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7. Mardin Bienali: GOKzemin
Celenk Bafra

“GOKzemin", giiniimiiz sanatinin gergek ile hayal, maddi ile manevi, politik ile poetik arasinda kurdugu
iliskileri Mardin baglaminda gortndr kiliyor. Gok ile yer, bireysel ile kolektif, gegmis ile gelecek arasinda
bir duistince ve duygu hatti kuran bienal, izleyiciyi, birbirine tezat goriinen uglar arasinda bir yolculuga
davet ediyor. 7. Mardin Bienali, ufku ikiye bélen “GOK" ve “zemin" kelimelerini yan yana getirerek,
birbirine uzak sanilan dinyalar arasinda sessiz bir gegit agiyor. Bu katmanl yolculuga bolgenin
kiiltirel hafizasinda ozel bir yere sahip kuslar rehberlik ediyor. Mardin'in taslarina sinmis hikayeleri ve
cografyasina 0zgu rlizgérlari ardina alan kuslar, gokylzu ile yeryiizt arasinda siizllirken Mardin'in farkli
noktalarindaki sergiler, mekana 6zgii yerlestirmeler ve etkinlikler arasinda rotalar giziyor.

7. Mardin Bienali'nin kavramsal pusulasi, Tiirkiye'nin batisi ve dogusundan birbirine karsit goriinen
iki edebi yapita isaret ediyor: Aristophanes'in “Kuslar" adli komedyasi ve Ferididdin Attar'in “Kuslar
Meclisi" olarak da bilinen mesnevisi “Mantiku't-Tayr". Her iki metin de kuslari yalnizca doganin degil,
arayisin, elestirinin, direnisin ve donudsimun simgeleri olarak sunuyor. Aristophanes, insanlarin
kuslarla gii¢ birligi yaparak bulutlarda Gtopyaci bir sehir kurdugu satirik anlatisiyla iktidar ve ideal
arasindaki gerilimi ironik bir dille gorindr kiliyor. Attér ise kuslari yedi vadiden gegcirdigi manevi bir
yolculukta benlikten siyrilmaya ve kolektif hakikate yonelmeye davet ediyor. Biri otoritenin mizah ve
kacis yoluyla sorgulanisi, digeri donistimin birlik yoluyla mimkin olusunu ele aliyor. Dogu ile Bati'ya
atfedilen iki farkli yaklagimi temsil eden bu metinler, bicim ve tema agisindan farkli goriinseler de
“arayig”, “yolculuk” ve "dénusum"” temalarinda kesisiyor. 7. Mardin Bienali, bu iki ilham kaynagini
birlikte diistinerek ozglrliik, hakikat ve yeni diinyalarin nasil tahayyl edilebilecegine dair bir diisiinsel
alan agmay! hedefliyor. Ginimuzin karmasik sosyopolitik ve varolugsal meseleleri karsisinda yeni
tahayydller kurmanin, farkli yasam bigimleri ve diisinme pratikleri gelistirmenin yollarini arastiriyor.
Sanatin Ozgirlestirici, donlsturtcu ve gogulluklara alan agan guicini kuslarin evrensel metaforu
uzerinden hatirlatarak, gergeklik zemininden uzaklasmadan bireysel ve kolektif hayal glicini devreye
sokmaya ¢agiriyor.

Mardin Bienali, tarihinde ilk kez halk arasinda Yukari Mardin olarak bilinen eski sehrin disina tagarak
izleyiciyi bolgenin farkli yerlerini kesfetmeye yonlendiriyor. Zamanin sinamasindan gegmis tas mimarinin
genis ufuklarla ve ¢agdas kent yasamiyla kesistigi bir Uggen cizen bienal rotasi gecmisin izleriyle
bugiiniin gergekligini, mistik olan ile glindelik olani, sessizlikle hareketi bir araya getiren kargilasmalarla
anlatisal bir butinlik olusturuyor. Tarih boyunca farkli medeniyetlerin ve ticaret yollarinin dnemli
kavsaklarindan biri olan Mardin, mimari dokusunda farkli kiiltlrlerin yillara yayilan izlerini tasiyor. Kentin
yuksek konumu ona yalnizca savunma avantaji degil, simgesel bir bakis ufku da sunuyor. Siklikla “agik
hava mizesi" olarak anilan Mardin, Yukari Mezopotamya'nin gok katmanli mirasina taniklik ederken, bir
aradalik ve ¢atisma kilturinin i¢ ice gectigi karmasikligini koruyor. Mardin'in dogasi, mimarisi, tarihsel
birikimi ve toplumsal dokusu, “GOKzemin'in kavramsal ydnelimini oldugu kadar duyusal atmosferini

de belirliyor. Boylece sanat, nesnelerin sergilenmesinden ziyade bir kesif ve karsilagsma héli olarak
kurgulaniyor. Dara Antik Kenti, Deyrulzafaran Manastiri ve Kiziltepe Ates Beyler Hamami ilk
kez bienal icin kapilarini agarken Yukari Mardin'de Kervansaray, Marangozlar Kahvesi ve Sakip
Sabanci Mardin Kent Miizesi bienalin sergi ve etkinliklerine ev sahipligi yapiyor.

“GOKzemin", Tiirkiye'den ve diinyanin 20 farkl iilkesinden 42 sanatgi ve sanatgi grubunu bir araya
getirirken, yerel baglam ile uluslararasi sanat pratikleri arasinda iliski kurmayi hedefliyor. Sanatcilarin
bir kismi arastirma yaparak bienale 6zel yeni yapitlar tretirken, digerleri konsepte uygun galismalarini
Mardin kentinin ve bienalin kiratoryel baglamina uyarliyor. Resim, gizim, heykel, video, fotograf,
performans, ses, yerlestirme ve kamusal alanda sanat araciligiyla kurulan bu yapinin, kentin tarihi,
dogasl, tag mimarisi, giindelik yasami ve panoramasiyla katmanli iligkiler kurmasi dnceliklendiriliyor.
Bazi sanatgilar Aristophanes'in iktidar elestirisini yeniden yorumlayarak yeni bir aradalik bigimleri
ve alternatif diinyalar tasavvur ederken digerleri Attar'in vadilerindeki igsel yolculugun izini sirerek
dontstm, kesif ve kolektif farkindalik temalarina odaklaniyor. Kuslarin Mardin dogasi ve kiiltirindeki
gucli varligi, bu iki yénelimi ortak metaforlar etrafinda bulusturuyor.

Mardin'de "GOK", hayal giicii ve {itopyalarla 6riiliiyken; “zemin", karmasik gergekliklerin agirligini tasiyor.
Yukari Mardin'in zamanlar 6tesi ufku, Dara'nin antik katmanlari ve Kiziltepe'nin glindelik yagami arasinda
hareket eden bienal, maddi ile hayali, mistik ile glindelik arasindaki baglari sanatsal bir dille 6riyor. 7.
Mardin Bienali, sanatgilar ve izleyicilerle bir arada Attar'in zorlu vadilerinden Aristophanes'in iyimser
"kus iilkesing" uzanan bir yolculuk dneriyor. "GOKzemin", izleyiciyi yalnizca sergilere bakmaya degil;
yola gikmaya, durmaya, yon degistirmeye ve en ¢ok da hayal kurmaya ¢agiriyor. Attar'in doniistirici
yedi vadisini agip Aristophanes'in gokyiiziindeki titopik vaadine uzanan bu hayali yolculukta gergeklik
zeminine geri dénmek her zaman mimkin. Tam da boyle bir yolculukla, gergekligin zemininden
kopmadan 6zgur ve misterek bir gelecek dislenebilir mi?

) Dara Antik Kenti: GOKzemin

Dara Antik Kenti, Mardin'in 30 km giineydogusunda 6. yiizylda Dogu Roma imparatoru Anastasius
tarafindan Sasani sinirini kontrol etmek amaciyla kurulmus biyik bir sinir ve garnizon kentidir.
Stratejik konumu nedeniyle Roma—Pers savaglarinda kilit rol oynamis; surlari, i¢ kalesi ve gelismis
su sistemiyle donemin 6nemli askeri merkezlerinden biri haline gelir. Kaya icine oyulmus yapilari, dev
sarniglarl, genis agora ve nekropol alaniyla dikkat ¢eken kent, yalnizca bir savunma yapisi degil, ayni
zamanda bir uygarlik besigidir. 7. Mardin Bienali'nde ilk kez sergi mekani olarak kullanilan Dara, dogasi,
yapisi ve tarihiyle "GOKzemin" kavraminin giiglii karsiliklarindan birini olugturur.



Mezopotamya'nin acik ufku ile yeraltina inen mimarisi arasinda kurulan dikey iliski, izleyiciyi strekli
yukari ve asagi arasinda hareket etmeye davet eder; bdylece gok ile zemin arasindaki gerilim yalnizca
disinsel degil, fiziki bir deneyime daonusir. Bu gerilimin en yogun hissedildigi alanlar arasinda Nekropol
ile birlikte antik kentin yeraltindaki devasa sarnici Zindan yer alir. Mekéna 6zgu dev heykeliyle Alper
Aydin, bir yilanin yutmakta oldugu melegin askida kaldigi bir an Uzerinden glinimiize 6zgu bir
sikismislik halini imler. Bilgeligin ve sifanin simgesi olan yilan, bugiin kusatici sistemleri temsil ederken
gokyuzinden yeraltina indirilen melek islevsizlesen kanatlariyla koruyucu anlamini yitirir. Mardin igin
yeni Uretiminde Selguk Artut, ses ve hareketten olusan bir diizenek araciligiyla bosluga birakilan bir
¢agri ile ona verilen karsiliklar arasinda ritmik bir iliski kurar; sarnicin akustigi bu gorinmez diyalogun
taslyicisina donusdr.

Agora'da Sejla Kameric'in Mardinli ustalarla rettigi “Agape banki”, farkli dillerde saf ve karsiliksiz
sevgi anlamina gelen sozcikleri iceren tasarimiyla oturup konusmak ya da yalnizca birlikte var
olmak igin bir zemin saglar. Stadtkuratorin Hamburg'un “Kosmostan Miistereklere Dogru" programi
isbirligiyle Oglala Lakota yerlisi KITE, yerli bilgi sistemleri ile glinumiz teknolojileri arasinda kurdugu
iliski Gizerinden doga ve gokyiziyle kurulan bagi Dara ve gevresinde yerel katimcilarin topladigi gakil
ve taglarla yeniden dusinmeye acar. Xul Solar'in 20. ylzyilin ilk yarisinda Arjantin'de kozmoloji ve
mistisizm ile tarot kltiiri Gzerinden kurdugu gorsel evren ise Nekropol girisine konumlanirken yasam
ile 6lim arasinda giincel bir dongusellik hissi yaratir. Bienal, Dara'yr arkeoloji ve dogayla hemhal bir
kiiltlrel alan olarak ele alirken bienalin kapanisi yaz giindonimiine denk gelen 21 Haziran'da adeta bir
senlige donislr. Zahit Mungan'in basta bienal igin 6zel trettigi dev akrep olmak tzere Mardin'e 6zgu
ugurtmalari, Dara semalarinda yilin en uzun ginind ugurlar. Dara, kapanista mizik ve performansla,
gecmisin birikimi ile bugiiniin gok disiplinli sanatini ayni anda tasiyan bir karsilagma alanina donisur.
izleyici yeraltina iner, yiizeye c¢ikar, ufka bakar; bdylece gok ile zemin arasindaki iliski yalnizca diisiinsel
degil, bedensel olarak deneyimlenir. Bu anlamda Dara, "GOKzemin"in hissedildigi bir yanki alani ve
gecmis ile gelecek arasinda bir gecise donlsr.

) Kiziltepe Ates Beyler Hamami: GOKzemin

Mardin Havalimani'na yakin ve kentin en biiyiik ilcesi olan Kiziltepe, ipek Yolu'nun 8nemli kavsaklarindan
biri olarak tarih boyunca ticaretin ve karsilagsmalarin merkezi olmus; bugiin de giindelik hayat, toplumsal
iliskiler ve politik gerilimlerin i¢ ice gectigi dinamik bir zemin sunar. Uzun yillar Kiziltepe'nin ilk ve tek
hamami olarak iglev gdren Ates Beyler Hamami, ritiellerin paylasildigi ve toplumsal iliskilerin kuruldugu
bir kamusal ortamdir. Bu yonuyle hamam, bedenin ve arinma fikrinin 6tesinde, toplumsal hayatin ve
cinsiyet rollerinin gorlndr oldugu bir yapi sunar. 2007'de bélgenin ilk cagdas sanat sergilerinden birine
ev sahipligi yapan hamam, yaklasik yirmi yil sonra bienal igin yeniden kapilarini agar. Kentsel gergeklikle
dogrudan temas kuran bir sergileme alanina doniisen hamam, mekana 6zgl sanatgl mudahaleleriyle
kolektif ve bedensel hafizayl harekete geciren bir kargilagma alani olarak yeniden kurulur. Midyatli
sanatgl Bawer Doganay'in hamamin cephesi ve girisinde konumlanan vitray, resim, baski ve oyma

calismalari, zanaatin ve giincel sanatin fantastik diinyasini bir araya getirir; giindelik anlar flanar bir
bakisla ele alinirken renk, motif ve mimari unsurlar gergek ile kurgu arasinda katmanli bir anlati kurar.
Hilal Can'in hamamin dis cephe, ylzey ve halvetlerine sizan resim ve mekana 6zgi yerlestirmeleri ise
mekani ¢ok yonli bir deneyim olarak yeniden tarif eder. Birey olmanin fiziki ve psikolojik streglerinden
esinlenen bu galismalar, izleyiciyi biling akisi ve gergekusti unsurlarla renkli ve duyusal bir karsilasmaya
davet eder. Gobektasinin etrafinda konumlanan halvetlerden birinde Gdzde ilkin'in “Kokler Hatirlar
Manzara Bukdltrken" yerlestirmesi, kumas, nakis, tohumlar ve performatif videoyu bir araya getirerek
Mardin'in ¢ok katmanli kiltirel hafizasini duyumsal bir manzara olarak yeniden kurar. Dokunsal
uretim ile ginimuzun mesafeli ve dijital deneyimi arasinda bir gerilim kuran is, doga, beden ve hafiza
arasindaki iliskilere siirsel ve politik bir dizlemde yaklasir. Bir bagka halvette, her insan kalbinin bir han
olduguna inanan iki diigbaz tarafindan kurulan Bi Acayip Hane'nin (Senem Rabia Sekban & Fatma
Alara Akgiin) yerlestirmesi, halveti yedi katmanli bir igsel yolculuk alanina déniistiirir; bienal boyunca
sadece bu enstalasyonla degil yaptiklari etkinliklerle de izleyiciyi yavaglamaya ve kendi i¢sel esiklerine
temas etmeye davet eder.

Carlos Aires'in videosu, sesi ve gorselligiyle hamamda izleyiciyi sarip sarmalayan bir merkez noktasi
islevi gdriir. Tango (izerinden kurdugu ironik anlatimla Ispanya'daki polis siddetini elestirirken, gii,
sermaye ve kiresel esitsizliklere de isaret eder; sesin mekana yayllmasiyla izleyiciyi dogrudan politik
oldugu kadar poetik bir atmosferin igine ceker. Kiziltepeli sanatgi Mehmet Ali Boran, diaspora
deneyimini turna kusu metaforu {zerinden ele aldigi katilimer bir arastirma sireci yirGtar. Farkli
cografyalardan 80 kisiye yonelttigi “diaspora hélini tek bir nesneyle ifade etme" sorusuna verilen
yanitlari seramik ylzeylere rolyef olarak aktarir; dengbgjlik gelenegi ve yolda olma hallerinden beslenen
bu ¢alisma, aidiyet, hafiza ve kirilganlik temalarini hem bireysel hem kolektif bir diizlemde gortndr kilar.

Hamamin girisindeki soyunmaliklarda House of Taswir isbirligiyle hazirlanan “Gazze Bienali Inisiyatifi"
ise hamama ulusttesi bir dayanisma ve sanatsal direnis hatti ekler. 2024 yilinda kusatma altindaki
bir kumsalda baslayarak yayilan Gazze Bienali, diasporik bir yakinlik ve ittifak pratigine donistrken,
Gazzeli sanatcilar Yasmeen Al Daya ve Fares Ayash'in heykelleri ile Silili Ustat Alfredo Jaar'in
bagisladigl edisyon, yas, dayanikliik ve yerinden edilme deneyimlerini hamamin yerel bellegiyle
kesigtirir. “Hicbir savas hayalperestlerin hayallerini durduramaz, hicbir tahakkim mekanizmasi
yaraticilarin kalplerindeki ve zihinlerindeki 1s1g1 sénduremez." Aile kokenleri Mardin'e uzanan Larissa
Araz'in bienal vesilesiyle inisiyatife bagisladigi fotograf ise iliski kurdugu topluluk ve cografyalarin
duslenmis gergekliklerini gorindr kilar. Soyunmaliklar ayni zamanda bienalin kavramsal pusulasini
isaret eden atolyeler ve Kuglar Okumalari igin bir karsilama ve kargilagsma alani olarak kurgulanir.
Attér ve Aristophanes basta olmak Uzere kuslara dair kitaplara yer veren mekan ziyaretgiyi izleyici
olmaktan gikararak dinlenmeye, distinmeye ve Uretmeye davet eder. Ates Beyler Hamami baylece, bir
zamanlar bedenlerin, ritiellerin ve toplumsal cinsiyetin dolasimda oldugu bir yapidan; bugiin imgelerin,
seslerin ve farkli anlatilarin kesistigi bir yere dondsir.



) Deyrulzafaran Manastiri: GOKzemin

Siryanice adiyla Mor Hananyo ya da Deyrulzafaran Manastiri, Mezopotamya ovasina bakan konumu ve
katmanli yapisiyla yuzyillardir bir ruhani yagam, 6grenme ve topluluk merkezi olarak varligini strdurdr.
Kokenleri eski bir giines tapinagina uzanan bu yapi, yalnizca bir ibadet mekani degil; dua, egitim,
liturji ve ortak hafiza etrafinda sekillenen Suryani Ortodoks geleneginin baslica merkezlerinden biridir.
Yukariya agilan teraslari ile yeraltina inen mekanlari arasinda kurdugu dikey eksen, goksel olan ile
dinyevi olan, ice donus ile ufka agiima arasindaki iliskiyi somutlastirirken, bienal boyunca ¢agdas
sanat bulusmalarina ev sahipligi yapar. Bu kadim yapinin ilk kez bienal mekani olarak agilmasi, onu
yeni bir karsilasma alanina donusturdr; avlulari, tag duvarlari ve i¢ mekanlariyla gége yonelen bakis ile
ice donuk tefekkir arasinda bir esik kurar. Attar'in vadilerini andiran bu mekan, izleyiciye yavaslama,
yogunlagma ve igsel bir durak deneyimi sunar.

Atinali Maro Michalakakos, Attar'in zorlu vadilerindeki yolculuga referansla yedi adet “cuvaldiz”
formuyla bir enstalasyon yaratir. Mekanda birbirine yaslanarak ayakta duran bu guvaldizlar, aralarindan
gecen kadife orgiyle baglanarak bir ag olusturur. Her bir 6genin digerine bagimli oldugu bu kirilgan yapl,
egonun terk edilmesi ve birlikte var olma fikrini somutlastirirken manastirin ruhani cemaat yapisiyla
diyalog kurar. Canan Dagdelen'in revak altina yerlestirilen gokkubbeleri, Selguklu kubbelerinin tugla
imgesini ¢agristirarak topraga dayall bir insa gelenegine gonderme yapar; aynadan kurulan kubbe
formu ise manastirin mimarisini kavramsal bir katmanla gogaltir. Pelin Kirca'nin “Aysiz Bir Gece"si,
Attar'in Mantiku't-Tayr'indan ilhamla hakikati arayisini glincel bir gérsellikle yorumlar; videonun sesi ve
ritmi manastirin ice dontik atmosferinde yankilanarak kolektif bir yolculugu ¢agirir.

Manastirin korunakli ve kapali yapisiyla diyaloga giren Isaac Chong Wai, eski bir gocuk ve genglik
cezaevinin demir gitlerinden bir tekne inga eder. Gormeye izin veren ancak gegisi engelleyen bu sinir
elemanlari yeni bir formda birlesir. Tekne, bir kagis hayali ile imkénsizlik arasinda salinirken, sanatginin
onu sehir iginde surtkledigi jest, sinir ile 6zglrlik arasindaki gerilimi goriinir kilar. Vahap Avsar ise
Orta Asya'nin kadim medeniyeti Buhara'da zanaatkarlar ve aricilarla gergeklestirdigi Uretim Uzerinden
topluluk ve cemaat fikrini insan disi varliklarla birlikte ele alir. Yikilmis evlerden elde edilen ahsapla kar
leopar! formunda oyulan ari kovanlari, nesli tehlike altindaki bir turtin baska bir ture barinak oldugu bir
yap! kurar. Bu yaklasim, manastirin tarihsel olarak birlikte yasam mekani olmasiyla iligki kurar.

Saraybosna'dan Sejla Kamerié'in Mardinlilere kalici olarak hediye ettigi “Agape banki" bienalin ikinci
yarisinda izleyicileri bu kez Dara Antik Kenti yerine manastirin aviusunda sefkatle karsilar. Deyrulzafaran
Manastiri bienal baglaminda izleyiciyi maddi ile ruhani, tarihi ile giincel, bireysel ile toplumsal arasinda
yolculuga cikarir.

) Marangozlar Kahvesi: GOKzemin

Yukari Mardin'deki Marangozlar Kahvesi, giindelik yasamin sirekliligini tasiyan; esnaf ve halk igin
sohbetin, okumanin ve birlikte zaman gecirmenin onceliklendirildigi aktif bir kiraathanedir. Acik
terasi Mezopotamya Ovasi manzarasina, etraftaki diger damlara ve gokyiiziine agilirken, kahvehane
"GOKzemin" igin sanat ve toplumsal hayatin ig ige gectigi bir mekan saglar. Mehtap Baydu, terasa
kurdugu kamusal alan galismasiyla bolgede kadinlarin gatismayi durdurmak igin basortilerini taraflarin
arasina atmasina dayanan bir gelenege referans verir. Bu sembolik jesti genisleterek ortiiniin Gtesine
gecer ve bedeni—derisiyle birlikte—dis dinya ile benlik arasindaki son esik olarak damda bir "beyaz
bayrak"a donusturur. Bu dénusum, kirilganlik, teslimiyet ve direnis arasindaki gerilimi gorundr kilarken
bedeni hem korunmasiz hem de miidahil bir yiizey olarak ortaya koyar.

Bu kirlgan ve mudahil beden fikri, kahvenin iginde Lahorlu sanatgi Hamra Abbas'in videosunda
surer. Sanatginin kendi ellerinin birebir kopyasi olan seramik eller, alkis tutma makinesine takili halde
sirekli alkiglamaya galisir. Ellerin her garpismasi bir patlama, bir toz bulutu, kiigik bir kiyamet ani
gibidir. Ortaya ¢ikan ses alkisi andirsa da yarattig uyumsuzluk, kolektif onayla artilen yikici dirtuleri
aciga cikarir. Baydu'nun bedeni bir beyaz bayrak olarak kuran jesti ile Abbas'in kendi kendini imha
eden alkislari arasinda, siddeti durdurma ile siddeti yeniden tretme arasindaki ince ve rahatsiz edici
esik belirginlesir. Mehmet Ali Boran, “Sihirli Ev" videosunda yerinden edilme meselesine, Mardin'deki
Ermeni yapilarinda yer alan kus figlrleri Uzerinden yaklagir. Tehcir sonrasinda evlerin yeni sahipleri
tarafindan kafalari koparilan bu kus heykellerinin ugradigi tahribati onarma istegiyle yola gikan sanatgl,
bu yapilardan birindeki heykelciklerin baslarini yeniden yerine yerlestirerek bir iade-i itibar onerir.

Bu iki yapita duvarda bir baska beyaz cerceve eslik eder. Alper Aydin'in Dara'daki Zindan igin 6zel
urettigi heykelin gizimi, Mezopotamya'da Sahmaran'la bilgeligin ve sifanin simgesine doniisen yilan
figlrd gokylzinden yeraltina indirilen saf bir melekle kargilasma anini betimler. Marangozlar Kahvesi,
“GOK" ile “zemin" arasinda kurulan iliskinin toplumsal ve duyusal boyutlarini, tarih ve mitolojiden esinle
gundelik hayatin ritmi icinde gorundr kilarken; bienal boyunca dinlenmeye ve Kuslar Okumalari gibi
planli ya da kendiliginden gelisen okuma, bulugma ve sohbetlere alan agar.

) Kervansaray: GOKzemin

Kervansaraylar, tarihsel ticaret yollar zerinde yolcularin konaklamasi, givenligi ve ihtiyaglarinin
karsilanmasi amaclyla insa edilen yapilardir. Yukari Mardin'in simgesel yapilarindan biri olan
Kervansaray, gecmiste belediye ve hikiimet konagi gibi kamusal isleviere ev sahipligi yapmasiyla gok
katmanli bir kamusal hafiza tasir. Bugtin Artuklu Belediyesi tarafindan etkinlikler i¢in kullanilan ve
Sakip Sabanci Mardin Kent Miizesi'nin kargisinda konumlanan yapi, agirladigi bienal ve diger sergilerle
kentin kultir sanat dolasiminda onemli bir ugrak noktasina donusur.



Kervansaray'da izleyiciyi karsilayan Esmeralda Kosmatopoulos'un yerlestirmesi, Attar'in Mantiku't-
Tayr anlatisini mekana 6zgl uyarlayarak kuslarin yedi vadi arasindaki yolculugunu hareket olmaksizin
tahayyul etmeyi saglar. Attar'in kuslarindan esinlenen tekstil kanatlar, bedenden ayrisarak ugusun
kendisine isaret eden, askida kalmis bir yon ve hareketin tortusu haline gelir.

Ekin Kano'nun “Kew" adini verip bakteriyel seliilozla tasvir ettigi, Mardin ve gevre cografyalarda yasayan
Kinali Keklik'e odaklanan mekéna 6zgu yerlestirmesi, Aristophanes ve Attar'in kus anlatilarindan
hareketle bdlgenin gogcmen kuslarina yonelir. Yari gecirgen, deri benzeri bakteriyel seliiloz; canli ile
cansliz arasinda askida kalan manevi ve organik bir hali gdriinir kilar. Rozelin Akgiin'in yerlestirmesi
ise Mardin'in manzarasini ve ¢evresini, politik ve ekolojik siregler tarafindan bicimlenen yedi pargali
bir zemin olarak ele alir; yerel Midyat taginin 6gutilmus halinin lifli yizeylere uygulanmasi ve bitkisel
pigmentlerle kurdugu gerilim araciliglyla eksilmeyi maddesel bir siire¢ olarak agiga gikarir. Askida
konumlanan pargalar, kentsel temsil ile bastiriimis peyzaj arasindaki ara durumu gorindr kilar.

Kervensaray'in arka tarafinda Basim Magdy, 16 mm filminde turizm, savas ve gunbatimi imgeleri
etrafinda kurdugu pargali anlatiyla tarih, kimlik ve mekana dair spekilatif bir alan agar. Birinci
tekil anlatimi dne ¢ikaran “Kartlar Kuslar Secer”, sicaklik ile huzursuzluk arasinda gidip gelen ses
kurgusuyla izleyiciyi duygusal bir esikte konumlandirir. Filme eslik eden fotograf serisinde ise metin
pargalarini miidahale edilmis fotograf yizeyleriyle birlestirerek duragan imge icinde siirsel bir direng
alani kurar. Kervansaray, 7. Mardin Bienali kapsaminda sanat¢i midahaleleriyle kuslar ve yolculuklara
dair farkl form, metafor ve anlatilarin dolasima girdigi bir zemine donusr.

) Salkip Sabanci Mardin Kent Miizesi: GOKzemin

Askeri kigla olarak inga edilen ve bugiin muze olarak islev géren Sakip Sabanci Mardin Kent Miizesi,
20. yiizyihn basindan bu yana kentin idari, askeri ve sivil tarihinin kesistigi katmanli bir yapidir. Tas
mimarisi, avlulu diizeni ve mekansal sirekliligiyle kolektif hafizayi tasirken, glincel kullanimlarla yeniden
anlamlanan bir kamusal alan Gretir. Miize, kentin topografyasiyla kurdugu iliski Gzerinden hem hakim
bir bakis hem de igeriden bir deneyim sunarken, 7. Mardin Bienali kapsaminda sanatgi mudahaleleriyle
muzelik miras ile glincel Uretim arasinda bir temas zeminine dondgur. Mizenin galerileri, aviusu ve
gecisleri; anlatilarin, imgelerin ve maddesel sireglerin eklemlendigi bir dolasim alani olarak yeniden
kurgulanir. Farkli medyum ve yaklasimlarla calisan sanatgilar, yapinin mimari ritmine ve hafiza
katmanlarina yerleserek mekani sabit bir sergileme alani olmaktan cikarir. ig ve dis, iist ve alt, golge
ve Isik arasinda kurulan iligkiler; bireysel deneyim ile kolektif hafiza arasindaki gegisleri gorinir kilar.

Tas kiglanin cephesinde izleyiciyi kargilayan Matgorzata Mirga-Tas'in buyik olgekli kumas baskilar,
sanatglya ilham veren Roman kokenli kadin sanatgl ve aktivistleri bir burclar kusagi ya da siyasal
kahramanlarin afigleri gibi yan yana getirir. Boylece, Stadtkuratorin Hamburg isbirligiyle kamusal
alanda azinlk feminizmine ve kolektif hafizaya adanmis bir yildiz takimi kurulur. Merdivenlerden inerken

izleyiciyi sarmalayan devasa ugurtma ise Mezopotamya'da akrebin zehirli bir canli olmasinin dtesinde
tetikte olma ve bekgiligin simgesi olmasindan yola gikar. Yerel ugurtma sanatgisi Zahit Mungan,
toprakta gérmeye alistigimiz bir eklembacakliyi riizgarla hafifleyen, sizilen bir forma donugstirir; dev
tehlike sevimli bir uguculuga evrilir.

Merdivenden inince soldaki galerinin basinda Ahmet Dogu ipek, “Cok Uzaktan ve Hep” adl
yerlestirmesiyle 1s181n yoklugundan baslayarak doga, sinirlar, beden ve iktidar arasinda dolasan bir akis
acar. Ay tutulmalarini merkeze alan bu minimal ve tekrar eden jest, opak siyah dairelerin gevresinde
yavasca yayilan yagl yuzeylerle karanlik ile saydamlik arasinda gidip gelir; saklama ve aciga ¢ikarma
eylemlerini ayni anda mimkin kilar. Kargisinda, dogayla 6zdeslesen mavi tonlarin hakim oldugu iki
yaklagim belirir. Pakistan'in geleneksel sanatlarindan beslenen pratigiyle Hamra Abbas, farkli
cografyalardan derledigi agag formlarini tas ve lapis lazuli kakma teknigiyle yeniden kurarak isik ve
golge arasindaki siirselligi agiga ¢ikarir; doga burada hem kiltirel hem de ekolojik bir hafiza alanina
donusur. Hong Kong kokenli Isaac Chong Wai'nin uzaktan hapishane demirlerini ya da kesintisiz
citleri andiran gizgileri ise yakindan bakildiginda kirilganlasir; sinirlarin ve onlari ayakta tutan inanglarin
gecirgenligi goriindr hale gelir. Dogaya ve gevremizdeki kurulu yapiya dair formel arastirmalari Khalil
Rabah'in Filistin'de Urettigi erken donem videolar izler. 1390'larda sanat¢i, bedenin performatif varligi
tizerinden taniklik, hafiza ve kaybolus meselelerini ele alirken, tekrar eden jestler araciligiyla bireysel
ve kolektif varolug hallerini sorgular. Bu hat, Ering Seymen'in resim ve baskilarinda iktidar ve temsil
meselesine evrilir: gocuk hikimdar figiiri masumiyet ile otorite arasindaki gerilimi agiga gikarirken,
arka plandaki harita kesiften sémurgeci tahakkime uzanan sireci ima eder. Emekle dolu yeryizu ile
ondan kopuk, grotesk iktidar imgeleri arasindaki ugurumu gorundr kilarak, yonetenlerle yonetilenler
arasindaki kayitsiz mesafeyi elestirir.

Bu hattin sonundaki tas duvarda Maro Michalakakos'un tiraglanmis kadifelerinde ilk bakista kus
benzeri figurler belirir. Isik bu figlrlerin iginden stziltrken keskin bakislar korku, arzu ve saldirganlik
gibi temel gudileri agiga cikarir; bu karanlik alanla ylizlesmek ayni zamanda bir déntstum ihtimalini de
barindirir. Bu ige donik yogunluktan, Brezilya'nin yagmur ormanlarindan Mezopotamya'nin endemik
florasina arastirmasini genisleten Camila Rocha'nin gok ile yer arasinda asili kalmakta “israr eden”
bitkilerine gegilir. Hafifce donen yaprak formlari zamani ritmik ve déngisel bir akisa donustirirken,
merkezdeki yatak ve yerel dokumalari hatirlatan tekstiller damlarda uyuma ve birlikte dis kurma
geleneklerine baglanir. Ziyaretgiyi uzanmaya ve yukari bakmaya davet eden bu kurgu, bireysel algiyi
kolektif bir ritiiele donisturir; mizik ve sohbetle canlanan yapi, doga, hafiza ve zaman arasinda yasayan
bir karsilasma alani kurar. Bu melez ekosisteme Jakup Ferri'nin neseli ve iyimser gorsel evreni eslik
eder. Sanatci, Kosova ve Balkan halk geleneklerinden, el sanatlarindan ve video oyunu estetiginden
beslenen pratiginde dokuma, nakis ve resmi bir araya getirerek gogul bir diinya kurar; hayvan figiirli
islerinde insan digi varliklar, farkli turler ve bedenler hiyerarsisiz bir dizlemde yan yana gelir. El emegine
dayali dretimi, kiiresellesmenin tehdit ettigi zanaat bilgilerine karsi bir direng gelistirirken ekolojik ve
kiilturel cesitliligi gortndr kilar.



Galerinin sonunda Erkan Ozgen'in Diyarbakir'da bir ¢op sahasinda cekilen videosu bélgedeki
ve gezegendeki ekolojik yikimi goriinir kilar. Alti kadinin atiklari ritmik seslere doniistlrdigi bu
performans, dengbéjlerin ask ve kayip anlatilariyla birleserek ¢opligi bir hafiza ve déntisim mekéanina
dondstirdr; yeryuzinln sessiz ve kirik ¢ighgina ses verir. Boylece bienal, tutulmanin karanligindan
doganin hafizasina, sinirlarin kirilganligindan bedenin tanikligina ve iktidarin temsiline uzanan bir hat
uzerinde ilerler; izleyiciyi gorundr ile gizli, kirilgan ile kalici, bireysel ile kolektif arasinda surekli yer
degistiren bir algi alanina davet eder.

Merdivenlerden inince sagdaki galerinin girisinde Slavs and Tatars'in “Yumusak Giicu", yerde gérmeye
alistigimiz halyi bir esik olarak yeniden distnerek sinirlari yumusatir ve mekanlar arasindaki gegisi
déniistirir. iran ve Orta Asya mitolojilerindeki efsanevi, bilge ve kutsal kus Simurg'dan ve Nadir Divan
Bey Medresesi'nin kapisindan ilham alan bu tekstil portali, Orta Dogu'daki kapilarin toplumsal ve
cinsiyetli islevlerine gonderme yaparken sinirlari sabit ve mutlak gizgiler yerine egimler, gegisler ve
karsilagmalar olarak yeniden diisinmeye davet eder.

Michael Rakowitz, Irak Ulusal Mizesi'nde yagmalanan ve yok edilen eserleri yeniden dretirken
Nimrud'daki Asur sarayina ait kabartmalari oda oda kurgular. Bati'daki kurumlara tasinmis eserlerin
yerini bilingli olarak bos birakarak sémiirgecilik ve kiiltirel yagmanin izlerini goriinir kilar. Orta Dogu'ya
ait giindelik ambalaj malzemeleriyle Uretilen bu replikalar hem tuketim hem de kimlik silinmesi izerine
elestirel bir dil kurar; calisma, kayip mirasi hatirlatmanin 6tesinde kiltirel, politik ve etik bir iade-i
itibar ¢agrisina donusur. Hemen karsisinda Ali Kaaf, kisisel gecmisinden yola ¢ikarak farkl kiilturler
arasindaki gerilimleri, olasiliklari ve Utopya fikrini Ayasofya'daki Bizans Kdsesi'nden aldigi imgeler
uzerinden katmanli ve soyut bir gorsel dil ile ele alir. Fotograf, kolaj, ¢izim ve dijital teknikleri bir araya
getirdigi cok pargall Uretimi, parcalanma ile yeniden bitiinlesme arasindaki iliskiyi yeni ve mimkin
diinyalara agilan bir ufuk olarak diisiinmeye davet eder. irem Tok ise izleri bugiin belilenemeyen
Nusaybin Okulu'ndan yola gikar. Mimari bitiinligl kaybolmus bu yapi, somut bir bina yerine eksiklik
ve belirsizlik Uzerinden ele alinir. Bu yaklagim, okulu kirilgan bir bilgi Gtopyasi olarak konumlandirir;
yeniden insa etmek yerine yoklugunu goriinir kilar. Katmanl ansiklopedi sayfalari, hafiza ve itopyanin
pargall cografyasini gagristiran bir ylizeye dontstrken mimari izler, ulagilamayan bir yer ve bilgi idealini
ima eder.

ﬁzgﬁr Demirci'nin video yerlestirmesi, kolektif bilingdisinda yankilanan ruh, masal ve mitlerde
hikayelerini arar. Golgedeki semboller bilinmeyeni hatirlatirken, Asagilardan Biri donlsiimin pesinde
ilerleyen dongisel bir anlati kurar. Kybele'nin yikimin ardindan yeniden dogan glicd, yeraltina génderilen
parganin geri ¢agrilimasiyla i¢sel bir yolculuga donusir; iki kadin figtirtin biling ile bilingdis arasinda
dolasmasi, sifa ve bitinlenme arayisini goriinur kilar. Bu arayis, Hiwa K'nin videosunda bedensel bir
deneyim Uzerinden sirer. Sanatginin “keskin, derin, kadim" bir agriyla baslayan sireci, modern tibbin
midahalesi yerine yerel bir sifaciya yonelmesiyle bir iyilesme yolculuguna doniisr.

Bu deneyim, savas sonrasi bolgeye “bir isgal gibi" gelen Bati tibbi karsisinda yerel bilgi ve sifa
bigimlerinin marjinallesmesini sorgular; gindelik deneyimden beslenen kolektif ve katilimci bir bilgi
alanini gordndr kilar.

Hiiseyin Aksoy'un isleri bu hatti Mezopotamya iizerinden derinlestirir. Ana kayadan ‘yer'e ve oradan
insanlarin kullanabilecegi yapilara uzanan siireg, bitmeyen bir uygarlik kurma arayisi olarak ele alinir.
Gercek ile kurmaca arasinda bir uygarlik tahayyulu kurarken, izleyiciyi sessizlestirilmis manzaralara
bakmaya davet eder; kadim uygarliklarin bugiine uzanarak yeserme gabasini gagristirir. Zamanlar
arasinda askida kalan bu diizlem, gegmisten gelecege uzanan bir sureklilik hissi Gretir. Cansu Gakar'in
bienale 6zel yeni resmi “Nuh'un Gemisi"ni hatirlatirken minyatirden yola gikan spiral yerlestirmesi ise
bu yolculugu Akdeniz limanlari ve deniz yollari Gizerinden strdriir. Deniz kabuklarini hem ev hem mezar
olarak yeniden diisiinmesi, hareket ile yerlesme, yasam ile kayip arasindaki donglyi agar. Gorsel anlati,
doga ve emegin somurlsind, deger ve miras kavramlarini eski ticaret yollari boyunca izlerken; antik
bir harita ya da deniz kabugu gibi, stzlii geleneklerin rehberliginde ilerleyen bir deniz yolculugu sunar.

Sakip Sabanci Mardin Kent Miizesi'nde bienal, bazen dogrusal, bazen dongisel bir glizergah cizer: i¢sel
ve fiziksel yolculuklar, bedende ve dogada baslayan gegis ve esenlik arayislariyla birbirine eklemlenir.
Sanatgilar, gecmisin ve buglinun derinliklerinde sakli olani bugiine ¢agirarak donisim, sifa ve birlikte
yasama dair yeni olasiliklari arastirir. Asurlardan Fenikeliler ve Bizans'a, Anadolu'dan Mezopotamya'ya
uzanan bu hat; sémirgecilik tarihleri, farkli kultirler ve zaman katmanlariyla insan ve insan-dis|,
canli ve cansiz varliklarin ic ice gectigi bir iliskisellik alani agar. Bu gogul zeminde arayis, yolculuk ve
dontstm birbirine eklemlenir.
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7th Mardin Biennial: SKYground
Celenk Bafra

“SKYground" proposes a conceptual field that renders visible the oscillatory relations contemporary
art establishes between reality and imagination, the material and the immaterial, the political and
the poetic—within the stratified fabric of Mardin. Tracing a subtle yet resilient line between sky and
ground, individual and collective, past and future, it invites audiences into a shifting field of movement
across these tensions. By placing the words “SKY" and “"ground"—which divide the horizon—side by
side, the 7th Mardin Biennial opens an almost imperceptible passage between seemingly opposed
perspectives, narratives, and worlds. Birds, which hold a special place in the region’s cultural memaory,
guide this layered journey. Carrying with them the stories embedded in Mardin's stones and the winds
unique to its geography, they glide between sky and earth, charting routes among exhibitions, site-
specific installations, and events across different locations in the city.

The conceptual compass of the 7th Mardin Biennial points to two literary works that seem
opposed, from the West and the East of Turkiye: The Birds by Aristophanes and The Conference of the
Birds (Mantiku't-Tayr) by Farid ud-Din Attar. In both texts, birds are presented not only as creatures
of nature but also as symbols of search, critique, resistance, and transformation. Aristophanes,
through his satirical narrative in which humans ally with birds to build a utopian city in the clouds,
reveals the tension between power and ideal through irony. Attar, on the other hand, invites birds on
a spiritual journey through seven valleys, urging them to shed the self and move toward a collective
truth. One explores the questioning of authority through humor and escape; the other proposes
transformation through unity. Although these texts represent two approaches often attributed to
East and West and differ in form and theme, they converge around the notions of “search,” “journey,”
and "transformation.” By thinking these two sources together, the biennial aims to open a conceptual
space for imagining freedom, truth, and new worlds. In the face of today's complex sociopolitical and
existential conditions, it seeks ways to develop new imaginaries, alternative modes of living, and ways
of thinking. Through the universal metaphor of birds, it recalls the emancipatory and transformative
power of art, inviting both individual and collective imagination to engage without losing connection
to the ground of reality.

For the first time in its history, the Mardin Biennial extends beyond the old city—known locally as
Upper Mardin—inviting visitors to explore different sites across the region. Drawing a triangular
route where time-worn stone architecture meets vast horizons and contemporary urban life, the
biennial weaves a narrative unity through encounters that bring together traces of the past and
the realities of the present, the mystical and the everyday, stillness and movement. As a historical
crossroads of civilizations and trade routes, Mardin bears in its architectural fabric the layered traces
of dozens of cultures across millennia. Its elevated position offers not only strategic advantage but
also a symbolic vantage point. Often described as an “open-air museum,” Mardin bears witness to

the multilayered heritage of Upper Mesopotamia while maintaining the complexity of coexistence
and conflict intertwined. Its nature, architecture, historical accumulation, and social fabric shape not
only the conceptual direction of “SKYground" but also its sensory atmosphere. Art is thus conceived
not merely as the display of objects but as an act of discovery and encounter. For the first time,
Dara Ancient City, Deyrulzafaran Monastery, and Kiziltepe Ates Beyler Hammam open their
doors to the biennial, while Kervansaray (the Cervansarai), Marangozlar Kahvesi (Carpenters'
Coffeehouse), and the Sakip Sabanci Mardin City Museum host the biennial exhibitions and
events in Upper Mardin.

Bringing together 42 artists and artist collectives from Tirkiye and 20 countries, “SKYground"
seeks to establish relationships between local context and international artistic practices. While
some artists conduct research and produce new works specifically for the biennial, others adapt
existing works to the context of Mardin and the exhibition. Across painting, drawing, sculpture, video,
photography, performance, sound, installation, and art in public domain, priority is given to practices
that establish layered relationships with the city's history, nature, stone architecture, everyday life,
and panoramic landscape. Some artists reinterpret Aristophanes’ critique of power to imagine new
forms of coexistence and alternative worlds, while others follow the traces of Attar's inner journey
through the valleys, focusing on transformation, discovery, and collective awareness. The strong
presence of birds in Mardin's nature and cultural fabric unites these two directions under shared
metaphors.

In Mardin, “SKY" is woven with imagination and utopias, while “ground” bears the weight of complex
realities. Maving between the timeless harizon of Upper Mardin, the ancient layers of Dara, and the
everyday tensions of Kiziltepe, the biennial articulates the connections between the material and
the imagined, the mystical and the everyday, through an artistic language. The 7th Mardin Biennial
proposes a journey, together with artists and audiences, from Attar's seven valleys to Aristophanes’
optimistic “Cloudcuckooland.” “SKYground" invites audiences not only to look at exhibitions but to set
out, to pause, to reflect, to change direction, and above all, to imagine. In this imagined journey—from
Attar's transformative valleys to Aristophanes' utopian city of birds in the sky—it is always possible
to return to the ground of reality. And perhaps it is precisely through such a journey that one can
imagine a free and shared future without severing from that ground.

) Dara Ancient City: SKYground

Located 30 km southeast of Mardin, Dara Ancient City was established in the 6th century by the
Eastern Roman Emperor Anastasius as a major frontier and garrison city to control the Sasanian
border. Owing to its strategic position, it played a key role in the Roman and Persian wars and, with its
fortifications, inner citadel, and advanced water system, became one of the most significant military
centers of its time.



With its rock-cut structures, vast cisterns, expansive agora, and necropolis, Dara stands not only
as a defensive complex but also as a cradle of civilization. Used for the first time as an exhibition
site within the 7th Mardin Biennial, Dara, through its nature, structure, and history, forms one of the
most powerful embodiments of the concept of “SKYground." The vertical relationship established
between the open horizon of Mesopotamia and its subterranean architecture invites the viewer to
move continuously between above and below, transforming the tension between sky and ground into
a physical as well as conceptual experience.

Among the spaces where this tensionis mostintensely felt are the Necropolis and the vast underground
cistern known as the Dungeon (Zindan). With his monumental, site-specific sculpture, Alper Aydin
evokes a contemporary state of entrapment through the suspended moment of an angel being
swallowed by a serpent. While the serpent—traditionally a symbol of wisdom and healing—comes to
represent enclosing systems today, the angel, brought down from the sky to the underworld, loses its
protective meaning with its now useless wings. Commissioned for Mardin, Selguk Artut establishes
a rhythmic relationship between a call cast into the void and the responses it elicits through a system
of sound and movement; the acoustics of the cistern become the carrier of this invisible dialogue.

In the Agora, Sejla Kamerié's “Agape bench”, produced together with artisans from Mardin, provides
a ground for sitting, conversing, or simply being together through a design incorporating words
that signify pure and unconditional love in various languages. In collaboration with the City Curator
Hamburg's program From the Cosmos to the Commons, Oglala Lakota artist KITE reconsiders the
relationship between indigenous knowledge systems and contemporary technologies, opening up new
ways of thinking about connections with nature and the sky through pebbles and stones collected by
local participants in and around Dara. Positioned at the entrance of the Necropolis, Xul Solar's visual
universe—developed in early 20th-century Argentina through cosmology, mysticism, and tarot—
creates a contemporary sense of cyclical continuity between life and death.

While the biennial approaches Dara as a cultural field intertwined with archaeology and nature, its
closing on June 21—the summer solstice—transforms the site into a celebratory gathering. Local
artist Zahit Mungan's kites, including the monumental scorpion specially produced for the biennial,
fill the skies of Dara to mark the longest day of the year. Through music and performance, Dara
becomes a site of encounter where the accumulated layers of the past and the multidisciplinary
practices of the present coexist. The visitor descends underground, emerges to the surface, and
gazes toward the horizon; in doing so, the relationship between sky and ground is experienced not
only conceptually but bodily. In this sense, Dara becomes a resonant field where “SKYground" is felt,
and a threshold between past and future.

) Kiziltepe Ates Beyler Hammam: SKYground

Located near the airport, Kiziltepe—the city's largest district—nhas long been a crossroads of the
Silk Road, serving as a center of trade and encounters throughout history; today, it offers a dynamic
ground where everyday life, social relations, and political tensions intersect. For many years, Ates
Beyler Hommam functioned as the first and only bathhouse of Kiziltepe, a public space where rituals
were shared and social relations were formed. In this sense, the Hammam extends beyond the body
and the notion of cleansing, presenting a space where social life and gender roles become visible.
Abandoned for decades and having hosted one of the region's first contemporary art exhibitions in
2007, the Hammam reopens its doors nearly twenty years later for the biennial.

Transformed into an exhibition space in direct contact with urban reality, the Hammam is reconfigured
through site-specific artistic interventions as a field of encounter that activates collective and
bodily memory. The stained glass, painting, print, and carved works of Midyat-based artist Bawer
Doganay, positioned on the fagade and entrance, bring together the fantastical worlds of craft
and contemporary art; while everyday moments are approached through a flaneur-like gaze, color,
motif, and architectural elements construct a layered narrative between reality and fiction. Hilal
Can's paintings and site-specific installations, infiltrating the exterior fagade, surfaces, and private
chambers (halvet), redefine the space as a multi-sensory experience. Inspired by the physical and
psychological processes of becoming an individual, these works invite the audience into a vivid and
sensorial encounter shaped by stream of consciousness and surreal elements.

In one of the halvet rooms surrounding the central marble platform (gdbektasi), Gozde ilkin's
installation “Roots Remember as the Landscape Twisted" reconstructs Mardin's multilayered cultural
memory as a sensory landscape by bringing together fabric, embroidery, seeds, and performative video.
Establishing a tension between tactile production and the distanced, digital experience of today, the
work approaches the relationships between nature, body, and memory on both poetic and political
grounds. In another chamber, installation by Bi Acayip Hane—founded by two dreamers Senem
Rabia Sekban and Fatma Alara Akgiin, who believe every human heart is an inn—transforms the
space into a seven-layered field of inner journey; throughout the biennial, both the installation and
the events they conceive invite audiences to slow down and engage with their own inner thresholds.

Carlos Aires's video functions as a center that immerses the viewer through sound and image within
the Hammam. Through an ironic narrative built on tango, it critiques police violence in Spain while also
pointing to power, capital, and global inequalities; as sound spreads through the space, it draws the
viewer into an atmosphere that is as political as it is poetic.



Kiziltepe-based artist Mehmet Ali Boran conducts a participatory research process addressing
diaspora through the metaphor of the crane bird. Responses from 80 individuals across different
geographies to the question "how would you express the state of diaspora with a single object?"
are rendered as reliefs on ceramic surfaces; drawing from the dengbégj tradition and states of being
in transit, the work makes themes of belonging, memory, and fragility visible on both individual and
collective levels.

Curated in collaboration with House of Taswir, the “Gaza Biennale Initiative" introduces a transnational
line of solidarity and artistic resistance into the hammam's changing rooms. Emerging in 2024 on a
besieged beach and expanding outward, the Gaza Biennale becomes a practice of diasporic proximity
and alliance; sculptures by Gazan artists Yasmeen Al Daya and Fares Ayash, along with an
edition donated by Chilean maestro Alfredo Jaar, intersect experiences of mourning, resilience, and
displacement with the local memory of the bathhouse: “No war can stop the dreams of dreamers; no
mechanism of domination can extinguish the light in the hearts and minds of creators." A photograph
recently donated to the initiative by Larissa Araz—whose family roots trace back to Mardin—
renders visible the imagined realities of the communities and geographies she engages with. The
changing rooms are also conceived as a welcoming and meeting space for workshops and Readings
on Birds that point to the biennial's conceptual compass. Shaped around texts on birds by Attar and
Aristophanes, this space invites visitors not only to observe but to contemplate, converse, spend
time, and rest. Kiziltepe Ates Beyler Hommam thus transforms from a structure once animated by
bodies, rituals, and gendered practices into a contemporary site of encounter and reflection where
images, sounds, and diverse narratives intersect.

) Deyrulzafaran Monastery: SKYground

Known in Syriac as Mor Hananyo, this monastry—overlooking the Mesopotamian plain and marked
by its layered architecture—has for centuries served as a center of spiritual life, learning, and
community. With origins tracing back to an ancient sun temple, it is not only a place of worship but
also one of the principal centers of the Syriac Orthodox tradition shaped around prayer, education,
liturgy, and collective memory. The vertical axis it establishes between terraces opening upward and
spaces descending underground materializes the relationship between the celestial and the earthly,
inward reflection and outward expansion, while throughout the biennial it hosts encounters with
contemporary art. Opening this ancient structure for the first time as a biennial venue transforms it
into a new field of encounter; its courtyards, stone walls, and interiors establish a threshold between
a gaze directed toward the sky and an inward contemplation. Evoking Attar's valleys, the site offers
the audience an experience of slowing down, concentration, and an inner pause.

Athens-based Maro Michalakakos creates an installation of seven "bodkin” forms, referencing
the arduous journey through Attar's valleys. Leaning against one another, these elements are bound

together by a velvet weave that forms a network. This fragile structure, in which each element
depends on the other, embaodies the relinquishing of the ego and the idea of coexistence, entering
into dialogue with the monastery's spiritual communal structure. Canan Dagdelen'’s “domes" placed
beneath the arcade recall the brick imagery of Seljuk domes, referencing an earth-based architectural
tradition; the mirrored dome form multiplies the monastery's architecture through a conceptual layer.
Pelin Kirca's “A Moonless Night", inspired by Attar's Conference of the Birds, reinterprets the search
for truth through a contemporary visual language; the sound and rhythm of the video resonate within
the monastery's introspective atmosphere, invoking a collective journey.

Engaging with the monastery's enclosed and protected structure, Isaac Chong Wai constructs a
boat from the iron fences of a former children’s and youth prison. These boundary elements—allowing
sight but preventing passage—are reassembled into a new form. Oscillating between the dream
of escape and impossibility, the boat, through the artist's gesture of dragging it through the city,
makes visible the tension between border and freedom. Vahap Avsar, meanwhile, addresses the
idea of community through both human and non-human beings in a production process carried out
with artisans and beekeepers in Bukhara, an ancient civilization of Central Asia. Beehives carved in
the form of snow leopards from wood sourced from demolished houses establish a structure in which
an endangered species becomes a shelter for another species. This approach resonates with the
monastery's historical role as a site of coexistence. Sejla Kamerié's “Agape bench’, permanently
gifted to the people of Mardin, welcomes visitors in the monastery courtyard during the second half
of the biennial, rather than in Dara Ancient City. Within the context of the biennial, Deyrulzafaran
Monastery invites the audience on a journey between the material and the spiritual, the historical and
the contemporary, the individual and the collective.

) Marangozlar Kahvesi: SKYground

Located in Upper Mardin, Marangozlar Kahvesi (Carpenters’ Coffeehouse) is an active coffeehouse that
sustains the continuity of everyday life, where chatting, reading books, and spending time together
are prioritized for local tradespeople and residents. Its open terrace overlooks the Mesopotamian
Plain, rooftops, and the sky, offering a setting where landscape, art, and social life intertwine. The
waorks presented within the framework of the 7th Mardin Biennial invite the audience to become part
of a social and collective experience. With her public space intervention on the terrace, Mehtap
Baydu refers to a local tradition in which women throw their headscarves between opposing sides to
stop conflict. Expanding this symbolic gesture, she moves beyond the veil and transforms the body—
together with its skin—into a “white flag" on the rooftop, marking the final threshold between the self
and the outside world. This transformation renders visible the tension between fragility, surrender,
and resistance, presenting the body as both vulnerable and actively engaged.



This notion of a fragile yet implicated body continues inside the café in Lahori artist Hamra Abbas's
video. Ceramic hands, exact replicas of the artist's own, are attached to a clapping machine,
endlessly attempting to applaud. Each collision of the hands resembles an explosion, a cloud of
dust, a small moment of apocalypse. While the resulting sound resembles applause, the dissonance
it produces reveals destructive impulses concealed beneath collective approval. Between Baydu's
gesture of the body as a white flag and Abbas's self-destructive applause, a thin and unsettling
threshold emerges between halting violence and reproducing it. In his video “Magic House", Mehmet
Ali Boran approaches displacement through bird figures found in Armenian structures in Mardin.
Motivated by a desire to repair the damage inflicted on these sculptures—whose heads were severed
by new occupants after the deportations—the artist reattaches the heads of figurines in one such
structure, proposing an act of restitution.

Complimenting these works on the wall is anather white frame. A drawing of Alper Aydin's sculpture,
originally produced for the Dungeon in Dara, depicts a moment of encounter between a serpent—
transformed in Mesopotamia into a symbol of wisdom and healing through the figure of Shahmaran—
and a pure angel descending from the sky to the underworld. Marangozlar Kahvesi renders visible the
social and sensory dimensions of the relationship between sky and ground, drawing on history and
mythology within the rhythm of everyday life, while throughout the biennial it serves as a space for
rest and for planned or spontaneous gatherings, conversations, and readings, such as the Readings
on Birds.

) Kervansaray: SKYground

Caravanserais are structures historically built along trade routes to provide accommodation, safety,
and essential services for travelers. One of the emblematic buildings of Upper Mardin, Kervansaray
carries a multilayered public memory, having previously served civic functions such as a municipal
building and government office. Today, used by Artuklu Municipality for events and located opposite the
Sakip Sabanci Mardin City Museum, it has become an important node in the city's cultural circulation
through the biennial and other exhibitions it hosts. Greeting visitors at the Kervansaray, Esmeralda
Kosmatopoulos's installation adapts Attar's Conference of the Birds to the site, allowing the journey
of birds across seven valleys to be imagined without mavement. Inspired by Attar's birds, textile wings
detach from the body, becoming suspended traces of direction and movement, pointing to flight itself.

Ekin Kano's site-specific installation, “Kew", focuses on the chukar partridge native to Mardin and
its surrounding geographies, rendered in bacterial cellulose. Drawing from the bird narratives of
Aristophanes and Attar, the work turns toward migratory birds of the region. The semi-transparent,
skin-like bacterial cellulose makes visible a spiritual and organic state suspended between the living
and the non-living. Rozelin Akgiin's “Narrative of Reduction”, in turn, considers the landscape of Mardin
and its surroundings as a seven-part terrain shaped by political and ecological processes; through the

application of ground Midyat stone onto fibrous surfaces and its tension with vegetal pigments, it
reveals reduction as a material process. Suspended elements render visible an intermediate condition
between urban representation and suppressed landscape.

At the rear of the Kervansaray, Basim Magdy's 16mm film constructs a fragmented narrative around
images of tourism, war, and sunsets, opening a speculative space concerning history, identity,
and place. Centering a first-person narration, “The Birds Choose the Cards" positions the viewer
at an emotional threshold through a soundscape oscillating between warmth and unease. In the
accompanying photographic series, Magdy combines fragments of text with intervened photographic
surfaces, establishing a poetic field of resistance within the still image. Within the framework of the
7th Mardin Biennial, the Kervansaray, through artistic interventions, becomes a ground where diverse
forms, metaphors, and narratives related to birds and journeys come into circulation.

) Salap Sabanci Mardin City Museum: SKYground

Originally constructed as a military barracks and now functioning as a museum, the Sakip Sabanci
Mardin City Museum is a layered structure where the administrative, military, and civic histories of
the city have intersected since the early 20th century. With its stone architecture, courtyard layout,
and spatial continuity, it carries collective memory while generating a public space that is continually
redefined through contemporary use. Through its relationship with the city's topography, the museum
offers both a commanding vantage point and an experience from within; within the framework of the
7th Mardin Biennial, it becomes a ground of contact between museological heritage and contemporary
production through artistic interventions. The museum's galleries, courtyard, and transitional spaces
are reconfigured as a field of circulation where narratives, images, and material processes intersect.
Artists working across different media and approaches embed themselves within the architectural
rhythm and layers of memory, transforming the space from a fixed exhibition venue into a dynamic
environment. The relationships established between interior and exterior, above and below, shadow
and light render visible the transitions between individual experience and collective memary.

Greeting visitors on the facade of the stone barracks, Matgorzata Mirga-Tas's large-scale textile
prints bring together women artists and activists of Roma origin who have inspired her, arranged
side by side like a zodiacal band or political posters of heroes. In doing so, a constellation dedicated
to minority feminism and collective memaory is formed in the public space in collaboration with City
Curator Hamburg. Descending the staircase, local kite artist Zahit Mungan draws on the scorpion's
symbolic meaning in Mesopotamia—not only as a venomous creature but also as a sign of vigilance
and guardianship. His monumental kite transforms an arthropod we are accustomed to seeing on the
ground into a form that lightens and glides with the wind; as giant danger turns into lightness and
smallness into scale, the distance between sky and ground is suspended.



Inside the gallery on the left, Ahmet Dogu ipek’s installation opens a flow that moves from the
absence of light across nature, baorders, the body, and power. Centered on lunar eclipses, this minimal
and repetitive gesture oscillates between darkness and transparency through oily surfaces that
slowly spread around opaque black circles, enabling concealment and revelation simultaneously.
Opposite, two approaches dominated by shades of blue—often associated with nature—emerge.
Drawing on traditional Pakistani art, Hamra Abbas reconstructs tree forms collected from different
geographies through stone and lapis lazuli inlay, revealing a poetics between light and shadow; nature
here becomes both a cultural and ecological field of memory. The lines of Isaac Chong Wai, which
from a distance resemble prison bars or endless fences, become fragile upon closer inspection,
exposing the permeability of borders and the beliefs that sustain them. These formal inquiries into
nature and built structures are followed by Khalil Rabah's early video works produced in Palestine.
In the 1990s, Rabah explored questions of witnessing, memory, and disappearance through the
performative presence of the body, using repetitive gestures to interrogate both individual and
collective states of being. This trajectory evolves into a consideration of power and representation
in Ering Seymen's paintings and prints: the figure of the child ruler reveals the tension between
innocence and autharity, while the map in the background suggests a passage from exploration to
colonial domination. By making visible the gap between a labor-filled earth and detached, grotesque
images of power, it critiques the indifferent distance between those who govern and those who are
governed.

At the end of this axis, on the stone wall, bird-like figures emerge at first glance in Maro
Michalakakos's shaved velvets. As light filters through these figures, their piercing gazes reveal
fundamental drives such as fear, desire, and aggression; confronting this dark field also holds the
potential for transformation. From this inward intensity, the audience moves to Camila Rocha's
plants that “insist” on remaining suspended between sky and ground, extending her research from
the rainforests of Brazil to the endemic flora of Mesopotamia. Gently rotating leaf forms transform
time into a rhythmic and cyclical flow, while the central bed and textiles recalling local weaving
traditions connect to practices of sleeping on rooftops and dreaming together. Inviting visitors to lie
down and look upward, this setting transforms individual perception into a collective ritual; animated
by music and conversation, it creates a living space of encounter between nature, memory, and
time. Accompanying this hybrid ecosystem is Jakup Ferri's joyful and optimistic visual universe.
Drawing from folk traditions, handicrafts, and video game aesthetics of Kosovo and the Balkans,
the artist brings together weaving, embroidery, and painting to construct a plural world; in his works
featuring animals, non-human beings, different species, and bodies coexist on a non-hierarchical
plane. His labor-intensive production develops a resistance to forms of craft knowledge threatened by
globalization while making ecological and cultural diversity visible.

At the end of this gallery, Erkan ﬁzgen’s video, filmed in a landfill in Diyarbakir—neighboring city
of Mardin—renders visible ecological destruction both in the region and across the planet. In this

performance, six women transform waste into rhythmic sounds, merging with the love and loss
narratives of Kurdish dengbgj singers to turn the landfill into a site of memory and transformation;
it gives voice to the silent and fractured cry of the earth. In this way, the biennial unfolds along a
trajectory from the darkness of eclipse to the memory of nature, from the fragility of borders to the
testimony of the body and the representation of power, inviting viewers into a perceptual field that
continuously shifts between the visible and the hidden, the fragile and the enduring, the individual
and the collective.

At the entrance of the gallery on the right, upon descending the stairs, Slavs and Tatars' “Soft
Power" reimagines the carpet—an object we are accustomed to encountering on the ground—as a
threshold, softening borders and transforming transitions between spaces. Inspired by the mythical,
wise, and sacred bird Simurgh from Iranian and Central Asian mythologies, as well as the portal of the
Nadir Divan Bey Madrasa, this textile gateway alludes to the social and gendered functions of doors
in the Middle East, inviting us to rethink boundaries not as fixed and absolute lines, but as gradients,
passages, and encounters.

Michael Rakowitz reconstructs looted and destroyed artifacts from the Irag National Museum while
reconfiguring, room by room, the reliefs of the Assyrian palace at Nimrud. By deliberately leaving empty
the places of works now housed in Western institutions, he renders visible the traces of colonialism
and cultural plunder. Produced using everyday packaging materials from the Middle East, these
replicas articulate a critical language around both consumption and the erasure of identity; the work
becomes not only an act of remembrance but also a call for cultural, political, and ethical restitution.
Directly opposite, Ali Kaaf draws on his personal history to explore tensions, possibilities, and the
idea of utopia between cultures through a layered and abstract visual language, referencing imagery
from the Byzantine Corner of Hagia Sophia. Bringing together photography, collage, drawing, and digital
techniques, his multi-part practice invites reflection on the relationship between fragmentation and
reconstitution as a horizon opening onto new and possible worlds. irem Tok, in turn, departs from
the now-untraceable Nusaybin School. This structure, whose architectural integrity has been lost,
is approached not as a tangible building but through absence and indeterminacy. This perspective
positions the school as a fragile utopia of knowledge; rather than reconstructing it, the work renders
its absence visible. Layered encyclopedic pages become a surface evoking the fragmented geography
of memory and utopia, while architectural traces suggest an unattainable ideal of place and knowledge.

ﬁzgiir Demirci's video installation searches for its narratives within the spirit, tale, and myth that
resonate in the collective unconscious. Symbols emerging in shadow evoke the unknown, while
the work constructs a cyclical narrative in pursuit of transformation. The regenerative power of
Cybele, reborn after destruction, turns into an inner journey through the recall of what has been
sent underground; the movement of two female figures between consciousness and the unconscious
renders visible a search for healing and wholeness. This search continues, through a badily experience,



in Hiwa K's video narration. Beginning with a “sharp, deep, ancient" pain, the artist's process becomes
ajourney of healing as he turns not to modern medicine but to a local healer. This experience questions
the marginalization of local forms of knowledge and healing in the face of Western medicine, which
arrived in post-war region “like an occupation,” and foregrounds a collective, participatory field of
knowledge grounded in everyday experience.

Hiiseyin Aksoy's works deepen this trajectory through Mesopotamia. The process extending from
bedrock to “ground,” and from there to structures inhabitable by humans, is approached as an
unending pursuit of building civilization. While constructing an imagined civilization between reality
and fiction, he invites the viewer to contemplate silenced landscapes, evoking the persistence of
ancient civilizations striving to take root in the present. Suspended between temporalities, this plane
generates a sense of continuity extending from past to future. Cansu Cakar's new painting for the
biennial recalls “Noah's Ark", while her spiral installation, derived from miniature painting, continues
this journey through Mediterranean ports and maritime routes. Her rethinking of seashells as both
home and grave opens a cycle between movement and settlement, life and loss. The visual narrative
traces the exploitation of nature and labor, as well as nations of value and heritage, along ancient
trade routes; like an antique map or a seashell, it offers a sea voyage guided by oral traditions.

At the Sakip Sabanci Mardin City Museum, “SKYground" traces a route that is at times linear, at times
cyclical: inner and physical journeys interweave through quests for transition and well-being that
begin in the body and in nature. By calling forth what lies hidden in the depths of past and present,
the artists explore new possibilities for transformation, healing, and coexistence. Extending from the
Assyrians to the Phoenicians and Byzantium, from Anatolia to Mesopotamia, this trajectory opens a
relational field where histories of colonialism, diverse cultures, and layered temporalities intertwine
human and non-human, animate and inanimate beings. Within this plural ground, search, journey, and
transformation become inseparable.
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Dara Antik Kenti, Yukari Mezopotamya'da, Roma imparatorlugu’nun dogu siirini giivence altina
almak iizere 6. yiizyilin baslarinda, imparator Anastasius déneminde inga edilmis planh bir garnizon
kenttir. Roma-Sasani sinir hatti boyunca konumlanan yerlesim; surlar, kuleler ve kamusal yapilarla
tanimlanan yiizey diizeni ile sarniglar, maksem yapilari, su kanallari, depolar, gegitler ve kaya igine
oyulmus yeralti mekanlarindan olusan biitiinciil altyapi sistemi sayesinde uzun siireli askerf, idari ve
sivil yagami siirdiirebilecek sekilde kurgulanmistir. Nekropol alanlari ve galeri mezarlarla birlikte ele
alindiginda Dara, savunma, su yonetimi ve mekansal siirekliligin ayni kentsel organizasyon iginde bir
arada diisiiniildiigii stratejik bir sinir kenti olarak okunur.

Dara Ancient City is a planned garrison city constructed in the early 6th century, during the reign of Emperor
Anastasius, to secure the eastern frontier of the Roman Empire in Upper Mesopotamia. Positioned along the
Roman—Sasanian border zone, the settlement was conceived as a durable urban system capable of sustaining
long-term military, administrative, and civilian life. Its architectural organization integrates surface structures—
such as fortification walls, towers, and public buildings—with an extensive subterranean infrastructure
comprising cisterns, water channels, distribution structures, storage spaces, corridors, and rock-cut underground
chambers. Together with necropolises and gallery tombs, this multi-layered configuration situates Dara as a
strategic frontier city in which defense, water management, and spatial continuity are articulated within a single,
coherent urban framework.
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ATES BEYLER HAMAMI KIZILTEPE
KIZILTEPE ATES BEYLER HAMMAM

Ates Beyler Hamami'nin ingaatina 1965 yilinda baglanmis, yapi 1967 yilinda hizmete agilmistir.
Hamam, Abdurrahman Ates tarafindan isletilmis olup, Kiziltepe'nin ilk ve tek hamami olarak faaliyet
gostermistir. 1982 yilinda hizmete kapatilan yapi, bu tarihten itibaren kullanilmamistir.

2007 yihinda Kiziltepe'de gerceklestirilen "Sen Ne Yapiyorsun™ adli ilk giincel sanat sergisine ev
sahipligi yapmis, serginin ardindan tekrar kapali kalmistir. Ates Beyler Hamami, 15 Mayis - 21 Haziran
2026 tarihleri arasinda diizenlenecek 7. Mardin bienali kapsaminda ilk kez bienal mekani olarak
kullanilacaktir.

Ates Beyler Hamami was constructed between 1965 and 1967 and operated by Abdurrahman Ates, serving for
many years as Kiziltepe's first and only public bath. The building ceased operation in 1982 and has remained out
of use since then. In 2007, it briefly reopened as the venue for “Sen Ne Yapiyorsun”, the first contemporary art
exhibition held in Kiziltepe, before returning once again to a state of closure. Ates Beyler Hamami will be activated
for the first time as a biennial venue within the framewark of the 7th Mardin Biennial, taking place between 15
May and 21 June 2026.
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DEYRULZAFARAN MANASTIRI
DEYRULZAFARAN MONASTERY

Deyrulzafaran Manastiri, Mardin'in giineydogusunda yer alan ve antik ddnemlerden giiniimiize
kesintisiz kutsal kullanimiyla dne gikan ¢ok katmanh bir dini ve mimari komplekstir. Hristiyanlik
oncesi, ge¢ antik ve Ortagag donemlerine ait mimari katmanlar, 6zellikle ana yapi kiitlesinin altinda yer
alan ve genellikle yeralti giines tapinagi olarak tanimlanan mekan etrafinda diisey bir siireklilik iginde
orgiitlenir. Daha sonraki Hristiyan yapi evreleri bu yeralti katmaninin lizerine insa edilerek, yeralti,
yiizey ve iist kotlar arasinda ardisik ve biitiinciil bir mekansal iliski kurulmustur. 5. yiizyildan itibaren
Siiryani Ortodoks gelenegi agisindan dnemli bir merkez haline gelen manastir, yiizyillar boyunca ibadet,
egitim ve idari iglevleri bir arada barindirmigtir. Kiliseler, sapeller, avlular, kesis hiicreleri, sarniglar
ve yardimci mekanlardan olusan bu biitiinliiklii kurgu; kontrollii 1sik kullanimi, malzeme siirekliligi ve
esikler lizerinden ilerleyen dolagim sistemiyle, Deyrulzafaran'i farkli inang katmanlarinin mekansal
olarak bir arada varhgini siirdiirdiigii uzun erimli bir kutsal peyzaj olarak okunabilir kilar.

Deyrulzafaran Monastery is a multi-layered religious and architectural complex located to the southeast of Mardin,
distinguished by its uninterrupted sacred use from antiquity to the present. Pre-Christian, late antique, and
medieval architectural strata are organized within a vertically articulated spatial continuity, most prominently
structured around a subterranean space commonly identified as a former sun temple beneath the main
architectural mass. Subsequent Christian building phases were constructed directly above this underground
layer, establishing a sequential and integrated relationship between subsurface, ground, and upper levels. From
the 5th century CE onward, the monastery became a central institution within the Syriac Orthodox tradition,
accommodating religious, educational, and administrative functions over centuries. Composed of churches,
chapels, courtyards, monastic cells, cisterns, and auxiliary spaces, the complex is characterized by controlled
use of light, material continuity, and a circulation system defined through thresholds and gradual transitions,
allowing Deyrulzafaran to be read as a long-term sacred landscape shaped by architectural endurance and the
spatial coexistence of successive belief systems.
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KERVANSARAY
CARAVANSERAI

Kervansaray, Mardin'in simgesel yapilarindan biri olup ge¢miste belediye ve hiikiimet konagi olarak
kullanilmig; kamusal islevlerle riilmiis bu tarih, mimari kurguda hala okunabilir durumdadir. idare,
temsil ve kamusal goriiniirliikle iligkili izler mekanin agikliklari, 6lgegi ve yerlesimi lizerinden varhigini
siirdiiriir. Sakip Sabanci Mardin Kent Miizesi'nin tam karsisinda konumlanan yapi, kentin tarihsel
dokusu iginde belirgin bir esik noktasi olusturur. Giincel kullaniminda, eski islevlerinden ziyade agiklig
ve mekansal diizeniyle okunur; biriktirilmis gegmis ile bugiiniin karsilagmalari arasinda sessiz bir
temas alani iiretir. Bu yonilyle Kervansaray, notr bir sergileme kabi olmaktan ¢ok, bellegin, konumun
ve kamusal varolusun mekansal deneyimi yonlendirdigi bir esik mekan olarak ele alinir.

Kervansaray is one of Mardin's symbalic structures, historically associated with municipal and governmental
functions, whose layered public past remains legible in its architecture. Traces of administration, representation,
and public visibility persist through its spatial organization, allowing the building's accumulated histaries to
surface in the present. Located directly opposite the Sakip Sabanci Mardin City Museum, the structure occupies
a distinct threshold position within the city's historic fabric. Today, it is approached not through its former
institutional roles but through its openness and spatial disposition, operating as a site where memory, location,
and public presence quietly inform the experience of space rather than serving as a neutral exhibition container.
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SAKIP SABANCI MARDiN KENT MUZESi Sakip Sabanci Sanat Galerisi, Mardin'in tarihsel kentsel dokusu i¢inde yer alan ve ¢agdas sergileme

pratiklerini katmanh bir mimari siireklilik igcinde ele alan bir sergi mekanidir. Yapi, 1889 yilinda II.
SAKIP SABANCI MARDIN CITY MUSEUM Abdiilhamid doneminde, Diyarbakir Valisi Haci Hasan Pasa tarafindan Siivari Kislasi olarak inga
edilmis; mimar Sarkis Elyas Lole tarafindan tasarlanmistir. Uzun yillar askeri islevle kullanilan bu
yapl, bugiin Sakip Sabanci Mardin Kent Miizesi ve Dilek Sabanci Sanat Galerisi ile birlikte kamusal
bellegin farkli katmanlarini ayni mimari biitiinliik iginde tasir. Kalin tas duvarlar, dlgiilii agikliklar ve
ice doniik hacimler, yapinin disiplinli ve tutumlu mekansal karakterini siirdiiriirken; cagdas sergileme,
bu tarihsel siireklilikle dogrudan temas halinde var olur. Galeri, notr bir sergileme kabi olmaktan
ziyade, mimarinin zamani tasidigi ve giincel sanatsal iiretimin bu sessiz birikimle diyalog kurdugu bir
esik mekan olarak okunur.

Sakip Sabanci Sanat Galerisi, Mardin'in tarihsel kentsel dokusu iginde yer alan ve ¢agdas sergileme pratiklerini
katmanli bir mimari sireklilik iginde ele alan bir sergi mekanidir. Yapi, 1889 yilinda Il. Abdiilhamid ddneminde,
Diyarbakir Valisi Haci Hasan Pasa tarafindan Sivari Kiglasi olarak insa edilmis; mimar Sarkis Elyas Lole tarafindan
tasarlanmistir. Uzun yillar askerf islevle kullanilan bu yapi, bugiin Sakip Sabanci Mardin Kent Miizesi ve Dilek
Sabanci Sanat Galerisi ile birlikte kamusal bellegin farkli katmanlarini ayni mimari bitinlik iginde tasir. Kalin tas
duvarlar, ol¢tlu agikliklar ve ige dontk hacimler, yapinin disiplinli ve tutumlu mekansal karakterini strdurirken;
cagdas sergileme, bu tarihsel siireklilikle dogrudan temas halinde var olur. Galeri, ndtr bir sergileme kabi olmaktan
ziyade, mimarinin zamani tasidigi ve giincel sanatsal tretimin bu sessiz birikimle diyalog kurdugu bir esik mekan
olarak okunur.

Galeri Gallery Il Galeri Gallery |
JJ\ /A /\ I\ ]/ A \v AN
Ering Seymen Ahmet Dogu ipek N Michael Rakowitz )
Zahit Mungan Ozgiir D;n\1irci
Isaac Chong Wai /-Ali Kaaf
A — ~ A _
=1 [ = =]
- -\
Camila Rocha Khalil Rabah 5;';2: ir\e.m Tok  Hiiseyin Aksoy
) ~\

[ [ [ I L [ ] [ ] [ 1 [ 1

Dis Cephe Facade




ANA SPONSOR MAIN SPONSOR

PEUGEQOT

KURUMSAL DESTEKGILER CORPORATE SUPPORTERS

THRAER IBLENETCILIN 0 &

Comcony  Clsk Marey s [0

r A

Ml lokalis# ooumTEm  SORSANAT

L <

COCUK ATOLYELERi SPONSORU CHILDREN'S WORKSHOPS SPONSOR

hepsiburada

MEKAN DESTEKGILERI VENUE SUPPORTERS

A
(A0 ATES BEYLER AILESi
Se

ARTUKLU KIZILTEPE
Dedadaean  ENIT
MARDIN llmltif MA?(I}\“?ICE%;-AR

ATES BEYLER HAMAMI SERGi MEKANI DONUSUM PROJESI
ATES BEYLER HAMAM EXHIBITION SPACE TRANSFORMATION PROJECT

SERRA KUCUKOGLU

KATKIDA BULUNAN KURUMLAR CONTRIBUTING ORGANIZATIONS

e G ] hamm ART

Fresy Y

TEKNOLOJi SPONSORU TECHNOLOGY SPONSOR

v arcellk

LOJiSTiK SPONSORU LOGISTICS SPONSOR

HOROZ
LOJISTIK

BOYA VE KALEM SPONSORU PAINT AND MARKER SPONSOR

N\ NIPPON =
n PAINT —|edding

BIREYSEL DESTEKGILER INDIVIDUAL SUPPORTERS

Dilara Akin | Muammer Brav | Erding Gelebioglu | Sernur Ciftgi | Ahmet iren | Haluk Terzioglu | Hale Betiil Giileg

TESEKKURLER ACKNOWLEDGMENTS

Ahmet Riistem Ekici - Hakan Sorar | Art Siimer | Asli Ergenc | Bulut Reyhanoglu | Can Omer Uygan | Dafne Uluginar | Deniz Giiler

Ebru Nalan Siiliin | Emre Erkan | Erding Celebioglu | Faruk Gney | Fatih Aktas | Fatma Betiil Abak | Fatma Mungan Kilig

Ferda Art Platform | Feride Edige | Fiisun Aygiler | Gokay Giindogdu | Giilstim Baran Demir | Hakan Helvacioglu | Hasan Mentes

Helen Ay | House of Taswir | idris Akgiil | ismet Toparli | Joanna Warzsa | Kenan Ozgelik | Latife Uluginar | Lokman Agil

Lutfi Aygiiler | MOD Mardin Otelciler ve Turizmciler Dernegi | Moiz Zilberman | Murat Kilig | Murat Pilevneli | Necmettin Nas

Nidal Akyiiz | Nil ve Oktay Duran | Numan Pamukgu | Oksan A. Sandn | Onur Altunkaya | Oya Eczacibasi | Pi Artworks

Seckin Acar | Selda Dogan Ozmen | Serap Denk | Serpil Berkan | Serpil Demirel | Shulamit Bruckstein | Stadtkuratorin Hamburg

Tacettin Yertiim | Vural Ztingdr | Yaser Vesek | Yesim Aksoy | Zeki Uzel | Zilberman istanbul-Berlin | Ziibeyde Teker



GOKzemin
UN0ISAIS

(
:

7th International Mardin Bienial
7N\



