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KAVRAMSAL CERCEVE

“Kent bir kitaptir...” Victor Hugo

“Mimarlik, bltiin gevrenin gorindr kilinmis bigimidir.”
Suzanne Langer

Kisa bir siireden beri biyit kentlerde otursa da, binlerce
yildan beri insan, kenti kéylyle kent-insani.iste bu anlamda
cogun kendini kent-disinda tasarlayamiyor bile. Kenti ne
denli sorgulasak yeridir dyleyse. Ne ki kenti sorgulayan
insan kendini biliyor ki ki. Ozde kent nedir sorusu ile insan
nedir sorusu ayrilmazca birbirine yapisik sorular.insan kenti
sorgulamakla kendisini, 6zyazgisini sorgulamis oluyor.”
Nermi Uygur

Kentler bugiin ok 6nemli géstergelerdir.isaretlerle 6riildi...
Bizi bize anlatan.

Mardin Bienali basligini, sihirli bir cagridan aliyor:
Abrakadabra...Sihirin yolunda gitmesi icin kullanilan kelime,
bienal icin kuiclk bir degisiklige ugruyor: Abbarakadabra
oluyor.

Abbara, Mardin’de hem ev hem de sokaga gegit veren
binlerce yillik mimari yapilara verilen ad. Abbara’lar, modern
hayat yokken modern hayata dair sozii ve onerisi olan
yapilarin ta kendileri... Her bir Abbara bu yiizden 6nemli

bir sosyolojik, mimari ve felsefi dneriyi iceriyor. Dolayisiyla
projenin acilis climlesi abbara’nin kendisi, kentin yuzyillarca
oncesinde gormezden geldigi kamusal ve 6zel arasindaki
diyalektige vurgu yaparak bugtinii daha iyi anlamamizi
sagliyor.

Kamusal alanla, 6zel alanlarin sinirinin belirsizlestigi
glinimizde abbaralar, ylzyillar 6ncesinden bir haberci
adeta...0zel alanla kamusal alanin bir birlesimi olan
abbaralar bugiine iliskin 6nemli bir 6neriye sahip.
Abbaralarin alti kamusal alansa, Ust tarafi 6zel alani
iceriyor. Ev ile evin disi biiylk bir miizakere icinde...

Bienal, abbarakadabra diyerek, Mardin mucizesini
devreye sokuyor. Sihirden faydalaniyor. Boylelikle tarihi
kent Mardin’le , bugiiniin moderlesen Mardinini bir araya
getiriyor. Sanatcilar kente yayilacak eserleriyle Mardin’de
bir doniisim yaparak yeni sihirler elde ediyor, yani kentin
gegmisinden hareketle bir bugtin yaratmayi deniyor.Ve bu
sergi adeta bir roman gibi okunmayi bekliyor.

Bu sergi konseptiyle, Mardin kentine 6zgii tim elemanlar
binyesinde toplayarak kent kavraminin eski ve yeni

tanimlara dair ¢ogulcu bir sdylemler serisi yaratmayi
amagcliyor. Tarihi kent Mardin’in 6zelliklerine bakarak yeni
imkanlar yaratma endisesi tasiyor. Mardin kentine 6zgii hem
6zel hem de kamusal hayatlar birlikte temsil etme imkani
tasiyan geleneksel bir model olan Abbarakadabra, sergi
katiimcilarina, cagdas sanat

araciligiyla guiniin ve gegmisin kentlerine iliskin glindelik
hayat pratikleri ve kavramlarini sorgulama imkani veriyor.

Mardin gibi onlarca uygarligin besigi olmus, aslinda
kendisiyle birlikte gegmisten getirdigi onca imgeye ev
sahipligi yapan kentin modernlesme sirecindeki karmasik
dinamizmlerinin izlerini stirmeyi hedefliyor. Tarihe karsi ve
tarihle birlikte bir simdi yaratmanin olasiliklarini gzden
gegiriyor.

Ote yandan Mardin’deki cogulcu inang tablosundan
hareketle kutsal hayat ve modern hayat iliskisini ele

aliyor. Sergide yer alan yapitlar, Mardin kentinin kendisini
tarihiyle ve simdisiyle birer mekan gibi diistinerek bu imge
ve gercek mekanlar icinde/ lizerinde ya da arasinda olanlara
yeniden bakmayi 6neriyor. Bu bakis, kamusal ve 6zel,
kisisel ve toplumsal, gegmis ve gelecek gibi kavramlari
godzden gecirmeyi gerektirirken Mardin kentini farkli dlcek
ve baglamlarda yine imgeler araciligiyla kurgulamaya
imkan taniyor. Boylelikle, kiiresellesmeye tim kentlerin
birbirine benzestigi glinimuizde,hala kendine 6zgii kalmayi
basarabilen Mardin’in bilinmeyen kullanilmamis yerel
kaynaklarini harekete gecirerek, ulusla arasi arenada

kolay algilanacak bir kelime oyunuyla abrakadabra yerine
abbarakadabra diyerek hem ulusla arasi diinyaya, hem de
lokal olan abbaralara ve dolayisiyla kentin kendisine dikkat
cekiliyor.

Bienal konusuyla ve kolay soylenen adiyla Mardin’in
uluslararasi zihinlerde ve sanat haritalarinda yerini almasina
ve tipki istanbul Bienalinin gerceklestirdigi gibi Mardin’in de
hizla taninmasinda ve degerlerinin kesfedilmesinde nemli
bir role sahip olacaktir...
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CONNCEPTUAL FRAMEWORK

“A city is a book...” Victor Hugo

“Architecture, is made from surroundings” Suzanne
Langer

“If even for a short period of time spent living in an
expanding city, for thousands of years, with one’s city, with
one’s village is a city-dweller. In this sense many cannot
conceive of themselves outside a city. Regardless how much
we question the city, its place remains fixed. The person who
questions the city, acts out of self knowledge. The questions
of what a city is and what is the self is intertwined. When
questioning a city, a person examines their own aphorisms.”
— Nermi Uygur

Cities today are important displays. Woven with signs,
describe us to ourselves.

Mardin Biennial’s title is taken from a magical saying:
Abracadabra... the word used to make the magic go on its
way. For the biennial there is a slight play on the word:
Abbaracadabra.

Abbara, found in Mardin only, is the name for the
architectural feature that allows for passage to both the
home and the street. Abbara structures were conceived
before modernity and are representational both as an idea
and a word that leans on modernity. Therefore every abbara
is a significant sociological, philosophic and architecture
point. Thus the project title draws attention to how the
city disregarded the separation of public and private

space. Emphasizing on this dialectic enables us to better
comprehend the present day.

In an age when the definitions and borders of public space
and private space are continually shifting, the separations
between the two become less clear, abbaras are historic
signals to the present day. Abbaras are the coming together
of public and private spaces and provide an important
suggestion for the present. Underneath an abbara is public
space, and the above section provides private space. The
internal and the external of a house are in negotiation.

A biennial saying “abbaracadabra”, the miracle that is
Mardin is put into action. The magic is at work. Bringing the
historic town of Mardin and the modern city that is Mardin
together. The works that will be situated in and around the
city will also act to transform it in a physical and cerebral
manner. Making, casting new spells and drawing inspiration

from the history of the city, in order to create a today.

With this exhibition concept, taking into account all the
unique factors of Mardin - its body of earth, the multiple
historic and contemporary meanings of ‘city’, we aim to
produce an exhibition of statements. Whilst dealing with

a historic city like Mardin, creating new opportunities is a
challenge. Unique to the city is the ability to demonstrate
both private and public lives and different modes of living.
AbbaraCadabra, will enable participating artists through the
medium of modern art to question, redefine and examine
relationships between current and past cities.

Having been a home, dwelling for tens of civilizations over
the course of history, and bringing with it several symbols
and signs to this extent — Mardin - and to further see this
city in the process of modernity is a dynamic view. The city
allows for the examination of creating as a means of action
and reaction against history in order to cultivate a present.

At the same time, the relationship between the several
faiths found in the region and the life style they advocate
amongst their followers, coupled with modern life, is a
dichotomy. The works displayed at the exhibitions, enables
Mardin to see itself both with its history and its current
state - providing a new perspective with which to view the
familiar symbols of both past and present. This perspective
takes on: public and private, personal and societal, past and
future. In the age of globalization, in an age where all cities
are becoming alike, Mardin’s ability to remain and protect
its uniqueness - with its unknown riches and a simple word
play is being placed not only on the international world
arena but also on a national scale.

The biennial theme and easy to say name Mardin, will
remain in the international art scene consciousness and
as it happened with the Istanbul biennial, will quickly be
discovered and become known and valued.
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Kiz Meslek Lisesi

Meryem Ana Kilisesi
Mardin Miizesi

Tokmakgilar Konag/ Tokmakgi Konak

Kasimiye Medresesi/Kasimiye Medrasah
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iciriye Medresesi/Zinciriye Medrasah

Revakh Carsi
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KURATOR

Déne OTYAM
MILLIYET SANAT, Haziran 2010

Mardin Bienali neyi murad ediyor?

Mardin bienali her seyden 6nce Mardin’in kendini
kesfetmesini, egzotik ve turistik bir Mardin’in 6tesinde
kendi potansiyelini fark etmesini, bugtinle iligki
kurmasini istiyor. Sergi Mardin’in benzersiz tarihsel
mimarisi ve Mardin halkinin giindelik hayatiyla kaynasan
mekanlarinda gergekleseceginden, tarihsel, kiltirel ve
cografi zenginliklerle dolu olan Mardin kentini deneyime
acmak istiyor. Proje bu deneyimi uluslararasi bir dlgekte
gerceklestiriyor dte yandan...

Mardin Bienali’nin 1sinma turu ‘Davetinizi Aldim,
Tesekkiirler’le baslamisti. O tarihten bu yana, Mardin
Bienali icin nasil bir mayalanma sireci yasadiniz?

Aslinda tam da isinma turu oldu. Davetli sanatgilar geldi

ve tesekkur ettiler. O tarihten bu yana bir bienal oldu
Mardin’deki buyiik sergi etkinligi... Bir bienale donustu.

Bir bliyuk sergiye... Lokal unsurlari daha da ¢ok gozeten,
sadece misafirleri iyi agirlayan bir kentin 6tesinde, kentin
kendine has unsurlarini misafirlere gésterme ve kendine de
bir kez daha agiklama siireci basladi...Tabii burada Mardin
Valisi Hasan Duruer’in ve GAP idaresi Baskani Sadrettin
Karahocagil’in projeye inanmalari ve destekleri bu hayalimizi
gerceklestirmemizdeki en 6nemli unsur oldu.

Bienal ‘cagdas sanat sergisi’ olma iddiasiyla yola cikiyor.
Cagdas sanat sergisi ve Mardin yan yana geldiginde nasil
bir manzara ortaya cikiyor? Belki de séyle sormak daha
iyi olur: Mardinlilerin sanata duyduklari ihtiyacla, cagdas
sanat sergisiyle karsilagsmalari arasinda nasil bir iligki
var? Bu pratik nasil bir algi ve anlam kazaniyor onlar igin?

Evet, bir cagdas sanat sergisi benim gibi bir Ankarali icin

bir misyonu ifade eder. Bunu belirtmeliyim. Ankara da,
Tirkiye'de cagdas sanatin merkezi olan istanbul’dan uzaktr,
Mardin daha da uzak. Ama uzak ne demek? Bir kent tarihi
olarak, cogulcu estetik olarak hem cogulcu hem de kusursuz
guizellikte gegmise mi hapsolmak zorunda? Ben merkezde
olmayan bir yerde cagdas sanat sergisi agmanin, galeri
olmayan bir mekanda 6rnegin bir tren garinda bir sergi
yapmanin ne ifade ettigini gok ¢ok iyi biliyorum. Boylesi
deneyimlerim var. Aslina bakarsaniz talimliyim. Mardin’de
de o yiizden bir misyonu yerine getirmeyi denedigimi
diistintiyorum. Gegmisine, giizelligine hapsedilmis bir kentin
kendini giincel sanat pratikleri lizerinden ifade etmesine

aracilik etmek istiyoruz. Biitlin mesele burada basliyor ve
bitmeyecek... Mardin ve Mardinli kendini sadece turistik
elementleriyle tanimlamayacak. Bugtinle, simdiyle glincel
baglar kuracak... Sonugta bir cagdas sanat sergisi, bugtinle
kurulan iliskilerin yumagidir, bu yumaktan &rilen kazaktir.
Bir fotograftir bugliniin resmini ceken... Mardin’de bunu
deneyecegiz hep birlikte...

Bienale AbbaraKadabra basligini vererek, Mardin’i

bir ‘dekor’ olarak kullanmadan, tasiyicisi haline de
getiriyorsunuz. Abbara’lar Mardin ve Mardin Bienali icin
neyi ifade ediyor?

Mardin kentine 6zgii hem &zel hem de kamusal hayatlari
birlikte temsil etme imkani tasiyan ‘ancient’ bir model olan
Abbara, sergi katilimcilarina, ¢cagdas sanat araciligiyla igeri
ve disari kavramlarini sorgulama imkani veriyor. Abbara ¢ok
soruya anahtar, ¢ok soruna simge ¢ok diisiinceye gebe. Hem
kavramsal olarak ifade ettidi icerisi ve disarisi olarak hem
de fiziksel olarak bu ikiligi yasatma basarisi agisindan...

Kent dinamikleriyle Mardin Bienali nasil bir iligki kuruyor?

Abbara’larla zaten kuruyor bu iliskiyi... Ama bienal, kentle
kentin tarihi ve ayni zamanda simdisiyle bir degil bin iligki
kurmak istiyor. Bu bir dilek. Abbarakadabra da bir dilek.
Bienal de oyle. Felsefi olarak Mardin’in ‘abbara’larindan yola
cikiyor. Ustdi bir evin odasi olan bu gegitlerin bize bir imkan
tanidigi dusiincesinden hareketle,kamusal ve 6zelin ice ice
gectigi bu mimari duruma kavramsal olarak odaklaniyor.
Hem ev hem de sokaga gegit veren bina anlamini tasiyan
Abbara, boylelikle iceri ve disar arasindaki diyalektige
isaret ederek bugin gelisen teknolojiyle birlikte dontisen
kamusal ve 6zel ayrimi igin de dneriler sunuyor.

En basindan beri nasil bir diyalog kurdunuz?

“’Kentle mi kentliyle mi?”’ diye sormaliyim ama sonra

kendi soruma kendim yanit vermeliyim. Kentle diyalog
ancak kentliyle diyalog tzerinden kurulur. Bu tecriibeyle
sabittir. Aksi takdirde kentin tarihi mekanlarinda gezersiniz.
Kente hayran olursunuz ama bu bir gezi olarak, bir tatli ani
olarak kalir. Bunu asla istemedim. Bu degismeli diyerek

bu degismeli diyen kentiyle o tutkulu ve sanata merakli
kentliyle kollar sivadik. Onlar olmasa bu sergi olmazdi.
Bunu inanin ¢ok igten sdyliiyorum. O kadar deneyimliler

ki sanki yillardir burada bu capta sergiler aciliyor. Oyle
yetenekli 6yle segici bir kesim var ki hayran kalmamak elde
degil. Bu bliyuk sergi icin giinlerce gecelerce aylardir calisan
Mardinlilere cok tesekkir etmek istiyorum.

Ozellikle genglerin ilgisi, meraki, bienale etkisi nasil?
Gergek bir alisveris hali yasaniyor mu sizce?

Bunu hep birlikte gérecegiz. Bunu hep birlikte tecrilbe
edecegiz. Siz de geleceksiniz ve goreceksiniz. Bu bir ilk.

Bu merkezin uzaginda ama Ulkenin baskentinde yasayan
benim bir diistim. Bu diis gercege donlstince neler olacak?
Eksikleri nedir? Hatalar, yapilmasi gerekenler listesi cikacak

Mardin Bienali . Mardin Biennial



ortaya bir dahaki sefere... Ayni zamanda yapilmamasi
gerekenler listesi de gikacak bir dahaki sefer igin. Size itiraf
edeyim ben Ankara’da yapmak istedigim projelerle ilgili

de buradaki deneyimden dersler cikaracagim... Bir cagdas
sanat sergisi, bana gore, gercek bir alisveris dogal zeminler
yaratmakta kusursuz. Lakin elbette daha iyi bir zemin
olmasi icin birtakim sorunlar kendini gosterecektir. Bunlari
iyi tartmak ve daha sonraki eylemlerde degerlendirmek
Gzere bir kenara yazmak lazim.

Dogudaki iki sehir; Diyarbakir ve Mardin ziyadesiyle dikkat
ceken iki kent. Mardin’in tarihsel mirasi malumumuz...
Mardin’i siz nasil tarif edersiniz?

Murathan Mungan’in Mardin lizerine yazdig bir siirin
dizeleri aklima geliyor ve ¢ok sahiden hissediyorum bu
dizeleri. ...kalintilar ne kadar ipucuysa bir antik kentin o
kadar biliyoruz nedenlerini ve sonuglarini ayrilinca adini
ask koydugumuz o seyin... Mardin, bana gore de ask. Evet,
kalintilari ipucu. Evet, antik ve olaganiisti glizel ve comert.

karsilastiginiz Mardin’le, bugiin isler urettiginiz Mardin
arasinda nasil bir degisim yasadiniz sizce?

Tabi, ¢ok iyi hatirliyorum. 2000 yiliydi ama sonra ¢ok sik
geldim. Mardin 6yle bir kent ki turist olarak gezmek sadece
kentin tarihi dokusuna hayran birakiyor. Simdi anliyorum

ki sanki hichir sey gdérmemisim, hig bir sey 6grenmemisim.
Neredeyse bir senedir burada uzun zaman gegirme firsatim
oldu. Buradan ¢ok iyi dostlar edindim. Onlar sayesinde
Mardin’in ¢ok farkli yonlerini sadece bir turist olarak degil
her anlamda yasama firsatim oldu, ¢ok iyi anladim ve inanin
hayata bakis agimin degismesini sagladi. Burasi 6nemli bir
kilturel mirasla yasayan bir yer. Tabii bir sehirde calisarak
yasamak ¢ok farkli. Ben burada iki sergi yaptim ama Mardin
bir sergiyle degismez. Degisemez. Degismemeli ama Mardin
bir sergiyle kendine daha da givenir, kendini daha da

sever, daha da etkin olur. Mardin’le ilk karsilastigim zaman
Mardin’i begenmistim. Simdi ona tutkuyla bagliyim. Degisim
bende oldu ama Mardin’de degil! Bu énemli... Biz buraya
Bati’dan gelip buraya bir yenilik getirmiyoruz. Serginin
danismani Aysegiil Sonmez’in de kavramsal gerceveyi
cizerken, ona uygun sanatgilari 6nerirken vurguladigi nokta
hep bu oldu. Mardin gibi onlarca uygarligin besigi olmus
aslinda kendisiyle birlikte ge¢misten getirdigi onca imgeye
de evsahipligi yapan kentin modernlesme stirecindeki
karmasik dinamizmleri nelerdir? Bu izler, gegmis oykiilerde
aranabilir mi? Tarihe Karsi ve tarihle birlikte bir simdi
yaratmanin olasiliklar nelerdir? Mardin’deki cogulcu inang
tablosundan hareketle kutsal hayat ve modern hayat iliskisi
Gzerine neler sdylenebilir? Mardin kentinin kendisini tarihiyle
ve simdisiyle birer mekan gibi distinerek bu imge ve gercek
mekanlar icinde/lizerinde ya da arasinda olanlara yeniden
yeniden bakabilir miyiz? Bu bakis,kamusal ve 6zel, kisisel
ve toplumsal, gegmis ve gelecek gibi kavramlara da dair
olmaz mi? Kavramsal gergeve bu sorulari soruyor. Yoksa
ben ve danismanim buraya bir sergi ithal etmiyoruz. Buraya
yakindan bakmayi kentin kendisi kentlisiyle birlikte bakmayi

deniyoruz. Bu bakis,kamusal ve 6zel, kisisel ve toplumsal,
gecmis ve gelecek gibi kavramlara tekrar tekrar bakmayi
gerektiriyor. Mardin kentini farkli 6lgek ve baglamlarda yine
imgeler araciligiyla kurgulamaya da imkan veriyor.

Bu memleket, babaniz Fikret Otyam’in yazdigi yazilar,
cektigi fotograflarla 6grendi Anadolu’yu, Dogu’yu... Sizin
icin en basindan beri Anadolu, Dogu nasil bir imgeydi?
Nasil anlamlar tasiyordu? Sonrasinda sekillendirdiginiz
haliyle nasil bir yere ulasti Anadolu ve Dogu fikri?

Evet gercekten babamin isleriyle tanindi Dogu ve Giiney
Dogu Anadolu.

Ben bu bdlgenin kiltiruyle, buranin hikayeleriyle biiyidim,
Turkiye'deki cogu insan gibi ben de babamin anlattiklariyla
ve yazilanyla, renkleriye tanidim buralari. Ve ilk defa
buralara 35 yil énce geldim babamla. Cocuktum. Ornegin
Urfa’da o yaslarda bile ok sasirdigim, tedirgin oldugum
anlar olmustu. Cibinlik altinda ilk ve son kez damda yattim,
ceylanlari ve mayin tarlalarini o yasta gérdiim. Sicak ne
demek anladim, geyiz sandigini tanidim ve oradan verilen
hediyelerle bu kiiltiiriin cémert yapisini tanidim. ilk kez
Diyarbakir’a gitmek icin ugaga bindim. Yani zaten pek

o6n yargim yoktu. Bolgedeki olumlu gelisimi gérmek beni
inanilmaz heyecanlandiriyor. Babam her zaman anlatir: bir
bardak camurlu igme suyunun bile o dénemlerde ne denli
degerli oldugunu.Bir de simdi bakin, her yer yemyesil...Ve
distiniin su anda Mardin’de giincel sanati konusuyoruz.

Son bir s6z.....

Boyle yapmistik bienal dncesi Milliyet Sanat’la
roportajimizi... Olaganisti bir deneyimi yasadik,
katiimcilarla, sanatgilarla, Mardinlilerle...Aylarca birlikte
calistik ic ice... Valilik, , GAP idaresi, Belediye calisanlariyla
..Mardinli koordinat6rimiizle, Mardinli marangozumuz|a,
Mardinli grafik tasarimcimizla, fotografcimizla,
elektrikgimizle dostlarimizla, mekanlardaki asistanlarimizla,
Medrese calisanlariyla, konakladigimiz otel calisanlariyla,
taksi soférleriyle, yoldan gegenlerle, sanatgilarimizla...

Mardin bizi kucakladi..

Evet Mardin’de giincel sanat konusuldu ve konusulmaya
devam ediyor, edecek de. Bizimle veya baskalaryla...
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CURATOR

Déne OTYAM
MILLIYET SANAT, June 2010

What does the Mardin Biennial desire?

First of all, the Mardin biennial wants Mardin to discover
herself, recognize her own potential beyond the exotic and
touristic Mardin and to relate to today. Since the exhibition
will be taking place in Mardin’s unique cultural architecture
and in places that have become one with the daily lives

of the people of Mardin, it wishes to open up the city of
Mardin, full of historical, cultural and geographical riches, to
an experiment. On the other hand, the Project is making this
experiment happen on an international scale.

The warming up session for the Mardin Biennial began
with ‘I Received Your Invitation. Thank You’. Since that
date, what kind of a fermentation process did you go
through?

Indeed, it was a warming up session. Invited artists came
and they thanked us. Since that date, the great exhibition
event in Mardin became a biennial...It transformed into a
biennial. To a major exhibition... Apart from a city cherishing
the local elements, a city just entertaining her guests well,
a process of showing once more the unique qualities of

the city to her visitors and to her self...Of course, Mardin
Governor Mr. Hasan Duruer and GAP Administration
President Sadrettin Karahocagil’s belief and support in the
project was the biggest factor in helping us make this dream
come true.

The biennial starts with the claim to being a ‘modern art
exhibition’. What kind of a picture does one get when a
modern art exhibition and Mardin come together? May be
it is best to ask it like this: What kind of a relationship

is there between the need of Mardinians for art and their
meeting modern art exhibitions? What kind of a perception
and meaning does this practice give them?

Yes, a modern art exhibition means a mission for a person
from Ankara like me. | must state this. Ankara too is far
from Istanbul, the center of modern art, Mardin is even
farther. Yet, what does far mean? As a pluralistic aesthetic,
must a city be imprisoned in the past, both pluralistic and
perfectly beautiful? | know what it means to open a modern
art exhibition in a place that is not central, in a place
without a gallery like a train station, quite well. | had such
experiences in the past. In fact, | have had practice. For
that reason, | think | tried realizing a mission in Mardin. We
would like to be the intermediary for a city that has been
imprisoned in her past, in her beauty to express herself
through contemporary art practices. This is where it all
begins and it will not end here... Mardin and Mardinians

will not be defining themselves only through their touristic
elements. Contemporary ties will be established with
today, with now...Consequently, a modern art exhibition is
a ball of relationships established with today, the sweater
woven from this ball. It is a picture taking today’s photo...
This is what we will try altogether in Mardin...

By titling the biennial AbbaraKadabra, you are turning
Mardin into the carrier without using Mardin as a ‘décor’.
What do the Abbaras mean for Mardin and the Mardin
Biennial?

Abbara is an ancient model specific to the city of Mardin,
enabling the representation of both private and public

lives gives the participants of the exhibition the chance to
question the concepts of inside and outside through modern
art. Abbara is the key to many questions, symbol to many
issues, pregnant to many thoughts. Both for the inside and
outside it represents conceptually and for its success in
enabling you to experience this duality physically...

What kind of a relationship does the Mardin Biennial
establish with the city dynamics?

It establishes that relationship through the Abbaras
anyway...yet, the biennial, wants to establish not one but

a thousand relationships with the city, with the history of
the city and at the same time with the now of the city. This
is a wish. Abbarakadabra is also a wish. So is the biennial.
Philosophically, it stems from Mardin’s ‘abbaras’. Acting on
the idea that these passageways with a room of a house

on top, gives us an opportunity, it focuses conceptually on
this architectural situation where the public and the private
intertwine. Thus, an Abbara, which means a structure giving
way both to the house and the street, points to the dialectic
between the inside and the outside and offers suggestions
for the distinction of the public and private together with
today’s developed technologies.

What kind of a dialogue did you have from the beginning?

| should ask ‘with the city or the urbanite?’’ yet then, |
should answer my own question. A dialogue with the city
can only be established via a dialogue with the urbanite.
This is proven by experience. Otherwise, you walk around
in the historic places of the city, you admire the city, yet
this remains as a trip, a sweet memory. | never wanted this.
We rolled up our sleeves saying this must change, with
the urbanite, the passionate and the art loving urbanite
also saying this must change. If it were not for them this
exhibition would not have happened. | am really saying
this candidly. They are so experienced; it is as if they have
been having exhibitions of this scope here for years. There
is such a talented, selective group of people here that it is
impossible not to admire them. | would like to really thank
the Mardininas who have worked day and night for months
on this major exhibition.

What is the attention, reaction, of especially the youth,
their effect on the biennale? Do you think there is a real
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exchange here?

We shall all see that together. We shall all experience that
together. You will come too and you will see. This is a first.
My dream... | who live far away from this center but in the
capital city of the country. What will happen when a dream
comes true? What are the shortcomings? There will be a list
of mistakes, what to do’s for the next time...There will also
be a list of what not to do for the next time. Let me confess,
I will also make use of my experiences here in relation to
the projects | wish to realize in Ankara... To me, a modern
art exhibit is a real exchange, perfect in creating natural
foundations...Of course there will be some issues surfacing
for it to be a better foundation. One should weigh these
carefully and make a note for evaluation in later events.

The two cities in the East; Diyarbakir and Mardin are
two cities that attract serious attention. The historic
heritage of Mardin is obvious...How would you define
Mardin?

| remember the lines of a poem written by Murathan Mungan
on Mardin and | really feel those lines.. ...as much as the
ruins of an antique city are clues, that is how much we know
of the reasons and consequences of that thing we call love
when we leave... Mardin is love for me also. Yes, her remains
are the clue. Yes, she is antique and extraordinarily beautiful
and generous.

Do you remember the first time you went to Mardin? What
kind of a transformation did you experience between the
Mardin you met for the first time and the Mardin of now,
where you are working?

Of course, | remember it quiet well. It was the year 2000,
but then | went back frequently. Mardin is such a city that
walking around as a tourist only leaves you admiring the
historic fabric of the city. Now | understand that | saw
nothing, | learned nothing. | had the chance of spending a
long time here for the last year. | made very good friends
here. Thanks to them, | got the opportunity to experience
various aspects of Mardin, not just as a tourist; | understood
it rather well and believe me it changed my outlook on life.
This is a place that lives with a major cultural heritage.

Of course, it is very different to live and work in a city. |

had two exhibitions here; however, Mardin will not change
through one exhibition. It cannot. It should not, yet Mardin
will have more self-confidence with an exhibition, will love
herself more, and will become more effective. When | first
met Mardin, | liked Mardin. Now | am passionately devoted
to her. | changed, not Mardin! This is important...We are not
coming here from the west and bringing them an innovation.
This was the point the exhibition’s adviser Aysegul S6nmez
emphasized while drawing the conceptual frame, suggesting
relevant artists. What are complicated dynamics of a city
like Mardin that has been a cradle to tens of civilizations,
hosting in fact many images she carried with herself as well,
in the modernizing phase? Can these traces be sought in
past stories? What are the possibilities of creating a now

against history and together with history? What can be said
about the sacred life and modern life relationship acting on
the multi belief table Mardin possesses? Imagining the city
of Mardin as a place with her history and her now, could

we look again, at what is happening within/on or between
this image and real places? Could not this look be about
concepts such as public and private, past and future? The
conceptual frame asks these questions. For, my advisor and
| are not importing an exhibition here. We are trying to take
a closer look here, with the city herself, with her urbanites.
This look requires re-looking at concepts such as public

and private, personal and social, past and present. It also
enables constructing the city of Mardin with different scales
and contexts, again through images.

This country learned about Anatolia, the East through
your father Fikret Otyam’s articles, photos...What kind of
an image was Anatolia, the East for you from the

The two cities in the East for you from the beginning?
Where did the idea of Anatolia and the East place itself
with how you formed it later on?

Yes, East and Southeastern Anatolia really gained
recognition through my father’s works.

| grew up with the culture of this region, with stories from
here. Like many others in Turkey, | got to know about
these places through what my father told and through

his writings and colors. And | came here with my father
35 years ago for the first time. | was a child. For example,
there were times when | was shocked, weary in Urfa even
at that age. | slept for the first and last time on a rooftop
under a mosquito net; | saw gazelles and mine fields at
that age. | understood what hot meant, got to know the
dowry chest and also the generosity of this culture with
the gifts that were given there. | first got on an airplane to
go to Diyarbakir. So, | really did not have much prejudice.
Seeing the positive changes in the region is very exciting
for me. My father always talks of how valuable a glass of
muddy drinking water was in those days. Look at it now,
everywhere is green...and think about it, we are talking
about contemporary art in Mardin right now.

One final word...

This was the interview we had with Milliyet Sanat

before the biennial...We had an extraordinary experience,
with the participants, artists, Mardinians...We worked
together closely for months... with the Governorship, GAP
Administration, Municipality workers...with our coordinator
from Mardin, our carpenter from Mardin, our graphic
designer, photographer, electrician, friends, assistants in
the venues, workers of the Madrasah, hotel personnel in
the hotels we stayed in, taxi drivers, passers by, our artists
from Mardin...

Mardin embraced us...

Yes, contemporary art was talked about in Mardin and it is
still being talked about, it will continue to be talked about.
With us and with others...
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Adrian Paci
1969 ARNAVUTLUK / ALBANIA

Turn On/ Calistir / Video
330"
2003



Ahmet Miiderrisoglu
1950 TURKIYE / TURKEY

Taki(nt1) / Ornament - Obsession
Yerlestirme / Installation
2009

Kurtlar / The Wolves /
Yerlestirme / Installation

2006
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Alen Floricic
1968 HIRVATISTAN / CROATIA

isimsiz / Untitled / Video
3’ 00" 2005
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Alina Viola Grumiller
1976

Cadir / Tent / Installation
484 x 264 cm 2010
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Arzu Basaran
1963 TURKIYE / TURKEY

isimsiz / Untitled

El Yapimi Kagit Uzerine Karigik Teknik / Mixed Media
Her Biri 160.70 cm / 130.60 cm / 120.60 cm / 70.20 cm
2009
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Ben Rivers
1972 iNGILTERE / ENGLAND

Biz insanlar / We The People Video / Video
16 mm. 1°00”
2004
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Bertrand Ivanoff
1956 FRANSA / FRANCE

Dal /Branch

Yerlestirme / Installation

Degisebilir Boyutlarda / Site Specific Installation
2010
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Burak Bedenlier
1977 TURKIYE / TURKEY

isimsiz / Untitled Yerlestirme / Installation
Sabun / Soap

60 x 60 x 60

2010



Canan Budak
1977 TURKIYE / TURKEY

Oyun/ Game
Yerlestirme / Installation
150x90x80

2010
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Canan Dagdelen
1960 TURKIYE / TURKEY

Gobek / Belly

Yerlestirme / Installation Boyali Ayna / Mirror
120x 1,2 cm.

2010
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Chloé Brown
1964 iINGILTERE / ENGLAND

Dog’s Life/Kopegin Hayati
Video / Video

HD Film 5°00”

2010
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Cinar Eslek
1976 TURKIYE / TURKEY

Rontgen / Lizorof
Fotograf / Photograph
170x 130

2007
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Daisy Frossard
INGILTERE / ENGLAND

Daisy Frossard

Mardin / Mardin

Camur Heykel / Clay Sculpture
2010

Mardin Bienali . Mardin Biennial



Mardin Bienali . Mardin Biennial



s
£
£

g
o
£

e
5
=
3
2
kS
o
£
=
5
=




Mardin Bienali . Mardin Biennial

Devran Mursaloglu
TURKIYE / TURKEY

En Kiigtigan Kichgu / Minimum Minimalus
Yerlestirme / Installation

Kagit / Paper

2010



Erdag Aksel
1953 TURKIYE / TURKEY

istanbulmuhayyel 1/Istanbulimaginary 1
Yerlestirme/Installation

Kagit Uzerine Kursun Kalem,Vinil dijital baski/Pen On Paper,Digital Print On Vinyl
300 x 200 cm / 2006

Desen / Pattern / 2006
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istanbulmuhayyel 2/Istanbulimaginary 2

Yerlestirme/Installation

Kagit Uzerine Kursun Kalem,Vinil dijital baski / Pen On Paper,Digital Print On Vinyl
300 x 200 cm / 2006

istanbulmuhayyel 3/Istanbulimaginary 3

Yerlestirme/Installation

Kagit Uzerine Kursun Kalem,Vinil dijital baski / Pen On Paper,Digital Print On Vinyl
300 x 200 cm / 2006
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Erdal Duman
1978 TURKIYE / TURKEY

isimsiz / Untitled

Yerlestirme / Installation

Ahsap Neon Boya / Neon Painted Wood
2010
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Eset Akgcilad
1983 TURKIYE / TURKEY

Aile Gecesi / Family Night
Video/Video

23’ Super 16 mm

2004



Fatih Tan
1985 TURKIYE / TURKEY

Fatih Tan

Duello / Duello
Fotograf / Photograph
2010
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Ferhat Ozgiir
1965 TURKIYE / TURKEY

Azizler / The Saints

Fotograf / Photograph

Vinil Uzerine Dijital Baski / Digital Print On Vinyl
217 x 290 cm

2008
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Gani Llalloshi
1965 KOSOVA / KOSOVO

101 Euro/ 101 Euro
Baski / Print On Paper
72 x150 cm

2010
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Goran Skofic
1979 HIRVATISTAN / CROATIA

‘Golfgl’ Corpus dizisinden / ‘Golfer’
from Corpus series

Video / Video

2008
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Giil Bolulu
TURKIYE / TURKEY

Umut / Hope Magara / Cave
Dokuma / Textile Dokuma / Textile
140x110 cm 140x110 cm
2005 2005
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Tore / Unwritten Law

Tel ile EL Orgiisti / Wire Netting
70 x100 cm

2006

Gumus Sebeke /Silver Network
Tel ile EL Orgiisii / Wire Netting
100 x150 cm

2007
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Giilay Semercioglu
1969 TURKIYE / TURKEY

Kapitone / Quilted
Tel ile EL Orgiisii / Wire Netting
120x130 cm
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Hakan Irmak
1981 TURKIYE / TURKEY

Manset’iN / Your Title
Yerlestirme / Installation
Gazete / Newspaper

100 x 800 cm

2010



Heike Weber
1962 ALMANYA / GERMANY

Kilim/Kilim

Yerlestirme / Installation
Silikon / Silicone

680 x 340cm

2007-2009
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Helene Kazan
iNGILTERE / ENGLAND

Gegmis Zaman / Past Tense

Yerlestirme / Installation

Degisebilir Boyutlarda / Site Specific Installation
2010
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Hondartza Fraga
iINGILTERE / ENGLAND

27 Gegisler / 27 Passages

Kagit Uzerine Cizimler / Drawings On Paper
Degisik Boyutlarda / Various Sizes

2010



Mardin Bienali . Mardin Biennial



Hussein Chalayan
1970 INGILTERE / ENGLAND

Olmayan Var Olma / The Absent Presence
Fotograf / Photograph

Vinil Uzerine Dijital Baski / Digital Print On Vinyl
2005
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Hilya 6zdemir
1976 TURKIYE / TURKEY

Resmi Hafiza Kaybi / Official Memory Loss
Yerlestirme / Installation

Kursun Kalem, Fisler ve Kalemtiras
Pencil,Receipt and Pencil Sharpener
29x125cm

2010
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Kezban Arca Batibeki
TURKIYE / TURKEY

Yanik Saraylar1,Teneke Balerin
Burnt palaces1, Tin Balerina
Fotograf / Photograph

Vinil Uzerine Dijital Baski
Digital Print On Vinyl

428 x 200 cm



Lale Delibas
1973 TURKIYE / TURKEY

Sahmeran / Shahmaran
Dikis Teknigi / Sewing Technique
2010
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Lawrence Weiner
1942 AMERIKA / USA

Modified / With a Line of Graphite / Moderated
Degistirilmis / Duvar Yazisi / lilastirilimis
Yerlestirme / Installation

Folyo Kesim/ sticker

2008

Courtesy of Lawrence Weiner ® Massimo De Carlo Gallery, Milano/
Lawrence Weiner ve Massimo De Carlo Gallery, Milano’un iziniyle.”
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Levent Morgok
1969 TURKIYE / TURKEY

isimsiz/Untitled

Yorgan Uzerine Karisik Teknik / Mixed Technigue On Quilt
200 x 150 cm

2002
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Margaret Salmon
1975 INGILTERE ENGLAND

Peggy Video/Video

Super 8 ve 16mm’lik renkli ve siyah ve beyaz DVD’e gegirilmis film
Super 8 ® 16mm colour R black and white film transferred to DVD
13'30”

2010

Courtesy of Margaret Salmon and Office Baroque, Antwerp
Margaret Salmon ve Office Baroque, Antwerp’un iziniyle
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Matthias Schamp
1964 ALMANYA / GERMANY

Kotl Saklanma Yerleri Dizisi / Bad Hiding Places Series
Kagit Uzerine Polaroid / Polariod on Paper

Herhiri 21 x 21cm / Each 21 x 21cm

2010
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Maurizio Pellegrin
1956 ITALYA / ITALY

Maurizio Pellegrin

Trenlerin Ugtugu Yer / Whrere The Trains Fly

Yerlestirme /Site-Specific Installation

Nesneler, Metal Cubuklar ve Kumas / Objects, Metal Sticks and Padded Fabric
244 x 500 cm

2010
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Mehmet Ali Uysal
1976 TURKIYE / TURKEY

Mehmet Ali Uysal

isimsiz / Untitled

Yerlestirme / Installation

Metal Polyester / Metal Polyester
2010



Mehmet Ceper
1976 TURKIYE / TURKEY

isimsiz / Untitled

Fotograf / Photograph

Vinil Uzerine Dijital Baski / Digital Print On Viny!
180x 270 cm

2010
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Mithat Sen
1957 TURKIYE / TURKEY

isimsiz / Untitled

Kumas, Boyanmis Ve Naturel Deri
Fabric, Colored and Natural Leather
Her Biri 100 x100 cm



Mladen Stilinovic
1947 ZAGREB

Patatesler, Patatesler / Krumpira, Krumpira
Video / Video
300"
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Necmettin Tarkan
1982 TURKIYE / TURKEY

Benzin / Gasoline
Video / Video

W

2009



Nezaket Ekici

1970 TURKIYE / TURKEY

Madonna Wirbelrausch

Performans Yerlestirme / Performance Installation Performans Yerlestirme/Performance Installation
Fotograf / Photo by: Nihad Nino Pusija Fotograf / Photo by: Andreas Dammertz

2008 2008

GUindiiz Dust Toronto/Daydream Toronto Gizemi Kaldirmak / Lifting a Secret

Fotograf / Photo by: Miklos Legrady Performans Yerlestirme / Performance Installation
2008 Fotograf / Photo by: Luciano and Marlen Fasciati

2007
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Nurullah Goérhan
1975 TURKIYE / TURKEY

Kiymetlimin Kiymetini Bil / | Know the Value Of Security
Fotograf / Photograph

180x 120 cm

2010
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Oliver Musovic
1975 TURKIYE / TURKEY

Komsular v2.1010 dizisi / Neighbours v2.1010 series
Fotograflar / Photographs

Herhiri 75 x 50cm / Each 75 x 50cm

2010
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Osman Kerkiitli
1981 TURKIYE / TURKEY

Osman Kerkiitli

isimsiz / Untitled

Resim / Painting

Tuval Uzerine Yagliboya / Qil Paint On Canvas
200 x 150 cm

2010



0Ozgiir Onurme
1985 TURKIYE / TURKEY

Ozgur Oniirme

Kiyida / On The Edge
Yerlestirme / Installation
2010
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Richard Bartle
1960 INGILTERE / ENGLAND

Yuvarlak Masanin Etrafinda / At The Round Table
Heykel ve yerlestirme / Sculpture ® Installation
Karisik teknik / Mixed media

2010

Mardin Bienali . Mardin Biennial



Sarah Jane Palmer
1978 iINGILTERE / ENGLAND

Sinirlar/Boarders

Serigrafi Baski Duvar Kagidi/ Screenprint Wallpaper
52 x 900cm

2010
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Sean Williams
INGILTERE / ENGLAND

Sehir / The City

Ahsap Uzerine Akrilik / Acrylic on MDF
43 x 24cm

2010



Selim Birsel
1963 TURKIYE / TURKEY

Kabine Mardin
Yerlestirme / Installation
2010
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Serhat Kiraz
1954 TURKIYE / TURKEY

Yiklem (6'nci Versiyon)
Predicate (6th Version)
Yerlestirme / Installation
220 x 700 x 30 cm
2002-2009
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Serkan Demir
1975 TURKIYE / TURKEY

Serkan Demir

Paravan / Screen
Yerlestirme / Installation
Metal / Metal

250x 175 cm



Shaun Gladwell
1962 AVUSTRALYA / AUSTRALIA

Oziirler 1-6 / Apologies 1-6
Video / Video

27'10”

2007-2009

Cinematography: Gotaro Uematsu / Courtesy of ShaunGladwell ® Anna Schwartz Gallery
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Steve Hawley
1950 INGILTERE / ENGLAND

Olgiide Degil / Not To Scale
Video / Video

10°00”

2009



Su Yiicel
1961 TURKIYE / TURKEY

Uglincii Ahmet Cesmesi / Ahmet The Third fountain
Tuval Uzerine Akrilik / Acrilic on Canvas

300x 100 cm

2009

Ayasofya Vaftiz Teknesi / Hagia Sophia Baptism Basin
Tuval Uzerine Akrilik /Acrilic on Canvas

150 x150 cm

2009
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Tomur Atagok
TURKIYE / TURKEY

Simetrik Sunak 2/ Simetric Altar
Yerlestirme/Installation

300x 700 cm

2002
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Tony Kemplen
INGILTERE / ENGLAND

Abbaralasmak / An Abbaration

Homoeretcus Fotograf Dizisi / Homoeretcus Photographic Series
200 Adet fotograf yerlestirmesi/ Installation of 200 photographs
2010
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Twin Gabriel
1962 ALMANYA / GERMANY

Prosoche (16:20)
Fotograf / Photograph
120 x 150 cm

2006

Prosoche (17:12)
Fotograf / Photograph
120 x 150 cm

2006



Ursula Mayer
AVUSTURYA / AUSTRIA

Ursula Mayer

Kuirkli Oglen Yemegi / Lunch In Furs
Video / Video

730"

2008

Courtesy of Ursula Mayer and LUX, London/
Ursula Mayer ve LUX, Londra’in iziniyle.
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Vlatka Horvat
1971 HIRVATISTAN / CROATIA

Hic Durmayan / Restless
Video / Video

8'30”

2003
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Yeni Anit
1973 TURKIYE / TURKEY

Bestontigmetreotuzyediharf / Fivetonesthreemetersthirtysevenletters
Yerlestirme / Installation

300 cm

2008
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Biennial in Mardin: ‘AbbaraKadabra’ Process

Ferhat Ozgiir



Mardin’de Bienal:
‘AbbaraKadabra’ Siireci

1.Uluslararasi Mardin Bienali’nin gikis noktasi, 2009’yilinin
ilk bir kag ayi icinde, Déne Otyam ve Gil Gemalmaz ile
birlikte, GAP Baskani Sayin Sadrettin Karahocagil ve Mardin
Valisi Sayin Hasan Duruer ile yaptigimiz goriismelere
dayaniyor. ilk goriismelerimizde amacimiz Mardin’in
topografyasina, kiltlrel ve cografi cok katmanliligina
vurgu yapacak bir cagdas sanat etkinligi gerceklestirmekti.
ipek Yolu giizergahi Gizerinde konumlanan, geleneksel
ekonomik yapisi tarim, ciftcilik, hayvancilik ve ticarete
dayanan, mimari, etnografik, arkeolojik, tarihi ve gorsel
degerleri ile zamanin durdugu izlenimini veren, farkli dini
inanislar paralelinde, sanatsal agidan da tarihi degeri olan
camiler, tiirbeler, kiliseler, manastir ve benzeri dini eserlerle
bezeli olan Glineydogu’nun bu siirsel kentinde biyiik

capli bir uluslararasi cagdas sanat sergisi diizenlemenin
yukinin ve sorumlulugunun farkindaydik. Ancak kentte
gerceklestirdigimiz 6n ziyaretler ve mekan analizlerinde,

bu kentte daha 6nceden diizenlenmis baska uluslararasi
organizasyonlarda gorev alan deneyimli geng niifus
potansiyeli de dusiindiigiimizde Mardin’in bu hareketliligi
hem hak ettigini hem de ona hazir oldugu izlenimini
edinmistik. 2010°daki biyik sergiyi disleyedururken, ve
GAP Bagkani Sayin Sadrettin Karahocagil ve Sayin Vali
Hasan Durue’denr beklemedigimiz bir baska dneri geliverdi.
2009’da miimkiin olan en kisa siirede, bienal 6ncesinde bir
baska etkinlikle dikkatleri bu sefer cagdas sanat anlaminda
Mardin’e gekecek bir etkinlik diizenlememiz 6nerilmisti.

Bu talepten hareketle ekip olarak biz de bienalin provasi
niteliginde bir 6n acilis sergisi yapma karari aldik.

Kollari sivayip ne yapacagimiz Gzerine diisiindiiglimiizde,
bienale davet edecegimiz sanatgilar arasindan bir secki
olusturduk. 2009°daki ‘Davetinizi Aldim, Tesekkirler!” adli
sergi bu distinceyle ortaya gikmisti. Sergiye yurt disindan
davet edilen sanatgilardan bir kaci disinda timanin
sahsen gelmesi, buradaki atmosferi solumasi hem onlar
hem Mardin igin farkli bir renk yaratmisti. Bu bulusma ayni
zamanda sonraki adim olan bilyiik sergi icin sanatcilarda
bir organizasyona iliskin bir gliven duygusu da gelistirmisti.
So6z konusu 6n agilis sergisiyle hepimiz kendi adimiza bir
deneyim kazanmistik kazanmasina ama aslinda kent ve
mekan neresi olursa olsun bir bienal gerceklestirmek hig de
oyle zannedildigi kadar kolay degildi.

Sunu israrla vurgulamak gerekir ki, hem 6n sergi, hem de
Mardin bienali, katilimci sanatgilar, organizasyon komitesi,
GAP idaresi ve Mardin Valililigi’nin 6zverili cabalariyla, baska
hig bir 6zel kurulusun destegini almaksizin vuku buldu.

Prova sergisi ayni zamanda kentin cografi, kiltirel ve
toplumsal verileri tizerine de daha etraflica diistinmemize
olanak saglamistu. ilk sergideki organizasyon
muikemmeligine diyecek yoktu ama gelin goriin ki, kaygi
verici noktalar daha ziyade, hem mimari hem de fiziki agidan
bienal icin sececedimiz mekanlarin yarattigi sergileme
zorluklarinda diigiimleniyordu. Ote yandan Mardin’de
geleneklere siki sikiya bagli bir cevre ile cagdas-modern
girisimlere agik kanat arasinda belirgin olan gerilimdi.
Bienali Mardin halki beklenilen dlgude icsellestirebilecek
miydi acaba? Clinkd bienal icin sanatgi ve yapitlarin
belirlenmesi sireci, ilk sergiden gelen deneyimle ¢6zimi
belki de en kolay olanlar arasindaydi ama sergileme modeli
Mardin’e bekledigimiz diizeyde eklemlenebilecek miydi?

Ote yandan biennallerin giiniimiizde émiirlerini tiiketmekte
oldugu ve bunun yerini genis ¢apli uluslararasi sanat
fuarlarinin almakta oldugu gergeginin tartisildigi bir
dénemde, Mardin Bienali siireci islerken, istanbul’da bazi
cevrelere Mardin’de neden bir bienal yapildigi pek de anlamli
gelmiyordu. Bu bakis agisindan, 2010°da Sinop’ta lglinclst
gerceklestirilen Sinopale, ikincisi gerceklestirilen Canakkale
Bienali ve Antakya Bienalleri de nasibini aliyor ve girisimler
‘dzenti bir bienalcilik oyunu’ olarak algilaniyordu. Nispeten
bu yorumlarda, biennallerin daha ¢ok sehrin cagdas sanat
Gzerinden markalasmasina hizmet eden etkinlikler oldugu
kaygisi bulunsa da Mardin icin asil amag ‘dogrudan sanat’
idi. 2000’li yillarin basinda istanbul Bienali’nin estirdigi
riizgarin etkisiyle Ankara’da 1986/88/90/92 yillarinda dort
kez diizenlenen ama sonu getirilemeyen Uluslararasi Asya-
Avrupa Sanat Bienali’nin, sonraki yillarda daha farkli bir
agilimla yeniden ele alinmasi amaciyla Kultur Bakanlig'nin
girisimiyle uluslararasi bir bienal diizenlenmesine karar
verildiginde de, bazi danismanlar ‘bir tilkenin bir bienali
yeter, Tiirkiye’nin istanbul Bienali’ var gerekgesiyle danisma
ve organizasyon komitesinde yer almak istememisler ve
oneri geri tepmisti. Ne var ki Mardin gibi merkeziyetci
soylemden uzak biennaler birer alternatif bienal olarak farkli
bir bellek yaratiyorlar. Kurumsallasmis, uluslararasi alanda
dolasima girmis ve taninmis sanatgilar ile cok geng kusagi
yanyana gostererek gergekte bir 6zgliven ortami yaratmayi
hedefleyen Mardin Bienali’nin alternatifligi belki de béyle bir
zemine dayaniyor. Baska bir deyisle, sehrin markalasmasina
hizmet eden major bienallerdeki sanatgilar icin gercekte

bir kariyer yatinmi olan biyiik bienallerin tersine, Mardin
Bienali bir ‘deneyim paylasimi’ alani olarak kendini var
ediyor. Bu baglamda hatiri sayilir bagka bienal 6rnekleri de
mevcut: Ornegin 2008 yilinda iranli kiiratér-sanatgl Amirali
Ghasemi’nin ‘Kiskanglik:Birinci Gezici Tahran Bienali’ni
‘(Jealusy:1st Tehran Roaming Biennale) diizenlemesindeki
amag da, iran’da neredeyse sayis! yiiziin iizerinde olan ve
tamamiyla tutucu ve asiri gelenekgi bir yapida gerceklesen,
Glkenin toplumsal ve siyasal gerceklerine temas etmeyen
gostermelik bienal enflasyonundan siyrilabilecek, cagdas
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ve yenilikci yaklasimlarla daha bituncil bir yapi sergileyen
alternatif bir bienal modeli ortaya koymakti. 2001 yilinda
Uluslararasi Birinci Tiran Bienali de ‘Escape’ (Kagis) adiyla
diizenlendiginde de genel kordinatér Giancarlo Politi merkezi
otoriteye 6zgi bu retorikten kaygilanmis olmali ki, Tiran gibi
bir periferinin de periferisi olan bir kentte neden bir bienalin
diizenlenmesine iliskin soruyu tamamiyla ‘merkezden
olabildigince kagmak’ olarak yanitlamisti. Hatta bugiin
Budapeste’de Sturbucks, Uskiip’te Haagendaas varken,
harhangi bir Glkenin herhangi bir kentinde herhangi birisi
salt bir tartisma alani agmak ve bir yon degisimi yaratmak
amaciyla neden bir bienal yapmasindi?

Mardin Bienali bu gerceklerden hareketle, ‘neden Mardin’
yerine, ‘neden Mardin olmasin’ sorusundan beslendi. Bu
yoniyle de uluslararasi biiytk biitceli bienallere kiyasla
daha mitevazi noktalara dayanarak, sanatin sadece
ekonomik kaynaklara ve biiylik sermayeye degil 6ncelikle
fikirlere ihtiyag duymasi gerektiginden hareket ediyor. Tim
bu gercekler dogrultusunda aslinda soruna, bir tilkenin
bienal sayilarindaki fazlalik ya da eksikliklerinden ¢ok,
bienallerin diizenlendikleri cografi ve kulturel iklime
beklenen katkiyi saglayip saglamadiklari noktasindan
bakmak gerekiyor.

Son sdzde, bienal bittiginde, yapitlarini biyik bitgeli
uluslararasi organizasyonlarda gostermis ve gostermekte
olan uluslararasi sanatgilar, sergilemedeki kimi teknik
kusurlari bienalin yarattigi heyecandan dolay umursamamis
ve evlerine mutlu donmdis olsalar da, onlardan gelen
tesekklr mesajlarinin geneli, Mardin’deki misafirperverlik,
konaklama ve adirlamadaki profesyonellikten duyulan
memnuniyet, farkli sanatgilarla bir arada bulunmanin
yarattigi heyecan ve Mardin’in cok katmanli kilturel ve
cografi yapisinin biyiileyiciligi tzerinde duruyor. Tim bunlar
pek cogumuzu memnun eden sonuglar elbette ama Mardin
icin bundan bdyle tizerinde duracagimiz noktalar sunlar
olmal:

-Bienal sadece sanatgilar, organizasyon komitesi ve
resmi destekgiler arasinda olup biten bir ‘dar alan
paslasmasi’ndan kurtulup, Mardin’deki yerel halkin,
toplumsal, ekonomik ve Kiiltirel beklentilerine nasil
eklemlenecektir?

-Bienal 6ncesinde Mardin’de bir bienal gerceklestirilecedi,
bienalin kuramsal zemini ve gorsel sonuglarina iligkin 6n
bilgilendirmeler Mardin halkina nasil ve ne gibi yontemlerle
aktarilacak ve bu yolla olusmasi muhtemel dnyargilar nasil
kirilacaktir?

-Yerel halkin katilimini maksimum diizeye cekebilecek
girisimlerde bolgedeki sivil toplum kuruluslariyla ne tiir bir
ishirligi icinde gergeklestirilmelidir?

Herseye ragmen gerceklesen bu ilk adimin, edinilen
deneyimle sonraki adimlarda kamu ve sanat arasindaki
organik iliskiyi daha guicli noktalara cekeceginden emin
olmak gerekiyor, zira Mardin Bienali bu yoniiyle her daim
kendi alternatifligini korumaya hazir gériiniyor.

Ferhat Ozgiir
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Biennial in Mardin:
‘AbbaraKadabra’ Process

The starting point for the 1st International Mardin Biennial
is the meetings we -together with Done Otyam and

Gul Gemalmaz- held with GAP President Mr. Sadrettin
Karahocagil and Mardin Governor Mr. Hasan Duruer in

the early months of 2008. During our first meetings our
aim was to create an art activity that would highlight
Mardin’s topography, cultural and geographical multi
layers. We were aware of the burden and responsibility of
organizing a wide scale international modern art exhibit

in this poetic city of the Southeast situated on the Silk
Road, whose traditional economic structure are based on
agriculture, farming, livestock and trade and comes across
as a place where time has stopped with the architectural,
ethnographic, archaeological, historic and visual values
and which are covered with mosques, tombs, churches,
monasteries and similar religious structures that are also
historically important, in line with the various religious
beliefs. However, in our pre-visits and venue analysis,

and taking into account the experienced young population
potential of the city that had worked in other international
organizations that were held in the city, we were left with
the impression that Mardin both deserved and was ready for
this action. While we were dreaming of the big exhibition in
2010, an unexpected suggestion came from the President
of GAP, Mr. Sadrettin Karahocagil and Governor Mr. Hasan
Duruer. Their suggestion was that we would organize an
event in 2009 that would draw to the attention to Mardin
in terms of modern art, before the biennial, and as soon as
possible. Acting on this request our team decided to have a
pre-opening exhibition that would also be the rehearsal for
the biennial.

As we got down to business thinking what to do, we came
up with a group of names we were going to invite to the
biennial. This is how the 2009 exhibition, ‘I Received Your
Invitation, Thank You!’ came to be. With most of the invited
foreign artists personally attending the exhibition and
breathing the atmosphere here created an ambiance both
for them and for Mardin. This meeting also left a feeling of
trust with the artists for the organization for which the next
step was the big exhibition. Although all of us had gained
individual experiences with the pre-exhibition yet organizing
a biennial no matter where the city or the venue, was no
easy task.

This must be emphasized, both the exhibition and the
Mardin biennial happened with the devoted efforts of
the participating artists, organization committee, GAP

Administration and the Governorship of Mardin, without
the support of any other private establishment. The
rehearsal exhibition had also enabled us to think in detail
on the geographical, cultural and sociological data of the
city. Although the organization was perfect in the first
exhibition, the worrying issues were all coming down to
the architectural and physical difficulty of exhibition in the
venues we would choose for the biennial. Also there was
an obvious tension in Mardin between the conservatively
traditional group of people and the ones that were open
to modern-contemporary attempts. Would the people of
Mardin be able to internalize the biennial to the extent
that was expected? “For although the determination of
the artists and art works for the biennial would be easy
to handle thanks to the experiences of the first exhibition,
the question was whether the exhibition model could be
incorporated to Mardin.”

On the other hand, at a period when the discussion was
that biennials were about to expire and replaced by
international art fairs, a certain group of people in Istanbul
did not understand why a biennial was being organized

in Mardin. From this point of view, Sinopale, which was
organized for the third time in Sinop in 2010, the second
Canakkale Biennial and Antakya biennials all had their share
and the attempts were being perceived as ‘a pretentious
biennial game’. Comparatively while the worry in these
interpretations was that biennials were events that rather
served a city becoming a brand through modern art, for
Mardin the real aim was ‘art directly’.

When an international biennial was decided on with the
initiative of the Ministry of Culture, trying to re-format

the International Asia-Europe Art Biennial organized in
Ankara four times in 1986, 1988, 1990 and 1992 and with
the influence of the Istanbul Biennial in the 2000’s some
advisors refused to join the consulting and organizing
committee saying that “One biennial is enough for a country,
Turkey has the Istanbul Biennial” and so the suggestion
had failed. However, biennials that are far from the central
discourse create a different memory as alternative biennials.
Perhaps the alternativeness of the Mardin biennial, aiming
to create a real self confidence medium by showing the
artists that are already internationally in circulation

and well known and the very young generation next to
one another lies on such a foundation. In other words,

as opposed to the great biennials that are actual career
investments for the artists in these biennials, which help
a city become a brand, MArdin biennial creates itself as an
“experience sharing” area. There are other major biennial
examples to this extent: For example the purpose for

the Iranian curator/artist Amirali Ghasemi in organizing
“Jealusy:1st Tehran Roaming Biennale” was to display an
alternative biennial model that exhibits a more integrated

Mardin Bienali . Mardin Biennial



structure with modern and innovative approaches, which
may be stripped from the showpiece biennial inflation that
fails to touch the social and political realities of the country,
organized in a completely conservative and extremely
traditional structure and which is almost over a hundred

in number in Iran. When the First International Tirana
Biennial was organized in 2001 titled ‘Escape’, the general
coordinator Giancarlo Politi must have had anxieties about
this rhetoric specific to central authority, for he had replied
to a question related to why organize a biennial in a city
like Tirana, which could be regarded as the periphery of
the periphery “running away from the center as far away
as possible”. In fact, if there was Starbucks in Budapest,
Haagen-Dazs in Skopje, why would not anyone, in any city
of any country organize a biennial solely to create an area
for discussion and for creating a change in direction?

Considering this fact, the Mardin biennial is fed from the
question “Why should it not be Mardin?” instead of “Why
Mardin?” From this aspect it also stands on more modest
points as opposed to international biennials with huge
budgets, and acts on the idea that art should not only need
economic resources and huge capital, but should primarily
need ideas. Indeed the issue perhaps might be addressed
from the point of whether or not biennials add the expected
contribution to the geography and cultural climate they are
organized in, rather than the excessiveness or defectiveness
of the numbers of biennials in a country.

On a final note, once the biennial was over, the international
artists displaying their works in huge budgeted international
organizations had ignored some technical errors in
displaying their works thanks to the excitement created

by the biennial and returned to their homes happy; and

the general tone of the thank you messages received from
them emphasize the pleasure they had from hospitality,
professional accommodation services in Mardin the
excitement of being together with various artists and the
magic of Mardin’s multi-layered cultural and geographical
structure. All of these are consequences that made most

of us happy of course, yet these must be the points to
emphasize for Mardin from now on:

- How will the biennial avoid being a three-way issue
between the artists, organization committee and official
sponsors and rather be articulated into the social, economic
and cultural expectations of the locals of Mardin?

- How will the pre notifications that a biennial will be
organized in Mardin, the conceptual basis and virtual
results of the biennial going to be forwarded to the people
of Mardin and what methods will be used, and how will the
potential prejudices that may occur be overcome?

-What kind of collaboration must be obtained with the
non-governmental organizations in the region for the
attempts that may increase the participation of the locals
to a maximum?

One must be confident that this first step, realized despite
everything, will carry the organic relationship between the
public and the private with the experiences obtained to
stronger levels, for the Mardin Biennial seems to be always
ready to protect her alternativeness.

Ferhat Ozgiir
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Mardinians demanded this biennial!

Aysegiil S6nmez



Mardinliler bu bienali
talep ettiler!

“Ideal bir bienal 6ziinde politik ve ruhani bir seydir. Bugiinii
tefekkirle izlerken onu degistirmektir arzusu.”

Rosa Martinez’

“....0nce kamusal ve 6zel arasindaki sinir saptandiktan
sonra, bu ayrimin icinde olmamiz gerektigini, ayrim dogru
yapilirsa bundan siyaset acisindan neler cikarilabilecegini
sormamak gerekiyor. Bunun yerine énce bu s6ziim ona
ayrimin ne ise yaradigini, yani boyle bir ayrim yapmaya
nigin gerek duydugumuzu sormakla ise baslamaliyiz.

Bu soruyu yanitlamak, bizde insan davranislarina,
muhtemelen de insanlarin siyasi davranislarina dair bazi
nispeten somut durumlari ¢agristiracaktir ve bu ayrim
ancak kamusal ve 6zel meselesini siyasi eylemin dncel
potansiyel baglamiyla iliskilendirme baglaminda anlamli
olacaktir. Dolayisiyla “Buna nigin midahale etmemeliyiz?”
sorusunu “Clnk bu 6zel” diye yanitlamak ve boylece
tartismanin agikca noktalandigini diisiinmek yanlistir.
Bdyle bir yanitin, kendi icinde yaptigi tek sey, midahale
etmememiz gerektigini ¢linkli bunun miidahale etmememiz
gereken tirden bir sey oldugunu diistindiglimiizi gereksiz
yere tekrarlamaktir. Konunun 6zel oldugunu séylemekle
sadece tartismanin alanini nicin miidahale etmememiz
gerektigini distindiigiimiiz sorusuna kaydiriyoruz ve buna
gosterecedimiz nedenler oldukca cesitli olacaktir; Modern
toplumlarda, bu 6zel iddiasinin pesin degeri genelde,
Dewey’in acikladiginin aynisidir: “Biz bu faaliyet alaninin,
bizim ona miidahale etmekten veya onu diizenlemekten
kaginmamizi gerektirecek kadar senin ilgi ve 6nem alanina
girdigini ve baskalar Uzerindeki etkilerinin yeterince az
oldugunu dusiiniiyoruz.” Tabii ki bunun akla getirdigi soru:
Yeterlik'in kimin yargisina gore belirlenecegidir.”

Raymond Geuss’

I. Mardin cagdas sanat bienali basligini, sihirli bir

cagridan aldi. Abracadabra, sihrin yolunda gitmesi igin
kullanilan kelime bienal icin kiiclik bir degisiklige ugrad:
Abbaracadabra oldu. Abbara, mardin’de hem ev hem de
sokaga gecit veren binlerce yillik mimari yapilara verilen
ad. Abbara’lar, modern hayat yokken modern hayata dair
sozl ve onerisi olan yapilarin ta kendileri... Abbara, 6zel ve
kamusal alanin nasil kesisebildigine ve bir uzlasma iginde
varolabilecegini gésteriyor ¢lnk...

! Sanat A.S. cagdas sanat ve bienaller, Julian Stallabrass, iletisim Yaywnlary, s.41.

2 Kamusal seyler 6zel seyler, Raymond Geuss, Yapt Kredi Yaywnlari, s.103

Her bir abbara bu yiizden 6nemli bir sosyolojik, mimari ve
felsefi 6neriyi iceriyor. Dolayisiyla projenin agilis cimlesi
abbara’nin kendisi, kamusal ve 6zel arasindaki diyalektige
vurgu yaparak bugiinii daha iyi anlamamizi sagliyor. Bienal
abbaracadabra diyerek mardin kentine 6zgii yerel elemanlari
blinyesine cagiriyor.

Hig kuskusuz mardin, 6nemli bir kent. Glineydogu’nun

en 6nemli kentlerinden bir tanesi. Burasi turizmin kenti
evet ama ayni zamanda farkli medeniyetlerin, farkli
dinlerin bulustugu, siyasi agidan tiirkiye’ye 6rnek bir kent.
Kiresellesmeyle birlikte biitiin kentler birbirine benziyor
ama mardin hala kendine mahsus olmay siirdiriyor ve
degisiyor.

Bugiin kamusal ve 6zel arasindaki bir gerilimden s6z
ediyoruz. Buna taniklik ediyoruz. Kamusalin 6zele miidahale
ettigini ya da 6zelin kamusal Uizerinde hak ettigini
goruyoruz. Bu durumun cogu zaman parcaslyiz. Abbara

ise oyle degil. Abbara, bu ikilinin arasindaki bir hukuga,

bir uzlasmaya hatta bir dayanismaya isaret ediyor. Ne
kamusalin 6zele ne de 6zelin kamusala bugiin miidahale
ettigi gibi miidahale ediyor ne de biri tizerinde hak iddia
ediyor. Abbara, ikisinin de birlikte bir yasam alani kurdugu
ortak bir bolge. Hatta bir formu ve bu formun bize, bu caga
soyleyecek hatta 6gretecek gok sozli var.

1. Mardin bienali, tarihi kent mardin’e bir seyler 6gretme
endisesi tasimiyor 6te yandan... Bir bienal kente ne
katar diye soruluyor? Bir bienal bir kente ne katmali?
Hep tartisiyoruz. Bence her bienal kendi kosullari kendi
6zgulltg icinde degerlendirilmeli.

Bu bienalin kent mardin’e ne katacagi ne katabilecegine
gelince...

Bunu bir liste halinde siralamak son derece yanlis olur. Bu
ayni zamanda tek tarafli bir iliski demektir ki bienalin en
biylk 6zelligi karsilikli Kiltirel diyaloglar, kdpriiler kurma
istedidir. Ama birtakim tahminler yuriitmek mumkin.
Sanirim bu bienal, mardin’in sadece seyredilen, ziyaret
edilen, glizel ve egzotik ve turistik bir kent olmadigini fark
etmesini hizlandiracak...

Mardin’in kendini gerceklestirmesinde, kendini simdide, su
anda, bugiinde etkin kilmasinda ona bir firsat sunuyor.

Sanatgilara, katilimcilara, kiiratdr Done Otyam’a ve bana
ise cagdas sanat araciligiyla giniin ve ge¢misin mardin’ine
iliskin giindelik hayat pratikleri ve kavramlari sorgulama
firsati taniyor ve coktan tanidi bile...
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Mardin gibi onlarca uygarligin, farkli kiiltirel gruplarin besigi
olmus aslinda kendisiyle birlikte gegmisten getirdigi onca
imgeye ev sahipligi yapan kentin modernlesme siirecindeki
karmasik dinamizmlerinin izlerini mardinlilerle birlikte siirme
dilegiydi dilegimiz...

Tarihe karsi ve tarihle birlikte bir simdi yaratmanin
olasiliklarini gézden gegirmekti yine dilegimiz... Ote yandan
mardin’deki cogulcu inang tablosundan hareketle kutsal
hayat ve modern hayat iligkisi Uizerine tekrar disunebilir
miyiz?

Ornegin ingiltere’den sergiye katilan Richard Bartle’in
yuvarlak masasi bu ¢ogulcu inang sahnesi Uzerine bizi
gercekten oturup distinmeye sevk etti. Bartle, 13 farkli
inanisa ait sandalyeyle birlikte mardin’e geldi ve mardin’li
marangoz ustayla mardin’de buranin agacindan bir masa
Uretti.

Ote yandan Ankarali sanatci Erdal Duman, mardin’in ova
manzarasinin yarattigi ilizyondan hareketle bu ovanin
denize olan benzerligine génderme yapan ¢ubuklardan
olusan gegirgen bir mezopotamya sandali insa etti.

Ama belki de bienalin en gliclii islerinden biri Nezaket
Ekici'nin performansiydi.

Nezaket Ekici, Mardin’de fountain - cesme’siyle ve bu kez
tek basina degil, Mardin’de 6gretmenlik yapan amator
performanscilarla ¢ikti karsimiza. Medrese’nin sepya rengi
duvarlarinin kusattigi avluda, kovalara degil, medresenin bir
zamanlar gokyiiziindeki yildizlarin yansimasiyla tzerinde
astronomi calisilan havuzuna akitti ya da bosaltti sularini
seffaf torbalardan olusan elbisesinden siktig...

Nezaket ekici, cesme’yi ilk kez berlin’de gerceklestirmisti.
Elbisesinde yer alan su keseciklerindeki suyu, farkli
pozisyonlar alarak kovaya bosalttiginda sanat tarihinin
erkek himayesindeki cesme olma gdrevini kadin bedenine
yUklemisti. EKici bu performansi Mardin Bienali icin
tekrarlayinca performans yeni anlamlar kazandi, yeni
anlamlara gebe oldu. izleyicinin tepkisinin bunda biiyik
rolli vardi. Ve sonra medyanin... vali ya da belediye
yetkilileri gibi kentin yerli siyasileri, performansi bastan
sona tepki vermeden, normal bir sekilde izleseler de, yerel
gazeteler ylzlerindeki belki biraz saskin ifadeyi kaydedip
sansasyonel bir baslikla duyurmakta gecikmeyecekti.
Ardindan medreseye boyle bir performansi yakistirmayanlar,
giincel sanatin dini degerleri asagiladigini yazacakti. Aylar
sonra Cemil ipekci defilesinde yine performans giindeme
getirilecekti.

Belki de bir bienal kente ne katar sorusunun yaniti bu
performans 6ncesi, sirasi ve sonrasinda yasananlarda
sakliydi.

Siyasi ve toplumsal parametreler degistikce performansin
mahiyeti degistigi gibi kent tepki verdikce ya da kentin
halkina tepki yakistirldik¢a kent de dénlistiyordu. O halde
ekici ve partnerleri, cesme’den her su fiskirttiginda tam
olarak neyi dokiiyorlardi medresenin havuzuna? izleyicinin
geleneksel olarak erkek olan somdirgelestirici bakisini

mi? Bu bakisi ele gecirmek o kadar kolay miydi? Ya da

bu bakisin kolay kolay ele gectigi cografyalar mi vardi
ucakla merkezden bir saat 40 dakika uzaklikta? Kadin
bedeninden beklenen konvansiyonel jestlerle, erkege ait
oldugu konusunda stiphe gétiirmeyen fiskirtma eylemini
yan yana getiren performans, kiskirtmak istiyordu evet.
Ama kiskirtmak kolay miydi fena halde zevk almaya alismis
/ alistinlmis bu bakisi? Ekici, bu performansi istanbul’da
yapsa ne fark ederdi? Performans bu kadar tartisilmaz.
Gazetelere tasinmaz. Her gun billboardlarinda ve kentin
vapurlara bile kondurulan ekranlarinda her tirli manipulatif
beden imgesine aligkin istanbul’da o bakis bir tiirlii ele
gelmezdi. Ama mardin gibi billboardlari az, kendine, tarihine
kapanmis, “guizel” bir kentte bu bakisi kiskirtmaktan ziyade
harekete gegirmek daha imkanliydi.

Ekici icin sadece feminist bir baskaldiriyla agiklanamayacak
kadar yikli, cok katmanli cesme. Biitlin performanslari
gibi... Ekici, hicbirini etiketleyip dondurmak istemiyor. Lakin
etiketleyip dondurulacak isler de yapmiyor. O ne derse
desin feminist sanat pratidi icinde tanimlanabilecek ve
tanimlanmasi gereken isler Uretiyor ekici. Yer aldiklari kent
ve onun Kiiltiirel iceriginde kendi bedeniyle 6zgil bir yer
aciyor hem kendine hem izleyiciye... Beden ve benlik... ikisi
de kiilturel temsillerin disinda varolabilir mi? Hayir, olamaz.
Ve bu Kiilturel temsiller mesafelerle degisir. Mardin’de
degistigi gibi ve degisecedi gibi... EKici’nin bienalde yaptig
performansi bunu bir kez daha gdsteriyor, savunuyordu
hepimize ve bir yandan da baska dnemli bir misyonu
gerceklestiriyordu: Bati cagdas sanatinin naftalinleyip
tepeye Kaldirdigi beden sanati pratiklerini farkli bir kentte
glindeme getiriyordu.

Nezaket Ekici’nin tam da bati’nin fazla asina oldugu icin
bedenden yiiz cevirirken, biz onu kapayarak, agarak ne
sakladigiyla ilgilendigimiz bir zamanda bunu yapmasi
énemli.

Bedenden yiiz cevirmek degil kendimize donmek durumunda
oldugumuzu hatirlatiyor clinkd. Aslinda tiim bienal
sanatgilari, burada Urettikleri ya da buraya getirdikleri isleri
araciligiyla mardin kentinin kendisini, tarihiyle ve simdisiyle
birer mekan gibi dustinerek bu imge ve gercek mekanlar
icinde / Uzerinde ya da arasinda olanlara yeniden bakmayi
denediler. Bu bakis, kamusal ve 6zel, kisisel ve toplumsal,
gecmis ve gelecek, beden ve benlik gibi kavramlari gézden
gecirmeyi gerektirirken mardin kentini farkli dlgek ve
baglamlarda yine imgeler araciligiyla kurgulamaya olanak
taniyordu.
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Son olarak neden bir bienal de bir sergi degil diye sorulacak
olursa...

Mardin Bienaline hazirlanirken Anadolu’nun pek cok
kentinde bienal yapilacagina dair haberler geldi. Modaya mi
uyuldu? Bence bir moda baslatmis da olunabilinir. Modaya
uymus da... Ama modaya uymak degil de kurbani olmamak
lazim.

Sunu da vurgulamaliyim. Birinci Mardin Bienalinin arkasinda
onu tiim gliclyle vizyonerligi ve simdiye ve gelecege olan
inanciyla destekleyen GAP idaresi Baskanligi var. Mardin
Valiligi var. Ama en 6nemlisi Mardinliler var. Aslinda bu
bienal, bat’dan buraya bir bienal getirme sevdasi tasiyan
bizlerin degil, boylesine bir cagdas sanatla giiniin resmini
cekmek icin aceleci enerjik ve entelektiiel mardinlilerin
Uriind. Onlar bir bienal talep ettiler. Onlar bienallerini
istediler ve realize ettiler. Ben ve kiirator Done Otyam,
onlarin bu istegini GAP idaresi Baskanligi ve Mardin
Valiligiyle birlikte gerceklestirmelerinde sadece araci olduk.

Ornegin mardinli sanatci Mehmet Ceper, Hakan Irmak, Canan
Budak ve Nurullah Gurhan’i 6zellikle anmak istiyorum.

Bu kenti gercekten dislerine dogru cekenler mardinlilerden
baskasi degil.

Bir bienal bir kente ne katar sorusuna bundan daha iyi iki
somut yanit diisinemiyorum ve bienalin tiim katilimcilar
ve ekibi adina kiiratér Done Otyam’a paha bigilmez emekleri
adina, mardin valisine ve gap bdlge kalkinma idaresi
baskanligina 6zgurlikei desteklerinden dolay tesekkir
edelim diyorum.

Aysegiil Sonmez
Bagimsiz Sanat Elestirmeni
1.Mardin Bienal Danismani
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Mardinians demanded
this biennial!

“A biennial should be a profoundly political and spiritual
event. It contemplates the present with a desire to
transform it.”

Rosa Martinez’

...Then, having discovered where the line falls between
public and private, going on to ask what we can do with that
distinction, what attitude we should adopt toward it, what
implications making the distinction correctly might have
for politics. Rather, first we must ask what this purported
distinction is for, that is, why we want to make it at all. To
answer this question will bring us back to some relatively
concrete context of human action, probably human political
action, and it is only in the context of connecting the issue
of the public and private to that antecedent potential
context of political action that the distinction will make
any sense. It is thus a mistake to answer the question,
“Why shouldn’t we interfere with that?” With “Because

it is private,” and think that this is the obvious end of the
discussion. In itself, it merely and tautologically says that
we should not interfere because that is the kind of thing we
think we ought not to interfere with. By saying it is private,
we just shift the locus of the argument to the question of
why we think we ought not to interfere, and the reasons
we give for this will be highly diverse; That is, in modern
societies the cash value of the claim “this is private” is
usually that noted by Dewey: “We think this sphere of
activity is of sufficient interest and importance to you, and
its effects on others are of sufficiently little importance,

for us to think we ought to refrain in interfering in it or
regulating it.” the question this raises is, of course, “of
sufficient importance” in whose judgment:

Raymond Geuss®

First mardin modern art biennial received its title from

a magical call. The word abracadabra, the word used to
make magic work, went through a minor transformation
and became: Abbaracadabra. Abbara is the name of the
thousands of year old architectural structures in mardin
that give way both to the house and to the street. Abbara’s
are the structures that had something to say about modern
life, long before modern life...for, the abbara shows you
how the private and public area can intersect and exist in

! Sanat A.S. Cagdas Sanat ve Bienaller, Julian Stallabrass, fletisim Publications, p.41.
2 Public Goods, Private Goods, Raymond Geuss, Yapt Kredi Publications, p.103

agreement...each abbara contains an important sociological,
architectural and philosophical suggestion. Therefore, the
opening sentence of the project itself abbara enables us to
understand today better with an emphasis on the public and
private dialectic. The biennial calls mardin’s unique local
elements to itself by saying abbaracadabra.

No doubt, mardin is an important city. It is one of the

major cities of the southeast. Yes, this is a tourism city

but at the same time, it is a city that sets an example to
turkey, politically, where different civilizations and different
religions meet. Every city looks like the other with globalism
but mardin still continues to be unique and continues to
change.

Today we talk about tension between the public and private
area. We are bearing witness to this through seeing that
the public interferes with the private or the private claims
rights on the public. We are usually a part of this happening.
Abbara is not like that at all. Abbara points to a friendship,
a negotiation between these two, even to a solidarity. It
does not interfere with the public as it does to private or the
private with public, like today, it also does not claim a right
on either. Abbara is a common area where the two have
created a living space together. In fact, it is a form, and this
form can say and teach a lot to us, in his age.

On the other hand, the first mardin biennial is not concerned
about teaching anything to mardin...the question is what
does a biennial add to a city? What should a biennial add

to a city? We always discuss these issues. | think each
biennial must be evaluated within its own conditions, its
own specifity...as to what this biennial may add to the city
of mardin ...

It would be quite wrong to make a list of these. This means
at the same time a unilateral relationship, but the biennials
greatest quality is its desire to establish mutual cultural
dialogues and bridges.

However, it is possible to have some forecasts.

| suppose this biennial will quicken the awareness that
mardin is not just a city watched, visited with its beautiful
and exotic tourist attractions...

The biennial gives mardin an opportunity to realize herself,
her dynamism in herself, in the now, in the present moment,
in today.

Moreover, to the artists, participants, curator done otyam
and myself the opportunity to question daily life practices
and concepts related to the mardin of today and the

past via modern art. In fact it has already given us that
opportunity...

Our wish and desire was to follow the tracks of complex
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dynamism of a city in the modernizing phase, a city like
mardin, which has been a cradle to tens of civilizations,
different cultural groups...

Again, our wish was to revise the possibilities of creating a
‘now’ together, against history and together with history...
on the other hand acting on the multi belief table, can we
again think about the relationship of sacred life and modern
life?

For example, richard bartle, who participated in the
exhibition from england, had a round table, which seriously
led us to sit and think over this multi belief scene. Bartle
came to mardin with 13 different chairs from different beliefs
and built a table in mardin with a carpenter from mardin
from a local tree.

On the other hand, an artist from ankara, erdal duman,
built a permeable mesopotamian boat consisting of sticks
making a reference to plane’s similarity to the sea, which is
an illusion mardin planes play on the mind.

Yet perhaps one of the most significant pieces of work in the
biennial Nezaket Ekici’s performance.

Nezaket Ekici, took the stage in mardin with fountain-
cesme and this time not alone but with amateur performers
working as teachers in mardin. In the atrium surrounded

by the sepia colored walls of the madrasah, she poured or
emptied the water she squeezed out of the transparent
dress, into the pool once upon a time used for astronomical
studies with the reflection of the stars in the sky, and not
into buckets...

Nezaket Ekici had performed ‘fountain’ for the first time in
berlin. When she emptied the water in the water sachets
on her dress into a bucket by assuming different poses,

she had given the female body the task of being a fountain,
which is under male dominance in art history. When ekici
repeated this performance for the mardin biennial, it gained
new meaning, led to new meanings. The reaction of the
audience had a lot to do with this. And then the media’s...
although the local politicians of the city like the governor
and municipality officials watched the performance from
beginning to end without any reaction, in a normal manner,
the local newspapers would not be delayed in recording the
slightly confused look on their faces and announced it with
a sensational title. After that, those who did not approve
of such a performance in the madrasah would write that
modern art insults religious beliefs. Months later, during
Cemil ipekci’s fashion show, the performance would again
be on the agenda.

May be the reply to the question, ‘what does a biennial

add to a city?’ Was hidden in what happened before, during
and after this performance. As the political and social
parameters changed, the character of the performance
changed, and the city also transformed with the reaction
of the city or when a reaction was deemed suitable for

the people of the city. So, what exactly did ekici and

her partners pour into the madrasah’s pool every time

they squirted water from the fountain? The audience’s
traditionally male colonizing outlook? Was it that easy

to take over this outlook? Alternatively, were there
geographies this outlook was easily taken over an hour
and 40 minutes by plane away from the center? Yes, the
performance wanted to provoke by bringing together the
conventional gestures expected from the female body with
the squirting action that no doubt belongs to the male.
Nevertheless, was it easy to provoke this outlook, which
was extremely used to / made used to taking pleasure?
What would be the difference if ekici had this performance
in istanbul? The performance would not be discussed this
much. Would not be written about in the papers. That
outlook would never been captured In istanbul, a place used
to all kinds of manipulative body images on her billboards
everyday and on her screens put on even In her ferries.

But in a “beautiful” city like mardin, with less billboards, a
recluse to herself, a recluse to her history, it was more likely
to get this outlook to move, rather than provoke.

For Ekici, the fountain is full, multi layered which cannot
be just explained by a feminist rebellion. Like all her
performances...ekici does not want label and freeze any of
her works. On the other hand, she does not produce works
that can be labeled and frozen. No matter what she says,
ekici creates works that can be defined and that must be
defined in the feminist art practice. She opens up a specific
space for both herself and for the audience with her body
in the city they exist and within the cultural context of
that...body and self...could both exist outside their cultural
representations? No, they cannot. And these cultural
representations can change with distances too. Like it
changed in mardin and like it will change in mardin...ekici’s
performance in the biennial was proving this to all once
more, defending it. And, on the other hand she was realizing
another major mission: She was displaying body art
practices packed and stored away by the western modern
art to the agenda in a different city.

It is important that nezahat ekici did this at a time the west
turned its back to the ‘body’ for purposes of it being too
familiar, while we are interested in what it hides by covering
it, by opening it. For, she reminds us that we have to turn to
ourselves rather than turning our backs on the body.

Indeed, all the artists of the biennial thought of mardin city
herself with her history and her now as a space through the
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works they have produced here or brought here, and they
all tried to look at what is happening inside / between this
image and real places. While this look required revising
public and private, personal and social, past and present,
body and self concepts, it enabled mardin city to be
constructed again through different scales and contexts.

Lastly, if the question of why a biennial and not an
exhibition was to be raised...

While preparing for the mardin biennial news came that
many biennials were going to take place in anatolian cities.
Was it fashionable? | think perhaps a fashion was started,
or it was going with the fashion...yet one should not be a
victim of fashion.

I must also point this out, behind the mardin biennial there
is the presidency of gap administration that supported it
with all of its power and belief, for the present and the
future. There is the governorship of mardin. However, most
importantly there are mardinians. In fact this biennial is
the product of hasty, energetic and intellectual mardinians
taking the photo of the day with such a modern art, rather
than us with a desire to bring a biennial here from the west.
They demanded a biennial. They wanted their biennial

and they realized it. Myself and curator done otyam were
just the agents in realizing their desire together with the
presidency of the gap administration and the governorship
on mardin.

| especially would like to mention mardin artists Mehmet
Ceper, Hakan Irmak, Canan Budak and Nurullah Giirhan.

It is no one other than the mardinians that pulled this city
from reality to their dreams.

| cannot think of two more substantial replies to the
question ‘What does a biennial add to a city?’.

And i say let us say thank you to curator done otyam for
her priceless efforts, to the governor of mardin and the
presidency of gap region development administration for
therr liberal support on behalf of all the participants and the
team of the biennial.

Aysegiil S6nmez
Independent Art Critic
1.Mardin Biennial Advisor
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Mardin To Say Abracadabra?

Esra Alicavusoglu



Mardin Abracadabra
Diyebilecek mi?

istanbul Bienali 1987'de ilk kez gerceklestirildiginde, ilk iki
etkinligin tst basligi Geleneksel Yapilarda Cagdas Sanat
olarak belirlenmisti. Tarihsel ge¢gmisinden soyutlamanin
miimkin olmadidi bu kent icin geleneksel ve cagdasin yan
yana kullanilmasi belki de bir zorunluluktu. Geleneksel
yapilar ve tarihi mekanlar hem sergi alani olarak kullaniliyor,
hem bu islevinin disinda kimi davetli sanatgilarin yapitlarina
ilham kaynagi oluyor, hem de uluslararasi izleyici agisindan
ilgi cekici bir nitelige biriiniyordu. Ama asil énemlisi,
gelenek ve tarihin istanbul denildiginde ilk akla gelen
kavramlar olmasi ve ¢agdasin bu iki kavrama yaslanarak
yeni bir durum iretmesine aracilik etmesiydi. Istanbul’'un
tarihsel dokusu, ge¢misi ve katmanlar “cagdas”in altina
serilen bir hali islevi goriiyordu. “Uzun zamandir sadece
sanat etkinlikleri olarak degil, kiiresellesmenin ve ekonomik
canlanmanin motorlarindan biri olarak gdriilen bienaller

» 56z konusu oldugunda istanbul cifte sansa sahipti. Bir
anlamda hem tarihi vardi, hem de cagdas bir sergisi...
Bienal, kente canlanma getirirken, kentin tarihsel alt
yapisini en énemli itici giig olarak belirliyordu. Ozellikle
yabanci kiiratorlerin biiylk bir kismi, istanbul’un artik bir
kliseler bagkentine doniismesine neden olan sifatlarindan
kendini soyutlayamiyordu. Sonraki yillarda, 6zellikle
2000’lere degin Bienal, Antrepo gibi n6tr mekanlarin yani
sira bu sifatlara kaynaklik eden tarihi yapilari, dolayisiyla
kentin tarihini kullanmaya devam etti. Bienal, riistiini ispat
edip, artik istanbul’un Kiiltiirel gegmisinden bagimsizlasip
kendi tarihini Gretmeye basladigi an bu mekanlari
kullanmamaya basladi. Hatta 9.’cu bienalde kavramsal
cerceve Istanbul olarak belirlendi; kentle 6zellikle de
bugiiniin yasayan ve Kaotik kentiyle yiizlesildi; istanbul
sadece bir kent baglaminda ele alindi; biraz da o giine dek
yaslanilan kultdrel tarih sifirlandi, bir nevi disiplin degisikligi
oldu, Kent arkeolojisinden saha arastirmasina gegildi.

istanbul Bienali’nin 23 yillik gegmisine baktigimizda ortaya
¢ikan bu durumun, baslibasina bir organizma olma yolunda
giden bir etkinligin saglikli gelisimi olarak yorumlayabiliriz.
Tarihten beslenen degil, yakin tarihi besleyen bir 6zellige
dogru evrilme bunun gostergesi olsa gerek.

Basa donersek, 1980’lerin sonunda istanbul’da uluslararasi
bir cagdas sanat sergisinin diizenlenmesi pek ok

agidan 6nemliydi kuskusuz. Bu tirden biyiik bir serginin
istanbul’da gerceklestirilmesi ise giiniin kosullari geregi bir
zorunluluktu. istanbul, bugiin oldugu gibi bienalin yapiimaya
baslandigi 1980’lerde ve elbette dncesinde sanatin odak
noktasindaydi.

Kiiresellesme siirecinde istanbul’un bu merkezi konumu
Turkiye'nin diinya sahnesine ¢ikisiyla tanimlanan siirecin
vitrini ve kapisi olarak tanimlanmasiyla birlikte percinlendi.
Bu acidan baktigimizda Bienal, istanbul’un diinya sahnesine
cikisinin yani sira, belki de daha dnemlisi, diinya sanat
ortaminin istanbul’a sanat araciliiyla bakmasina neden
olan ana lokomotiflerden biri oldu.

Evet, istanbul Bienali sanat ortami ve pratikleri agisindan
degerlendirilmesi gereken onlarca konu basligindan sadece
birini bu vitrin olma dzelligine borgluydu. Oncesinde, 1986’da
ve 1989°da gerceklestirilen Uluslararasi Asya-Avrupa Sanat
Bienali bu baglamda 6nemli bir baslangi¢ olmus, ancak
Ankara’da diizenlenen ve bienal niteliginde devam etmesi
planlanan bu etkinlik ne yazik ki sirdiriilememisti. Bu
pekala, henliz merkez disina gitmenin vaktinin gelmemesi
olarak okunabilir.

Sanatin merkezde konumlanma durumu, merkezin sanatin
olusum sdirecini oldugu kadar sergilenme stirecini de
belirliyor olmasi, sanatin merkezden cevreye kaymasi
gerektigi giinimiizde sanatg ve teorisyenlerin Uzerinde
tartistigi konularin basinda geliyor. istanbul Bienali
diizenlenmeye baslandig ilk yillarda ulusal alanda merkezdi
belki ama uluslararasi “sanat merkezinin” disindaydi ayni
zamanda. Bu baglamda, giinimiizdeki merkez, merkez

disi taniminin degistidi de bir gercek. Uluslararasi sanat
ortaminda sayilari yizleri asan merkez ve gevre bienalinin
olmasi bunun gostergesi. Peter Schjeldahl’in “festivalizm”
olarak tanimladigi bu siirec tiim diinyay saran bir nitelige
sahip. Hatta, her etkinligi baska bir Avrupa kentinde yapmak
Gzerine kurulu Manifesta gibi gesitlilige de...

Mardin Bienali ile ilgili bir yaziya istanbul Bienali ile giris
yapmak ikisi arasindaki bir takim benzerliklerden otard...
Ornegin, sergileme alanlarinin tarihsel cevre ve geleneksel
yapilarla sekilleniyor olmasi bunlardan biri, daha dogrusu
bienalin kentin Kiilttrel tarihine eklemlenme egilimi bu
gostergeler arasinda... Dideri ise Mardin’in merkez disi
olmasina karsin, istanbul gibi, Dogu’nun odaklarindan birini
temsil ediyor olmasi ve Kiiltiirel topografyanin gesitliligiyle
ilintili. Bunlar bicimsel bir takim benzerlikler gibi gorinebilir;
aslinda ¢ok da 6nemli olmayabilir. Ancak, nasil uluslararasi
sanat ortami 1990’lardan itibaren yiizini Bat’'nin disina
dondiyse ve “cevre bienaller” adi verilen bir olgu ortaya
ciktiysa; 2000’ lerden itibaren de ulusal sanat ortamimizda
istanbul odakli yapinin kirilmalar yasadigi rahatlikla
izlenebilir. Ankara, izmir, Diyarbakir ve Kars érneklerinde
oldugu gibi sanatin merkez disi tabir edilen ancak cevrenin
merkezi bu bélgelere dogru ilerlediginin altini gizmek
gerekiyor. Bu ilerleme heniiz kesin ve net tanimlamalar
yapmaya olanak vermiyor ancak, merkezin artik merkezin
disina ¢ikmasi gerekliliginin ayirdina vardigini gésteriyor.

Mardin Bienali . Mardin Biennial



Zaten uzun suredir merkezi, cevrede yasayan sanatgilar
beslemiyor mu? Aslinda gevre merkezin hep farkindaydi; -ya
da varolabilmek icin farkinda olmak zorundaydi- merkez ise
bu farkindaliga biraz ge¢ de olsa varmis goriiniyor.

Mardin de bu baglamda, yeniden kesfedilen, olaganustii
kilturel ve tarihsel gesitlilige sahip bir kent. Gelecegin
cekim merkezi olabilecek biyik bir potansiyele sahip.
Ancak atlanmamasi gereken ana noktalardan biri, bu
“cevre” etkinliklerin kimler tarafindan diizenlendigi ve sergi
mekani secer gibi bu kez “kenti” bir mekan olarak belirleme
anlayisi... Yoksa merkez disinda bu tiirden biiyik etkinlikler
diizenlemeye kim itiraz edebilir ki?

Bienaller, biiyik sergiler, tipki miizeler gibi, tim diinyada,
konumlandiklari kentleri doniistiirme ve degistirme
kabiliyetine sahip etkinlikler. Ancak bu donlisimii yaratacak
surekliligin olusturulmasi, kentin iginde yasayan bir
organizmaya donlsmesi, kentin aktorleriyle bitinlesmesi
son derece dnemli. Aslinda dzetle, bu giincel etkinliklerin
kentin sirtina yaslanip, ondan nasil yararlanacagindan
cok, kentliyi nasil etkileyecegi ve Mardin Bienali 6zelinde
Mardinli’nin yasamina nasil sizacag, nasil bir etkilesim
yaratacad tizerinde dustiniilmesi gereken ana konulardan
biri.

Bu serginin, merkezi otoritenin “sehre bir sergi
getirmesinden” dte bir gerceklik duygusu yaratmasi
gerekiyor. Mardin, hi¢ kusku yok ki, bu sergiyle daha ¢ok
taninacak, sadece ulusal degil uluslararasi alanda da
kesfedilecek. Bu bienale katilan sanatgilar kente hayran
kalacak, kent bienal stiresince canlanacak, kismen
ekonomik olarak kipirdanmalar yasanacak. Son aylarda
Mardin fetvasinin yeniden yorumlanmasi tartismalariyla
glindeme gelen kentin bu kez sanat araciligiyla konusulmasi
stiphesiz 6nemli. Kisa vadede, bir serginin bu tiirden bir
donlisiimii tetikleyecek olmasina kimsenin itiraz edecegi
distintilemez. Ancak, Mardin’i son yillarda karsimiza

¢ikan “dogal” dizi platosu gibi sadece bir sergi platosuna
indirgersek sanatin donustdriict gliclini atlamis oluruz ki,
bu da stiphesiz Mardin’e yapilacak en biyuk kétuliiklerden
biri olur. Sergi bittiginde, herkes evine dondiglinde
Mardinli’yi 6zellikle de Mardinli geng sanatgilari harekete
gecirme etkisi devam ediyorsa o etkinligin basarisi Gzerine
konusulabilir. Mardinlilere sahiplenme imkani verilirse,
surekliligi saglanirsa, Mardinli sanatgilari yaratmaya
gudilerse, ilistirilmis bir etkinlik degil, yerlesik bir gorsel
kultur olusmasina katki saglarsa sergi amacina ulasabilir.
Yoksa, kiiresellesmenin carklarina takili kalmis bir sergi
parcasindan Gteye gidemez. Tek atimlik giizel bir ani olarak
hafizalara kazinir; bir siirin “sehre bir film gelir” misrasina
asili kalir. Bunun basarili 6rneklerini Anadolu’nun bazi
yerlerinde gormek miimkiin. Birkag maceraperest tarafindan
hayata gegirilen Afyon Caz Festivali ve Afyon Klasik Miizik
Festivalleri sadece Bakanligin degil, yerel sponsorlarin

da destekledigi kurumsallasan etkinlikler 6rnegin. Bunlar,
yalnizca konserlerle gegistirilmeyen okul soylesileriyle,
sergilerle zenginlesen, tam 10 yildir gerceklestirildigi sehre
anlam katan organizasyonlar. Glinimiiz sanat ortami ise
hentiz boylesi bir stireklilige sahip olamadi. Zaman zaman
Sinop’ta, Kars’ta karsimiza ¢ikan iyi niyetli girisimler,

ne yazik ki, sehirler tarafindan sahiplenilecek kosullari
olusturamadi, turistik/otantik diizlemde kaldi, dolayisiyla da
kurumsallasamadi.

Kasimiye Medresesi, PTT Binasi, Deyriilzaferan Kilisesi,
Zinciriye Medresesi, Cumhuriyet Meydani, Sabanci Miizesi,
Kirklar Kilisesi, Mardin Muizesi gibi Mardin’in kiilturel
kimligini cevreleyen mekanlarda, ayrica abbaralarda da
gerceklestirilecek olan Mardin Bienali’nin sirekli olmaya
her seyden daha ¢ok ihtiyaci var. Zaman ne gdsterir bilinmez
ama, umariz istanbul Bienali gibi kendi tarihini, kendi
dinamiklerini yaratan, yaratma potansiyeli olan bir etkinlige
doniisir. Mardinliler tarafindan sahiplenilir, 6znesini kentin
degil, bizzat bienalin kendisi olusturur.

Esra Alicavusoglu
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Mardin To Say
Abracadabra?

When Istanbul Biennial took place in 1987, the title of

the first two events was “Contemporary Art in Modern
Structures”. May be it was some kind of an obligation to
present the traditional and the contemporary together in
such a city, whose historical context can never be separated
from it. Traditional structures and historical places are
made use of both as exhibition centers and as source of
inspiration for invitee artists, attracting the attention and
arousing the admiration of international visitors. However,
the most important thing was the fact that tradition and
history were the most prominent concepts when Istanbul
was concerned, mediating the contemporary to create a new
situation based on these concepts. The historical fabric of
Istanbul as well as its past and its strata metaphorically
formed a carpet, that is, a basis for “the contemporary”.
For a long time, Istanbul had a double opportunity when
biennials , considered not only as art events per se, but
also as one of the engines for globalization and economic
booming, were in question. In a sense, the city had both a
history and a contemporary exhibition... While the biennial
revitalized the city, the city’s historical groundwork was
defined as the most important drive. Especially, most of
the foreign curators were not able to rid themselves off

the adjectives that make Istanbul the capital of clichés. In
the following years, especially up until the year 2000, the
Biennial went on making use of the historical structures
that give rise to such adjectives —and therefore the history
of the city- alongside neutral places, such as the Antrepo.
The biennial stopped making use of such places as soon

as it became independent of Istanbul’s cultural past and
started to create its own history. In the 9th biennial, it was
decide that Istanbul would be the conceptual framework.
The city, especially today’s chaotic Istanbul was confronted.
Istanbul has been considered purely as a city, in a way
stripped off the cultural history that has been the ground
for previous works, a sort of change in discipline took place,
and the city moved from the archeology of the city, to field
work.

When we look at the biennial’s 23 years of history, we can
interpret this as the healthy development of an event,
evolving into an organism living on its own. It would be fair
to say that the evolution from being sustained by history,
towards sustaining near history is an indicator of this.

When we go back to the beginning, it was very important
that an international contemporary art exhibition would
take place in Istanbul in the late 1980’s. Organizing such

a big exhibition in Istanbul was a necessity within the
context of the circumstances in those days. Istanbul was
the focal point for art, both in the 1980’s -when the biennial
took place- and before, just like it is today. In the process
of globalization, the central position of Istanbul was
augmented when it started to be defined as the showcase
and gateway for the process, defined as Turkey’s taking the
world stage. From this perspective, what is equally, or even
more important is that, the Biennial has been one of the
main locomotives; thanks to which world art circles started
seeing Istanbul through the window of art.

Among tens of subjects that are supposed to be regarded in
terms of art environment and practices, one of them is such
that Istanbul owes it to this feature of being a showcase.
Previously, the International Asia-Europe Art Biennial that
took place in 1986 and 1989 was an important outset.
However; this event, which was organized in Ankara and
planned to carry on in the form of a biennial, could not be
continued. This can be interpreted as an indication that it
was not yet the time to move away from the centre.

The positioning of art in the centre, the determination of
both artistic creation and art exhibition process by the
centre, and the importance of a move from the centre to
the periphery in art, are the most predominantly discussed
issues among artists and theoreticians nowadays. During
the first few years of its life, the Istanbul Biennial was

out of the “centre” in art in the international context,

even though it was the centre in the national context. In
this sense, it is a fact that the definition of the centre and
periphery has changed. Hundreds of central and peripheral
biennials organized in the international art context indicate
this fact. This process of “festivalism” as defined by Peter
Schjeldahl has a quality that envelopes all parts of the
world. Moreover, also variety, in organizations such as
Manifesta whose aim is to organize each event in a different
European city...

The making of an introduction through Istanbul is due to the
similarities between the Mardin Biennial and the Istanbul
Biennial...For instance, exhibition centers are formed by
historical frameworks and traditional structures in both
cities. Actually, the tendency towards the articulation of the
biennial to the cultural history of the city is an indication...
Another similarity is that Mardin, although it resides in the
periphery, represents the Orient and has a very rich cultural
topography. These may seem purely formal similarities, and
may not be very important. However, if international art
circles have turned their faces towards the non-West since
the 1990’s and a phenomenon called “peripheral biennials”
has emerged, then it can be easily seen that with the
beginning of the 21st century, the structure of our domestic
art environment, which was dominantly Istanbul-centered
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has changed. As one can easily see in the cases of Ankara,
Izmir, Diyarbakir and Kars, the centre is moving towards
the cities once regarded as peripheries. This move is not
big enough to make clear-cut definitions yet, however, it
shows that the centre has become aware of the fact that
it has to move towards the periphery. Is it not already the
case that the artists from the periphery have fed the centre
for a long time? Actually, the periphery was always aware
of the centre, or it had to be aware in order to exist; while
the centre has also become aware of the periphery, though
a bit later.

In this context, Mardin is a city with extraordinary historical
and cultural richness, which is being re-explored. It has a
great potential for becoming a center of attraction in the
future. However, one cannot disregard who the organizers
of these “peripheral” events are, and the mentality,

which determines “the city” as a location of an event as if
choosing an exhibition centre... Other than that, who can
argue against the organization of such big events in the
periphery.

Biennials and big exhibitions have the capacity to transform
and modify the cities in which they are located, just like
museums. However, the formation of the continuity, which
is supposed to create this transformation, its becoming a
living organism and its integration with the actors of the
city, are crucial. In short, rather than how the events can
feed on the cities, what is to be considered and deliberated
on are, how such events would affect the residents of
Mardin in particular, how they can permeate this into their
lives and what kind of an interaction they are to promote.

This exhibition should create a feeling of reality beyond
“the bringing of an exhibition to the city” by the central
authority. Undoubtedly, Mardin will gain more recognition
thanks to this biennial, not only in the national but also in
the international context. The artists participating in this
biennial will adore this city, the city will flourish during the
biennial, and economy will improve to some extent. It is
very important that Mardin will be on the agenda in the art
context, especially after the reinterpretation of the religious
decree called “The Mardin Fatwa” became a current issue
on the agenda. Nobody would argue against the fact

that an exhibition would trigger such a transformation in
the short term. However, if we reduce Mardin to a mere
exhibition plateau -just as in the case of the city’s becoming
a “natural” TV series plateau recently-, we would be in a
position to ignore the transformative power of art, which
would undoubtedly be one of the worst things to do to the
city of Mardin. The event can be regarded successful only

if its effect on the residents of Mardin, especially young
artists of the city continues after its completion. If the event
gives the residents of Mardin an opportunity to embrace it,

if its continuity is sustained, if it motivates the artists of
the city to create and if it contributes to the formation of an
established visual culture, it can be said of the event that

it has fulfilled its purpose. Otherwise, the event cannot be
more than a bogus exhibition articulated in the wheels of
globalization. It lives in memories as a one-time activity;
remaining attached to a poem’s line “a movie comes to

the city”. Successful events can be seen in some parts of
Anatolia. Afyon Jazz and Classical Music festivals organized
by a few adventurers have become institutionalized, being
supported not only by the ministry, but also by local
sponsors. These festivals are important events which do
not restrict themselves to concerts, but become enriched by
conferences at schools, exhibitions etc., thus adding value
to the city in which they have been organized for a decade.
Today’s art has not been able to achieve such continuity

in general. At times, we come across good intentioned
attempts in Sinop, Kars, etc. However, these attempts were
not able to create the conditions, which would lead to the
cities’ appropriation of the events. These events could not
go beyond the level of touristic/authentic attractions, thus
were not institutionalized.

Taking place in the Kasimiye Madrasa, the building of

PTT, Deyriilzaferan Church, Zinciriye Madrasa, Cumhuriyet
Square, Sabanci Museum, Kirklar Church, Mardin Museum
and Abbaras, the Mardin Biennial needs to have continuity
more than any other event. One cannot foresee what the
future will bring; however, we hope that the Mardin Biennial
can become an event that has the potential to create its
own history and dynamics, just like the Istanbul Biennial.
We hope that it becomes embraced by the residents of
Mardin, its subject being the biennial itself, not the city.

Esra Alicavusoglu
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