kuruyoruz diye merak ederek. Etrafimdakiiliskilerden, aglardan
ve durumlardan 6grenmeyi dnceliklendirdigim buralardaki édiing almalara, beraber
Uretimlere, samimiyet olasiliklarina baktigim bir pratigim var. Asil merak ettigim sey
de insanlarla tereddiitsiizce bag nasil kurulur ve kurulabilir mi sorusunun etrafinda
sekilleniyordu. Yalnizca insanlarla da degil, doga-obje-insan arasindaki biittin iligkiler
icin belki de gecerli bu. Bu nedenle Babakale’de, merkezin disindaki bir yerde ben nasil
isliyorum ve benim rollime ne oluyor sorularinin yanitlarini gérmek ¢ok ilging geliyor.
Odiing alma ve isbirligi lizerine de konusuyoruz, oradaki durum ve dogadan etkilenen
dustinceler ve duygular, bunlaridiisinmek ve hissetmek onlari iretmek midir, ben bunlarin
Ureticisi miyim? Ana kaygilarimi, farkl bir aradalik olasiliklarini Garp Sessionsile birlikte,
kendi bedenim ve zihnim 6zelinden cikarip her sene farkli gruplarda, farkl dinamiklerde
gdrmek de beni cok besliyor. icinde oldugum cesitliaglardaki ortak paydami, sistemde var
olaniliskiselliklerin disinda, kodlanmamis durumlarda nasilberaberlikler kurulabilecegine
ve iletisimin temelde nasil baska tiirlii kurulabilecegine bakmak olarak 6zetleyebilirim.
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FY:Babakale cografyasisize ne ifade ediyor? Nasil bir cografya orasi? Bir yandan Ganakkale
Ustlinde daha farkli olusumlarin oldugu bir yer olarak diislindiim ama bugiin diistindigim
zamanaslinda gok kendibasina ayribir yer oldugunu fark ediyorum. Hani boyle zamansiz,
yersiz bir yer gibi ama bir yandan Ege cografyasi.. Bitln bunlar nasil etkiledi, merak
ediyorum. Giinkii beslendigine eminim.

A.iI: Belki oraya gidis yolculugundan baslayabilirim. ilk basta hic kdpriiler de yoktu. Tekirdag
Uzerinden altiyedisaatlik bir araba yolculugu bizi bekliyordu. Deniz’le program dncesinde
cok gidip gelip orada nasil bir seyler sekillenir diye baktik. istanbul'dan cikip alti yedi saat
boyunca biitiin manzaraninyavas yavas degismesi, bir feribotla Gelibolu'dan Lapseki'ye
gectigimizi,oradanartik yavas yavas koylerin merkezlerin ufalisini, camilerinminareden
ibaret kaligini ve bir anda denizi gérebildigimizi bdylece icinde firinin, kasabin olmadigi
koytimiize ulastigimiz bir yolculuk oldugunu animsiyorum. Babakale Asya kitasinin en
batiucunda. Midilli’ye bakiyor ama ¢ok riizgarlibir alan ve oraya gittiginde kendini biitiin
dogdal kosullarla bas basa bulugorsun. Higbir yerde gibisin. Tas, deniz, giines, riizgar
var. Bitlin duyularina hitap eden bir seyler var ama ayni zamanda diger her seyin sesi
kisaliyor. insanlarla olan etkilesim belki buna dahildir. Biitiin etkenlerin artmasi veya
kisimasi senin elinde, tipki beyaz giiriiltii gibi. ik sene gittigimizde kapanma, birlikte olma,
birbirimizden bir seyler 6grenme, okuma, okuma, okuma gibi yogun bir programla sadece
evin icinde olmaya gitmisken, diger sesleri daha fazla agmamizi istedi sonraki yillar. Ve
ikimizin de ayriayriiliskileri de kdyle ve kdydeki Ureticiyle, kdyde yasayanlarla, balikgilarla
bu program sayesinde de ¢okilerledi. Benim 6zelimde burasiannemle beraber gittigim
bir yazlik evken simdi gcok baska bir iliskiyi kuruyorum. Oradaki alanla ve insanlarla, Garp
Sessions sayesinde bir araya gelebiliyorum artik ben de. Kendimi oranin bir pargasi gibi
hissediyorum. Oncesinde disaridan devamli oraya giden, oray! tiiketen alacagini alan
keyifli vakit geciren ve sonra tekrar merkeze geri dénen biriydim.

D.K:Babakale zor ve ¢okizole bir yer ve bu ytizden pek turistin de gelmedigi bir yer. Bence
hircin iyi bir kelime orayr anlatmak igin. Aksi, yasl bir adama benziyor bazen Babakale.
Diger Ege kbylerinden farkl. Orada yasayaninsanlar da bize ilk basta siipheyle yaklastilar
amazamanla oiliskiler derinlesti. Bazi soruisaretleri giderildi. Tabii katiimcilarinilgileri ve
onlarin bir sekilde oradakitireticilerle, yasayaninsanlarla daha fazla etkilesime girmeleri
de etkilediiliskilenmeyi. Ornegdin 2022 programinda yiiriitiiciiler Gizem Karakas ve David
Horvitz'in belirledigi temanin sayesinde iyice yerlesti. Builiski cok lirkek bir bicimde kuruldu.
Yavas yavas birbirimizi tanimaya gittigimiz sekilde ilerledi. Kendiliginden olmasi durumu
da var, dedigim gibi ik sene o herhangi bir yerde olabilecek bir evin icinde kapanmisken
baska bir sey anlamaya ¢alisiyorduk. Zamanla burayla nasililiski kurdugumuz sorusunun
karsiliklarida degisti.
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We talked with Garp Sessions co-founders Deniz Kirkali and Ayse idil
idil about the programme’s five year long, ongoing journey.

FISUN YALCINKAYA: | think that Garp Sessions is quite a unique organization and that in
a lot of aspects it differentiates from others. With the location you chose, the way in
which you gather, what you prioritized when deciding upon participant and facilitator
roles.. What were you inspired by, what started you of f when forming the structure?
Around which necessities did you come together?

AYSE IDILDIL: Garp Sessions as an organization, aninitiative... Actually, we're still thinking
about whatitis,as wellas the position coming together once a year putsusin. Theidea
wasn’tinspired by taking into account other major programmes, other examples. Some
research programmes were starting to formaround Istanbulin 2019. And we realized
that we were looking for a community, looking to think together in alternative contexts.
We thought about what we could do outside of specific places like museums, institutions,
andgalleries, what we would learn from this. We were curious about what being side by
side and at ease inan uncoded space would open up.

FY:Youactually touched upona couple subjects | wanted to ask about. How do you define
that ease and what sets you free whenyou’re together, what doesit meantobe at ease
andto be together? Why do we need that community? How do we describe it? How can
it be shaped through an organic situation, how might we come together? Or, through
what kinds of trouble and issues might it come together? Also, what do you think of the
possibility of museums and other institutions collaborating with programmes such as
this one? You addressed questions such as these which Ihad on my mind. But before we
get into them I'd like to hear Deniz as well -perhaps while looking for the answers- on
how you set forth.

DENIZ KIRKALI: We didn’t actually think about what kinds of research and education
programmes already existed. We didn’t approach the issue with ‘what do we want todo
differently?’ inmind. It was almost intuitive. We wanted to create for ourselves what we
needed. Thinking about Ayse’s family house in Babakale as our resource, we questioned
what it was that we felt the need for. Then came a tentative structure, which changedalot
throughout the years. Garp Sessions shapes around both our necessities and priorities
andof those involvedin the programme. In 2019, we ran the pilot programme. We invited
a couple of artists we were affiliated with or had worked with for that iteration which
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Ayse and | facilitated, so as to see what worked and what didn’t. Artists and arts and
culture workers in Turkey usually see one another at openings, have smalltalk. Curators
can do studio visits, but we thought that artists had very limited room to get to know
one another on a deeper level. The socialization, sociability, the bonding that happens
overdrinks or dinner seemed hard to set up consciously. The first year there really were
ten days where we didn’t leave the house and just spent time around a table. Second
year, the pandemic had happened and we realized the group’s needs had changed.
They needed to be more outdoors, in contact with the village, take walks, and explore.
Sharing a house creates a space in which you need to get to know one another not only
asintellectsbutalsoasbodies,andto be side by side.| suppose what we talk about when
talking about being at ease is derived from intimacy where the word intimacy doesn’t
really suffice. We thought that having to satisfy all your needs together for ten days,
bodily and emotionally, would build a different kind of intimacy, which it did.

Ali: Alongside what Deniz brings up, it is not expected to produce something as an
outcome for the programme. So we are really talking about ten days of just spending
time together, looking at things next to each other, and understanding them together.
When talking about what we mean by being at ease, | think it’s important not to have
any pressure onanoutcome.

FY:Yes, itis asif artists can only be visible when they produce something or can come
togetherover that production. Of courseitisinthe nature of what they do butit’s funny
to think they don't do anything besides that. Whereas making work and for it to be an
ongoing practice, digestingandlearning are processes that spread over lifetimes. There
is no expectation at the end of Garp Sessions, and there is no expected product. | think
perhapsjust being there together, sharing that experience with one another,and thatalone
possibly teaching each other something actually works. Is there stilla need to organize
evenjustallittle bit, for the small gatherings that take place? How s the programme flow
shaped?For me, the cultural scene, that is shaped around the pressures and hardships
Turkey has faced in recent years (the sharp boundaries and priorities of which we feel
increasingly more), in which it is hard for criticism and the discussion culture to take
place fluently, where at the same time all discussions sharpen their edges around the
rapidly-flowing daily agenda, has an affect on this. What kinds of societal reasons do
you think are behind the rising difficulty to come together? Or what social responses
are there whenlooking for the answer?

Al: Let me start with the first part. In 2019 during the first days of the programme,
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instead of getting to know each other through making or sharing works and creating a
dialogue through that, or through presentations or studio visits, we imagined something
called ‘Teaching Sessions’. We would present 20 minutes of anything that we thought
had impacted our practices or our lives. This included breathing exercises, kung-fu,
collecting and looking at samples by shore like pebbles, shells, seaweed... But as Deniz
said,eachyearthe structure changesaccording to the needs. The schedule is completely
up to the facilitators. We share with them the tentative schedule which we prepared
for the first year. During the program, we look at the texts together and there were
reading sessions where we actually encountered the texts for the first time side by
side. Reading, teaching, cooking and eating together are crucial to Garp Sessions. Each
year,itismandatory to cookand eat dinner together. But the restis shapedaroundthe
facilitators’ practices and the theme.

FY: Could you elaborate on this food aspect; why did you pay having dinner together a
special importance, what is the cultural backdrop for it, what i’s it’s place within your
personalhistories, what do you pay attention to while cooking and eating together, and
how does it work if there are not only vegans and non-vegans?

D.K: Eating together is a ritual and it’s a social area that functions differently than
more intellectual processes. Having a meal together provides different possibilities of
communication, than, let’s say, attending a workshop or reading a text together. At the
same time, gathering in a big group and grocery shopping, deciding on the menu, and
cooking are part of an interesting negotiation. You get to know quite a lot at the first
glance about each other, your bodies, your approaches to food and eating, where you
come from, your family,and actually your ideological views. There are people with varying
eating habits. Usually there are lots of veganand vegetarian options on the menu but of
course this depends onthe group dynamic and different preferences. It was especially
interesting to hold discussions during some iterations around the non-human, onnurture,
ecology, and practice and see in-person how these affect our eating habits.

ALi: The geography (hence the produce at the market) Garp Sessions is situated in
already urges us towards cooking with olive oil and vegetables, and then there’s the
fact that thereisn’t a butcher shop in the village. We were talking about priorities and,
as Deniz was saying, itis now time for us to start tackling the intellectual aspect of this;
keeping track of where food and resources come from, what the ecological, social,
and economical impact of the group getting together annually in the village are. And
at this point it feels good to go back to the question from before; when we think about
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the societal reasons behind the rising difficulty of coming together we can see and feel
the increasingly restricted living spaces since 2013. If we look over the establishments
that didn’t shut down or weren’t made to shut down, the artist studios we canhang out
at, or the workshops and programmes at cultural institutions, the places where we
canstillbe together are very limited, and personally | think we feel quite nervous there.
That’s why creating this space which is shaped by the negotiations Deniz mentioned,
this whole experience, and to meet around a table afterwards is really valuable for us.
To continue the discussions in that safe, informal space, while our motor skills are busy
with the food in front of us..

FY:How do you select the facilitators? How do you select the participants? How do they
come together?

D.K:Thereisn’tanopen call, we invite the two facilitators and that’s the only place where
we intervene. Thenthe theme, participants, daily schedule and how the constant of eating
together fits into the programme is completely up to the facilitators. We have placed
importance on the globality of the facilitators from the beginning by inviting them not
onlyfrom Turkey but also through our other international networks. Up until this year we
alwaysinvited one facilitator from Turkey and one fromabroad. And there, we focused
on who would make the most of this place, of this resource. The two facilitators start
workingmonthsinadvance for the process, so we tried toinvite people who were open
to collaboration, who could allocate the time, and who would benefit the most fromthis
experience. It was alsoimportant toinvite people from outside the visualarts and from
different practices. Of course, asit is pretty critical for the two facilitators to forma
goodmatch, besides the variationin practices we also tookinto consideration variables
suchastheirareasof research,approachestothem,andtheir characteristics. Youhave
to think about the fact that they will be living together at the same house for ten days.
We select people about whom we are curious; people we would like to get to know and
share a domestic space with. We try to invite the two facilitators in accordance with
whether we canimagine them working together. There aren’t any major criteria besides
these, we don’t take into consideration where in their careers they are, their ages, or
what institutions they have worked with.

AlLl: We both value meeting new people and practices. Therefore an advice we give to
the facilitatorsis: You caninvite whoever you want, but you could think of this as a time
and space to get to know someone whom you’re not acquainted with, as a resource
you can utilize to get together with new people. Which brings us back to the matter of
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a community from before. We have always moved forward trying not to repeat and
pamper the same networks, not reiterate them. The facilitators are not fromourinitial
circles. We usually work with people we don’t know very well, sometimes we are meeting
for the first time. This excites us and gives us pleasure. And that it is open to people
fromvarious pointsin their careersis what makes it possible to set the grounds for an
intergenerational network.

FY:How do the participants vary? What are your observations? How many people are
we talking about?

D.K: Together with the facilitators there have been 25 participants so far, including myself
and Ayse. We were more crowded last year for the first time. As we are not as active
as the participants, we operate more as facilities managers helping with the logistics,
getting desk-bound work done. Due to the number of available spaces, we have always
had six people in totaland felt the number worked well. Last year however, a facilitator
joined with their partner andkids, some other with their partners,andit wasinteresting.
Partnersand childrenwere not really a part of the group, not as participants, but they
were present. This model also worked. But we did realize that the increase in numbers
brought along otherissues. Soit actually showed us that sixis a good number. We want
tosticktoit.

FY:Wearealso talkingabout a program that coincided with the pandemic. Consequently,
lassume that it might have affected the number of international participants.

All: Yes, we even made a plan C in 2020 in which we prepared for the possibility of one
of our facilitators never making it to Turkey, and thought about whether it would work
remotely. We had to suggestalist of researchers andartists, participants from Turkey,
tothe facilitators. Because it would be easier for them to travelin certainaspects. Let
me give some information: Majority of the participants are women, between the ages
of 20-45, most live and work in Turkey. The number of the international participants is
just now starting to equalize, due to the pandemic, like you mentioned Fisun, most of
themare from Turkey at the moment. Aninteresting data we really like is the diversity
inpractices! Only 12 of 25 people identify asartists and the rest of themare comprised
of theater players, theater directors, galerists, musicians, writers and curators. This
diversityinage,location,and practice feels good when thinking about the network and
the dialogue that’s being built.
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FY:Inrecent years, we see the search for a community and production outside those
thatare Euro-centric within the contemporary art world, including Documenta 15 and
many other international exhibitions. Thisis something which affects contemporaryart.
Tomake artincountries suchas this one coincides with practices growing hand-in-hand
with the community, or building the community ourselves. | believe Garp Sessionsisin
conversation with these global trends or examples. Do you think about this conjunction
orthe relation? Not necessarily in terms of being similar, but just forming a connection,
orrelating to the same era orissues.

D.K: I believe these structures are definitely increasing. As a matter of fact, before
the facilitators were confirmed, we were thinking about the possibility of inviting or
collaborating with curators, organizers, artists who are a part of such forms, whether
it would create an opportunity for them to utilize this space and time to try out their
models, or if it would be possible to create a bond by exchanging tools. It excites us to
meet and create relationships with other structures, it’s something we want to do. It
feels really good to set forth from personal needs and then to see them also existing
in other geographies with other producers, that these are not individual issues, needs,
but collective. It feels we are not alone in trying to look at and respond to concerns of
today, that we are doing something good. It’s really exciting to see that when we commit
toourneeds, they are also relevant to others.

FY:Ithinkanapproach in which you face your own troubles with whatever you have, and
trytounderstand your own position,instead of anart practice that’s looking to respond
toanother generations’ or someone else’sissues, eliminates being on the outside looking
in and looking down, as well as opening up space for collectivism and sharing. Could
you elaborate on what you just said? It sounds very important to me. | find these very
noteworthy in terms of being fortunate and unfortunate, within the disorganized and
unaided structure we're currentlyin.

D.K: It is also important that this kind of a gathering, this model for encountering one
another or creatinganalternative structure doesn’t serve another purpose other than
looking atits own process. When creating programmes like this, lots of institutions expect
an exhibition or the production of an artwork. It’s really powerful when the outcome
or the expected production is just that togetherness. We thought this notion alone is
knowledge andartinitself.

All:InFebruary 2023, we held a one-day workshop inIstanbul at BAS, as part of a project
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by the Reset! network. Trying to come up with a name for it, ‘good practices’ came up
as a funny option; we were going to be talking about initiatives of different scales, the
production of intergenerational, useful, and collective tools, and so ‘good practices’
became an inside joke over its simplification of the concept. But there is something
valuable behind it; talking about creating a community, we do think that taking the
time and space tojust get to know each other is enough onits own, that it is producing
knowledge, production itself. We hope to bring the communication methods created
and utilized at the village, the approaches and ways of being that we learn together,
back into our own practices and lives. This is how good practices are ‘good practices’.
To perhaps benefitandinfluence the other systems we are part of, other communities,
other communications, through these channels.

FY: This could be a whole chapter onits own, but where do you think other organizations
suchasyours, programmes, these gatherings stand within the existing art canon? How
do you think they integrate with all these museum and gallery structures? Or, what do
you think of the distance between you and there? What’s your view ona part of the art
world being this rigid and non volatile, while at the same time the production of artitself
being fluid like air or water, and that whether it will be a part of a museum or gallery is
alwaysinair?

D.K:We come across programmes whose structures really benefit practicesand artists
or researchers while in-session. But it’s equally important how the individual or group
is supported by the structure once the programme comes to an end. Lately we're
thinking about how to go take Garp Sessions beyond only being togetherina village for
tendays. Allthis brings up the word sustainability, and | don’t want to use that word but
how do we keep the fuel and the encounters going? What does it mean to be a part of
this network? Perhaps the most important part in how it differentiates is in trying to
answer these two questions. So it makes us happy to see that it has a lasting effect on
the participants’lives. This direction separatesitalittle bit.|don't really think these are
opposite institutions or structures. Garp Sessions wasn’t born out of a reaction andin
oppositionto the existing structures. It doesn't functionin complete resistance against
the canon, we allwork within these systems. We have to. None of us are outside of these
conditions. But we're trying to create spaces where we can question how to experience
things somehow differently. It’s reallyimportant to feel supported, part of a community
and empowered even when you criticize something. Creating something alternative to
existing structures shouldn’t be just criticizing them, or assuming that you are above
criticismand without fault. Itis possible to come together, to communicate, to think,and
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tolearnfromone anotherin different ways. Anditisinitself a teachingand knowledge
production to seek answers for what happens when you create different conditions
forbeing together and to open up space for the unknown, what works, what makes you
reiterate the existing structures or whereitis that youaren’t able to differentiate. | think
thisisa valuable method, also curatorially. My doctoral thesis I'm currently writing is on
the necessity of generating alternative curatorial models such as Garp Sessions. It is
believed that everything is always righteous, flawless, and in unity within collective work
and collaboration but they’re not. We're trying not to exclude ourselves from things, or
not to be situated as if we're offering the complete contrast. We can’t remove what
we’re doing fromall of the conditions of the art world, soit’simportant to avoid duality.

FY:Actually,largue that publications have animportant place within this coming together.
Why did you need this publication you are putting together, how will it transform?

All:We're talking about a programme that doesn’t have a tangible output or expectation.
There are experiences that are unique to the space in Babakale, to the time,and toeach
group. We ask participants torecord themin their own preferred methods, to document
them. Butit’s not so they can be shared. Therefore, as you said, we also thought of this
book, this paper-based production area as a place where different years could come
together. It’s a blank page where participants will create something new, and an area
where outside collaborators willalso contribute. Soit’s both a space for production, and
also a publication that brings the community together where they can be indialogue. It
excites us that people who have never been physically together see and interact with
each other through this book. We also put out a cookbook this year, which consists of
the recipes and experiences of the participants of the first three years. There, too, we
realized that much of the experiences are visible in the descriptions and narratives. This
is why we thought this book was a great opportunity to open up the experience.

DK:Italsohasanarchivalaspect. To see what kind of a programme was held inthose years
with whom, and in those days we were thinking, feeling, living as such... Documentation
isimportant. Because suchinitiatives usually end at some point, itisimportant for us to
have something to look back on.

FY:Where does Garp Sessions stand inyour own practices and ways of relating toart?

D.K: I've been wondering for a long time what else the curatorial or the position of the
person we call a curator might be beyond the exhibition practices or exhibitions. | find
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it very important to work with other models and formats. The exhibition form is a tool
to create a space to talk about the questions we ask and what we’re interested in. |
contemplate on how collaboration might look apart from that. It is very important for
me to produce thoughts with others, to build something together, and to learn from
each other. When we went to Babakale in 2019 and started picturing the program, |
had just finished my master’s degree. My master’s thesis was on how the gut canbe a
metaphor andamethodasanarea where humanandnon-human collaborate. Collective
practices were topics thatinterested me both theoreticallyand practically. Therefore,
we imagined Garp Sessions as a digestive mechanism. It is a space where we digest food,
readings,and new thoughts together. Thisis a process that does not necessarilyhave an
immediate and concrete output. But over the years there have beenmoments where we
have seenthe effects of the time participants spentin Babakale and the effects of these
new acquaintancesintheir work andlives. New collaborations and friendships were born.
Theseare very central tomy practice, both curatorialand theoretical. That’s why Garp
Sessionsisa project that|try to putina dialogue with my other projects andinterests.

A.ll:lwasnotinvolved with the arts and culture field in Turkey untillmet and worked with
Denizand Zeynep Ozat BAHAR, the Istanbulleg of the Sharjah Biennial. At a time whenmy
visual production was quite sluggish, | was asking myself, “Wheream|,how canlbe apart
of these networks?” inthe networks lentered, wondering what we are connecting through
if not production. In my practice, | prioritize learning from the relationships, networks,
and situations around me, looking at possibilities of appropriation, collaboration, and
the possibility of intimacy there. What | was actually curious about is shaped around the
question of how can we connect with people without reservation if at all. This goes for
allnature-object-humanrelationships, not just humans. It’s very interesting to see how
| function and what happens to my roles in a place outside the periphery, in Babakale,
for thisreason. We're also talking about appropriation and collaboration; to feeland to
think the thoughts and feelings that are affected by the circumstances and the nature
there, does it make it production, am | the producer? It’s also very educational for me
tolook at my main concerns and other possibilities of togetherness outside of my own
bodyand mind, seeing themin different groups and different dynamics everyyear.Ican
summarize the common denominator in the various networks | am part of as looking at
how relationships canbe established inuncoded situations,and how communicationcan
be established ina fundamentally different way, apart fromthose that already exist.

FY: What does the geography of Babakale mean to you? What kind of geography is it?
Onthe one hand, | thought of Canakkale as a place with different initiatives, but when|
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thinkaboutittoday, I realize thatitisactuallya very different place onits own.It’ssucha
timelessandnon-place place, but at the same timeit’s the Aegean geography...|wonder
how all this affected it. Because I'm sure it was influential.

All: Maybe | can start with the journey to get there. At first there were no bridges. A
six-seven-hour drive over Tekirdag would await us. Denizand |l went back and fortha lot
before the programme to see how things would take shape there. | remember leaving
Istanbul, the whole scenery would change slowly over six-seven hours, we would take a
ferry from Gelibolu to Lapseki, and from there we were able to see the villages slowly
shrinking, mosques being reduced to single minarets, and suddenly seeing the sea, reaching
our village where there is no bakery or butcher. Babakale is at the westernmost tip of
the Asian continent. It’s looking at Mytilene, but it’s a very windy area and when you go
there, you find yourself alone with all the natural conditions. You seem to be nowhere.
Stone, sea, sun, wind. There’s something that appeals toallyour senses, but at the same
time everything else gets muted. Interaction with people may be included in this. It’s in
yourhands whether theyincrease or decrease, just like white noise. While we went there
for theinaugural programme, we planned to stay indoors with a busy schedule of being
together, of learning something from each other, reading, reading, reading, the following
years, the following years required us to open up to the other sounds more. And both
our separate relations with the village, the actors and the people there, the fishermen
have strengthenedalot thanks to this programme. Individually, this was a summer house
| went to with my mother, but now | am establishing a very different relationship. | can
now come together with the space and the people there through Garp Sessions as well.
| feela part of it. Before, | was a person who always came from the outside, consumed
what it had to give, had a pleasant time, and went back to the periphery.

D.K:Babakaleisa difficult and veryisolated place, soitis a place where not many tourists
come.lthink gruffisa good wordto describe it. Sometimes it looks like a mean, old man.
It’s a bit different from other Aegean villages. That’s why the people living there were
more suspicious of us at first, but those relations deepened over time. Some points of
doubt have been fixed. But | think, of course, the interest of the participants and their
interaction with the producers and people living there also affected this relationship.
For example it really settled well into place thanks to the theme “Between Neighbors,
Strangersand the Bedpost” determined by 2022 facilitators Gizem Karakas and David
Horvitz. This relationship was established very timidly. Soit progressed gradually as we
opened up to getting to know each other more along the way. There is also the fact that
it happened without forcing it, as | said, in the first year we were trying to understand
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something else while enclosed in a house that could be anywhere. How we relate to this
place has also changed over time.
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Garp Sessions 2022°den bir anininkina cicekleriyle cercevelenmis gizimi. Lucia Ribisi’yi David Horvitz'in sirt agrisini viicudunda
kinaile takip edisini tasvir ediyor. Bu, Ulufer Celik’in Babakale’de gerceklestirdigi, katiimeilarin bedenlerindekibir aciyi
tanimlamasini, bu deneyim iizerine konusmayi ve kina bitkisinin rahatlaticigi etkisini kesfederkeniyilestirme niyetiyle birbirinin
viicudundakiacinoktalarinikinaile cizmeleriniistedigi ritiielin bir parcasidir.

/

Drawing of amemory from Garp Sessions 2022, framed with henna flowers. Capturing Lucia Ribisi, while tracing David Horvitz’s
back painwith henna onHorvitz’s body. Thisact was part of a ritualled by artist Ulufer Gelikin Babakale, where participants
were asked todescribe a painin their body, talk about their experience and drew each others pain with henna on the area with the
intention of healing as they discover the soothing effect of the henna plant and connect with their bodies.

28

Ulufer Celik’in ‘opium field’ isimli kina-cizimi, Aysun Celik tarafindan 2022 yilinda anlatilan bir hikayeden yola gikarak, Konya'daki Doganhisar Koyii'nde
afyontarlasindaannelerhasatkaldirirken uyuyan bebeklerive kediyi tasvir ediyor.

/

The henna-drawing ‘opium field” by Ulufer Celikis depicting babies and a cat sleeping in the opium field, while mothers are doing the harvestin
Doganhisar Village, Konya, based ona story told by Aysun Celik, 2022.

Gizem Karakag'in fotografiiizerine foto-siir. Sanatgl, ritiiel oncesi, elinde bir kase kina ile Maryam AlKhasawneh’in kamerasina poz veriyor.

/

Photo-poemona photograph by Gizem Karakas. Artist posing for Maryam AlKhasawneh’s camera with a bowl of henna before the ritual.
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2019

Garp Sessions’in ilk senesi. Atdlye
katiimcilarinin her birinden bir seansi
almalari istediginde katiimcilardan
ince ve kivircik sach olan, uzun yillar
boyunca Kung Fu calistigini ve bazi
temel hareketleri diger katilimcilarla
paylasacagini soyledi. Evin terasinda
ginese karsi Kung Fu nesebi ve
hareketleri calisirlarken aralarindan
biri dnlerindeki mezarin basinda Kung
Fu yapmalarinin ayip olup olmadigini
distinmeye basladi. Ama aslinda merak
ettigi yakin arkadasinin Kung Fu bildigini
onun bilmemesiydi. Sonra bilegini burktu.

1729

Yedi senedir kaleyi dikmek igin
ugrasiyorlar. Korsanlara boy géstermek
icin yapiliyormus. Allahin unuttugu yeri
belki Allah’a hatirlatmak icin de olabilir.
imansizlarin dogru yolu bulmasiicin tasa
degil denize bakmasi yeterli oysa ki.
Paydos verildiginde denizin yolunu
tutacak bugiinde.
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Ne gekilde?
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2017

Koyde Doktor Hanim diye bilinecegine
emindi. Bir ka¢c kere gelmesi burada
ev almasina yetmisti. Denize bakan
evi goOziine kestirdi. Eski sahipleri
hayvancilikla ugrasiyordu. Garip, eski
sahipleridenizien giizel gérentarafiahir
olarak yapmislard. Evi aldiktan sonra
kirdidi ilk duvar o olacakti. Ahir olarak
kullanilan yere bir sdmine koyacakti.
Orada olacagi her gece giin batimini
izleyecegine s6z vermisti.

1957

Eve ilk girdiginde denizden esen sert
rizgari kesebilmek icin denize bakan
tarafakocamanbir duvar érdi. O tarafi
ahir yapacakti. Sokaga bakan tarafi
evine donustlrecekti. Béylelikle insani
donduranriizgaribiraz kesebilecekti. Evin
lokasyonuiyiydi. EskiRum sahiplerikdytin
halivaktiyerinde ailelerindenidiherhalde.
Koye ilk girdiginde karsisina cikan ilk ev
onundu. K6yde dénen biitiinmuhabbete
hakimdi.Kahve de yanindaydi. Sansina bu
evi bulmasi biiyiik nimetti.

LarissaAraz

1922

Bavullarthazirlamislardi. Her sey yerindeydi.
Ug bes esyay tasinabilir hale getirmislerdi.
Duvarlara dokunarak yuridi son bir kez
evinde. Hepsine teker teker veda etti. Sonra
esegin Ustline koyduklari esyalari asagidaki
tekneye yuklediler. Midilll'lye dogru yola
cktilar. Aglamayacaginibiliyordu. Aglamadi.
Tekne uzaklastikca anakaranin en batisi
ile 6viinen koylnin onun gorebilecedi en
dogu kdseye donlstligiini gordi. Midilli'ye
vardiginda yenihayatina baslamaya hazirdi.

31

1980

Ankara'da koti seyler oluyordu. Oglandan
bayadir haber alamamisti. Universiteye
gonderdiklerinden beri bu huzursuzluk onu
takip ediyordu. Tahsilli olacak diye hayatini
kaybetmeyi riske almasindan dolayr ¢ok
sinirli bir kadina doniismustii son li¢ senede.
Kocasininumrunda degildi. Sagcilik, solculuk
nedir onu bile anlamiyordu. Tekneyle sabah
¢lkip aksam geliyordu. Adam balikciydi. Bu
konulari konustugunu tek Babakale'deki

1853

Ayvalik’tan yelkenliyle yola ¢ikmislardi.
Yelkenlinin yelkeni dolaninca siiriiklene
slirtiklene Asos’a dogru savruldular.
Kacirdiklarinda geriimeye baslamislardi.
Yanlarinda uzun bir slriklenmeyi
kotarabilecek bir erzak yoktu. Neyse ki
uctakikoydenbalikcilar onlarigérmiisti.
Once korsansandiklariigin kiifiir kiyamet
bagirmislar, sonra kiyafetlerindenkorsan
olmadiklarini, sadece kasabal tliccar
olduklarinicézmiislerdi. Balikgilardan biri
onlariyemege cagirdi. Evdekihanim corba
yapmisti. Corbalarigetiren de kiziyd. Kizini
gorentiiccarlar gozlerinikizdanalamadi.
Sadece ona ve basortisinden cikan
saclarina bakiyorlardi. Kizbu bakistan o
kadar rahatsiz oldu ki arkadaki karanlik
odaya gecti.

baliklar duymustu herhalde. Bu yiizden son
zamanlarda tek dert ortagiradyosu olmustu.
Takidarbe olana kadar.

1999

internetitiim belediyeler kullanmaya baslamistiartik.
Belediyedeki rolli sebebiyle Babakale igin bir icerik
girmesi gerekiyordu. Gerekli ytizélgimi ve cografi
detaylariverdikten sonrakaleyi ve Osmanlicinne kadar
onemli bir yerlesim yeri oldugunu yazdi. Miidirinin
hosuna gidecegdi kesindi. Yalniz su Bektasi Sultan
Babanin tiirbesinin varligini nasil degistirebilecegdini
distiniyordu. Oldum olasi kdytin Alevi kdyu olarak
aniimasina sinirleniyordu. Kendisi de burada yasiyordu
ve Alevidegildi. Tamam, sonradan gelmistiamaneden
cogunluga tabi kalmak zorundaydi? Aklina Piri Reis’i
yazmak geldi. Bdylece bir siirlikisi kdylerini ziyaret eder,
bakkal diikkani da gitgide buytr, sipermarkete donusr
diye diislindd. “Piri Reis'in tiirbesinin burada bulundugu
dustintlmektedir,” yazdiinternettekiicerige.
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2019

The first year of Garp Sessions. When
the participants were asked to lead a
session, the slender and curly haired one
said she did Kung Fu for several years
and would like to share some basic
movements with the other participants.
Practicing the movements at the patio,
one of them started thinking whether it
would be dishonoring the dead for them
to do Kung Fu right next to a grave. But
what she truly wondered washow come
she wasn’t aware that her close friend
knew Kung Fu. Then, she hurt her ankle.

1729

Theyhad been trying to build the castle
for the past sevenyears. It willintimidate
the pirates. Or perhaps to remind God
this forgotten corner on earth. For
infidels, it was enoughtolookat the sea
instead of the rock tofind their way back.
Whenthey callita day today he willagain
headtothe sea.
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2017
She was certain she would be known in
the village as Mrs Doctor. To be there
several times was enough reason for
buying a house there. She had her eye
on the house by the sea. Its previous
owners were animal breeders. Weird,
theyhadturned the side thathasthe best
seaview into a barn. That was going to
be the first wall she breaks down when
she buys the house. She was going to
put a fireplace where the barn used to
be. She had promised to herself that she
would watch the sunset each evening she
spent there.

1957

When he first movedin, she built a big wall
on the side that faces the sea in order
to block the strong sea breeze. He was
going to turn that side into a barn. The
side that faced the street was going to
be his house. In that way, she was going
topartially block the freezing wind. The
house was well located.The previous
Greek owners must have been one of
the wealthy families living in the village.
His was the first house you saw whenyou
enteredthe village. He knew allabout the
village gossips. It was also close to the
coffee shop. He had gotten lucky with
this house.

LarissaAraz

1922

They had packed. Everything was ready. They had
made a few things portable. She walked around
the house one last time touching the walls. She said
farewellto each one of them. Then, they loaded onto
the boat their belongings which they carried downon
adonkey. They set of f for Mytilini. She knew she wasn’t
going tocry. She didn’t. Asthe boat sailed away, she
watched the village which takes pride in being the
most western point connected to land become the
most eastern corner she could see. She was ready to
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1980

Bad things were happening in Ankara. She
hadn’theardfromher sonina while. She had
beenfeelinguneasy since they sent himoff to
college. The fact that he risked his life to be
educated had made her a veryangry woman
inthe past three years. Her husband did not
careatall. Hedidn’t evenunderstand whata
leftist ora rightist was. He would sail of f with
the boatinthe morning and be backat night.

startanew life when she made it to Mytilini.

1853

They had sailed off from Ayvalik. When the
sail of the sailboat got entangled they had
drifted towards Asos. When they missed
it, they started to worry. They didn’t have
enough provisions with them to last a long
drift. Luckily the fishermenhad spotted them
from the village at the edge. First they had
yelled and swore at them mistaking them for
pirates but then they had figured through
their clothes that they weren’t pirates but
just marchants from the town. One of the
fishermen invited them over for dinner. His
wife had made soup. It was his daughter who
brought the soup to the table. The merchants
could not take their eyes of f of the girl. They
just staredat herandher hair showing from
her headscarf. She was so disturbed by their
stares that she had to escape to the dark
room at the back of the house.

He wasa fisherman. Only the fishin Babakale
hadheardhertalkabout these things. That’s
why her only companionlately had beenthe
radio. Until the coup happened.

1999

Allmunicipalities had started using the Internet at this
point. His position at the municipality required him to
generate online contentabout Babakale. After putting
up the geographical details,he wrote about the castle
and the significance of the location of the village for the
Ottoman Empire. His director was definitely going to
like this. The only thing he hadn’t figured out was how
tochange the existence of the tomb of Bektasi Sultan
Baba.He hadlong been pissed about the village being
knownasan Alevivillage. He alsolived there herself and
she wasn’t Alevi. Yes, he had moved here later on but
why did she have to owe obedience to the majority. He
thought about writing on Piri Reis. This way many people
would visit their village and the little grocer’s would
grow intoabig supermarket.He typed onthe Internet:
Itis believed that the tomb of Piri Reis is in Babakale.
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Bumetni 2021 yazinda, Garp Sessionsa yurttict olarak katilmadan once yazdim. Gelecekteki
ishirlikcilerime pratigimi tanittigim ve bu senenin temast olan dinleme pratikleriyle
iligkiler kurdugum hir mektup gorevi gorda. Sanat ve medya calismalari alaninda doktora
egitimime yeni baglamistim ve Garp Sessions'1n kurumsal baglamdaki deneyimlerime
kiyasla nasil bir ogrenme alani sunabilecegini merak ediyordum. Es yarttuct Ali Yalgin
ile birlikte, ‘dinlemeyi” hem metod hem de arastirma konusu olarak ele almaya karar
verdik. Program icin bir araya getirdigimiz metinlerdeki sesler ve kendi deneyimlerim
vekaygilarimarasinda baglar kurdum. §imdi, Babakale'de gecirdigimiz yazin izerinden
yillar gecmisken, bu metni yeniden okudum ve arayisinda oldugum yenilenme deneyimi
olan bu kolektif cabaya bitytik minnet duydum.

Lucia Farinati ve Claudia Firthlin The Force of Listening isimli kitabi, dinleme ile ve
lizerinden devam eden aktivist pratikler lizerine sanatgilar, aktivistler ve politikacilar
ile gerceklestirdikleri konusmalardan olusuyor. Bu diyaloglar, Ayreen Anastas ve Rene
Gabri, the Precarious Workers Brigade ve Janna Graham ve Ultra-redden Robert
Sember gibi seslere yer veriyor.

Lucia Farinati ve Claudia Firth, The Force of Listening, Berlin: Errant Bodies Press:
DOORMATS 6, 2017,

Trinh T Minh-ha'min Cotton and Iron isimli yazisi Minh-ha'nin dinlemeyi belgesel
film yapimciliginin gerekli bir hareketi olarak ele aldigi When the Moon Waxes Red:
Representation, Gender and Cultural Politics isimli kitabinin bir parcasi.

Trinh T. Minh-ha, When the Moon Waxes Red:
Representation, Gender and Cultural Politics, New

York: Routledge, 1991. musun? Neden?

iki metinle diyalog halinde, sizinle, isim - konusma’

+Birine telefon agmadom once

:én\len\ueklerin{n provasini yapiyor !

bicimini paylasmak istiyorum: biri Trinh T. Minh-Ha’nin
“Cottonand Iron” isimlimetni, digeriise “The Force
of Listening,” Occupy Hareketi'nin akibetinde sanatci
ve aktivistlerin konusmalarininmontajt. icgtidiisel bir
dirtii beni bu iki metni se¢meye itti ve ancak simdi
geridonip bakinca,icgorilerinin benim yaptiklarim
vearzuladiklarimla ne kadar derindenig ice oldugunu
net bir bigimde gorebiliyorum. Bana belirli bir lens
saglayarak bazi sorular sormaya itiyor. “Kolektifi

-Ya\flwormv\. Sanirnm i\eﬂ,;hvx kurmak

v\ci‘erince karmagik oldvxécmdom is,in.-

Zilhnim beni alensirli duramlara
\Ao\urhﬂor. Bu da WWd‘M“ o\vw‘or,
tegekkirler. Ancak bazen
di&;i&ncelzﬁmdz kow‘bolm]omm ve
gihnime bu digiinceleri birakmam
gerekfiéini :‘éwi'vlu‘omm.
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kanal olarak distnmeyi seviyorum,” diyor Lola, kolektif dinleme iizerine olan bolimiin
sonunda (Farinati & Firth, 101).

Budiistincelerden bazilarininislerimiz, dinleme kavramlari ve pratikleri, ‘gercekei hikaye(ler)”
(Minh-ha, 21), bilgi, gii¢, ve igimizde bulup yaratabilecegimiz yenilenmenin kdseleriyle ilgili
sohbetlere alanacacaginiumuyorum.

Bir siire 6nce, kendimi masamda oturup, bilgisayar niinde uzun saatler diger PhD
ogrencilerinin tezlerininilk bélimlerinin sunumlarini dinlerken buldum. Katiimcilardan biri
okumaya basladiginda, sesindeki gerginligi ekrandan dahi hissedebiliyordum. Dudaklari
sikica buizlilmis, kollari viicuduna yapismis ve omuzlari gozle goriliir bicimde gergindi.
Yazisini sunus bigimi, aylardir tasidigi agir yiiki hissetmemi sagladi. Gergin ve yorgun
gorintyordu ve dzgliveninin gozlerimin 6niinde eriyip gitmesini izledim. Sozlerinde
karsisindakinimemnun etme ve basariliolma cabasin, belirli belirsiz beklentilerikarsilamaya
calistigini duyabiliyorum.

Bitirdiginde, isi parca parca olmustu — hem agikga belirtilmis hem de 6rtik sekillerde.
Danismanlardan biri 6zellikle acimasizdi ve yorumlariyla onu tepetaklak etti. Buelestirilerden
verimli sonuclar cikarabilecek olsa da, benim icin daha énemli olan, bu lziicti adamin
nazikge dinlemeyi 6grenmemis olmasiydi.

Hala canimi yakan ise “dogru olani yapma” ¢abasina karsin maruz kaldigi siddet ve
“ugumlanma” arayisini degersiz atfeden giic kullanimiydi. Trinh T. Minh-ha s&yle diyor:
‘Gozanu korkutma butdn duzenlenmis bilgi Uretimi ve mesrulastirmada kullanilan guc
stratejilerinin bir parcast.” (Minh-ha, 20)

Bu sahne uzunca siire zihnimde yer etti. Odada, nahos yorumlarin etrafinda bir normallik
hissi ve sessizlik hakimdi. Kendikendime bu durumun ne kadar yaygin oldugunu ve yapacak
bir sey olmadigini sdyledim. Ancak yapilabilecek ¢cok sey var! Bize daha iyi dinleyiciler
olmayi 6gretebilecek var olan yerlere ve pratiklere bakmaya baslyorum. Her yerde
ama hicbir yerde olmayan seylerden bu da belliki. Roberts der ki: *Kisi kendli geliskilerini
duymaya ve kendini onlari arastirmaya vermeye kararh oldugunda. isi kolaylasiyor”
(Farinati & Firth, 85)

Diinya ile baglikalmama izin veren siginma alanlariariyorum. igindeki ve etrafindaki sesleri

size ne soyliyorlar?
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Minh-ha. icin zor olan “hakimiyeti yeniden devridaim ettirmeden yeniden yaratmak”

icin bir yol bulmak. (Minh-ha, 15) Buradaki dneri her isin ve anlatinin belirli bir seviyeden
yenidenyaratmayi gerektirmesi. Kimse bir seyi sifirdan yaratmiyor; diing aliyor, kullaniyor,
yeniden ddnustirliyor, geriveriyor. Ama ¢ikis noktalarim, etkilesime gectigimmateryaller,
diistincelerimi sekillendiren sesler geride birakmayi tercih ettigim bir diinyanin pargasiyken,
o diinyay! terk edip lizlictiadam dahil herkesi nasil yanimda gotuiririm?

Egitimime basladigimdan beri, sonralarikiirator olarak calisirken ve simdide Uiniversitede
arastirmaciolarak, bazenisimin gercek pratigime paralel gittigini hissettim. Bumetinde
heniiz isimin ne lzerine olduguna deginmedim dahi! Bircok diistincem kendimle ve
cevremdekilerle disarida birakma sistemlerine karsi calismak ve onun yerine diisinmek
ve neseli kesifler icin alan yaratmak lizerine tartismalara meydan veriyor. Benim igin
soru:isimle nasil degisime yol agabilirim ve buna ne yardimei olur? Dinlemenin politikasinin
burada devreye girdigini diistintiyorum.

Claudiia icin, “sanat ve aktivizmin kesisimiyle ilgili soru séylesimsel pratikler ve grup
olusumunda dinlemenin rolli.” (Farinati & Firth, 81) Bubaglamda, dinlemek bir iliski kurma
araci. Dinleme celiski ve farklilik etrafinda bir grup olusturma gérevi gorebiliyor. Ayrica,
yer degistirmek, uzaklasmak ve dengeyibozmak icin bir arag haline gelebiliyor. Minh-ha
bana bu tiir bir yer degistirmenin “tekrarin icerisine farklig katmanin® (Minh-ha, 21) bir
yontemi oldugunu hatirlatiyor ve bdylece tahakkiime karsilik yaratici bir hareket haline
geliyor. Bu ytizden sunu merak ediyorum: eger dinleme var olan ériintilerime farklilik

katiyorsa, bu dinlemenin yaratici bir hareket oldugu anlamina mi gelir?

Nasil dinledigikisinin nasilkonustugunu sekillendiriyor. ‘O hakkinda konusmuyor”—bu Trinh
T.Minh-ha’nin uzun zamandir izledigi bir metot (Minh-ha, 12). Boylece s6z eyleminde veya
aslinda herhangibir iligkisel eylemde var olankarmasikliga yalnizca insan etkilesimlerinde
degilamakisinin nasil sanatisleri, yazilar, nesneler, teknolojiler ve diger canlilarla birlikte
dinledigini g6z 6niinde bulundurarak cevap veriyor.
Bu konusmalar, yer degistirerek ve buradan
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['wrote this text in the summer of 2021 before attending Garp Sessions as a facilitator. It
served asaletter to my future collaborators, introducing my work and relating it to practices
of listening, which was the theme of this year. I had recently started my PhD in art and
media studies and I was interested in what kind of a learning space Garp Sessions could offer,
especially in comparison to my experiences within the institutional setting. Alongside my
co-facilitator, Ali Yalgin, we made the decision to embrace ‘listening” as both a methodology
and subject matter for the itinerary. I drew connections between the voices present in the
texts we prepared for the session and my personal experiences and concerns. Now, years after
our summer in Babakale, I re-read this text and feel gratitude for our collective endeavor
which was an experience of regeneration that [ had been searching within these very lines.

Lucia Farinati and Claudlia Firth, The Force of Listening, Berlin: Errant Bodlies Press:
DOORMATS 6, 2017,

Trinh T Minh-ha’s text Cotton and Iron is part of the essay collection When the Moon
Waxes Red: Representation, Gender and Cultural Politics, in which Minh-ha proposes
listening as a necessary act of documentary filmmaking.

Trinh T. Minh-ha, When the Moon Waxes Red: Representation, Gender and Cultural
Politics, New York: Routledge, 1991.

Ilwant to share with you a kind of ‘speaking to’my work by getting in dialogue with two
texts: one is “Cotton and Iron” by Trinh T. Minh-ha and the other being “The Force of
Listening,”a montage of conversationbetweenartists and activistsin the aftermath of
the Occupy Movement. Anintuitive impulse led
me to pick themup, and only now, with hindsight,
| can see more clearly how their insights are +Before making a telephone call
deeply intertwined with what | do and desire. do You ever rehearse what You are
They provide me witha particularlensandthey

9oing to mv\? N\m{.’

lead me to pose certain questions. “I like the idea

+Senin igin arkadaghk ne anlama Scliv\or?

-Arkadaglik :e?ﬂmi{ bir ailedir. Her aile
9ibi toksik, 6&9&&(\0,{1'{1;(;, sevecen, naeik,
dramatik, matlulak verici, umatla, bo@nml\

ve daha birgok ey olabilir. Ama yine de

umit vericidir si&nki bence her insan
ili{ki:i, otekinde kendimizi 9‘drdi&§i&w\i&&de
d'dnif\;tbilir.

ortaya ¢ikan celiskilere dikkat ederek hareketli
bilme bicimlerine izin veriyor. Sanirim ben de
tretimlerimin bununlailgili olmasiniarzuluyorum.
Bunun icin siginma alanlarina, dinlemenin
glictini nasil kullanabilecegini baskalariyla
tartisabilecegimyenilenme alanlarinaihtiyacim
var. Oniimiizdeki on giin boyunca birbirimizi nasil
dinlemeyi 6grenecegimizi merak ediyorum.

of the collective as channel,” Lola concludes
the chapter on collective listening (Farinati &
Firth, 101).

| hope that some of these reflections will
open up a conversation about our respective
work, the concepts and practices of listening,
about “truthful storfies]” (Minh-ha, 21), about

Yes | do. | guess, becanse
communication is complex. My
mind wants to prepare me for

tricky situations. That’s helpful,

thank You. Sometimes, however, |

921‘ lost in it and then | tell My
mind to let it 90.
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knowledge, power and corners of regeneration that we might be able to findand create
within.

Awhile ago, | found myself seated at my desk, spending a significant amount of timein
front of my screen, listening to fellow PhD students as they presented the first chapter
of their theses. As one of the participants beganreading, | could sense her tension even
throughthe screen. Her lips were tightly pursed,arms held close to her body and shoulders
visibly tense. The way she presented her paper made me sense the heavy burden she
had carried over the past months. She seemed stressed, fatigued, and | witnessed her
self-esteem diminish right before my eyes. Through her words, | heard her efforts to
please and perform well, striving to meet some nebulous expectations.

Once she had finished, her work was torn into pieces —both in overtly expressed and
subtle ways. One of the supervisors was particularly nasty and rolled over her with his
opinions. While it is possible that her work could have benefited from his critique, what
held more significance, inmy eyes, was that this sad manhad notlearned tolisten gently.

What still gives me heartache is the violence connected to her attempt to “make it
right,” and the exertion of power that deemed her pursuit of “fittingin” worthless. Trinh
T Minh-ha says: “Intimidation is part of the omnirevised strategies of power exerted
in the production and legitimation of knowledge.” (Minh-ha, 20)

This scene has lingered in my mind and stayed with me. In the room, there was a sense
of normalcy and silence around the nasty responses. | find myself thinking, that this
situationis suchanold hat, whatis there tobe done? And yet, | think everything needs to
be done!lbegin by searching for concrete spaces and practices that already exist and
that can teach us to become better listeners. It seems to be one of these things that
are everywhere and yet nowhere at all. Roberts advises: “I think it’s really helpful when
youbeginto hear your own contradictions and decide then to actually ground yourself
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domination.” (Minh-ha, 15) The proposition here is that all forms of work and discourse
involve some level of re-creation. No one creates something entirely from scratch;
rather all borrow, use, recycle, give back. But how am l about to do this, if the grounds
from which I work, the materials | engage with, the voices that shape my thoughts are
part of a world that | would prefer toleave behind,abandoning it while taking everyone,
including the sad man, along with me?

Since | began my studies, then working as curator and now as a researcher at the
university, | have at times felt that my work runsin parallel to my actual practice. Look at
this text, lhaven’t even delved into what my work is actually about! Much of my thinking
flows into discussions, both with myself and those around me, on how to work against
systems of exclusionandinstead create spaciousness for thinking and joyful exploration.
The question for me is: how can | bring about change in my work, and what helps me to
do this? I thinkit is here that the politics of listening comesiin.

For Claudia, “the questioninregardto the intersection of art and activismis the role of
listening in dialogic practices and group formation.” (Farinati & Firth, 81) In this context,
listeningis a means of creating relations. Listening can constitute group formation, that
is organized around contradiction and difference. Moreover, it can become a tool for
displacing oneself, to move away, to disturb oneself. Minh-ha reminds me that this form
of displacement is a way of “introducing difference into repetition” (Minh-ha, 21) and
assuchitbecomesacreative act against domination. Solwonder:if listeningintroduces
difference into my patterns, islistening a creative act?

Itappears tome that the way onelistens shapes the way one speaks. “S/he does not speak
about it” - this has beena methodology for Trinh T. Minh Ha for a long time (Minh-ha, 12).
Andby this, she responds to the complexity presentinany speech-act or,|would say,inany
relationalact; not onlyinhumaninteractions, butalso
regarding how one listens with, through, like, nearby

+What does Frievxd:\nif mean to v’ov\?

works of art, writings, objects, technologies or other ~Friendship is & chosen family. And like

inthe investigation of them.” (Farinati & Firth, 85) living beings. These conversations allow for mobile all families, can be toxic, freeing,
ways of knowing, for being displaced and engaging [REIEYSRSEC N LU A TUT T ATAZATT A

in the contradictions that emerge from here. I think longing, melancholic, desperate,
\norc_Ful, defendomf and with more

Iwant spaces of refuge that allow me to remain engaged with the world.laminterested

inthe ambiguities one journeys through when one follows the voices within and around this is my desire for what my work should be about.

% . o)
oneself. If you listen closely, what do they tell you? For this, | need spaces of refuge, of regeneration compelexifies foen lican hat But its
o promising becanse | believe all haman
to conspire with others on how to use the power of A
connections can be transformed when we

For Minh-ha the challenge is to find a way to ‘re-create without re-circulating listening out in the world. | am curious how we will

recognim ourselves in the other.

learntolistentooneanother during the next tendays.
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nocturne: Yayimcilik ile Erisim Olusturmak n
Gerko Egert

Julia Bee ile birlikte nocturne’u 2020°’de sanat, akademi ve aktivizm arasinda 6grenme
pratiklerini paylagsmak icin bir platform olarak baslattik. O zamandan beri, deneysel
pedagoijilerle ilgilenen spekilatif el kitaplari ve baska metinler yayinliyoruz. Yayincilik
faaliyetlerimizle izledigimiz temel amagclardan biri bilgiye ve sanata erisimin yani sira
sanatsal,akademik ve aktivist calisma yoluyla erisim yaratmak. Bunedenle tim metinlerimizi
acik erisim ve yaratici misterek lisansi altinda yayinliyoruz. Ancak erisim olusturmak,
bizim icin web sitemizdeki metinlere licretsiz erisimden ¢ok daha fazlasini ifade ediyor.
nocturneile bir lisans atamasinin 6tesinde ve acik erisim lisanslarinin bize izin verdiginden
daha genis bir erisim kavrami sunmak istiyoruz. Yayincilik uygulamalarimizla, erisim
sorununu bilgi ve sanat liretme ve yayinlamanin daha radikal bir elestirisine baglamay
amagcliyoruz. Halihazirda bir metin ya da sanat isi olusturma ediminde kullanilan teknikleri
paylasmayramacliyor ve su soruyu soruyoruz: Diistinme ve yapmanin kendisi nasil erisim
yaratma pratikleri haline gelebilir?

Erisim yaratma pratiklerimizitartismakicin diisinmeye, 6grenmeye ve sanat yapmaya
yaklasimimizla baslayacagiz ve her iki uygulamayi da yayinlar araciigiyla paylasacagiz.
Metin Uretimini, hatta genel anlamiyla diistinmeyi sadece elestirel bir etkinlik olarak
degil, Uretken ve yaratici bir kavram yaratma etkinligi olarak goriiyoruz. Diistinerek
kavramlar icat ederiz (Deleuze&Guattari, 1994). Ancak bu lretim sekli, 6rnegin bilginin
yaratimasi “boylece” olan bir sey degil. Dislinmeyi, belirlenemez hatta degistirilemez
bir siire¢ degil, cok sayida teknik ve yontemle miimkiin kilinan bir stire¢ olarak anliyoruz.
Bu tekniklerin bazilarini Giniversitede 6greniyoruz, 6rnegin hermeneutik, yapisokim,
psikanaliz, feminist teori veya postkolonyal kavramlar. Diger diistinme teknikleri, sosyal
kokenlerimiz, cinsiyetimiz ve bunlarla iliskili gtinlik deneyimlerimiz araciligiyla sekillenir. Bu
tekniklerin bir kismibilingli olarak, bir kismibilingsizce kullaniimaktadir. Diislinme siirecine
benzer sekilde, sanat yapmak da tekniklerle doludur. Sanati ustaca bir yaratma eylemi
olarakanlamak yerine, cok sayida teknigin herhangibir sanatsal liretim biciminin parcasi
oldugunu diistinebiliriz. Yine, bazilariagikga 6grenilir - 5rnegin, sanat okullarinda 6gretilen
¢izim, dans veya film diizenleme teknikleri - digerleri sanatcilar tarafindan gelistirilir ve
her zaman glindelik hayatin Usti kapal tekniklerini icerir: hareket teknikleri, algilama,
iletisim, ve organizasyon. Bu farkli tekniklerin etkilesimi, sanatsal tiretimin her siirecinde
is bagindadir.

Bu teknikler nadiren sadece bir kisi tarafindan pratik edilir. Kolektiftirler, dgrenilirler,
pratik edilirler ve dolayimlanirlar. Yukarida bahsedilen tiniversite ve sanat okulu gibi
egitim kurumlarina ek olarak, teknikleri daha az ve daha ¢ok resmi kolektif durumlarda
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ogreniyoruz: Gocukken (6rnegin kosma ve yiizme), glinliik hayatta (6rnegin yemek pisirme),
arkadaslarla (6rnegin partilerde), atdlyede (6rnegin resim yapmak, takimak, okumak,
e-postalari yanitlamak), provalarda (6rnegin tartismak, denemek, pratik etmek), kendi
kendine organize olan okuma gruplarinda (6rnegin tartismak, planlamak) veya politik
aktivizmde (6rnegin engellemek, isgal etmek, protesto etmek). Tiim bu durumlar, tekniklerin
dolasmasi ve yayilmasi icin gesitli alt yapiyi olusturur. Bu durumlarda, teknikler diger
tekniklerle karisir, birlesir ve birbirini degistirir ve hatta sanat, yazi ve aktivizmi kolektif
pratikler haline getirerek yeni tekniklerin ortaya cikmasina izin verir.

Acik Kaynaklh Diisiinme ve Uretme icin El Kitaplar:

El kitabi niteliginde metinlerinin yayinlanmasiyla amacimiz, Griinlerinden ¢ok teknikleri
yayinlamaktir. Buanlamda, el kitaplariagik erisim yerine acik kaynak olarak anlasiimalidirt.
Ticari olmayan ve kolektif programlama bicimi olarak acik kaynak, yaziim gelistirme
alaninda ortaya ¢ikti,ancak simdibirgok alanda bulunuyor. Agik kaynak ile dncelikle isbirligi
ve tekniklerin gelistirimesi pratigi olarakilgileniyoruz?. Yazilim tiretiminin disinda kolektifler,
koreografi ve performans alaninda acik kaynak uygulamalariyla calisiyor. Ornegin,
Everybody’s Toolbox ve ardindan Nobody’s Business, koreografive performanslarin tiretimi
icinkoreografik tekniklerive miizikleri paylasan platformlardir. Diger 6rnekler arasinda,
prosediirleri ve siirecleri dahil olan herkes tarafindan degistirilebilen, gelistirilebilen ve
yeniden yazilabilen, direktori Laurence Rassel (2018) tarafindan acik kaynakli bir kurum
olarakytiritllen Briksel'deki Ecole de recherche graphique ve Cassie Thornton tarafindan
gelistirilen ve “insanlari kapitalizmden uzaklastirmak icin acik kaynak, esler arasi, viral
sosyal teknoloji” olarak tanimlanan bakim teknigi The Hologram sayilabilir (2020: 13).
Her iki durumda da, kurumsal erisim saglamak icin acik kaynak teknikleri kullanilir. Ancak
mevcut kurumlara erisim yaratmak yerine, yeni ve farkl sezgi ve kurumlasma tarzlarini
miimkin kilan erisim pratikleri Gretirler.

Bu projeler dogrultusunda erisimi paylasim teknikleri agisindan ele aliyoruz. Bu nedenle
erisim ve teknikler ikili bir sekilde iligkilidir: Bir tarafta erisim yaratmak, diistinme ve yapma
suirecindekibir teknikken, diger tarafta tekniklerin kendileri erisim bicimleridir. Erisim, bir
seye erisimi mimkiin kildigianlaminda basitce ikincil olmadigiicin, kendiicinde tiretkendir:
erisim, onunla bir seyler liretebilecegimiz bir tekniktir. Dolayisiyla erisim yaratmak, yalnizca
Uretim stireglerine erisim yaratmak anlamina gelmez, aynizamanda erisimin tiretkenligini
de esit sekilde tanimlar. Ornegin, cocukken yiiriimeyi 6grenmek, yalnizca énceden var
olan bir hareketlilige erisim saglamaz, ytirime yoluyla hareketlilik yaratir. Ya da teori
alaninda: Feminist diislince, basitce zaten var olan, daha 6nce erisilemeyen bir bilgiye
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erisim saglamaz, bunun yerine feminist bir yaklasimin kendisi yeni - yani: feminist - bilgi
Uretir.nocturne ile yayinladigimiz, kolaj yapma, spekiile etme veya miizigi yeniden miksleme
gibi sanatsal teknikler, bu anlamda Uiretken erisim bicimleridir; burada erisilen, erisim
biciminin kendisikadar liretimin bir parcasidir. Feminist ve elestirelirk teorisyenlerinden,
belirli(genellikle dolayliolarak kullanilan) tekniklerin bilgiye, tiniversiteye veya sanata erisimi
nasll saglayabildigini ve baskalarinin bu sezgilere erisiminasilimkansiz kilarak dislanmaya
yolagabilecegini 6grendik. Engellilik arastirmalarindan, bu dislanmanin sadece ekonomik
ve sosyal boyutlari olmadigini, fiziksel, duyusal, dilsel ve psikolojik diizeylerde de var
oldugunu biliyoruz. Bu nedenle erisim yaratmak, ayni zamanda bu dislama bigimlerine
karsi miicadeledir. Teknikleri iretken bir erisim modu olarak diistinmek, basitce mevcut
bilgi ve sanatsal tiretim bicimlerine katiimi saglamak degil, onlari degistirmek anlamina
gelir. Erisimler - mimar ve engellilik teorisyeni Margaret Price’in 6ne siirdiigii gibi - suanda
ongorilemeyen lretim tarzlariniele almak icin her zaman gelecege yénlendirilmelidir (2017).
Erisime spekilatif bir boyut eklemek, birlikte ve farkli sekillerde calismayy, diistinmeyive
hareket etmeyi mimkin kilar.

Yaymeilik Yoluyla Erisim

Agclk erisimi, erisimin merceginden ve Uretken boyutlari iizerinden yeniden diistinmek
yayincilik uygulamalarinida degistirir: bir metnin veya bir sanat eserininacik erisimlisansi
araciligiyla olabildigince 6zgiirce dolagmasina izin vermek yerine (buna acik erisimin lojistik
ideali denebilir), Giretimin kendisini “erisimin yaratiimasi” olarak anlamakla ilgileniyoruz. Bu
acidanbakildiginda erigim, olasi sonuclarioldugukadar, calistigimiz teknikleri de icerir. Sanat,
akademi ve aktivizmde, her tiirlli teknigi paylasmaya ve 6grenmeye dayali agik kaynaki
bir calismadir. Yayin diizeyinde, acik erisimden acik kaynaga gegisi, dncelikle 5grenme
pratiklerini yayinciiginkilerle iliskilendirerek stirdiiriiyoruz. Bu siirecte, yayincilik artik
o0grenmeyi takip etmek, el kitabi seklinde 6gretme ve yayinlama siireglerinin bir parcasi
haline gelir. Bu, yayinlamayi gretme ve 6grenmeyi 6nemliama hicbir sekilde ayriolmayan
bir parcasi haline getirir. Yayinciligi pedagojiile i¢ ice gecirerek, erisimin olusturulmasini
herhangi bir Giretim stirecinin bir parcasi haline getirmek istiyoruz. Teknikleri gevrimici
ve gevrimdisiyayinlar yoluyla paylasarak buamaci tesvik ediyoruz ve tiretmekte oldugu
kadar diistinmede de erisimi artirmayi umuyoruz.

!El-kitaplarinthttps://nocturne-plattform.de/texts?_locale=enadresinde ¢evrimicive ayricakitap olarakyayinlyoruz (2020, Almanya).
Girisiningilizce versiyonu ve el-kitaplariicin Bee/Egert 2022) yayinina bakabilirsiniz.

?Benzer bir yaklasim, Femke Snelting tarafindan | think that conversations are the best, biggest thing that Free Software hasto offeritsusers
adialtinda toplanan programcilarlaréportajlarda gériilebilir.
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Gerko Egert

JuliaBee andlstartednocturnein2020 as a platformto exchange practices of learning
acrossart,academia,andactivism. Since then, we have been publishing speculative how-
tos and texts that engage in experimental pedagogies. One of the key aims we pursue
with our publishing activitiesis to create access:access toknowledgeandartaswellas
accessthroughartistic,academic,and activist work. Thisis why we publish all our texts
open access under the creative commons licenses. But creating access means much
more to us than free access to these texts on our website. With nocturne we want to
engageinawider notion of access thanthe openaccessand creative commonslicenses
achieve. With our publishing practices we aim to link the question of access to a more
radical critique of producing and publishing knowledge and art. We aim to share the
techniques that are at work already in the act of making a text or a work of art, asking:
How can thinking and making become practices of creating access in their own right?

Todiscuss our practices of creating access, we will start with our approach to thinking,
learning, and making art as well as sharing these practices through publication. We
understand the production of text, or even thinking in its general sense, not just as a
criticalactivity but as the productive and creative activity of creating concepts. Through
thinking we invent concepts (Deleuze & Guattari,1994). However, this mode of production,
i.e., the creation of knowledge, is not something that happens “just like that.” Rather than
being an indeterminable or even unchangeable process, we understand thinking as a
process made possible by numerous techniques and methods. Some of these techniques
welearnatuniversity,i.e.hermeneutics, deconstruction, psychoanalysis, feminist theory,
or postcolonial concepts. Other techniques of thinking are shaped through our social
origins, gender, and the everyday experiences associated with them. Some of these
techniques are consciously others are unconsciously used. Similar to the process of
thinking, making artisalsoa process brimming with techniques. Instead of understanding
artasaningeniousact of creation, we recognize that numerous techniques are part of
anyformof artistic production. Again, some of themarelearned explicitly - for example,
drawing, dance, and film editing techniques as taught at art schools — while others are
developedbyartists themselves and always include the implicit techniques of everyday
life — techniques of movement, perception, communication,and organization. The interplay
of these different techniquesis at work in every process of artistic creation.

These techniquesare hardly practiced by any oneindividualalone. Instead, theyare learned,
practiced, and mediated collectively. In addition to the aforementioned educational
institutions of the university and art school, we learn techniques in a whole range of
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more or less formal collective situations: as children (e.g., running and swimming), in
everydaylife (e.g., cooking), with friends (e.g., parties),in the studio (e.g., painting, hanging
out, reading,answering emails),at rehearsals (e.g., discussing, trying, practicing),in self-
organized reading groups (e.g., discussing, planning), or in political activism (e.g., blocking,
occupying, demonstrating). All these situations form the diverse infrastructure that
allows techniques to circulate and spread. In these situations, techniquesinterfere with
other techniques, combine, and change each other, and even allow new techniques to
emerge, thus making art, writing, and activism collective practices.

How-tos as Open Source Thinking and Making

By publishing how-to style texts, our aim is to publish techniques rather than their
products. In this sense, the how-to is to be understood as open source rather than
openaccesst. As a form of non-commercial and collective programming, open source
originatedin the field of software development, butis now foundinmanyfields. We are
interested in open source primarily as a practice of collaborative work and as a mode
for the development of techniques?. Outside of software development, collectives are
working with open source practicesin the field of choreography and performance. For
example, Everybody’s Toolbox and subsequently Nobody’s Business are platforms that
share choreographic techniques and scores for the production of choreographiesand
performances. Other examplesinclude the école recherche graphicinBrussels, runas
anopensourceinstitutionbyits director Laurence Rassel (2018) and whose procedures
andprocesses canbe changed, developed, and rewritten by everyone involved,and The
Hologram developed by Cassie Thornton, a care technique described by Thortonas “open
source, peer-to-peer, viral social technology for dehabituating humans from capitalism”
(2020: 13). In these cases, open source techniques are used to produce institutional
access, butinstead of creating access to existing institutions, they generate practices
of access that enable new and different modes of building them.

In line with these projects, we think about access from the perspective of technique
sharing. Access and technique relate to each other in a double way: on the one hand,
creatingaccessisatechnique of the process of thinking and making, while onthe other
hand, techniques are themselves forms of access. Access is not simply a secondary
product of techniquesin the sense that techniques enable access to something, instead,
accessis productive inand of itself — access is a technique with which we can produce

!We publishhow-tosonlineathttps://nocturne-plattform.de/texts?_locale=enandasabook(2020,in German). ForanEnglishversion of theintroduction

andsomehow-tos, see Bee &Egert(2022).

2Asimilarapproachcanbefoundintheinterviews withprogrammers collected by Femke Sneltingunder thetitle Ithinkthat conversationsarethe best,

biggest thing that Free Software hasto offerits users (2015).
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something. Thus, creating access not only means creating access to processes of
production, but equally describes the productivity of access itself. As an example,
learning to walk as a child does not simply enable access to a preexisting mobility, it also
creates mobility though walking. Or, in the field of theory, feminist thinking does not simply
enableaccesstoanalready existing yet previously inaccessible knowledge, but rather, a
feministapproach produces anew, thatis, feminist, knowledge. The artistic techniques
that we published with nocturne, suchas collaging, speculating, or remixing music arein
this sense forms of productive accessin which that whichisaccessedisas muchapart
of productionas the form of access itself. From feminist and critical race theorists we
learned how certain (oftenimplicitly used) techniques cancreate access to knowledge, the
university, or thearts,and how others canmake access to these institutionsimpossible,
leading to exclusion. From disability studies we know that this exclusion does not only
have economic and social dimensions but that it exists on physical, sensory, linguistic,
andpsychologicallevels as well. Creating accessis therefore also the fight against these
ways of exclusion. To think of techniques as productive modes of access does not simply
mean enabling participationin existing forms of knowledge and artistic production, but
changing them. Access should — as the architect and disability theorist Margaret Price
argues —alwaysalso be directedinto the future to address those modes of production
thatare currently unpredictable (2017). Adding a speculative dimension to access makes
it possible to work, think, and act together andin different ways.

Access through Publishing

Rethinking openaccess throughthe lens of its productive dimensions shifts the practices
of publishingas well:instead of letting a text ora work of art circulate as freely as possible
through an open access license (one could call it the logistical ideal of open access),
we are interested in understanding production itself as a “creation of access.” From
this standpoint, access includes the techniques we work with as much as that work’s
possible outcomes. Itisanopensource work, based on sharingandlearning with allkinds
of techniques —inand across the arts, academia, and activism.

At the level of publication, we pursue the shift from openaccess to open source primarily
by connecting the practices of learning with those of publishing. In this process, publishing
is no longer subsequent to learning, but becomes part of the teaching and publication
processesinthe formof a how-to. This makes publishing animportant part of teaching
and learning. By intertwining publishing with pedagogy, we want to make the creation
of access a part of any production process. By sharing techniques though online and
offline publications, we foster this aimand hope to manifest accessin thinkingas much
asinmaking.
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Kurak bitki 6rtiistinde biiytiyen canlilarin sikliklari azdir. Birbirine yakinliklari kullandiklari
kaynaklarin yeterliligine gore degisebilir. Ben genellikle yalniz buytdim, siki sikiya
yanimda tuttugum seylerin yeterli oldugunu diistinerek. Riizgar kurak cografyalara
eslik eder, stirekli sirkiile olan hava nemlenecek zamani bulamaz. Neden sikilmadigimi
cok diisinmedim. Riizgari ne kadar ¢ok teninde hissedersen o kadar ¢evrenin kocaman
bir hacimle doldugunu diistiniirsiin. Dolayisiyla agaglar ve ¢ali kimelerinin arasindaki
mesafeler gittikce artar, sanki her birinin anlastigi ve bagl oldugu toprakta sinirlari
vardir. Onlara yaklastiginda birlikte hissedersin ¢linkii beslendigi bosluga girmis olursun,
cok yakininda biiyiimeye calisirsan biiyiik ihtimalle birlikte 6lirstiniiz. Babakale biraz
bdyle, her bitki tane tane, eger su seviyesinden yukaridaysan aralarindaki mesafe
daha ¢ok aciliyor ve bazi anlarda daglarla sariimis biricik yerlerde siklasan bitki
ortusline rastlhiyorsun. Fanatik bir his ¢linkli boslukla cevrildiginde onu dolduracak
hisleri durduracak direngle karsilasmazsin. Denize yakin evde bulusuyorduk, benim
genellikle aksamdiisti ¢imlerin lizerine uzandigim ve gokytiziinii izledigim yerin altinda
mezar varmis. Bunu sonra 6grendim, oraya yeniden geldigimde viicudumun izi gérindir
oldugu icin ayni yere yatmaya calistim. Nedense disiplinli olmam gerekiyormus gibi
hissetmistim. Kéyde savas gururunu ve tarihini tasiyan ipuclari gérebiliyorsunuz.
Stratejik bir avantaj, cografyanin ve topragdin kullanildigi bir zaferi herkes biliyor ama
artik glincel degil dolayisiyla bunu yasatmak icin kdytin merkezinde bicak tireten bir
zanaatkar var. Bicaklar éldirme 6zelliklerine gore tasarlamayacagina artik yemin
etmis ve biz de ordaki glinlerimiz boyunca meyve ve sebze kesiyorduk. Kurak yerler sulu
meyve verir. Ben 15 yasimda bile bazen yataga isiyordum, utandigim igin arkadasimda
kaldigim zamanlarda uyumadan 6nce hi¢ su icmezdim. Su iceren besinlerin her zaman
sehvetli bir esigi vardir, belki de gevrelerinin kurakligiyla birlikte onlar igin biricik olan
topladiklari suyun bir anda disari cikmasiyla katlanir. Biittiniiyle erotik ve muhafaza
temelli bir an, siki sikiya saklanilan degerler dirtiildigiinde disariya sakince cikmazlar.
Suburanin gegim kaynag, balik¢gilik Babakale’de olmasaydi burasi kendini stirdiiremezdi.
Dolayisiyla herkes suyun degerinin farkinda. Hayatim boyunca deniz yerine ormana yakin
yasadim, bu beni daha dolayli diistinen biri yapti. Ormanda cizgiler gokyuziinden topraga
inerken slirekli bozulur ama denizde cok temel gizgisel bir denge vardir ve stireklidir. Yaz
asklarinin masum ve dogrudan olmasi belki de bu yiizdendir. Liman buranin en yapilasmis
yeri, kaynak oldugu icin oraya odaklanilan kararlar kdyiin diger kisimlarini daha sakin ve
sosyal yapmis. Denizle karanin birlestigi yerler liman kadar evcil degil, cogunlukla taslk
ve deniz kestaneleriyle kaplanmis. Yiizmek isteyen birinin karadan suya gegerken sadece
1St ve yogunluk degiskeni disinda odagini suyun altina vermesi gereken bir an. Basilan
yer, ylizmeye basladigimiz ve bitirdigimiz anda énemlidir. Ne kadar yaz sevmedigimi
sOylesem de suyun altinda dolasirken elim taninmayacak kadar cildimin kiristigianlari cok

Cem Orgen GimBigme 51

severim. Asinim kati maddelere 6zeldir, mecazda zaman icin kullanilir. Yazdigim zamanla
Babakale’de oldugum zamanin arasindan yaklasik 3 yil gecmis olabilir. Hafizamin neleri
tasidigini yeni 6greniyorum. Deniz kestaneleri suya doyduklari igin iclerinde protein

tasirlar ¢linkii glines onlara ancak kirilarak ulasabilir.
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The density of beings growing on acrid vegetationis low. Their distance from one another
may change according to the sufficiency of the resources they use. | basically grew
up alone, thinking that the things I hold onto dearly are enough. The wind accompanies
arid landscapes, and the constantly circulating air does not have time to moisturize. |
didn’t question why I wasn’t bored, the more you feel the wind on your skin the more you
think your surroundings are filled with an immense volume. So the distances between
the clusters of trees and plants become greater and greater as if each of them has its
boundaries in the soil that they agreed on. When you get close to them you feel together
because you enter the space where they feed, if you try to grow too close you will probably
die together. Babakale is a bit like that, each plant is piece by piece, if you are above sea
level, the distance between them gets bigger and sometimes you encounter more dense
vegetation in rare patches cuddled in mountains. It feels fanatic because when you're
surrounded by emptiness, there’s no resistance to stop the sensations to fill it. We used
tomeetat the house near the sea, and | found out later that there was a grave under the
place where | usually lay on the grass in the afternoon and watched the sky, and when |
came back there again, | tried tolie on the same place because the trace of mybody was
visible. For some reason, | felt like | had to be disciplined. In the village, you can see hints of
war pride and history. Everyone knows the strategic advantage, a victory using geography
and land, but it’s no longer relevant, so to keep it alive there is an artisanin the center of
the village who makes knives. He has sworn that he will no longer craft knives for killing
properties and we were cutting fruits and vegetables during our days in Babakale. Dry
places produce juicy fruit. Even when | was 15, | sometimes peed in bed, and when | was
staying at my friend’s houses, | never drank water before going to sleep because | was
embarrassed. Watery foods always have a lustful threshold, perhaps because in the aridity
of their environment they endure the sudden release of the water they have collected,
whichis unique to them. It’s a moment of total eroticism and preservation, of tightly held
values that don’t come out quietly when prodded. Water is the source of livelihood here,
without fishing in Babakale this place would not be able to sustain itself, so everyone is
aware of the value of water. Allmy life | have lived closer to the forest than the sea, and this
has made me a more indirect thinker, in the forest, the lines are constantly distorted as
they descend from the sky to the underground, but in the sea, there is a very basic linear
balance and it is continuous. Perhaps this is why summer loves are innocent and direct.
The harbor is the most developed part of the village, since it is the source, the decisions
concentrated there have made the other parts of the village more calm and social. Where
the land meets the sea is not as tame as the harbor, mostly stony and covered with sea
urchins. It is a moment when swimmers focus not only on the temperature and density
variables but also on the water underneath when moving from land to water. Where we
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stepisimportant at the moment we start and end the swim.No matter how muchlsayl
don’t like summer, | love the moment when my skin wrinkles so much that | don’t recognize
my hand while wandering underwater. Erosionis specific to solids, used metaphorically
for time. About 3 years may have passed between the time I am writing and the time
| was in Babakale. ’'m just learning which memories | carry. Sea urchins carry protein
inside them because they are saturated with water and the sun can only reach them
through refraction.

asdizen iR NOTLAR
Burak Tas MASAYA DAIR .

Garp Sessions tarafindan bu kitaba icerik Uiretmek izere davet edildigimde, 2020
deneyimim ve bunun benim igin ne anlama geldigi lizerine diistindiim. Programa davet
edildigimde hissettigim sicaklik hissini hatirliyorum, sonugta ben ne bir sanat ¢alisaniydim
ne de organizatdrler, ylriitiiciiler veya katilimcilardan birini taniyordum. Bu davet, benim
icin, birilerinin diistincelerimi duymak ve benimle birlikte diisiinmek istedigi anlamina
geliyordu bir diistiniir olarak goriinir ve dahil edilmis hissettim. Ama goriilmek ve dahil
edilmek benim igin neden bu kadar 6nemliydi? Hayatimin bilgi tiretimiyle ilgili benzer

diger alanlarinda kendimi disarida birakiimis mi hissediyordum? Bir parcasi oldugum
TWhat is the greatest akademik cevrelerde sesimin duyulmadigini mi hissediyordum? Oyleyse, bu nedendi?

accomﬂi:\«\menf of your life? Sonzamanlarda bilimselbilgi tiretimiile lintili disarida birakmanin politikasi ve bu dislayici

. pratiklerin listesinden gelme yontemiolarak alintilama adaleticitation justice] izerine

=My friendships. | feel very blessed | dustintiyorum. Ancak bu yazinin odagi bilgi tiretimindeki dislayici pratikler degil. Buyazida,
( and kind of proud ) to be still

very close to most of My childhood

insan olmayan bir eyleyen olanve program boyunca katilimcilaribir araya getiren Garp
Sessions masasina odaklanacagim.
friends. There is something

soothi ng about bein9 around feoflz Kregg Hetherington (2020) masayi yalnizca bir mobilya olarak degil, arastirma kosullarini
who have known 4ou forever, fwf\e sekillendiren, arastirma altyapisinin bir parcasi olarak tanimlar. Hetherington’in bu
who make ou feel at home. And gorustlini takiben, sunu sormak istiyorum: Bir masa dustincemizi nasil sekillendlirir? Bu
since | moved to Istanbul like 10 soruyu Garp Sessions 2020°nin dort farkliani lizerinden cevaplandiracagim: 1) masadaki

Yyears ago, I’ve been fortunate katiimcilar arasinda gerceklesen sabah tartismalari, 2) masadan uzakta bir kdy ytirtiyusu, 3)
enough to meet and get close with saha notlariyazmak izere masaya geri dénmem ve bylece 4) masa etrafindakifarkl bakis

50 many fellow artist and art
professional friends with whom | +{f o crystal ball could tell you the truth about

acilarina kendimiacmam. Birlikte yemek yapmak ve yemek yemek masanin hayatindaki ki
diger 6nemlianiolustursa da (Garp Sessions, 2022), bu yazida okuma, tartisma ve yazma

share a valnerable, loyal, and Wom.rel?, your life, the future or ww.ﬂaing else,
cherished relationship. T\r\cU\ make

gibi kabul gormis bilgi Gretimi

what would you want to know? stratejilerine odaklaniyorum.

me feel heard, understood and Yaziyl masayi kdy meydanina 140 yagna kadar yasayabilecek olsan ve son

-1 would like to know about my grandmother tasidigim  varsaymsal bir 90 4iltmi :30;qagindaki “k‘.‘f‘“_ e bed‘“i'fz ©
senaryo ve bir dizi sorugla sahip olabilecek olsan hangisini tercik ederdin?

supported. So Weadn, bcins part of

these Haht-knit ities based . A .
AU Sk e lrma, born in (5erlm, left ()ermomﬁ for C\mcaso
on the grownds of trust and an i bitiriuorum
y i two decades before the Nazis took power (so | Y : -30 wagindaki birinin aklina sahie olmak
investment in each other’s well ¢ 405 ¢

isterdim si)mki{ akil fahmin efﬁéimiadev\ Sok

e am alive). She died in Los Anaeles, uears
bemg LAt grcod’uf 3 1 daha fazlasin ulo\fabilmz kapasitesine sahip.

Masada]}ulusmak: Sahah'[artlgmalarl Belki bir gi«'n hicresel dizlemde wa,;\ommanm "
etkilerini geri sarabilirie. Bedenin u‘o\;lomma

before | was born. | want to know who she was,
what she did, what she liked, what she
thonght about, what her favorite food was,
what she liked when she was a child, what her
dreams were, did she prefer cats or dogs, etc...
That’s what | want to know.

accomplishment in life.

- surecini wavaslatmak ieerine cok faela

Her sabah, o giinkli okumalari Pt Gt b
h aragtirma var ama aklin qok- 4a da en azindan

tartismak lizere masada ben hic dwymadim. Bedenin akla yetigmesini

bulusuyoruz. Digerlerinin saglamak zor da olsa bir olasilik olarak

gelmesini beklerken biri kahve digianiliyor ancak akil bir kere yaslandi mi onu «

geri sarmak pek miamkian de‘s’il SanInm...
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yapiyor ve kendine bir bardak aliyor. Bazilari onu takip ediyor. Cep telefonumu masaya
koyup giiniin okumasinin istiinden geciyorum. Etrafinda toplandigimizahsap masa biitiin
katiimcilaribarindiracak biytklikte. Esitlik ve paydaslik semboli haline gelmis yuvarlak
masaya kiyasla (Mott, 1905; Loomis, 1926), mevzubahis masa dikddrtgen. Yine de, masanin
buna kolaylikla imkan sunmayan kendi maddeselligine ragmen, yuvarlak masa olmaya
dogru bir egilim gdzlemledim.

Tartisma seansina baslamadan 6nce, herkesistedigi bir sandalyeyi seciyor. Sandalyeler
kimseye 6zel olarak tahsis ediimediginden bu durum katiimcilara diledigi kisinin yanina
oturma ve masaya tercih ettigiherhangibir noktadan bakma olanagi sunuyor. Dogaclama
gelisen konuslanmalar farklibakis acilarina imkan sagliyor.

Masa, farklibedenlerin farkli sekillerde bir araya gelebilecegi envaicesit olasilik sunuyor.
Cok gecmeden katiimcilarin masayla etkilesimlerine dair birtakim orintiler beliriyor.
Programin organizatorleriolan Ayse ve Deniz, masaya ve katiimcilara olanyaklasimlarinda
esnek bir tutumizliyorlar ve tartismanin kendi ritmini ve dengesinibulmasina izin vermek
adina masay! cogunlukla uzaktan gézlemlemeyi tercih ediyorlar. iki yiiriitiici, Giulia
ve Ekin, moderasyon rolii Gistlenmekten kaginarak masada diger katilimcilarin arasina
karismayi tercih ediyorlar.

Katiimcilarin masanin basina oturmaktan imtina ettigini gézlemliyorum; bunun ilgili
konumlarin hakimiyet kurmaya dair konotasyonlarindan ileri geldigini diistiniiyorum.
Genel olarak katiimcilar i kisiye kadar rahatga oturulabilen ve boylece digerleriyle bir
arada olmayi kolaylastiran masaninuzun taraflarinda oturmayi tercih ediyorlar (Gorsel
1,5.60). Ben genelde dikkatimin dagiimasini dnlemek ve tartismaya bagl kalmak umuduyla
kendimi mutfak tezgahinin karsisinda konumlandiriyorum.

Ortak olanbaglikalma arzusu, katilimcilarin masanin merkezinden ve diger katiimcilardan
(butiinkatiimcilar aynikdsede oturmadigi stirece) en uzak nokta olankdselerde oturmaktan
israrla kaginmasi seklinde kendini gosteriyor. Koseler en uzak nokta olmakla kalmiyor,
aynizamanda katilimcilara dogru sivri cikintilar olusturarak masanin merkezine uzanma
cabalarinibosa gikariyor.

Katiimcilarin birbirlerini daha iyi duymaya dair ortak arzusu sayesinde bedenleri fiziksel
olarak birbirine dogru cekiliyor. Tartisma siiresince masada herhangi bir hakimiyet
kurmaktan kaginarak masaninbas ve kose kisimlarindan dikkatli bir bicimde uzaklasarak
masanin merkezindeki belirli bir noktada yogunlasiyorlar. Farklibakis agilari birbiriyle 6zenli
bir diyalog halinde. Bu nedenle, masada oturmak yalnizca sahsibir tercih meselesi degil.
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Her sabah, tartismalar baslamadan evvel, masa, katilimcilari daha iyiiletisim kurmaya
ve digerleriyle uyumicerisinde olmaya dair diistinimsel bir egzersize davet ediyor.

Masay1 Terketmek: Koyde Bir Yiriyis

Ogleden sonralary, ilging karsilasmalar beklentisiyle kdyde bir yiirliyiis icin masadan
kalkiyorum. Psikocografi bir bigimde, herhangi bir rota fikri olusturmadan, kendimi
spontanliga birakiyorum. K&yde cémertge kullanilan taslarigézlemliyor ve fotografliyorum.
Davet ediimedigim herhangibir alana girmektenimtina ederek disaridan evlere bakiyorum.
Bilimsel glindemimi acik edecek ve kdyllleri misafirperverlik ve yerel oimayana karsi
endiselerinden 6tiri cevap vermeye itecek herhangibir konusmadan ¢ekiniyorum. Bunun
yerine, hicbir seyi zorlamadan, onlar; onlarin hizinda gdzlemlemeyi tercih ediyorum.
Dikkatimibir turist olarak girebilecegim diikkanlara ve atdlyelere yoneltiyorum. Kéylilerin
arastirmacilara kiyasla turistlere daha asina oldugunu varsayiyorum.

Kisa siirede rahatlayip etnografik 6gretilerikenara birakabilecegimifark ediyorum. Bicakg!
ve ag oriclilerle konugmalarim dostane bir sekilde ilerliyor ve bicakginin konusmaktan
6tirl oldukca mutlu oldugunu hissediyorum. Postmodern doktrinlere karsiKathy Charmaz
(1995)ile el ele vermekten memnunum. Bazi postmodernistlerinampirik projeyi terk etme
cagrilarinin karsisinda (ss. 47-49), Charmaz “meli mal seklinde bildiriler kullanmadan
hikayenizi ve hayatinizi dinleyen birinin varligi insani inanilmaz onaylanmis hissettirir”
der (s. 63). Belki de tam olarak bu nedenle bigakgl bana ¢abuk isiniyor. Gururla boynuz
koleksiyonunu ve yaptigi bicaklari gésteriyor.

Ancak cok gegmeden, arastirmaci reflekslerim yavasga devreye giriyor. Kendime hafizanin
zayif oldugunu buyuran etnografik 6gretiyi hatirlatiyor ve kendimibir an evvel saha notlari
yazmam gerektigine ikna etmeye calisiyorum. Ampirik diinyalarinitaatkar bir 6grencisi
olarak, masaya ve bilgisayarima, kendimi en rahat hissettigim yere déniiyorum.

Masaya GeriDoniis: Saha Notlarimi Temize (ekmek

Akdeniz yaz sicagindan sonra burasi sakin ve serin, distinirken dinlenebiliyorum.
Bilgisayarimiagiyor ve yazmaya basliyorum. Karalamalar ctimlelere, climleler paragraflara
donistiyor. Yavasca kendimde var saydigim otorite yiiziinden sugluluk hissibas gosteriyor.
Duruyorum. Sesimi zayiflatacak tek bir noktaya odaklaniyorum: Ben bir turistim.

Bir grup katilimci ayni zamanda bir grup turist: Her biri olagan islerine dogrudan bagl
olmayannedenlerden 6tirii (Urry, 2002, ss. 2-3) kisa bir siire kalacaklaribukdyiinyabancisi.
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Turist olmanin nesi koti diye sorabilirsiniz. “Yerllesmenin® [going native] de (Nahya &
Harmansah, 2016, s. 21) alan arastirmasindaki yéntemsel olasiliklardan biri oldugunu ve
otekiyle mesafeyikorumaninbir seylere farklibakmaya olanak sagladigiigin epistemolojik
bir avantaj sagladigini savunabilirsiniz. Eger geleneksel anlamda etnografik arastirma
yapacak olsam, alanda daha uzun siire kalir ve anlamak ve aktarmakistedigiminsanlarin
hayatlarininfarkliboyutlarina dahil olurdum. Demek istedigim, bir turistin yerllesmek igin
yeterince vakti olmadigindan, katiimcilarin sesleri, 6zellikle hakkinda konustuklari diger
sesler noksan oldugunda, kuskuile karsilanmali ve islerinin, hangi formatta olursa olsun,
mevzubahis namevcut seslerden ziyade yazarin kendisi hakkinda bir seyler séyledigi
akilda bulundurulmal.

Benim gibi kisa siireli bir katiimcinin isinde koyltinin varhigi, yazar ve arastirma 6znesi
arasinda herhangibir siiregelen iliskiye tekabiil etmeyebilir. Yazar aktif bir bicimde bag
kurmaya calismadidi slirece 6zne cogunlukla eksiktir. Bir alani kisa siireligine ziyaret
edince ne olur? Bir yer veya oranin insanlari lizerine yazma otoritesini arastirmaciya
saglayanasgaribir siireden bahsetmemiz miimkiin miidiir? Yoksa bu daha cok arastirmaci
nezdinde pratik ediimesi gereken dustnimsellik ile mi ilgilidir? Ben yanitin son soruda
yattiginainaniyorum. Bunedenle, sorgulamalarimin yazmaya dair dniimde bir engel teskil
etmesindense onlariampirik projemi desteklemek lizere bir firsata dénlistiirmeye karar
veriyorum (Charmaz, 1995). En azindan sorgulamalarimi acik bir bicimde paylasabilirim
diye distintiyorum.

Etnografik kaygilarimi bertaraf etmek adina, birkag yazi stratejisi ile sesimin baska
bircok ses arasindan yalnizca biri oldugunu vurgulamaya karar veriyorum. Hem kendiic
konusmalarimihem de diistince akisimi sekillendiren yorumlariyla masadakikatilimcilarin
isimleriniana metne yediriyorum (Tasdizen, 2020). Gdzlemlerimi betimsel tutup kendimi
herhangi bir analizyapmaktan alikoyuyorum. Herhangibir sonuca varmaktan bilingli olarak
kaciniyorum. Bildigimiileri stirdigimin “nihai olmadigini” (Haraway, 2018, s. xxii, yazarin
cevirisi) kendime hatirlatarak metniucu acik bir bicimde bitiriyorum, bdylece (suanveya
daha sonra) masada olan birisiisterse biraktigim yerden devralip yeniden baslayabilir.

Distincelerim masada oturan birinin sesiyle boliinuyor. Duraksiyorum.

Masanin Etrafinda: Farkli Bakis Acilar

Ortak bir alanda yazarken, insan ve insan olmayan bircok bilesene agik haldeyiz: Yazi
yazarken duyulan klavyenin sesi, cep telefonuna gelen bir bildirimin titresimi, géze giren
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glinesisigl, kendisesiniisitmeyi seven bir katiimel, “hi-hi” diyerek onu onaylayan bir baska
katiimci gibi. Baskalarinin sozciklerinden etkilenmeme izin vererek masada yazmaya
karar verigorum. Boylece icsel monologun klavyeye olan tek yonlii ve otomatik akisindan
sapmayiumuyorum. Katiimeilarin bulusma noktasi olan masada konuslanarak, bilingli bir
bicimde, baskalarininizlenimlerinin distince akisimin ¢atlaklarindan sizarak diistincemive
yazimi sekillendirecegive gesitli bakis agilarinin ve seslerin ortaya gikmasina yolacacagi
tirden bir akisi seciyorum.

Ancak bu masayi romantiklestirmemeye 6zen gosterdigimi vurgulamam gerek. Koy ve
etrafiylailgili bilgi Gretimiicin masayi bir ideal olarak resmetmek naif ve gerceklikten uzak
olur. Masa ve iginde bulundugu oda, birgoklariarasindan yalnizca birtakim yaklasimlara
alan saglayan bir arastirma altyapisi. Bana gére, masa, alan agtigi ve katki sagladigi
sosyallik lizerinden birlikte diistinmek icin oldukca kullanish. Kdydeki glindelik yasama olan
yakinligi,ampirik diinyalarin zenginligini ve koltuk kuramciliginin tehlikelerini fark edenler
icin etnografik derinligi erisilebilir kiliyor. Masa ampirik, parcali, cok sesli ve ucu agik bir
arastirma yaklasimini kolaylastiriyor ve farkli bakis agilarinin goklugunu kucaklayarak
mutevaz taniklik formlarinin (Haraway, 2010b) sorgulanabildigi diistinimsel yollara
alanaciyor.

Feminist bilim felsefecisi Sandra Harding (1991) tarafindan acilan yolu takip eden Donna
Haraway (2010b, ss. 260-261) miitevazi tanik [modest witness] ismini verdigi, bilginin
konstriktivist dogasina dair herhangibir sorgulamadan uzak, her seyi ve herkesi “kilttr”
ve “toplum” diyarlarinda birakarak “yok-klttrin kiilttriinden” (Traweek, 2009, s. 162)
yazdigini iddia eden bir tiir “bilen” profili cizer. Mitevaz tanik, tarafsiz, serinkanl bir
tutumla gdzlemyaparak ‘gercege’ ulasir. Buna karsilik, Haraway, konumiu bilgiler [situated
knowledges]kavrami lizerinden, bilimdeki “Tanrialdatmacasi” dedigi “yukaridan, hicbir
yerden, sadelestiren” bakisa karsi cikar (1988, s. 589). Onun yerine, bizleri “evrensel
olmayan, bedenli, konumlu ve kismi” bakis acilarina cagirir (1988, s. 589). Benzer bicimde,
Harding bilimsel bilgi tiretiminin 6niine gecen zayif nesnelige [weak objectivity] kars!
bizleri uyarir. Bu tir bir nesnellik, cogunlukla beyaz ve heteroseksiiel erkeklerden olusan
homaojen bir grup bilim insaninin tiriin olmasi nedeniyle zayiftir (Harding, 1991). Pesine
dustilecek bir gtindem olarak, Harding, “epistemik ayricalik” sahibi olabilecek marjinal

bakis agilarini, onlari da otorite pozisyonuna koymadan hesaba katan; giiclti nesneligi
[strong objectivity] dnerir.

Masay1 Disar1 (tkarmak

Coguzamanarastirmacilar merkezde olmayana veya goriiniiriin Stesine diisene temas
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etmek kaygisi glitmeyebilir. Ceperdeki baska bakis acilarini aktif bir sekilde aramaktan
kacindigimizda, kavrayislarimizda, sosyolog Adele E. Clarke’in “ima edilen aktorler/
eyleyenler” implicated actors/actants] (2005, yazarin gevirisi) olarak adlandirdigi, alanda
fiziksel olarak mevcut olup olmamalarindan bagimsiz,alandaki dominant sdylemlerle insa
edilenaktor ve eyleyenlerle sinirlikalabiliriz.

Masayi eviniginde degil de kdy meydaninda kurarak bilenleri genisletsek ne olurdu? Masa
farkli diinyalar arasinda “sinir nesnesi” [boundary object] gérevi gériir miydu (Star &
Griesemer, 1989)? Masa ayrimcilik yapar miydi? Masa hangi seslerin nasil duyuldugu
veya duyulmadigi konusunda sorumluluk sahibi midir? Boylesi bir senaryoda, insanlarin
yaptigimiz seye ilgi duyacagini diistiniiyorum. Bazilari masaya yaklasabilir ve hatta
bir sandalye ¢ekip sohbete dahil olabilirdi. Bu durumda Tiirkge konusmayanlar icin bir
cevirmene ihtiyacimiz olurdu. Belki de bicakgidan kibarca saha notlarima bakmasini
ve eger isterse onlari diledigi gibi degistirmesini isterdim. Yalnizca bakis acilari degil
aralarindaki dolanikliklar da cogalird.

Masayi bir deneme icin disari cikarmaya karar veriyorum.
fn son ne 2aman kendi kendine
. jarki soyledin? Peki ya baskasina?
Gelecek Masa(lar): Eslikci Sorular Diin Brezilyadaydim. Bugiin
degilim. Itaipava Daglanyla
9evriliu’ken yeni bir sabak rutini
edindim.
bir katiimcinin Babakale tizerine tirettigibir is, yazar ne kadar |- Giinegle uy

2- Tepedeki gidle yitria.

Benim (Tasdizen, 2020) ya da gecmis veya gelecekteki herhangi

ozenli olursa olsun, her zaman bir temsildir. Yine de bu kdy
. - . . 3-Banka otur ve kendi kendine
lizerine duislinmeyi veya yazmayi birakmak anlamina gelmiyor. Jakishuie
Birakmamiz gereken tanikligin siklikla gretilen, makbul, RIS CEPRNINITRTIRTHT S
miitevazi bigimleridir (Haraway, 2010b, 2018). Ancak bu | RIS
. o L o ragmen, son gin agaglar nce bir
sayede, cevremizdekidtinyalarianlarkenkibilgi tretimlerimizin - IR, riegar onlan
konumlu, kismive bedenli oluslarininaltini gizebiliriz (Haraway, benimle siylemeye it Kuglar ise
1988, 2010a). Bu da diisiiniimsellige ve bilenleri ber ghnbana eflik efti.

cogaltmaya dair bir baglilik gerektiriyor.

10 §ubat 2023te ateg bekcisi Isanawa ile kalkbede otur
w\ord“m Kendisi ormanin easiluiﬁle dolu eski ;wk\lw bili“or

ve ayni zamanda da bir korayaca. Amazon’daki Yawanawa
kabilesinden bir saiti _r'é‘\hmv\! bagladi. Saitiler seremonilerde
iqil(;me is,in kullanilan katsal sarkilar. Saitinin yapist tekrar
wzerine karalu. Bir cimle _r'dwli&“or, dnr«ﬁor, sonra ayni

camlenin tekrarinda ben ona kahllﬂomm, tekrar 5o li.{\‘oma ve

duruyorue. '(')érzrw\ek isin dinliyorsan. Sarki soylerken

'\iércniu‘or:w\. Terli kubbenin altinda bu yerli gizemin yapisina
,;0\\«”’ oldung\ an, en son biriﬁlz ve biri isin garks ;'éullcdiéim
zamandi.
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Son olarak, baskalariyla birlikte masada oturdugunuz bir sonraki sefer icin bir egzersiz
olabilecek Eslikci sorular ile bitirmek istiyorum: >
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GORSEL 1 Masanin etrafinda oturan katilimcilar Nora Tataryan'in cevrimici sunumunu dinliyor. Fotograf: Garp Sessions.

FIGURE 1Participants sit around the table, listening to a presentation by Nora Tataryan via video call. Photograph by Garp Sessions.
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Introduction

Whenlreceived the invitation from Garp Sessions to contribute to this book, | contemplated
my experience of 2020 and what this meant for me at the time. | remember feeling an
immediate warmth upon receiving the invitation, for | was neither a practitioner in the
arts, norlknew anyone fromthe organizers, facilitators, or invitees. This invitation, for
me, meant that someone was interested in hearing from my thoughts, and thinking
withme | felt recognized and included as a thinker. But why did recognition or inclusion
remainimportant to me? Did | feel excluded from other, seemingly similar spheresinmy
life pertaining to knowledge production? Did | feel that  was not heard in the academic
circles | was affiliated to? If so, why? Recently, | have been thinking about the politics
of exclusion as it pertains to scientific knowledge production and citation justice as a
means to actively overcome such exclusive practices. However, exclusionary practices
in knowledge production do not make up the focus of this essay. In this essay, | choose
to focus on Garp Sessions and its organization (or its purposeful lack thereof) through
a discussion of the Garp Sessions table, a nonhuman actant, which brought together
the participants during the sessions.

KreggHetherington (2020) describes tables not as mere furniture, but part of research
infrastructure, shaping the conditions of research. Following Hetherington’s remark, | ask:
How does a table shape our thinking? I willanswer this question by drawing upon four
momentsinrelation to the table during Garp Sessions 2020: 1) morning discussions among
the participantsat the table, 2)a walkin the village away from the table, 3) going back to
the table towrite field notes, where the ethnographer allows themselves to be shaped
by 4) multiple standpointsaround
the table. Although cookingand
eating constitute two other

+1f You were able to live to the age of 90 and retain X
either the mind or bodul of a 30-year-old for the last _

vital moments in the life of the 60 years of your life,
table (Garp Sessions, 2022), | which woald you want?
focus onknowledge production -1 would want to retain the mind of a 30-year-old
through its rather established since | believe the mind is capable of mach more than

. . ) . we imagine it to be. Perhaps it will one day be able to
strategies of reading, discussing reverse the effects of aging on even the cellular level. o
and writing. | end my discussion There is also already a lot of research on slowing the
throughahypothetical scenario ageing process of the body but not of the mind - or ab Y

in which | take the table outside least | do not know or heard of any. Geffins the bodu1

. to catch up with the mind seems like a fonibiiifﬁ no
to the village square, and a set

matter how improbable, while once the mind has aged
of questions. it probably is not possible to reverse that-...

-
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Meeting at the Table: Morning Discussions

Every morning, we are to meet at the table to discuss the designated reading(s) of the
day. As we wait for everyone to arrive, someone brews coffee and pours themselves a
cup. Othersfollow. [ lay my mobile phone down, and skim through the reading for the day.
The table we gather around is made out of wood andis large enough to accommodate
allthe participants. Compared to a round table, which has come to symbolise equality
and fellowship (Mott, 1905; Loomis, 1926), for its very round shape prevents any fellow
participant taking precedence over another due to alack of designated head, the table
that|focus hereisrectangularinshape. Still,Ihave observed a making of, or a gravitating
toward a round table, against the very materiality of the table which does not readily
affordit.

Before we begin the session, everyone grabs a chair they like. The chairs are not assigned
to anyone, allowing the freedom to sit next to whomever, or to look at the table from
wherever. There is a certain spontaneity at play. Standpoints abound.

The table offers a plethora of permutations in the way bodies gather together. Soon
after, certainpatternsinthe way participants seat themselves slowly emerge. Ayse and
Deniz, as the organizers of the residency, are flexible in the way they interact with the
table and the participants, and mostly choose to observe from afar, gently letting the
sessionfindits course. Giulia and Ekin, the two facilitators, remain cautious of excessive
moderation,and choose to blendin with other participants. Most participants, | observe,
shyaway from the head of the table, which they may deem to be detrimentalto equity.
They prefer to sit at the longer sides of the table, which afford a comfortable seating
up to three participants, thereby allowing the participant to blend into others (Figure
1,p.60). | often position myself on the side across the kitchen counter, inan attempt to
stay away from any distraction, hoping that | remain connected.

This desire to remain connected is shared, and continues in the persistent neglect of
sittingat the corners, which constitute the furthest points away fromthe center of the
tableand other participants (unlessall participants are sitting around the same corner).
Not only cornersremain the furthest away, but they pushaway any attempt toapproach
the center by protruding towards the participant.

Participants’ bodies physically gravitate toward each other, concentratingina particular
spot around the center of the table, through the mutual desire to stay in proximity to
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otherstolistentoandrespond welland a careful avoidance of the head and the corners
of the table to eschew assuming any dominance over the course of the discussion
whatsoever. Not only standpoints abound, but also, they are in an attentive dialogue
with one another. Sitting downat a table, then, is not merely a matter of personalliking.
Every morning, the table invites the participants to a reflexive exercise prior to the
session onhow to listen and respond well, and how to blend in.

Leaving the Table: A Walkin the Village

I In the afternoon, | leave the table for a walk in the village, anticipating intriguing
encounters. In a psychogeographic manner without any preconceived route, | give in
to spontaneity. | observe and take photographs of the generous use of stones around
the village. | glimpse into houses from outside, careful not to trespass any territory
where | may be uninvited. | dread any conversation that could disclose my scholarly
agenda, which may force villagers into a reflex to respond out of genuine hospitality
and concernforthe non-local. Instead, | choose to observe at their pace, leaving nothing
forced. | direct my attention to a couple of shops and ateliers, where Imay enterasa
tourist. Tourists are more common than ethnographers, | presume.

Soon after, | realise that | could unwind and leave ethnographic dictums aside. My
conversations with the knifemaker and the fishnet knitters proceed friendly, and the
knifemaker, | sense,is more thanhappy to talk.lam happy to teamup with Kathy Charmaz
(1995) against postmodernist doctrines. In the face of nihilist postmodernist calls to
abolishthe empirical project (pp. 47-49), Charmaz explains that “having someone listen to
your storyand hear about your life without imparting shoulds and don’ts is tremendously
validating” (p. 63). Perhaps, for this very reason, the knifemaker quickly warms up tome.
He proudly displays his collection of horns and knives he makes.Soon after, my qualitative
reflexes slowly insinuate. | remind myself of the oft-taught ethnographic dictum that
the memory is weak in an attempt to convince myself that | must write field notes as
soon as possible. As a dutiful student of empirical worlds, | go back to the table, to my
laptop, where | feel the most comfortable.

Back to the Table: Writing Field Notes Proper
After the heat of Mediterranean mid-summer, it is calm and cool here; | am able to

rest as | reflect. | turn on my laptop and start typing. Jottings turn into sentences,
and sentences into paragraphs. Slowly, guilt starts building up due to the assumed
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authority in my voice. | pause. | ruminate on one single point that would undermine my
voice: /am a tourist.

Agroup of participantsisagroup of tourists: Allare foreigners of the village in which they
will be residing for a short duration of time, for reasons not immediately connected to
their regular work (Urry,[1990]2002, pp. 2-3). You may now ask what is wrong with being
atourist. Youmay argue that going native is a choice among many, and that remaining
anoutsider providesan epistemologicaladvantage as it may affordto see things anew.
If Iwere to conduct ethnography in the conventional sense, | would stay in the research
locale for alonger period, participating in various degrees in the lives of those | wish to
understandand represent. My pointis, since a tourist does not have enough time to go
native, participants’voices, especially as they pertain to the absent voices they report
onbehalf of, must be taken witha pinch of salt,and that their work, whatever the format
may be, tells more about the author themselves thanit does about anyone else.

The presence of local villagers and their rituals in the work of a short-term participant
suchasmyself maynot readily translate to any sustained relations between the author
andthe subject. Unless the author actively seeks connections, they remainabsent. What
happens when you visit a place for a shorter period of time? Is there a minimumamount
of time that grants someone the authority to write about a place and its people? Oris
it more about the sort of reflexivity that must be practiced? I'd like to thinkit’s the latter.
Therefore, | decide not to abolish writing but to use my rumination to my advantage
to enhance my empirical project (Charmaz, 1995). The least | could do is to make my
rumination explicit.

To calm my ethnographic anxieties, | decide to emphasize, through a couple writing
strategies, that my voice is a voice among many. linclude my inner monologuesinbetween
the main text, as well as the names of other participants from around the table, when
they make a comment that shaped my thinking (Tasdizen, 2020). | decide to keep my
impressions descriptive and restrain myself from any form of analysis whatsoever. |
purposefully shy away from drawing conclusions, as | choose to not have any. | leave
onan open-ended note, knowing that what | claim to know “is not complete” (Haraway,
[1997] 2018, p. xxii), so that someone at the table (now or later) might pick up where I left
and startagain if they wish to do so.

My thoughts are interfered with by someone’s voice at the table. | pause briefly.
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Around the Table: Standpoints Abound

When writing in a shared space, one is open to many elements, human and nonhuman:
The sound of typing ona keyboard, the vibration of a notification ona mobile phone, the
uninvited sunlight beam that catches the eye, a participant wholikes to hear themselves
speak, another participant confirming with a “uh-hum”, and so on. | choose to write at
the table to allow myself to be influenced by others’ going bouts. By doing so, lhope to
deviate fromthe oft-repeated unidirectionaland automatic flow frominner monologue
onto the keyboard. By seating myself at the table, the meeting point of participants, |
consciously opt fora fractured flow, through the fractures of which the impressions of
others wouldinfiltrate, leading to the emergence of manifold standpoints and voices,
thereby shaping my thinking and writing.

Though lam wary of romanticizing this table. Portraying it as an ideal for knowledge
production on the village and its environs would be naive and unrealistic. The table,
and the roomit is situated in, is a research infrastructure, affording certain ways of
conducting scholarly activities,among many. In my understanding, the table, through
the sociality it lends itself in and contributes to, is particularly useful for collective
thinking. Its proximity to everyday life in the village keeps ethnographic depth within
reach for those who understand the richness of empirical worlds and the dangers of
armchair theorizing. The table favors a kind of research that is empirical, fractured,
multivocal and open-ended, and holds the potential for further reflexive avenues,
where one could question modest forms of witnessing (Haraway, 2010b), embracing
the multiplicity of standpoints.

Continuing the path carved by feminist philosopher of science Sandra Harding (1986),
Donna Haraway (2010b) describes a lineage of knower, namely, modest witness, devoid
of any reflexivity on the constructivist nature of knowledge production whatsoever,
claiming to write from “a culture of no culture” (Traweek, 2009, p. 162), leaving everything
and everyone in the domains of “culture” and “social”. Modest witness observes from
a neutral, dispassionate stance, and attains ‘the truth’. In contrast, Haraway, in her
conceptualisation of situated knowledges, argues against “the view from above,
fromnowhere, from simplicity”in science (1988, p. 589), which she calls “Giod trick”. She
callsforaview “fromabody, situated and partial,in comparison to universal” (1988, p.
589). Harding warns against what she perceives to be weak objectivity, which prevails
scientific knowledge production. Such knowledge is weak, due to the dynamics of its
constructionbyahomogeneous body of scientists, who are white, heterosexual,and male
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(Harding,1986). Asan agenda to pursue, Harding of fers strong objectivity, which would consider
the standpoints of those that are at the margins, for these standpoints may hold “epistemic
privilege”, although refraining from conferring absolute authority to those at the margins.

Taking the Table Outside

Most often, observers may not actively seek to make such connections with what lies at the
margins, or what is beyond the visible. By dreading such connections with, or active pursuits of
other standpoints, we may end up in our writing with what sociologist Adele E. Clarke (2005) calls
astheimplicated actors/actants, those actors and actants who are discursively constructed
by those who hold dominant positions in a situation, regardless of whether they are physically
present or absent. What would happenif we expanded our knowers by setting up the table not
inside the house but at the village square? Would the table act as a boundary object among
different worlds (Star & Griesemer, 1989)? Would the table discriminate? s the table responsible
for the ways voices are (not) heard? lassume that people would develop aninterest in what we
are doing. Some might approach the table, and perhaps take a chair and join the conversation.
We might thenneed translators for those who do not speak Turkish.

Perhaps, Imight kindly ask the knifemaker to go through my field tWhen did you last sing to

notes and edit them ifhe feels like it. Not only the standpoints but Rt eyt

-1 was in Drazil u‘ufzrdo\t‘. Todau-|

also the entanglements between them would abound. P not. fr mew morming habit
occurred to me when | was

| deci . . surrounded b"l the mountains of

ecide to take the table outside for an experiment. Eitpasel
|- Wake “p with the sun.

2- Walk to the lake “p the hill.

3-5it by the bench and sing for

Wouru\?.

Future Table(s): Questions to Think with

My account on Babakale (Tasdizen, 2020), or that of any past [ fercaqsandidantina rou

in nature. P«\f‘.«ougk (v:n\dau\ wWas
or future participant’s, is always a representation, however different, on the last day trees

careful the author may be. Stil, thisis not to abandon thinking fended folliteniin the'beginning;

Hill the wind forced them to sing

or writing on the village. What we need to with me. Birds joined me everyday.

abandon is the oft-taught modest forms - S St it lodge et Brekeeper Lodmasen o ebreary
of witnessing (Haraway, 2010b, [1997]2018), 10th, 2023. He knows ancient songs with tunes of the forest
and underline our situated, partial, and Rod iz aleo & gfareion- e chaied singing anily fromthe
. . . Yawanawa Tribe of the Amazon. Saitis are sacred songs for
(Slele [V oli=Tela Y AN OMCTSICCY eIl UIGPIOTAM  caling Hhat are wed for ceremonial purposes. The structure of

when we come to know the worlds around a saiti is based on repetitions. He :in9: a sentence, pawses,
us (Haraway, 1988, 2010a). This invites a and panse. You listen to learn. You learn while singing. As

commitment toreflexivityanda willingness AU RGN R AT LU TSR R,
the :uzaﬂnﬁ dome, that was the last time | sang with and for

then | join him in the repefition of the same sentence, we sing

toexpand our knowers.

someone.
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Finally, I would like to leave Questions to think with as an exercise for the next time you

sit down with others: >
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q Whose participation doyou actively facilitate?
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Ekin Can GO'ksoy

Garp maceramiz pandemi esnasinda
gerceklesti. Calvino’nun Six Memos
isimli eserini okuyarak basladik ve
Babakale’nin sokaklarina yayilsini,
gozlerimizin  onlinde kendini
acisini hayretle izledik. Bu metin
sahaya da dokundu, diger turld
goremeyebilecegimiz bir seyleri bize
gosterdi. Bu kdytin sokaklarinda dolasir,
kdylileriyle sohbet eder, gevrenin tarihini
okur ve bazi yerleri ziyaret ederken,
Calvino adeta takip etti bizi. Bu Garp
Sessions merkezindeki manzaramizin
bir kismi yalnizca. Cok basit goziikiiyor
olsa da, bumanzara kendisiniaynianda
bir zihin haritasi ve cografiharita olarak
kullanmama izin verdi. Haritaciligin
uzun gecmisine dayanarak, haritacinin
onemli gordigu her seyi haritasina
ekledigi gec orta cag — erken modern
harita gelenegine doniis yaptim. Bu
yuizden de, 6rnegin Sappho’ya en yakin

I[dugumuz noktanin kendisine haritada
yer bulmasi gibi, haritada Calvino’ya
onun eseri hakkinda yaptigimiz
tartismalara referanslar da mevcut.
Bu manzaranin goriiniiste sade ama
katmanli dogasinin altini gizmek icin,
farklirenkleri farkli katmanlari belirtmek
icin kullandim. Her katman tek basina
da belirli anlamlara isaret etse de, bir
araya geldiklerinde baska bir anlami
olusturmaya yelteniyor.
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thrkadaghkta en Sok neye onem vzrh\ormn?

-Sadakat, istikrar ve gefkat benim igin cok
onemli. Yani ’oir&;iwlg bir siire (\szimdz olmasam
dakhi yeniden kari\lo\{hénwada \nigb&r nzgaﬂ?
his beslemeden kendi dogal ritminde

i\erlv‘ebi\zv\ arkadagliklar. Bu sabak terapistime

arkadaglik ve mesafeden bahsediyordum ve
bi\ins:ia l\bnelim;m arkadaghk dahil olmak izere
iligkilerimde mesafe yaratmak. Ve iletigim
geklimde, siklik anlaminda, tutarli olmakta sorun
yagioram. bazen higbir aciklama yapmadan
ortadan kaybolabiliyoram, o nedenle kargidaki
insan bu »\ok o\u,;«m/.\ boav\lmavlnf Wev\idcn
benimle iletigime 5¢9mek ve wkada.il\gxwa\
devam ettirmek icin (’a.bo\ 96:ferd§§indz sok
mitesekkir '\n?_uzdiu\omm. Bu tiar arkada,;l‘klo\r
bana kendi aligkanliklarimi de§i§ﬂm\ek i§§n
itham veriyor ve bu szelliklerime gefkat ile
vlo\kl«{nlmau\ beni &ok mutla adiwar.

Higbir yer glivenli degil

Kisi bir kus gibi olmal, bir tiy gibi degil
MUimkin oldugunca yakin

Sappho’ya

Kesinlik

Burada bazi bicaklar

Cokkathlk

Tezlik

Gorandrlik

Burada bazifareler

Her yer siginak

n
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tWhat do you value most in a friendship?

-Loyalty, consistency and compassion mean a lot to
me, in the sense that even if | am out of touch with
someone for a while the moment | get back in touch
with them no gradges are held and the friendship
can go into its natural r‘n‘f'\m. | was fq\k%ns to my
therapist about friendships and distance this
morning, and my unconsciows tendency to create
distance in my relationships }nduu’(na "y
friendships, and | feel that | generally find it

difficult to stay consistent in my communication, (in

terms of frequency). | have a tendency to drop off
the face of the earth sometimes, with no
explanations given, so | really appreciate it when
the other person/persons put that effort to reach out,
and to not take any offense at my disappearance,
and to continue to work on developing the
friendship. These types of friendships inspire me, |
guess, to change my own habits, and | agpreciate
hat they are approached with a sense of compassion.

Safe nowhere

One should be like a bird and not like a feather

Ascloseasitgetsto

Sappho

Exactitude

Some knives there

Multiplicity

Quickness

Visibility

Some mice here

Shelter everywhere
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Our Garp adventure took place during
the pandemic. We started by reading
Calvino’s Six Memos, and watched it
surprisingly unfold and diffuse into the
streets of Babakale. The memos touched
the field beautifully, showing something
that we might not have been aware
otherwise. While walkinginthe streets of
thisvillage, talking to the locals, reading
about the history of the environs and
visiting certain cites, Calvino followed
us. This is a part of the view we had at
the Garp Sessions HQ. As simple as it
may seem, this view allowed me touseit
asbothamind map anda geographical
one. Drawing upon a long history of
mapmaking, | go back to the late medieval
—early modernmaps where everything
that the maker had found important
were givenaplace onthe map. Therefore,
it signifies, forinstance, the point where
itisas close asit gets to Sappho, while,
also, saluting Calvinowhenrelevant,and
nodding to our discussions around his
work. Emphasizing the seemingly simple
but layered nature of the view, | used
color-coded layers which make sense
alone while making up a whole different
meaning when coming together.

Ada Ozsar

73

Yaz yeni gelmisti. Yazliktaydik. Arka bahcedeki ihlamur agaci azar azar veriyordu

cgiceklerini. Kokusu odamiza doluyordu.

6.12

Sol kolum boynunun altinda kalmaktan
uyusmus ve carsaf sirilsiklam olmus.
Seni birakmak istemesem de yatagin
soguk bir yanini bulup, uyusan kolumu
duvara degdirmeliyim.

703

Hava aydinlik olmasina ragmen
tuvaletinisigini yakiyorsun, sabahlari
hep dalgin olursun. Gézlerini daha
acmadin, sifonu umarim gekmezsin.

9.37 945

Yan bahgeden hisirtilar geliyor.
Ben bir kedi diisliyorum,
senbir canavar.

9.46

Yanina yuvarlanip yanagindaki
benden 6ptiyorum, belli belirsiz
gllimsuyorsun.

Donumu giyerken

somye gicirdiyor.

6.44

Once sisenincitirtisi, sonra
midene akan suyun sirittisi. Gozlerin kapall
yarimlitre suiciyorsun, gisinin geleceginden
habersiz.

705

Sol dirsegini sol dizine dayamis, avucunda
glizel suratin, uyukluyorsun.
Sifon, guirdl glirtl akip gidiyor altindan.

Yatagin en ikiucundayiz,
purizll beyaz duvardaki
noktaciklari sayiyorum.

Belli ki yazdan bahsetmek miimkiin degildi artik, evin her odasi fakat, hepsitoplu.



Ada Ozsar

21.59 22.06
Kapkaranlik odada oturuyorum. O kadar stiredir ki,
Siyahlik tiim sesi emiyor. tirnaklarimin uzadigini gorir gibiyim.
Aradangecenaltisenede Siyahlik yerini bir nevi grilige
icimdeki seni birakirken
biylitmekten baska bir sey mobilyalariayirt edebilmek
yapmadim. gerceklikle baglantikurmama sebep oluyor.

iste bu yiizden hareket etmek zorunda kaliyorum.
22.06

Hareket ettigiman, sinirlibedeniminicinde
sonsuz uzami distinliyorum.
Buuzam, en merkezden en uca seninimgenle
dolu. Her sensizan, senden kalan sonimgeye

bir sen daha ekledim.

Bdyle bdyle imgeni biiyittim.
Kimsenin tanimadigi bir kimseye doniisen buimgeyle ben arasinda
derimden baska bir sey kalmadi.

Veben
senitanimak istiyorum.

Istedigin kigiyi davet

edebilecek olsan,
akgam ﬁcmeéinz kimi
Saémro\m?

-Z2adie Smith.
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22.06 22.06
Savruk, 6zensiz ve hizasizdamlayan her yas Kilimde peydah olan yosunlar
kilimin desenlerini kirmiziya buluyor. Odayirenklerine teslim ediyor.
Kirmizinoktalar kumasa niifus ettikce Zihnim o, ilk aniya donuyor.
senigérmeye amasen,
daha da yaklasiyorum.
kolumdan
bacagima
a
k
[
p

beni sakinlestiriyorsun.

Bu defa anliyorum tarihlerin bir 5Sneminin kalmadigini.

- —

+4¢n kit hatiran nedir?

~Size séu\leqemcwecegim kadar kotia.
(’)a,;ko\ bir det\i‘gle, bir kadin kameradan

wzaklara bak|t1or. Sol eli sol t\&naémo\a. iki

glia'v'mdzn L\aglar aku10r. Henuz Ns,bir 9'6@10@;\
burnundan S,znuine atladiklan o nokfaw\a
varmamig. Yz bembeyaz ve ac Gekiyor 9ibi
s'étt&k'uiv\or. Kapali mekanda ve arka plan
beyae. Hic ses yok.
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20.20 20.21

Giin, kdrfezin binalarini yutuyor. Dilek tutamadim.
Alabildigine ¢atlak bir pembelik Senin tuttugunuumarak
balik¢i teknelerine aglari gektiriyor. balik yemeyi 6neriyorum.

Basiniomzuma yaslamis

dilek tutmamifisildiyorsun,

tam sayilari takip ettigini bilmeden
saatinereden bildigini distiniyorum.

00.55 02.07

Adimlarimizi birlikte atiyoruz. Carsaf bedenlerimizibirbirine sarmalamis.

Once bihaber, sonra farkinda olarak Oyle sicagizki, evinkedisi kapiyiusulca agip
miniblis duragina dek siirdiirecegiz bu oyunu. ter ve menikaplyastiga kendinibirakiyor.
Her etkinligimizde bir oyun olup olmadigini Kedi, girlamasibittigian diinyayla ilisigini
anlama calisiyorum. Biliyorum ki kesiveriyor.

sen, oyun oynarken hic yalan séylemezsin.

06.12

Solkolum boynunun altinda kalmaktan
uyusmus ve carsaf sirilsiklam olmus.
Senibirakmak istemesem de yatagin
soguk bir yanini bulup, uyusan kolumu
duvara degdirmeliyim.

Sayllarazaman atfetmemeyicoktandir anladim. Geride defa kere gérdiigim sekiller kald.

Ada Ozsar i

04.79 08.33

Defalarca kez terk ediyorsun beni, “Arkana bakma”
hicbir kosulda buna engel olamiyorum. Ensene fisildiyorum bu sézleri,
Seninleyken aciz oldugum gibi sesiminkesik vuruslari
sensiz de aciz kalacagimianliyorum. sapsari tiylerini kimildatiyor.
Bir anicin senibogmayi diisliniiyorum
bdylece
solugun, odanin sicaginda eriyip

gidecek.

Hizli bir kararla disari ¢cikiyorum.

8.45 8.52

Gdzlerin gézimiin dniinden gitmiyor. Tahinligorek ve

Tam o anidistiniiyorum, elmalitartaliyorum

“Bana bu gdzleri sen verdin”. sevdigin pastaneden.
Bu sabah birimizin cani tath cekecek

Sabahayazina birakiyorum zihnimi biliyorum.

son bir koku doluyor burnuma. Uyku mahmurluguile hi¢c konusmayacagiz.
Terinin kokusu. Coregisttleislatip

ayrilacagiz.

+Cumledeki bo;lugv\ tamamla:
“(SQriu\le en SOk (:awla,;o‘bﬂmek isterdim”

-(5iriu\le en sok farkli mecralarin kesigiminde
o\v\ro\v\émm k'd;ewi fow'lag,;mak isterdim. Her gece
gergeklesen daginik eiyafet, en gieli tarafanim,
sergek Yireim, korkusue vasathik ve aptal

olabilece§imia daha S,ok si&venli alan.

dddddddddddddas
253358338833845453
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v v
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Summer had just arrived. We were at the summer house. The linden tree in the back 21.59 22.06
garden was slowly blooming. Its smell was filling our room.
I’'m sitting in the pitch dark room. It’sbeensolong that
6.12 6.44 The darkness absorbs the sounds. I see my fingernails grow.
My left armis numb from resting First the crackling of the bottle, then I haven’t done anything beside Asthe darkness turnsinto a shade of gray,
under your neck the gurgling of the water filling your stomach. growing you picking out the furnitures
and the sheets are soaked with sweat. youdrink half a liter of water, unaware of inside myself causes me to connect to reality.
Your eyes are shut your upcoming urge to pee. inthe past sixyears. Thisis why I'm forced to move.
Although I don't want to leave you
Ineed to find the cold side of the bed,
and touch my numb armto the wall.
703 705 22.06
Despite the sunhas already risen outside Your left elbow on your left knee, your The moment | start moving, | think of the infinite extension
you turnonthe lights of the bathroom, you're always pretty face inyour palm, inside my bounded body.
preoccupied in the morning. you’re sleeping This extension, from the very center to the farthest corner
You haven’t opened your eyes yet, The flush runs with a gurgling sound underneath you. is filled with your image.
I'hope you won’t flush. Each moment without you, ladded one more of you

totheimage that’s left of you.
9.37 945 Thisis how | grew yourimage.
Between thisimage that’s turning into someone no one knows and me,

We hear rustles from the garden. We're at the opposite sides of the bed, thereis nothing left but my skin.
'mimagining of a cat, I'm counting the dots Andlwantto
you of amonster. on the rough white wall. get toknow you.
9.46
Rolling next to you I kiss you from . .

g eI gon T +6iven the choice of
the mole on your cheek, you smile .
tentatively. anyone in the world,
as I'm putting on my briefs whom would wown want
the mattress squeals.

as & dinner 9%;1"?

Clearly it isn’t possible to talk of the summer anymore, all of the rooms of the house,
eachand every single of them, are neat. -2adie Smith.
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2 S S
-

+What is Wour most terrible thoru{? ]
Y
-|t is too terrible to tell Kou.
In other words, & woman is lookins away from the
camera. Her left hand is on the left side of her face.

She has some tears coming from both of her eyes. No

teardrop has yet made it to that spot on the nose,
where Hneu‘ make the jump to the jaw. She is pale

lookin9 and seems in pain. She seems to be indoors

and the backgroand is white. There are no sounds.

22.06 22.06

Eachslapdash, carelessandrandomteardrop The mossappearingonthe carpet
covers the shape of the carpetinred. renders the roomits colors.

Asthe reddots seepinto the fabric My mind goes to that first memory.

Igetcloser But you,
toseeyou.
f
|
o}
w
i
n
9

downfrommyarmtomy leg

calmme down.

This time lunderstand that dates have no significance.

Ada Ozsar 81
20.20 20.21

The day swallows the buildings of the gulf, I couldn’t make a wish.
Afractured pinkness Hoping you made one,
makes the fishing boats collect the fishing nets. I suggest we have some fish.

Your head is resting on my shoulder

you whisper to me to make a wish,

not knowing whether you're following the numbers,
I wonder how you know the time.

00.55 02.07

We take our steps together. The sheets are wrapping our bodies together.
First unknowingly, then with awareness We're so hot that, the cat slowly opens the doorand
we will continue this game until the bus stop.  Drops itself on the pillow covered

with sweat and sperm.
I’'mtrying to understand The cat, disconnects from the world
if everything we do contains a game. the second it stops purring.
I know that you'd

never lie when playing games.

06.12

My left armis numb from resting
under your neck

andthe sheets are soaked with sweat.
Your eyes are shut

Althoughldon’t want to leave you
Ineed to find the cold side of the bed,
and touch my numb arm to the wall.

I've long known not to attribute meaning to numbers. What's left is the shapes | have
seenmany times.
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04.79 08.33

You leave me multiple times, | cant prevent it “Don’t look back”

from happening under no condition. I whisper these words to the back of your neck.

Justas when I’'mwith you, theinterrupted beat of my voice

I realize that | will be helpless also without you. moves your thin neck hair.
For a split second | think of choking you
sothat

your breath will melt away in the heat of the room.

I leave the room hastily.

8.45 8.52

Ican't stop imagining your eyes. I get tahinicake and apple tart

I’'mthinking of that exact moment, from the bakery that you like.
“You gave me these eyes”.

One of us will crave something sweet this morning
llet my mind wander in the morning frost.

afinalsmellfills my nose.

I'm sure of that.
Bleary-eyed, we won’t speak.
Dipping the cake in milk
we'll separate.

The smell of your sweat.

‘f‘Comr\d‘e this sentence:
¢l wish | had someone with whom | could share .2

-1 wish | had someone with whom | could share the
corner | occupy between so many intersections of
media. The feasting mess each night, the deepest

parts of me, my original face, fearless mediocrity,
more safe spaces where we can be dumb.

dddddddddddddd
48822822882484538
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Yemegin Iklime Olan Etkisi Uzerine Bir Sohbet o
Cooking Sections

Cooking Sections, diinyayi organize eden sistemleri yemek lizerinden
inceliyor. Mekana 6zgii yerlestirme, performans ve videoyu kullanarak
sanat, mimari, ekoloji ve jeopolitik arasindaki ortlisen sinirlari
kesfediyorlar. Daniel Fernandez Pascual ve Alon Schwabe tarafindan
2013 yilinda Londra’da kurulan pratikleri, yemegi déniisim halindeki
arazileri gézlemlemek icin bir mercek ve arac olarak kullaniyorlar.

Garp Sessions: Pratiginizde yemeklerin, 6zellikle toplu yemek pisirme ve yemek yemenin
rolii ve 6nemi hakkinda biraz bilgi verebilir misiniz?

Cooking Sections: Yiyecekleri,araziyi ve doniistimiiniianlamak icin bir arac olarak goriiyoruz.
iktidardakirejimler arasifarkl dolaniklik ve iliskilere, veya global aglardaki gesitli noktalari
birlestiren ekonomik yapilara ve endiistriyel montaj ve sokme hatlarina, bakmamizi saglyor.
Aynizamanda bize diinyadaki sikintilarianlatiyorlar. Gezegendeki pek cok materyal akis,
cok spesifikiceriklerdenbaslayarak anlasilabilir. Ozellikle sanayilesmis baglamlarda belirli
gida maddelerini, cok karmasik baglantilari czmemize yardimci olan birer arag veya
mercek olarak diistinliyoruz. Neredeyse onyil 6nce gida ile calismaya basladik. Bu, farkl
projelere, formatlara ve irdelemelere donisti. Belki de bu farkli sorulara bakmak icin
bir cerceve olusturmamiz saglayan proje, 2015'te basladigimiz IKLIMCIL oldu. “iklimcil”
terimini, iklimi degistireninsanlarin nasilyemek yiyecegdini veya degiseniklimdekiinsanlarin
nasilyemek yiyecegini diisinmekicin tiirettik. Bu kuraklik dénemlerine, balik ciftlikleriyle
kirlenen okyanus donemlerine, veya yorgun toprak dénemlerine bakarken ortaya ¢ikt..
“IKLIMCIL: Mevsimler Siiriiklenirken” adli kisisel sergimiziliretmek iizere davet edildigimizde
Salt, Tiirkiye'de bir ciktisi oldu. Bu galisma 2022°de istanbul Bienalinde de devam ettive
halen de devam ediyor.

G.S: Ayrica 13. Sharjah Bienalinde “IKLIMCIL: Géllerin Hareketi Uzerine” baslikli bir
performatif 6gle yemegi ve de yerlestirmeniz vardi. Bu performatif ve katilima acik
unsur hala islerinizin bir parcasimi?

C.S:Sanirmbu bir evrim. Bu proje, ¢éllerin hareketlerive belirli cografyalarda kag sehrin
sukithgiile miicadele ettigi veya daha dogrusu bu su eksikliginin bazen sadece iklim degil,
insan eyleminden kaynaklandigi tizerine bir arastirmanin baslangiciydi. Sehirdeki ¢l
ortamlarindan gelen bitki drtistiniin “siis” olarak gorilmedigi kentsel Emirlikler baglaminda,
insanlarin ¢élle baglantisinin nasil kesildigine baktik. Her yerde ¢ok sayida uzun, yogun
sekilde sulanan gicekler ve gimler goriiyorsunuz, ancak oradaki yerel tarimuzmanlarive
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botanikgiler ile, Bedevilerin ¢dl ile birlikte yasamaya dair sahip olduklari bitki ortiist ve
botanik bilgilerini sehre getirmenin ne anlama geldigini anlamaya calisiyoruz. Hem tiiketim
hemde iiretim agisindan ginliikiceriklerden daha fazlasi olarak ¢ol yiyecegine sahip olmak
ne anlama gelir? Bunedenle bu calismay, bitkilerin topraktakimevcut sudan eniyi sekilde
yararlanmak ve nemien st diizeyde kullanmakicin izledikleri geometrik kaliplari kullanan
masalarla yaptik. Buna ek olarak tiim bu yemekleri, ¢dl yemeklerinin yani sira kurakliga
dayaniklidiger malzemelerle hazirlamakicin yerel bir restoranla ¢alistik. Bu bitkiler, kurak
iklimlerde bile sehre ait bitkiler olarak gortimuiyorlar. Bu ¢alismanin ikinci tekrari, 2019
Mimarlik Trienaliigin Sharjah’a diktigimiz bir ¢ol yemekleri bahcesiydi.

Uclinciiylinda hala orada. is, ¢&l bitkileri yetistirdigimiz bir mikroiklim arazisiyaratmaktan
olusuyor. Bubitkileri sehirdeki fidanliklarda bulmakimkansizdi, bu ylizden yerel botanikgiler
ile birlikte sehrin disindaki ¢élden tohumlari kendimiz toplayip farkl dizilimlerde dikmek
zorunda kaldik. Buna paralel olarak, farkli algilama cihazlari araciligiyla bu agaglarin
performansini izledik. Sorunuza geri donersek, calismalarimiza yén veren performans
katmani,masada hep beraber bir sofra basinda oturaninsanlardanziyade daha gokinsan
bedenlerinin 6tesinde bir kolektif performans duygusuyla ilgili. Bu ¢élyiyeceklerini, farkl
islevler yerine getiren, diinya ile iletisim ve etkilesim halinde olan bitkiler olarak nasil ele
alabiliriz? Sharjah'daki “Col Bitkisi Olmak” aynizamanda, restoranicin gida malzemeleri
olanbu ¢olbitkilerinin sehirdeki devam eden bir performansi. Bizimigin bu kolektif tarafin
bir yemek siiresiyle sinirlikalmamasi gerektigini anlamak gok nemli,bu 100 veya 1000 yillik
bir slirec. Yemek etrafindaki bu kutlayicianlarla giderek daha azilgileniyoruz, bunun yerine
projelerimizde slire agisindan zaman ve mekan sinirlarininasil astigimizla ilgileniyoruz. Bu
nedenle Tirkiye'de baslattigimiz proje 6niimiizdeki li¢ yil boyunca devam eden bir siirec
olarak genisleyecek.

G.S: Salt’taki serginizden biraz daha bahseder misiniz?

C.S: SergiHaziran 2020°de aglldi, bizise kapandigi glin gérmeyi basarabildik. Karantina
sirasinda Turkiye'de olamadik. Pandemiden 6nce de uzun yillar bunun tizerinde ¢alisiyorduk.
IKLIMCILi farkl mevsimlere bakmak icin bir gerceve olarak kullandik. Tiirkiye Cumhuriyetinin
basinda cografyacilarin tlkenin bolindugu yedi bolgeyi kararlastirdigi, iklimlerini ve
buralarda tiretilen gidalari belirledikleri Cografya Kongresiile basladik. 1940 lyillardakio
andanitibarenbdlge sinirlarinin, iklimlerin ve bu bélgelerden gelen tiriinlerin nasil degistiginin
izini stirdiik. Bu eski gorisler hala ilkokullarda bu sekilde 6gretilse bile, sinirlar, iklimler ve
uriinler siirekli degisim halinde. Tiirkiye'de ortaya ¢ikmaya baslayan farkliyenisezonlara
baktik. Bunlardan biri de iskocya'da gelistirdigimiz calismayla dailiskili olan, balik gif tlikleri
tarafindankirlenen denizlerdi. Akdeniz'de agik aglarda yogun sekilde yetistirilen balikgiklik,
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iskocya, Sili, Norvec veya Kanada'daki somon yetistiriciligine benzer bir teknik izliyor. Ayrica
tiim Akdeniz'de gerceklesen, ve 6zellikle istanbul'un disindaki mandalari etkileyen, sulak
alan kurutma mevsimine de baktik.

Farklialtyapibicimleriaraciligiyla, miisterek araziler kiiciliiyor ve bu da gégebe gobanciligi
etkiliyor. Budurum ¢obanlari o kadar sikistiriyor ki, mali acidan stirdiirilebilir olmadigiigin
mandalarini satiyorlar. Eskiden iicretsiz olarak erisebildikleri umumi arazi ve su eksikligi
var ve cogu durumda, ihtiyac duyduklari suyu satinalmak zorunda kaliyorlar, kibu biiytik
bir masraf.

G.S: Turkiye'deki arastirma stireci nasildi ve sergiicin nasil gorsellesti?

C.S: Salt’taki, tarihgilerle, siyaset bilimcilerle, cobanlarla, ciftcilerle, seflerle konustugumuz
cok katmanli bir suirecti... Sergideki bes yerlestirmeden biri olan sulak alan ve manda
projesiicin Arnavutkdy cevresinde, havaalanina yakin farkli kdylerde cok sayida cobanla,
gliniimiizde manda yetistiriciliginin zorluklarinianlamak igin ve ayrica sehirdekiinsanlari
toprak ile nasil yeniden baglayabilecegimiz lizerine konusmaya basladik. Siitlac, yogurt
ve kaymak oldukga nostaljik olarak goriiliiyor. Giiniimiizde, istanbul yéresinden gelen
mandalarinsiitiindenyapilanlarin giizelinibulmak zor. Gergekten geriye bunu bulabileceginiz
yalnizca ti¢c muhallebici kalmis. Gerisi genellikle inek veya endustriyel stitten uretiliyor.
Ayricaziyaretgilere kaymak ve yogurt ikram etmekicin muhallebiciyle isbirligi yaptik. Yerel
bir gémlekgi ve arkeologiile ortaklasa tirettigimiz comleklerde, mandalarin yuvarlandig
yerdeki camur kullanildi. Sergilenen 1000 adet siitlag ve yogurt kabi olusturduk. Halen
istanbul cevresinden elde edilen siitii kullanan istiklal'deki muhallebicide kullanmak tizere
kupon kazanan sansli bir ziyaretci de vard. istanbul Bienaline davet edildigimizde bunu
gercekbir yerlestirmeye genislettik. Beyoglu'nda bir vitrini devraldik ve orijinal diikkanlari
taklit edenbir enstalasyon olusturduk. Orada, mandalarile diger yoldas tirler arasindaki
iligkileri anlamak igin istanbul'daki farkliuzmanlara yaptirdigimiz bir dizi metabolik calisma
ile kaplari ve tatllari bir arada sunduk; mandalar ve kuslar, mandalar ve su,mandalar ve
¢imen vb. Farkl arastirmacilarin yaptigi bu farkl incelemelerin sonuclari Camuralem
(Wallowland) adli yerlestirmede sunuldu. Kiirtce, Tiirkce, Rumca, Bulgarca ve Ermenice
olarak farkl Anadolu dillerinde manda sarkilari derlemesi yapan etnomiizikolog Mustafa
Avciile calistik. Sozler duvarlara yazimisti ve sarkilari dinleyebiliyordunuz. Buna paralel
olarak gectigimiz Eylilayinda Arnavutkoy'de 1. Manda Festivalini de baslattik. Bu, gelecegi
vemanda ile cobanlarinkaliciligini diisinmenin bir yolu olarak mandalarikutlamakicin farkl
koylerden cobanlaribir araya getirdi. Yerel koyliiler tezgahlar kurarak tirlinlerini satti. Biz
de yerel digiin miizisyenlerine manda tirkilerinden bazilarini caldirdik ve gobanlardan
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biriyle biraz vakit gecirdikten sonra Gilinler’den yeni bir beste tiretmesiniistedik. Sarki
s0zli yazip festivalde canli olarak seslendirdiler. Simdi, en azindan éniimiizdeki tic yiligin
fon sagladik ve festival her Eyliil ayinda tekrarlanacak. Bu yil Eylll ortasinda bir hafta
sonu gerceklesecek. Aynizamanda, artik Ek Bic Ye i¢’in Kurtulug’taki ikincimekaninda yer
alan Gamuralem diikkanini ziyaret edebilirsiniz.

G.S: Size biraz Babakale’den bahsedelim. Babakale bir balik¢i kdyii ve hemyerel magazalara
hem de Turkiye’nin dort bir yanindaki stipermarketlere satis yapan biytk sirketlere, yani
biiyik markalara bircok balik ve kalamar tedarik ediyor. Bunedenle, balikgilik ve balikcilarin,
koyuin sosyal ve giinliik yasaminda oldukga belirleyici pargalar oldugunu sdyleyebilirim.
Karadeniz, degisen deniz sicakliklari lizerine arastirmanizi biraz merak ettim. Turkiye'de
balikcilik hakkinda ne biliyorsunuz?

C.S: Turkiye'de, endiistrilesmenin balik siirlilerini nasil etkiledigininizini stirmekicin bir balik
genetigi uzmaniyla isbirligi yaptik. Ciftliklerde yetistirilen levrek ve gipuralardan, ayni
zamanda aglarindisinda yetisenaynitiirlerden drnekler alarak genetiklerini karsilastirdik.
ilk testlerde ufak bir fark gériiliiyordu, cok kiigiik bir yiizde, ancak onlarin ne kadar farkl
olduklarini veya c¢iftlik baliklarinin, ¢iftlik somonu gibi, yabani muadillerinden ne kadar
bozuldugunu anlamak istedik. Endstriyel ¢iftliklerin, baliklari ne dlclide degistirdigini
ve bozdugunu anlamak icin genetik degisiklikleri arastirmaya basladik -daha kazangl
hale getirmek icin cok hizli biiyutilebiliyorlar. Ayrica, Karadeniz'deki ekolojik degisiklikler
nedeniyle ortaya ¢cikmaya baslayan farkli gé¢ modellerine ve suyun tuzlulugu, toksisitesi
veya sicakligindaki degisiklikler nedeniyle yenibalik tiirlerinin nasil geldigine ve digerlerinin
nasil yok olduguna baktik. Stiveys Kanal’nin agiimasiyla Kizildeniz’den gelen baliklarin
Akdeniz’e, Akdeniz'den gelenlerin de Kizildeniz’e ytizmeleriyle baslayan balik go¢ii buna
klasik bir 6rnek. Bugtin bu, konteyner gemilerine giden balast suyuyla daha da siddetleniyor.
Konteyner gemisini dengelemekicin diinganin bir ucundan okyanus suyunu aliyorlar ve sonra
bunuKaradeniz’e bosaltiyorlar, Karadeniz’den de diger taraflara - Karadeniz'deki su cok
uzaklara gidiyor. Akdeniz'deki tiirlerin Karadeniz’e gelmesiyle Karadeniz’in Akdenizlilesmesi
gibi mevsimleri diisiinmeye karar verdik. Hele ki Kanal istanbul sonunda kazilirsa, bu su
ekolojisinde muazzam bir dengesizlige nasil da katkida bulunacak...

G.S: Ayrica gectigimiz ylllarda Marmara denizinde sahit oldugumuz misilajla birlikte
Marmara'da balik cesitliligininazaldigi gorilmekte. Etrafisularla cevrili bir tlke icin eskisi
kadar cesitli baliklarin iremeyecek olmasi ¢cok endise verici. Babakale denize dogru
bir ¢ikinti gibi, misilajin indigi sinir, ama oradan sonrasi iyiydi ¢linkii teknik olarak Ege
oluyor. Babakale'deyken Tiirkiye'nin diger bolgelerinde bulunmayan taze baliklarin olup
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olmayacagini tartismamiz komik ve ilgincti. Bunlarin bir kismi ekolojik, ama bir cogunun
da politik ve ekonomik olmasi delilik.

C.S:Her yerde tekrar edenbir model bu. islerine kadar biiyiik lgekte yaparsaniz, o kadar
fazla sorun getirir. Baliklari bliylik Siceklerde yetistirdiginizde diski olur, antibiyotikler olur,
balik ¢iftliklerinde olup agik sulara dalgalanan pek cok sey vardir. Belki de soru yalnizca tek
bir blyiik yogun dlcekte ve dogal maddeleriisleme endiistrisi lizerine degil, aynizamanda
hem tiiketim hem de Uretim alanlarinin nasil cesitlendirilebilecegidir.

Gorselkredi/ Photo credit: Cooking Sections
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Cooking Sections examines the systems that organize the world through
food. Using site-responsive installation, performance and video, they
explore the overlapping boundaries between art, architecture, ecology
and geopolitics. Established in London in 2013 by Daniel Fernandez
Pascual and Alon Schwabe, their practice uses food as a lens and a
tool to observe landscapes in transformation.

Garp Sessions: Canyou say a little bit on the role and significance of food, particularly
collective cooking and eating in your practice?

Cooking Sections: We see food as a tool to understand the landscape and its
transformation. It allows us to look into different entanglements and relationships
between power regimes or economic structures that connect different dotsamongst
planetary networks, and industrial assembly and disassembly lines. They also tell us
about the troubles throughout the world. Starting from very particular ingredients, one
can understand many material flows on the planet. We think of particular food items
especiallyinindustrialized contexts to use themas a tool or a lens that helps us unpack
very complicated connections. We started working with food almost ten years ago.
That has evolved into different projects, formats and iterations. Perhaps the project
that hasallowedusto create a framework tolook at these different questions has been
CLIMAVORE which we started backin 2015. We coined the term ‘climavore’ to think how
toeatashumansare changing the climate or how to eat as humansinchanging climates.
This has manifestedinlooking at periods of drought or periods of polluted oceans by fish
farms or exhausted soil. It had a manifestationat Saltin Turkey when we were invited to
do the solo exhibition “CLIMAVORE: Seasons Made Drift.” That work continued onto the
Istanbul Biennial in 2022 and is still ongoing.

G.S: Youalsohada performative lunchandinstallation titled “CLIMAVORE: Onthe Movement
of Deserts” in Sharjah Biennial 13. Is that performatory and participatory element still
part of your work?

C.S:1guessit’sanevolution. That project was the beginning of a research onthe movements
of desertsand how many cities in certain geographies have been struggling with water
scarcity orrather,how the creation of that lack of water sometimes derives fromhuman
action,not necessarily just climate. We looked at how people have been disconnected from
the desertinthe Emiratesurban context, where vegetationinthe city that’s fromdesert
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environmentsis not seenas ‘ornamental’. You see a lot of long, heavily irrigated flowers
and lawns everywhere but we've been trying to figure out with local agronomists and
botanists there what would it mean to bring the vegetationand botanical knowledge that
Bedouins have of living with the desertinto the city. What would it mean to have desert
foods as more than everyday components both from a consumption and production
point of view - that’s why we did this work with tables that followed the geometrical
patternsthat plants use to make the most of the existing water in the soil to maximize
moisture. Ontop of that we worked with a local restaurant to prepare all these dishes
with desert foods but also other drought-resistant ingredients. Those plants are not
seenas plantsthat belongto the city eveninarid climates. The seconditeration of that
piece was a desert food garden that we planted in Sharjah for the 2019 Architecture
Triennial. It’s stillthere inits third year. It consists of creating a landscape of microclimates
where we propagated plants from the desert. It was impossible to find these plants
in nurseries in the city so with local botanists we had to literally collect the seeds from
the desert outside the city and plant them in different arrangements. In parallel we
monitored the performance of those trees through different sensing devices. Going
backtoyour question, the performanceis not necessarily about humans sitting together
atthetableasanact of conviviality that guides our work, but rather a sense of collective
performance beyond human bodies. How do we alsoinclude these desert foods as plants
thatare performingin different functions, communicating andinteracting with the world?
“Becoming Xerophile”in Sharjahis also an ongoing performance of these desert plants
inthe city thatare foodingredients for the restaurant. For usitis crucial tounderstand
how that collective aspect doesn’t have to be limited to the duration of ameal,it’sa 100
or1000 yearsof process. We'reless and lessinterestedin those convivialmoments but
rather in how we go beyond boundaries of time and space in terms of duration in our
projects. That’s why the project we startedin Turkey willexpand as an ongoing process
over the next three years.

G.S: Canyou saya little bit more about the exhibition at Salt?

C.S: It opened in June 2020, we managed to see it the day it closed. We couldn’t be in
Turkey during lockdown. We were working on it for many years before the pandemic.
We used CLIMAVORE as a framework tolook at different seasons. We started with the
Geography Congress at the beginning of the Turkish Republic whereby geographers
decided onthe sevenregionsinwhich the countryis divided, their climates and the foods
that were produced there. From that momentin the 1940s, we traced how the regional
boundaries, climates and products from these regions are shifting. Evenif the old visionis
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stilltaughtin primary schools as such, boundaries, climates and produce are allin flux. We
looked at different new seasonsin Turkey that are starting to emerge. One of themwas
polluted seas by fish farms connected to the work we have been developingin Scotland.
Intensively farmed fishin open nets in the Mediterranean follows a similar technique to
how salmonis farmedin Scotland, Chile, Norway or Canada. We alsolooked into another
season, wetland draining, which has happened all over the Mediterranean, particularly
the one concerning the water buffalos outside Istanbul. Through different forms of
infrastructures, land held in common has been shrinking which is affecting pastoralist
ways. It’s pressing herders so much that they are selling their buffalos because itisn’t
sustainable financially.There is a lack of common land and water that they used to be
abletoaccessforfree,andinmany cases, they have to buy water whichis a big expense.

G.S: How was the process of doing research in Turkey and how has it materialized at
Salt for the exhibition?

C.S: At Salt,it wasa very multi-layered process of talking to historians, political scientists,
herders, farmers, chefs... For the wetland and buffalo project, which was one of the
five installations in the exhibition, we started conversing with a lot of herders around
Arnavutkdy, in different villages near the airport to understand the challenges of buffalo
herding today and also how to reconnect people in the city with the landscape. Siitlag,
yogurt and kaymak is seen as very nostalgic. Today it is hard to find a good one made
from the water buffalo milk from the surroundings of Istanbul. Indeed, we could only
find three muhallebi shops left where you canfindit. The restis usually cow or industrial
milk. We also collaborated with the muhallebici to serve kaymak and yogurt to visitors.
The pots we fabricated in collaboration with a local potter and archeologist were
using the clay that we took after digging a wallow. We created 1000 siitlag and yogurt
pots which were on display. There was also a lucky visitor who would get a coupon to
go to the muhallebici on Istiklal that still serves the product from the surroundings of
Istanbul. When we were invited to the Istanbul Biennial, we expanded that intoanactual
installation. We took over a shopfront in Beyoglu and created an installation that was
mimicking the original shops. There, we presented the pots and desserts together with
a series of metabolic studies that we commissioned to different expertsinIstanbul to
understand the relationships between the water buffalo and other companion species;
buffalosandbirds, buffalosand water, buffalos and grass, etc. The outcomes of these
different surveys that different researchers made were presented in the installation
titled Camuralem (Wallowland). We worked with ethnomusicologist Mustafa Avci who
made a compilation of buffalo songs in different Anatolian languages; Kurdish, Turkish,
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Greek, Bulgarianand Armenian. The lyrics were written on the walls and you couldlisten
to the songs. Also in parallel, we started the 1st Water Buffalo Festival in Arnavutkoy
whichlaunchedlast September. That brought together herders from different villages
togetherto celebrate water buffaloasawayto thinkabout the future, the permanence
of the buffalo and the herders. Local villagers set up stalls and sold their products. We
also worked with a local wedding band to play some of the buffalo songs, and we also
commissioned Gililinler to compose a new song after spending time with one of the herders.
They wrote the lyrics and performed it live at the festival. Now, we've secured funding
foratleastthe nextthree yearsand the festival willbe repeated every September. This
yearit willtake place on the weekend of mid September. You canalso visit the Camuralem
shop, now based in Kurtulus, at the second space run by Ek Bic Ye .

G.S:Letustellyoualittle bitabout Babakale. Itis a fishing village and a lot of the fishand
calamariis supplied fromBabakale to both the local stores and to bigger corporations,
sort of big brands that are being sold in supermarkets allaround Turkey. So | would say
that fishing and the fishers are quite defining parts of the village’s social and daily life.
I was a bit curious to hear about your research on the changing sea temperatures and
the Black Sea. What do you know about fishing in Turkey?

C.S:InTurkey, we collaborated with a fish geneticist to trace how industrialism affects
the body of the fish. We took samples of farmed seabass and sea bream inside farm
nets and the same species outside the nets to compare their genetics. In the first
round of tests you could see a difference, a very small percentage, but we wanted to
understand how different they are or how much farmed fishis distorted from the wild
counterparts, in the same way farmed salmon is. We started looking into the genetic
changes tounderstand the extent to whichindustrial farms modify and distort the fish
bodytomakeit profitable asit canbe pushedto grow very quickly. We alsolooked at the
different migration patterns thatare startingtoappear because of the ecological changes
in the Black Sea, and how new types of fish are arriving and others are disappearing
because of changesin salinity, toxicity, or temperature of the water. A classic example
isthe fishmigration that started with the opening of the Suez Canal, whenfish fromthe
Red Sea began swimming to the Mediterranean and the other way around. Today this
is exacerbated with ballast water that goes in container ships. They take ocean water
from one side of the planet to balance the container ship and then discharge it in the
Black Sea - and the other way around, water from the Black Sea goes very far away.
We decided to think about seasons such as the Mediterraneanisation of the Black Sea
forinstance, with species from the Mediterranean arriving in the Black Sea. And even
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more soif Kanalistanbulis eventually dug, how that will be contributing to a tremendous
imbalance in water ecology.

G.S: Also with the mucilage we witnessedin the Marmara sea in the past years, the fish
diversity apparently has been decreasing in Marmara. It’s very concerning that for a
country that’s surrounded by water, there aren’t going to have as many kinds of fish
produced. Babakale is this protruding kind of land towards the sea, the border until
where the mucilage traveled, but it was fine from there on because it’s technically the
Aegean. Soit’s kind of funny andinteresting how we were debating whether there would
still be fresh fish that aren't available in other parts of Turkey while in Babakale. Crazy
how some of these are ecological but a lot of them are also political and economical.

C.S: It’s a pattern that repeats everywhere. The larger scale you do things the more
trouble it brings. When you farm fish on an intensive scale there’s excrement, there’s
antibiotics, there’s a lot of things that are a part of the fish farms and that billow out
into the openwater. Perhaps the questionis not to only thinkin one large scale intensive
and extractive industry but how to diversify both diets and production landscapes.
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Babakale'de Garp Sessions’a ev sahipligiyapan, bahcesimezarlik olan o eve girdigimandan
itibaren 6liime dair seyler kaydettim. Sevdiklerinikaybetmis katiimcilarinkaranliklastigi
anlar, pandemisebepli 6lim sayilari, katiimcilardan birinin Avrupa’da yasayan heykeltiras
agabeyinin geginmek igin mezar tasi yaptigi bilgisi, kdydeki kadinlar derneginin ve ickili
bir isletmenin kapatilma hikayeleri, verdigi aciyianlatmaktan zevk aldigimicin birakmayt
erteledigim bir takinti, meydandaki kalenin icinde 6ldiirdiigiim zaman... Biitlin bunlari
kaydederken bir yandan gcoguyla yeni tanistigim bir grup insanla dinlemek ve yaratmak
iizerine konusarak diger yandan Zoom'dan ders vererek giinlerimi gecirigordum. itiraf
etmeliyim ki herhangi bir sey yaratasim veya her an herkesi dinleyesim gelmiyordu.

“Isitsel Seriivenler” igin okudugumuz metinlerden birinde Jean Luc Nancy, dinleme eylemini
bir tir “kulak esnetme” (tendre loreille) ya da kulak kesilme olarak tanimliyor ve bunu merak
ve endiseyle bagdastiriyor. Distiniyorumda, merak etmek bir tiir “isteme”, endiseyse bir
tur “istememe” eylemi. Demek kiben de Babakale’de 6limui dinlerken hem ondan kaciyor
hem de onu daha yakindan tanimak istiyormusum. Babamin teyzesinin yasina ragmen
beklemedigim bir anda gelen 8liim haberi lizerine (“Anneyi kaybettik”) istanbul’a bir giin
erken donilip cenazeye gitmek 6limle beni yaklastirdimiyoksa olimi benden uzaklastirdi
mi emin degilim.

Babamin teyzesi daha ¢ok bir babaanne gibiydi. Babam, ablam ve ben éliince hazir olsun
diye mezar tasimiza kadar yaptirmis, dogum tarihlerimizi de lizerine yazdirmis, kendisi
icin hazirlattigi yerin yanina diktirmis (bkz. Fotograf No. 1). Bu ylizden onu defnederken
varliginiunutmus oldugum kendi mezar tasimla bir kez daha karsilastim. Oraya gémiimek
istedigimden emin degilim; bu bir uzaklagsma. Babam o giin cok terlemis ve gémlegi sirtina
yapismisti; bu bir yakinlasma. Ablamla benimisimlerimiz ayni tasa yazilmis, bir tiirlii birey
olamadiysak demek ki... Bu bir uzaklasma mi yakinlasma mi?

Babakale'de 6lim Ulzerine distinen tek ben degilmisim. Edhem Eldem de Osmanli
imparatorlugu'nda Mislimanlara ait mezar taslariniincelerken istanbul disina dair bir
fikir ylritebilmek icin, Babakale'dekimezar taslarindan bir arsiv olusturmus (Fotograf No.
2). Oliilerin toplu olarak gémiilmesindense bireye 6zgii mezarlara defnediimesi, Osmanlirda
Bati toplumlarina nazaran ¢ok dnce baslamis. Yine de niifuzlu, zengin ve erkek oimayan
bireylerin dayanikli ve kendilerine ait mezar taslarina sahip olmasi 18. Yiizyil bulmus. Bu
demokratiklesmede Marmara Adasrnin altinda mermer bulunmasive mermer fiyatlarinin
ucuzlamasinin da katkisi varmis. Ancak kendinize ait bir mezar tasi olmasi, etrafinizdaki
diger bireylerden azade oldugunuz anlamina gelmiyormus. Bas tasinizda o dénem moda
olanve kabirden kabre tekrarlanankuplelerdent olmasiihtimali yliksekmis. Varlikliysaniz
size 0zel betimlemeler ve siirler yazilirken, Babakale gibikdylik yerlerde yaninizda yatan
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komsunuzla bas taslarinizbenzer olurmus. Kimliginizi belirleyebilmekicinse hangi meslekten,
hangi saraylinin hizmetlisininyegeninin esi, ya da kiminkizi ya da damadi oldugunuz bilgileri
1700-1850 seneleri arasinda mezarliklarda daha fazla gorilmeye baslamis. Mezar
taslarindakiyazili kiilttirtin Osmanlmodernlesmesini yansittigini savunadursun, Eldem’in
en cokilgisini ceken hususlardan biri, yaziya gecilmemis bir bilginin sdzlii olarak yasamini
stirdiirmesi olmus. Eldem, Babakale'de 1889°da vefat eden Hafiz Ali Efendi oglu Aziz
Efendi’nintasiniokurken, mevtanin sag bir akrabasiona yaklasip genc adamin19 yasinda
tiifekle intihar ettigi bilgisini vermis. Eldem’in biri Fransizca digeri ingilizce iki makalede bu
intiharin sézelligini sonlandirmasi, en az benim de bu bilgiyi burada tekrarlayarak iyice
sabitledigimi distinmem kadar ironik. Belli ki kaybolma istegiyle kesfetme istegi, 6ltimle
yasam yine siki fikiolmus.

Benimicin yaptirilan mezar tasinin fiyatinibilmiyorum. Ad soyad dogum tarihi gibi temel
bilgileriiceren bu tas, dating uygulamalarindaki profillerim kadar gosterisli degil. Burada
yakisikl fotograflarim, konustugum diller, boyum, yatakta ve Gtesinde yapmaktan zevk
aldigim seyler yok. Donemin moda s6zlerinden bir kuple, benim tasimi glinimiiziin s6zIi
gelenegine yakinlastirmiyor. Ya da mezar tasimiyapankisi yaraticiligiyla geleneksel dizeleri
olabildigince egip biikkmemis, bir fark yaratmamis. Bir tek babamin soyadiniyanlis yazmis;
demek boyle bir 6ne gikma bana nasip degilmis. Benim dogru yanlis kendi sézlerimle kendi
dinleyicimi bulmamicap ediyormus. Sanirim bu yazida bunu yapiyorum.

Butln budinlemeleriginde korktugum sey 6lim mii yoksa yasam miasla emin olamadim.
Kulagimizi esnetmek korkuya ragmen yabancilari iceri almak demek, ya da onlarin
zaten hep bizimle oldugunu kabul etmek. Kendi 6limimi fazla dinlemekse kulaklarimi
baskalarina kapatma riskini tasiyor. Bu akustik narsisizme kapilmak istemiyor, kulagimi
tekrar baskalarina ceviriyorum. Garp Sessions’daki diger katiimcilari en iyi birlikte
yemek yaparken dinlemis oldugumu fark ettim. Bu yiizden son olarak Amelie, Ayse,
Ayse, Canve Cemil'in mutfaktaki fotografinikoyuyorum. Ekibinarasindanbir gtinerken
ayriimadan 6nce onlara kiymali makarna ve erikli kek yapmistim. O giinden bugtine ¢ok
sey degisti. Baziseyleridinlerkenbazilarin gl

artik dinlemiyorum. Birgok tanidigim son Fén son ne 2aman birinin yaninda agladin?
sene iginde yakinlarini kaybetti. Kimileri Gnderineamandinieken ayliding
bulunamadi. Mermer bas tasi fiyatlariise -in son birinin yaninda sosyal medyada Hiyleri tozla

bugiin 750 ile 5000 Lira arasinda degisiyor. agh, Tirkiye'de enkaein yaninda plastik bir kaptan
makarna 4iyen bir kedi FOfOS!QFIn\ ‘10\"l\§|lk\a\
VR . ) gérdigimde agladim.
Dinlediginiz icin tesekkir ederim. = £nson ne caman yalne bagima aFladgim

Ulkemizde yasamak kadar slmek de pahali.

L\o\hrlamu\omm.

1Ornegin “Ziyaretden murad duadir/ bugiinbana ise yarin
sanadir”
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Fromthe moment|entered the house which hosted Garp Sessions in Babakale and which
hadacemeteryinits garden,|recorded things that are related to death: The moments
when the participants who have lost their loved ones got darkly pensive, the pandemic-
related death numbers, that time when a participant talked about how their sculptor
brother who lives in Europe makes gravestones for a living, the stories of the women’s
association and a restaurant that served alcohol in the village getting shut, the way |
postponed quitting an obsession of mine at the time because | enjoyed telling others
about the painit gives, or how [ killed time in the castle that’s in the village center... While
recording all these, | was passing my days having conversations about listening and
producing with a group of people most of whom I had just met, and lecturing on Zoom
tomake a living. I have to confess that | didn’t feel like producing anything or listening to
everyone all the time.

In one of the texts we read for “Daring Auralities”, Jean Luc Nancy describes the act of
listening as a kind of “stretchling] the ear” (tendre I'oreille), and associates this act with
curiosityandanxiety. Now that | think about it, curiosityis anact of “wanting” and anxiety
isanact of “not wanting”. It turns out that while | waslistening to deathin Babakale, lwas
both avoiding death and wanted to get to know it better. | am not sure, then, whether
returning from Babakale toIstanbula day earlyandattendinga funeraluponthe, despite
her age, unexpected news of my father’s aunt’s death (“We lost the mother”), brought
me closer with death or made it diverge fromme.

My father’s aunt was more like a grandmother. She had tombstones made for my dad,
my sister,and me so that they would be ready to receive us upon our deaths. She had our
birth dates written onthem,and had them erected next to the place she had preparedfor
herself (see Image No. 1). When we buried her, | came across my own tombstone, whose
existence I had forgotten. ’'m not sure | want to be buried there; thisis a divergence. My
father was so sweaty that day that his shirt was glued to his back; thisis a convergence.
My sister and | have our names written onthe same tombstone, | guess we haven't been
able tobecomeindividuals... Is this a divergence or a convergence?

Iwasn't the only one thinking of deathin Babakale. In his investigation of the gravestones
that belonged to Muslims during the Ottoman Empire, Edhem Eldem also compiled an
archive of gravestones in Babakale in order to have anidea on the funerary culture in
places otherthanlstanbul Image No. 2). He recounts how the burial of the deadinindividual
gravesratherthanmassburialbeganinthe Ottoman Empire much earlier thaninWestern

*For example “Ziyaretden murad du'adir/ bugiin bana ise yarin sanadir, translated by Eldemas “Visitor, say a prayer for me / As|lie today so
tomorrow willthee,” orliterally, “What is expected froma visitis a prayer / If today is my turn, tomorrow will be yours.”



AliYalgin As|Lie Today So Tomorrow Will Thee 100

societies. Yetit was onlyin the 18th century that influential, wealthy, non-male individuals
had their own durable tombstones. The discovery of marble under the Marmaralsland and
the cheapening of marble prices also contributed to this democratization. Apparently,
however, having a tombstone of your own did not mean that you were free from other
individuals. There was a high chance that your headstone had been inscribed with one
of those couplets! that were in fashion at the time and were repeated from grave to
grave. If you happened to be wealthy and urban, you would get special descriptions
and poems, while in rural areas like Babakale your headstone would be more likely to
be similar to your neighbor’s. Furthermore, between 1700-1850, your identification in
cemeteries gotincreasingly tied to the inscription of your profession or information such
aswhich courtier’s servant’s nephew’s wife or whose daughter or son-in-law you were.
Eldem may well argue that the development of funerary epitaphs reflects the course
of Ottomanmodernization. Yet, one of theissues that attracted his attention the most
was the oral survival of an unwritten knowledge. While Eldem was reading the stone of
acertain Aziz Efendi, son of Hafiz Ali Efendi, who died in Babakale in 1889, a living relative
of the deceased approached himandinformed him that the young manhad committed
suicide witha rifle at the age of 19. The fact that Eldem ends the orality of this suicide in
twoarticles, onein French and the other in English, is as ironic as me thinking that I have
further entrenched thisinformationby repeatingit here. Clearly the desire to disappear
and the desire to discover, death and life are intertwined once again.

I don'tknow the price of the gravestone that was made for me. This stone that contains
basic information suchas myname, surname, date of birth, is not as flashy as my profiles
ondatingapps. It doesn’t have handsome photos of me, the languages | speak, my height,
things|enjoy doinginbedand beyond. A fashionable couplet of our daysis not put there
to bring my stone closer to today’s oral tradition. Nor did the person who crafted my
tombstone bend the traditional lines as much as possible with his creativity to make a
difference. Only he spelled my father’s last name wrong; turns out that this kind of a
spotlight was not my destiny. It looks like, instead,  need to find my own audience in my
own words, whether they're right or wrong. I guess this is what I’'m doing in this text.

Ineverknew for sure whether it was death orlife that | feared the mostinallthese listenings.
Stretching our ears means letting the strangers in despite the fear of accepting that
they are already with us all the time. Listening to my own death too much carries the
risk of closing my ears to others. Not wanting to succumb to this acoustic narcissism, |
turnmy ear to others again. | realize that | have best listened to the other participants
at Garp Sessions while cooking together. Therefore, I include a photograph of Amelie,

101

Ayse, Ayse, Can, and Cemil in the kitchen. Before | left the group a day earlier, | made
themspaghettibolognese anda plum cake. Many things have changed since then.ldon’t
listen to some things anymore while | listen to some others. A lot of people | know lost
theirloved onesinthe past year. Some of the lost were never found. Gravestones cost
between 750 to 5000 Liras these days. To die is as expensive as to live in our country.
Thank you for listening.

“twWhen did o last cry in front of another fer.son?
6‘1 WOmrszH:?

.~Last time | was moved to tears in front of someone

‘ was when | accidznfadlw saw on social media the

picture of & cat with her fur all covered in dust,
eating some pasta placed in a plastic container next
- to an zarf\«\quakz rubble in Tv\rke,“.
1 do not recall a recent memory of crying by myself,
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Babakale'de doganin, denizin ve kuslarin insanlardan daha baskin oldugu bir ortamda,
diinyanin adeta engin bir ufka acildigi burnun ucunda bir evde hem beraberiz, hem de
bireysel veisitsel yolculuklarimizin seyrinde... Aklimizda ve masada sorular; gérdiiklerimizi
ne kadar isitebiliriz? isittiklerimizi ne kadar gérebiliriz? Gériintileri sese, isittiklerimizi
farklibir deneyime nasilterciime edebiliriz... Garp Sessions “Daring Auralitites” katiimcisi
olduktan sonra, bu deneyimin de vermis olduguilhamla, Yapi KrediKuiltiir Sanat’ta Didem
Yazicikiiratérligiinde gerceklesen “Hayat, Oliim, Ask ve Adalet” sergisi kapsaminda, “bir
sergi turu” adliisimi, katiimeilarin kulakliklarindan duyduklari bir hikaye esliginde onlari
yonergelerle sergi mekaninda bir izlegi takip etmeye davet eden bir performans olarak
kurguladim. Sergimekaninda, sergiyi gezen bedenlerin seyrinin ve zamanin akisinin da birer
unsur olarak stirece dahil edildigiisitsel bir tur olarak kurguladigimve de sergide yer alan
eserleriaciklama cabasindanziyade onlarla farkliiliskilenme bigimleri neren bu performans
metninden bazi bolimleri asagida sizlerle paylasiyor, mimkiinse gozlerinizi kapatip bir
baskasinin metni size okumasini ve sizin de duyduklarinizi géziintizde canlandirmaya
calismanizi 6neriyorum.

+Hou1a’rmda en 90k ne isin

bir sergituruna” hos geldiniz. minneFrarsnn?

Sanirim kendimi tanitarak baslamamlazim. b 20
Gergi ben hep merak etmisimdir; tanismak igin = ivaramoniancs blrSOk FERGIT
illaisimleri 6grenmek sart mi?

Epey uzun bir siiredir kullanmadigim igin ismimi
hatirlamiyorum, bunu ¢ok da umursadigimi
sOyleyemem.

-normalde \r\i.f:edcccéimin aksine-

Zatenaslinda burada bulunma sebebiniz birileriyle Eaubol Wi .
ay0olmug u:ci‘mn\omm.

tanismak degil, birlikte sergiyi gezmek; yoksa Beriabal nnkla waniyor ve

yaniiyor muyum?

Sa\lgmaqa b«,;l\v‘omm.

yliziinizlicam gercevedendisariya, Galatasaray
Meydanrna donebilir, bir yandan beni
dinlerkenbir yandan da disarida gekilmekte olan
filmiizleyebilirsiniz.

Sergiturumuzunbir sonrakiduraginailerlemeden,
hadibirazcik daha disariyiizleyin.

Hani size ismimi unuttugumu séylemistim ya,
bunun sebebi de, aslinda cok ama hayal bile
edemeyeceginizkadar ¢ok uzun bir siiredir, hem

minnettar \nisscdiworum, SANITIM en
S'Ok ;ukrom dwt\do\‘s’um 15e sevme ve.

sevilme kapasitem. olo\«kga ‘1"5“"‘ bir

zamandan gegerken ilk defa kendimi
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insanarasina hi¢ clkmamis,hemde
bulundugum yerden hi¢ cikmamis olmam.
Mesela sinemaya en son ne zaman gitmistim
hatirlamiyorum, artik pek de nemiyok.
Gergisik sik sizin bulundugunuz noktaya gelip su
dev “cerceveden” izlediklerimin bir sinema

filmi oldugunu hayal ediyorum.

Sizin goérdiigiinliz kalabaligin yarisinin bile
sahneden gelip gecmedigi, ender de olsa bazen
kimsenin cerceveninigine girmedigi alacakaranlik
saatlerinde.

Neyse kiizledigim film tiirlerine dair gesitlilik cok;
her tlrinsanin ve hatta sik sik sokak
hayvanlarinin da rol aldigi trajediler, komediler,
polisiyeler, romantik ask filmleri, melodramlar,
gerilim ve korku filmleri, bilimkurgular... ne
ararsaniz yer aliyor bu gerceveninicinde.

Turumuzun sonuna gelince s6z veriyorum size
bu cercevedenbakarak hayalimde kurguladigim
en son romantik bilim kurgu filmini anlatacagim.

Sona geldik.

Simdi size s6z verdigim filmi anlatacagim.

Filmin adiicin bu sergi turunun basligindanilham
aldim.

“romantik bir bilim kurgu”

Cogunuz Titanik filmini izlemis olmalisiniz.
HaniKate Winsletile Leonardo Di Caprio’nun tnlii
‘ucma sahnesi’ var ya.

Simdi sag tarafinizda, biraz yukarida duran
Akdeniz Heykeli, Kate Winslet’in o sahnedeki
pozunu animsatmiyor mu size de?

Ancakbu sefer cinsiyetiyok o heykelinve de batan
bir gemiden 6lime degil, gemide patlak

vermis bir pandemiden kacmak ve yasamakicin
kendisini 6niimiizdeki denize atiyor.

103

+¢n deéerli hatiran nedir?

\

-Bir keresinde Babakale’deki evin o

onundeki iskele hala u\crindcu\kev\ 9ian
batiminda u\'v'\aw\zv‘e 9if‘w\i,§ﬁk. Denizin
orada s'drdbié‘u'\w\ en autel \«odiwdi, hava
Ami&kemmelc\? ve biraz Saknrkewiﬁim.
Iskelenin istiunde kafalanmiz denize
sarkacak .;ekilde sirtistia uzandik ve 9ny
batimini tersten ;cslreH’ik. 0 noktada
bi)\wi\i& bir eyin old«éw\a neredeﬁm

¢

eminim! 0 kadar 9°k{¢“\i kendi ;S'iMde \

Slﬁubildim ve dylesine 0 ana teslim
oldam ki mutluluktan thlzrimdcn
wag\ar o\kuwordv\. 0forik bir andi ve
benim igin gok degerli bir babakale
\nahraun\d\.

td
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Evet dogru duydunuz; simdi oniiniizdeki Galatasaray
Meydanrnin bir deniz oldugunu, tam da

hani serginin icindeki merdivenlerden yukari ¢ikarken
dikkat etmenizi rica ettigim figtirlerle dolu

bir deniz oldugunu hayal edin.

Nasil bir deniz mi; hatirlatiyorum: “deniz canlilarinin ve
sevgililerin ylizdiigu, agkin ve disil hazzin

kutlandig, cinselligin olumlandidi bir deniz.”

Asagidaki polislerin yavas yavas zihninizde midyelere
donlismesine izin verin.

Yapistiklarikayaliktan 6zgurlessinler ve denizde serbestce
ylizmeye baslasinlar.

Siyah, sert kabuklarinin icindeki “manto” adli ince zarin
icinden gokkusagi renklerinde cikip

denize dagildiklarinihayal edin.

Kabuklariagilsa da 6lmeyen tiirden bunlar.

Denizin kendisi de igindeki canlilar gibi

renktenrenge girmeye baslar...

Vi heykel kendisini deni - . ;
eeceheykelkendisii aenize +A.§k ve .ge(:kakhn L\Q‘\Q‘hhdak\ rolia ne?

atar.

Tam o sirada asagidaki 50.

Yil Anitinin 50 kollu fantastik

bir ahtapota doniistigini

-0nemli roli var. Baz ko;v\l\ar bir araya
geldiéindc birden 90k fazla §e4

goriiriiz. Nssedebi\iv‘or ve ,;e\m/ef duﬂabi\iwomm.

Ahtapot kollariyla denize

atlayan figiire sarilir, ikisi Duram :akinle,;figinde, neden ve nasi|

birlikte seviserek denizin \f\iuef’riéimi daha net omlw\omw\. Bir hissin

derinliklerine dogru Fark\nd&lié\ da bir {2‘\ uretme -
dalmaya devamederlerve ; o
w\ohvout\o»numvm ko\v‘nagg\ olvw\or. Bu anhk

dm\sulan sakinlegtiren ise agk gunku bence

agk \Aeu\uam anini v\ok ediwor: Prgkin 3

girvesi, aslinda arhk agk degil ama daha
gok tutku veya hirs, ve agk onu odakli ve
idealize edilmig bir histen daha az
W'dn?,lim\i ve biutincil bir hisse
dﬁnkgﬂiri&wor.
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We’re bothtogether andinourindividualand auditory journeys in Babakale where nature,
the sea and the birds are more dominant than humans, at a house on the tip where the
world opens up to a broad horizon... Questions are on the table and in our minds; how
much can we hear what we’re seeing? How much can we see what we’re hearing? How
can we translate sight to sound and sound to a different experience? After being a
participant of Garp Sessions “Daring Auralities®, and inspired by that experience, |
realized “an exhibition tour” asa performance piece whichinvites the audience to follow
a tour through directions while listening to a story from their headphones, as part of
the exhibition “Life, Death, Love, and Justice” curated by Didem Yazici at Yapi Kredi
Culture and Arts. I'm sharing excerpts from this performance text | conceptualized as
an auditory tour in which the movements of the bodies in the exhibition space and the
passing of time become aspectsintegral to the process, and which suggests alternative
ways to engage with the works in the exhibition rather than trying to explain them. If
possible, | propose you close your eyes, have someone else read you the text, and try
tovisualize what you hear.

Welcome to “an exhibition tour.”

+For what in your life do You feel

I guess | need to first introduce myself. most grateful?
Though I have always wondered; is it necessary
tolearnone’s name to meet them? -1 feel gratefal for lots of things but
Idon’tremember mynameaslhaventuseditin - ERIATAPHNIECUITAS CR AT U R RTIARUEYS,
solongand|can’t saylcare about it too much. Sra\hF«l for is the sense of My
The reason you're here is not to meet people ca‘mb%\ihl to love and be loved.

anyways, it is to see the exhibition together; or  [NEIREELNCICINGY very busy schedule,

amlwrong? | feel that | am not lost for the first
..... time -as | would normadlvl be- rather
You may turn to face out of the windows to JHRAS "‘“(’("1 to get up every Mornins,

Galatasaray Square and watch the movie being and happy to start working.

shut outside while you're listening to me.

Before we move on to the next stop of our
exhibition tour, go and have another look outside.
Remember | told you that|didn’t remember my
name? The reason for thatis that lhaven’t been
among people and evenhaven’tleft where lamin
suchalong time youwouldn't be able toimagine.
Forexampleldon’tremember whenwasthe last
time | went to the cinema, and it doesn’t really
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matter anymore.

Though | oftencome here to where you stand right
now and dreamthat what | see fromthis huge glass
frameisamovie.

At dusk when not even half of the crowd you are
seeing now passes through the scene, when
sometimes, though rarely, no oneisinthe frame.
Anyways the genreslwatchare varied; tragedies,
comedies, action movies, romances, melodramas,
thrillers and suspense movies, sci-fis where allkinds
of people and even oftenstreet animals take part...
You canfindanythingyou'relooking forin this frame.
When we reach the end of our tour, | promise to
tell you about the latest romantic sci-fi movie |
fictionalized looking out of this frame.

We're at the end.

Now | will tell you the movie as promised.

| was inspired by the name of this exhibition tour
for the movie.

“aromantic science fiction”

Most of you must have seen Titanic.
Remember the famous ‘flying scene’ of Kate Winslet
and Leonardo Di Caprio?

Doesn’t the Mediterranean Sculpture standing to
your right, a little bit high up, remind you of Kate
Winsletinthat scene?

But this time the sculpture doesn’t have a gender
anditjumpsto the sea fromthe sinking shipnot to
its death but to escape the pandemic that broke
in the ship.

Yesyouhearditright;imagine that the Galatasaray
Square in front of you is a sea full of the figures|
asked you to pay attention to while going up the
stairsin the exhibition.

Illremind you what kind of a sea: “a sea where sea
creaturesandlovers swim, where love and female
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+What is your most treasured mzwxoru\?
\
There was one time, while the deck at o
the beach in front of the house in
Babakale was still there, when we
went 1o swim at sunset. |+ was the
most beantiful sea | had ever seen
there, the weather was peachy and |
WS :li9k+lt1 tHpsy. We laid down on
our backs on the deck, our heads 1
\Aomgina from the deck towards the ¢
sea and watched the sunset wpside
down. I'm pretty sure something  y
magical happened at that moment,
| was able to Gs«re out and sarrender
to a lot of Hr\insx and | felt so
ecstatic that | had tears in My eyes.
It was a u«f\noric moment and a

\Aisb\lw treasured Dabakale memory.
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pleasure is celebrated and sexuality is affirmed.”

Let the police downstairs turninto mussels in your mind.

Let them cut adrift from the rock they have clung to and swim
freelyinthe sea.

Imagine them coming outinrainbow colors of the thinmembrane
called the “mantle” inside their black, rigid shells and spread in
the sea.

These are the kinds that don’t die evenif their shells open.

The sea itself, like the creatures in it, starts to turn from one
colortoanother..

Aaaand the sculpture throws itself to the sea.

Right at that point we see the 50th Year Monument downstairs
turninto a 50-armed fantastic octopus.

The octopus hugs with its arms the figure that jumps into the
sea, the two of them continue diving into the depths of the sea
making love and... THE END.

+What roles do love and affection flaw\
in your life?

-t flow‘.r an important role. When certain
conditions come fogeﬂner, | can immediod‘clu\
feel a lot and become lustful. Once the situation
calms down, | begin to cla\rian w\rw\ and how |

felt, and the awareness of a er\ins isthe g
L)

source of My intention to froo\uce. What calms

these momentary feelings is love because for me
love dissolves the moment of enthusiasm; the
peak of love, which iswt love anymore, it’s more
like passion and ambition, and love turns them
into & less directional and total feeling rather
than a very focused, idealized form of feeling.
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BigakciDogan Tosun

Garp Sessions: Bicakgllik babadan cocuga aktarilan bir meslek, degil mi?

Dogan Tosun: Evet,babadan &te ata meslegi. Kale 1725'te tamamlanarak kullanima agiliyor,
1730°'da bubdlgeninsilahihtiyaci var ¢linkii ugrak bir yer. Denizkenariolduguicin, eskiden
yol da fazla olmadigindan ulasiimasi kolay bir yer, ug nokta, lojistik bir yer aslinda. Diger
koylerde liretilen bazi irtinler buraya geliyor, buradan gemiyle sevk ediliyor veya ihtiyac
duyulan trinler buraya geliyor gemiyle, buradan icerideki kdylere sevk ediliyor. Burasi
dogalbir liman, bir liman kdyi. Osmanlibu kaleyi yaptigizaman bu bdlgede ne tretilebilir
diye bakiyor. Mesela buraya celik deniz yoluyla Sicilya'dan rahat geldigiicin, buraya aslen
Kazak kdkenli olan kilic ustalarinigetiriyor Osmanli ve 18 atdlye konuslandiriyor. Kag usta
var o bilinmiyor tabii.. Burada kilic ve kama uretiliyor, bélge olarak daglik bir bolgeyiz,
hayvancilik var, saplarinda da kesilen hayvanlarin boynuzlari kullaniiyor. Zamaninda
burasi orduya hizmet veren bir yer, yukarisi eskiden tizim yetistirilen baglik, orduevi
deriz biz. Simdi hepsi yok olmus gitmis... Orduevi dedigimiz de su: Gziimleri sikip pekmez
Urettikleri yerler var, pekmez de gemilerle askerlere génderilirmis, birliklere veya halkin
ihtiyacina sunulurmus. Engebeli bir arazide orduya bu sekilde yardimer olunuyormus.
Bizim burada uretilen kiliglar Yatagan modeli, ice kavisli bir kiligtir bu. Buradan Misir’a,
Suriye’ye kadar kilig ve kama gonderiliyormus. 18 atélye ile bir tir silah sanayiimis burasi.
Tabiizamanla silahlar degisinceye kadar. Tiifekler, tabancalar ¢ikip da gerek kalmayinca
birgok esnaf bumeslegdibirakmis, farkliislere yénelmis veya buradan ucup gitmisler. Benim
ailem, dedelerim, giindelik ihtiyag amacli bicak tiretmeye baslamislar, bu sekilde ayakta
kalmislar. Babadan ogula devam eden bir meslek. Baskasina pek 6gretemiyorsun bu
meslegi ¢linkli 6grenmeye cok kiiciikllikten baslamak gerekiyor. Ben oglumu yetistirdim
mesela, suan 18 yasinda, bicagi rahat bir sekilde tretebiliyor. Ama 2 yasindayken aldim
yanima, oturmaya basladi. Once ‘el kirma’ deriz, el kirma su: takimlara eli alismasi. Bir
ege kullanmasini bilecek, bir keser testere, cekic vesaire bunlari tutmasini 6grenecek.
Once burada o aletleri, takimlari oyuncak gibi gérilyor ve kendini yetistiriyor. Bir usta
istedigi kadar bir cocuga, gence gdstersin, iceriden gelen bir sey bu. O sekilde ben de
ogluma aktardim. Bagkasina da 6gretmek istiyorum ama kiiglik bir bebegi kimse tutup
da vermez sana. Bu ytizden belli bir zamandan sonra o kisiye 6gretemezsin, ¢linki ilk is
takimlari tutmasini, burada bagdas kurup oturmasini 6grenmek. Kemik yapin ona gére
alisacak. Derler ya atalarimiz ‘agac yasken egilir’, kemik yapin burada ona gore alisacak,
olusacak ve calisirken rahatsiziik yasamayacaksin. Sonradan gelen, gelisimini tamamlamis
bir cocuk buraya adapte olamaz. Agridan sizidan ¢calisamaz. Ne yazik ki suan tiretenkisi
kalmadi. Oglumla ben varim.
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G.S: Biraz Urettiginiz bigaklarin teknige deginebilir misiniz?

D.T: Babakale bicagi hep c¢ift kulakl olur, bicaga hakim olmak igindir. Formunu asla
bozmuyorum; dedelerim, babam nasil yapmissa ben de o sekilde devam ediyorum.
Osmanli bigaklarint miizede gordiigiiniizde mutlaka cift kulakli olur. Eskiden askerler
savasta kullanirken, iki kulagin arasina parmagini takip eliniyumruk yaptiginda ondanbir
parca olurmus. Kan, saydamsibir madde. Elinize geldigizaman, aktiginda, kayganlasiyor.
Bdyle tuttugunuzda bicak asla kaymiyor, elinize oturuyor. Bir Giriint lretmekten baska
kullanilabilmesi 6nemli olan. Bir de biz bigaklarda Osmanlimotifikullanmayiz. Atalarim hep
dogauyL, bitkileri, gigekleri kullanmislar. Motifler sayesinde hangi ustanin bigagi oldugunu
bulabiliyoruz.

G.S: Bu tekniginizin 6zel olmasinin sebebinedir? Mesela metali de kendiniz déviiyorsunuz.

D.T: iki cesit metal kullaniyorum ben. Biri kendi yerli celigimiz, karbon celik. Bunu déverek
elde ediyorum. Asil bicak ondan olur ancak islak birakirsan paslanir, kullandiktan sonra
kurulayacaksin. Bu deniz bicagdi degildir, karada kullanilir. Krom celikten de yapiyorum
ama o hazir bir geliktir, ddvme islemi yok. Dévme ¢eligin kesiciligi daha iyidir. Celiginiginde
mikroskobik hava bosluklarivardir,onu dévdiigiin zaman bu hava bosluklari sikisiyor, eziliyor,
ve o zaman CK serisine yukseliyor, daha ytiksek bir kalite. Bende derece aletleriyok, celik
ilk geldigi zaman eski usul tekniklerle 6greniyorum kalitesini, ona gére tiretiyorum. Suyunu
iyi verirsen, ¢eligin huyuna gore verirsen ¢ok giizel bir Girlin elde etmis olursun.

G.S: Bir Osmanli kdyi oldugundan bahsetmistiniz, kaleyle beraber mi gelisiyor kdy?

DT:Evet, Osmanlikdyl. Yunanlhyokmus mesela hig. Fakat Yunan mitolojisinde Lekton diye
gecer kdy. Biliyorsunuz birgok tanrilari var. Riizgar tanrisinin oldugu yer diye gegiyor.
Hatta ilyada Destanrnda askerler buradan cikip savasa gidermis. Kalenin Uglincii Ahmet
zamaninda yapildigi sdyleniyor. Bir seferden donerken buraya siginmis. Bakiyor burada
belli bir halk var, genellikle cobanlar, “Ne istersiniz, neye ihtiyaciniz var?” diye soruyor.
Korsanlardan ¢ok rahatsiz oluyormus halk, “Kale isteriz” deniyor. Ferman ¢ikartiyorlar ve
kale yapiliyor. Hatta af ilan ediliyor, tutukluluk karariolankim kalede calisirsa affedilecek
diye. Gokca kanunsuz kisi burada ¢alismis, af olup gitmis, kimisi de yerlesmis buraya.

G.S: Siz Babakale'de dogdunuz, burada yasiyorsunuz. Oglunuz disinda bir de kiziniz var.
Cocuklariniznerede yasiyorlar?
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D.T: Evet, burada dogdum, bir oglum bir de kizim var. Kizm Kore dili ve edebiyati okumustu,
hatta Ankara’da 8 ay biiytkelcinin yaninda terciiman olarak gérev yapti, suanda baska
sehirde yasiyor. Oglum da bu sene lniversiteye hazirlaniyor, ben tesvik ediyorum onu
okumast igin. Okuyan bir kisiyle okumayan kisinin goris acisi farkli olur. Okursa kendini
daha ok gelistirir ve daha kaliteli seyler tretebilir, onunigin okumasiniistiyorum. Bir seyi
bilingli olarak yapsin. Ben biittin bilgimi veriyorum ona ama ne kadar isinde usta olursan
ol, bilmedigin seyler mutlaka vardir. Ben ilkokul mezunuyum, ardindan bigakiliga gegtim.
Ailem okutmak istediama ben okumadim. Okusaydim disaridan bilgiler edinip, daha gtizel
seyler belki yapabilirdim.

G.S: Hic Babakale disinda yasamayi diistindliniiz mi?

D.T: Hayr, diistinmedim. K&yumu seviyorum, buraya alismisim artik, buradan ¢ikmak
istemiyorum. Sakin, dogal bir yer. Daraldiginzaman cikarsin daga bayira, temiz bir nefes
bulursun orada. Desarjolup gerigelirsin. Bliylik sehirde daha iyi kazanabilirim ama bunlari
bulamam ki. Gidip gézlemliyorum, insanlar sabah kalk isine git, aksam herkes yorgun.
Yalnizca hafta sonlari firsat bulursa bulabiliyor.

G.S: Oglunuzun meslegi devam ettirmek istemesi de sizin i¢in 6nemlidir, aksi takdirde
sizinle beraber sonlanabilir bu gelenek. Babakale'deki tek bicakgisiniz.

D.T:Ne yazik ki evet. Amcam var, o
dabiraktiisi.Benburada ekmegimi
clkarmaya calisiyorumama 6nemli
olankdltiirii yasatmak.

G.S: Bir bicagr yapmaniz ne
kadar slriyor? Bekleme siraniz
bugiinlerde ne uzunlukta?

D.T.: En buylk bigagin yapimi t¢
guin surer, en kiguk bicaktan bir

glinde iki tane Uretebilirim. Su an

alamiyorum siparis ciinkii elimde yogun bir siparis var. Ulkemizde bircok {iriiniin fiyat:
stireklidegismekte... Suanda siparis alip bir fiyat versemileride o bicagin ne kadara mal
olacagini bilemiyorum. Zorda kalmamak icin de siparis almiyorum.

G.S: Bu bahsettiginiz durum tabii cok fazla baska sektorde de mevcut, devamli degisen
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Turkiye siyasi ve ekonomik durumuyla beraber...

D.T:Kimseye kizamiyorsun, her sey degisken. Bizim bigaklarda tiretirken kullandiginiz dévme
ve krom ¢elik. Saplarinda boynuz kullaniriz, balcaklari da piringten yapilir. Bir de alpaka
diye bir malzeme var, beyaz, giimiis ayarinda ama giimus degil. Cinko ve bakirdan elde
ediliyor. Kimi miisterim ondanistiyor, tabii onlarin fiyati biraz daha yiiksek.

G.S: Elinizde hazir bigak da bulunuyor mu?

D.T.: Evet, siparis olmasa da siirekli Gretiyorum. Son birka¢ senedir yaz aylarina siparis
almamaya gayret ediyorum. Gelenkisiler, elimde bicak olmadidiicin alamadan gidiyorlar
ve o kisiler de siirekli gelmeyen, yurtdisindan kisiler oluyorlar..

G.S: Pekibuglinlerde ¢elik nereden geliyor? Sizin gibi ustalarin sayisi nedir?

D.T: Celik Karabiik'ten geliyor. Denizlideki bicak sanayiinden tedarik ediyorum. Krom
celikler de Fransa’dan geliyor, onlari da Bursa'dan getirtiyorum. Birgok usta da oradan
tedarik ediyor. Ustalarin sayisiaz kaldi. Bizim aslinda gercek bir ¢eligimiz var; Damaskus.
Ben tarih 6gretmenlerinden duydum, bu celige ve bicaga sevdal kisiler var. Damaskus
celigin gercekismidimiski. Kiirtce birisim. Once eritip potaya dokiiyorsun yumusak ve sert
celigi, daha sonra dverek uzatip, katlayip dévilyorsunuz. istanbul'da Topkapi Sarayrna
gidin, simsir kiliclari vardir, onlarda kullanilmis

G.S: Bu tarihgeyi merak edip sorugyor mu bicaklarinizla ilgilenen kisiler? Sizin sayenizde
koytin gelenekleri ve kiiltiiriine ait bazi seyleri, dondiiklerinde kendihayatlarina da tasimis
oluyorlardir.

D.T: Turkge bilen kisilere
anlatiyorum.Baziinsanlar
siradan bir meslek gibi
goriyorlar bilmedikleriicin,
haklilar. Boyle bir kdyde
bdyle bir meslek ne alaka.
Konustugunuz zaman
insanlar daha fazlailgive
saygi gosteriyor.




On a Tradition on the Verge of Extinction 115
Knifemaker Dogan Tosun

Garp Sessions: Knifemaking is a craft passed down from father to child, right?

Dogan Tosun: Yes, even beyond the father, it’s an ancestral craft. In 1725, the castle
opened for use after completion, in 1730 this region needed weapons because it was
afrequented place. Since it is by the sea and there were not many roads in the past, it
is an easy to reach place, an end point, a logistically convenient place. Some products
produced in other villages came here then shipped from here, or products that were
needed were brought here by ship, from here they were shipped to the villages inland.
Thisisanaturalharbor, a port village. When the Ottomans built this castle, they looked
at what could be produced in this region. For example, because steel was brought here
easily from Sicily by sea, Ottomans brought here swordsmen who were of Kazakh origin
and deployed 18 workshops. Of course, it is not known how many masters there were...
Here, swords and wedges were produced, it is a mountainous region, there is animal
husbandry, so on the handles the horns of butchered animals are used. But in the day
this was a place that served the military; there were vineyards up the hills, we called
themthe armyhouses. Now they are allgone... Thisis what we callanarmy house: there
are places where they squeeze grapes and produce molasses, whichis then shipped to
the soldiers, presented to the troops or the people. In this rough terrain, the army was
helped in this way. The swords produced here are in Yatagan style, it is a sword curved
inward. Swords and wedges were sent from here to Egypt and Syria. With 18 ateliers,
thisis a kind of arms industry. Up until, of course, the weapons change over time. When
rifles and pistols came out and knives were no longer needed, many craftsmen left the
profession, tended to different jobs or fled. My family, my grandfathers, started to
produce knives for daily needs, and they survived in this way. It is a profession that is
passed down from father to son. You cannot teachit to anyone else because you have
to start learning from a very young age. For example, | taught my son who is now 18
years old, and he can produce a knife easily. But | took him in with me when he was two
years old and he started to sit in position. First, we say ‘breaking the hand in’, and that
is getting usedto the tools. He has to know how to use a file, he must learnhow to hold a
saw, a hammer, and so on. Here he sees those tools and sets as toys, and trains himself
in this way. Let a master show it to a child, a young person as much as they want, this is
something that comes from within. That’s how | passed it on to my son. | want to teach
someone else, but no one will give youa smallbaby. That’s why you can’t teach a person
afteracertainamount of time, because the first thing to dois tolearnto hold the tools,
plus sit cross-legged here. Your bone structure must get accustomed toiit. If you take
the child after a certain time, like our ancestors say, “as the twigis bent, sois the tree

N\
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inclined..” Your bones must get accustomed to and take shape here, and you won’t
have any discomfort while working. A child who comes on later, who has completed his
development, cannot adapt. He cannot work without pain. Unfortunately, there are no
more producers at the moment. There is me and my son.

G.S: Canyou tellalittle bit about your technique?

D.T: All our knives have the same form. The Babakale knife has double ears, which is to
commandthe knife. I never go of f this form; | continue in the same way as my grandparents,
my father did. The ears are a feature made to control the blade. When you see Ottoman
knives in the museum, they definitely have such double ears. In the past, when soldiers
put their finger between the two ears and make a fist while using it in battle, it became
a part of the soldier. Blood is a translucent substance. On your hand, when it flows, it
becomes slipperyand the knife may slip fromyour hand. When youholdit like this, it never
slips, it sits in your hand. What is important is that, besides producing it, the product is
useful. Also, we do not use Ottoman motifs on knives. My ancestors have always used
nature, plants,and flowers. Through those motifs, we can find out which master’s knife
itisand who producedit.

G.S: What is the reason your technique is so unique? For example, you forge the metal
yourself.

D.T: I use two kinds of metal. One is our own domestic steel, carbon steel. | attain it by
forging, that’s the main one. The realknife is made from that but if you leave it wet it will
rust. Youdryit after usingit. Thisis not a sea knife, it is used onland. It canbe used as a
hunting knife, shepherd’s knife, sacrificial knife, nowadays it is used as a meat knife while
eating.make themasa chef’sknife.lalso make themfrom chrome steel, butitis a ready-
made steel, there is no forging process. Forged steelis sharper.|have some customers
from abroad, they especially want carbon (forged) steel. There are microscopic air
spacesinthe steel, whenyouhammerit these air spaces are compressed, crushed,and
thenthe blade rises to the CK series, a higher quality. | don’t have any measuring tools, |
learnthe quality with old-fashioned techniques when the steel first arrives, I make them
accordingly. If you water it properly and dip it in water according to the temper of the
steel, youwillgeta verynice product. You hit the hammer at a certainangle whenit first
comesin,ltestit that way: it shouldn't break or warp. When | find the right amount, Imake
it that way. My foreign customers say, “Forged steel rusts, but Iremove the rust and clean
it and use it again cleanly. However, there are toxic substances in chrome steel (every
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chromeis different, of course). It does not rust, but leaves poison whenleft next to food.”

G.S: Youwere bornin Babakale and you've always lived here. Where do your childrenlive?

DT: Yes, | was born here. Right now my daughter lives in another city and my son is
getting ready to go to university. He wants to make knives as well. | encourage him to
study. An educated person gains a different perspective on life. For example, | have a
certain perspective and it’s limited. If he studies he can develop himself and produce
even better pieces. That’s why | want him to study. So he does it deliberately. | pass on
allmyknowledge, however no matter how good youare at what you do, there are things
you surely don’t know. They say, “You are never too old tolearn,” something like that.

G.S: Have you ever considered living outside of Babakale?

DT:Nolhaven't.llike the village, itis what I know, |don’t want to leave. It isa calm, natural
place. Whenyou feel clustered, you go up the mountain, you find air,a freshbreath there.
Youblow off steamand come back here again. Of course |canmake a better earningina
big city, but|can’t find all this. Big cities wear people out, consume them.lgoand observe,
people are like robots, get upinthe morning, go to work, everyone is tired in the evening.
He canfind some time only on weekends if at all. lam a primary school graduate, then|
switched to knife making. My family wanted me to be educated but | didn’t doit. If Ihad
studied, maybe | would have had other knowledges or made better things.

G.S: It must be important for you that he wants to pursue the craft. Otherwise, this
tradition may end with you. You are the only knife maker in Babakale.

DT Unfortunately yes. | have an uncle but he stopped making them. | work to make a
living but what matters is to keep this culture alive. My grandfather used to say; “Son,
you canwork on something but if you pass away before passing it on to someone, itisa
pity.” The elders thought you have to pass it onto someone.

G.S:How long does it take for you to make a knife? How long is the waiting time?

DT: It depends on the knife, the biggest takes three days. The smaller, | can make two
of the smallest per day. | evaluate my orders accordingly, but | can’t take any orders
right now because I have a busylist. You tell people the price now, but the prices of many
products in our country are constantly changing, raw materials... If | give a price right
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now, | don’t know how much that knife will cost in December. I'm taking orders so ’'m not
inany difficulty later.

G.S: This is of course also apparent in many other industries, in accordance with the
constantly changing political and economical conditions in Turkey.

D.T: Youcan't be mad atanyone, everythingisin flux. We use forged and chrome steelin
knives. We use horns on their handles, and their guards are made of brass. Thereis also
a material called alpaca, which is white, in silver fineness, but not silver. It is obtained
fromzinc and copper. Some of my customers want those, of course their priceis alittle
higher. We have a customhere, | can't always see that knife, of course, it comesinfor care
from time to time, a dowry knife. That knife has a silver handle and a silver sheath, but
unfortunately, | cannot produce it that way because it was not passed ontome. Thisisa
very special knife. Whena father hasa daughter, he has that knife made and putsit aside.
When his daughter gets married, that knife comes out and is put in the dowry bundle. |
callit the value givento women.
And some visual value. If the
husband gets into mischief out
of wedlock, the woman knows
the best punishment, that’s why
theknifeisinthere.

G.S: Do you also have some
finished knivesin hand?

D.T:Iwork constantly. Evenwhen
thereisn'tanorder.For thelast
couple of years, ltrynot totake
orders during summer. Some
visitors have to leave without a knife because I'm out of them, and those people are
people fromabroad who don’t come regularly. There has beena developing tourismhere
inrecent years. Babakale is a port city, a natural harbor. It is said that this castle was
built during the reign of Ahmet lll. He took refuge here while returning from an expedition.
He seesthat thereisa certain community here, mostly shepherds, then he says, “What
do you want, what do you need?” At that time, the people were very troubled by the
pirates. Itis said, “We want a castle.” They issue an edict and a castle is built. Infact, an
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amnesty is declared, saying that
whoever works in the castle with
a detention order will be forgiven.
That way, many gangs and lawless
people worked here, they fled with
amnesty. Some settled here.

G.S: You already mentioned that it
isan Ottomanvillage,itisnotanold

village, it develops with the castle?

D.T: Yes, there were no Greeks, for example,an Ottoman village. But in Greek mythology,
the village is called Lekton, you know, it has many gods. It’s called the place where the
wind god is. In fact, in the epic of the lliad, during the wars, his soldiers would leave for
war from here.

G.S: So where does steel come from these days? Whatis the number of masters like you?

D.T:Now the steelcomes from Karabiik. Since there is a knife industry in Denizli,| procure
it fromthere. And chrome steelcomes from France, lhave it broughtinfromBursa. Many
masters also supply fromthere. The number of masters is few, not sure how many. We
actuallyhave a real steel, Damaskus. | heard from history teachers, people who love this
steelandknife. The realname of Damaskus steelis dimiski. Kurdish name. First you melt
and pourthe soft and hard steelinto the crucible, thenyouhammerit out and stretchit,
thenfolditandbeatit. Goto the TopkapiPalace inIstanbul, they have shamshir swords,
where that’s used.

G.S: Do people who are interested in your knives wonder and ask about this history?
D.T: | tell people who speak Turkish. Some people see it as an ordinary craftsmanship,

because they do not know, they are right. In a village like this, how come there’s such a
profession? People show more interest and respect when you talk with them.
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ince, uzun bir diidiik sesiyle uyaniyorum. Ayaklarim dag kegilerinin gegmisteki varligina
isaret edenytinkilime degiyor. Karsimda tepeler, puslu ufuk ve artik tek bir biitiiniin parcasi
olmayansiskitleleriuzaniyor. Orada, uzakta, manzarayidénistiren devleri gériyorum.
Bir de karinca gibi goriinen ve ilk glinden beri orada olan insanlari.

Ginisiginin pesine takilip kocaman, metal yapilardan olusan ormana dogru ilerliyorum.
Yerdeki golgeler golgemi yutuyor, buradan devlerin basinigéremiyorum. Onlar dondikce
basim doniiyor, ileriye dogru cevirigorum bakisimi. Ben de dniimdeki manzara da buvarligin
karsisinda ufacik kaliyor. Yurirken yerin hafifce titredigini hissediyorum. Bulundugum
yerdenbakinca, sabah giinesinin tepelerde biraktigi gdlgeler cocuklarin yaptigi gelisigiizel
karalamalara benziyor. Glinlin her aniarka planda devam eden bu ugultuya alistim. Ses
bazen tizlesip birkag dakika kulak tirmalasa da bir siire sonra ayni kesintisiz ugultu geri
doniiyor.

Zamanda geriye giderek bugtineisaret edenipuclariniaramaya baslyorum. Havabélictilerin
ilk ortaya cikisini, topraginasil 6lglp bigtiklerini, Ege daglarinin doruklarina dikilecek devler
icinkazinanyollarihatirlyorum. Kusbakisi izlendiginde bir hazine aviniandiran bumanzarada
her yoldev heykellere ¢ikiyor. Yer hizasindan bakildiginda ise, lizerine dévmelerislenmis gibi
duran topragin yakinda devlerin gélgesi altinda kalacagi anlasiliyor. Havanin pargalara
boliinmesine ilk defa taniklik ettigimi, havanin boltinemez oldugunu zannederken hava
kiitleleri arasindaki boslugu fark ettigimi hatirliyorum.

iklim degisti; simdi bélgeye siddetli giiney riizgarlari hakim, yazlarsa sicak ve nemli. Loclos
artik bolgede nadir goriilen bir doga olay degil, devlerin buraya yerlestirilmesi de bu
yiizden. Zaman zaman ¢ikan lodos firtinalari yer istiindeki her seyi siyirip gétiriyor,
yarimadada devasa catlaklar ve neredeyse tamamen yok olmus bir bitki ortist birakiyor.
Devlere komsu yerlesimlerde yasamini siirdiiren bir avug kasaba sakini, ellerinde kalan ti
bes keciyle yiinciiltik gelenegini siirdiirmekte israrli. Yeninesil ytincilerin akcigerleri, tek
nefesin sekiz dakika slirebildigi, hava bosluklarina uyum saglayacak sekilde evrimlesmis.

Hava deliniyor, isleniyor, satiliyor. Onceden belirlenen miktarlarda toplaniyor, ardindan
bolinip Kuzey'e gonderiimek lizere konteynirlara konuluyor. Sanirim orada buradaki gibi
santraller bulunmuyor. Kanatlarin déniistinden elde edilen enerji, cevredeki santrallere
dagrtilip bolgeye elektrik saghyor. Burasi, son olaylarin ardindan secilip havabdlicdler
icinacilanilk yer. Ve yakinda bu sayiartacak.

Zamanda geriye dogru gitmeye devam ediyorum. Karsimda bakir, aliminyum, demir
cevherleri beliriyor. Bunlar uzak bolgelerden cikarilip Ege’ye ulasmadan 6nce isleniyor,



AsliOzdoyuran 122

ardindan birlestirilip simdi cevremi saran devlere déniisiiyor. Havanin biitiinline erisebilme
talebiyle protestolarin baslamasi ve kasaba sakinlerinin topraklarinda yasama hakkini
savunmasida buzamanlara rastliyor. insaat izinleri, yerel meclislerin ayaklanmalar, grevier
ve ileride havabdlticulere katilan protestocularin zamanina dogru yol aliyorum simdi.

Cep tipibir miizik aleti olan Ocarina ile tanigiyorum. Buraya And Daglarrndan gelmis olmal.
Bolgedeki gizli direnisin simgesine donlismds. Fliite benzeyen, kederli diyebilecegim yumusak
bir islik sesi ¢ikariyor. Bir zamanlar bu topraklarda yasayan tim havabdltcdlerin birer
Ocarina’sivar.Benim zihnimde bu enstriiman, kederlimelodisiyle ugultuya karsi gelerek,
firtinalar Gizerinde egemenlik kurma, havayla yer arasindaki dikey eksene hilkmetme
arzusuna direniyor.

Daha da gecmise giderek eskiden bu topraklarda yasayaninsanlariariyorum. 15. ytizyilda,
Osmanli hitkkimdarligr sirasinda oransiz servet dagilimina karsi gelmek lizere Yunan
denizcileri, Musevi tiiccarlari ve Tiirkmen kdylilerini birlestiren Borkliice Mustafa’nin
ayaklanmasi da burada gerceklesiyor. “Ben senin emlakine tasarruf edebildigim gibisende
benim emlakime aynisuretle tasarruf edebilirsin,” deyisiyle biliniyor. ¥ Bérkliice Mustafa 15.
ylizyilda yasamis bir komiinist miydi? iskence edilerek dldiirtildugiini, 61 bedeninin bugiin
metal devlerin isgal ettigi topraklarda bulunan kdylerde bir deve Ustiinde gezdirilerek
sergilendigini okuyorum. Bugtinse isminin verildigi bir sokak var. Bu onunlaneti olmal.

Gecmiste ilerleyip ta iyonya’ya kadar ulastigimda bugiin geldigimiz noktay diisiiniince
tuhaf, beklenmedik gdriinen bir seyle karsilasiyorum: Demokrasiye alternatif bir uygulama.
Yoneten ve yonetilen arasindaki ayrimlar kalkmis; halk geleneksel iktidar iliskilerinden
bagimsiz,isonomia veya kuralsizlik cergevesinde bir yasam siirtiyor. Bu yalnizca soyut bir
esitlik ilkesi degil. insanlarin ekonomik esitligi yasamlarinda gercekten deneyimledidi bir
toplum s6z konusu. Gelismis bir para ekonomisinin oldugu, ancak bunun servet dagiliminda
esitsizlige yolagmadigi bir toplum. Bu diizende, topraksiz bir kisi, bir baskasinin topraginda
calismak yerine kolaylikla yenibir kente gé¢ edebiliyordu. iyonya, biiyiik toprak agalarinin
ortaya ¢ikmasina izin vermiyordu.

Hava bosluklarinda taniklik ettigim zaman akisinda, elementlerin, halklarin ve hikayelerin
béliinmesini izlerken simdiki zamanda kayboluyorum. Vadinin diger tarafina gecmek
icin, yanip sdnen kirmizi isiklari ve ginlayan sesleri takip ederek gecmise dair ipuglarinin
pesinde tepeye tirmaniyorum..

Ceviren: Nihan Somay

1Gruda, Yilmaz. Koylii Devrimci Bérklice Mustafa. istanbul: Berfin Yayinlari,2008.

2Karatani, Kojin. Isonomia and the Origins of Philosophy. Durham and London: Duke University Press, 2017.
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Iwake up to the sound of thin,long tootles. My feet touch the wool rug lying underneath,
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signaling the once presence of mountain goats. The hills, the mist-covered horizon,and
the fragments of fog that can no longer form a unified body lay in front of me. There,
atadistance,|see the giants that transform the landscape. | also see people, like ants,
who have been there since the early days.

| step outside into the forest of large, metallic forms, trying to catch the sunlight. My
shadow is swallowed by the shadows on the ground, and the top of the giants exceed
my vision. Their rotations make me dizzy, and | move my gaze forward. | am dwarfed
by their existence, so is the landscape in front of me. As | walk, | can feel the ground
slightly vibrating. From my position, with the angle of the morning sun, the shadows on
the hills look like a children’s drawing with black scratches in all directions. I have grown
accustomed to the buzzing sound, the backdrop of daily life here. At times, it reaches
a higher pitch, scratching the ears for no longer than a few minutes, before returning
tothe constant buzz.

wander backintime in search of signs that this would be the day. | remember the first
appearance of airsplitters, measuring the earth, digging roads to the Aegean mountain
topsinorder tobuild the giants. Resembling a treasure hunt fromabird’s eye view, each
road lead to one of these giant structures—on Earth view, it looked as if the land was
tattooed, and soonto be topped withthe shadows of the giants. | remember witnessing
air being cut in pieces for the first time, and feeling the vacuum between masses of air,
thinking that air was unsplittable.

The climate has changed, now characterized by extreme southern winds and hot, humid
summers.Lodosisnolongerararityinthe region,hence the accurate placement of the
giants. The occasional locios floods strip away whatever is left aboveground, leaving the
peninsula with enormous cracks on the ground and barely any sign of vegetation. Few
residents remain in the towns neighboring the giants, insisting on their wool-making
tradition, with a handful of goats they keep. New generation wool-makers have lungs
accustomed to the air vacuums where a breath canlast 8 minutes.

Air is perforated, penetrated, sold. Predetermined quantities of air is collected and
split to be shipped in containers, perhaps to the North, where such plants don’t exist.
The energy fromthe rotationsis distributed to power plants somewhere in the region,
providing electricity to the area. Thisis the first site to host airsplitters, employed after
the course of events, and soon toincrease in numbers.
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| go back further in time and see ores of copper, aluminum and iron being extractedin a
distant land, manufactured to be transported to the Aegean, and assembled into the
rotating giants that surround me. Itisaround that time that protests take place,andlocals
claim the right to live on their land, having access to air as a whole. | travel to the time of
construction permits, city councils on the rise, strikes, and some protestors to later join
the airsplitters.

Apocket-sized musicalinstrument, Ocarina, isintroduced to me. It is the symbol of disguised
resistance in the region, presumably arriving here all the way from the Andes mountains.
Similar toaflute, the Ocarina blows a mellow, whistling sound—almost mournful | could say.
Airsplitters who once inhabited this land all have one. In my mind, this instrument resists
the desire tomaster the storms, to reign the vertical axis between the skyand the ground
with its anguished melodies, fighting the whir.

Igobackevenfurtherintime andlook for the people who once inhabited thisland. Bérkliice
Mustafa’srevolt happens here, bringing together Greek sailors, Jewish traders and Tiirkmen
villagers to stand up against unproportionate wealth distribution during the early 15th
Century Ottomanrule. “Ben seninemlakine tasarruf edebildigim gibi sen de benim emlakime
aynisuretle tasarruf edebilirsin,” he had infamously said.” An early 15" century communist?
I read about his tortured death, his dead body made into a spectacle and carried around
onacamel,inthe villages that are now occupied by the metallic giants. A street is named
after him today. That must be his curse.

Continuing all the way back to lonia, | find something strange, something unexpected
considering where we are today: An alternative to democracy in practice. People freed
from traditional ruling relations, namely isonomia, or no-rule, without a division between
rulersandruled. Not justanabstractidea of equality, but a society in which people werein
facteconomically equalintheirlives. A society in which monetary economy was developed,
but did notlead to disparitiesin wealth. Where a landless person could simply migrate toa
new city, instead of working on someone else’s land. In lonia, there was no room for great
landowners to emerge.?

Inthe passage of time witnessedinvacuums,lamlostinthe present, watching the splitting
of elements, communities, narratives. | walk up the hill to pass to the other side of the
valley, following the blinking red lights and tingling sounds, pursuing more hints to the past..

!Gruda, Yilmaz. Koyl DevrimciBorklice Mustafa. istanbul: Berfin Yayinlari, 2008.

2Karatani, Kojin. Isonomia and the Origins of Philosophy. Durham and London: Duke University Press, 2017.
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Bu metni 2022 yilinda Milano’da gercgeklesen
11. Avrupa Feminist Arastirma Konferansiicin
birlikte ordik.

E.H: Okuma igin nacizane bir 6neri: Kuru veya taze bir inciri
agziniza.atinve bumetnin sonuna kadar orada tutun. Hikayelerin
tadininagzinizdakitat ile birlikte nasil degistigini fark etmeye
calisin. istanbul'da bir ekolojik gida kooperatifine Milano'daki
konferansta dinleyicilerle paylasmak lizere gétiirmek igin
ellerinde incir olup olmadigini sordum. Yoktu. Uretimbicimlerine
glivenebilecekleri Ureticiler bulamiyorlarmis. Bununbirisaret
olabilecegini, belki de bu yoklugun tadiyla kalmayi 6grenmemiz
gerektigini distindim...

E.H:Bukonferans ¢agrisinigérdiigiimde, edebiyat alanindan
gelen birisi olarak, lizerine konusabilecegim bir edebi
metin diistinmeye basladim. Sunumum muhtemelen daha
geleneksel bir akademik cergeve icerisinde sekillenecekti.
Sonra diistindiim ki aslinda bu konferansi diizenleyen feminist
akademisyenler, akademinin sinirlarinin disina gikabilecegimiz
biralanagmaya gondilliilerdi. Akademininmevcut atmosferinde
nadiren yiiriyebildigim yolu secipisleri ve calisma bigimleri beni
heyecanlandiran bir sanatgciile konusma arzusuyla doldum.
Buarzuyu hissetmemde Lara ile tanisma seklimizin de 6nemli
bir rolti olmal.

Laraile Donna Haraway tizerine bir atdlyede tanistik. Daha
sonraikimiz de, farkli disiplinlerdeninsanlaribir araya getiren,
kolektif diislinme ve liretme pratiklerini okuma ve 6grenme
seanslariile gliglendirmeyiamagclayan Garp Sessions’a davet
edildik. Kendipratiklerimizdenyola cikarak, Lara ile seslerimizin
birbirine karismasindan keyif aldik. Birlikte titrestigine
inandigim seslerimiz basindan beri 6lim ve dogumun acisini
icinde barindiyordu. Aramizdakiilk yoldaslik bliytikannelerimizi
icimizde tasima bicimlerimiz lizerindendi. Bunedenle bilhassa
Laraile buyolculuga cikmak istedim.
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L.O: Bir hediye bir davet seklinde gelebilir.

Biz daha derine inme, tasidigimiz digiimleri ve baglari gérmeye davet eden
frekanslara cekilen kadinlariz. Ezgi'nin bir sorusu bende bir jest olusturur,
tekrar bulusmak tizere ayrilir ve ayriyken de i¢ ice olmaya devam ederiz.

iginde 6liimiin ve dogumun acisini barindiran notalar olan bir titresimde
birlikte olmak ne demek? Benim igin, tekine, bilinmeyene, kaosa bakabilme
armagdani olarak kendini gdsterir. Oliimden bahsetmeden dogumu ele almak
veya dogumdan bahsetmeden 6limii ele almak, gergevesini ve sinirlarini
gérmeden bir resme bakmak gibi. Nesnelerin ve kavramlarin sinirlarinin yok
oldugu, bilinmeyenin ortaya ¢iktigialanlarlailgileniyorum. Konusulmayanaciga
¢ikariiyor veya yasaniyor. Burada &tekinde tanimlanmayan ve konusulmayan
biiyiik bir sey aciga ¢ikiyor. Urettigim ilk is bir hayaletti, biiyiikannemi yeni
kaybetmistim ve onun yoklugunun yasini tutugordum. O, daha sonra yatak
kirisikliklari ve garsaf cikintilari seklinde bana goriindd, dolaptaki askilarin
Uzerine 6rttigum lateks katmanlarindaki lekeler ve tozlara doniistd.
Biiytikannemi evinde hayal edecek olsam, mobilyanin bir parcasina déniismust.
Duvarkagitlarinda, kanepelerde, perdelerde ve bana huzur verirken ayni
zamanda yaraticidisavurumarayislarimda cesaret veren bir sandikti. Sesi
ve varligi evdeki sabit esyalarin katmanlarinda goémidiliiydi. Dogdugu evde
bizi misafir etmekteydi.

E.H:Bir keresinde Lara yliksek lisans tezimilizerine yazdigimdan bihaber, en
sevdigimyazarlardan olan Sema Kaygusuz’un bir romaniileilgili “Durdumve
her bolimiiniiic gcekerek okuduktan sonra duvarlariizledim.” climlesiniemail
olarak génderdi. Romanin Tiih ve Ahisimliiki bolima var.

Sema Kaygusuz’un Yiziinde Bir Yerisimliromani 1938'de binlerce AleviKiirt'iin
oldirdldugi ve siirgiin edildigi Dersim Katliamrni anlatiyor. Kendi kendine
konusarak tiim romani “sen” hitabiile stirdiiren birinci sahis anlatici, kendisine
ait olmayan bir aniyla bag kurmaya calisiyor. Biiytikannesinin travmasini
devralan ve biiylikannesinin anlattigi veya anlatabilecegi ama anlatmadigi
hikayeleri hatirlamaya calisan bir kadin o. Hitap edilen “sen”, bu kisinin
yasamaktan korkan ve/veya hayatta kalmis olmaktan utanc duyan tarafi
gibi gériintiyor. (Anlatim boyunca bu muhataba “sen” diye hitap etmeye devam
edecegdim.) Anlatici, bilmeme ve bildigini unutmaya meylederken, hitap ettigi
“sen”tarihi saplantilibir sekilde bilmek isteyen taraf olarak karsimiza cikiyor.
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Anlatiasla tekrar edilemeyecek bir yolculuk olarak iimek ilmek riltiyor.

Romaninkolayca tayin edilebilen bir cercevesiyok. Merkezsiz veya iskeletsiz
olarak tanimlanabilir. Farklizamanlar ve cografyalardan muhtelif karakterleri
bulusturuyor. Saman gibibir kadin olanama birimparator tarafindan tecaviize
ugradiktan sonra degiserek, bir melek veya peygamber gibi ytice bir varlik
dogurmaya saplantili hala gelen Eliha en 6nemli karakterlerden biri. Eliha
bu hayalini, belirli bir tarihi zamanda yalnizca bir kahraman figiiriin hayata
gelebilecegine inanan ve bu nedenle mucizevi bir cocuk sahibi olmak icin
ylldizlarin dogru konuma gelmesini bekleyen bir giftikandirarak geceklestiriyor.
Roman bittiginde bir soru takiliyor aklima: “Bu anlati kimin acisiyla ilgili?
Kimin acisina sahitlik ediyorum?” Torunun mu, biyiikannenin mi, Orta Dogu
inanclarinda ihtiyag aninda geldigine inanilan ve 6liimsiiz oldugu distilen
Eliha’nin oglu Hizir'inmi, Eliha’nin mi, yoksa maniptile ettigi ¢iftin mi? Yoksa, birgok
cografya ve kiltiirde bircok farkl sey olarak isaretlenen incir agacinin mi?
Neden anlaticibitiin bu karakterlerive hikayelerianlatma ihtiyaci duyuyor?
Hikayeleri anlatmak travmay nasil iyilestirecek? Romanin benim igin kilit
sorusu, bir insanin bizzat deneyimlemedigi bir aciyi nasil tasiyabilecegi. Ve
bir agacin bu meselede nasil bir rolii olabilecedi...
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E.H:Romanin biiylik bir kisminda anlatici, incir agacina olan takintisinianlamaya
calisiyor. “Sen”in bahcesinde incir agaci olan bir eve tasinmak istemesini
irdeliyor mesela. Dogdugunda biylikannesi bir incir agaci diktigi icin incir,
biiylikannesinin hatirasini dlimstizlestirecek bir arzu nesnesine doniismiis onun
icinzamanla. Uzun bir arama stirecinden sonra yeni evine tasindiginda ilk isi
incire isim vermek oluyor: Zevraki. Zevraki, bir Alevi ozaninin mahlasi olmanin
yanisira,hemtekne hemtahta anlamina geliyor. Anlaticibunu dogal bulmuyor
oysa. Bir seye baska bir seyin ismini vermenin sorunlu oldugunu diisliniiyor.
Anlaticiigin,incire Zevrakiismini vermek, “sen”in biiylikannesiicin hissettigiaciyi
yenmenin bir yolu. incire bir isim vererek “sen” onu kendine, biiyiikannesine ve
Dersiminsanlarina malediyor: ve ait olmadigi bir yere yerlesmesini saghyor.
Bdylece, bir sekilde, “sen” gercek bir bahce dahi olmayan bahgesindeki o belirli
inciri diislinmeyi birakiyor. Anlatici, buranin binalar arasinda yalnizca yer ve
binanin temeliarasindakiylikseklik farkindan étiirti buraya baska bir seyinsa
edemedikleriicin var olankiictk bir alan oldugunu belirtiyor. Anlaticiya gére,
“sen” yalnizca incir hakkindaki efsanelerin tesiri altinda.
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L.O: Gozlerinizi kapatin ve kendinizi sonsuz bir ufka bakan bir alanda hayal
edin. Sabah mi? Ogleden sonra mi? Yoksa gece mi? Bu alanda biiyiik bir
agac fark ediyorsunuz. Agaci inceleyin, gévdesini, yapraklarini, kivrimlarini
ve boyunu farkedin. Ve simditopragin listiine ¢ikan kdkleri olup olmadigina
bakin. Onlaritakip edin. Yalnizca yerin tstiinde degil, yer altina da inerek takip
edin. Yer Ustiinde oldugu kadar yer altinda da kivrimli ve detayli oldugunu
gobreceksiniz. Yer altinda baska bir¢ok tiirle ig ice gegiyor. Hikayemiz ve bagimiz
burada basliyor. Burada sindirilecegiz. is birliklerini, davetleri ve i icelikleri
fark edecegiz. Bazen olmamis kilma anlamina da gelebilecek olan bir olus
siirecine sahitlik edecegiz.

Oliim agaciaynizamanda yasam agacidir.

L.O: Bugiin yapmakta oldugumuz isbirliginden heniiz haberdar degilken,
okuyucununig diinyasina olan yolculugunu gériintr kildigi sdylenen bir kurgusal
kitabin kapaginitasarladim. Simdi, hayal ettigimiz dallari ve kokler yiikselmis,
Uizerimizde siiziiliiyor ve bizi cagiriyor, yoksa biz onlariniginden ¢ikip diingaya mi
varmisiz? Koklerinin topragin altinda, sabit ve saglam oldugunu diistindligiimiiz
agac yerinaltindan aynizamanda gokyiiziine de ulasiyor. Ve eger miimkiinse,
kokleri suda olan, kivrimlariyla akintilarda hikayesini tasiyan, belkimeyvelerini
orada burada birakan veya asili kalmis bir kucak gibi gokytiziinde bir agag
nasil hayal edilirdi? Beni, annemi, babami ve erkek kardesimi temsil edecek
dort tane yerinden sokilmiis, kokleri havada sallanan agag hayal etmistim.
Birbirimizden ayrik olmadigimizi ve birbirimiziicimizde tasidigimizi farkedince
buimgelemden hizlica vazgectim. Bir agag dort kisiden fazlasindan olusur.

Sema Kaygusuz’un bir yaprak, ¢im, tas, su, metal oldugunu hatirladigi bir
konusma dinledim... biitiin bu 6teki olma anilarini 6zlem olarak igimizde
tasidigimizi séyleyen. Kendi metodolojimi, iletisim kurma ve beni secen
materyallerle galisma bicimimi drmeye basladigimaydinlaticibir andi. Gergek
bir 6zlem ve hatirlama fikriyle kalarak hareket etmek gerekiyordu. Kirmizi
bedensel yiin, dlisiinen ve takilan mobilyalar veya hayal kurankil.
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E.H: Anlaticisorar: “incir agaclarinasil dogdular acaba? Giinisiginin egimine
gore mi yarattilar kendilerini, yoksa cevresindeki kuslarin, bdceklerin
istahina gére mi bicimlendiler? Hangi zaman dilinde, nasil ortaya ciktilar?
Sdzgelimi seni Zevraki..Zevraki’'ye varana degin tekrarlanagelen déngtyi
dusuindiikce, Suriye’nin Akdeniz’e bakan bir yamacinda giineste gatlayan lapis
bir kayanin dibinden figkirmis, 6zlinden siit rengi zehir salan bir filiz geliyor
aklima. Havva ile Adem mahrem yerlerini onun yapraklariyla drtmeden gok
once, kendiliginden biytiyen bir pic. Sankiincir var diye variz biz, bir de bdyle
distn. Bir stirgtinki, hentiz gevresinde tek birinsan yokken insani diisleyerek
uzuyor. Meyvesini yiyecek olan bir kadinin, meyveyi iki eliyle yardigi anda
karnina diisecek atesi, o atesin kadinin sahdamarinda yaratacagizonklamay,
kasigindakitatl sanciyiveilkisirikta dudaklara akacak bali, balin yaratacag
sehevikudretikurguluyor. Biraraya toplanmis erkeklerin, incirden damittiklar
rakiyiyudumlarken erbane ¢alip gazel okuyacaklarini, havaya ifledikleri her
sesile gayb aleminde kendilerini bekleyen sevgiliye sdzciiklerle uzanacaklarini
temenniediyor bliytirken. Burgaclanarak yiizeyde ilerleyecek olan kdklerini,
koklerin arasinda yuvalanan yilanlarin sessiz suriintistind tasarhyor. Yilan ile
incir arasinda kurulacak bagin cifte anlamlari boylece olusmaya baslyor.
Cezalandiran ve ddillendiren, zehirleyen ve iyilestiren, bastan cikaran ve
sakinlestirengtclerincirin golgesine toplaniyor yavas yavas. Derken, kokleriyle
yeraltinda gezinmeye basliyor. Mezopotomya’nin dért bir yanindaki duvarlari
yararak, metruk evlerin temellerini catlatarak olmadik yerlerde insanlarin
arasinda beliriyor. Zamanla kahramanlasiyor tabii. Tam da bir dolu tanri,
tanrica, yariinsan yari hayvan varlik, tek bir yaradanin biingesinde erimeye
yliz tuttugu bir cagda, teklikte coklugun goklukta tekligin simgesi olarak
topragi yidiran bir azginlikla yerlesiyor diinyaya. insan géziinden bakinca
meyve agacindan Gte, géren, anlayan, hatta geceleri fisildayarak konusan,
kutsalliga egilimli, bircok kollu, yllanlarla ahbap, gizemli bir yaratiga doniistikge
incir, baska bir alemden ¢ikagelmis mucizevi bir varlik olarak karsilaniyor.”

Anlaticiya gore, metafiziksel bir bakis yerine, “sen” her uygarligin gegici
oldugunuicten ice bilen bir barbar gibi, incirin dongiisel yasamindan esinle,
bedenindeki tine erismis yirticibir kadinistahiyla bakmaliincire. Anlatici 6yle
yapmaya calisiyor. incirin biitiin hallerini bilmekle degil; yalnizca karsilasabilecegi
ve bag kurabilecekleriyle igileniyor. Oliimsiizlik saplantisinin liime es deger
oldugunu diislintiyor.
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L.O:Mardin'de incir agaglarina dar agaciderler. Yani birden ok ailenin paylastigi
daravlularda biiyliyen biragac. Dar ve gizli alanlarda biiyliyen buagacin hiiziinle
filizlendigi séylenir. Sehirde yiriirken avlununigini géremeyenkisi bliylimekte
olanincir agacini gérdigiinde hiizniin toplumun tizerinde oldugunu bilir. Ve bu
agac koklerikesilse veya kireg ile 6rtiilse dahiasla kurumaz, her seye ragmen
biyiimenin bir yolunu bulur, bosluklar ve girintiler arasindan gegerek yakici
glinese dogru hareket eder ve belki de bir isaret, travmanin ispati veya bir

yardim ¢agrisiolarak durur.

E.H:“Sen” nereden geldigini bilmedigi gézyaslaridékmeyireddederken, anlatici,
“yasamak hissetmektir. Parlak bir diisiince tabii. Kalabaliklara niifus etmekicin
yeterince 6zll, yeterince hafif. Hisler diisiinceyi tetiklemediginde hissedilmis
olani hissetmekten baska elden bir sey gelmiyor. Yarin 6li uyanmayacak
olsanda, ertesiglin,daha ertesigiin, suankihissinin yarattigiyakiciyavaniga
alisarak yeniden dlgilinleseceksin” diyor ve séyle devam ediyor: “Tam da bdyle
bir ihtimal varken glizel gdzliim, su anki varliginin cesedi olmaya birkag giin
kala yalvariyorumagla. Aciyi hissederken bilinciniuyandiran o diistince anini
bari simdi birakma. Biz seninle ikimiz, igimize icimize ittigimiz insanlarimizla,
bugdayin kasifikadin atalarimiz, esir diisen dedelerimiz, blyiciilerin feristahi

kocakarilarimiz, katledilmis akrabalarimizla bahceye cikalm”
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L.O: Bahge bir labirent. Beni adim adim merkeze tagiyan bir
yolculuk. Merkezde bir ginkgo agaci var. Ginkgo yapraklari
vitamin takviyesi olarak alinabiliyor; hafizay kuvvetlendiriyor,
Alzheimer’dan koruyor. Ginkgo agaglari diinyadaki en eski
agac olduklari, ylizylllarca farkli iklimler, hikayeler, zorluklar ve
yakinliklarla ayakta kaldiklari icin hafiza ile iliskilendiriliyorlar.
Bahcemin merkezinde bana canli olmanin, denize kogsmanin,
ayak parmaklarinitkuma gémmenin, sevdigin tarafindan nazikge
dokunulmanin anlamini barindiran sevecen anlari gosteriyor.
Bu bahgede ayni zamanda biiyikanneme ait olan mobilyalarin
kalintilarini hatirladigim kadariyla elde seramikle yaptigim
replikalarida var. Birlikte riiya gordiigimiiz oda bu. Bedenlerimizin
yoklugunda, mobilyalara gordiikleri riiyalari ve hatirladiklarini
sordum. Buyavas bahcede sarkilara, harekete ve anlara sahitlik
ediyorum ve bu bahgede yaralarimiz Gizerini gimler kaphyor.
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E.H: “Bakimadikga gorilemeyen bir sey olmaya asla katlanamayacagimizi bir
kereligine animsayip haykirarak aglayalim seninle. Bu yikilasi, yerle bir olasi
evlerimiz ve o evlere benzettigimiz ehlilesmis, herkeslesmis gévdemiz sayesinde
gériinebildigimizi agaca ifade edelim. insanin olmadigi haliyle kusursuzluga
6zendigi bu viran cagdan, oldugu haliyle kusursuzluga eristigi olasi bir caga
sicrayalim seninle. Herkesin anladigi dilden konusan perygamberlerin hentiz
tiremedigi, hicbir tanribuyrugunun yazimadigi, Gilgamis’tan baska kimsenin
olimsiizliige yeltenmedigi, insanin yedigi kadar aviandigi cagdisi bir cag olsun
sOzgelimil Madem yerimizde duramiyoruz, bir sesli bir sessiz iki harf gibiyan
yana, dokunakli bir ¢igligin hecesi olalim ikimiz”...ahh
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This is a text we weave together for The 11th
European Feminist Research Conference which

took place in Milan in 2022.

E.H: Ahumble suggestionfor reading: Put a dried or fresh fig
into your mouth and try to keep it there by the end of your
reading this text, and try to see how the taste of stories
might change with the taste in your mouth, and vice versa.|
had askedan ecological food cooperative inIstanbul if they
hadfigs to take withme to the conferenceinMilanandtreat
the audience. They didn’t. They couldn’t find producers whom
they could trust with their way of production. | thought this
might be a sign. Maybe, we should learn to stay with this
taste of absence..

E.H: When | saw the call for the 11th European Feminist
Research Conference,asa personcoming fromthe discipline
of literature, | started thinking about a literary text to talk
about. It was probably going to be in a more traditional
academic frame. But then | thought that this was a space
where | could move outside the boundaries of academia. |
decidedtotake theroadthat|couldrarely visitandwasfilled
with the desire to talk withanartist whose works and ways
of doing things excited me recently. In this desire, probably
the story of our encounter had a big role, too.

Aworkshop on Donna Haraway was where we first met. After
that, we both were invited to Garp Sessions which brings
people from different disciplines and prioritizes collective
thinking and exchange among participants through reading
and teaching sessions. Starting from our practice there,
Laraandlenjoyedintermingling our voices in what we do. Our
voices, which|believe vibrate together, had notes of the pain
of deathandbirth fromthe beginning. The first companionship
between us was the way we carried our grandmothers within
us. Thisis why | wanted to go on this journey with Lara.

LANGUAGE OFFIG 1
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“Yes, | would move close to my
family and loved ones and
forget about immigration

processes and German
bureav\crau‘. 13 "My rcmain§n9
time on earth is going to be
limited, | would want to make
the most of it with the people |
valae the most.
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L.O: A gift may come in the form of an invitation.

We are womenwho are drawn to that frequency that invites us to go deeper,
to see the knots and the connections that we carry. A question of Ezgi’s
leads me to make a gesture, and we separate at times only to meet again,
meanwhile, while apart we are stillentangled.

What doesit meantohave a vibration together that has notes of the pain of
deathandbirth? This reveals to me the gift tolook at the other, the unknown,
the chaos. To talk about birth without death or death without birthis tolook
atthe picture without seeingits frames, its boundaries.|laminterestedinthe
place where boundaries of objects or concepts dissolve, and the unknown
emerges. The unspeakable is uttered or lived. I think there is a great reveal
there, in the other, that is undefined, unspeakable. The first artwork | ever
made was a ghost, | had just lost my grandmother and was mourning her
absence. Sheappearedtomelaterinthe forms of bed creasesand protruding
sheets, she was the stains and the dust onlayers of latex that | draped over
closet hangers. If | was to picture my grandmother in her home, she had
become part of the furniture. She was the wallpapers, the sofa, she was
adrapery as well as a container of sorts, who gave me immense comfort,
andencouragementinthe pursuit of my creative expression. Her voice and
presence were buried in the layers of household items which were fixed
totheir place. She was bornin the same house and hosted our lives there.

E.H: Once, Lara sent me an email in which she wrote about a novel by my
favorite writer in Turkish, Sema Kaygusuz, without having any clue that |
wrote my master’s thesis onher work, she wrote, “ljust stopped and watched
the walls after reading every chapter by heaving a sigh”. The novel has two
parts, titled Tihand Ah.

Every Fire You Tend (Yiziinde Bir Yer), Sema Kaygusuz’s novel, is about the
Dersim Massacre in which thousands of AleviKurdish people were killed and
exiledin1938. Afirst-personnarrator who seemsto be talking to herself and
addressing as “you”, who is trying to connect with a memory that doesnt
belong toher. Sheisawomanwho takes over the trauma of her grandmother
and tries to remember the stories which her grandmother told and could
have told, but couldn’t.
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The addressee, “you”, looks like the suffering side of this individual who is
afraid of living and/or ashamed of being a survivor. (I'll keep referring to
this addressee as “you” till the end of my narration.) “You” is the one that
wants obsessively to know the history, whereas the narrator tends toward
unknowingand unlearning things. She weaves the narrationasajourney that
cannever be repeated.

The novel has no identifiable frame. It can be described as centerless or
spineless. It has various characters and stories from different times and
places such as Eliha who used to be a shaman-like woman but changes
after sheis raped by an emperor and becomes obsessed with giving birth
toeitheranangel or a prophet. So she achieves her dream by manipulating
another couple waiting for stars to come to the right position to have such
amiraculous child because they think that only one heroic figure can come
into life within a historical period. When the novel ends, one question stays
with me: “Whose pain is this narrative about? Whose pain am | invited to
witness?” Isit the granddaughter’s, or her grandmother’s, isit Hizir’s, Eliha’s
son who is an immortal person believed to come in time of need in Middle
eastern beliefs, is it of Eliha, or the couple manipulated by her? Or, is it the
pain of the fig tree whichis marked as lots of things in different geographies
and cultures? Why does the narrator need to call all these characters and
their stories? How will telling stories heala trauma? The main questioninthe
novelis how a person can carry a pain that she doesn’t experience directly.
Moreover, what does a tree have to do withit?

L.O: lwould like you all to close your eyes and imagine that you are ina field with an
endless horizon. Is it morning? Or afternoon? Or is it the night? And in this field, you
notice alarge tree. Inspect the tree, and notice its trunk, its leaves, its curves, and
its height. And now look if it has any protruding roots above the ground. Follow them.
Follow them not only on the surface of the ground, but go underneath.

You will find that it is as curvy, as intricate, as long as it is above the surface asit is
below. It is intermingling with a whole lot of other species below the ground. This is
where our story is set, our connection begins. This is where we will digest. We will
notice the collaborations, the invitations, and the entanglements. We will witness a

process of becoming, which can sometimes also be undoing.

The tree of deathis also the tree of life.
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E.H:Inamajor part of the novel, the narratoris occupied with understanding
her obsession with fig trees.

“You” wants to move into a house witha gardenwhere thereis a fig tree. Fig,
becomesan object of desire through which her grandmother’s memory could
beimmortalized because her grandmother planted a fig when she was born.
After a long search, when she moves in, the first thing she does is to name
the fig: Zevraki. Zevraki means both boat and wood, besides being an Alevi
bard’s pseudonym. The narrator doesn’t find it natural, though. She thinks
that it’s problematic to call a thing by a name that belongs to another. For
the narrator, calling the fig Zevrakiis a way to overcome the pain which “you”
holds for her grandmother. By giving the fig a name, “you” appropriates it
to herself, to her grandmother, and Dersim people; and makes it settleina
place where it doesn’t actually belong. So,in some way, “you” stops thinking
about this specific fig in her garden, which is not really a garden. It’s only a
small space between apartment buildings, which can exist because they
were never able to construct something there, owing to the difference in
elevation between the foundation of her apartment building and the ground,
the narrator explains. According to the narrator, “You” is just charmed by
the myths about figs.
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which | begin to weave my own methodology, the way | communicate, and
work with the materials that choose me. Holding and operating with the idea
of a truelonging, remembering. The red fleshy yarn, the dwelling furniture,

L.O: Unknowingly of our future collaboration for this day, |had made a fictional
book cover, which is said to reveal to its reader about the journey within,
theinterior. Now, the branches and roots that we have imagined are lifted,
elevated, floating above us and are beckoning us, or are we coming out from
them, into the world? A tree one would think has its roots in the ground,
sturdy, steady, reaching equally beneath the ground as well as toward the
sky. And what, if possible, would it be to imagine a tree rooting in water,
carryingits storyinthe stream, through the curves, maybe leavingits fruits
hereandthere, or what, if possible, a tree in the sky, a suspended embrace?
Ihadimagined four uprooted trees, roots dangling, to represent myself,my
mother, father, and brother. I let go of thisimagery rather quickly with the
realization that we are not separate but carry each other within. It is more
than four people that make a tree.

I had listened to a talk by Sema Kaygusuz’ in which she also remembers
being a leaf, grass, stone, water, metal... that we all carry these memories
of being the other, in the form of longing. It’s been a revealing moment, in

or the dreaming clay.

E.H: The narratorasks: “How do you think fig trees were born? Did they fashion
themselves according to the angle of the sunlight, or the appetites of the
birds and bugs in their surroundings? How did they come into being, and in
which time zone? Your Zevraki for example..When | think about the endless
cycle that culminated with Zevraki,limagine a tendril secreting a milky poison,
sprouting frombeneath a lapis stone ona silvery Syrian cliffside overlooking
the Mediterranean. Long before Adam and Eve covered their private parts
withitsleaves,it wasabastardthat grew of its ownaccord. It’salmost asif
we exist because figs do. The figis a scion that spread by imagining humans
before it had ever encountered them. It conceived of the fire that would
fallinto the womb of the first woman to eat its fruit, of the moment splits
it with her two hands; it conceived of the thumping that fire would startin
her chest, of the sweet acheinher groin,andit conceived of the honey that
would flow from her lips upon her first bite, of the carnal prowess of that
honey. It designed roots to spread like vortexes along the surfaces of the
earth, building nests for snakes slithering silently among them. This was
how the dual bond between figs and snakes began. Over time, the shadow
of the fig tree became the gathering place for punishment and praise, for
poisonand antidote, for arousaland calm. Eventually, its roots meandered
underground.ltemerged among humansin strange places, splitting the walls
and cracking the foundations of derelict homes across the four corners of
Mesopotamia. In time, of course, the fig became something of a demigod.
Inanage wheninnumerable gods and goddesses and human-animal hybrids
began to converge in the fabric of a singular creator, the fig holds its place
in the world with terrifying depravity, a symbol of singularity in the plural,
and the plurality in the singular.

According tothe narrator,instead of the transcendental perspective, “‘you”
should be adopting another way of looking at the fig inspired by its circular
life cycle. The narrator tries to do so. Sheis notinterestedinknowing allthe
states of fig, only the ones she could encounter and relate. She thinks that
the obsession withimmortality is the same as death.
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L.O:InMardinfigtrees are called dar agaci. Darisnarrow andtight, soa tree
that grows in the tight courtyards which oftenis shared by more than one
family. But dar agacias a termis also used as a gallows tree. The tree that
grows amongst narrow, snug, tight quads is said to sprout from sorrow.
Anyone walking in the city who is unable to see into the courtyards would
know sorrow is upon the community once they notice the growing fig tree.
And these tree roots would never dry, even if they were cut or lime coat it,
they would still find a way to grow out, travel through the indents and gaps,
towards the scorching sun, and perhaps stand up as a mark, a testimony

of trauma, a cry for help.

E.H: “You” refuses to shed tears whose source she doesn’t recognize. The
narrator says: “livingis feeling. It’s a beguiling notion of course, it’s concise,
light, lets youfitin with others. But when feelings don’t trigger thinking, you
can't doanything except feel them. You may become exhausted by getting
usedto the destructive banality of the way you feelnow.” she proposes: “Let’s
gointothe gardenthen,youand me, along with all the people we've pushed
deep downinside ourselves, with our matriarchs who discovered wheat, our
grandfathers who fell into traps, our midwives who were the finest of the
sorcerers, and with our murdered relatives..
w
LO: Gardenisalabyrinth. Itisajourneythat takesme
stepbystepintothe center.Inthe centeris the ginkgo
tree. Gingko leaves you may take as a supplement
and it will help you remember things, and will keep
you healthy from Alzheimers. The ginkgo trees are
associated withmemory for theyare saidtobe the
oldest trees in the world, therefore keeping with
them centuries of weather, tales, hardships as well
askinships.Inmy garden’s centeris this ginkgo tree
that shows me the tender moments of what it means
tobealive, torunintothe sea, tosinkyour toesinthe

sand, to receive a gentle touch from a loved one.
£
And in this garden, there are also remains of the
furniture, which belonged to my grandmother, which
Irecreated frommemory withmyhandsinceramics.
Itis the bedroominwhich we often dreamt together.

+How close and

arm is your Famil-{?

Do you feel your
childhood was

happier than most

other people’s?

-1 won’t compare
mnqulF to others,
but ’'m lucku\ to 7

have spent a lot of

.

time with "y
srandfmcnh

dv«riv\s "

childhood. | spent

\M)\Ar.( on MU\
grandpea’s lap
lhfcn&ns to lis
tories. | think this
has a bia role in
who | am today -
and perhaps some
boomer habits |
have!
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Andinour bodies’ absence, | asked the furniture, what they dreamed, what
theyremembered. Inthis slow garden,|lam witnessing the songs, movements,
and moments, and in this garden, grass grows over our wounds.

E.H: “Let’s weep together, let’s cry out, remembering that we can’t endure
theinvisible unless we look straight atit. Let’s confess to the tree that these
homes of ours, homes that ought to be torn downand demolished,and these
bodies of ours,anchored to our homes, these domesticated banalbodies of
ours, are the only means we have to make ourselves visible..It doesn’t seem
we cansit still, solet’smove together, as two letters side by side, a vowel,and
aconsonant; let’sbecome the syllable of ananguished cry..ahh”

+1f uou could chanae anuthing about the way you were raised
what wond it be? 2 1 J & :

~Both of my parents think of others before themselves (and us) and
that’s how they raise s, as well. | feel like it’s my duty to please

everyone else except me. And its very exkowfing sometimes. | feel

very guilty when | pat my needs and interests at the center. It creates
frustration and anger toward both M.Tre_\F and others. | have a specific memory
of this situation. | was 5-b and we were on a picnic with another Faw\ilu\ that
had a same-age child. | had a ball and that kid wanted to have
it for herself. Instead of making us play together, my mom took
the ball from me and gave it to that kid. still, I’m terrified of
the fonibilifw that someone will take .to-v\eﬂains from me and |
can’t do omwﬂning about it. So, | would re.alH want my parents
to teach me that it’s ok to meet my needs ficst and it’s not

A———
TYour house, confa\inins (V(rw"»\i'\a Yo own, catches

selfishness or something.

fire. After mvina qour loved ones and pets, Yo have
time to safely make a final dash to save any one item.
What would it be? \‘J‘M“?

-£asy, my laptop and if | could add an ‘and’ to my
rescue operation "y harddisks. 15 annoying to blurt
out this answer becanse of its obviowsness, coupled
with the conditions that make it the most obvious
blurt, iP’s hard not o think about the possibility of
letting them all burn-hal. Not trying to sound like a

LO:An important notice: Today, in Turkey,

activists demand a fig conservation law
against the slaughter of fig trees. They seitiand fwigs anarcho primate; norlike o

vagabondian potato picker or an acne fledged

have been cut for a while either for supertramp — Pd probably be devastated having lost

bu”ding geothermal power plants or everything | made, collected, cared and stored for
. . X . . later resurface over the years which reside in these
opening different kinds of profit-oriented

wmachines.. ddcgand memory.. 10«’1: we but in

construction sites. figs are said to be in aluminam and silico.. Obliteration of these containers

might be equal to a soft stroke.. also an erasure of a

danger of extinctioninthe near future. part of a self, a double-edged erasare, you forget,

but also Foracf what 4o have Forsoﬂ’u\ in time..
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Babakale’de bir Kadin Girisimi 13
Babakale Giizellestirme, Kiltiir ve Dayanisma Dernegi

Roportajda: Siikran Erkan, Seda Erogul, Senay Kanat, Seving Oge,
Nihal Selcuk.

Babakale Giizellestirme, Kiiltiir ve Dayanisma Dernegi:ismim Siikran Erkan, dernek kurucusu

ve baskaniyim. Bundan 15-20 sene 6nce kdyde bir pansiyonum vardi. Gelen miisterilerimden

“Onsene 6nce geldik, kdyde highir sey degismemis” gibi seyleri sikca duymaya baslamistim.

Fikir buradan cikti: “Neden bir glizellestirme dernegi kurup biz de kdylimiize bir seyler
katamiyoruz?” Kadinlardan da bircok sey Uiretip satamamaktan sikayetciydi. Onlari ve
kdy genclerini de buisin icine cekebilirsek, omuz omuza veririz, kdytimuze glizellestirme
adina bir seyler katariz ve gelismesine, kalkinmasina yardimci oluruz diye distindiik. Bir
Hidrellez pikniginde otururken bukonuyu actim. Herkes zaten hazirmis. 25 sene 6nce limanin
insaati sirasinda kurulmus sonra da kaderine terk edilmis, yarisiharabeye donmds yikik
dokuk liman santiye binasinda bulusmak icin bir giin kararlastirdik. Toplandik ve gordiik
ki orada bir seylerin degismesi, onariimasi, gevre diizenlemesi gerekiyor. Sonrasinda
herkesin evinde ne kadar fazla esyasi varsa getirmesi icin yine bir giin kararlastirdik.
Gergekten aglamamak igin kendimi zor tuttum. insanlar ne kadar esyasi varsa, masasi
varsa masayl, sandalyesi varsa sandalyeyi stiriikledi getirdi. Genclerimiz uzak kalmay
tercih ettiler. Biz kaldik kadin kadina. Neden adi Babakale'yi Glizellestirme Dernegi, bir
kadindernegidegil de? Bufikir buralardan ¢iktigiicin adi Giizellestirme Dernegiolarak kaldi
¢linkiihala bir seyleriyapabilecegime, degistirebilecedime bir inancim var, onu kaybetmek
istemiyorum. Belkiben yapamam da benden sonra baska birisi gelir, bu yolda devam eder.
O giintopladik esyalarimizi, basladik, cay demleyip kahve yapip kendikendimize sattik. ilk
kazandigimiz para 15 yil 6nce dokuz lira.

Garp Session: Hangi yilda kurulmustu dernek?

B.G.K.D.D: 29 Ekim 2009'da ilk genel kurulumuzu yaptik, onun altiay dncesinde Hidrellez’den
hemen sonra galismalarimiza basladik. O sirada Stikran ablanin esi muhtardi, bize imkan
saglayacak, destek olacakti. Binamiz harabeydi, catisiyoktu. ilk ddrt senede giizellestirme
adina bircok sey yaptik. Para kazandik, bagislarla kendimize geldik. Cinaralti harabe
seklindeydi, orayi yikip yeniledik. Plajda herkes kayalarin arasinda giyinip soyunuyordu,
bir soyunma kabini yaptik. Okula bir projeksiyon cihazi lazimdi, onu tamamladik. Carsi
yollarina, kanalizasyon yapimina katkida bulunduk, muhtag cocuklara yardmettik. Hem
parakazandik,hembuarada binayiyenilemeye ¢alistik. Orayi giizellestirmek kdye destek
olmak ve iyiisler basarmak adina bizimicin nemliydi. Dernek olarak basladikama isletmesini
de agtik, bu da cok 6nemli. Para kazanmak igin iktisadi isletme olmaniz gerekiyor. Genel
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kurulumuzda belli bir siire sonra buistendi. Once cay bahgesi olarak basladik, daha sonra
yemek servisine gectik. Talebe gore yavas yavasilerledik. Neyin isleyecegini bilmedigimiz
icinkiicUk kiiclk basladik ve zamanla ihtiyaca gore blytidiik. Firsat verilseydi bu kadarla
da kalmayacaktik. Kafamizda gok projemiz vardi.

G.S: Gercgeklestirdikleriniz zaten nasilbir ihtiyactan dogdugunuzun da simgeleri. Anladigim
kadariyla bir araya gelme imkani yaratan sosyal de bir ihtiyagti bu sizin igin. Kag kisi
basladiniz, simdi kag kisisiniz?

B.G.K.D.D: ilk basta gok kalabalik bir gruptuk, 33 kisiyi buldugumuzu hatiriyorum. Genel
kurulkurulacagizaman liye kaydimiz100°l gecti. Calisan saymizise 30’u gegmedi. Sonra
maalesef bu diismeye basladi. iki yilara vermek zorunda kaldik. Sonrasinda da 66 kayitl
Uye ve calismak isteyen bes kisi kaldik.

G.S: Sizinicin bu yillarin icerisinde neler degisti? Yaptiginiz ise olan motivasyonunuz, bir
araya gelme sebebiniz ile ilgili neler hissediyorsunuz, halen nerelerden motivasyon ve
enerjibulugorsunuz? Kdyde neler degisti? Sosyal yapida hem sizin bir pargasi oldugunuz,
hem de size etki etmis olan bir degisim gozlemlediniz mi?

B.G.K.D.D: Biz kendimizde bliytik bir degisim fark ediyoruz. Dernek olarak gitmedigimiz
yerkalmadi. Tiirkiye’nin dort bir késesini gezdik, adalari, Yunanadalarini, Kibris, Selanik ve
Kavala'yi gezdik. Birgok bilgi edindik, birgok konuda fikrimiz olustu. Gevre kdylerden bize
yolgdstermemizicin gelenler de oldu. Bizden bilgi alarak bu yola ¢iktilar. Koyimizigin de
cokglizel oldu. Eskiden kadinlar bukadar serbest degildi. Sosyallestik, insanlarla tanistik,
iletisim kurduk ve mesela tesekkir etmesini 6grendik.

G.S: Yasadiginiz yeribaskasindan dnce kendinizigin yasanilabilir bir yer haline getirmeniz
konusu ¢ok dnemli.

B.G.K.D.D: Kesinlikle! Biz kdytimizii cok seviyoruz ve bu isi gercekten severek yapiyoruz.
Evde oturuyorduk, cocuklarimizi biiylittik, yapacak bir seyimiz veya sosyallesme yerlerimiz
yoktu. Kdylin disina zaten pek cikmazdik, denize bile gitmezdik. Mesela sort giyerdik, kimse
giymiyor diye déner pantolona gegerdik. BlyUklerimiz dernegin simdi bulundugu alana
gitmiyordu bile, o sokaklari bilmiyorlardi. “Carsininicinde kizkismininisine? Kirarim senin
bacaklarini” denirdi. Artik caylar igiliyor, komsularla sohbet ediliyor. Dernek sayesinde
calisma ortamina da alistik. Ne ev, neisletme gibiburasi. ikisinin arasinda bir ortam. Farkli
bir sekilde hareket etmeyi 6grendik.
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G.S: Ziyaretcilerinkdytn kiilttirind sizinle olaniletisimden taniyor olmalarida ok degerli.
Su anda dernegin bir isletmesi var: Kaleder Kafe. isletme disinda faaliyetleriniz devam
ediyor mu?

B.G.K.D.D: Su anda yerimizden dolayi pek bir faaliyetimiz yok. Geleni gideni bile dogru
diizgiin agirlagamiyoruz. Memnun olmasak da baska bir caremiz yok, alanimiz gok dar.

G.S:Biryandan kdydekivar olma ve calisma alanlariniz kisiliyor,ama bir yandan da mesela
bir yemek programina katilmistiniz veya yurtdisindan gelip giden misterileriniz oluyor.
Baska bir sekilde aktif olmayl, sesinizi duyurmayi, gorinir olmay distinliyor musunuz?

B.G.K.D.D: Teklifler aliyoruz fakat boyle bir imkanimiz yok. Maalesef bizim diger
arkadaslarimiz bizi cok yalniz birakti buraya gegtikten sonra, herkes evlerine ¢ekildi.
Kuruldugumuz giinden beriilerleyemedik. Bu durum bizi cok tizliyor. Yer sikintisi cok yasiyoruz,
maddi olanagimiz yok.

G.S: Gencleride dahiletmekistediginizden fakat pekilgi gdstermediklerinden bahsetmistiniz.
Aslinda bunun jenerasyonlar-arasi devam edecek bir sey olmasi hayali cok giizel. Fakat
bu durumda kimlere, nasil birakacaksiniz dernegi?

B.G.K.D.D: Aglk olmak gerekirse gelecekicin umutlu degiliz. Bizimle biter diye diislinliyoruz.
Bizden sonra kimse devam ettiremeyecek maalesef. Biz de zor sartlarda kurdugumuz
icindireniyoruz. Kéy yerinde dernek kurmak ve daha dogrusu bunu kabul ettirmek cok zor.
Kurulamaz diyenlere ragmen dernegimizi kurduk, basardik, yirittik, engellendik. Yine on
sene geriye dondiik neredeyse. Uzerine de pandemi geldi. Burasi bizim {iglincii yerimiz.
Saymiz gittikge azaliyor ancak yine de dernegi yasatmakistiyoruz. Koy yerinde boyle bir
seybasarmaktan cokmemnunuz, kadinlar erkeklerden bir adim 6ndeler. Kadinlara kabul
ettirdik ama erkeklere ettiremedik kendimizi..
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Awomen’s Initiative in Babakale w
Babakale Beautification, Culture, and Solidarity Association

Interviewed: Siikran Erkan, Seda Erogul, Senay Kanat, Seving Oge,
Nihal Selcuk.

Babakale Beautification, Culture,and Solidarity Association: My name is Sukran Erkan,
I'mthe founder and president of the association.|had a motelin the village 15-20 years
ago. | started to hear things like “We came ten years ago; nothing has changed in the
village!” often fromthe customers. The idea came fromthere: “Why can't we establish
abeautificationassociationand contribute something to our village?” lalso heard from
women: “We produce a lot of things at home, we cannot sell them.” We thought that if we
could get them and the young men of the village into this thing, we could contribute to
beautify our village and help it progress and prosper. | opened this topic while sitting at
aHidrellez picnic and saw that everyone was already willing. We decided upona date to
meet at the dilapidated construction building built 25 years ago during the construction
of the port, then abandoned toits fate and now half in ruins. We gathered, looked and
noticed that some things needed to be changed, repaired,andlandscaped. Afterwards,
we set another date to bring as much extra stuff as we had in our houses. | tried really
hard not to cry, people dragged in whatever furniture they had, a table if they had
a table, and a chair if they had a chair. We couldn’t involve the youth, they preferred
to stay away. We remained all women. Why is it called the Babakale Beautification
Association, nota women’s association? Because that was theidea, its name remained
as the Beautification Association because | still believe that | can get things done, that
I can change themand|don't want to lose that belief. Maybe | can’t get them done, but
someone else might come after me, continue on this path. That day we gathered our
things, got started, made some tea and coffee and soldit to each other. The first money
we earned 15 years ago was nine liras.

Garp Sessions: When was the association established?

B.B.C.S.A: We held our first general committee meeting on October 29, 2009, we got
downtoworking right after Hidrellez, sixmonths before that. Stikran’s husband was the
headman then, so he would provide us with opportunities and support. Our building was
inruins, it had no roof. So, did we do anything on behalf of beautification? We did in the
first four years. We earned money too, we came to life with donations. Cinaraltiwasin
ruins; we demolished and renovated it. Onthe beach, everyone was changingamong the
rocks so we built a changing cabin. The schoolneeded a projector, so we provided it. We
contributed to the market roads, sewers, and we covered school fees for two children
inneedforayear. We both earned money and meanwhile tried to renovate the building,



Awomen’s initiative in Babakale Babakale Beautification, Culture, and Solidarity Association 148

renovated everything. It was important for us to beautify that place. Both to achieve
good deeds and to support the village. Most importantly, we promoted the village. We
startedasanassociation, but we also openedits business, whichis veryimportant. You
have to be a commercial enterprise to earn money anyway. This was requested after
a certain period of time in our committee meeting. First we started as a tea shop, then
we moved on to food service. We progressed according to demand, gradually. Since
we did not know what would work, we started smalland grew according to the needs.
If given the opportunity, we would have done more. We had so many projects in mind.

G.S: What you have accomplished are signs for what kind of needs you were born out
of. From what | understand, it was also a social need, an opportunity for you to come
together. How many people did you start with, how many are there of you now?

B.B.C.S.A: At first we were a very large group; there were 33 of us. When the committee
was to be established, our member registrations exceeded 100 in time. The number of
the active employees did not go over 30. Then, unfortunately, it started to drop. We had
to take a break for two years, we don’t want to get into those issues much. After that,
we remained 66 registered members, five people who wanted to work actively.

G.S: What has changed for you in these years? How do you feel about your motivation
towards what you do, the reason you came together, where do you still find motivation
andenergy? What has changed in the village? Have you observed a change in the social
structure? That youare a part of, that has affected you...

B.B.C.S.A:Wenotice a great changein ourselves. We went everywhere as anassociation.
We visited every corner of Turkey as well as the islands, the Greek islands, Cyprus,
Thessaloniki, Kavala. We learned a lot and formed ideas on many subjects. There were
also those who came from surrounding villages for our guidance. They set out by learning
from our past experiences. It has been very good for our village as well. In the past,
women were not so open. We socialized as we met people, communicated with many,
forinstance, learned to say thank you.

G.S: Itis very important to make the place youlive inalivable place for yourself before
anyoneelse.

B.B.C.S.A: Absolutely! We love our village and our job. Having raised our children, we were
sitting at home, had nothing to do, no place to socialize at. We wouldn’t go out of the
village, we wouldn’t even go by the sea. For example, we would wear shorts and because
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no one was wearing them we would go switch to pants. Our elders did not even go to
the area where the associationis now, they did not know those streets. “Whatisa girl’s
business in the market? | will break your legs!” Now we have tea and converse with our
neighbors. Thanks to the association, we got used to the working environment. It’s not
like at home, it’s not like a business. Somethingin between. We learned to act dif ferently.

G.S:Itisalso very valuable that the visitors get to know the culture of the village through
the communication with you. Currently, the association has a business: Kaleder Cafe.
Do your operations outside the business continue?

B.B.C.S.A:We don’t have much activity at the moment because of ourlocation. We can’t
even properly host those who come by. We aren’t happy with this but we have no other
choice as our spaceis very tight.

G.S: On the one hand, your existence and working areas in the village are restricted,
but on the other hand, you participated in a cooking show and you have international
customers. Do youintend to be active, heard and visible inanother way?

B.BC.S.A:We get of fers but we don’t have the resources. You need people. Unfortunately,
our other friends left us very alone during this period. After moving to this new space,
everyone retreated to their homes. We have not been able to progress since the day
we were founded and this upsets us. We are experiencing a shortage of spaceandalso
we don’t have the financial means.

G.S: You mentioned that you wanted to involve the village youth but that they hadn’t
shownmuchinterest. Theidea that this would be anintergenerational thingis very nice.
But in this case, to whom and how will you leave the association?

B.B.C.S.A: To be honest, we are not hopeful for the future, we think it will end with us.
Unfortunately, no one will take over after us. We are only resisting to continue because
we built it under difficult conditions. It is very difficult to establish an associationin the
village, or rather to getit accepted. Despite those who said it cannot be done, we have
founded our association, we have succeeded, we have runit, we have been blocked. We
have fallen back almost ten years again. Then the pandemic hit. This is our third spot.
The second place was also destroyed. Our number is decreasing, we want to keep the
associationalive. We are very happy to have achieved sucha thingin the village. Women
areone step ahead of men. We made the womenaccept us, we couldn’t get the mento..



Babakale’dekiilk aksam yemegimizin ardindan, birbirimizi daha iyi tanimamiza yardimci
olacak bir oyun oynamayi dnerdim: Astk Olmak igin 36 Soru'dan birini sirayla cevaplamak.
ilk defa psikolog Arthur Aron tarafindan 1997'de 6ne siiriilmtis ve 2015 yilinda New York
Times’inModern Love boliimiinde yer alan bir makaleden sonra yeniden glindeme gelen bu
soru dizisi, samimiyet yaratma ve asik olma siirecini hizlandirma ihtimali izerine tasarlanmis.

Ayse ve Deniz’den Garp Sessions’in dort donemini bir araya getiren bukitap projesine davet
edildigimde, kendi donemimizde deneyimledigmiz bu tanisma oyunu, gecmis donemler arasi
bir egzersiz olarak nasiluygulanabilir ve kitapta hangi sekilde yer alabilir diye diistindiim.

Gecmis butiin katiimcilaribu 36 sorudan rastgele secilmis bir tanesini cevaplamak tizere
davet ettim.Kabuledenkatiimcilar ortak bir Google dosyasinda isimlerininaltinda yer alan
sorulari cevapladilar. Kitabin iginde ise cevaplar anonim bir sekilde rastgele dagitildilar.
Boylece hangi cevabin kime ait oldugu katiimcilar arasinda bir sir olarak kaldi.

Kitap boyunca karsiniza gikan bu soru ve cevaplar, kurgusal bir karakterin samimiitirafi,
ya da kolektif kirllganliklarimizin ve arzularimizin birlesimi olarak okunabilir.

During our residency in Babakale, after our first dinner together, | proposed a game to
help us forge deeper connections. We would take turns asking each other one of the “36
Questions to Fall in Love,” designed to foster intimacy and potentially accelerate the
process of fallingin love. This set of questions was first studied by psychologist Arthur
Aronin1997 and gained renewed attentionin 2015 after anarticle inthe New York Times’
Modern Love section.

When Ayse and Denizinvited us to participate in this book project, which brings together
past sessions of the Garp Sessions programme, | pondered how this “ice-breaker” game
could be experienced among all the participants from different years and how it could
be included in the book.

| asked all past participants to respond to one of these 36 questions, then randomly
assigneda question to each participant who agreedto take part. Each personanswered
their question on a shared Google document, under their names. The answers are
dispersed randomly and anonymously throughout this book. Thus, the identity of the
responder remains a secret among the participants. As for the reader, each answer
can be perceived as an intimate confession of a fictional character or as a composite
of our collective vulnerabilities and desires.

Gizem Karakas

Maryam AlKhasawneh
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Ada Ozsar 2017 yilinda istanbul Bilgi Universitesi, Sahne Sanatlari
Boliimiine girdi ve halen 6grenim gérmekte. Okulda bulundugu yillar
icerisinde cesitli dans ve tiyatro gdsterilerinde sahne aldi. 2018 yilinda
bolimden arkadasi ile Bilgi Universitesi’ndeki tek tiyatro toplulugu
olanBilgi Sahnesi’ni yenidenagtive kuliip biinyesinde bes yil boyunca;
oyuncu, calistirici, yazar, yénetmen gibi cesitli gorevler aldi. 2013
yiindan 2020 yilina kadar belirli araliklarla Tiyatro Medresesinde
goniilliilik esash calsti, cahstigiyillarda basta Workcenter Of Jerz
Grotowskiand Thomas Richards Enstitiisii'nden cesitli egitmenlerin
atolyelerine katilma ve/veya onlari gézlemleme sansi buldu. 2021
yilinda ayni alanda calistigi arkadaslart ile Serbest Yiirime adli
performans sanatlari toplulugunu kurdu ve halen topluluk biinyesinde
calismalarina devam etmekte. 2021 yilinda TiyatroPol ekibine dahil
olduve orada Gok Uzak Cok Yakin adli mekana 6zgii oyunda oyuncu
olarakyeraldi. 2021 - 2022 sezonunda RadyoModyan'da Bugra Can
Sahin ile antik Yunan tragedyalariniinceledikleri ve o metinlerden
yola ¢ikarak giiniimiiz hakkinda sohbet ettikleri “Cinnet Bahcesi”
programini sundu. Sahne Sanatlari boliimii bitirme projesi olarak
Zeynep Gamliile yarattigi Yerinde oyununu mezuniyetinden hemen
sonra cesitlisahnelerde ve sanat galerilerinde sergiledi. Simdilerde
[talya'da Collettivo Hospites kumpanyasinda stajyapmakta. Bunlarin
yani sira uzun siiredir oyun metni, siir ve hikaye yazmakta ya da bu
tiirlerinic ice gectigibicimsel ve iceriksel olanaklariarastirmakta.

Ali Yalgin bagimsiz tiyatro ydnetmeni, dramatiirg ve Columbia
Universitesi Tiyatro ve Performans bélimiinde doktora égrencisi.
Yakin zamanda Piirtelas Tiyatro'da Ella Hickson tarafindan yazilan
Yazar oyununun ve Kadir Has Universitesi'nde Henrik Ibsen’den Bir
Halk Diismanrnin yonetmenliklerini iistlendi. Su anda doktora tezi
onerisi lizerinde calisiyor.

Amelie Wedel, sanat ve ekoloji kesisimleri etrafinda calisan, Berlin
merkezli bir arastirmaci ve kiiratordiir. Sanati ve sinemayi deneyler,
icatlar ve insan ve insan olmayan varliklarin karmasik yollarla nasil
ic ice gectigini deneyimlemeye ydnelik dneriler olarak anliyor. Su
anda Almanya, Bohum Ruhr Universitesinde “Belgesel Uygulamalar:
Fazlalik ve Yoksunluk™ konulu arastirma egitim grubunun doktora
dgrencisidir.Burada, feminist disiiniirler tarafindan one siiriilen kritik
gezegenkavramlariniinceliyor ve bunlarin kurgusal olmayan sanatci
filmlerindeki giincel ekoestetik olusumlarla nasil yankilandiklarini
arastiriyor. Londra’daki Goldsmiths Universitesi'nden Giincel
Sanat Kurami alaninda yiiksek lisans ve Free University Berlin'den
sanat tarihi ve edebiyat alaninda lisansini tamamlamistir. Bunun
yanisira, Berlin'deki Cala isimli bagimsiz sanat mekaninda kiirator
ve uluslararasikiiratoryel arastirma kolektifi topsoil’in bir pargasi.
Hem akademik hem de kiiratoryel pratiginde, feminist arastirma
yontemleri, notalar, hikaye anlatimi ve yazmay, birlikte calismanin
ve calismaninbigimleriileilgileniyor.

Asli Ozdoyuran, Istanbul’da yasayan bir sanatcidir. Su anda,
Istanbul'da sanatcikitaplarinintoplanmasi, sergilenmesi, iiretimi ve
dagitimina adanmiskar amaci giitmeyen bir alan olan BAS 1 ydnetiyor.
Yakinzamanda, Ege Takimadalari'ndakifenomenlerle yankilanan bir
dizi kitap olan kyklada press’e katkida bulunmustur. Asl atélyede
agirlikli olarak heykelile calisiyor.

Ayse Draz sanatsal pratigine ve arastirmalarina performans
alaninda devam etmektedir. BerlinBard College’da bir yil gecirdikten
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Ada Ozsar entered Istanbul Bilgi University, Department of Performing
Artsin 2017 and is still studying. During his years at the school, he
performed invarious dance and theatre shows. In 2018, he reopened
Bilgi Stage, the only theatre company at Bilgi University, with his friends
fromthe department andtookvariousroles for five years suchasactor,
trainer, writer, director within the club. From 2013 to 2020, he worked as
avolunteerat the Theatre Madrasahatregularintervals,and had the
chance toattendand/or observe the workshops of variousinstructors
fromthe Workcenter Of Jerz Grotowskiand Thomas Richards Institute.
In2021, he founded the performing arts troupe called Free Walking with
his friends working in the same field and still continues to work within
the troupe.In 2021, he joined the TiyatroPol group and took partasan
actor in the site-specific play Cok Uzak Cok Yakin. In the 2021 - 2022
season, he presented the programme “The Garden of Insanity” on
RadyoModyan with Bugra Can Sahin, where they examined Ancient
Greek tragedies and talked about today based on those texts. Asa
graduation project of the Department of Performing Arts, he created
the play Yerinde with Zeynep Camli, which they performed onvarious
stages and art galleries after his graduation. He is currently doing
aninternship at Collettivo Hospites company in Italy. In addition to
these, he has been writing plays, poems and stories for a long time
or researching the formal and contextual possibilities in which these
genresareintertwined.

AliYalginisa freelance theatre director, dramaturge, as wellasa PhD
student in Theatre and Performance at Columbia University. Most
recently, he directed Ella Hickson’s “The Writer” for Piirtelas Tiyatro,

andHenrik Ibsen’s “An Enemy of the People” for Kadir Has Universityin
Istanbul. Currently he is working on his dissertation proposal.

Amelie Wedelis a Berlin-based researcher and curator working around
theintersections of artand ecologies. She understandsartand cinema
asexperiments, inventions and offerings for experiencing how human
andnonhuman beings are tangled upincomplexways. Sheis currentlya
PhD student of the research training group on “Documentary Practices:
Excess and Privation © at the Ruhr University of Bochum, Germany.
Here she examines critical notions of ‘the planetary’ as proposed by
feminist thinkers and asks how they resonate with current ecoaesthetic
formationsinnonfictionartist films. She holdsa MAin Contemporary
Art Theory from Goldsmiths University, Londonanda BAinart history
andliterature from Free University Berlin. Alongside, sheisa curatorat
the project space CalainBerlin,and part of the transnational curatorial
research collective topsoil. Both in her academic and curatorial
practice, she experiments with feminist research methods, scores,
storytelling and writing as resistant forms of studying and working
collaboratively.

Asli Ozdoyuran s an artist living in Istanbul. Currently, she runs BAS,
a nonprofit space in Istanbul dedicated to the collection, display,
productionanddistribution of artists’books. Sheisa recent contributor
tokyklada press, a series of books resonating with phenomena in the
Aegean Archipelago. Inthe studio, Asli primarily works with sculpture.

Ayse Drazcontinues herartistic practice andresearchinperformance.
Completed her BSSP in Theatre, Comparative Literature and
International Studies at Northwestern University and her MA in
Performing Arts at Middlesex University, after spending a year in
Bard College, Berlin. Worked with the Studio Players as aninstructor,
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sonra Northwestern Universitesinde Tiyatro, Kargilastirmali
Edebiyat ve Uluslararasi Calismalar alaninda BSSPsinive Middlesex
Universitesinde Sahne Sanatlarialaninda yiiksek lisansinitamamiadi.
2005-2015 yillarr arasinda Studio Players ile birgok projede
egitmen, oyuncu ve yénetmen yardimeisi olarak calistl. Ayse
Orhon (Hava/2010), Gizem Bilgen (Hiatus/2014) ile dramaturg,
Semih Firincioglu ile oyuncu ve ydnetmen yardimeisi olarak calisti.
(TWO/2017) (https://vimeo.com/402424687) Hollanda’dan Anne-
Marije VanDen Bersselaar ile isbirligiicinde Istanbul’da Dramaturji
Laboratuvari 1.0’ (Aksanat/2017) tasarlad ve yiiritti. “Disari
Ciktiktan Sonra” (2018) (https://vimeo.com/303717923) performatif
enstalasyonu, “panorama radyo” (2019) (https://www.youtube.com/
watch?v=VYSgZJ-JCgk&t=69s)ve Alman sanatci Marlinde Haanile
ortaklasa “Andin thismoment” (2021) (https://andinthisverymoment.
com)tasarladive yonetti.lkedisyonu 2012'de Istanbul’da gerceklesen
PerformLab’inortak tasarimeilarindanbiri (https:/ /oeykozkundura.
com/performlab-en) olarak 2006 yilindan bu yana sanate ikilisi
:mentalKLINIK (http://www.mentalklinik. com)ile de cesitliasamalarda
ishirligi yapmaktadir. 2018 yilinda Hakan Emre Unal ve Nezaket Erden
ile Tiyatro Hemhal (http://www.hemhaltiyatro.com) adli tiyatro
toplulugunukurdu. Draz, TEB(Tirkiye Tiyatro Yazarlari Dernegi) iiyesi
ve Art Unlimited dergisinin sahne sanatlari edit6riidir.

Ayse idilidil istanbul'da yasayan bir sanatci. Giizel Sanatlar lisans
egitimini Sikago Sanat Enstitiisii Okulu'nda tamamladi. Pratiginde
insan-obje-doga iligkileri arasindaki samimiyet olasiliklarina,
hafizaninnasilisledigi ve saklandigina, duygu ve diisiincelerinne kadar
aktarilabilir olduguna bakiyor. llk solo sergisi Hep acik, olmayankapi
pose’de sergilendi. Metinleri RE:[AAP_2019], m-est.org, Manifold ve
Yay-Pop’tayayinladi. Arter Arastirma Programive Galeri5teki Devir
programlarina katildi. Hakikat Adalet Hafiza Merkezinin Hafiza ve
Sanat projesinde arastirma asistaniydi. Bagimsizinternet radyosu
Radyo Modyan'da alternatif isbirligi ydntemlerini inceleyerek
programlar sundu ve organizasyon ekibinde destek verdi. Kolektif
ogrenme, diistinme ve sindirmeyi dnceliklendiren Garp Sessions
programinin kurucu ortag.

Ayse Koklii (d. 1988, istanbul) Londra’da yasayan, disiplinlerarasi
calisan bir sanatci ve arastirmacidir. Lisans egitimini Central
Saint Martins Universitesi'nde Gorsel lletisim Tasarimi ve Birkbeck
Universitesinde Dilbilimi bélimlerinde tamamladi. Yiksek lisansini
Goldsmiths Universitesi’nde Sanat ve Ogrenim alaninda yaptive
ayniboliimde suanda eko-akustik ve bedensel, duyusal pedagojiler
lizerine uygulamali arastirmali doktorasini yapiyor. Szlii anlatimin
yetersizkaldigidurumlara odaklananMs Translation, adli gdcerkonar
bir radyo programiniyiiriitiiyor ve cogunlukla konuklarla ses, kelime
ve miizigi birlestirerek, baska tirlii dile dokiilemeyecek hikayeleri
buluyor ve anlatmaya calisiyor. Camberwell Chelsea Wimbledon
Foundation Programinin Iletisim Béliimiinde Ogretim Gorevlisidir,
bununyanisira 2016'danberi Central Saint Universitesinde misafir
Ogretim Gérevlisi olarak caligir.

Babakale Giizellestirme, Kiiltiir ve Dayanisma Dernegi, Babakale
Koyiniin gelismesi ve giizellesmesine katkida bulunmak amaciyla,
2009 yilinda faaliyete gecmistir. 2011°de iktisadi isletmesi olan
aile cay bahgesini agmis ve kdyiin taninmasinda hizli ve 6nemli
bir rol oynamistir. Dernek, faaliyetlerinden elde ettigi gelirle kdy
muhtarligindan kiraladigi binasini onararak bir mekana kavusmus,
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performer and assistant director in many projects between
2005-2015. Collaborated as a dramaturg with Ayse Orhon
(Hava/2010), Gizem Bilgen (Hiatus/2014), and as a performer and
anassistant director with Semih Firincioglu. (TWO/2017) (https://
vimeo.com/402424687) Designed and conducted the Dramaturgy
Lab1.0 (Aksanat/2017)inlstanbulin collaboration with Anne-Marije
Van DenBersselaar fromthe Netherlands. Conceivedand directed
the performative installation “Once | set foot outside” (2018) (https://
vimeo.com/303717923), the performances “panorama radio” (2019)
(https://www.youtube.com/watch?v=VYSgZJ-JCgk&t=69s)and “And
in this very moment” (2021) (https://andinthisverymoment.com) in
collaborationwiththe Germanartist Marlinde Haan. One of the co-
designers of PerformLab (https://beykozkundura.com/performiab-
en) the first edition of which took place in Istanbul in June 2021,
she has also been collaborating with the artist duo :mentalKLINIK
(http://www.mentalklinik.com) since 2006 at various phases of
their projects (research, production, etc.) In 2018 she co-founded
the theatre company Theatre Hemhal (http://www.hemhaltiyatro.
com)withHakan Emre Unaland Nezaket Erden. Drazisa member of
TEB (Turkish Theatre Critic’s Association) and the performing arts
editor of Art Unlimited magazine.

Ayse Idil Idilis an artist based in Istanbul. She received her BFA
from the School of the Art Institute of Chicago. In her practice
she looks at the possibility of intimacy in human-object-nature
relationships, how memories are constructed and preserved, and
how translatable thoughts and feelings are. Her first solo show An
absent door, always open was exhibited at pose. Her texts have
beenpublishedinRE:[AAP_2019], m-est.org, Manifold and Yay-Pop.
She has participated in Arter Research Programme (Arter) and
Devir (Galerib). She was the assistant researcher for Truth Justice
Memory Center project Memory and Art. Examining alternative ways
of collaboration, she has hosted radio shows at Radyo Modyan, an
independentinternet radio where she also provided organizational
support. She is a co-founder of Garp Sessions, which prioritizes
collective learning, thinking, and digesting.

Ayse Koklii (b. 1988, Istanbul) is an interdisciplinary artist and
aresearcher based in London. She completed her BA in Visual
Communication Design at Central Saint Martins and in Linguistics
at Birkbeck University. She did her MAin Arts and Learning at
Goldsmiths, where she is also currently a PHD student, practice-
researching eco-acoustics and embodied, sensory pedagogies.
She runs a nomadic radio show called Ms Translation, focusing on
instances where verbalarticulation remainsinsufficient,and mostly
with guests, tries to find and tell stories joining sounds, words and
music. Since 2016, she has beena visiting Lecturer at Central Saint
Martins and presently is also a Lecturer on the Communication
Pathway of the Camberwell Chelsea Wimbledon Foundation Course.

Babakale Beautification, Culture, and Solidarity Association
started its activities in 2009 to contribute to the development
and beautification of Babakale Village. In 2011, the association
opened a tea garden, a commercial enterprise, and played a fast
andimportant roleinthe recognition of the village. With theincome
obtained fromitsactivities, itacquiredits ownspace by repairing the
building whichisrented from the village headman, and thenundertook
the restoration of the Cinaralti Cafe, owned by the headman as
well. Subsequently, it supported the works of improvement of the
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ardindanyine muhtarliga ait olan GinaraltiKafe’nin restorasyonunu
tistlenmistir. Akabinde kdy halkinin kullandigi plajin iyilestirme
calismalarina destek vermis, kdy okuluna projeksiyon cihazi
saglanmasi ve iki 6grencinin okul aidatlarinin karsilanmasi gibi
kdyde egitime destek calismalarinda yer almis, kdy sokaklarinin
onarilmasina maddi destek saglamistir. Dernegin en 6nemli
katkisi, kdyde yasayan kadinlarin ekonomik ve kiiltiirel gelisimlerini
desteklemek yoniinde olmustur. Ev pansiyonculugu kursu ile kdy
turizmine boyut kazandirmis, cesitli konularda yetkin kisileri
kdye davet edip diizenledigi seminerlerle gelisim faaliyetlerini
slirdiirmiistir. Yurt ici ve yurt digina her yil diizenledigi geziler de
kiilttirel gelisimin 6nemli birer pargasi olmuslardir. Elde olmayan,
siyasi olaraknitelendirilebilecek sebeplerden, dernegin sosyal fayda
yonliifaaliyetleribunlarla sinirlikalmistir. Dernek iiyelerininemegiile
giizellestirilen binalari terk edilmek zorunda birakilmig ve ardindan
yikilmistir. Dernek halen 66 iiyesiyle faaliyetini siirdiirmektedir ve
kdy carsisinda Kaleder Kafe isminde bir isletmeleri bulunmaktadir.
Ilerideki donemlerde calismalariyla dernegin giizeliglere imza atmaya
devametmesiniamaclamaktalar.

Burak Tasdizen (d. Edirne, 1990), istanbul’da yasayan nitel
arastirmaci. Lisans (BID, 2014) ve yitksek lisans (MSc, 2017) egitimini
Orta Dogu Teknik Universitesi Endiistri Uriinleri Tasarimi Bliminde
tamamladi. Ozyegin Universitesi Endiistriyel Tasarim Bolimii'nde
arastirma gorevlisi (2016-2020) ve Aiman Max Weber Vakfi'na
bagh Orient-Institut Istanbul'da (2020-2022) arastirma gorevlisi
ve proje koordinatérii pozisyonlarinda bulundu. Halen, Ozyegin
Universitesi’nde STS (bilim ve teknoloji calismalari) alaninda doktora
adayidir ve Istanbul’un hayvansever gegmisi ve buginiine dair sehrin
insan-kediligkilerine odaklandigi “Insandan Ote Biristanbul Kurmak”
baslikli doktora arastirmasini yiiriitmekte ve Kog Universitesi'nde
projeasistaniolarak calismaktadir.

Cem Orgen (d.1996, istanbul) endiistriyel tasarimin
motivasyonlarindankalbikirildiktan sonra malzeme, islev ve endiistri
standartlari lizerine aldigi egitimikitlesel dolagimdan ziyade kisisel,
giindelik ve kosula bagli kullaniyor. Duygusal ve sosyal dnceliklerle
yonlendirilen bir kiiltiirde kapal yasayip biiyirken hissettigi ahlaki
bulantininkaynagiolan giindelik uyarimlar; nesneler, sosyaliliskiler ve
sehvetiinceliyor. Enstelasyon, kullanim nesnesi, heykel, video, resim
vb. medyumlari kullanarak gizli, acele edilmis, izole anlardaki ortak
ve paylasilan hafizay bulmaya deger veriyor.

Cooking Sections, diinyayr organize eden sistemleri yiyecekler
lizerindeninceler. Alana-duyarliyerlestirme, performans ve videoyu
kullanarak sanat, mimari, ekoloji ve jeopolitik arasindaki ortiisen
sinirlari kesfederler. Daniel Fernandez Pascual ve Alon Schwabe
tarafindan 2013 yilinda Londra’da kurulan pratikleri, doniisiim
halindeki arazileri gézlemlemek icin giday: bir mercek ve bir arag
olarak kullaniyor. 2015°ten bu yana, uzun vadeli alana-duyarli
IKLIMCIL projesinin farkli tekrarlari iizerine ¢alisarak, insanlar
ilimleridegistirirken nasilyemek yeneceginiarastirdilar. 2016'da The
Empire Remains Shop’uactilar. Calismalari Tate Britain, Serpentine
Galleries, SALT, Bonniers Konsthall, Lafayette Anticipations, Grand
Union, Royal Botanic Garden Edinburgh, Atlas Arts, HKW, SPACES,
Storefront for Art ve Architecture'da; Taipei Bienali, 58. Venedik
Bienali, Istanbul Bienali, Cleveland Trienali,BAS9, Sanghay Bienali, Los
Angeles Public Art Triennial, Sharjah Architecture Triennial, Sharjah
Sanat Bienali, Performal7, Manifesta12 ve New Orleans Trienali
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beachusedbythelocals, provided support for educationin the village
by providing a projection device to the school and covering the school
feesof two students, and provided financial support for the restoration
of the streets of the village. Its most important contribution has
been to support the economic and cultural development of women
living in the village. Village tourism amplified through their courses
inaccommodation, and the association continued its improvement
activities with seminars it organized with professionals from various
fields. The trips organized every year in the country and abroad have
alsobecomeanimportant part of cultural development. Social benefit
activities were limited to these, due to reasons beyond control that
couldbe describedas political. Its building, beautified by the efforts of
the members, was forced to be abandoned and then demolished. The
association still continues its activities with 66 members and it has a
business called Kaleder Kafe in the village center. They aim to continue
doing good workinthe future.

Burak Tasdizen (b. Edirne, 1990), is a qualitative researcher living in
Istanbul. He holds B.ID. (2014) and M.Sc. (2017) degrees in Industrial
Design from METU. Previously, he worked as a research assistant
at Ozyegin University Department of Industrial Design (2016-2020)
and as a research fellow and project coordinator at Orient-Institut
Istanbul, Max Weber Foundation of Germany (2020-2022). Currently,
asaPhD candidate in STS (science and technology studies) at Ozyegdin
University, he pursues his doctoral study titled “Assembling A More-
than-human Istanbul” on Istanbul’s hayvansever past and present by
focusing on human-feline relations in the city, and works as a project
assistantat Ko University.

Cem Orgen (b.1996, istanbul) is heartbroken by the motivations of
industrial design, his education in material, function, and industry
standards directed toward personal and situational movements
rather than mass circulation. Living gatedina culture primarily driven
by social and emotions, he feels and examines moral nausea caused
by the frequency of everyday impetuous; objects, socialinteractions,
andlust. He values finding the shared and collective memory in hidden,
rushed, and isolated settings with mediums varying frominstallation,
used objects, sculpture, video, and painting.

Cooking Sections examines the systems that organise the world through
food. Using site-responsive installation, performance and video, they
explore the overlapping boundaries betweenart, architecture, ecology
and geopolitics. Established in London in 2013 by Daniel Fernandez
Pascualand Alon Schwabe, their practice uses food asalensandatool
toobserve landscapes intransformation. They have worked on multiple
iterations of the long-termsite-responsive CLIMAVORE project since
2015, exploring how to eat as humans change climates. In 2016 they
opened The Empire Remains Shop. Their work has been exhibited at
Tate Britain, Serpentine Galleries, SALT, Bonniers Konsthall, Lafayette
Anticipations, Grand Union, Royal Botanic Garden Edinburgh, Atlas
Arts, HKW, SPACES, Storefront for Art and Architecture; the Taipei
Biennial, 58th Venice Biennale, Istanbul Biennial, Cleveland Triennial,
BAS9, Shanghai Biennial, Los Angeles Public Art Triennial, Sharjah
Architecture Triennial, Sharjah Art Biennial, Performal7, Manifestal2,
and New Orleans Triennial among others. They have been residents
at Headlands Center for the Arts, California; Fogo Island Arts; and
The Politics of Food at Delfina Foundation, London. They were guest
professors at the Academy of Fine Arts, Munichin 2020-21. They are
Senior Research Fellows and Principal Investigators at CLIMAVORE x
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ve dahasinda sergilendi. Headlands Center for the Arts, California;
Fogo Island Arts; ve Londra’daki Delfina Foundation The Politics of
Food programlarina katildilar. 2020-21'de Miinih Giizel Sanatlar
Akademisi’nde misafir gretim gorevlisiydiler. Londra'daki Royal
College of Art'da Jameel x IKLIMCILde Kidemli Arastirma Gorevlileri
ve Bag Arastirmacilar. Cooking Sections, 2021°de Turner Odiili'ne
aday gosterildi. 2019 Future Generation Art Prize’'inda Ozel Odiil’'e layrk
gorildiiler ve sosyal konularlailgili pratikler icin Visible Award ddiiline
aday gosterildiler. 3kitap yaymnladilar: The Empire Remains Shop (2018),
Salmon: ARed Herring (2020) ve Offsetted (2022).

Los Angeles, Kaliforniya’da yasayan okyanus romantigi David
Horvitz'in oyuncu ve siirsel isleri, dil, zaman, aglar, asiri hizl Zoom
konusmalari, e-postalar ve ekranlardan iletilen gorselleri kurcaliyor.
Siniflandirimaktan kacan, kategoriler-arasiisleri, fotograf, agizdan
agiza ve fiziksel dolanim ve dagitim, sanatci kitaplari, performans,
meme, posta sanati, ses, lastik miihiir, gastronomi, hava durumu,
seyahat, yiirliylisler ve suluboyaya yayiliyor. Mesafeyi ele gecirmek,
bastirmakve hatta yok etmeninolasiliklariniarastirmakicinmekanlar,
insanlar ve zamanarasindaki mesafeyiinceliyor. Gérsel, metin, nesne ve
akislari birbirine baglayarak kendinden bagimsiz bir sekilde dolanmaya
ve calismaya itiyor, samimi alana daha aktif bir bigimde sokuyor.
Postamerkezleri, kiitiiphaneler ve havalimanikayip esya servislerinde
isleriyle karsi karsiya kalinca, harekete tesvik ediliyor, acikliklar ve
alternatif mantiklar buluyor, en kiigiikama cok 6nemli detaylara dikkat
ediyor -hayal giicli devreye giriyor. Kafamiza kazinmis ninniler gibi,
Horvitz sanatthem diisiinme nesnesi, hem de bireysel dlcekte degisimi
etkileyecek viral ve sistemik bir arag olarak kullaniyor. David Horvitz
kendini gerceginicine gizlice yerlestiren kurgular yaratiyor. Piirizsiizce
kiprasan cakiltaslari, genelde kendiliginden buzlu bir yiizeye sahiptir.

Deniz Kirkali istanpul ve Londra’da yasayan bir kiirator ve yazar.
Lisansini New York Universitesi’nde Medya, Kiiltiir ve lletisim iizerine,
yiiksek lisansiniise Goldsmiths Universitesinde Giincel Sanat Kurami
lizerine yapmistir. Babakale'de gerceklesen Garp Sessions isimli yaz
programinin ve topsoil isimli uluslararasi kiiratoryel ve arastirma
kolektifinin kurucularindandir. Yazilari AQNB, Flash Art, thisis tomorrow,
Cogito, Sanat Diingamiz ve Art Unlimited gibi uluslararasi dergi
ve mecralarda yayimlanmistir. 2022 yilinda OnaGoére tarafindan
yayinlanan Otomy isimli kitabin yazarlarindandir. Goldsmiths
Universitesi’nde kiiratoryel pratikler iizerine doktorasina devam
etmektedir.

Dogan Tosun (d.1973) Canakkale ili Ayvacik ilcesine bagli Babakale
kdytinde dogdu, ilkokul besinci siniftan mezun. llkokula giderken ayni
zamanda dedesi, babasl, ve amcasindan yedi yil giraklik ve bicakgilik
egitimi aldi. Uretmesi zor ama keyifli bir zanaattir. Bicaklarin yiizleri
dovme celiktenislemelive saplari boynuzdan yapilir. Busanati 40 yildir
Babakale kyiinde devam ettirmekte.

Ekin Can Giksoy istanbul’da yasayan bir yazar ve hikaye anlaticisidrr.
Ik 8ykii kitabi Miinhal 2014'te, ilk romani Epope Tatavla ise 2016°'da
Iletisim Yaymnlari etiketiyle yaynlanmistir. S8zlii ve s6zsiiz hikaye anlatma
performanslari lizerine calisan Goksoy 2017°den beriIstanbul'da
halka sanat projesi, San Francisco’da ise Artship Vakfi biinyesinde
performanslar gerceklestirmektedir. 2018 yilinda lk sergisini Bir Mucize
Ihtimali’niLarissa Arazile birlikte agmistir. Goksoy Bogazici Universitesi
Tarih Bélimiinde kent tarihi iizerine doktora tezini hazirlamaktadir.
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Jameelat the Royal College of Art, London.Cooking Sections were
nominated for the Turner Prize in 2021. They were awarded the
Special Prize at the 2019 Future Generation Art Prize and were
nominated for the Visible Award for socially-engaged practices.
They have published 3 books: The Empire Remains Shop (2018),
Salmon: ARed Herring (2020),and Offsetted (2022).

Playfuland poetic, the works of David Horvitz, an ocean romantic,
based in Los Angeles, California, meddle with the systems
of language, time and networks, hyper-paced Zoom calls,
emails, and images transmitted through screens. Eschewing
categorization, his expansive nomadic body of work, traversing
the forms of photographs, word of mouthand physical movement
or distribution, artist books, performances, memes, mail art,
sound, rubber stamps, gastronomy, weather, travel, walks, and
watercolor, is presented through examining questions of distance
betweenplaces, peopleand timeinordertotest the possibilities
of appropriating, undermining or even erasing this distance.
Harnessing image, text, object and flows which he mobilizes to
circulate and operate independently from himself, penetrate
ever more effectively the intimate sphere. Left face toface with
his works, in the postal system, libraries, and airport lost and
found services, even engaged into action, our attention to the
infinitesimal, finding loopholes and alternative logics within them,
tothe minute butimportant details and to the imaginary comes
tothefore. Aslullabiesimprintedin our head, Horvitz deploys art
ashothobject of contemplationandasaviral or systemic tool to
effect change ona personal scale. David Horvitz makes fictions
that insert themselves surreptitiously into the real. Shifting
seamlessly pebbles often possess a naturally frosted finish.

Deniz Kirkaliis a curator and writer based between Istanbul
and London. She holds an MA in Contemporary Art Theory at
Goldsmiths, University of Londonand a BS in Media, Culture and
Communication at New York University. She has co-founded
topsoil, a transnational curatorial and research collective, and
Garp Sessions, a summer programme in Babakale, Turkey. Her
writings have been published in international magazines and
platforms such as AQNB, Flash Art, this is tomorrow, Cogito,
SanatDiinyamizand Art Unlimited. She is the co-author of Otomy,
published in 2022 by OnaGore. She is currently doing her PhD in
Advanced Practices at Goldsmiths, University of London.

Dogan Tosun (b. 1973) was born in Babakale village, district of
Ayvacikin Ganakkale city, and is a fifth grade graduate. While
attending elementary school, he was studying as anapprentice
and a knife maker with his grandfather, father, and uncle. It is a
difficult craft, but pleasing to produce. The facade of knives are
forged from steel, their handles made from horns. He continues
topractice theartfor 40 yearsinBabakale.

Ekin Can Goksoy is a writer and a storyteller currently based in
Istanbul. He published his first short story book Miinhal in 2014
andhis first novel Epope Tatavla in 2016 with lletisim Press label.
Working on verbal and nonverbal storytelling performances,
Gioksoy has taken part ina series of performances, staged in
halka art project, Istanbuland Artship Foundation, San Francisco
since 2017.1n 2018, his first exhibition (with Larissa Araz) AChance
foraMiracle openedat pose, Istanbul. Goksoy isa PhD candidate
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Ezgi Hamzagebi lisansini Bogazici Universitesi ingiliz Dili ve Edebiyatinda
tamamladi ve yiiksek lisans ve doktora calismalarina Bogazici
Universitesi Tiirk Dili ve Edebiyati bélimiinde devam etti. Arastirma
alanlari ekoelestiri, hayvan calismalari, posthiimanist yaklasimlar ve
feminist spekiilatif kurmaca olup, “Insan Olmayanlarin Edebi Temsili:
Yere Diisen Dualar ve Yeryizii Hallerine Ekoelestirel Bir Yaklasim” 2017)
baslikhyiikseklisans tezini 2017°de tamamlad. Doktora tezini, feminist
spekillatif kurmaca metinlerde canavarlik temsilleri iizerine yaziyor. Ayni
zamanda, Ozyegin Univeritesi'nde 6gretim gorevlisi olarak calisiyor.

Ezgi Tok istanbul'da yasiyor ve calisiyor. isleri incelikli olana yakindan
bakarakiliskiler, sistemler ve standartlar iizerine kafa yorar. Genellikle,
dogal olaylari, aliskanliklari veya basitce zamanin gegisini lgmek,
diizenlemek, etiketlemek veya tanimlamakicin beyhude cabalariiceren
tekrarlayan hareketlerin belgelenmesi bicimini alir. Pek ok sergi,
program ve misafir sanatci programina katildi.

Fisun Yalcinkaya, 1987 Istanbul dogumlu, Istanbul Universitesi Sosyoloji
Bélimi’nden 2010 yilinda mezun oldu. 2009-2013 yillari arasinda
Sabah gazetesi killtiir sanat sayfasi ve hafta sonu ekleri icin muhabir
olarak calistl. 2013-2019 yillari arasinda Milliyet gazetesi kiiltiir
sanat servisinde calisti ve Milliyet Sanat dergisi icin plastik sanatlar
editorligiini Uistlendi. Bu gorevleri sirasinda 2012-2015 yillariarasinda
Sabit Fikir dergisinde aylik olarak cizgi roman degerlendirmeleri yazdi
ve kiiltiir sanat alanindaki yazilari, aralarinda Bant Mag., Unlimited,
Cevrimdisi Edebiyat’in bulundugu ok sayida yayinda yer aldi.2019
yiininMartayindan bu yana YapiKredi Yayinlarrnda gorev almakta ve
Sanat Diingamiz dergisinin editérliigiinii iistlenmektedir. Son ddnemde
yazilariyaymlanan yayinlar arasinda Eksilerek Biriken sergi kitabi ve
Sokak Sanatlarinda Istanbul kitabi yer almaktadir.

Gerko Egert, performans ve medya galismalari alaninda galisan
bir akademisyen, yazar ve egitimcidir. Giessen'deki Justus-Liebig-
Universitesinde, Uygulamali Tiyatro Calismalari Enstitiisi’'nde ogretim
gorevlisidir. Arastirmalari, deneysel pedagojiler ve kendi kendine
organize edilen dgrenme bicimleri, hareket felsefeleri ve politikalari,
antroposende performans, siire¢ felsefesive (spekiilatif) pragmatizm
ileilgilidir. Gerko doktorasini Freie Universitét Berlin'de yapmistir 2016
yilinda yayinlandi, Ingilizce geviri Moving Relation, Routledge 2020).
Diger yaymlari arasinda “Choreographing the Weather - Weathering
Choreography” (in: TDR 2016) ve “Operational Choreography: Dance and
Logistical Capitalism” (Performance Philosophy, 2022) yer almaktadir.
Deneysel bilgi iiretimiicin bir platform olanNocturneinkurucu ortagidir.
Deneysel bilgi iiretimi lizerine yayinlar ve sanat, akademi ve aktivizm
genelinde organize radikal pedagoji etkinlikleri yayinlarlar.(www.
nocturne-plattform.de). www.gerkoegert.net

Gizem Karakas Istanbul’da yasayan gorsel sanatcl ve kiiltiir calisan.
Sanatcinin pratigi giinlik yasamin miicadelelerine, ironilerine,
komedilerine ve siirlerine odaklanir. Fotograf, video, ses, performans
ve yazi isleri, cesitli varolus hallerini, 6zneler arasiiligkiler, baglamlar
ve durumlar arasinda gezinenyari kurgusal anlatilar araciligiyla tasvir
ederek, samimiyet kavramini, mahrem ve kamusal, gerceklik ve kurgu,
sanat ve yasam arasinda kalan muglak alanlar iizerinden arastirir.
Sanatin degerini, etrafinda kurulan iliskiler baglaminda diistinmek,
misafirperverlik ve arkadashgihayatta kalma stratejileri olarak ele
almak pratiginin temel dayanaklarindan birini olusturur. Bu nedenle,
iliskileri yalnizca isleri araciligiyla arastirdigi bir kavram degil, iiretim
siirecinin bir parcasi olarak benimsedigi bir tavir, jest ve metod olarak
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onurban history at Bogazici University History Department.

Ezgi Hamzacebiis a doctoral candidate in Turkish Language and
Literature at Bogazici University and works as an instructor
at Ozyegin University. She received her Bachelor’s degree in
WesternLanguagesandLiterature and Master’sdegreein Turkish
Language and Literature at Bogazici University. Her research
areas include Animal Studies, Ecocriticism, Posthumanism and
the production of knowledge and science in feminist speculative
fiction. She completed her Master’s thesis, titled “The Literary
Representation of the Non-human: An Ecocritical Approach To
Yere Diisen Dualar and Yeryiizii Halleri” in 2017. She is writing
her dissertation on the representation of monsters in feminist
speculative fiction.

Ezgi Tok lives and works in Istanbul. Her works contemplate
relations, systems and standards through a close look at the
subtle. It often takes the form of documentation of repetitive
gestures involving futile attempts to measure, organize, label
or define natural occurrences, habits, or simply the passage of
time. She has participated in many exhibitions, programs and
residencies.

Fisun Yalginkaya, bornin1987inlstanbul, graduated fromIstanbul
University, Department of Sociologyin 2010. Between 2009 and
2013, they worked as a reporter for the culture and arts
department of newspaper Sabah. Between 2013-2019, they
worked for the culture and arts department of newspaper Milliyet
andeditor for Milliyet Sanat magazine. During these duties,
they wrote monthly comic book reviews in Sabit Fikir magazine
between 2012 and 2015, and their articles in the field of culture
andarts were featuredin many publications suchas Bant

Mag., Unlimited, and Gevrimdisi Edebiyat. They have been working
at YapiKredi Publications since March 2019 and are the editor of
the magazine Sanat Diinyamiz also books including catalogues,
artbooksand literature. Their recentarticles have been published
in Sokak Sanatlarinda Istanbul [Street Art in Istanbul] and
Resurgence in Fragments exhibition book.

Gerko Egertisa scholar, writer,and educator who works across
performance and media studies. He is Privatdozent at the Institute
for Applied Theatre Studies, Justus-Liebig-University, Giessen. His
research deals with experimental pedagogies and self-organized
learning, philosophies and politics of movement, performance
in the anthropocene, process philosophy and (speculative)
pragmatism.Gerko holds a PhD from Freie Universitét Berlin
(published 2018, engl. transl. Moving Relation, Routledge 2020).
Further publications include: ,Choreographing the Weather
- Weathering Choreography (in: TDR 2016) and “Operational
Choreography. Dance and Logistical Capitalism” (Performance
Philosophy, 2022). He is co-founder of Nocturne, a platform for
experimentalknowledge production They publish onexperimental
knowledge productionand organize events of radical pedagogy
across art, academia, and activism.(www.nocturne-plattform.
de). www.gerkoegert.net

GizemKarakasisanartistand culturalworker based in Istanbul.
Inher practice, she focuses on the struggles, ironies, comedy
and poetry of everyday life with semi-fictional narratives of
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gorir. Kolektif iiretim siirecleri, calisma metodlari ve isbirlikleri
Karakas'in pratiginin merkezinde yer alir. 2017°'den beri HAH,
2011'den beri Medyartiz kolektifleriile birlikte ¢alisan sanatg
Hayirl

Evlat’in yiizlerinden biridir. Gizem Karakas 2017 yilindan beri
istanbul Ozel Saint-Joseph Fransiz Lisesinde Kiiltiirel Etkinlikler
Koordinatdrii olarak caligiyor.

Lara Ogel (d. 1987, izmir) video, nesne, desen, kolaj gibi cesitli
teknikler ile calisarak mekan ve baglama yonelik eser ve
yerlestirmeler iiretir. Calismalari, edebiyat, sozlii tarihler,
esrarengiz bilimler ve buluntu gériintiileri de kapsayan hem
miisterek hem de sezgisel bir arastirma siireci esliginde
olusur. Giindelik, gecici ya da siradan olani, mitoloji ve riiyalara
harmanlayan anlatilar yaratir. Yari kurgusal, deneyim
odakl,atmosferik mekansal yerlestirmelerinde kisisel tarihi ile
ordigiikiiltirel, tarihsel ve varolussal arketipler bulunur.

Larissa Araz (1990) metin, video, gorsel ve ses gibi cesitli
mecralarda igler iiretir. Kisisel bir bakis agisiyla tarih, kimlik,
bellek ve aidiyet gibi toplumsal bellege dahil olan ya da olmayan
konulariele aliyor. Kendimize defalarca sordugumuz -ya da artik
sormadigimiz- tarihin cevaplayamadigi sorular, Araz’in varoluscu
arastirmasininana hatlariniolusturuyor. Nisan 2018'de Pose Artist
Run Space’ikurdu. Pose, topluluk kurmaistegiyle dogdu. Diyalog
ve elestiriihtiyact hissedenler igin fiziksel ve zihinsel bir acik alan.
Pose, halka acik programlama ve diger iceriklerin yani sira solo
ve grup olmak iizere birok sergi diizenledi.

Maryam Al Khasawneh, Urdiinlii multidisiplinler arastirmaci ve
fotografcl. Calismalari tarihsel arsiv arastirmasi, fotografcilik
ve gida ile bitki stirdiriilebilirligi arasindaki kesisme noktasinda
yer aliyor. Gida Tasarimi iizerine at6lye calismalarina katilan ve
organize eden fotografcl, insan ve bitki tiirleriarasindakiiliskilere
ve karsilikl bagimliliklara odaklanir. Gulf Photo Plus ve Darkroom
Amman dahil olmak iizere Arap diinyasinda gok sayida kisisel ve
grupfotograf sergisine katilan Maryam AlKhasawneh suanda PH
miizesi tarafindan yiiritilen Criticae Documentary Masterclass:
Exploring Personal Narratives / Elestirel Belgesel Masterclass:
Kisisel Anlatilari Kesfetmek programina katimaktadir.

Ulufer Gelik (d. 1992, Antalya) Rotterdam’da yasayan ve calisan
bir Tirk sanatcidir. 2018 yilinda Dutch Art Institute MA Art Praxis
programinitamamladi. Sanatsal pratigi; hareketliimge, siir, hafiza
ve sesle ifade edilen anlati ve mit yaratmanin potansiyellerini
arastirir. Gok katmanli calismalari arkeolojik, tarihi ve mekansal
izlerle desteklenir. Celikaynizamanda Giiney Rotterdamdakifarkl
komiinitelericin ekonomik ve killtiirel yeme deneyimleri saglayan
Eat-House Food Collective’in bir pargasive Giiney Rotterdam'daki
sanatci atolyeleri yerleskesi Putsebocht 3 ve W1555 sanatci
komiinitesinin bir Giyesidir. Isleri Growing Space, Corridor
Project Space, Are Projects, Rib, State of Concept, Yellow
Brick Gallery, Litost Gallery, Institute for Provocation, Belmacz
Gallery ve Wuerttembergischer Kunstverein'de gesitli sergilerde
gosterilmistir.
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anindividual becoming, navigating interpersonal and context-based
relationships. Her photo, video, sound, performance, and text-based
works explore the concept of sincerity in relationships through the
ambiguous areas that are left between the intimate and the public,
realityandfiction,artand life. Considering the value of artinthe context
of the relationships that surround it is at the core of her approach.
She is interested in exploring collaborative working methods and
using hospitality and comradery as strategies of survival. Therefore,
relationships are not merely a concept that she explores through her
works, but anattitude, gesture,and method that she has adopted as
apartofher creative process. Sheisa member of the collectives, HAH
since 2017 and Medyartiz since 2011. She is one of the faces of Hayirli
Evlat since 2017. Sheis currently the Cultural Activities Coordinator in
Saint-Joseph French High School.

Lara Ogel’s (b.1987, izmir) practice uses a variety of mediums as video,
objects, drawing, collages to create site and context aware works
andinstallations. Theyare informed by a research method thatis both
intuitive as it is vernacular, running through literature, oral histories,
the occult and found footage. Her artistic narrative weaves the
daily, ephemeral or ordinary with mythology and dreams. In her half
fictional, experience based and atmosphericinstallations are cultural
and historical archetypes the artist blends with her personal story.

Larissa Araz(1990) produces worksina variety of media including text,
video,image and sound. Through a personal viewpoint, she focuses on
topics of history, identity, memoryand belonging that are included or
notincluded in social memory. The questions that are notanswered by
history that we repeatedly ask ourselves-or not anymore- are the main
threads of an existential research of Araz. She founded Pose Artist
Run Space in April 2018. Pose is conceived with an urge to establish a
community. Itis a physicaland mental open-space for those who feel
the needfor dialogue and critique. Pose have displayed many exhibitions
including solo and group productions along with public programing
and other contents.

Maryam Al Khasawneh is a multidisciplinary researcher and
photographer from Jordan. Her work stands at the intersection
between historical archival research, photography and food and
plant sustainability. Having participated and organized workshops on
Food Design, her photography is very much focused on relationships
and interdependencies between human and plant species. She has
participatedinmultiple soloand group photography exhibitions around
the Arab world, including Gulf Photo Plus and Darkroom Amman, and
is currently participating in the Criticae Documentary Masterclass:
Exploring Personal Narratives led by the PHmuseum.

Ulufer Celik (b. 1992, Antalya) is a Turkish artist, who livesand worksin
Rotterdam. She completed her studies in the MA Art Praxis program
at the Dutch Art Institute in 2018. Her artistic practice explores the
potentialities of narrative and myth-making, that is expressed
through movingimage, poetry, memory and sound. Her multi- layered
workis supported witharcheological, historical and spatial traces. She
is a part of Eat-House Food Collective, that provides affordable and
cultural eating experiences for communities in the Rotterdam South,
and is a member of Putsebocht 3 and W1555 Artist Community that
residein Rotterdam South. Her work has been exhibited in several shows
at Growing Space, Corridor Project Space, Are Projects, Rib, State of
Concept, Yellow Brick Gallery, Litost Gallery, Institute for Provocation,
Belmacz Gallery and Wuerttembergischer Kunstverein.
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