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ONS0Z
Kevser Giiler

istanbul Bienali, tarihinde ilk kez li¢ yila yayilan hir yapi ile
izleyiciyle bulusuyor. Uc Ayaklt Kedi bashgi altinda Christine
Tohmé’nin kiiratoryal cercevesiyle sekillenen 18. istanbul
Bienali, gelecek ufkunun giderek belirsizlestigi bir dénemde
hazirlanan 2025 programi, “gelecek olasiliklar’” ve “ken-
dini koruma” temalariyla sekillendi. Bienalin ikinci ayag,
2026’da istanbul Bienali Akademisi’nin kurulmasi ve sanat
inisiyatifleriyle birlikte diizenlenecek kamusal program-
larla devam edecek. 2027’deki liclincii ayak kapsaminda
yapilacak atélyeler, performanslar ve nihai bir sergiyle bu
edisyonu tamamlayacagiz.

Bienaldeki yapitlar, giincel sanatsal, politik ve top-
lumsal aciliyetler baglaminda yasami savunmanin, direng
stratejileri gelistirmenin, birbirimizi ve kendimizi koruma ve
kollama sorumlulugunu almanin farkh vechelerini sunuyor.
Yasadi§imiz deneyimlerin bedensel etkileri ve bu dene-
yimlerle basa cikmanin bedensel yollari, sergideki pek cok
yapitta ifade buluyor. 18. istanbul Bienali, sergisi ve kamu-
sal programiyla ayni zamanda kiiltiir ve sanat ekosisteminin
bugiiniinii ve gelecegini biiylik dlclide etkileyen altyapilara
iliskin tartismalarin gerekliligini glindeme getiriyor.

18. istanbul Bienali’'nin ilk ayaginin kamusal programi
acilis haftasinda basliyor. Kamusal programi bienal siire-
since katilimci bir yéntemle, alandan gelecek katkilar ve
onerilerle zihni Han’in ikinci katinda siirdiirmeyi planladik.
Burada gerceklesmesini umdugumuz bulusmalarin, ola-
nak taniyacagi karsilasmalarin bienali besleyen en canl
unsurlardan biri olacagina inaniyoruz. istanbul Bienali’nin
sanat 68renimi ve izleyici deneyimi acisindan en sevilen
programlarindan biri olan rehberli turlar, bu edisyonda
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da cesitlenerek devam ediyor. Rehberli turlarimizin

daha kapsayici ve erisilebilir olmasi icin birgcok kurum

ve kurulusla ishirligi yapiyor, ayrica bu yil prodiiksiyon
ekibimizin liderli§inde ilk kez katilimcilari bienal sergileri-
nin lretim siireclerinin arka planina bakmaya davet eden
“Prodiiksiyon Turlari’ni diizenliyoruz.

2017°den beri yayin programimizin gocuklara yonelik bir
parcasi olan Opti ile Pesi de yeni bir seriivenle karsimizda.
Yine cocuklar icin eserleri yakindan kesfetmeye yonelik
turlar ve 6grenme programlari da diizenliyoruz.

Uc Ayakli Kedi baslikh 18. istanbul Bienali’ne iligkin ilk
imge olarak izleyiciyle paylastigimiz gorsel kimlik, Okay
Karadayilar tarafindan tasarlandi. Turing 6riintiilerinden
ilham alan, bir arada olmanin karmasik, cogul ve déniisen
bicimlerini cagristiran bu gorsel diinyadaki kesilen cizgiler
ve soluklasan renkler; bir hareketin izlerini, paylasilan
zamanin etkilerini gériintir kiliyor.

istanbul Bienali, Tiirkiye kiiltiir ve sanat ortaminin,
sanatcilarin, kiiratorlerin, izleyicilerin, isbirligi yaptigimiz
tliim Greticilerin, arastirmacilarin, uzmanlarin, sivil toplum
kurumlarinin, sanat akademilerinin ve 68rencilerin, miize-
lerin, galerilerin, elestirmenlerin, basinin, yerel ve uluslara-
rasi katki saglayan kuruluslarinin, basta 2007-2036 Bienal
Sponsoru Kog Holding olmak lizere tiim sponsorlarimizin,
destekgilerimizin, istanbul Bienali dost ve hamilerinin,
arkadaslarimizin, ailelerimizin, secilmis ailelerimizin,
topluluklarimizin ve iKSV ve istanbul Bienali’nin adanmis
ekiplerinin inanci ve heyecaniyla gerceklesiyor. Ziyaret
edildikce, tartisildikca, paylasildikca anlamini buluyor.

istanbul Bienali’ne bugiin ve gecmis edisyonlarda emek
verenlerin, destek olanlarin ve katilanlarin, nese, umut
ve gururla deneyimleyecegi, mutlulukla hatirlayacagi bir
bienal diliyorum.

THE THREE-LEGGED CAT 13



FOREWORD

Kevser Giiler

For the first time in its history, the Istanbul Biennial unfolds
over the course of three years. Titled The Three-Legged Cat, the
18th Istanbul Biennial is shaped by the curatorial framework

of Christine Tohmé. The 2025 programme, conceived at a time
when the horizon of the future is becoming increasingly obscure,
is shaped around the themes of ‘futurity’ and ‘self-preservation’.
The second leg of the biennial will continue in 2026 with the
establishment of the Istanbul Biennial Academy and a series of
public programmes organised in collaboration with art initia-
tives. The third part to take place in 2027, will feature work-
shops, performances, and a final exhibition that will conclude
the edition.

The works in the biennial present various dimensions of
upholding life, cultivating ways of resistance, and taking on the
responsibility of caring for ourselves and one another within the
context of today’s artistic, political, and social urgencies. The
bodily effects of our experiences and the ways we cope with
them through our bodies are expressed in many of the works
presented. The 18th Istanbul Biennial, through its exhibition
and public programmes, also brings attention to the essential
conversations around the infrastructures that shape and impact
the present and future of the cultural and artistic ecosystem.

The biennial’s public programme begins during the opening
week of its first leg. Designed as a participatory platform, it
will continue throughout the exhibition at Zihni Han's second
floor, expanded by contributions and proposals from the field.
We believe these encounters will constitute some of the most
vibrant elements sustaining the biennial. One of the biennial’s
most widely appreciated learning programmes, guided tours,
will return in this edition. We are collaborating with various
institutions and organisations to make our guided tours more
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inclusive and accessible. This year, for the first time, we are
also introducing ‘Production Tours' led by our production
team, offering insight into the making of the exhibitions.

Optigull and Pesigull, part of our publishing programme
for children since 2017, continues with a new adventure. We
are also organising exhibition tours and a learning pro-
gramme for children.

The visual identity for The Three-Legged Cat, shared with
the audience as the biennial's first image, was designed by
Okay Karadayilar. Inspired by Turing patterns, this visual
world evokes complex, plural, and transformative forms of
being together; its interrupted lines and faded colours make
the traces of movement and the imprint of shared time visible.

The Istanbul Biennial is realised through the commitment
and enthusiasm of Tiirkiye's cultural and artistic commu-
nity, artists, curators, audiences, producers, researchers,
experts, civil society organisations, art schools and students,
museums, galleries, critics, the press, local and international
contributing institutions, and all our sponsors, primarily
the Biennial Sponsor Ko¢ Holding (2007-2036), supporters,
friends and patrons, and also our friends, families, chosen
families, and communities, as well as the dedicated teams of
the Istanbul Foundation for Culture and Arts (iIKSV) and the
Istanbul Biennial. The biennial will find its meaning as it is
visited, discussed, and shared.

| hope that this edition will be experienced with joy,
hope, and pride, and remembered with tenderness by all the
contributors, supporters, and participants of the Istanbul
Biennial throughout the years.

THE THREE-LEGGED CAT 15



SUNUS

Christine Tohmeé

istanbul Bienali’nin on sekizincisi U¢ Ayaklt Kedi, yagam
diinyalarinin goézlerimizin éniinde biitiintiyle yerle bir edildigi,
bizzat hayatin kusatma altinda oldugu bir donemde sekille-
niyor ve izleyiciyle bulusuyor. Devam eden soykirim siddeti,
hizleri haddi hesabi olmayan kayiplarla, yitkimla ve toplumsal
cokiigle kargi karsgiya birakiyor. Sanatcilar, kiiltiir emekgileri
ve kurumlar olarak, yasayanlari kaybedilenlerden ayiran
esiklerin ardindan, onlara ait izleri ve ifadeleri 6ziimseyerek
ses cikarmamiz bekleniyor. 18. istanbul Bienali’nin kiirator-
yal yoneliminin merkezinde bulunan, kendini korumaya ve
gelecek olasiliklarina dair fikirler bu mecburiyeti dogrulacigi
kadar karmasiklastiriyor da. Sanatsal liretim, yok sayilmanin
karsiti olarak devreye giriyor; gomiilii olani geri cagirmayla,
kayiptan kazanim elde etmeyle ve olasi diinyalarin tasavvu-
ruyla bir taniklik bicimi ve azmin gostergesi haline geliyor.
Kendini koruma ve gelecek olasiliklari bu bienalde gerek
yeniden olusturma ve onarma eylemlerinde gerek kahkaha-
nin, reddedisin ve efsunlanmanin farkh tinilarinda, birbirine
kenetlenmis kavramlar olarak ortaya cikiyor. Bienalde sergile-
nen eserler, benimsedikleri estetik ya da performatif stra-
tejiler ne kadar gesitlilik gosterse de, hayatta kalma azmiyle
birbirine baglaniyor. Bizlere hayal giiclinii beslemeye ve
olasilik ufuklarini tasarlamaya dair kiymetli dersler veriyorlar.
En basta, yikimin ve tahribatin yani sira onarma ihtima-
linin neler dogurabilecegini 68reniyoruz. Yerle yeksan hir
altyapinin enkazindan inatci ve somut bicimler elde edile-
biliyor. Anitlarin ortaya sacilmis uzuvlari, bir kenara atilmis
aletler ve yarim kalmis yapilar atil kalintilar degiller; tekrar bir
araya getirmeye yonelik bir davet teskil ediyorlar. Kesintiye
ugramis yasam alanlarina, géclere ve calkantilara taniklik
ederken, devamlihgin eksiklikten de insa edilebilecegini ileri
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stirliyorlar. O héalde asil 6nemli olan, bir biitiinliik haline geri
donmek degil, elde kalani yeniden kurgulama, ondan bir
varlik cikarma ihtimali. Borular, paletler, variller gibi sanayi
malzemeleri yeni mekansal sistemler hélinde yeniden orgiit-
leniyor. Agaclar metal kaplarin icinde biiyliyor. Su kanallarinin
yonii, sabit tesisat borulariyla degistiriliyor. Bu koreografi-
lerde hem kisitlamanin hem de yetistirilmenin izleri mevcut.
Yagsamin sinir koyma, dolagsima sokma ve yerinden sdkme
gibi zapturapt yontemlerinin tahakkiimii altinda kendini nasil
idame ettirdigini gosteriyorlar. Yarinin glivencesi yok; elde
olan ne varsa kisit altinda yetisiyor.

Korumanin bir diger bicimi de zamanla siirdiiriilen yara-
tici, hatta itaatsiz miizakereler yoluyla ortaya cikabilir. Uyku
girmeyen gozlerle liretmeyi siirdiirme taleplerine ve medya-
nin felaket manzaralarini dondiirlip dondiiriip yayimlamasina
karsi uyku baskaldiriya, tembellik protestoya, kahkaha
ise meydan okuma silahina déniisebilir. Abstirt komedi ve
histerik tekrarlamalar, i1stirabi gésteriye donlistiiren meka-
nizmalarin istikrarina comak sokabilir. Ayni zamanda sanayi
isciliginin, yani fabrikalardaki mekanik ritimlerin cisimlestir-
digi yorucu emegin gizli bedeli ses ve titresim yoluyla somut-
lasabilir. Zaman burada yavaslatilabilir, sarsilabilir, hatta
esirgenebilir. Toplumsal yasama dair tanikhklar ve kolektif
coskuya dair anilar, diaspora genclerine siginak olmus dans
pistlerinde ve zamani yeniden diizenleyen ritliellerde yeniden
canlanabilir. Miidavimi olunan bu mekanlar, varliklarini
siirdiirerek kolektif bilinci besleyebilir.

Benligi korumak, onun baskalariyla —-gerek insan olanlarla
ve olmayanlarla, gerek yok olmus ve heniiz ortaya cikan
varliklarla- ic ice gecmis baglarini tanimak demek. Bircok
eser bu dolasikligi bitkisel, hayvansal ve hibrit formlarla dile
getiriyor. Yabanci topraklara ekilen bir bitki, insan tasarimina
aldirmadan bir yabani ot gibi biiyliyor. Yumusak kumastan
organizmalar pencerelerden ve tavanlardan tasarak gecici
mimari bicimler olusturuyor. Dokumalar, insan dokunusunun
kalintilarini ve onarici potansiyelini tasiyor. Diger eserlerde
artik hatiralarda kalan pratikler yasayan kaynaklar halinde
yeniden hayat buluyor; gecmisin askeri nitelikli ya da disiplin
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amacli torenleri, sefkat ve koruma merasimlerine doniistiyor.
Efsanevi figlirler yoldas sifatiyla geri doniiyor; yeni iliski
bicimleri aracili§iyla simdiki zamana rehberlik ediyorlar.

Mit terk edilmiyor, yeniden efsunlaniyor. Gelecek ise bizlere
biitlin halde ulasmiyor; eski haritalarin cizgilerinde belli
belirsiz titresiyor.

Bienalin mekanlari da kiiratoryal kurgusundan ayri degil.
Beyoglu ve Karakdy’de sekiz mekéana yayilan sergi, yiiriine-
bilir bir cografya ciziyor. Sanatsal ve kiiltiirel faaliyetlerin
aktarimina yénelik yapilarin miitemadiyen soylulastirma
ya da metalastirma tehlikesi altinda oldugu bir sehirde,
bu mekanlari bulmak ve etkinlestirmek kendi sorunla-
rini da beraberinde getirdi. Galata Rum Okulu ve Fransiz
Yetimhanesi bienalle uzun zamandir siirdiirdiikleri baglar
yenilerken diger mekéanlar déniisiim siirecinde; ya terk
edilmis, ya tadilat hélinde ya da yikim ile yeniden kesfedilme
arasindaki glivencesiz noktada. Her biri kendine 6zgii bir
ritim ve tarihsel bellek tasiyor; iliskiye gecilmesi ve 6ziim-
senmesi gereken bir atmosfer talep ediyor. Mekanlara asgari
diizeyde uygulanan yapisal miidahaleler yalnizca gerekli
yenilemelerle sinirl tutuldu; boylelikle eserlerin mimariyle,
mahalleyle ve gecici ya da kalici olarak icinde bulunduklari
peyzajla dogrudan iletisime gecmesi miimkiin oldu. Bienalin
kent sinirlari icindeki erisilebilirligi, ziyaretciyi istanbul’un
degisen oriintiileri ve akislariyla yakin bir diyaloga davet edi-
yor; izleyiciyi Beyoglu’nun yogunluguyla, Karakdy’lin yeniden
yapilandirilan kiyilariyla, gecmis topluluklarin geride biraktig
izlerle ve artik var olmayan yapilarla ytizlestiriyor.

Ug Ayakli Kedi, korumanin diinya kurmak oldugunu éne
siirtiyor. Dinlenmek, oyalanmak, eselemek, kahkaha atmak,
reddetmek: Bunlar ufak jestler degil, bizi bekleyen yeni
ihtimallerin yolunu ddseyen taslar.

UG AYAKLI KEDI




INTRODUCTION

Christine Tohmeé

The eighteenth edition of the Istanbul Biennial, The Three
Legged Cat, is conceived and presented at a time when entire
lifeworlds are being annihilated before our eyes, as life itself
is under siege. The genocidal violence being perpetrated
confronts us with incalculable scales of loss, destruction and
societal breakdown. In our practices as artists, cultural workers
and institutions, we are called upon to speak across the
thresholds of the living and those who have passed carrying
their vitality and inflections. The notions of self-preservation
and futurity central to the curatorial orientation of the 18th
Istanbul Biennial affirm, but also complicate, this imperative.
Artmaking is engaged as a counterpoint to erasure - in
summoning what has been buried, in generating surplus from
loss, and in projecting possible worlds, it becomes a form of
testimony and an index of persistence.

Across this biennial, self-preservation and futurity emerge
as interdependent - through acts of recomposition and
repair, and in registers of laughter, refusal and enchantment.
The works presented here, as diverse as they may be in the
aesthetic and performative strategies they employ, are bound
together by an insistence on survival. They impart valuable
lessons in nurturing the imagination, and in sketching out
horizons of possibility.

From the beginning, we learn of what damage and ruination,
and their potential repair, can set forth. From infrastructural
collapse, stubborn material forms can be yielded. Scattered
limbs of monuments, discarded tools, and unfinished structures
are not inert residues but invitations to reassemble. They testify
to interrupted dwellings, migrations and upheavals, while
proposing that continuity can be built from incompleteness.
What matters, then, is not a return to an intact state, but the
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possibility of arranging anew - conjuring presence from what
remains at hand. Industrial materials - pipes, pallets, barrels -
are reorganised into new spatial systems. Trees grow in metal
containers. Water channels are rerouted by rigid piping. These
choreographies articulate both constraint and cultivation. They
make visible how life sustains itself within the oppressive grip
of infrastructures of control — borders, circulation, extraction.
Continuity is precarious, and more often than not cultivated
under restriction.

Another mode of preservation can arise through inventive,
even disobedient, negotiations with time. Going against the
demand for sleepless productivity and the media’s recycling of
catastrophe, sleep can become insurgent, idleness a form of
protest, laughter a weapon of defiance. Absurd comedy and
hysterical repetition destabilise the mechanisms that transform
suffering into spectacle. At the same time, the hidden cost
of industrial work - the exhausting labour embodied in the
mechanical rhythms of factory floors - is rendered palpable
through sound and vibration. Time, here, can be slowed,
unsettled, even withheld. Testimonies of communal life and
memories of collective exultation resurface, of dance floors
sheltering diasporic youth and rituals of devotion reordering
time. These shared hauntings nourish the collective conscious-
ness in their persistence.

To preserve the self is to recognise its entanglement with
others: human and non-human, residual and emergent alike.
Several works articulate this entanglement through vegetal,
animal and hybrid forms. A transplanted plant grows ferally,
indifferent to human design. Soft fabric organisms spill through
windows and ceilings, inventing makeshift architectures.
Textiles carry residues of human touch and its restorative
potential. In other works, practices once consigned to memory
are reanimated as living resources: observances, once martial or
disciplinary, become ceremonies of tenderness and protection.
Legendary figures return as companions, guiding the present
through new relational forms. Myth is not abandoned but re-en-
chanted. The future, in turn, does not arrive whole; it flickers in
the contours of old maps.

THE THREE-LEGGED CAT 21



The spatial life of the biennial is inseparable from its
curatorial conceit. Stretching across eight venues in Beyoglu
and Karakoy, the exhibition charts a walkable geography. In
a city where structures for the transmission of artistic and
cultural endeavours are under constant threat from gentrifica-
tion or commodification, finding and activating venues posed
its own set of issues. While the Galata Greek School and the
French Orphanage renew long-standing affiliations with the
biennial, other venues are buildings in transition - abandoned,
under renovation, or precariously poised between demolition
and reinvention. Each demands its own atmosphere to be
engaged with and absorbed, carrying distinct rhythms and
historical memory. Interventions were minimal, and limited to
essential refurbishment, allowing the works to respond directly
to the architecture, neighbourhood and broader landscape
which they inhabit, temporarily or permanently. The biennial's
urban accessibility invites the visitor to engage intimately with
Istanbul’s shifting patterns and flows: the density of Beyoglu,
the overhauled edges of Karakdy, the marks of communities
past and of bygone infrastructures.

The Three-Legged Cat proposes that preservation is
world-building. To rest, to linger, to scavenge, to laugh, to
refuse — these are not minor gestures but foundational blocks
towards a yet-to-come.

UG AYAKLI KEDI




ZIYARET

20 Eyliil—23 Kasim 2025

Pazartesi harig her giin,
10.00-18.00

Acilis haftasina dzel olarak
22 Eyliil Pazartesi agik

29 Ekim Carsamba agik

Giris Gcretsiz ve
kayit gerektirmiyor
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VISIT

20 September—
23 November 2025

Every day except Mondays,
10.00-18.00

Open on Monday, 22 September,
for the opening week

Open on Wednesday, 29 October,
which is a national holiday

Free entry,
no registration required

THE THREE-LEGGED CAT
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KOC HOLDING DESTEGIYLE
REHBERLI TURLAR

18. istanbul Bienali’nin rehberli tur programi,
ziyaretcilere bienal sergilerini, egitimlerini 2007-2036
Bienal Sponsoru Kog Holding’in destegiyle tamamlayan,

alaninda uzman rehberler esliginde gezme olanagi sunar.

Tek Mekanlik ve

Rotah Turlar

Galata Rum Okulu ve Zihni
Han’da yaklasik bir saat
siiren tek mekanlk, Tiirkce
turlar, bienalin kapal oldugu
pazartesileri hari¢ her giin
11.00, 14.00 ve 16.00’da
baslar. ingilizce turlar, her
carsamba ve cumartesi
11.00’de yapilir. 2-3 saat
stiren rotal turlar, dorder
sergi mekanini kapsayan iki
ayri ylirtiylis rotasi boyunca
diizenlenir. Elhamra Han,
Eski Fransiz Yetimhanesi
Bahcesi, Meclis-i Mebusan
35 ve Galata Rum Okulu’nu
kapsayan Beyoglu Rotasi,
pazartesi haric her giin
11.00 ve 14.00’te; Galeri

77, Muradiye Han, Kiilah
Fabrikasi ve zZihni Han’
kapsayan Karakoy Rotasi
pazartesi haric her giin
11.00, 14.00, 16.00°’da yapilr.
ingilizce rotali turlar her
carsamba ve cumartesi,
11.00’de baslar.

26

Bebekli Ssabahlar

Bakim verenlere bienali 0-36
ay araligindaki bebekleri ve
pusetleriyle birlikte, rehber
eslig¢inde gezme imkani sunan
Bebekli Sabahlar turlari,
Galata Rum Okulu’nda her
cuma 10.00-11.00 arasinda
diizenlenir. Turlarin kapasitesi
10 yetiskin ile sinirlichr. Her bir
yetiskinin bir bebekle katil-
masi rica edilir. Mekanda alt
degistirme linitesi ve asansor
bulunmaktadir. Otopark
hizmeti sunulamamaktadir.

Biletlerinizi onceden,
passo.com.tr ve Passo
mobil uygulamasindan
alabileceginiz gibi Galata Rum
Okulu ile Zzihni Han’da, ayni
zamanda bu mekanlardaki
turlar icin bulusma noktasi
gorevi goren giselerden de
alabilirsiniz. Turlarin kapasi-
tesi 20 kisiyle sinirhdir.
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Erisilebilir Bienal Turlan
Bienalde gorme farklihg
olan bireyler icin sesli
betimlemeli turlara ek
olarak sagir bireyler icin
isaret dili terctimeli turlara

da yer verilir. Erisilebilir Her

Sey derneginin danisman-
li§inda hazirlanan turlarda
betimleme ve isaret dili
uzmanlari gérev alir. Sesli
betimlemeli turlar Galata
Rum Okulu ve Zihni Han’da
bienal boyunca her pazar
15.00-16.00 arasinda
yapilir. isaret dili terctimeli
turlar yine Galata Rum
Okulu ve Zihni Han’da,
cumartesi giinleri 15.00-
16.00 arasindadir. iKSV,
Erigilebilir Sanat Partneri
DenizBank’a erigilebilir
bienal turlarinin hayata
gecirilmesindeki degerli

katkilari icin tesekkiir eder.

Turlara katihm lcretsizdir.
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Miilteci Turlar
istanbul’daki miilteci top-
luluklarina yonelik turlar
Birlesmis Milletler Miilteciler
Yiiksek Komiserligi (UNHCR)
ve partnerlerinin danisman-
liginda, sosyal entegrasyon
ilkeleri ve zorla yerinden
edilmis kisiler icin hassas
olabilecek sergi icerikleri
gozetilerek hazirlanmistir.
Tlirkce anlatiml ve ihtiyac
hélinde cevirmen esliginde
yapilabilen turlar, Galata Rum
Okulwnda, her carsamba,
15.00-16.00 arasindadir.
Turlara katilim licretsizdir.

Bienal Ozel Turlan

Bienali size ve misafirlerinize
ozel, kapali turlarla kesfet-
mek isterseniz, pazartesi
glinleri haric dilediginiz bir
glin ve saate tur talebinde
bulunabilirsiniz. Bienal 6zel
turlariyla sergileri, mekanlar
ziyarete kapandiktan sonra,
aksam saatlerinde daha
yavas bir tempoda gorebil-
meniz de miimkiindiir.

Ayrintili bilgi ve

rezervasyon icin:
rehberlitur@iksv.org
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GUIDED TOURS WITH THE
SUPPORT OF KOG HOLDING

The guided tour programme of the 18th Istanbul Biennial offers

visitors the opportunity to explore the biennial exhibitions

accompanied by expert guides who have completed their training

with the support of 2007-2036 Biennial Sponsor Kog¢ Holding.

Single Venue Tours and
Guided Routes

At Galata Greek School and
Zihni Han, single-venue tours
in Turkish lasting about one
hour start every day at 11.00,
14.00, and 16.00, except on
Mondays when the biennial

is closed. English tours are
held every Wednesday and
Saturday at 11.00. Guided
Routes lasting 2-3 hours are
organised along two separate
walking routes, each including
four exhibition venues. The
Beyoglu Route, covering
Elhamra Han, the Garden of
the Former French Orphanage,
Meclis-i Mebusan 35, and
Galata Greek School, is held
every day except Monday at
11.00 and 14.00. The Karakdy
Route, covering Galeri 77,
Muradiye Han, Cone Factory,
and Zihni Han, is held every
day except Monday at 11.00,
14.00, and 16.00. English
tours begin at 11.00 on
Wednesdays and Saturdays.
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Stroller Mornings

Stroller Mornings are specially
designed tours for caregivers
with infants aged 0-36
months on strollers, offering

a relaxed visit to the biennial
with a guide. These tours take
place every Friday from 10.00
to 11.00 at the Galata Greek
School. The capacity of the
tours is limited to 10 adults.
Each adult is kindly asked to
participate with one baby. The
venue has a baby changing
unit and a lift. Parking is not
available. In Turkish only.

Tickets can be purchased in
advance via passo.com.tr/en
or the Passo mobile app, or
on the day at the ticket desks
located at the Galata Greek
School and Zihni Han, which
also serve as meeting points
for the single venue tours.
Each tour is limited to 20
participants.
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Accessible Biennial Tours

In addition to biennial tours
with audio description for
individuals with visual impair-
ments, tours with sign lan-
guage interpretation for deaf
individuals are also offered.
Prepared under the consul-
tancy of the Erisilebilir Her
Sey (Accessible Everything)
Association, accessible bien-
nial tours are conducted with
the participation of experts
in audio description and sign
language interpretation, in
Turkish only. Audio-described
tours take place at Galata
Greek School and Zihni Han
every Saturday between 15.00
and 16.00 throughout the
biennial. Biennial tours with
sign language interpretation
are held at Galata Greek
School and Zihni Han on
Sundays between 15.00 and
16.00. Participation in the
tours is free of charge. IKSV
acknowledges its Accessible
Arts Partner DenizBank for
its valuable contribution to
the realisation of accessible
guided tours.
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Refugee Tours

Tours for refugee commu-
nities in Istanbul have been
prepared in consultation

with the United Nations High
Commissioner for Refugees
(UNHCR) and its partners,
with due consideration given
to the principles of social
integration and to exhibition
content that may be sensitive
for forcibly displaced persons.
Conducted in Turkish, with
interpreter support available
when required, these tours
are organised at Galata

Greek Primary School every
Wednesday between 15.00
and 16.00. Participation in the
tours is free of charge.

Biennial Exclusive Tours

If you'd like to explore the
biennial with a private group,
bespoke tours are available
on request at any day and
time except Mondays. These
tours can also take place in
the evening after the venues
close to the public, offering
a quieter and more tailored
experience.

For more information and

booking enquiries:
guidedtours@iksv.org
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Koc Holding destegi ve PACE Cocuk Sanat Merkezi isbirli-
giyle cocuklar ve gencler bienal ile tanisiyor. Galata Rum
Okulu’nda yiiriitiilen 6grenme programi katilimcilarina,
sergilenen eserleri yakindan inceleme, fikir alisverisinde
bulunma ve kendi yaraticiliklarini gelistirme imkani veriyor.

Rezervasyonlar: hienal.iksv.org

okul gruplari icin Bireysel gruplar icin
giin ve saatler giin ve saatler

Her sali, carsamba Her pazar

ve persembe 10.00-11.30: 4-6 yas
(Anaokulu, ilkokul, (Ebeveyn veya bakim
Ortaokul, Lise) veren esliginde, 12 cocuk

10.00-11.45 ve 12 yetiskin kapasiteli)
11.30-13.15 12.00-13.30: 7-9 yas
12.45-14.30 (20 cocuk kapasiteli)

14.00-15.30: 10-12 yas
(20 cocuk kapasiteli)

BIiENALIN GOCUK KITABI

2017°den bu yana cocuklarin her bienalde yeni bir macerasini
okuduklari istanbul martilari Opti ile Pesi, 18. istanbul
Bienali’ne de misafir oluyor. Hisar Okullari'nin destegiyle
yayimlanan yeni macera, Opti ile Pesi: Kayip Sesler Haritasi,
yazar Yekta Kopan ve gizer Gokce Akgiil’lin ortak imzasini
tasiyor. Burcu Ural Kopan’in da editorliiglinii Gistlendigi
kitap, istanbul'un evsahipligi yaptigi renkliligin ve cesitliligin
izini bienal mekanlari arasinda kayip dostlarini arayan
kuslar aracihgiyla siiriiyor.

Opti ile Pesi Ekim ayinda licretsiz olarak
Galata Rum Okulwndan temin edilebilir.
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LEARNING PROGRAMME

With the support of Ko¢ Holding and in collaboration with PACE
Children’s Art Centre, children and young people are introduced
to the biennial. Held at the Galata Greek School, the learning
programme offers participants the opportunity to examine the
exhibited works closely, exchange ideas, and develop their own
creativity. In Turkish only.

Reservations: bienal.iksv.org

Days and times for Days and times for

school groups individual groups
Every Tuesday, Wednesday, Every Sunday
and Thursday 10.00-11.30: Ages 4-6

(Kindergarten, Primary School, (Accompanied by a parent or
Secondary School, High School) caregiver, capacity 12 children

10.00-11.45 and 12 adults)
11.30-13.15 12.00-13.30: Ages 7-9
12.45-14.30 (Capacity 20 children)

14.00-15.30: Ages 10-12
(Capacity 20 children)

BIENNIAL'S CHILDREN'S BOOK

Since 2017, Istanbul's seagulls Optigull and Pesigull have
embarked on a new adventure with every biennial. They
return for the 18th Istanbul Biennial in Optigull and Pesigull:
The Map of Lost Sounds, a new story published with the sup-
port of the Hisar Schools. Written by Yekta Kopan, illustrated
by Gokge Akglil, and edited by Burcu Ural Kopan, the book
follows the birds as they search for their lost friends among
the biennial venues, tracing the vibrancy and diversity that
Istanbul harbours.

Optigull and Pesigull is available free of charge from the Galata
Greek School throughout the biennial. Available also in English.
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KAMUSAL PROGRAM

32

Acilis haftasinin kamusal programi
performanslardan gosterim ve canh
etkinliklere uzanan genis bir secki sunuyor.

@ Selma Selman’in ailesiyle birlikte tirettigi, hurda
elektroniklerden altin elde etme asamalarini ele
aldig1 perfomansi Anakartlar, istanbul Modern’de
gerceklestiriliyor. Sanatcinin aile meslegini saygiyla
andigi, ayni zamanda degerin nasil liretildigi lizerine
bir zihin egzersizi niteligi tasiyan yapitta kurumlar
kadar pazarlarin da ekstraktivist bir mirasa sahip
oldugu gozler éniine seriliyor.

@ Alex Baczynski-Jenkins, Arter Karhon’daki isimsiz
(Ufku Yakalamak) baslikli dayaniklilik temelli dans
performansinda, “kare adim” olarak bilinen dans
figlirlinti kuir bir samimiyet ve birliktelik duygusunu
denemek icin bir arac olarak kullaniyor. Dans,
glinlerce siiren partilerin, cenaze ve ayaklanmalarin
anilari arasinda saliniyor.

@ Bir monolog halinde sahnelenen Demek ¢ok
tizgiinsiiniiz, 6yle mi? ya da Cukur performansinda,
Liibnan’in ekonomik ve politik ¢okiisii esnasinda
Ahmad Ghossein’in hayatta kalma cabalarini
izliyoruz. Ghossein, insanin dopamin ve oksitosin hor-
monlari sayesinde kendini neseli hissetmesinin tuhaf
gerekeelerini, kisisel bir hikdyeye dayanarak anlatiyor.

@ Kamusal program kapsaminda yer alan gésterim
programindaki filmler spekiilatif tarihler, jeopolitik
fay hatlari ve otomatik kurgular arasinda dolasiyor.

Maxime Hourani’nin Liilbnan Dagrnda gecen filmi
Taslar Yalan Séylemez, Louis Auguste Blanqui’nin
1860 Liibnan ic savasini animsatan basarisiz
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bir devrimin kozmolojisi hakkinda fikir ytlirtittiigi
calismalarindan yola cikiyor. Samar Al Summary’nin
Her Ctkisin filmi, Arizona’daki bir askeri hava

lisstintin sagir edici sessizliginde memleket 6zlemi
ve yerinden edilmislik duygulariyla hesaplasiyor.
Lawrence Abu Hamdan’in 45. Paralel filmi, 2010’da
ABD-Meksika sinirini gecerek bir can alan mermiden
hareketle sinirlari ve dron savaslarini inceliyor. Suneil
Sanzgiri’nin Ulasilmaz Adres filmi, Angolah somiirge
karsiti aktivist Sita Valles’in devrimci yasami ve kay-
bolusundan yola ¢ikarak Hindistan ile Afrika’nin ortak
somiirge karsiti tarihlerini analog yikintilarla dijital
restorasyonu bir araya getirerek kesfediyor.

Bulugma ve etkinlikler igin
ortak bir alan: Zihni Han Kat iki

Bu kat ziyaretcilerin durup soluklanabilecegi
ve birlikte vakit gecirebilecegi acik bir alan
olarak tasarlandi. Ziyaretciler, sabit bir etkinlik
takviminden ziyade esnek bir yapiya sahip
olan bu mekanin ritmini ve anlamini ortaklasa
bicimlendirmeye davet ediliyor.

Bu mekéanda, sergiye dogrudan ya da dolayh
olarak temas eden kitaplardan olusan kiiciik bir
kiitliphane de yer aliyor. Ziyaretciler kitaplari
inceleyebhilir, ddiinc alabilir ya da koleksiyona
katkida bulunabilir; boylece kiitliphane ortak
bir kaynak olarak biliytimeyi stirdiirecektir.

Bu mekanda bulusma, sohbet, atdlye ya da farkh
bir etkinlik diizenlemek isteyenler, onerilerini
ist.biennial.zihnihan2@iksv.org adresine iletebilir.
20 Eyliil-23 Kasim tarihleri arasinda siirecek program
diizenli olarak giincellenecek ve mekénda yer alan
karekod iizerinden takip edilebilecek. Onerilen etkin-
likler, bienal takvimine goére planlanacak.
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PUBLIC PROGRAMME
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The public programme on the opening week
features a series of performances, screenings,
and live events.

@ Selma Selman’s Motherboards, at Istanbul
Museum of Modern Art, was conceived in collabora-
tion with the artist's family, and stages the extrac-
tion of gold from discarded electronics. At once an
homage to Selman's family business and a medita-
tion on value, the work implicates the extractivist
legacies of institutions and markets alike.

@ Alex Baczynski-Jenkins' Untitled (Holding Horizon),
a durational dance performance, at Arter's Karbon
space, uses the box step as a vessel for rehearsing a
sense of queer intimacy and collectivity, as it swings
through memories of raves, funerals and revolts.

@ Ahmad Ghossein's So your heart aches, huh? or
The Pit, staged as a monologue, unspools a personal
attempt at remaining afloat amid Lebanon’s eco-
nomic and political collapse, drawing on a self-di-
rected study of hormones such as dopamine and
oxytocin as strange alibis for joy.

@ The films included in the screening programme
move between speculative histories, geopolitical
fault lines, and the autofictional.

Maxime Hourani's Stones Never Lie unfolds in
the forests of Mount Lebanon. The film draws on
Louis Auguste Blanqui's speculative cosmology
connecting a failed revolution, echoing the coun-
try's civil war of 1860. Samar Al Summary's What
Goes Up navigates homesickness and displacement
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against the deadening backdrop of an Arizona
airbase. Lawrence Abu Hamdan's 45th Parallel
examines borders and drone warfare through a single
fatal bullet that crossed the U.S.-Mexico border

in 2010. Suneil Sanzgiri's An Impossible Address
combines analogue ruin and digital reconstruction to
explore shared anti-colonial histories between India
and Africa, anchored in the revolutionary life — and
disappearance - of Sita Valles.

A shared hub for gatherings
and events: Zihni Han Floor Two

This floor is conceived as an open space where visitors
can pause, rest, and spend time together. Rather

than following a fixed schedule, this space allows

for flexibility and encourages its visitors to shape its
rhythm and meaning collectively.

Complementing this atmosphere, a modest library
offers a selection of books connected to the exhi-
bition and beyond. Visitors are welcome to browse,
borrow, or add to the collection, allowing the library
to grow as a shared resource.

Those interested in organising a gathering,
conversation, workshop, or other event in this space
are invited to send their proposals to ist.biennial.
zihnihan2@iksv.org. The programme, running from
20 September to 23 November, will be continuously
updated and can be accessed via the QR code
displayed on site. Proposed events will be scheduled
in line with the biennial’s calendar.

THE THREE-LEGGED CAT
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PARALEL ETKINLIKLER

' [=] Bienal rotanizi olustururken civardaki diger
(e iln  etkinliklere ugramayi da diistinebilirsiniz.
U istanbul Bienali’nin web sitesinde yer alan
- _,_, paralel etkinlikler, mekanlarina gore alfabetik
olarak siralandi. Mekanlari harita tizerinde
gorebilir, semtlerine gore filtreleyebilirsiniz.

PARALLEL EVENTS

e id[m] You can consider visiting nearby events while
- ,'_' ‘-; F planning your biennial route. The parallel
events programme is available on the Istanbul
e T Biennial website. View venues on a map and

- filter them by district.
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MEKANLAR

Istanbul Bienali’nin bu edisyonunda sergi
mekanlar: arasindaki fiziki yalkinllk,
segilmelerinde gozetilen yegane kriter
degildiyse de bienalin en belirleyici
unsurlarindan biri olarak 6ne gikti.
Beyoglu'nun dért bir késesine bir takimyildiz
gibi agilan bienal, ziyaretgileri sergi
mekanlarinin biitiintinii yariyerek
deneyimlemeye davet ediyor. Boylelikle
ziyaretgiler ulasim ve lojistik planlamanin
beraberinde getirdigi giicliiklerle
karsilasmadan mekéanlar arasinda rahatca
ve i¢lerinden geldigi gibi gezebilecek;

yer yer molalar vererek, sehirle sergi
dokusunun bir pargast olarak karsilasabilecek
ve yapitlarla akiskan bir zamansalligin
ritminde etkilesime girebilecekler.

VE
SANATCGILAR

VENUES

In curating this edition of the Istanbul
Biennial, the proximity between the
venues has emerged as one of its
defining qualities, though not the

sole criterion for their selection. The
exhibition unfolds as a constellation of
eight venues spread across the Beyoglu
district, inviting visitors to experience
its entirety on foot. Freed from the
demands of transit and logistical
planning, visitors can stroll with a sense
of ease and spontaneity, pausing along
the way, encountering the city as part
of the exhibition’s texture, and engaging
with the works in a fluid temporal flow.

AND

ARTISTS
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Alt1 katli bu ikonik yapu, istiklal Caddesi’nin
kalabaliginin her daim seyircisi. 1827'de sehrin

ilk tiyatro salonlarindan biri olarak insa edilen
Elhamra Han, sehirle birlikte doniisiime ugramis;
once olaganiistii cam antresinden dolayi “Palais

de Cristal” (Kristal Saray) adiyla anilan canl

bir eglence mekanina, ardindan farkli ticari
kullanimlara evrilmis. Binada 20. yiizyil boyunca
farkl sahiplikler altinda yankilanan miizik, tiyatro ve
sinema etkinlikleri 1999 yilinda feci bhir yanginla son
bulmus. Giiniimiizde Elhamra Han’in zemin katinda
magazalaryer alirken, iist kattaki 6zel miilkler
agirlikli olarak ofis olarak faaliyet gosteriyor.
ikinci katta bulunan iki daire, 18. istanbul Bienali
kapsaminda sergi mekani olarak kullaniliyor.

44 MEKANLAR

This iconic, six-storey structure overlooks the
bustling crowds of istiklal Avenue. Originally built
in 1827 as one of Istanbul’s earliest theatre halls,
over time, the building transformed along with the
city: first as a vibrant entertainment venue known
as the ‘Palais de Cristal’ for its striking glass
entrance, and later serving various commercial
purposes. Throughout much of the 20th century, the
building resonated with music, theatre, and cinema
under various ownerships, until a devastating fire
in 1999. Today, the ground level houses commercial
shops, while the upper floors are privately owned
and primarily used as offices. Two residential units
on the second floor are being activated as exhihition
spaces for the 18th Istanbul Biennial.
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Sevil Tunaboylu

Sevil Tunaboylu eserlerinde resim, yerlestirme ve farkl ifade
kanallarini bir arada kullanarak toplumsal catisma, kamusal
bellek ve kigisel tarih gibi temalari gé¢ ve toplu yerlesme
bicimleri gibi meselelerle birlikte inceliyor. Sanatcl, Kalan
(2024) adh yerlestirmesinde hem kisisel tarihinden hem de
kolektif mitolojiden besleniyor. Farkli mecralar arasinda gezi-
nerek, biiyiikanne ve hiiyiikbabasinin Uskiip’ten istanbul’a
gociinii bir cikis noktasi olarak aliyor ve kacmaya, géc etmeye,
azme ve kayba dair sembolik bir tarihsel anlati olusturuyor.

Aile arsivini, eski esyalari ve yadigarlari neredeyse
arkeolojik bir ydntemle giin yliziine cikaran Tunaboylu,
babasinin ve hiiylikbabasinin marangozluk aletlerini yeniden
islevlendirerek esere dokunsal bir duyarlilik da kazandiriyor.
Resimler, Tunaboylwnun aile tarihini ele alisindaki mitolojik
ama yasananlara derinden bagh yaklasimi belirginlestiriyor.
Ornegin Issiz Bulusma’da (2024) babasinin albiimlerinden,
Uskiip posta binasi 6niinde cekilmis eski bir fotografi tutan
bir eli resmin diizleminde kismen gosteriyor. Yapitlarinda
goriilen biikiilmiis insaat demiri gibi diger 6gelerle Tiirkiye’de
durmaksizin devam eden imar stireclerine, yasama aliskanlik-
larinin ve kent manzaralarinin kesintiye ugradigi bir gerceklige
isaret ediyor. Kertenkele heykelleri, yeniden biiylimeyi bekle-
yen kesik kuyruklariyla bu degisken zeminde izleyiciye birer
rehber gibi eslik ediyor. Yerlestirme boyunca karsimiza cikan
Olgiim aletleri ve sanatginin aile atélyesinden kalma diger
araclar da mekéan, miras ve yurt kavramlarinin miitemadiyen
insa halinde oldugunu ima ediyor.

Sevil Tunaboylu 1982 yilinda
Istanbul’da dogdu. Yasamini ve
c¢alismalarini burada siurdiiriyor.
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Sevil Tunaboylu employs a combination of painting, installation
and narrative techniques to explore social conflict, public mem-
ory and personal history, alongside other issues such as migra-
tion and collective modes of dwelling. Her work Remainder
(2024) derives both from personal history and collective
mythology. Moving fluidly between media, the work begins
with her grandparents’ migration from Skopje to Istanbul,
chronicling a symbolic history of flight, migration, persistence
and loss.

Through this archaeological excavation of her family
archive, past belongings and heirlooms, Tunaboylu employs
and re-casts the carpentry tools of her father and grandfa-
ther, lending the work a tactile quality. The paintings further a
mythical, yet deeply lived-in, approach to family history. For
instance, Desolate Reunion (2024) shows a partial hand holding
up a historical snapshot from her father's archives, taken in
front of the iconic Central Post Office in Skopje. Other features
in her work, such as crumpled iron bars, nod to the looming
reality of non-stop construction in Tlrkiye and its interrup-
tion of dwelling habits and urban landscapes. A series of lizard
sculptures become animalistic guides to a shifting terrain, their
severed tails set to regrow. Throughout the installation, refer-
ences to construction processes through her family's intergen-
erational workshop tools and measuring instruments speak to a
perpetual project of building space, legacy and homeland.

Sevil Tunaboylu was born in 1982
in Istanbul, where she currently
lives and works.
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Riar Rizaldi

Kapitalizme alternatifler tiretmeyi amaclayan arastirmalarinda
popiiler kiiltiir, teorik spekiilasyon ve bilimkurguyu bir araya
getiren Riar Rizaldi, calismalarinda cogunlukla memleketi
Endonezya takimadalarina odaklaniyor. Bienal kapsaminda
sanatcinin Tech-terra liclemesinin son filmi Bekerel (2021),
Endonezya’daki ekolojik krizi ve sdmiirgecilik mirasini incele-
mek amaciyla spekiilatif kurmacay! sinemayla bulusturuyor.
Film, Hollanda somiirdeci yonetiminden baskici siyasi rejime
ve diktatorliige, oradan da gilinlimiizdeki toprak gasplarina
ve ekstraktivizme uzanarak iilkenin dogal kaynaklarinin nasil
somiiriildiigiiyle ilgileniyor.

Bekerel, Giines’in niikleer teknoloji aracihgiyla yapay
olarak harekete gecirildigi ve dogaya aykiri bu ekolojik ritme
uyum saglamak lizere insanlarin dinlenmesinin yasaklandig
alternatif bir Endonezya’da geciyor. Film, Muchlis Mustafa’nin
canlandirdigi Sajad Ali isimli filozof cocugun, uyuyacak bir
yer bulmak icin adada dolagmasiyla aciliyor. Ali'nin gezintileri
sirasinda toryum madencilik endiistrisinde kullanilan araclarla
yasadig karsilagsmalar, hizla déniisen bu dogal ortamda giinliik
yasami sekillendiren hayati bir glic olarak enerjiyi vurguluyor.
Filmde 1950’lerden Disneyland reklamlariyla diinyanin ilk atom
bombasi patlamasina ait gériintiiler ormanin icine yerlestiril-
mis bir ekranda bir araya geliyor; bu vinyetleri Endonezya’da
niikleer gii¢ ve enerji sektoriine dair yayinlardan parcalar takip
ediyor. Boylece dehset verici sosyopolitik gergekler, yatistirici
kurmaca anlatilarla ustaca ic ice geciyor. Filozof cocugun
yanina déndiiglimiizde onu “azinligin ayricahg” olarak tarif
ettigi uyku lizerine diistintirken goriiyoruz; Ali, bitki ortiisiinde
gezintilerini siirdiirse de kendisine bir tiirlii dinlenecek bir yer
bulamiyor. Film, sergi alaninda Ali’nin agzindan kaleme alinan
ve giinlimiizde uyku ve dinlenme lizerine diistincelerini bir
araya getiren listkurmaca bir metin ile tamamlaniyor.

Riar Rizaldi 1990 yilinda Bandung’da dogdu.

Yasamini ve galismalarini Yogyakarta’da silrdiriyor.
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Riar Rizaldi brings together popular culture, theoretical specu-
lation and science-fiction towards an investigation into alterna-
tives to capitalism, often grounding his work in the Indonesian
archipelago. At the biennial, Rizaldi is showing the third film of
his trilogy Tech-terra, titled Becquerel (2021), integrating spec-
ulative fiction with cinema to explore ecological crisis and colo-
nialism in his native Indonesia. The film questions the exploita-
tion of the country’s natural resources, from Dutch colonial rule
through oppressive political suppression and dictatorship and
up to contemporary land grab and extractivism.

Becquerel is set in an alternative version of the nation,
where the Sun is artificially generated by nuclear technology
and rest is outlawed in order to acclimatise humans to this
unnatural ecological rhythm. A philosopher-child named Sajad
Ali (played by Muchlis Mustafa) wanders through the island
looking to find a place to sleep. We follow Ali as he comes
into contact with apparatuses of the thorium mining industry,
emphasising energy as a vital force shaping daily life and other
aspects of a rapidly changing environment. Shots of 1950s-era
advertisements for Disneyland are spliced with footage showing
the world'’s first atomic-bomb explosion, displayed on a monitor
in a forest, followed by film snippets on the Indonesian energy
sector and nuclear power.

The vignettes slyly conflate anodyne fiction
with dire sociopolitical fact. When we return
to the boy philosopher, he meditates on sleep
(calling it 'a commodity for the few'), wandering
the natural vegetation and unable to find a place
to rest. Complementing the film is a metafictional
text authored by Ali and presented alongside the
video installation as an extended reflection on
sleep and rest in our present moment.

Riar Rizaldi was born in 1990 in Bandung. He
currently lives and works in Yogyakarta.
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Lara Saab resim, performans ve metinler aracilifiyla insanlarin
ve insaniistii varhklarin i¢ ice gecmis varolusunu 6n plana
cikaran bilgi edinme hicimleri gelistirmeye calisiyor. Vahsi
Magueyler - insaniyetsiz Yakinliklar (2025), agave ya da “ylizyil
bitkisi” adlariyla da bilinen, 6mriinde yalnizca bir defa cicek
acan, Meksika’ya 6zgli maguey bitkisine dair uzun soluklu bir
gorsel giinliik ve inceleme. Siis bitkisi ticareti yoluyla Liibnan’a
gelen ve miilk sinirlarini isaretlemek icin kullanilan maguey, artik
yabani olarak biiyliyor. Bu yabani hal, vahsi Atlas: insandan-
6te Antroposen baslikli yayinda bahsi gecen, insan olmayan
varhklarin “insan projeleriyle, projeleri yapanlarin tasarlamadigi
sekillerde” etkilesiminin bir 6rnegi olarak kavramsallasiyor.
Saab son alt1 yildir Beyrut’ta ve Liibnan genelinde bulunan
maguey kiimelerini ziyaret ederek bu bitkilerin farkl dogal
ortamlardaki goc yollarini ve yasamlarini izliyor. Uzun siireler
boyunca tek bir konu ya da temaya odaklanan resim pratigini,
slirec boyunca bir saha rehberine dontistiirtiyor; bitkinin devi-
nimini, sessizligini ve barindirdigi olasiliklari yakindan izleyen,
siirekli gelisen bir aragtirma yontemine biiriindiiriiyor. Saab’in
caligsmasi, ekstraktivist imge sistemlerinin tarihine bakarak
onlari yeniden tanimlamaya ydnelik iliskisel bir gozlem bicimine
dayaniyor. Sanatci, 16-18. ylizyil botanik illiistrasyonlarindan
ilham alirken onlari ayristirmaya dayali sanatsal pratiklerin erken
donemine isaret eden bir gorsel anlati olarak derliyor. Boylece
estetize etme, kopyalama ve standartlastirma lizerine kurulu
bu pratiklerin yalnizca botanik bilimini degil, modern gérme ve
siniflandirma cercevelerini de sekillendirdigini ifade ediyor.
Bienalde ilk kez sergilenecek olan proje, sergi alaninda yeni-
den konumlandirilan bir saha calismasindan daha dontistiirtici,
diinya kurucu bir tavri benimsiyor. Eskizleri, baskilari, cokkat-
manl resimleri ve bitkinin zaman ve mekanda donii-
sen varolusunu kayda alan bir calisma giinltigiinii
bir araya getiren yerlestirme, izleyicileri yalnizca
bakmaya degil, mekdanda zaman gecirmeye davet
ediyor; bir sey hakkinda bilgi edinmenin 6tesinde,
onunla beraber 6grenmek icin bir alan aciyor.

Lara Saab 1991 yilinda Beyrut’ta
dogdu. Yasamini ve calismalarini
burada sirdiriyor.
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Lara Saab

Lara Saab works across painting, performance and text to
cultivate ways of knowing that foreground human and more-
than-human enmeshment. Feral Magueys - Inhuman Intimacies
(2025) unfolds as a long-term visual journal and study of the
maguey plant - also known as agave or the ‘century plant' -

a species native to Mexico that blooms once in its lifetime.
Introduced to Lebanon through the ornamental plant trade and
planted to mark property lines, the maguey now grows ferally,
which, as conceptualised in the publication Feral Atlas: The
More-Than-Human Anthropocene, is a state where nonhuman
beings engage ‘'with human projects, but not in the way the
makers of those projects designed’.

Over the past six years, Saab has revisited maguey patches
across Beirut and Lebanon, tracing their migrations and
material life in varied landscapes. By holding fast to a single
subject, her painting practice becomes a field guide in process:
an evolving research method attentive to the plant's gestures,
silences and speculative potential. Saab’s study is rooted in a
relational mode of observation that reframes extractive image
systems by returning to their historical foundations. Drawing
on a collection of 16th-18th-century botanical illustrations, the
artist assembles them into a visual narrative pointing to the
early formation of these extractive practices - built on aesthet-
icisation, reproduction and standardisation - that shaped not
only botanical knowledge but also the frameworks for modern
ways of seeing and classification.

Presented for the first time at the biennial, the project shifts
from situated fieldwork into more transfigurative, world-build-
ing gestures. The installation gathers drawings, image trans-
fers, layered paintings and a working journal that collects the
plant's shifting presence across land and time. It invites viewers
not only to look, but to linger - offering a space for learning
with, rather than merely about.

Lara Saab was born in 1991 in Beirut,
where she currently lives and works.
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Jagdeep Raina
Jagdeep Raina’nin disiplinlerarasi sanat pratigi, maddi ve kiil-
tiirel tarihlerden beslenerek insan dokunusunun geride biraktigi
kalintilari ve iyilestirici giiciinii kesfetmeyi amachyor. Dokuma,
seramik, resim, animasyon ve video gibi mecralarda galisan Raina,
ayni zamanda diasporik, ekolojik ve diger siyasi miicadeleleri
goriiniir hale getirmenin ve arsivi yeniden yorumlamanin bir yolu
olarak dikis ve dokuma gibi geleneksel sanat dallarina basvuruyor.
Pencap usulii phulkari ve Kesmir usulii sozni gibi bir zamanlar
kdy kadinlarinin ortak emekle devam ettirdigi ancak Hindistan’in
boliinmesi, kiiresellesme ve emek somiiriisii gibi gelismeler
ylizlinden unutulmaya yliz tutmus geleneksel nakis tekniklerine de
calismalarinda siklikla yer veriyor.

Raina, ailesinin kokenlerinin dayandig1 Kesmir bolgesine 6zgii
geleneksel dokuma tekniklerini cagristiran bir dizi nakisli doku-
mayi bienal kapsaminda sergiliyor. 18. ylizyildan itibaren Pencap
ve Kesmir bolgeleri arasinda paylasilan zanaat pratiklerine gon-
dermeler iceren yapitlarinda, memleketini hem maddi hem tematik
diizeylerde rengarenk bir lislupla betimliyor; Kesmirli kadinlari kdh
geleneksel phiran elbiseleri icerisinde karanlhk bir gélde kiirek
cekerken, kah bir Kesmir kecisi tarafindan dptiltirken, kah yerli
kuslarla cevrili bir hdlde giiliimserken, atalarina ait topraklarla
diyalog icinde resmediyor. Bu eserler Pencap’ta Yesil Devrim’in
kiiltiirel, siyasal ve cevresel sonuclarindan esinle olusturulmus
Gtizel Topraklar bashkh bir dizi islemeli kumasla birlikte sergi-
leniyor. Sanatcl, bir arastirmacinin baskaldiri ve hayatta kalma
miicadelesini belgeleyen kisisel argivinden elde edilmis tarihi
fotograflari bu seride yeniden isliyor. Yesil Devrim, 1960’larda
Hindistan’da ABD ve diger yabanci lilkeler tarafindan desteklenen
bir tarim politikasiydi; sonug olarak asiri sulama gibi istilaci tarim
yontemlerine, yliksek verimli tohum tiirlerine, kimyasal pestisitlere
ve giibrelere bagimlilhigi beraberinde getirdi. Baslangicta biiylimeyi
amaclayan ancak topragin bozulmasi, yeralti sularinin tiikenmesi,
ormanlarin kaybedilmesi ve hatta ciftcilerin intihar
gibi sonuclar doguran bu hareket, kirsal yasamin
her noktasinda izini birakan bir krize dontisti. Glizel
Topraklar, Hindistan’daki cagdas tarim protestolarinin
yani sira Turkiye’deki pestisit kriziyle de paralellik
kurarak, paylasilan cevresel glivencesizlik iizerinden
farkli cografyalar arasinda bir koprii olusturuyor.

Jagdeep Raina 1991 yilinda Ontario’da
dogdu. Yasamini ve calismalarini New
York’ta sitrdiriyor.
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Jagdeep Raina’s multidisciplinary practice draws from material

and cultural histories to explore the residue of human touch, as
well as its restorative potential. Working across textile, ceramics,
painting, animation and video, Raina draws on traditional artistic
forms such as stitching and weaving, repositioning them as tools
for reinterpreting archives and uncovering diasporic, ecological and
other political struggles. The artist frequently incorporates phulkari
and sozni - traditional embroidery techniques from Punjab and
Kashmir, respectively — once collaboratively practised by village
women but later disrupted by the Partition of India, globalisation
and labour exploitation.

At the biennial, Raina is showing a series of embroidered
tapestries that evoke traditional Kashmiri weaving techniques,
rooted in the region from which the artist’s family originates.
Referencing the shared craft practices between the regions of
Punjab and Kashmir from the 18th century onward, Raina’s works
are vivid depictions that resonate with the artist’s homeland both
materially and thematically, portraying Kashmiri women engaged
in dialogue with their ancestral surroundings: rowing across a
dark lake dressed in the traditional phiran, receiving a kiss from a
Pashmina goat, or smiling, surrounded by native birds. These works
are shown alongside pieces from the artist's Beautiful Zameen
(Beautiful Land), a series of stitched textiles influenced by the cul-
tural, political and environmental fallout of the Green Revolution in
Punjab. The series reworks historical photographs sourced through
a researcher’s personal archive documenting a visual account of
protest and survival. In 1960s India, the Green Revolution was a US
and foreign-backed agricultural policy that introduced a depend-
ence on high-yield seed varieties, chemical pesticides and fertiliz-
ers, and invasive agricultural practices such as over-irrigation. The
results of this movement - originally intended to produce growth
- include soil degradation, groundwater depletion, forest loss and
even an epidemic of farmer suicides: a marked, widespread crisis in
rural life. Beautiful Zameen resonates with contemporary agrarian
protest movements in India as well as Tiirkiye's own pesticide cri-
sis, bridging geographies through shared environmental precarity.

Jagdeep Raina was born in 1991 in Guelph.
He currently lives and works in New York.
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Natasha Tontey

Minahasali sanatci Natasha Tontey, giintimiizdeki bilgi yapila-
rint elestirmek ve insandisi varliklarin yasamlari lizerine daha
derinlemesine kafa yormak amaciyla film, performans ve spe-
kiilatif kurmaca mecralarina basvuruyor. Tontey’in Alevlerin
Arasindaki Bahce (2022) baslikli tek kanalli video yerles-
tirmesinde atalara ait ritiieller ve yerli halkin bilgi bicimleri,
direnme, hayal kurma ve ihtimam alanlarina doniistiiriiliiyor.
Endonezya’nin yerli halklarindan Minahasa’nin kozmoloji-
sinden beslenen sanatci, bu kiiltiirlin insan ile insandtesi
varhiklar arasindaki dengeye dair inancini arastiriyor.

Alevlerin Arasindaki Bahce, bir grup kiz cocugunun
yetiskinlige gecis Oykiisiinii biiyiilii gercekci unsurlarla
betimliyor. Oykiiniin baskisisi Virsay, bir giin kaslarini kazi-
diktan sonra kendini baska bir alemde buluyor ve burada
horoz ve sdlekant baligi gibi Minahasa kozmolojisine ait
kadim varliklarla karsilasiyor. Oteki dlemde gerceklestirdigi
seyahatlerin sonunda bir savasciya ddnlisen Virsay, kabile-
ler arasi catismalarda yenilmez olmak icin savascilarin zirh
kusandigr kadim karai téreninin kuirlestirilmis bir versiyo-
nunu tecriibe ediyor; burada karai gelenegi, diismanlik ve
saldirganliktan ziyade ihtimam ve bakim etrafinda yeniden
yorumlaniyor. Sanatci, Kuzey Sulawesi’nin Sonder sehrinde
kabasaran doviis sanatini icra eden genc kizlardan olusan
Wulan Lengkoan dans topluluguyla ishirligi icinde lirettigi
filmde, Minahasa kiiltliriiniin farkh unsurlarini birbirine
dokuyor. Filmin canh renk paleti ve koreografik
diizeni, esinini aldig1 téren geleneklerini yansitir-
ken hizla donlisen bir kiiltlirel ortam icinde erilligi
de elestiriyor.

Natasha Tontey was born in 1989 in
Minahasa. She currently lives and works
between Yogyakarta and Jakarta.
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Natasha Tontey is a Minahasan artist employing film, perfor-
mance and speculative fiction in order to critique present-day
knowledge structures and more thoroughly consider the lives of
non-human entities. Tontey's Garden Amidst the Flame (2022)
is a single-channel video installation in which ancestral rituals
and Indigenous knowledge forms are mobilised as sites of
resistance, imagination and care. The artist's work draws on the
cosmology of the Minahasa, an Indigenous nation in Indonesia,
to explore the Minahasan cultural belief in equilibrium between
human and more-than-human entities.

Garden Amidst the Flame takes the form of a coming-of-age
story with magical-realist elements about a group of girls. After
she shaves her eyebrows one day, Virsay, the story's protago-
nist, is carried away to another realm, where she encounters a
cast of ancient entities from Minahasan cosmology, including a
rooster and coelacanth. As Virsay travels through this alternate
realm, she ultimately becomes a warrior and receives a queered
version of karai, a longstanding ritual in which warriors are
dressed with armour to make them invulnerable to tribal war.
Here, the ritual is reimagined as one of care rather than aggres-
sion. Throughout the film - produced in collaboration with
Wulan Lengkoan, a dance troupe of schoolgirls in Sonder, North
Sulawesi, who practice the kabasaran martial arts - Tontey
interweaves aspects of Minahasan culture. Her work critiques
masculinity within a rapidly changing cultural framework, while
the film's saturated colour palette and choreographic move-
ments echo the ceremonial traditions from which it draws.

Natasha Tontey was born in 1989 in Minahasa.
She currently lives and works between
Yogyakarta and Jakarta.
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Safak Sule Kemanci

Safak Sule Kemanci eserlerinde ekolojik anlamda birbirine
baglanmishigl, kuir arzuyu, kiiltiirel bellegi ve olasi gele-
cekleri inceliyor. Donna Haraway’in “tentakiiler diisiince”
kavramindan yola cikarak, pratiginde tiirler ve bicimler
arasindaki akiskanhgi kucakliyor; bitkiler, mineraller,
hayvanlar ve insanlarin, 6znellik halini asan bir iliskilenme
icerisinde birhirine dolanmasinin yolunu agiyor. Uretiminde
kolaj, heykel, dikis ve resim gibi zanaat geleneklerine bagh
malzemelere ve tekniklere basvuran sanatci, miisterek
tiretim ve hikdye anlatma pratiklerinin nasil dontstiirlict bir
bakim eylemi olabilecegini gosteriyor.

Kemanci, bienal kapsaminda hitki ve hayvan niteliklerini
ayni potada eriten hibrit bir yapiya sahip, anitsal élcekte
yumusak bir heykel sergiliyor. Elhamra Han’in bir odasini
mesken edinen eser, bulundugu yabani peyzajin igcerisinde
pencerelerden ve kapilardan tasarak biliyliyor; evcil ile
yabani, insan ile insan disi, dogal ile yapay arasindaki ikilik
haline meydan okuyan cevreleyici bir ortam olusturuyor.
Eserin diisiirdiigli gélgeler korumanin geri cekilmek ya
da saklanmak degil, baskalari icin bir siginak sunabilmek
anlamina geldigine isaret ediyor. Heykel, yeni hareket yollari
acarak ziyaretciyi oyalanmaya ve dolanmaya tesvik eden
alternatif bir mekadnsal mantik dneriyor.

Safak Sule Kemanci 1975 yilinda
Istanbul’da dogdu. Yasamini ve
c¢alismalarini burada siurdiiriyor.
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Safak Sule Kemanci's work explores ecological interconnected-
ness, queer desire, cultural memory and speculative futures.
Drawing from Donna Haraway's concept of ‘tentacular think-
ing’, the artist's practice embraces fluidity between species
and forms: plants, minerals, animals and humans intertwine in
trans-subjective entanglements. By using materials and tech-
niques tied to craft traditions like collage, sculpture, sewing
and painting, they show how communal acts of making and
storytelling can function as acts of transformative care.

At the biennial, Kemanci presents a soft sculpture on a
monumental scale, marked by its hybrid nature integrating
both plant and animal attributes. The work inhabits one of the
rooms in Elhamra Han and grows in a feral landscape, emerging
from windows and doorways, forming an immersive environ-
ment that challenges binaries between cultivated and wild,
human and non-human, natural and artificial. The shadows
cast by the work hint that protection is not about withdrawal
or concealment, but about the possibility of sheltering others.
The sculpture proposes an alternative spatial logic that gener-
ates new pathways for movement and encourages the visitor to
wander and linger.

Safak Sule Kemanci was born in 1975 in
Istanbul, where they currently live and work.
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Mona Benyamin

Filistinli sanatci Mona Benyamin video calismalarinda fiziksel
komedi, aile melodrami ve reklam estetigi gibi farkl 68eleri
harmanlayarak Filistin’de ve bélgenin genelinde siiregelen
trajedilere cokkatmanli bir yanit sunuyor. Aile liyelerinin de
siklikla yer aldigi calismalari aracihgiyla Filistinlilerin giinliik
hayattaki miicadelelerine 1sik tutarken, kusaklararasi travma
mirasini, haber tiiketiminin ci@irindan cikmis déngiiselligini ve
kiiresel medya aygitlarinin yarattigi duygusal manipiilasyonu da
alttan alta sorguluyor. Sanatcinin Ay Yiizeyi (2020) gibi dnceki
filmleri Filistin isgaline hicivle yaklasarak, bazi Filistinliler icin
Ay’a gitmenin yurtlarina déonmekten daha kolay oldugunu éne
siirtiyor. Diger calismalari ise hazir kahkaha efektleri, buluntu
stok goriintiiler gibi kaliplasmis medya ve televizyon aygitlarin-
dan faydalanarak haber goriintiilerinin izleyicinin duygulariyla
oynayan bicimsel mekanizmalarinin altini abarti yoluyla oyuyor.
Tekrar, yarin (2023) sade bir ortamda gosterilen 11 daki-
kalik bir video. Tanidik ama bir o kadar da zamansiz bir ana
haber biilteni bicimini benimseyerek izleyiciye amansiz bir
acil durum hissi aktariyor. Filmde Benyamin’in annesi Nahia
ve babasi Michel sunucu, gérgii tanigi ve magdur gibi farkh
rollere biirlinliyor. Onlar aglayarak, bagirarak, diistinerek
ve tartisarak bir duygudan digerine hizla gecerken, filme
eslik eden ses ve gorlintli unsurlari da bazen haberin mer-
kezindeki olayin agirligini celiskili bir bicimde artiran veya
hafifleten bir unsura donitistiyor. Filmdeki trajik ve absiirt
altmetin suc ortakhgl, izleyicilik ve anlaticilik arasindaki
karmasik iliskilere isaret ediyor. Asiriya kacan ve abslirt-
lesen duygusal tepkiler ise hicvin ve elestirinin 6tesine
uzanarak Filistinli olmakla 6zdeslesen yanlis temsil edilme
ve susturulma halini kayda geciriyor. Filistin’in travmalarla
dolu gecmisine verilebilecek en uygun duygusal tepki ne
olabilir? Filmin 6zenle kurgulanmis gorsel dili, histerik kah-
kahayi ifadenin ve yasin son siginagi olarak tasvir ederken,
travmanin ve olaganiistii halin siirekliligini de sorguluyor.

Mona Benyamin 1997 yilinda Hayfa’da dogdu. Yasamini

ve calismalarini Hayfa ve New York’ta siirdiriyor.
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The videos of Palestinian artist Mona Benyamin combine ele-
ments of slapstick comedy, family melodrama and commercial
aesthetics to offer a layered response to the Palestinian experi-
ence and the ongoing tragedies of the greater region. Through
her projects, which often feature family members, Benyamin
shines a light on the current struggles of Palestinians while
slyly questioning the intergenerational legacies of trauma,
the aggressively cyclical nature of news consumption, and the
emotional manipulation practised by global media apparatuses.
Earlier films, such as Moonscape (2020), place a satirical lens
on the question of Palestinian occupation by playfully suggest-
ing that it is easier for some Palestinians to go to the Moon
than return to Palestine. Other works use media and television
devices such as canned laughter, found stock footage and other
showbiz tropes to exaggerate and undercut the pathos-driven
and emotionally coercive formal mechanisms of news footage.
Tomorrow, again (2023) is an 11-minute video presented in a
minimalist environment that takes the form of a generic newscast,
at once familiar and timeless, in order to convey the feeling of
an ongoing state of emergency. In the film, Benyamin's parents,
Nahia and Michel Benyamin, play multiple roles - as presenters/
anchors, eyewitnesses and victims - rapidly cycling through
numerous emotions, as we see them crying, screaming, reflecting,
and discussing, while audio and visual cues paradoxically heighten
or play down the stakes of the news. The tragic and absurd under-
tones of the film speak to the complicated links between com-
plicity, viewership and authorship. The sense of exaggeration and
absurd emotional responses in the film collapse satire and critique,
capturing the quintessentially Palestinian condition
of misrepresentation and silencing. What is an ade-
quate emotional response to the traumatic history
of Palestine? The film's carefully calibrated visual
language questions the continuity of trauma and
the persistence of a constant state of emergency by
presenting hysterical laughter as a last-ditch mode
of expression and grief.

Mona Benyamin was born in 1997 in
Haifa. She currently lives and works
between Haifa and New York.
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Sultan Abdiilaziz, 1869 yilinda dort kath bir konagin
bulundugu bu araziyi Aziz Vincent de Paul’iin
Yardimsever Kizlari cemiyetine, yetimhane olarak
kullanilmasi sartiyla tahsis etmis. Saint-Joseph
Fransiz Yetimhanesi ayni sene, hitisigindeki Saint
Eugene ilkokuluyla birlikte kapilarini agmis. Her iki
kurum da 1937’ye kadar faaliyette kalmis. Yapinin
durumunun zamanla kotiilesmesi ve miilkiyetine
iliskin hukuki siiregler sonucu hina hir siiredir
kullanilamiyor. Binayi gevreleyen, gegmiste iginde
bostani, kuyulari, teraslari ve akan su kaynaklarinin
oldugu hilinen bahge, giiniimiizde Beyoglu Belediyesi
tarafindan “Tophane Mekéan” adiyla kamuya agilmis
bir sosyal tesis olarak islev goriiyor.
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In 1869, Sultan Abdiilaziz granted the land for this
four-storey estate to the Daughters of Charity of Saint
Vincent de Paul, on the condition that it be used as an
orphanage. That same year, the Saint-Joseph French
Orphanage opened its doors alongside the adjacent
Saint Eugéne elementary school. Both institutions
remained active until 1937. Due to the building’s
deteriorating state and the legal proceedings
concerning its ownership, it has remained unused for
some time. The surrounding garden, once known for
its bostan (community garden), wells, terraces, and
running water, has recently been opened to the public
by the Beyoglu District Municipality under the name

‘Tophane Mekan’.
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Kirmizi Rotavesait (2025) farkli emek, devinim ve aidiyet
yollarini acan ve bozan bir kavramsal aygit ve mekansal miida-
hale. 18. istanbul Bienali icin mek&na 6zgii olarak kurgulanan
yerlestirme, Khalil Rabah’in kariyeri boyunca toprak miicade-
lesine, tehcire ve egemen tarih anlatilarinin sorgulanmasina
yonelik siirdiirdligii ilginin bir uzantisi niteli€inde. Eski Fransiz
Yetimhanesi’nin kamuya acik bahcesinin kuytu bir kdsesine
yerlesen eser, bienal ziyaretcilerini bariyerlerin, esiklerin ve
celiskili isaretlerin olusturdugu bir yapi icerisinde dolagsmaya
-ve engellerle karsilasmaya- davet ediyor. Yerlestirmeyi
sekillendiren yapisal 6zellikler, ayni zamanda yetimhanenin bir
siginak ve bir tahakkiim mekani olarak tarihinin bir yansimasi.

Yerlestirmeyi boydan boya kesen dar su kanalinin icinde,
suyun akiskanhgina tezat olusturan sabit kirmizi metal boru,
alani hem bdéliiyor hem de birlestiriyor: Bu boru bir zamanlar
bahceden gecen su kaynagina atifta bulunurken, kaynaklarin
cikarilmasini ve kontroliinii saglayan altyapilari, 6rnegin boru
hatlarini, sinirlari, iklimin ve jeopolitik baskinin altinda akmasi
gittikce zorlasan su kaynaklarini da akla getiriyor. Kanalin
bir kiyisinda yesil mermer bir kaide listiine yerlestirilmis olan
kirmizi transpalet, engeller altinda hareket etmeye calismanin
gliclligiine isaret ediyor. Karsi kiyida, kirmizi ahsap paletler
lizerine diizenli araliklarla yerlestirilmis, icinde zeytin, naren-
ciye ve yemis gibi farkli tiirden yetiskin agaclarin yesermeye
devam ettigi ylizlin tizerinde kirmizi varil, seyyar bir fidanlik
olusturuyor. Agaclar burada koklense de endiistriyel kontey-
nerler icinde yerinden edilmis kalmaya devam ediyor; kalicihgi
istikrarsizlikla, biiylimeyi denetimle yan yana getiriyor.

Nokta, hat ve arazi gibi diizenleyici uzamsal prensiplerle
kurgulanan yerlestirme, fiziki ve siyasi topografyasini cal-
kantil bir gecmisle yiiklii bir mekana sabitliyor. Yetimhanenin
mimari mirasinin sekillendirdigi eser, izleyicilerin alandaki
gezintisine rehberlik ederken bir yandan da onlari mekanin
tarihiyle bas basa hirakiyor. Kirmizt Rotavesait canh kirmizi
yiizeyleriyle aciliyet duygusu uyandiriyor ve mekansal koreog-
rafisiyle izleyicinin bu anlati icerisinde —katilimci, davetsiz bir
misafir ya da tanik olarak- yolunu nasil bulacagini, nasil var
olacagini ya da hangi rolii iistlenecegini belirliyor.

Khalil Rabah 1961 yilinda Kudiis’te dogdu.

Yasamini ve c¢alismalarini Ramallah’ta sirdiiriyor.
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Khalil Rabah

Khalil Rabah's Red Navigapparate (2025) operates as both
conceptual apparatus and spatial intervention, constructing and
disrupting paths of movement, labour and rootedness. Created
as a site-specific installation for the 18th Istanbul Biennial,
the work extends Rabah's long-standing engagement with the
politics of land, displacement and contestation of dominant
historical narratives. Installed in a secluded section of the
public garden at the Former French Orphanage, it invites - and
obstructs - navigation through a layered landscape of barriers,
thresholds and dissonant signals, echoing the orphanage’s own
history as both a place of refuge and site of control.

A narrow water channel cuts across the site, traversed by a
rigid red metal pipe that both connects and divides. It recalls a
water source that once flowed through the garden, while evoking
infrastructures of extraction and control: pipelines, borders
and the strained flows of water under climate and geopolitical
pressures. On one bank, a red manual transpalette is mounted on
a green marble pedestal - embodying the paradox of movement
under constraint. Opposite, a gridded field of more than 100 red
barrels, each placed on red wooden pallets and cradling a mature
olive, citrus, or nut tree, forms a provisional nursery. Cultivated
in industrial containers, these trees remain rooted yet displaced,
juxtaposing permanence with precarity, growth with control.

Conceived through the spatial logics of point, line and field,
the installation anchors its physical and political topography in
a site dense with contested histories. Shaped by the orphan-
age's architectural legacy, the work does not merely guide
movement — it entangles the viewer in the history of the site.
Red Navigapparate's saturated red surfaces signal urgency,
while its spatial choreography dictates and constrains how one
navigates, lingers or inherits a role within the unfolding narra-
tive - whether as participant, trespasser or witness.

Khalil Rabah was born in 1961 in Jerusalem.
He currently lives and works in Ramallah.
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1983 yilinda insa edilen, Meclis-i Mebusan
Caddesi’ndeki 35 numarali bina, Borusan’a ait.
2013 ila 2019 yillari arasinda, sehirlerin gelecegini
tasarlamaya yonelik kiiresel bir kent laboratuvarlari
agi olan Studio-X'in Istanbul ayagina evsahipligi
yapti. Boylelikle bhina, bir donem boyunca sehircilik,
mimarlik ve politika ekseninde sekillenen etkinlik,
arastirma ve konferanslarin yapildigi bir merkez
haline geldi. 2016 ve 2018 yillarinda istanbul
Tasarim Bienali’nin mekénlari arasinda yer alan
binanin zemin kati, 18. istanbul Bienali kapsaminda
yeniden canlandiriliyor.
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Builtin 1983, Meclis-i Mebusan 35 is owned by the
Turkish industrial conglomerate Borusan. Between
2013 and 2019, it housed Studio-X Istanbul as part
of a global network of urban laboratories dedicated
to envisioning the future of cities. As such, the
building became a hub for events, research,

and conferences that primarily revolved around
urbanism, architecture, and politics. The space
also served as one of the venues for Istanbul Design
Biennial in 2016 and 2018. Today, the ground floor is
being reactivated as one of the venues for the 18th
Istanbul Biennial.
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VASKOS

Vassilis Noulas ve Kostas Tzimoulis’in isbirliginden dogan
VASKOS, ihtimam, bir aradalik ve 6z6rglitlenme konularini
kuir estetik gelenek lizerinden ele aliyor. ikilinin eserleri
ulusal kimlige dair anlatilarin altini oyuyor; kiiltlirel miras
ve halk geleneklerinden beslenirken ayni zamanda onlari
homoerotizm, camp ve eko-kuir stratejiler araciligiyla
tersytiz ediyor.

VASKOS hienalde Su Testisi Su Yolunda Kirilir (2024)
serisinden iki eseri sergiliyor; sergi alaninda cift yonlii izle-
nebilecek sekilde tavandan sarkitilan dokuma zeminli baski,
kolajlardan ve resimlerden olusuyor. Ebediyen Dékiilmek
ve Samimiyetle Dékiilenler baglikh eserlerde Yunan dev-
letinin ve turizm endlistrisinin tarihten ticari bir kaynak
olarak faydalanmak suretiyle ayakta tuttugu “yunanhk”
fikrinin ikonografisi yeniden tasavvur ediliyor. ikili, dokuma
panellerin rengarenk gorsel dleminde Yunan uygarhigi ve
mitolojisini tarihsellestirirken Helen kimligine dair bir
sembol olarak kullanilan testiyi ya da “amfora”yi ele aliyor.
Eserler 18. ylizyilda Fransiz mimar ve tasarimci Ennemond
Alexandre Petitot’nun “Yunan tarzi”ni hicvetmek icin mimari
ve dekoratif 68elerden fantastik kostiimler {irettigi Grek
Usulii Maskeli Balo baslikli bir dizi graviire de géndermede
bulunuyor. VASKOS’un calismasinda ise sanatcilarin kendi
bedenlerinin tasvirleri, klasik antikcagdan ve diger dekoratif
imgelerden 6diinc alinan motiflerle ic ice geciyor.

VASKOS, Vassilis Noulas ve
Kostas Tzimoulis’ten olusan ve
2014’ ten beri faaliyet gbsteren
sanat¢c1 ikilisi. Vassilis

Noulas 1975 yilinda New York’ta
dogdu. Kostas Tzimoulis ise 1974
yilinda Selanik’te dogdu. Ikili
yasamlarini ve calismalarini
Atina’da siirdiriyor.
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VASKOS is an artistic duo consisting of Vassilis Noulas and
Kostas Tzimoulis working within a queer aesthetic tradition to
take up themes of care, conviviality and self-organisation. Their
works subvert narratives of national identity, drawing on and
upending heritage and folk traditions through homoeroticism,
camp and eco-queer strategies.

At the biennial, VASKOS is exhibiting two pieces from the
series The Jug Goes to the Well Until It Breaks (2024), consist-
ing of textile-based printed collages and paintings suspended
recto/verso from the ceiling of the exhibition space. In these
works, titled Pouring Without End and Spilled in Good Faith,
VASKOS revisits the iconography of '‘Greekness’, an idea sus-
tained by the Greek state and tourism industry in attempts
to monetise history. Within the vividly coloured visual realm
of the textile panels, the duo take up the symbol of the jug or
amphora, which has long been a shorthand symbol for Hellenic
identity in the historicisation of Greek civilisation and mythol-
ogy. Their work also references Mascarade a la grecque, an
18th-century series of engravings by French architect and
designer Ennemond Alexandre Petitot, depicting fantastical dis-
guises fashioned from architectural and decorative elements to
satirise the ‘Greek style'. Here, depictions of the artists them-
selves are interwoven with motifs from classical antiquity and
other ornamental icons.

VASKOS is a collaborative artist duo
consisting of Vassilis Noulas and Kostas
Tzimoulis formed in 2014. Vassilis Noulas
was born in 1975 in New York. Kostas
Tzimoulis was born in 1974 in Thessaloniki.
They currently live and work in Athens.
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Pilar Quinteros

Pilar Quinteros video, performans, yerlestirme ve cizimler
etrafinda sekillenen calismalarinda ucuz yapi malzeme-
leri kullanarak gercekligin degisken dogasini arastiriyor.
Sanatcinin bienal icin lirettigi isci Sinifi (2025), heykeltiras
Muzaffer Ertoran’in bir zamanlar Beyoglu’ndaki Tophane
Parki’nda bulunan isci (1973) anitindan yola gikiyor. Yaklasik
elli yil boyunca kamusal alanda yer alan bu heykel defalarca
vandalli@a kurban gitti; parmaklari, bacaklari, kollari, elindeki
balyozu ve basinin parcalandigi saldirilarin sonunda geriye
yalnizca bir gévde kaldi. Ertoran birgok kez restore etmeye
calistiysa da heykel her defasinda yine zarar gordii. Bu insa
ve yikim dénglisiiniin yani sira sanatcinin kendi eserinin
onarimini defalarca listlenmesi, Quinteros’u sebat, yenilenme
ve sanatcinin toplumdaki rolii tizerine diisiinmeye sevk etti.
Bienalde Quinteros, Ertoran’in is¢i’sini, uzuvlarini sergi
alanina dagitarak parcalara ayiriyor. Eseri tekrar insa etmek
yerine, bu heykelin kamusal bellegin sinirlari icinde yasadigi
coziinmeyi ve imha edilisinden sonra bir efsaneye ddniisen
ikinci yasamini bliyiik dlcekli, karton bir temsil aracihigiyla
vurguluyor. Buna eglik eden yari gercek yari kurmaca bel-
gesel filmde, siirekli tahrip edilen eseri lizerine diisiinen bir
heykeltiras tasvir ediliyor. Sanatcinin atélyesinde ve Tophane
Parki’nda gecen sahnelerde heykelin yeniden dikilmesine
yonelik basarisiz girisimler, gecmisteki beyhude cabalari akla
getiriyor. Quinteros’un projesi kamusal sanatin, aidiyetin ve
kaliciligin karmasik dogasini inceliyor.

Pilar Quinteros 1988 yilinda |
Santiago’da dogdu. Yasamini ve " b

calismalarini Basel’de silirdiiriiyor.
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Pilar Quinteros works across video, performance, installation
and drawing, using cheap construction materials to explore the
malleable nature of reality. Working Class (2025), Quinteros's
commission for the biennial, takes as its subject /s¢i (The
Worker, 1973), a monument by sculptor Muzaffer Ertoran that
once stood in Tophane Park in Beyoglu. Over nearly five dec-
ades, the sculpture was repeatedly damaged - its fingers, legs,
arms, sledgehammer and head destroyed in successive waves
of vandalism, ultimately rendering it just a torso. On multiple
occasions, the artist attempted to restore it, only for it to be
damaged once again. This cycle of construction and destruc-
tion, as well as Ertoran's recurring role as repairer of his own
work, prompted Quinteros to reflect on ideas of persistence and
regeneration, and on the role of artists in society.

At the biennial, Quinteros disassembles the form of
Ertoran's The Worker by scattering its limbs throughout the
exhibition space. Rather than reconstructing the monument, the
artist emphasises its ongoing disintegration in public memory
and mythic afterlife by portraying it as a large-scale cardboard
sculpture. Alongside it, a film, part mockumentary and part
documentary, imagines a fictionalised sculptor considering his
own endlessly vandalised work. The scenes unfold in the artist's
workshop and in Tophane Park, where an attempted reinstalla-
tion of the sculpture echoes the many frustrated efforts of the
past. Quinteros's project probes the complexities of public art,
authorship and permanence.

Pilar Quinteros was born in 1988 in Santiago.
She currently lives and works in Basel.
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Eva Fabregas

Eva Fabregas’in biiylik dlcekli heykelleri ve yerlestirmeleri
canli organizmalarin dokularindan, bicimlerinden ve ritim-
lerinden ilham aliyor. Sanatcinin lateks, sentetik kumas ve
elastik orgii gibi malzemelerden lirettigi hacimli yerlestir-
meler, etli ve yumusak yumrular hélinde bedenin ic yapisini,
hiicresel formlari veya metabolik siirecleri cagristiriyor.
Bu heykelsi formlar, izleyiciyi cevreleyen dokunsal ekosis-
temler olusturarak icine yerlestikleri mimari ortama bazen
uyumlaniyor, bazen de onu sekteye ugratiyor ya da icinden
siirlinerek geciyor; kendine 6zgl, tekinsiz bir iradeyle adeta
boslukta saliniyor.

Fabregas bienalde, canh bir varlik gibi salgisini yayarak
cogalan, kendi iradesiyle biiyliyerek sergi alanini isgal
eden heykelsi yerlestirmesi Sizintilar’t (2025) sergiliyor.
Esere adini veren ve Latincede “ter atmak” anlamina
gelen exsidare’den tiiretilen Exudates, tip ve bitkibilim
baglamlarinda iyilesme siirecinde salgilanan, ancak asiri
liretilirse bu siireci engelleyebilen 6zsu, recine ya da irin gibi
maddeleri tanimlamak icin kullaniliyor. Yerlestirme adeta
sergi alaninin duvarlarina, tavanlarina ve girintilerine siziyor.
Bu eserleri liretirken Fabregas énce havayla doldurulmus
formlarin lizerine sivi lateks uyguluyor; iclerindeki hava
sondiirdiiglinde ise bunlardan geriye bagirsaklari, gébek
baglarini, pithtilasmis sivilari ya da sarmasiklari andiran
organik bicimler kaliyor. Stzintilar (2025), sergi alaninin
tavan ve duvarlarinda acilan bosluklardan gecerek mekan ile
onun icinde biiyliyen varlik arasinda bir devinim hélini gozler
dniine seriyor, sergi alaninin mimarisine karsi biyomorfik bir
yanit liretiyor.

Eva Fabregas 1988 yilinda
Barselona’da dogdu. Yasamini ve
calismalarini burada siirdiiriiyor.
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Eva Fabregas's large-scale biomorphic sculptures and instal-
lations draw from the textures, forms and rhythms of living
organisms. She creates expansive installations using materi-
als such as latex, synthetic fabrics and elastic mesh, resulting
in works that are often soft, bulbous and fleshy - suggesting
bodily interiors, cellular structures or metabolic processes.
These sculptural forms create tactile, immersive ecosystems
that seem to fit, interrupt, or crawl through their archi-
tectural surroundings, as if flowing through space with an
uncanny autonomy.

At the biennial, Fabregas is showing Exudates (2025), a
sculptural installation that occupies the space as if it were
alive, replicating, secreting and growing on its own terms.
Named after a biological process, an exudate (from the Latin
exsddare, 'to sweat out’) refers to substances like sap, resin
or pus - liquids released to heal, but whose profusion can also
hinder recovery. The installation appears to ooze and secrete
itself through the walls, ceilings and crevices of the exhibition
space. To make these works, Fabregas layers latex over inflated
forms, which are then deflated to generate organic, sagging
shapes that resemble intestines, umbilical cords, clot or vines.
Emerging through apertures cut into the ceiling and walls,
these forms establish a reciprocal motion between the space
and what seems to grow within it in a biomorphic response to
the architecture.

Eva Fabregas was born in 1988 in Barcelona,
where she currently lives and works.
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Karakdy’iin arka sokaklarina gizlenmis bu eski Tucked into the backstreets of Karakay, this
dondurma kiilahi fabrikasina girerken, grafitilerle former ice cream cone factory is a historic building
kapli ham tugla cephe ve agir demir kapilar accessed through a raw brick fagade layered with
dikkatimizi cekiyor. Bir zamanlar kiilah imalatinin graffiti and punctuated by heavy iron doors. Once
yapildigi bu iki kath, yiiksek tavanli bina, son yillarda home to a cone factory, its cavernous two-storey hall
farkl kiiltiirel deneylerin yapildigi bir mekéna has been revived in recent years as a site of cultural
doniigmiis. Donem donem zanaatgi pazarlarina experimentation. The space has hosted artisanal

ve sergilere evsahipligi yapan bina, sonrasinda sougs, exhibitions, and for a time, was used as
yerel bir miizik grubunun stiidyosu ve konser alani a music studio for a local band that occasionally
olarak hayata dondiiriilmiis. Soylulagmanin ve doubled as an impromptu concert venue. Located
ticarilesmenin gok hizli yasandigi bir semtte yer alan in a rapidly gentrified and commercially saturated
bu eski fabrika, simdi bir kiiltiirel etkilesim alani neighbourhood, the structure now stands as a

olarak varhgini siirdiiriiyor. reclaimed zone of cultural engagement.
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Claudia Pages Rabal

Claudia Pages Rabal hareketli imgelere, miizige, koreografiye
ve metinsel unsurlara basvurarak eski savunma mimarileri ile
glinlimiizde bizi cevreleyen siyasi sinirlar arasindaki baglantilari
arastiriyor. Sanatcginin sarniclar ve su depolama yapilari gibi
mimari formlari inceledigi dnceki calismalari da gozetleme
teknolojilerine, dogal kaynaklara ve bu kaynaklarin nasil kontrol
edildigine mercek tutuyor.

Pages Rabal bienalde, kirilan zaman algilarini, militarizasyonu
ve glivencesizligi fiziksel ve toplumsal dlceklerde ele alan Bes
Savunma Kulesi’ni (2025) sergiliyor. Yerlestirme, Bes Savunma
Kulesinin Gecesi baslikli 34 dakikalik bir film etrafinda sekilleni-
yor; 360 derece kamerayla cekilen filmi tavandan yansitan biiylik
dlcekli LED ekran, bicimsel olarak eski islam mimarisi teknikle-
rinden ilham alan Katalan tonozunu akla getiriyor. Ziyaretcilerin
yerlestirmeyi yatay pozisyonda deneyimlemeye davet edilmesi,
sergi alanindaki bedenlerin ayni anda hem izleyen hem izlenen
olarak algilanmasini saghyor.

Filmde dort performans sanatcisi bir yaniyla duygusal ama
diger yaniyla askeri bir kesinligin izlerini tasiyan yavas ritimli bir
koreografi sergiliyor ve sanatcinin kendisi de onlara katiliyor.
Francisco Tarrega’nin 1892 tarihli bestesi Capricho Arabe film
miizigi olarak duyulurken, ekranda goriinen mikroanlati, kiiltiirel
somiirgecilik ve oryantalizm katmanlarini aralamamiza yardimci
oluyor. Filmdeki anlatinin Katalanca, ispanyolca ve ingilizce ola-
rak aktarilmasi, Endiiliis tarihinde fethedenleri ve fethedilenleri
temsil eden dilleri bir arada duymayi sagliyor. Bu yerlestirmeye
gliniimiiz Katalonya’sindaki Odena, Manresana, Tossa, Miralles
ve Vilademager kulelerinin LED 1sikli fotograflari eslik ediyor.
Pages Rabal’a gore bu kuleler, cagdas siyasi sinirlari ve altya-
pidan dislanmishgr cagristiran, sinirlar cizmeye ve denetlemeye
yonelik mimari prensiplerin 6rnekleri. Kulelerin her biri tarihsel
bir anlatiyla eslesecek sekilde bes perdede sahneleniyor. Eserde
feodal catigmalar, islam diinyasindan miihendislik basarilari ve
somiirgecilik tarafindan unutturulanlar gibi tarihsel atiflara milli-
yetcilik, sinirlar ve aidiyetsizlik lizerine diislinceler eslik ediyor.

Claudia Pages Rabal 1990 yilinda Barselona’da dogdu.

Yasamini ve ¢alismalarini burada silirdiiriyor.
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ClaudiaPagésRabaluses movingimages, music, choreography and
textualelementstoexplorethelinks betweenancientarchitectures
of defence and the contemporary political borders that surround
us. Past works by the artist have investigated architectures such
as cisterns and water-storage structures, delving into technolo-
gies of surveillance and the controlled use of natural resources.

At the biennial, Pagés Rabal presents an immersive instal-
lation that speaks to fractured temporality, militarisation and
precarity on both a physical and social scale. Five Defence Towers
(2025) is centred around the 34-minute film The Night of Five
Defence Towers, shot with a 360-degree camera and projected
onto a large-scale ceiling-mounted LED screen evoking the form
of a Catalan vault - an architectural element rooted in ancient
Islamic building techniques. Viewers are invited to lie on the
reclining seats as they experience the work, foregrounding the
body's position: at once surveilling and being surveilled.

In the film, four performers orchestrate a slow choreogra-
phy, both tender and militaristically precise, joined by a fifth
performer: Pagés Rabal herself. The 1892 composition Capricho
Arabe by Francisco Tarrega plays as a soundtrack unfurling
a micro-narrative about cultural colonialism and orientalism.
The spoken text uses Catalan, Spanish and English, offering an
amalgam of linguistic histories in the Andalusian region, both of
conquerors and conquered. Accompanying this display are LED-
lit photographs of towers of Odena, Manresana, Tossa, Miralles
and Vilademager, in contemporary Catalonia. For Pagés Rabal,
these are architectures of containment that resonate with con-
temporary borders and infrastructural exclusion. Each tower is
dramatised over the course of five acts,
pairing a historical sequence - about a
feudal skirmish, the engineering feats
of the Islamic world, and colonial omis-
sions — with reflections on nationalism,
borders and rootlessness.

Claudia Pages Rabal was born in 1990 in
Barcelona, where she currently lives and works.
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Doruntina Kastrati

Doruntina Kastrati bedenin biyopolitik glicle iliskisini incele-
mek icin heykel, yerlestirme, ses ve hareketli goriintii gibi farkh
mecralara basvuruyor. Arsiv caligmalarindan, saha ziyaretle-
rinden ve sozlii tanikliklardan beslenen sanatsal pratiginde,
endliistriyel emege ickin olan yapisal siddeti, 6zellikle de
toplumsal cinsiyet, mimari, tasarim ve bedenlerin tekrar ve
kisitlama yoluyla biyopolitik olarak denetim altina alinmasi gibi
kesisim noktalarinda inceliyor.

Bienal icin liretti8i Sarkilart Yutan Bir Korno’da sanatcl,
istanbul’daki lokum fabrikalari iizerinden ézellikle kadinlarin
goériinmez emeginin nihai bedeline yakindan bakiyor. Bu imalat-
hanelerin mekénsal ve mekanik tasarimindan yola cikan sanatci,
sekerleme liretiminde kullanilan makinelerden esinle bir dizi
heykel tiretti: Yerlestirme iki odaya yayiliyor ve fabrika zemininin
kosullarini, bitmek bilmeyen mesaileri, tekrar eden ritimleri ve
ayakta gecirilen uzun saatleri cagristiran cevreleyici bir ortam olus-
turuyor. Zemindeki ultrasonik hoparlorler, yer tipi transdiiserler ve
derin bas hoparldrleri aracihgiyla platforma yayilan alcak frekansli
titresimler, izleyicilere sarsici bir bedensel hissiyat iletiyor.

Yerlestirmenin merkezinde dort video ekrani barindiran, cilal
metal bir yapi var. Ekranlarda Kastrati’nin lokum fabrikalarina
yaptigl saha ziyaretlerinden derledigi, iscilerle yaptigi roportaj-
lari da iceren belgesel goriintiiler akiyor. Videolardan biri, tek
bir anlaticinin tecriibelerine yer vererek iscilerin tecriibe ettigi
calisma ortamlari ile hakikatin fabrika yonetimi tarafindan daya-
tilan steril versiyonu arasindaki ucurumu vurguluyor; kadinlarin
emegini cevreleyen zorunlu sessizligi ve bu emegin aktarimi
tizerinde kurulan tahakkiimi goriiniir kiliyor. Roportajlarda
gozetmenlerin varli§ dogrudan degilse de dolayli olarak kuv-
vetle hissediliyor; bu figiirler yalnizca calisma sartlarini degil,
calisanlarin kendini nasil ifade edecegine ve neyi acitk edecegine
dair sinirlari da belirliyor. Bitisik bir odada, geri doniistiiriilmiis
fabrika makinelerinden tliretilmis ve duvara monte edilmis bir
heykel yer aliyor. Helva kazanlarinin bacalarini cagristiran korno
bicimli hoparldr; ses, emek ve liretim mimarisi arasindaki karma-
stk baglara isaret ediyor.

Doruntina Kastrati 1991 yilinda Prizren’de dogdu.
Yasamini ve c¢alismalarini Pristine’de sirdiriyor.
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Doruntina Kastrati works across sculpture, installation, sound
and moving image to explore the body's relationship to biopo-
litical power. Informed by archival research, field visits and oral
histories, her artistic practice interrogates the structural vio-
lence embedded in industrial labour, particularly as it intersects
with gender, architecture, design and the biopolitical control of
bodies through repetition and confinement.

Produced for the biennial, A Horn That Swallows Songs
investigates the residual cost of invisible labour - particularly
that performed by women - in Istanbul’s Turkish Delight (/lokum)
factories. Drawing from the spatial and mechanical design of
these sites, Kastrati has created a series of sculptures inspired
by confectionery equipment. The installation unfolds across two
rooms, generating an immersive environment that echoes the
conditions of the factory floor: endless shifts, repetitive rhythms
and prolonged standing. Meanwhile, low-frequency vibrations
emanating from ultrasonic speakers, floor transducers and sub-
woofers travel through the floor into viewers' bodies, transmit-
ting a visceral bodily sensation.

At the heart of the installation stands a polished metal
structure embedded with four video screens. Each screen dis-
plays documentary footage drawn from Kastrati’s field visits to
lokum factories, including interviews with workers. One video
features a single narrator’s voice taken
from interview transcripts, highlight-
ing the gap between the workers'
realities and the sanitised versions of
management, further underscoring ||||||| | ||||||||||
the enforced silence and controlled
narratives surrounding their labour.
While the presence of supervisors in these interviews is subtle,
their influence remains palpable - shaping not only the work-
ers' conditions, but also their capacity for speech, expression
and disclosure. In an adjoining room, a wall-mounted sculpture
fashioned from repurposed factory machinery takes the form
of a horn-like vent, recalling those used in ha/lva-making and
underscoring the entanglement between sound, labour, and
architectures of production.

Doruntina Kastrati was born in 1991 in Prizren.
She currently lives and works in Pristina.
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1930°da hir gemi acenteliginin merkez hinasi
olarak yapilan ve 1973’te yeniden insa edilen Zihni
Han, istanbul’u Dogju Akdeniz’e baglayan tarihi

bir rihtim olan Tophane’de yer alan bes kath,

sade hir ticari hina. Bélgenin gehresini degistiren
kapsamli Galataport projesinin ortasinda 6zgiin
yapisini koruyan Zihni Han, 18. istanbul Bienali’nin
mekaénlarindan biri olarak kullanilmak iizere yakin
donemde yenilendi.

120 MEKANLAR
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First established in 1930 as the headquarters of

a shipping agency and rebuilt in 1973, Zihni Han is

an understated five-storey commercial building
located in Tophane, a historic maritime gateway

that once linked Istanbul to the Levant. The building
has remained intact amid the sweeping waterfront
development of Galataport, and was recently
refurbished in order to serve as one of the venues for
the 18th Istanbul Biennial.
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Celina Eceiza

Celina Eceiza’nin yerlestirmeleri yama isi, kolaj, resim,

alci, tebesir gibi teknik ve malzemelerden yararlanarak
cevreleyici ve degisken ortamlar yaratiyor, farkli yiizeyler
ve mimariler lizerinde yayiliyor. Sergi alaninda tavandan
asilarak yayilan genis Olcekli tekstil isler, icine girilecek ve
barinilacak dokunsal mekanlar olusturuyor; hem yapi hem
de ten iglevi gériiyor. Bir beden gibi ele aldigi mimariyi duy-
gulanimsal bir eylem olarak giydirmek, Eceiza’nin pratiginin
merkezinde bulunan ve siklikla ele aldig bir tema.

Eceiza bienal kapsaminda misafirperverligi temel alan
cevreleyici bir yerlestirmeyle bu yaklagsimini daha da genis-
letiyor; acik mekanlarin cogalarak birbirini dogurdugu ese-
rinde tamamen kumastan ve buluntu malzemelerden olusan
barinilabilir bir mimari insa ediyor. Boyanmis ham pamuk,
cuval bezi, havlu ve geri dontistiiriilmiis kumaslarin kullanil-
dig1 yerlestirme farkli imgelerden, enerjilerden, inanclardan
ve hatiralardan olusan bir ekosistem yaratiyor. i¢ diinya ile
dis diinyayi nazikce birbirine geciren pencere motiflerinin
yaninda bedenlerin, gézlerin ve uzuvlarin ucusarak birbirine
dogru uzandigr bu kumas paneller, ziyaretcileri “kapisi acik
bir evde” soluklanmaya ve rahatlamaya davet ediyor; iceride
vakit gecirmeye, elle dikilmis yer kaplamalarinda yiiriimeye,
dokunmus silte-resimlere uzanmaya, minderlerin ve siirlerin
tizerinde dinlenmeye cagiriyor.

Celina Eceiza 1988 yilinda Tandil’de
dogdu. Yasamini ve calismalarini
Buenos Aires’te silirdiriiyor.
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Celina Eceiza's installations unfold across different surfaces and
architectures, drawing on techniques such as patchwork, col-
lage, painting, plaster and chalk to create immersive, mutable
environments. Her expansive textiles drape from ceilings and
spread across floors, operating both as structure and skin - as
haptic spaces to be entered and inhabited. At the heart of
Eceiza's practice is the recurring gesture of dressing architec-
ture as an affective act, treating it like a body.

For the biennial, Eceiza expands this logic by presenting an
immersive installation rooted in hospitality that builds one open
space within another, composing an inhabitable architecture
made entirely of textile and found matter. Dyed and con-
structed by hand from raw cotton, burlap, towels and recycled
fabrics, the installation forms an ecosystem of images, ener-
gies, beliefs and memories. Featuring an array of motifs delin-
eating windows that gently merge interiority and exteriority,
alongside floating bodies, eyes and limbs reaching toward one
another, the textiles extend an invitation
to an ‘open house' of leisure and rest.
Visitors are invited to dwell: to step
onto hand-stitched floor coverings, lie
on embroidered mattress-paintings, and
rest among cushions and poems.

Celina Eceiza was born in 1988 in Tandil.
She currently lives and works in Buenos Aires.
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Rafik Greiss

Rafik Greiss heykel, fotograf ve film alanlarinda calisan
disiplinlerarasi bir sanatci. Calismalarinda kent yasaminin
maddi ve manevi tortularini arastiran sanatci, nesnelerden
ve gdiindelik karsilasmalardan ilham alarak tiiketim, bellek ve
degisim ddngiilerini inceliyor. islerinde dislanan ve g6z ardi
edilen unsurlari yeniden degerlendirerek kutsal ile diinyevi
addedilen arasindaki esikleri cevreleyici isitsel ve gorsel
ritimler aracihgiyla sorguluyor.

Greiss’in En Uzun Uyku (2024) adh filmi, Tanr’nin aracisi
olarak kabul edilen velilerin dogum giinlerini kutlayan “mev-
lit” (Arapcada “yildontimii”) ritliellerine odaklaniyor. Hadra
adi verilen bu duygu dolu, yogun ibadet térenleri nefes, dua
ve dans gibi farkl unsurlari bir araya getiriyor. Film dini bir
baglamdan yola ciksa da herhangi bir doktrine odaklanmak-
tan ziyade askinligin kendisini déngiisel, zamani sekteye
ugratan bir deneyim olarak ele aliyor. Sanatci nefes, hareket
ve tekrara odaklanarak adanmishigin, varolusun ve degisen
biling hallerinin bedensel ve nérolojik boyutlarini arastiriyor.

Greiss bienalde ayni zamanda Giircistan ve Misir’daki
kesif gezilerinden yola cikarak tirettigi bir dizi duvar hey-
kelini sergiliyor. Seyahat, gé¢c, somiirgelestirme gibi bliyiik
Olcekli hareket bicimlerine sahne olan kentsel alanlardan
topladigi buluntu ya da elden cikarilmis nesnelere yeni
islevler kazandiriyor. Thais (Cennet Kusu) eserinde, Tiflis
sokaklarinda buldugu piyano tablasini heykel malzemesi
olarak kullanarak bu nesneye hem yeni hir hayat veriyor hem
de bir mukaddes emanet havasi katiyor. Rolyef heykellerin
yaninda ise bir zamanlar iskenderiye’deki mevlit kutlamala-
rinda sufi camilerinin ve evlerinin esiklerini belirleyen Mevlit
Paspaslart (2021) sergileniyor.

Rafik Greiss 1997 yilinda Kahire’de dogdu.
Yasamini ve c¢alismalarini Paris’te silirdiiriyor.
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Rafik Greiss is a multi-disciplinary artist working across sculp-
ture, photography and film. His practice explores the material
and spiritual residues of urban environments, drawing from
objects and everyday encounters to examine cycles of use,
memory and transformation. Greiss reframes the marginal and
overlooked to investigate thresholds between the sacred and the
profane, often through immersive sonic and visual rhythms.
Greiss' The Longest Sleep (2024) is a film portraying the
rituals of mawl/id (‘anniversary’ in Arabic), birthday celebrations
for historical, local Sufi saints who serve as mediators to God.
These psychologically intense prayer rituals, known as hadra,
involve inhalation, prayer and dance. While grounded in a reli-
gious context, the film is concerned less with doctrine than with
transcendence as a cyclical, time-distorting experience. Through
breath, movement and repetition, Greiss explores the bodily and
neurological dimensions of devotion, presence and altered states.
At the biennial, Greiss is also showing wall sculptures that
he has constructed through a wide-ranging process of urban
scavenging: throughout his travels in Georgia and Egypt, the
artist has collected and repurposed found or discarded objects
from urban sites, which for Greiss are witnesses to various large-
scale transfers such as travel, migration and colonisation. These
objects have been re-appropriated poetically as part of the
sculptural assemblages. Thais (Bird of Paradise) (2024) recasts
the interior of a piano that was recovered from the streets of
Thilisi as a sculptural medium, giving it
new life while lending it a reliquary air. I
Presented alongside it, Mawlid Doormats Py
(2021) function as markers of thresholds
that once stood at the entrances of Sufi
mosques and houses during the mawlid
festivals in Alexandria.

Rafik Greiss was born in 1997 in Cairo.
He currently lives and works in Paris.
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Ian Davis

lan Davis ayrintili ¢cizim pratiginden dogan resimlerinde
esrarli, dramatik ve sakin bir gercekiistiiliigli dne cikaran,
berrak bir bicimsel titizlikle calisiyor. Eserlerinde siklikla
birbirine tipatip benzeyen, cogu zaman takim elbise ya

da tiniforma giymis erkek figiirlerini uzak bir mesafeden,
felaketin ya da distopik ¢okiisiin hemen 6ncesindeki ya da
sonrasindaki anlarda resmediyor ve zaman zaman biirokra-
tik totalitarizme géndermelerde bulunuyor.

Davis cevresel sémiirii, dogal felaket ve distopya konulari
etrafinda gezinen sekiz resimlik bir seckisiyle bienalde yer
aliyor. Zihni Han’da ritmik bir siralamayla sergilenen resim-
ler, olay ile tepki arasindaki esikleri arastiriyor. brneg'in
Miiritler’'de (2024) takim elbiseli adamlar hem rutin hem de
térensel oldugu duygusunu veren bir toplanti icin magara
girisini andiran genis bir aciklikta, atesin etrafinda bir araya
gelirken, yine dogal bir ortami betimleyen Kehanet (2024),
her mevsim yesil bir ormanin lizerinde ylikselerek gokyitiziinii
delen bir yanardag patlamasini, ylice bir dogus anini tasvir
ediyor. Sanatcinin insan emegi ile altyapi mimarilerinin
kesistigi sahneleri anitsal bir dlcekte betimledigi resimlerde
siradan ortamlar kiyameti andiran bir gerilimle ylikleniyor.
incelikle aktarilan diizen ve keskinlik, ugursuz bir havaya da
biirlintiyor: Doner merdiven, gézlerden uzak gizemli bir resmi
etkinlige dogru yiikselirken, devasa sanayi manzaralarina
serpistirilmis insan figlirleri, ortaklasa lstlendikleri yildirici
gorev ve etraflarindaki gaz salinimlarina kiyasla bu manzara
icinde sanki iyice kiictilliyor.

Ian Davis 1972 yilinda Indianapolis’te dogdu.

Yasamini ve c¢alismalarini Los Angeles’ta sirdiriyor.
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Emerging from a practice of meticulous drawing, lan Davis’
paintings are composed with a clarity and formal rigour that
foreground the works' enigmatic, dramatic and quietly sur-
real qualities. His works often portray, at a remove, groups of
identical male figures, often in suits or uniforms, observing
moments before and after catastrophe or dystopian collapse,
sometimes implying bureaucratic totalitarianism.

At the biennial, Davis is presenting a suite of eight paintings
revolving around themes of environmental extraction, natural
disaster and dystopia. Installed as a rhythmically sequenced
ensemble within Zihni Han, the paintings explore the thresholds
between event and response. In Acolytes (2024), for instance,
suited men gather around a fire beneath a vast, cave-like
mouth in a meeting that feels both routine and ceremonial,
while Prophecy (2024), also grounded in a natural setting,
depicts a bright, volcanic eruption piercing the sky above
an evergreen forest: a moment of sublime emergence. The
paintings depict monumental scenes where human labour and
infrastructure intersect, charging ordinary environments with
apocalyptic tension. Here, a sense of meticulously depicted
order and precision becomes foreboding: a spiral staircase leads

to an unseen formal event, and vast ™
industrial scenery is occasionally dotted
with human figures, dwarfed in scale by e

comparison both to the daunting, com-
munal task at hand and the towering
gaseous emissions.

Ian Davis was born in 1972 in Indianapolis.
He currently lives and works in Los Angeles.
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Jasleen Kaur

Jasleen Kaur emek, miras, siyasi kimlik ve aidiyet gibi sos-
yopolitik meseleleri inceliyor; eserlerinde sik sik glindelik
tiiketim nesnelerini kullanarak diaspora hayatina, cagdas
kapitalizme ve kiiltlirel bellegin ve inanc sistemlerinin
yeniden yazimina dair elestirel sdylemler tiretiyor.

Bedenim Bir Kasvet Taptnagi (2021), ana akim yasam
tarzlarinin glintimiiziin kiiresel “wellness” kiiltiiriiniin
etkisinde pazarlanmasiyla, yoga ve meditasyon gibi
yerli ve kadim ruhani geleneklerin ticarilesmesi siirecini
sorguluyor. Biiyiik dlcekli duvar kagidinda tarihsel 6nem
tasiyan, ancak giintimiizde turistler icin popiiler bir yoga
mekani héline gelen Trimbakesvar Siva Tapinagrnin
buluntu bir fotografi goriilliyor. Yari saydam perdeye
yansitilan goriintiiler, huzurlu bir meditasyon ortamini
sekteye ugratiyor; Kundalini yogisi Swami Dev Murti’nin ve
yoga yapan insanlarin oldugu arsiv goriintiileri, kaynak ile
katman arasindaki zithklari vurguluyor.

Mekéanda himalaya tuzundan veya kristal lamba ve palo
santo gibi “wellness” lriinlerinin blyiik 6lcekli kopyalari,
izleyicileri yoganin ahlaki boyutlarini, bu furyanin yay-
ginlasmasina katki veren gériinmez emegi ve “6zbakim”
kavraminin aldaticihigini sorgulamaya davet ediyor. Sara
Ahmed’in “mutlu nesne” teorisine ve beyazlikla kurdugu
yakinhga gondermelerde bulunan eser, 6zbakim endiistri-
sinin yerli topluluklarin ruhani ve bilgi temelli geleneklerini
somiirme ve onlardan kar saglama egilimini elestiriyor.
Kaur’a gore bu egilim, s6z konusu holistik geleneklerin
6zgiin anlamini yok eden ve temsiliyet politikalarina
verdigi primle esitsizlikleri daha da vahim hale getiren bir
tiir kiiltlirel somiirgeciligi andiriyor.

Jasleen Kaur 1986 yilinda Glasgow’da dogdu.
Yasamini ve c¢alismalarini Londra’da siirdiiriiyor.
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In her work, Jasleen Kaur explores sociopolitical questions
surrounding labour, heritage, political identity and belonging.
She often repurposes everyday consumer items to comment
on diasporic life, contemporary capitalism and the rewriting of
cultural memory and belief systems.

My Body is a Temple of Gloom (2021) questions the com-
modification of Indigenous spiritual traditions, such as yoga
and meditation, through today's mainstream lifestyle marketing
and global wellness cultures. A large wallpaper sourced from a
found image displays the Trimbakeshwar Shiva Temple, a his-
torically significant site that is now a popular yoga destination.
The projection onto translucent curtains ruptures an otherwise
meditative environment: it includes footage of the Kundalini
yogi, Swami Dev Murti, and archival film of people practicing
yoga, emphasising the contrast between source and overlay.

Oversized replicas of wellness products such as a crystal
lamp and palo santo wood encourage viewers to interrogate
the ethics of yoga, the invisible labour that contributed to
its popularisation, and the speciousness of much ‘self-care’
rhetoric. Referencing Sara Ahmed's theory of the 'happy object’
in its proximity to whiteness, the work critiques the self-care
industry's tendency to exploit and profit from spiritual and
knowledge-based practices from Indigenous communities.

For the artist, this tendency resembles
a form of cultural colonialism that
destroys the original significance of °
these holistic practices and exacerbates
inequities through its investment in the
politics of representation.

Jasleen Kaur was born in 1986 in Glasgow.
She currently lives and works in London.

ZiHNi HAN 145



Jasleen Kaur

o
N
(o]
o~

X

Bedenim Bit Kasvet Tapinagi |
My Body 16 a Temple of Gloom,

© Wellcome Collection

146 IV ATTIRTY 147



Selma Selman

Resim, yerlestirme ve performans alanlarinda calisan Selma
Selman, kisisel gecmisinden ve ait oldugu Roman halkinin
yasantilarindan beslendigi eserlerinde dislanmislik, otorite
ve gorlintirliik yapilariyla ylizlesiyor. Bunu yaparken, alisiimis
izleyicilik ve temsil bicimlerinin disina cikiyor; sanatsal
pratigini hem bir kurtulus hem de bir ylizlesme cephesi
olarak goriiyor. Kendi ailesinin ve Roman topluluklarin karsgi
karsiya kaldigi sorunlari temel alan eserlerinde cocuk evliligi
ve geleneksel toplumsal cinsiyet rolleri gibi sosyopolitik
konulari inceliyor ve kiiresel élgcekte isleyen otekilestirme
dinamiklerine dikkat cekiyor.

Bienalin kamusal programinin acilisini yapacak
Anakartlar (2025), canh bir performansi ve bu performansin
sonucunda ortaya cikacak yeni bir yerlestirmeyi iceriyor.
Performansin cekirdegini sanatcinin aile liyeleriyle beraber
anakart, kablo ve islemci gibi elektronik atiklari, iclerinde
bulunan 18 ayar altin parcalarini cikarmak amaciyla parcala-
masi ve sokmesi olusturuyor. Bu performatif eylem aracili-
giyla Selman, hayatini elektronik atiklari geri doniistiirerek
kazanan aile liyelerinin gecim kapisini ve cogunlukla g6z
ardi edilen bir emek bicimini vurguluyor.

Selman’in calismasinda altin yalnizca bir de8er dlgiisii
degil, ayni zamanda arzu ve yikimi ifade eden bir araci haline
geliyor; kolektif performans sonucunda elde edilen altin, bir
kasiga donlistiiriilerek heykel niteligi kazaniyor ve etra-
findaki ylizii askin parcalanmis bilgisayardan geriye kalan
parcalarla derin bir tezat halinde sergi alanina yerlesiyor.

Selma Selman, 1991 yilinda Bihag¢’ta dogdu.
Yasamini ve calismalarini Amsterdam, New York
ve Bihac¢’ta sirdiriyor.
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Selma Selman works across painting, installation and performance,
drawing on her own personal biography and on the lived
experiences of the Roma community to which she belongs,

in order to confront structures of exclusion, authority

and visibility. Her practice disarms conventional modes of
spectatorship and representation, situating itself as a site of
both emancipation and confrontation. Grounded in the issues
faced by her own family and Roma people more broadly, she
explores sociopolitical topics such as child marriage and
traditional gender roles, calling attention to global dynamics
of marginalisation.

Motherboards (2025), the opening act of the 18th Istanbul
Biennial's public programme, unfolds as live performance and
incipient installation. The performance is centred around the
artist, alongside her family members, as they destroy and
disassemble electronic waste such as computer motherboards,
wires and CPUs, with the intention of extracting 18-carat gold
from the discarded materials. The performative act underscores
this often invisible form of economic subsistence, pursued by
Selman’s family members who earn a living by recycling dis-
carded electronics.

Gold, in this work, functions not only as a measure of value,
but also as a conduit of destruction and desire: the metal
recovered as a result of the communal performance, cast as a
w w sculptural object in the form of a golden
spoon, is presented in the exhibition

space in stark contrast to the smashed
remnants of over 100 dismantled

VI computers and discarded material
components surrounding it.

Selma Selman was born in 1991 in Bihac¢.
She currently lives and works between
Amsterdam, New York and Bihac.
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Chen Ching-Yuan

Chen Ching-Yuan eserlerinde natiirmort gibi kokli bir
resim geleneginden beslenerek zaman, mekan ve kimlik
lizerine kafa yoruyor. Eserlerinde bilinc ile somut gerceklik
arasinda sliziilen, psikolojik anlamlarla yiiklii sahneler,
nesneler ve olaylar gercekiistii bir atmosfer yaratirken,
miiphem figlirlerin davranislari ve ruh halleri ekseriyetle
glindelik yasamdaki absiirtliigli ve kirilmalari yansitiyor.
Dilisvari kompozisyonlarinda kayip, endise ve yabancilasma
duygularini, toplumsal ayrisma ve hizlandirilmis zamanin
sekillendirdigi bir arka planla goriiniir kiliyor. Sanatginin
imgesel dili, ¢cokiis ile uyum arasindaki gerilimi yakalayarak
kolektif eylemlerin baski altinda devamini miimkiin kilan
sessiz direnisi akla getiriyor.

Ching-Yuan bienalde Tugla ve Kereste (2020-2021)
serisinden on iki resimlik bir secki sergiliyor. COVID-19
pandemisi sirasinda liretilen bu seri, izleyicileri yalnizca
neyin cokmekte olduguna degil, yasanan aksamalarin
ardindan nelerin varhigini siirdiirdiigiinii diisiinmeye de
davet ediyor. Miitevazi direnis mimarilerine dontistiirt-
len tuglalarin betimlendigi mini seri Bloklar, toplumsal
protestolarda yollari kapatmak icin anlik insa edilen
diizeneklerden esin aliyor. Sanatci bu eserlerde protesto
mimarisine, 6zellikle de aniden gelisen protesto durumla-
rinda tugla, tahta ve molozlarla kurulan gecici barikatlara
iliskin tasarilarindan faydalaniyor. Uzuvlar gibi diger
eserlerinde ise agac gévdelerinin kopmus parcalarini
farkl birlesim héllerinde resmederek direnis, yikim ve
cokyonliiliik temalarina yogunlasiyor.

Chen Ching-Yuan 1984 yilinda Tainan’da dogdu.
Yasamini ve c¢alismalarini Taipei’de siirdiiriiyor.
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Chen Ching-Yuan's work draws on classical modes of paint-
ing, such as still life, to reflect on time, space and identity. His
works conjure a surreal atmosphere, depicting psychologically
charged scenes, objects and events that float between con-
sciousness and grounded reality. His paintings often centre

on the behaviours and moods of ambiguous figures, evoking

a sense of absurdity and fracture within contemporary life.

In his dreamlike compositions, emotions of loss, anxiety and
alienation arise against a backdrop of social fragmentation and
accelerated time. Chen's imagery captures the tension between
collapse and cohesion, evoking the quiet endurance that allows
collective gestures to persist even under duress.

In Istanbul, Ching-Yuan is presenting a selection of twelve
paintings from the series The Brick and Timber (2020-2021).
Produced amidst the COVID-19 pandemic, Bricks and Timber
invites viewers to consider not only what collapses, but what
continues in the wake of disruption. The micro-series The
Blocks, where bricks are arranged into modest architectures of
resistance, is inspired by impromptu roadblock devices used in
social protests, emerging from the artist’s reflection on protest
architecture - specifically, the makeshift barricades assembled
o o from brick, wood and debris in moments
of spontaneous protest. Others, such
as The Limbs, reflect on resistance,
destruction and versatility by portraying
the severed fragments of tree trunks in
states of recombination.

VII

Chen Ching-Yuan was born in 1984 in Tainan.
He currently lives and works in Taipei.
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Valentin Noujaim

Valentin Noujaim tanikhga, belgelemeye ve kentsel mekana
dair sorulari ele aldigi filmlerinde insanhgin gecmisle
ylizlesme, yas tutma ve tarihe meydan okuma giiciinti
savunuyor. Sanatcinin La Défense liclemesi (2022-2025),
adini Sosyalist Parti’nin “Grands Projets” (Bliylik Mimari
Projeler) girisimi dahilinde, Fransiz Devrimi’nden iki ylizyil
sonra baslatilan anitsal kent projesi La Défense’tan aliyor.
Bu ticlemenin ilk béliimiini olusturan pPacific Club (2023),
Paris’teki diaspora topluluklarina benzersiz bir ortak bellek
ve kutlama mekani sunmus Pacific Club Privé adl gercek ve
tarihi bir bulusma yerinin glinlimiiz merceginden psikocog-
rafik bir incelemesi.

1980’ler boyunca kapilari her gece acik olan Pacific Club
Privé, Araplarin, Kuzey Afrikalilarin ve diger gdcmenlerin
La Défense mahallesinin tam kalbinde bulustugu, soul,
R&B ve rai (Cezayir halk miizigi) dinleyerek dans ettigi bir
siginak gorevi gordii. Filmde Cezayir asilli Fransiz Azedine
Benabdelmounene, 1985 civarinda genc bir delikanliyken
ziyaret ettigi gece kulilibiindeki kisisel deneyimlerini aktarir-
ken, Fransa’da irkciligin, AIDS krizinin ve eroin kullaniminin
yayginlastigi bu donemde yasanan 6tekilestirilme pratikle-
rine deginiyor. Kuliip miidavimlerinin otoritelerle yasacigi
siirtlismelerin, onlari bir arada tutan yoldaslik duygusunun
aktarildigi hikayelere mahallenin giintimiizdeki haline ait
goriintiilerin eslik ettigi film, ortak bellegin silinerek yok
edilmesinin ardindaki sistemi derinlemesine inceliyor.

Valentin Noujaim 1991 yilinda Angers’te
dogdu. Yasamini ve calismalarini Paris ve
Atina’da slrdiriyor.
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The films of Valentin Noujaim take up questions of testimony,
documentation and urban space to champion the human
capacity to revisit, mourn and challenge history. Noujaim's La
Défense trilogy (2022-2025) takes its name from La Défense,
a monumental urban project inaugurated two centuries after
the French Revolution as part of the Socialist party's ‘Grands
Projets’. Forming the first part of this trilogy, Pacific Club
(2023) is a present-day, psychogeographical survey of a real,
historical meeting place and a unique space for communal
memory and celebration for diasporic communities in Paris, the
Pacific Club Privé.

During the 1980s, the Pacific Club Privé nightclub was open
every night, offering a haven for Arab, North African and other
immigrants to convene together, listen and dance to soul, R&B
and Algerian folk music (rai) right in the
centre of La Défense neighbourhood. In
the film, Azedine Benabdelmounene, a
French-Algerian man, relates his per-

e o 5 sonal experiences visiting the nightclub
as a teenager around 1985, conjuring the
forms of exclusion experienced in France
during a period defined by widespread
racism, the AIDS crisis and the heroin epidemic. Interspersed
with stories of club-goers, their brush-ups against authority
and the sense of camaraderie that kept them together, along-
side contemporary footage of the neighbourhood, Noujaim's
film is a meditation on the logics of erasure and disappearance
of communal memory.

VIII

3

Valentin Noujaim was born in 1991 in
Angers. He currently lives and works
between Paris and Athens.
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Elif Saydam

Elif Saydam eserlerinde silislemenin ve dekorasyonun gorsel
dilinden, yerel halk kiiltiirii ve ifadesinden, ayni zamanda
mekansal ve mimari katmanlardan faydalaniyor. Karisik tek-
nik yerlestirmesi Misafirperverlik’te (2024-2025) basit bir
malzemeye, metal klasor halkalariyla birbirine tutturularak
asilmis lamine plastik levhalara basvuruyor; perdeyi andiran
levhalar saydamlik, ylizey ve imgeler lizerine bir oyun kurgu-
luyor. Sergi alaninin tavanindan asilarak mekana heykelsi bir
miidahalede bulunan eser, paravanlari, fiziksel esikleri ve ic
duvarlari da cagristiriyor. Saydam burada esere adini veren
ve “konukseverlik” anlamina gelen hospitality sézciigliniin
Latince kdkeni hospes lizerinden ev sahibi, misafir ve
yabanci kavramlarina, oradan da hospes ile hostis s6z-
ciiklerinin tarihsel akrabaligi lizerinden diisman kavramina
ugrayarak hospitality’ye ickin etimolojik gerilimi arastiriyor.
Burada ic mekan hem bhir daveti hem de reddedisi, hem sicak
bir karsilamayi hem de dislamayi barindiriyor.

Bienal icin yeni resimlerle genisletilerek tekrar kurgula-
nan Misafirperverlik, kamusal alanda ifadenin yargi yoluyla
baski altina alindigi, kuir topluluklarin geleneksel aile anla-
yisina bir tehdit olarak konumlandirildigr séylemlerin yaygin
oldugu bir donemde, “On para etmez” ve “Bes para etmez”
gibi ifadelerle hem Tiirk halk edebiyatinin dilini hem de Asik
Veysel’in “Glizelligin on par’etmez / Bu bendeki ask olmasa”
dizelerini sergi alanina cagiriyor. Tiirkiye’de azinlik topluluk-
larinin geleceginin yani sira aidiyete, arzuya ve yikima dair
can alici sorular soran sanatci, kapali kapilar ardinda nelerin
olup bittigine de kafa yoruyor.

Elif Saydam 1985 yilinda Calgary’de
dogdu. Yasamini ve c¢alismalarini Berlin
ve Izmir’de slrdirlyor.
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Elif Saydam's work draws from the visual language of orna-
mentation and decoration, vernacular culture and expression,
alongside spatial and architectonic layering. Hospitality
(2024-2025) is a mixed-media installation that uses a
deceptively modest material: laminated plastic sheets sus-
pended together with metal binder rings. These curtain-like,
multi-panelled works hang in layered sequences, playing with
transparency, surface and image. Suspended off the ground,
the work functions as a sculptural intervention while recalling
spatial dividers, physical thresholds and interior walls. Here,
Saydam explores the etymological tension present in the word
'hospitality’, deriving from the Latin hospes - host, guest or
stranger — with its historical link to the word hostis, meaning
enemy. Here, too, interior space is both an invitation and a site
of denial, a place for welcoming as well as for excluding.

Restaged and expanded with newly commissioned paintings
for the biennial in a moment of prosecution and suppression of
public expression, with widespread rhetoric framing queer com-
munities as a threat to traditional conceptions of the family, the
work has local resonances through its incorporation of Turkish
folk phrases, such as on para etmez ('not worth ten pennies')
and bes para etmez (‘not worth five pennies’), as well as its
invocation of lyrics from a song by Asik Veysel: ‘Your beauty
isn't worth a penny / if it weren't for my
love." The artist raises vital questions
about belonging, desire, disrepair and
the future of minoritarian societies in
Tiirkiye, while contemplating what goes
on behind closed doors.

Elif Saydam was born in 1985 in Calgary.
They currently live and work between
Berlin and Izmir.
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Willy Aractingi

Willy Aractingi (1930-2003) New York’ta diinyaya geldi;
cocuklugunu Misir’da gecirdi, ardindan Liibnan’a tasindi ve
burada Beyrut Amerikan Universitesi’nde kimya 68renimi
gordi. Parfiimorliik egitimi alan Aractingi’nin gorsel sanat-
lara iliskin hevesi hayatinin daha gec bir doneminde somut-
lastl. Sanatsal ugraslarini parflimérliikle birlikte yliriiten
sanatcinin her iki alana bagh kalmasi, sanatsal liretiminde
zaman zaman uzun siireli kesintilere neden oldu. 1950’lerin
basinda resim yapmaya baslayan Aractingi, 1974’te Beyrut’ta
Le Point galerisini kurdu. Burada Niki de Saint-Phalle, Tiger
Tateishi, Aref El Rayess ve Fassianos gibi sanatcilarin
sergilerini diizenledi, ancak ertesi yil Liilbnan i¢c Savasi
patlak verdi. Aractingi eserlerinde islamiyet 6ncesi dénemin
efsanevi dsiklari Antere ile Able, Adem ile Havva ve Tarzan
gibi edebi-mitolojik figiirlerden ilham aldi ve onlari fantas-
tik, pastoral sahneler icinde resmetti. 1989-1995 arasinda
La Fontaine’in fabllarindan esinlenerek lirettigi 246 eserden
olusan resim dizisi, sanatcinin en kapsamli yapiti.

Bienalde Aractingi’nin sekiz resminden olusan bir secki
sergileniyor. Dligsel ve alegorik anlatilar barindiran bu
resimler arzu ve hayal giicliyle dolu: Pastoral manzaralarin
icinde kurdeleleri andiran yollar yesil yuvarlak tepeleri
sarmalarken, at sirtinda insan figiirleri eflatun patikalari
arsinlarken gortiliiyor. Zamandan kopmus bu bereketli
evrende destansi hayvanlarla cevrelenmis dostlar,
ciceklerle bezeli bir bahcede yalnizca birbirlerini degil,
kurmacayi, miti, insan ile insan olmayan varliklar arasindaki
yakinhgi da kucaklyor.

Willy Aractingi 1930 yilinda New York’ta dogdu.
2003 yi1linda Barselona’da hayatini kaybetti.
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Willy Aractingi (1930-2003) was born in New York, spent his
childhood in Egypt, and later moved to Lebanon, where he
studied chemistry at the American University of Beirut. Trained
as a perfumer, his artistic ambitions flowered late in life.
Aractingi balanced his artistic pursuits with a career in fra-
grance, a dual commitment that often led to extended interrup-
tions in his artistic production. He began painting in the early
1950s, and in 1974 founded gallery Le Point in Beirut, which
hosted exhibitions for artists such as Niki de Saint-Phalle, Tiger
Tateishi, Aref El Rayess and Fassianos until the outbreak of

the Lebanese Civil War in 1975. In his work, Aractingi drew on
literary and mythological figures such as Tarzan, Adam and Eve,
and Antar and Abla, lovers in a legendary pre-Islamic saga,
rendering them in fantastical, pastoral scenes. Between 1989
and 1995, he completed a cycle of paintings inspired by the
animal fables of Jean de La Fontaine, encompassing some 246
paintings, his most extensive body of work.

At the biennial, a suite of eight paintings by Aractingi is
presented, dreamlike and allegorical, rich with sensuality and
imaginative narrative. In oneiric pastoral scenes, soft green
hills are encircled by ribbon-like path-
ways and human figures travel on
horseback along magenta paths, and
friends embrace in a garden of flowers
surrounded by mythological animals in
a lush, atemporal universe, embracing
fictionality, myth and intimacy across
human and non-human forms.

Willy Aractingi was born in 1930 in New York.
He died in 2003 in Barcelona.
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Karimah Ashadu

Karimah Ashadu, Nijerya ve diasporasini merkeze alan filmle-
rinde madenciler, hurda toplayicilari, palm yagi tireticileri ve
benzeri gruplarin yasam tecriibelerine odaklanarak 6zerklik,
ataerkillik, hipermaskiilenite, emek gibi temalari ele aliyor.
Filmlerinde bedensellik merkezli 6zgiin bir gorsel dil gelis-
tiren sanatci, gecmis calismalarinda konu ettigi hayatlarin
hiz ve yogunlugunu tiimiiyle aktarabilmek, duyulari kusatici
ve siirlikleyici deneyimler kurgulamak lizere, viicuda monte
edilen 6zel kamera dlizenekleri, el yapimi mekanizmalar ve
renkli filtreler tasarlad.

Ashadu’nun sekiz dakikalik filmi Makine Cocuklar (2024),
Bati Afrika’da toplu tagima yerine kayit disi kullanilan okada
adl motosiklet taksilerin bir portresini ciziyor. Trafik kaza-
larina yol actigl, stirticiilerin ve yayalarin glivenligini tehdit
ettigi gerekcesiyle Lagos’ta yasaklanan bu ulasim araclari,
eski baskentte halen yaygin kullaniliyor. Yillara yayilan bir
stirecte cekilen Makine Cocuklar, izleyiciyi okacda siirticlile-
rinin gosterisli giysiler icinde Lagos’un otoyollarini, mari-
nalarini ve toprak yollarini arsinladigi bir yeralti diinyasina
gotirliyor. Videoya eslik eden sesli anlatim kaderden, paradan
ve hayatta kalma miicadelesinden bahsederken ailelerini
gecindirmek ya da egitim ve girisimcilik hayallerini gergek-
lestirmek icin bu glivencesiz meslege yénelmis delikanlilarin
kirilganhgini ve kararhligini da ortaya koyuyor. Filmin baska-
rakterlerinden biri “Tanri kaderini yazmissa, o kader dyle ya
da boyle gerceklesecektir” ifadesiyle, geleneksel erkekligi
glivencesiz yasam kosullarina ve kapitalizmin sémiirgecilik
sonrasi mirasina karsi kaderci bir yanit olarak konumlandi-
riyor. Ashadu, bienalde Makine Cocuklar’in yani sira filmden
yola cikarak lirettigi Celenk (2024) adl piring heykeli de
sergiliyor: Duvarda konumlanan bu dairesel rélyef, lizerinde
okacda tekerleklerinin izlerini tasiyan dokusuyla devinimin,
malzemenin ve cografyanin agirhgini sergi alanina aktariyor.

Karimah Ashadu 1985 yilinda Londra’da
dogdu. Yasamini ve calismalarini Hamburg
ve Lagos’ta siirdiirliyor.
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Karimah Ashadu's films, rooted in Nigeria and its diaspora,
explore the lived realities of miners, scrap dealers and palm oil
farmers, engaging with the themes of autonomy, patriarchy,
hypermasculinity and labour. Ashadu has developed a distinct
visual language grounded in the corporeal. From early on,

she has been devising custom body-mounted rigs, hand-built
mechanisms and colour filters to create immersive, high-
sensory experiences that convey the urgency and intensity of
her subjects’ lives.

Ashadu's eight-minute video Machine Boys (2024) is a por-
trait of okada, an informal mode of transportation by motor-
cycle taxis used across West Africa in lieu of public transport.
In Lagos, okadas are omnipresent, yet they have come to be
banned in the former Nigerian capital due to their role in traffic
accidents and the safety risks they pose to riders, drivers and
pedestrians. Shot over several years, Machine Boys immerses us
in the underworld of Lagos, where the riders zip with sartorial
flair through the city’'s expressways, marinas and dirt roads.
Voiceovers discuss fate, money and survival while revealing
these young men's vulnerability and self-determination: they
are forced into these precarious livelihoods in order to support
their families or realise educational and entrepreneurial dreams.
'Since God has decreed your fate, it will unavoidably come to
pass at any moment’, a protagonist says, framing masculinity
as a fatalistic response to the post-colonial legacies of capi-
talism. Alongside Machine Boys, Ashadu also presents Wreath
(2024), a brass sculpture derived from
the film: wall-mounted and embossed,
this circular relief carries the imprint of
okada tyres, transposing the weight of
movement, material and place into the
exhibition space.

Karimah Ashadu was born in 1985 in
London. She currently lives and works
between Hamburg and Lagos.
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Stéphanie Saadeé

Stéphanie Saadé kavramsal pratig¢inde zamanin ifade
bicimlerine odaklanarak yerinden edilme ve bellek temala-
rini arastiriyor; zamanin akisinin bireysel, kolektif ve cografi
merceklerde nasil dlciildiiglinii incelemek icin bir aktarim ve
yer degistirme slirecine basvuruyor. Siklikla bellegin kisisel
ve tarihsel 6lceklerde tortulagsmasindan yola cikan eserle-
rinde izleyiciyi, bu kalintilari daha genis ve siirmekte olan bir
anlatinin simgesel parcalari olarak okumaya cagiriyor. Maddi
ve bilissel kirilmalari tasvir etmek amaciyla yeniden insa
siireclerine bagvururken, tozda biriken izler, siis boncuklari
gibi kalintilar ve tanidik kisisel nesneler araciligiyla tarihsel
zamani somutlastiriyor.

Saadé, Piramit (2022) serisinde bu ifade dagarcigini
devam ettiriyor. Yerlestirme corap, tisort ve tayt gibi giinliik
giysilerin bebek bedeninden yetiskin XXL bedenine kadar
list liste istiflenerek bhirbirine dikilmesinden olusuyor. Hafif
bir e@imle ylikselerek dikey siluetler olusturan eserler, biiydi-
meye ve bakima adanmis katmanh bir aniti andiriyor; hem

mahrem nesnelerin hem de bhedenin w
onlarla kurdugu iliskinin evrimine | IXII

taniklik ediyor. Ortaya cikan tanidik
ve tekinsiz yapi, zamani goriiniir ve
dokunulabilir kilarak farkli yasam

evrelerinin bir haritasini olusturuyor.

Stéphanie Saadé¢ 1983 yilinda Beyrut’ta
dogdu. Yasamini ve calismalarini Paris
ve Beyrut’ta siurdiruyor.
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Stéphanie Saadé's conceptual practice employs a process of
transposition that deals with themes of displacement and
memory by exploring articulations of time, looking at how its
passage is measured through individual, collective and geo-
graphical lenses. Her works often draw on the sedimentation of
memory across personal and historical landscapes, inviting the
viewer to read them as metaphorical parts of a larger unfolding
narrative. She employs processes of reconstruction to delineate
material and cognitive ruptures, using residual fragments and
intimate familiar objects, such as collected traces in dust and
ornamental beads, to concretise historical time.

Saadé's Pyramid (2022) series continues this vocabulary. The
installation is composed of everyday clothing items, such as
socks, T-shirts and leggings layered and sewn into one another
in an incremental fashion, from the smallest infant size to adult
XXL. Forming a gently sloping, vertical silhouette, the works
resemble a stratified monument of growth and care, testifying
to the evolution of intimate matter as well as its relationship to
the body. The resulting structure is both familiar and uncanny:
a cartography of life stages that materialises time as both
visible and tactile.

Stéphanie Saadé was born in 1983 in
Beirut. She currently lives and works
between Paris and Beirut.
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Sohail Salem

Dogdugu sehir olan Gazze’de sanat liretimini devam ettir-
menin yani sira El Aksa Universitesi’nde ders veren Sohail
Salem, Filistinli sanatcilarin sergiler, atdlyeler ve seminerler
diizenledigi Eltiqa‘ Glincel Sanat Grubwnun kurucularindan.
2023’te, Filistin’de devam eden soykirim sirasinda Deyr
el-Belah’a yerlesmek zorunda kalan sanatgi, tretimini
burada UNRWA [Birlesmis Milletler Yakin Dogu’daki Filistinli
Miiltecilere Yardim ve Bayindirlik Ajansi] tarafindan dagitilan
okul defterlerine gizdigi gorsel giinliiklerle siirdiiriiyor.
Deftere miirekkeple aktarilmis bir dizi eskizden olusan
Gazze Giinliikleri’nde Salem, kugsatma altindaki giinliik yasa-
mini dolaysiz, disavurumcu bir cizgiyle resmediyor. Bienalde
bu kagit islerden yirmisi, orijinal defterlerin masada
teshir edilen taranmis kopyalariyla birlikte sergileniyor.
Cizimlerden bazilarinin soykirim sirasinda Gazze’den gizlice
cikarilmis olmasi, basli basina bir lojistik basari olmasinin
yani sira duygusal olarak da sarsici. Bu
sayfalar sanat eseri olmanin 6tesinde

birer taniklik; haberlerin ve medyanin
hala dile getiremediklerine dair gorsel
bir arsiv; Gazze’nin kalbinden gelen bir

mesaj ve buradaki yasamin gercekli-
gine acilan bir pencere.

Sohail Salem, 1974 yilinda Gazze’de dogdu.
Yasamini ve c¢alismalarini burada sirdiriyor.
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Sohail Salem was born in Gaza, where he currently lives and
works. In addition to being a practising artist, he is also a
professor at Al-Agsa University and co-founder of the Eltiga’
Group for Contemporary Arts, a grassroots organisation

that hosts exhibitions, workshops and lessons for Palestinian
artists. In 2023, amid the ongoing genocide in Palestine, he
was displaced to Deir al-Balah, where he continues to produce
work in the form of daily visual memoirs drawn on UNRWA
school notebooks.

Diaries from Gaza is a series of notebook drawings in ink,
rendered in raw, gestural strokes tracing Salem'’s daily life
under siege. At the biennial, twenty of these works on paper
are exhibited, accompanied by scanned copies of the original
notebooks displayed on a table. Some of these drawings were
smuggled out of Gaza during the genocide - a logistical and
emotional feat in itself. More than artworks, these pages are a
testimony: a visual archive of that which remains unspeakable
in the language of news and media. They are a message from
the heart of Gaza, a window onto the truth of life in the Strip.

Sohail Salem was born in 1974 in Gaza,
where he currently lives and works.
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Abdullah Al Saadi

Korfez bdlgesinde kavramsal sanata onciiliik eden, 1980’ler
ve 1990’larda Emirlikler’de avangart sanatin kurucu figtirle-
rinden biri olan Abdullah Al Saadi, eserlerinde islam dncesi
klasik Arap siir gelenegi, Birlesik Arap Emirlikleri’nde mev-
simsel yolculuklarin tarihi ve memleketindeki giinliik yasama
dair diger unsurlardan besleniyor. Performans, heykel,
fotograf ve resmin yani sira buluntu nesnelerin toplanmasi ve
yeni alfabelerin gelistirilmesini de kapsayan disiplinlerarasi
bir pratige sahip olan sanatci, yasadigi ve calismalarini
stirdiirdiigli Khor Fakkan’in kiy1 cografyasinda gergeklestir-
digi kapsamli yolculuklara dair belgeler, cizimler ve haritalar
tiretti.

Bienalde Al Saadi, Kérfez yasaminda gilindelik bir kiiltlirel
nesne olan geleneksel sandaletten ilham aliyor. Kiiclik ada
halklarinin gecmiste etrafinda kum birikerek adaya doniis-
mesi umuduyla yipranmis terliklerini ve sandaletlerini denize
atarak topraklarini yeniden elde ettiklerine dair yerel bir
anlatidan yola cikan Tas Terlikler (2013), bu giindelik nes-
neyi alip tasla yeniden bicimlendiriyor. Emirlikler’deki hizl
modernlesme ve ¢oliin kalici olarak
doniisiimii baglaminda degerlendiri-
lebilecek eser, insanin memleketiyle
tarihsel gocebe baglarini koru-
masinin bir ydntemi olarak bedeni
yeniden koklendirmeyi savunuyor.

Abdullah Al Saadi 1967 yilinda Khor Fakkan’da
dogdu. Yasamini ve calismalarini burada strdirilyor.
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Abdullah Al Saadi is a pioneer of conceptual art in the Gulf
region. A foundational figure of the Emirati avant-garde during
the 1980s and 1990s, Al Saadi draws from sources such as
the tradition of classical Pre-Islamic Arab poetry, the history
of seasonal travel within the United Arab Emirates, and other
features of daily life in his home region. His multidisciplinary
practice, spanning performance, sculpture, photography and
painting alongside the collection of found objects and the
invention of new alphabets has resulted in itinerant documents,
drawings and maps chronicling extensive journeys through the
coastal terrain of Khor Fakkan, where the artist lives and works.
Al Saadi's work at the biennial draws inspiration from a
quotidian cultural artefact of daily use within the Gulf: the
traditional sandal. Departing from a local anecdote in which
small island communities historically reclaimed land by throw-
ing worn slippers or sandals into the sea and hoping that sand
would gather around them to constitute an island, Al Saadi's
Stone Slippers (2013) takes on this daily object and recasts it in
stone. Set against the backdrop of Emirati hyper-modernisation
and the perpetual transformation of the desert, Stone Slippers
suggests a re-rooting of the body as a methodology for main-
taining a bond with historic nomadic modes of relating to one's
native land.

Abdullah Al Saadi was born in 1967 in Khor
Fakkan, where he currently lives and works.

ZiHNi HAN 181



Abdullah Al Saadi




Pélagie Gbaguidi

Pélagie Gbaguidi’nin resimleri, cizimleri ve yazilari sanat-
cinin kendini Bati Afrika’da atalara ait gecmisi bireysel ve
toplumsal bellekle harmanlayarak dinleyicilerine aktaran
bir s6zlii hikayeci ve araci, yani bir griot olarak kavrayisi
etrafinda sekilleniyor. Tarihin travmatik miraslariyla
hesaplasmaya odaklanan bu calismalar, sdmiirgecilik
sonrasi mirasi ¢cozilimlemek, islemek ve anlamlandirmak icin
ekseriyetle simgelere ve somutlastirmaya basvuruyor.

Bienalde Gbaguidi’nin Diinyada yasamanin ve vicdanin
olusumunun anlami nedir baslhkli daha genis serisine ait
on alti 6geden olusan eseri Parcalanma (2024) sergile-
niyor. Sanatginin bir misafir sanatci programi igin gittigi
Angers’de bir grup 6grenci ve arastirmacinin ishirligiyle
gelistirdigi seri, mevcut bir tarihi eseri yeniden yorumluyor:
14. ylizyildan kalma, alti adet biiylik 6lcekli duvar dokuma-
sindan olusan Kiyamet, incil’in Vahiy kitabindaki kiyamet
hikayesini doksan sahne hélinde tasvir ediyor. Gbaguidi
gliniimiizde Fransa’nin Anjou bdlgesinde bulunan eseri
yeniden yorumlarken incil’deki kaynak hikayeyi degistirip
distopik bir mercekten okumayi seciyor ve “diinya”, “top-
lumsal cinsiyet”, “insan kurban etmek” ve “canli kalkan”
gibi farkli temalara odaklaniyor.

Diizensiz bir mozaik halinde duvara yerlesen resimlerin
zeminini on alti adet un guvali olusturuyor. Gbaguidi’nin
Britksel’deki kendi mahalle firinindan topladigr un cuval-
larina, hayatta kalma miicadelesi ve aclik gibi toplumsal
illetleri cagristiran sembolik anlamlar yiikleniyor. Bu
imgeler evreninde figlirlerden birinin karnindan tasan yiin
yumagi ise acilen miidahale ve ¢éziim bekleyen bir diiglim
olarak diinyayi simgeliyor.

Pélagie Gbaguidi 1965 yilinda Dakar’da dogdu.

Yasamini ve c¢alismalarini Briiksel’de silirdirilyor.
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Pélagie Gbaguidi's paintings, drawings and writings are a result
of the artist's self-understanding as a griot, an oral storyteller
and mediator in West Africa who conjoins the ancestral past
with realms of individual and collective memory. In their focus
on the legacies of historical trauma, Gbaguidi’s works often
employ symbols and material embodiment to unspool, rework
and understand postcolonial legacies.

At the biennial, Gbaguidi is presenting Fragmentation
(2024), sixteen pieces from a larger series titled Quel est e
sens de la vie sur terre et la fabrique de la conscience (What is
the meaning of life on earth and the making of conscience).
The artist developed this work during a
residency programme in Angers in col-
laboration with students and researchers
in order to rethink an existing historical
work: The Apocalypse, a 14th-century
sequence of six large-scale tapestries
depicting the story of the Apocalypse
from the Book of Revelation through
a suite of ninety scenes, now held in the French province of
Anjou. Gbaguidi's reinterpretation displaces the depicted story's
Biblical origins and instead reads it through a dystopic lens,
divided into different themes such as ‘earth’, ‘gender’, 'human
sacrifices’ and 'human shields'.

Presented on the wall in an irregular tessellation, the
paintings in Fragmentation are spread across sixteen flour bags.
Collected by the artist from her local bakery in Brussels, these
bags are loaded with meaning, referring to societal ills such as
problems of basic sustenance and hunger. In this constellation
of images, a ball of thread emerges from one figure's belly,
symbolising the world as a knot in dire need of intervention,
unravelling and untangling.

Pélagie Gbaguidi was born in 1965 in Dakar.
She currently lives and works in Brussels.
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Sara Sadik

Sara Sadik; videolarinda, interaktif yerlestirmelerinde ve per-
formanslarinda reality sovlar, Fransiz hip-hop miizigi, bilim-
kurgu ve anime gibi ana akim popiiler kiiltlir unsurlarindan
besleniyor ve cagdas kent yasamina dair topluluk, kaciscilik,
yalnzlik ve dnyargi gibi sosyokiiltiirel kavramlari arastiriyor.
Kiiltiirel ve ekonomik otekilesme deneyimleriyle 6zdeslesti-
rilen bastirilmis duygulari incelemek icin, tanidik ana akim
medya araytizlerini cevreleyici ortamlarla bulusturuyor.

Sadik’in film yerlestirmesi XENON PALACE SAMPIYONAS/
(2023), rengarenk halilari, ortam aydinlatmasi, rahat koltuk-
lari ve kullanicilarin elindeki marpuglariyla izleyiciyi nargile
salonunu andiran sanal bir mekéna gotiirliyor. Burada sanat-
cinin kendisi bir sampiyonluk turnuvasi diizenleyen nargile
salonu ydneticisi roliinii listlenirken gercek hayatta tanidigi
oyuncular bu konsol oyununu oynarken kendi dostluk dene-
yimlerinden faydalaniyor. Oyuncular film boyunca bu kurmaca
turnuvanin parcasi olarak doviis oyunu oynuyor; izleyiciler
de oyun konsollarini kullanarak bu evrene katilmaya ve onu
harekete gecirmeye davet ediliyor.

Sadik’in projesi sosyal alanlari kacis glizergahlarindan
ayiran bulanik esikler lizerine kafa yoruyor, giindelik bulusma
yerlerine kiiltlirel ve politik deger tasiyan mekanlar olarak
yeni bir mercekten bakiyor. Sanatci medyada yeterince
temsil edilmeyen gécmen topluluklari desteklerken, ayni
zamanda geleneksel olarak erkeklere 6zgii mekanlar olarak
kabul edilen, rekabetin ve performansin hakim oldugu nargile
salonlarini yeniden degerlendiriyor; bu sosyal alanlara ickin
gliclendirici degerleri ve umut verici unsurlari da vurguluyor.

Sara Sadik 1994 yilinda Bordeaux’da dogdu.

Yasamini ve c¢alismalarini Marsilya’da sirdiriyor.
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In her videos, interactive installations and performances, Sara
Sadik draws from mainstream, popular culture - such as reality
TV, French hip-hop music, science fiction and anime - to inves-
tigate sociocultural aspects of urban contemporary life, such as
community, escapism, loneliness and prejudice. Her works often
combine immersive settings with familiar mainstream media
interfaces to explore the suppressed emotions associated with
experiences of cultural and economic marginalisation.

Sadik's film installation XENON PALACE CHAMPIONSHIP
(2023) transports us into a film environment resembling a
hookah lounge, complete with coloured carpeting, ambient
lighting, lounge seats and user-controlled hookah handles.
Here, the artist assumes the role of a hookah lounge manager
organising a tournament, while the actors in the film, who are
real-life acquaintances of the artist, draw on real experiences of
friendship through gameplay. In the film, the performers play
a fighting game as part of the fictional tournament, while the
viewers are invited to use the game controls to participate and
activate the universe.

Sadik’s project is a reflection on the blurry thresholds
between social spaces and routes of escapism, casting a new
light on vernacular sites of gathering as places of cultural
and political valence. While celebrating aspects of immigrant
communities that are often under-repre-
sented in the media, Sadik reappraises a
traditionally male-coded setting defined
by competition and performativity to
explore the empowering values and
potentialities that prevail within it.

Sara Sadik was born in 1994 in Bordeaux.
She currently lives and works in Marseille.
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Marwan Rechmaoui

Marwan Rechmaoui’nin kavramsal heykelleri ve resimleri,
Liibnan’in ve Arap diinyasinin cokkatmanli toplumsal ve siyasi
tarihlerini ele aliyor. Beton, metal, kaucuk, tekstil ve balmumu
gibi farkli endiistriyel malzemelere basvuran sanatci hari-
tabilim, demografi ve sehirlesmeye dair metodik calismalari
aracihigiyla mimariye, kiiltiirel tarihe ve kentsel dokuya ickin
sosyopolitik yapilara odaklaniyor.

Rechmaoui bienalde Giinesi Kovalamak (2023-2025) eseri-
nin yeni bir kurgusunu zihni Han’in cati katinda, mekéana 6zgii
bir yerlestirme olarak sergiliyor. Oyuncaklarin toplumlari nasil
sekillendirdigini incelemek icin cocuk oyunlarini bir mercek
olarak kullandigr arastirmasini devam ettiren bu yerlestir-
mede, Roland Barthes’in oyuncaklari “yetiskin diinyasinin
kiiclik bir temsili” olarak tarif ettigi 1957 tarihli “Oyuncaklar”
denemesinden ilham aliyor. Rechmaoui burada miilkiyet ve
becerinin kisinin statiistinii belirledigi toplumsal hiyerarsilere
dair kendi cocukluk deneyimlerinden faydalaniyor; her oyunun
kendi kazananlari ve kaybedenlerinin oldugu, kaybedenlerin
ise sembolik olarak “oldiiriildiigli” imasiyla oyun ile savas
diizenleri arasinda paralellikler kuruyor.

Eserin istanbul sergilemesinde sanatci dnceki versiyon-
larda yer alan heykelleri ve oyunlari yeni calismalarla bir araya
getirdi. Taglarin iist liste yi181ldigi ve bicaklarin firlatildigi kum
havuzlariin, yildizlarin, 1stk yayan dev bir giinesin ve telden
arabalarin yanina zeytin agaclari, bulutlar, tahterevalliler,
salincaklar, yelkenliler ve bir oyuncak at yerlesiyor. Binanin ic
mekanina ve Bogaz manzarali terasina yayilan yerlestirmedeki
rengarenk, sadelestirilmis formlar oyun oynamanin dolaysiz-
i€ cagristiriyor. Gelgelelim bu neseli atmosferin ve nesne-
lerin hayalci ve muzip ylizeyinin ardinda Giinesi Kovalamak
rekabetin, catismanin ve toplumsal kutuplasmanin ortiik
anlamlarina da isaret ediyor.

Marwan Rechmaoui 1964 yilinda Beyrut’ta dogdu.
Yasamini ve c¢alismalarini burada sitrdiriyor.
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Marwan Rechmaoui's conceptual sculptures and paintings
engage with the layered social and political histories of Lebanon
and the broader Arab world. Working with industrial materials
such as concrete, metal, rubber, textile and wax, his practice
draws on a methodical study of cartography, demographics

and urbanisation, focusing on the socio-political structures
embedded in architecture, cultural histories and the urban fabric.

At the biennial, Rechmaoui presents a new iteration of his
ongoing work Chasing the Sun (2023-2025), a site-specific
installation on the rooftop of Zihni Han. Continuing the artist’s
exploration of childhood games as a lens for examining how
toys shape societies, the work takes its inspiration from Roland
Barthes' reframing of toys as 'microcosms of the adult world’
in his 1957 essay 'Toys'. Here, Rechmaoui reflects on his own
childhood experiences navigating social hierarchies where
possession and prowess determined status, drawing parallels
between the structures of play and those of war, where every
game produces winners and losers, and, symbolically, the ‘kill-
ing’ of the latter.

For the Istanbul restaging of the work, the artist brings
together sculptures and games from earlier presentations -
such as sandboxes for stacking rocks and throwing knives,
stars, an oversized sun with radiating rays, and wire cars -
alongside new works such as olive trees and clouds, see-saws,
swing sets, sailboats and a toy horse. Spanning the building's
interior and its terrace overlooking the
Bosphorus, the installation adopts vivid v w
colours and distilled forms to capture
the immediacy of play. Yet beneath —
this joyful atmosphere and the works' XVII
dreamlike, whimsical surface, Chasing
the Sun evokes undercurrents of compe-
tition, conflict and social stratification.  T/R

Marwan Rechmaoui was born in 1964 in Beirut,
where he currently lives and works.

ZiHNi HAN 193



aoul

\

Marwan Rec

S20¢

AISTTED ISTWSS-ITSFS 0
'uns ay3 buigvy)

YDUWDIDAOY 1§2UND

10
(2]
-

ZiHNi HAN

XVII

194



1895 yilinda Karakoy’de insa edilen ve hir diger
hienal mekani olan Muradiye Han’in tam karsisinda
yer alan bu dort katli bina, eskiden sehrin Rum
cemaatine ait hir sarap deposu olarak hizmet
veriyormus. 1930’lara gelindiginde Tiirk tarim
kooperatifi Taris’in biinyesindeki Uziim Birligi
tarafindan iiretilen Taris $arabi’nin deposu olarak
kullanilmis. Sokagin ilerisinde, Ege’nin ddrt bir

yanindan sarap figilarinin geldigi tarihi rihtim, eski
donemlerde sarap ticaretiigin anemli hir merkezmis.
Giiniimiizde bu sokak hala Galata $arap iskelesi
Sokak olarak biliniyor. Yakin zamanda tadilat goren
hina, 2012’de kurulan bir ticari sanat galerisi olan
Galeri 77°ye evsahipligi yapiyor. 18. istanbul Bienali,
binanin tiim katlarini sergi alani olarak kullaniyor.

-

Built in 1895, this four-storey building located

in Karakay, directly across from Muradiye Han,
originally served as a wine storehouse owned by the
Greek community in Istanbul. Later on it became the
storage facility warehouse for Tarig $arahi, a brand
of wine produced during the 1930s by the Grape Union
within Taris, the Turkish agricultural cooperative.
The street on which it stands once led to Galata’s
historic wine dock, a major hub for wine trade where
barrels arrived from across the Aegean. Today, itis
still known as Galata Sarap iskelesi Sokak (Galata
Wine Dock Street). Following recent renovations,

the building now houses Galeri 77, a privately owned
contemporary art gallery founded in 2012. The
entirety of the building is activated as exhihition
spaces for the 18th Istanbul Biennial.
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Haig Aivazian

Haig Aivazian hareketli goriintii, heykel, yerlestirme, cizim
ve performans gibi farkli mecralarda iirettigi calismalariyla
iktidarin insanlara, nesnelere, hayvanlara, manzaraya ve
mimariye nasil yerlestigini, onlari nasil etkisi altina aldigini ve
harekete gecirdigini arastiriyor. Farkli mecralarin geleneklerini
eserlerindeki anlatilara yedirirken bir yandan izleyicisini siyasi
gercekliklere taze bir hayal glicliyle yaklasmaya davet ediyor.
Sanatcinin Fenerler Sizin Olsun, Istk Bizimdir bashkh gizgi
dizisinden lic boliim, bienal kapsaminda Galeri 77’nin bodrum
katinda kesintisiz bir dongii halinde sergileniyor. Her bir siyah
beyaz boliim bambaska kaynaklardan bulunmus ve derlenmis,
Liibnan’da ve bolgede yasayan animasyon sanatcilarinin, miizik
yapimcilarinin ve diger paydaslarin isbirligiyle farkl derecelerde
doniistiiriilen, yeniden cizilen ve hareketlendirilen cizgi film ve
animasyonlardan olusuyor. Anlati, geceyi bilinmeyen giiclerce
ele gecirilmeye calisilan bir miicadele alani olarak kurgularken,
gerceklerden kacis, firarilik ve ylizlesme gibi gittikce siddetle-
nen eylemleri bu giiclerin karsisinda konumlandiriyor.
Uclemenin Evde Tek Bagtna (2022) baslikli birinci bdliimiinde,
iki genc dans etmeye giderken Khayal isimli cocuk evde kalir ve
kendini intikama susamis éliilerin dirildigi karanlk bir riiyalar
silsilesinin ortasinda bulur. Gece Gibi Kara G6z Fart (2024) adl
ikinci bollimde, hayvani niteliklere sahip cevik bir gece sakini olan
Sahar sehirde gezinerek solugu bir yeralti gece kuliibiinde alr.
Kirmizi bir isik sehrin karanhgini ugursuzca titreserek boldiigii
sirada, aralarina istilacilarin sizdigini hisseder. Derin bir doniisiim
gecirerek, savasmaya hazir bir sekilde kullipten disari firlar.
Bienalde ilk kez gosterilecek olan Karanligin Cocuklar: (2025)
isimli liclincii boliim, Sahar’in gizli bir tiinel aracihigiyla kuliipten
kacisini anlatiyor. Sahar eve donerken beklenmedik bir sekilde
Khayal ile karsilasir. Khayal riiya aleminin karanlk késelerinde
delice kosusturan hayaletlerden ve iskeletlerden bahsederken,
Sahar da ona yeraltinda 6liilerle koyun koyuna yasayan, sehitlerin
atesini yerytiziine yayan bir halkin hikayesini anlatir: % .. Bizi bu
diinyanin karanli§ina gémseler bile, 1s18imizi bizden alamazlar.
Onlarin karanhgi da asla bizimkine benzemeyecektir. Hikdyelerimiz,
atesimiz ve topragimiz bizim baslica direnme bicimimizdir.”

Haig Aivazian 1980 yilinda Beyrut’ta dogdu.

202 Yasamini ve calismalarini burada siirdiiriiyor.

Haig Aivazian works across moving image, sculpture, installation,
drawing and performance to explore the ways in which power
embeds, affects and moves people, objects, animals, landscape and
architecture. His works integrate various traditions of craft into
their narrative while calling upon the viewer to approach political
realities with a renewed form of imagination.

At the biennial, the artist is presenting three episodes from a
cartoon mini-series titled You May Own the Lanterns but We Have
the Light, screened in a continuous loop on the basement level of
Galeri 77. Each black and white episode comprises found cartoons
and animations from a wide array of sources, all redrawn and
re-animated with varying degrees of alterations to the original
source material, with the help of various animators, music producers
and other actors in Lebanon and the region. The plot sets up the
night as a contentious space, where its attempted colonisations by
unknown forces are countered by escalating practices of escapism,
fugitiveness and confrontation.

In episode one, titled Home Alone (2022), two young adults go
out to dance, while a younger child, Khayal, is left behind to sink into
increasingly tempestuous dreams where the dead come to life with
an appetite for revenge. In episode two, Eyeshadow Dark as Night
(2024), Sahar, a nimble night-dweller with animal-like qualities,
manoeuvres through the city into an underground nightclub. When
the darkness of the city is disturbed by an ominous pulsating red
light, Sahar detects the presence of intruders among her people. She
bursts out of the club, profoundly transformed and ready to fight.
Premiering at the biennial, episode 3, Children of Darkness (2025),
follows Sahar's escape from the club through a secret tunnel. On
her way home, an unexpected encounter with Khayal occurs. As
Khayal tells Sahar about the ghosts and skeletons running amok
in the dark corners of her nocturnal imaginary, Sahar recounts the
story of a people who co-habit with the dead
underground, and spread the fire of martyrs
above ground: ‘Even when they bury us in the
darkness of this world, they will never deprive
us of our light, nor will their darkness ever
resemble ours. Our stories, our fire, and our
earth are our primary means of resistance.’

Haig Aivazian was born in 1980 in Beirut,
where he currently lives and works.
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Mona Marzouk

Mona Marzouk’un resimlerinde, heykellerinde ve yerlestir-
melerinde kiiltiirel 68elerin kaynastigi senkretik bir yénelim
one cikiyor. Mimari, tasarim ve gecmisle gelecegin carpistigl
tarihi anlatilardan beslenen sanatci, birbirine benzemeyen
Ozneleri ele aliyor; gérsel catismalari estetiginin belirleyicisi
haline getiriyor. Organik ile inorganik olani, insan yapimi ile
dogal olani birlestirerek giincel siyasi endiselere deginen, bir
yandan da oyunbazhgini, sasirticihgini ve kurnazhgini koruya-
hilen eserler liretiyor.

Marzouk hienalde, Galeri 77 binasinin zemin katinda iki
odaya yayilan yeni bir yerlestirme sergiliyor. Kuslar ile insan-
lar arasindaki tiirlerarasi iliskiyi inceleyen eserinde, evcilles-
tirme kavramini sorgularken kus zekasini

ele alan arastirmalardan faydalaniyor; M
insanin bir yanda barinma ve beslenme 0
arayisi icindeyken diger yanda siddete ve

tahakkiime kapilma egilimine dikkat ceki- O%

yor. Bu yerlestirmede kuslari, mimariyi ve
makineleri tasvir eden mitopoetik imge
dizileri metabolik ve dinamik 6nerilere déniisliyor; sert ve
bezemeli formlar yumusak, aerodinamik bedenlerle carpisi-
yor, nefes alan altyapilar otomasyonla karsi karsiya geliyor.
Binanin on cephesinde, kus tiiylerinin mimari bir formdan
yiikselisini ya da bu formla carpismasini tasvir eden biiylik
Olcekli, yari saydam bir cikartma, yerlestirmenin dayanak
noktasi islevini goriliyor. Etobur kafeslere dénilismiis kus
yuvalarini ya da kendi tuzaklarini yutmaya calisan otiicii
kuslari andiran eserler, gcikartmaya eslik ediyor. iceride ilik ve
Sukulent (2025) baslikli Gic boyutlu baski heykeller paslan-
maz celikten kaideler lizerinde sergileniyor; sergi alaninin
duvarlarini kaplayan duvar resmi ise hem arkeolojik kazi alan-
larini hem de karmasik makinelerin ic yapilarini cagristiriyor.

Mona Marzouk 1968 yilinda Iskenderiye’de dogdu.

Yasamini ve c¢alismalarini Helsinki’de sirdiiriiyor.
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Marzouk's paintings, sculptures and installations are marked
by an impulse towards syncretism. Drawing on architecture,
design and histories where past and future seem to collide,
she engages with disparate subject matters, allowing visual
collision to define her aesthetic. By combining organic and
inorganic, human-made and natural, she creates artworks that
speak to current political concerns while retaining a sense of
whimsy, surprise and cunning.

At the biennial, Marzouk presents a new installation across
two rooms of the ground floor of the Galeri 77 building. The
work explores trans-species relationships between birds and
humans, drawing on research into avian intelligence to question
ideas of domestication, and reflecting on the human pursuit for
shelter and nurture on one hand, and the descent into violence
and domination on the other. Marzouk merges sequences of
mythopoetic imagery, including those of birds, architecture and
machines, into metabolic and dynamic proposals: hard, ornate
forms collide with soft, aerodynamic bodies, breathing infra-
structures confront automation.

On the building’s fagade, a large semi-transparent window
sticker — showing bird's plumage emerging or colliding with
an architectural form - anchors the installation, accompanied
by works evoking nests that have become flesh-eating cages,
or songbirds attempting to swallow their own traps. Inside,
two 3D-printed sculptures, Marrow and Succulent (2025), rest
on stainless-steel pedestals; a large painted mural stretches
across the walls of the exhibition space, conjuring both
archaeological excavation sites and the internal structures of
complex machinery.

Mona Marzouk was born in 1968 in Alexandria.
She currently lives and works in Helsinki.
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Ola Hassanain

Cevrenin kirllganlhigr ve tehcir gibi gercekliklerden yola cikan Ola
Hassanain, insa edilmis ortamlar ile iktidar rejimleri arasindaki
caprasik iliskiyi, ekolojinin sosyal hayatla kesistigi yerleri
inceliyor. Sanatcinin son calismalari Sudan’in El Cezire sulama
projesinden ilham alarak bélgedeki toplulugu korumak icin yiik-
selen su seviyelerini ve sel tehlikelerini denetleyen bir gézlemci
figiirii etrafinda gevresel glivencesizlige, ev ici mekanlara ve
devlet siddetine odaklaniyor.

Hassanain’in bienal kapsamindaki multimedya yerlestirmesi
heykel, ses, video ve fotografi bir araya getiriyor. Yerlestirmenin
merkezinde, Mavi Nil’i El Cezire’ye yonlendiren Sennar Baraji’nin
modernist altyapi mimarisini cagristiran 220 cm yliksekliginde
heykelsi bir form, Fistldayan Baraj (2024) bulunuyor. Yapinin igine
yerlestirilmis ses calismasinda hem isitsel arinma saglayan hem
de doga giiclerine karsi direnc kazandiran bir korunma duasi olan
rukye fisildaniyor. Cerceveli fotograflarda ise sanatcinin biiyiikan-
nesinin kaygan kil zeminde yiikselen evinin catlamis duvarlari ve
corak topragi, cokiisiin somut kayitlarini olusturuyor. Yerlestirme
suyun, kilin, 1s1€in ve bellegin sdmiirgeci zamana ve dogrusal
ilerlemeye karsi koydugu; sizintinin, ritlielin ve belirsizligin bilgi ve
taniklik bicimleri olarak benimsendigi bir ekoloji ortaya koyuyor.

Gozcli (2024) filminde gozlemci figiirii iki farkli rolde karsimiza
cikiyor: Once Sudan’daki tarim krizine kargi savunma hélinde,
topraktaki degisimler konusunda tetikte bir figiirken, sonrasinda
Hollanda’da eski bir hidrolik test sahasi olan Waterloophos’ta bir
gelecek senaryosu icinde beliriyor ve ihrac edilmis su denetim
teknolojilerini gézlemliyor. Kentin sinirlarina vardiginda, “atik”
denerek tehcir edilenleri gézlemliyor ve hem devlet gozetimine
direnen hem de zorla uzaklastirmaya karsi insanlari uyaran ikili
bir muhbir olarak hizmet vermeye basliyor. Burada gozetleme,
onarmanin 6tesine gecen bir ihtimam ve dayaniklilik bicimine
dontistiyor ve hizi kirllmis hédlde yasamaya, mekéan, zaman ve
bellek ile iliskimizi yeniden gézden gecirmeye davet ediyor.
Hassanain’in ifadesiyle: “Onlar siirekli bir uzaklastirma ve varig
dongiisiine neden olan modernligin felaketini gézler halde.”

Ola Hassanain 1985 yilinda Hartum’da dogdu.

Yasamini ve g¢alismalarini Amsterdam’da silirdlrlyor.
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Informed by realities of displacement and environmental fragil-
ity, Ola Hassanain explores the entanglement between built envi-
ronments and regimes of power, and the intersections of ecology
and social life. Recent projects focus on environmental precar-
ity, domestic space and state violence, using the figure of the
watcher, drawn from Sudan’s Gezira irrigation scheme, where a
community caretaker monitors rising water levels and flood risk.

Hassanain's multimedia installation at the biennial combines
sculpture, sound, video and photography. At its centre is A
Whispering Dam (2024), a 2.2-metre-high sculptural form
evoking the modernist infrastructure of the Sennar Dam, which
channels the Blue Nile into Gezira. A sound piece embedded
within it plays a whispered rugya (4s3;), a protective incantation
that acts as both sonic cleansing and resistance against the
forces of nature. Framed photographs show her grandmother's
house atop unstable clay soil, its cracked walls and dried earth
forming material records of collapse. The installation presents an
ecology in which water, clay, light and memory resist colonial
time and linear progress, favouring seepage, ritual and suspen-
sion as forms of knowledge and witnessing.

In the film The Watcher (2024), the figure of the sentinel
appears in two roles: the first guards against the agricultural cri-
sis in Sudan, alert to subtle shifts in the landscape. The second
appears in a future realm of the Netherlands’' Waterloopbos, a
former hydraulic-testing site, where he observes exported tech-
nologies of water control. Now on the urban margins, this figure
watches over the displaced - framed as ‘debris’ - and serves
as a double informant, resisting state surveillance and warning
of removal. Here, watching becomes a form of care and endur-
ance that exceeds repair, inviting us to
dwell with brokenness and recalibrate our E E 1
relationship to space, time and memory.
As Hassanain puts it: ‘'They watch for the %
catastrophe of modernity, which brings a 1
continuous cycle of removal and arrival.'

Ola Hassanain was born in 1985 in Khartoum.
She currently lives and works in Amsterdam.
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Dilek Winchester

Dilek Winchester titiz bir arastirma siirecinin triinii olan calisma-
larinda dil ile tarihin kesisimine, 6zellikle de alfabe siyasetine ve
Tirkiye’de dildeki dontisiimiin mirasina odaklaniyor. Bu cercevede,
1928 yilinda Fars-Arap alfabesinden Latin alfabesine gecildiginde
tilkenin cokdilli mirasinin yerle bir olmasi ve Ermeni, Rum ve Ladino
alfabesiyle yazilmis Tiirkce metinlerin daha da dislanmasinin
yansimalarini da arastiriyor; eserlerinde, birlikte yasama bicimleri
olarak melezlesmeyi, senkretizmi ve cokdilliligi vurguluyor.

410 Harf: (Arnavutca) Okumak ve Yazmak Uzerine (2025)
yerlestirmesinde Winchester, “istanbul alfabesi”’ne dayanan eseri
Terk Edilmis Harfler’den (2024) yola cikiyor. Hem dil devriminin
hem Arnavut milliyetcilig¢inin dnde gelen isimlerinden olan
s6zliik yazari, romanci ve cevirmen Semsettin Sami, istanbul
alfabesini Osmanli imparatorlugu’ndaki Arnavutlarin ortak bir
yazi sistemine sahip olmadig bir dénemde, 1879’da gelistirmisti.
Bu video, izleyicileri Yunan, Kiril, Arap, Elbasan, Todhri, Vellara,
Vezo, Berat alfabelerinin yani sira istanbul, Agimi, Bashkimi ve
gilintimiizde kullanilan Arnavut alfabesinin de bulundugu Latin
kokenli alfabelerden olusan bir manzarada yolculuga cikariyor.
Ya unutulmus ya da Arnavutca yaziminda yaygin kullanilmamis
olan bu alfabeler, uyarlanmis veya icat edilmis harf formlarindan
olusuyor. Videoda, farkl sesleri imlemektense heykelsi formlar
olarak karsimiza cikan tekil harflere, sanatci Ahmetcan Gokgeer
isbirligiyle liretilen bir ses kompozisyonu eslik ediyor.

isimsiz (Kendinibegen...) (2012-2025), Galeri 77’nin cati
aliniginin arka ylizeyine yerlestirilmis bir metinsel miidahale.
Winchester’in 2012 tarihli isinin bienal icin mekana 6zgii bir uyar-
lamasi olan eser, adini Oguz Atay’in romani Tutunamayanlar’da
(1972) gecen “kendinibegenmiscesinesankibizdendncebirsey-
sdylenmemiscesinegiller” sézcligiinden aliyor. Bu uzun sézclik
mekéana yerlestirilirken Latin, Arap, ibrani, Ermeni ve Yunan
alfabeleri doniistimlii olarak kullanildi. Sanatci bu cokkatmanh
isaretler yoluyla, bir alfabeyi miras aldigimizda aslinda neyi
omuzladigimizi ve ayni alfabeyi uzama yaydigimizda ne gibi
olasiliklarin ortaya cikahilecegini sorgulamay: siirdiiriiyor.

Dilek Winchester 1974 yilinda Istanbul’da dogdu.
Yasamini ve c¢alismalarini burada sirdiriyor.
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Informed by a thorough research process, Dilek Winchester creates
art that explores the intersections of language and history, with
particular focus on politics of the alphabet and legacies of linguistic
transformation in Tiirkiye. One locus of her research is the 1928
shift from the Perso-Arabic script to the Latin alphabet, which
resulted in the flattening of the country’s rich multilingual heritage
and further marginalisation of Turkish texts written in Armenian,
Greek and Judeo-Spanish alphabets. Her work celebrates hybridity,
syncretism and hyperglossia as forms of coexistence.

Winchester's video installation titled 470 Letters: On Reading
and Writing (Albanian) (2025) departs from an earlier work titled
Abondoned Letters (2024) based on the ‘Istanbul alphabet’. The
Istanbul alphabet was an experimental writing system devised in
1879 by Semsettin Sami, who was a lexicographer, novelist, trans-
lator and prominent figure in both Turkish language reform and
Albanian nationalism, at a time when Albanians in the Ottoman
Empire lacked a unified writing system. In the video, viewers are
taken through a visual landscape of Greek, Cyrillic, Arabic, Elbasan,
Todhri, Vellara, Vezo, Berat and Latin-based scripts, including the
Istanbul, Agimi and Bashkimi alphabets, as well as the current
version of the Albanian alphabet. These are adapted and invented
letterforms that have either been forgotten or have never been used
prominently in writing Albanian. In the work, isolated letterforms
appear not as code but as sculptural forms, accompanied by a sound
composition created in collaboration with artist Ahmetcan Gokgeer.

Untitled (Kendinibegen...) (2012-2025) is a textual intervention
affixed to the back of Galeri 77's rooftop pediment. A site-specific
adaptation of Winchester's 2012 work for the biennial, its title is
derived from a portmanteau originated by Oguz Atay in his 1972
novel, The Disconnected (Tutunamayanlar), with Latin letters alter-
nating with Arabic, Hebrew, Armenian and Greek: ‘'seeming-like-
those-who-are-conceited-and-behave-as-
if-nothing-has-ever-been-said-before-them'.
Through these layered gestures, Winchester
continues to ask what we gain when we
inherit an alphabet and what possibilities
emerge when we scatter it across space.

Dilek Winchester was born in 1974 in Istanbul,
where she currently lives and works.
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Muradiye Han, klasik 0smanli mimari iislubundan
unsurlari Avrupa akademik tasarim ilkeleriyle
harmanlayan Birinci Ulusal Mimarhk Akimi’nin
onciilerinden M. Vedad Tek tarafindan bir
ticarethane olarak tasarlanmis bir yapi. 1914°te
tamamlandiginda “Sabit Bey Han” adi verilen hina,
Karakay ticaret yagsaminda onemli bir rol oynamis.
Birinci Diinya Savasi’nin ardindan istanbul’un
isgali sirasinda Fransiz askeri giigleri tarafindan
kullanilmig ve bu donemde Muradiye Karakolu
olarak anilmaya baslamis. 2021yilinda mimar Han
Tiimertekin onciiliigiinde kapsaml bir restorasyon
goren binanin yenilenen zemin kati, 18. istanbul
Bienali kapsaminda ziyaretgilere agilacak.

218 MEKANLAR
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Muradiye Han was designed as a trading house by
architect M. Vedad Tek, a leader and practitioner

of the First National Architecture Movement which
incorporated stylistic elements of classical Ottoman
architecture with European academic design
principles. Completed in 1914 and originally known
as ‘Sabit Bey Han’, the six-storey building played a
vital role in Karakdy’s commercial life. During the
occupation of Istanbul following World War 1, it was
used by French military forces and came to be known
as the Muradiye Guardhouse. In 2021, the building
underwent a comprehensive restoration led by
architect Han Tiimertekin. Today, its newly revived
ground floor is being opened to the public on the
occasion of the 18th Istanbul Biennial.
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Ana Alenso

Ana Alenso kiiresel dlgekte dogal kaynak gikarimina

ve bu uygulamanin kdkenlerine odaklandigi islerinde
arastirmalardan, saha calismalarindan ve spekiilatif anlati
yoéntemlerinden faydalaniyor; tirettigi heykel ve yayinlarda
teknolojiyi yerylizii kaynaklarina baglayan araclari ele aliyor.
Onceki projesi Alelacele (2022) kapsaminda Gana’nin Akra
kentinin eteklerinde bulunan, diinyanin en biliylik elektronik
hurdahginda biriken cihazlarin ikinci yasamlarina odaklanmis
ve bu cihazlardaki altin parcalarin sokiiliip karaborsada
satilmasi siirecini calismalarina tasimisti.

Alenso’nun bienaldeki yerlestirmesi, Veneziiela’nin Amazon
bolgelerindeki altin madenciligi gerceklerine isik tutuyor ve
heykel, video, ses ve bir yayindan olusuyor. 2014-2016 petrol
krizi sirasinda basta altin olmak lizere degerli maden rezervle-
rini kullanmak amaciyla “acik ocak madenciligi” faaliyetlerine
yonelen Veneziiela hiikiimetinin bu girisimi, su kaynaklarinda
civa ve diger kirletici kalintilara yol acti. Maden cikarma siire-
cinin isciler, yerel halk ve cevre tlizerinde kalici etkileri oldu.
Adini Gliney Amerika’nin maden bdlgelerinde yaygin olarak
kullanilan bir deyisten alan Lo que la mina te da, la mina te
quita / Madenin Verdigini Maden Alir (2020), insan eliyle
maden cikarilmasi ile bu islemin kacinilmaz bedelleri arasinda
neden-sonug iliskisi kuruyor. Veneziiela’da altin madencili-
ginde kullanilan korsan diizenekleri andiran bir maden maki-
nesi prototipini de iceren yerlestirme, ayni zamanda hurda
parcalari, radyasyon ve egzoz borulari, hortumlar ve kovalar
gibi doniistiiriilmiis ve sesli 6geleri de barindiriyor. Alenso
sergi alaninda izleyiciyi cevreleyen bir kurulumla sunulan bu
“heykelsi makineler”i bilim insanlari, eski ordu mensuplari,
yerli halk ve aktivistlerle ishirligi icerisinde, arastirmalar
yiirliterek liretti. Ortaya cikan eser hem sémiirgeciligin mira-
sina hem de kiiresel madencilik faaliyetlerinin yarattigi giic
dengesizliklerine dair somut bir inceleme niteliginde.

Ana Alenso 1982 yilinda Karakas’ta dogdu.
Yasamini ve g¢alismalarini Berlin’de siirdiriyor.
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Ana Alenso uses research, fieldwork and speculative narrative
to focus on global resource extraction and its roots. Her
sculptures and publications explore the apparatus linking
technology to Earth’s resources. Alenso’s previous project,
Mad Rush (2022), traced the afterlife of electronic devices
passing through the world’s largest electronic waste salvage
yard in the outskirts of Accra, Ghana, where gold parts from
the discarded consumer devices are re-extracted and re-sold
on the black market.

At the biennial, Alenso is showing an immersive
multimedia installation bringing together sculpture, video,
sound and text to examine the reality of gold mining in the
Amazonian regions of Venezuela. Amid the 2014-2016 oil
crisis, Venezuela's government turned to mega-mining of
its precious mineral reserves, particularly gold. Employing
an extraction process that leaves behind mercury and other
byproducts as trace pollutants in water, this mining method
had lasting effects on workers, local Indigenous communities,
and the environment. Titled after a popular idiom used in
the mining areas of South America hinting at the karmic link
between the yields of human extraction and its future toll,

Lo que la mina te da, la mina te quita | What the Mine Gives,
the Mine Takes (2020) includes a prototype mining machine
reminiscent of the bootleg contraptions built within the gold-
mining industry of Venezuela. The work also features various
scraps, hoses, buckets, radiation and exhaust pipes, and
natural elements - all transformed into rustling moving parts.
Presented in an immersive scenography, these ‘sculptural
machines' draw on research with scientists, ex-military
officers and Indigenous communities and activists, serving

as a material investigation of the colonial legacies and power
imbalances of global extractivism.

Ana Alenso was born in 1982 in Caracas.
She currently lives and works in Berlin.
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Karakdy’de bulunan Galata Rum Okulu, ilk olarak
1885°te hayirsever Eleni Zarifi’nin bagisiyla
eklektik neoklasik iislupta insa edildi. 1910°da
resmen kapilarini agan okul, 1988’de kapanana
kadar Galata’nin Rum cemaatinden pek gok 6grenci
yetistirdi. 2000-2007 arasinda kisa hir siire
anaokulu olarak hizmet veren binada tiim egitim
faaliyetleri 2015 itibariyla sona erdi. Bugiin sanat
sergilerine ve kiiltiir etkinliklerine evsahipligi yapan
okul hinasi; 2012, 2014 ve 2016 yillarinda istanbul

Tasarim Bienali’nin, ayrica 13., 14. ve 15. istanbul
Bienalleri’nin (2013, 2015, 2017) mekaéni oldu. Yapi,
2019-2023 yillari arasinda Tabanlioglu Mimarlik
tarafindan yenilendi ve restore edildi.

Located in Karakoy, the Galata Greek School was
originally built in 1885 in an eclectic neoclassical
style, funded by philanthropist Eleni Zarifis. It
officially opened its doors in 1910, serving generations
of students from the Greek community of Galata until
its closure in 1988. The building briefly reopened as a
kindergarten from 2000 to 2007, and all educational
activities ceased by 2015. The school has takenon a
new life as a space for contemporary art and culture
events, hosting Istanbul Design Biennials in 2012,
2014 and 2016 along with the 13th, 14th, and 15th
editions of the Istanbul Biennial (2013, 2015, 2017).
The structure was recently renovated and restored
between 2019 and 2023 by Tabanlioglu Architects.
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Ayman Zedani

Film ve yerlestirme mecralarinda calisan Ayman Zedani insan
ile doga arasinda koprii kuran arayiizlerle ilgileniyor, insan
diinyasini insan otesi diinyalardan ayiran siniri takip ediyor
ve eserlerinde Arap Yarimadasi’nin kendine has ozelliklerinin
merceginden gezegenimizin gelecegine yonelik genis bakis
acilari sunuyor. Zedani’nin eserleri Kérfez bolgesinin giinii-
miizdeki dogal hayatina odaklanarak iklim degisikligine ve
biyolojik cesitliligin kaybedilmesine 1sik tutarken, yasamin her
seye ragmen nasil devam ettigini de ortaya koyuyor.

Zedani bienalde €6l Denizleri Arasinda (2021) eserini
sergiliyor. Gercek ve spiritiiel unsurlarin ic ice gectigi dokuz
kanalli ses yerlestirmesi, Arap Denizi’nin nesli tlikenmekte
olan kambur balinalarini konu aliyor. 70.000 yili askin bir
siiredir goc etmeyen bu balinalar, gérece izole yasadiklari bu
cografyada, iletisim dilleri, sarkilari ve aliskanliklariyla diger
denizlerdeki tiirdeslerinden ayrilan, kendilerine has, yerel bir
balina kiiltiirii gelistirdi.

Yerlestirmede anlatiyi baslatan “Sonsuz denize bakti ve
‘Keske tlim baliklarin évgiilerini anlayabilseydim’ diye diistindii”
climlesi, balina tarafindan yutulan Yunus Peygamber’in
kissasina bir génderme. Bu anlati aracihgiyla yerlestirme,
Yunus’un yolculugu ile Arap Denizi kambur balinalarinin rotalari
arasinda paralellikler kuruyor. Eserin heykel bileseninde
beyaz tuz kullanan sanatci, bu maddeyi temin etmek icin Tuz
Golii'ne ve Nevsehir’deki tuz ocaklarina gitti, buralarda yerel
madenlerle ishirlig¢i yaparak kapsaml bir arastirma ve iiretim
slireci ylirtittli. Eser baglaminda tuz, Arap Denizi’nde dnemli
bir ekolojik sorun olan asiri tuzluluga bir génderme niteligi
tasidigi gibi, yerlestirmedeki bicimsel kullanimiyla yarimada
boyunca cesitli noktalarda rastlanan ve mezar taslarini akla
getiren “yas objeleri”ni de andiriyor. Zedani’nin spiritiiel ve
cevresel temalari bir arada ele aldig1 eser, cevresel yikimi,
kiltliriin anasoylu aktarimini ve tuzdan aritma teknolojilerinin
deniz ekosistemleri lizerindeki etkisini sorguluyor.

Ayman Zedani 1984 yilinda Abha’da dogdu.
Yasamini ve g¢alismalarini Riyad ve
Sarika’da strdiriyor.

238 GALATA RUM OKULU

Working across film and installation, Ayman Zedani is invested
in the interface bridging humans and nature, tracing the line
between human and more-than-human worlds. His works take
a macro view of our planetary future by diving into the specif-
icities of the Arabian Peninsula. Focusing on the fauna and flora
of the contemporary Gulf, Zedani shines a light on conditions of
climate change, loss of biodiversity and the perseverance of life.

At the biennial, Zedani is showing Between Desert Seas
(2021). This nine-channel sound installation, interweaving the
factual with the spiritual, focuses on the Arabian Sea hump-
back whale - an endangered species with only about a hundred
remaining members. For over 70,000 years, a population of
nonmigratory whales has lived in the Arabian Sea in relative
isolation, developing a distinct local cetacean culture with
its own language, songs and habits that differ from those of
humpback whales elsewhere.

'He gazed out into the infinite ocean, and wished he could
understand all of the fish singing praises’, begins the voice-
over's narration, a reference to the story of the prophet Yunus
(Jonah) who was swallowed by a whale. Through voice-over,
the installation establishes parallels between Yunus's journey
and the routes of the Arabian Sea humpback whales. The work's
sculptural component, meanwhile, hinges on the materiality of
white salt. To source it, Zedani travelled to Lake Tuz and the
salt quarries of Nevsehir, collaborating with local salt mines for
research and production. In the context
of this work, salt is an allusion to hyper-
salinity, a pressing ecological issue in the
Arabian Sea. The salt is shaped into ‘grief
objects' reminiscent of tombstones found
in sites across the peninsula. Merging
spiritual and ecological concerns, Zedani's
work reflects on environmental collapse,
matrilineal transmission of culture and
the impact of desalination technologies on
marine ecosystems.

Ayman Zedani was born in 1984 in Abha.
He currently lives and works between
Riyadh and Sharjah.
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Lungiswa Gqunta

Lungiswa Gqunta yerlestirmeleri, heykelleri, performanslari
ve baskilari aracihgiyla sémiirgecilige, miilksiizlestirmeye
ve silinmeye karsi direnis stratejilerine alan aciyor; catlamis
kil ya da ahsap gibi doganin ugracigi tahribatin ve tarihsel
travmanin izlerini cagristiran organik malzemeleri calisma-
larinda sikga kullaniyor. Eserlerinde, emperyal esitsizligin
siirdiigli ve niifusun yiizde onluk beyaz bir kesiminin

lilkenin servetinin neredeyse tlimiinii kontrol ettigi Gliney
Afrika’da toprak kullanimina, ataerkillige, imparatorlugun ve
apartheid rejiminin kanli mirasina dair sorularla yiizlesiyor.
Calismalarinda dikenli tel gibi yliklii anlamlar barindiran
malzemelere bagvuran Gqunta, sinirlarin, kusatilmis alan-
larin ve arazilerin siddetli ydntemlerle kontroliinii bir isgal
bicimiolarak ele aliyor. Afrikalilara ve yerli halka ait bilgi
sistemlerinin yeniden gézden gecirilmesi, topragin ise bir
direnis, bellek ve déniisiim mekani olarak yeniden tahayyiil
edilmesiicin cagrida bulunuyor.

Sanatcinin Kaybolant Bir Araya Getir (2024-2025) adl
yeni yerlestirmesi, akla siireksizligi ve cOklisii getiren labi-
rentimsi, postorganik engebelerden olusuyor. Ahsap, vitray,
teller ve kokulu altin otundan olusan yerlestirmenin ilham
kaynagl, somiirgecilik karsiti radikal diisiiniir Amilcar Cabral.
Pan-Afrika 6zglirlesme miicadelesini toprakla yeniden bag
kurmak lizerinden savunan tarimbilimci, mithendis ve siyasi
lider Cabral’a gére toprak yalnizca bir arazi parcasi degil,
devrimci siirecin etkin bir unsuru; direnisin ve yenilenmenin
yasayan zemini. Gqunta burada istismar ve siddet dongii-
lerinden yara almis manzaralari gortiniir kiliyor; eserinde
kullandigi cam gibi kirilgan bilesenler ise gecmisten bugiine
uzanan travmalarin yansidigl, belirginlestigi ve belki de
onarildigr bir mercek islevi goriiyor.

Lungiswa Gqunta 1990 yilinda Ggeberha’da dogdu.

Yasamini ve c¢alismalarini Cape Town’da silrdiiriyor.
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Lungiswa Gqunta's installations, sculptures, performances

and prints articulate strategies of resistance against coloni-
alism, dispossession and erasure, often incorporating organic
materials such as cracked clay or wood to evoke the damaged
ecologies and scars of historical trauma. Her practice con-
fronts questions of land use, patriarchy and ongoing legacies

of imperial violence and apartheid in South Africa, where deep
inequalities persist and a predominantly white ten percent of
the population controls the vast majority of the nation's wealth.
Incorporating loaded materials such as barbed wire, her work
addresses the violence of borders, enclosure and land control

as tools of conquest. Throughout her practice, there is a call

for a revisiting of African and Indigenous
knowledge systems and for the reimagining
of land as a site of resistance, memory and
transformation.

Gqunta's new installation, Assemble the
Disappearing (2024-2025), greets viewers
through a maze-like, post-organic terrain
whose twists and breaks suggest discon-
tinuity and collapse. Composed of wood,
stained glass, wires, and mpepho, the work
draws inspiration from the radical anti-co-
lonial thinker Amilcar Cabral, an agrono-
mist, engineer and political leader who championed pan-African
liberation by emphasising a return to the land. For Cabral, land
was not just territory: it was an active agent in the revolution-
ary process, a living ground for resistance and regeneration.
Gqunta's sculptures expose the landscapes scarred by extrac-
tion and violence, while the fragile glass elements act as lenses
through which past and present traumas are refracted, made
visible and potentially repaired.

Lungiswa Gqunta was born in 1990 in Gqgeberha.
She currently lives and works in Cape Town.
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Ali Eyal

Ali Eyal resim, cizim ve video mecralarina yayilan calismala-
rini kigisel kokstizliik, siyasi istikrarsizlik, kurumlarin ¢okiigii
ve sivil siddet gibi temalarin sarsici bir sekilde carpistigi

bir zeminin lizerinde sekillendiriyor. Beklenmedik bicimsel
birliktelikler ve karsithklar kurarken, detayli bir cizgi dilini
ve bedensel bir renk paletini kullanarak parcali, kesintili ve
diissel tasvirler tiretiyor.

Hichir sey anlamamak icin sayfa “13”e geri dénmelisiniz
ve (2023) resimsel diizlemin yirtildigi ve parcalandigi bir
tuval. Eser, sanatcinin amcasinin Irak’in isgali sirasinda
ortaya cikan kargasa ortami ve arkasindan gelen savas
sirasinda yikilan, Bagdat’in giineyindeki ¢iftli€ini yeniden
insa etme tasarisini tasvir ediyor. Eyal miilkiin pek cok farkli
mimar tarafindan restore edildigini diisliiyor: Figiirlerden
birinin zihni disariya tasarken araya bir futbol formasi gibi
kiiclik, kisisel semboller de karisiyor. Bir masanin etrafinda
oturmus bir dizi yiizli olmayan figiir, siddetli bir cokiis, bilinc
kaybi ve kafa karisikhgi icerisinde goriiliiyor. Bu kabusvari
sahnede tuvalin kendisi, arka planda resmin mekani lize-
rinde tahakkiim kuran bir grup figiir tarafindan gotiiriiltiyor.

0 giinden beri glivercinlerden korkarim (2024), sanatgi-
nin cocuklugunda yanhslikla bir glivercini ayagiyla ezerek
Oldiirmesine dair anisini huzursuz edici bir dizi gorsel
carpisma seklinde kurgulayan bir otoportre. Eyal’in figiir-
leri genisleterek ve uzatarak deforme ettigi kendine 6zgii
bicimsel dilini yansitan resimde kasvetli ve tekinsiz bir
manzara, incelikli siyasi semboller barindiran imgeler ve
carpici renkler bir araya gelerek 6zgiin, somut bir simgeler
alemi olusturuyor.

Ali Eyal 1994 yilinda Bagdat’ta dogdu. Yasamini
ve calismalarini Los Angeles’ta siirdiiriiyor.
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The work of Ali Eyal, spanning painting, drawing and video, is
grounded in a visceral collision of themes including personal
uprootedness, political instability, collapse of institutions and
civil violence. He produces pictorial compositions that are rup-
tured, fragmented and dreamlike, setting formal juxtapositions
against one another in unexpected ways while incorporating
intricate linework and a corporeal palette.

You need to go back to page number “13” to not understand
anything, and (2023) is a canvas whose pictorial plane is torn
and ruptured. The painting depicts a proposal to rebuild an
uncle's farmhouse south of Baghdad, destroyed in the turmoil
of the invasion of Iraq and ensuing war. Here, Eyal imagines
various architects rebuilding the property: we catch glimpses of
the inside of someone's head and small personal signifiers like
a soccer player's jersey. The work shows a series of faceless fig-
ures apparently seated around a table, in states of violent col-
lapse, unconsciousness and confusion. Through this nightmarish
sequence, the painting itself appears to have been carried away
by the figures in the background, who seemingly exert control
over the picture plane.

From then on, doves scare me (2024),
is a self-portrait depicting the artist's
childhood memory of accidentally
trampling a dove, dramatised through
an evolving series of uneasy imagistic
collisions. It showcases Eyal's
trademark form of distended figuration,
where an ominous landscape, subtle
political iconography, and garish
coloration coalesce into a unique,
material symbology.

Ali Eyal was born in 1994 in Baghdad.
He currently lives and works in Los Angeles.
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Merve Mepa

Merve Mepa’nin eserleri, dijital altyapilarin gelisen ve
genisleyen iklimine bir yanit niteligi tasiyor. Veri teorisi,
ekolojik diislince, feminist metodoloji ve sanatcinin deyi-
miyle “azinliksal teknoloji” yaklasimlarindan beslenen
Mepa, hem cevreleyici sanat eserleri hem de spekiilatif birer
altyapi olarak isleyen ve kendini siirekli yenileyen mekansal
sistemler yaratiyor. Heykelsi yerlestirmelerine veri akislarini
ve bulut teknolojisini dahil ederken istatistiksel modelleme,
dagitilmis aglar, algoritmik sistemler gibi teknik aracglar kul-
laniyor. Hacktivizm, kendin yap (D1Y) kiiltiirii ve acik kaynak
hareketlerinden etkilenen bu pratik, teknolojik rejimlerin
egemenliginde direnis alanlari gelistirmeyi hedefliyor.
Rastgele Bir Yiiriiylis, Besleme ve Hava (2025), izleyiciyi
yonlendirmelerin olmadigi ve dogrusal hareketin sekteye
ugradigi bir ortamda, sanatcinin deyimiyle “rastgele bir
ylirtiylis”e davet ediyor. Yerlestirmenin merkezinde dikey
konumlanan heykel, veri akisini, sinir sistemini ve altyapi
aglarini cagristiriyor. Eser anlk
calisan, sunucu tabanl bir ekosistem
seklinde faaliyet gésteriyor; platform
lizerindeki acik kasa bilgisayarlar,
stirekli acilan yeni tarayici pencere-
leri araciliflyla gercek zamanli olarak
veri liretiyor. Bu verilerin lirettigi
ifadeler, sogutma sistemlerinden
yayilan havayla birlikte mekanda
dolasiyor ve bilgi sayimini bir cesit
“hava durumu”na dontistiiriiyor.

Merve Mepa 1985 yilinda Kocaeli’de dogdu.

Yasamini ve calismalarini Istanbul’da siirdiiriiyor.
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Merve Mepa's work examines the expanding landscape of
digital infrastructure. Drawing from data theory, ecological
thinking and feminist methodologies — which she terms
'minoritarian technologies’' - Mepa creates generative
spatial systems that function both as immersive artworks
and speculative infrastructures. Her sculptural installations
incorporate data flows, cloud technologies and technical
tools such as statistical modelling, distributed networks and
algorithmic systems. Influenced by hacktivism, DIY culture
and open-source movements, Mepa's practice develops spaces
for resistance within dominant technological regimes.

With Random Walk, Feeding, and Weather (2025), Mepa
stages a sculptural installation that disrupts linear movement
and guides viewers into non-directed, embodied navigation -
or, according to the artist, a ‘random walk'. A central vertical
sculpture recalling data streams, nervous systems and
infrastructural networks anchors the space. The work unfolds as
a live, server-based ecosystem: open computers embedded in the
platform generate data in real time through perpetually created
browser windows, producing phrases that circulate through
the gallery accompanied by airflow generated from cooling
systems, turning computation into a form of ambient ‘weather’.

Merve Mepa was born in 1985 in Kocaeli.
She currently lives and works in Istanbul.
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Kongkee

Kongkee dogup biiylidiigii Hong Kong’un diline, kent
kiiltlirtine ve popiiler kiiltlirline has unsurlara 6zgiin bir
yorum getiren filmler, animasyonlar, isikli nesneler tiretiyor;
anime, siberpunk ve psikedelia gibi tiirler ile altkiiltiirleri
bir araya getiriyor. Spekiilatif bir siireci takip ederek gercek
tarihceleri ve eski inanc sistemlerini glincel ortamlara ya da
flitliristik baglamlara yerlestiriyor.

Sanatcinin Ejderhantn Sanrist (2017) adl devam eden
serisinde, tarihsel figiirler kendilerini gecmis ile gelecegin
birlestigi retrofiitiiristik evrenlerin icinde buluyor. Hong
Kong’dan ilhamla kurgulanan Ejderhanin Sanrist: Yola Cikis
(2017), teknolojik olarak gelismis bir distopya evreninde
gecmesine ragmen, Cin tarihinde siddetli savaslarin, tekno-
lojik gelismelerin ve felsefi yeniliklerin damgasini vurdugu
bir degisim dénemi olan Savasan Devletler Cagrndan esin-
leniyor. Bu eser, birlesmis Cin’in ilk imparatoru olan Cin Si
Huang’in kendisine sonsuz hayat bahsedecek bir éliimsitizliik
iksiri bulmaya yonelik beyhude arayisinin hikayesini tekrar
kurguluyor. Bu yeni anlatida, tarihsel gercekligin aksine, Cin
Si Huang iksiri buluyor ve bir sayborg olarak hayata doniip,
ebediyen siirecek despotik bir rejim kuruyor.

Videoya eslik eden Zaman Durunca Dag Oldu, Zaman
Akinca Su Oldu (2023) baslikli neon yerlestirme de renga-
renk ellerin birbirini aydinlatarak sonsuz bir dongii iceri-
sinde aktigi bir dizilimi tasvir ediyor. Popliler imgeler, anime
ve animasyonu bir araya getiren Varis Noktast (2024-2025)
adliisikl kutulardan olusan seride ise eski tip lentikiiler
plakalar aracili@iyla harekete gecen imgeler, hizh tarihsel
ve teknolojik degisimlerin beraberinde getirdigi nostalji ve
kayip duygularini uyandiriyor.

Kong Khong-chang, nam-1 diger “Kongkee”
1977 yilinda Sarawak’ta dogdu. Yasamini ve

calismalarini Hong Kong ve Londra’da silrdiirtiyor.
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Versed in traditions of anime, cyberpunk and psychedelia,
Kongkee is a visual artist whose films, animations and illuminated
objects put a spin on the vernacular, urban and pop traditions
found in the artist's native Hong Kong. Kongkee's works operate
speculatively, often placing real histories and their underlying
belief systems in present-day or futuristic settings.

In the ongoing series Dragon’s Delusion (2017), historical
figures find themselves in retro-futuristic universes where past
and future are united. Although it is set in a technologically
futuristic and dystopian universe inspired by Hong Kong,
Dragon’s Delusion: Departure (2017) draws inspiration from the
Warring States Era of Chinese history, a transformative period
marked by intense warfare, technological development and
philosophical innovation. The work reimagines the story of Qin
Shi Huang, the first emperor of unified
China, who sought in vain an elixir that
would grant him eternal life. It presents
a narrative in which Qin Shi Huang
succeeds in gaining this elixir, returning
to life as a cyborg and securing his hold
on a tyranny that would last forever.

Accompanying the video work, the
neon installation Time Pause Became
Mountain, Time Move Became Water
(2023) shows a progression of hands
in various colours illuminating each
other, flowing one into the next in an eternal loop. The series
Destination (2024-2025) consists of lightbox lenticular works
that collide pop imagery, anime and animation, conjuring a
sense of nostalgia and loss in the face of rapid historical and
technological change.

Kongkee, a.k.a. Kong Khong-chang, was born in
1977 in Sarawak. He currently lives and works
between Hong Kong and London.
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Simone Fattal

Sanatgl, yazar ve yayinci Simone Fattal, Sam’da dogdu,
Liilbnan’da biiytidii ve Liibnan i¢ Savasrndan sonra Fransa’ya
goc etti. 1980 yilinda Kaliforniya’ya tasinarak, deneysel siir
ve dilizyazilar yayimlayan Post-Apollo Press’i kurdu; ayni
zamanda resim ve heykel denemeleri yapmaya devam etti.
Daha sonra Paris’e doniip seramik heykele yogunlasarak
sanat pratigini slirdiirdii. Fattal eserlerinde antikite, mitik
deneyimler ve simdiki zamanin gereksinimleri arasinda bir
stireklilik kuruyor.

Sanatcinin Ugarit putlari gibi antik kalintilari cagristi-
ran Savasctlar (2011-2018) heykel serisi, Stimer destani
Gilgamis’a, Arap destani Sira’ya ve diger yakindogu
destanlarina génderme yapiyor. Savascilar’daki figiirlerin
silah tasimamasi dikkate deger bir ayrinti. Bunun yerine
savascinin bilindik rol, figiirlerin dimdik durusu ya da tasin
zamanla asinmasina ra@men saglamhigini korumasi gibi
anhik izlenimler yoluyla aktariliyor. Figiirler kismen Liibnan
ic savasr’ndaki deneyimlere bir yanit olarak liretilmekle bir-
likte, calkantili donemlerde baskaldirmayi, direnmeyi ve dik
durmayi siirdiiren insanhgi da tasvir ediyor. Ayrica mitlerden
beslenerek, caglar boyunca uzanan kozmolojik bir sahne
yaratiyorlar. Mezopotamya’ya dair gondermeleri yerinden
edilmeye dair glincel dokunuslarla birlestiren kil ne kadar
ezilmis, berelenmis ve sarsilmis goziikse de kirilganligi ve
dayanikhili§in bir temsili. Ressam ve sair Etel Adnan’a gére
“Levant’in gégiinii sirtinda tasiyan” bu kil devler, simdiki
zamanin amansiz erozyonuna ragmen kadim bir gegmisi
muhafaza etmeyi sirdirtiyor.

Simone Fattal 1942 yilinda Sam’da dogdu.
Yasamini ve g¢alismalarini Paris’te slrdiriyor.
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The artist, writer and publisher Simone Fattal was born in Syria,
raised in Lebanon, and exiled to France by the Lebanese Civil
War. In 1980, she moved to California, where - alongside her
painting and forays into sculpture - she founded the publishing
house Post-Apollo Press, which has released experimental
poetry and prose. Later, Fattal returned to Paris, resuming her
artistic practice with a focus on ceramic sculpture. In her work,
the artist forges a continuity between ancient history, mythical
experience and the demands of the present.

The sculpture series Warriors (2011-2018) evokes ancient
artefacts such as Ugaritic idols, citing the Sumerian epic of
Gilgamesh and other near-eastern epics like the Arabic epic
Sira. Tellingly, the figures in Warriors bear no weapons. Instead,
the classical role of the warrior is conveyed through fleeting
impressions: in the erect postures of the figures and time-worn
sturdiness of the stoneware. While the figures were partially
made in response to the experiences of the Lebanese Civil
War, they also speak to a broader human condition of opposi-
tion, resilience and poise in moments of upheaval. They draw
from myth in their conjuring of an
epoch-spanning, cosmological canvas.
Bridging Mesopotamian references
with contemporary notions of dis-
placement, the clay material - which
can seem bruised, scarred and shaken
- evinces both fragility and resilience.
According to painter and poet Etel
Adnan, these clay giants 'hold up
the sky of the Levant’, preserving an
ancient past despite relentless erosion
by the present.

Simone Fattal was born in 1942 in Damascus.
She currently lives and works in Paris.
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Nolan Oswald Dennis disiplinlerarasi calismalarinda baskaldiri tarih-
celerini bilimsel ve felsefi arastirmalarla harmanlayarak sémiirgecilik
karsiti, siyahi bir mekan anlayisint yeni diistinme bicimleri tiireten,
spekiilatif ve sematik bir tavirla ortaya koyuyor. Pedagojik ve felsefi
otoritenin dagarcigindan édiing aldig1 kavramlar arasindaki baglan-
tilari ortaya ¢ikarmak icin duvar resmi gibi genis dlcekli bir mecrayi
kullaniyor; boylelikle cografyayi, tarihi ve zamani nasil yeniden
kurgulayabilecegimizi sorguluyor. NTU sanatci kolektifi ve The Index
Literacy programinin kurucularindan olan, ayni zamanda Black
Earth Study Club disiplinlerarasi toplanti serisinin yiiriitiictiliigiini
listlenen Dennis, sézclikleri iktidarin tasiyicisi ve uygulayicisi olarak
kabul eden sémiirgecilik karsiti ve siyahi direniglerin gecmisine
atifta bulunarak, eserlerinde diisiiniilmemis ya da dile getiriimemis
olanlari ifade etmek icin teknolojiye ve dile basvuruyor.

Bienal kapsaminda sanatci, bir duvar gizimi ve heykellerden olu-
san multimedya yerlestirmenin yaninda bir dizi kagit lizerine kursun-
kalem eskiz sergiliyor. Sergi alanindaki duvara yerlesen secenekler
(2019-) adh siirec cizimi, “diledigimiz diinya, bircok diinyayi icinde
barindiran bir diinya” climlesiyle 6zetlenebilecek diinya gériisiinden
besleniyor. Eser, birbiriyle ilintili kavramlari yinelemeler halinde
gorsellestiren bir diyagram olusturarak somiirgesizlestirme teorisini
ve gesitliligi dile getiriyor; tarihin kendini tekrarlayarak parodilesme-
sine ve kiiresellige ickin sikintilara ve arizalara deginiyor.

kesilen nefes modeli (6rtiilii) (2022),
lizeri denizkabuklarindan olusan bir
perdeyle kismen ortiilii biiylik, siyah bir
kiire formunun mekanda bulunan izleyi-
cilerin ritmine gore sistigi ve sondiigii,
boylece alandaki bedenlerin varligini bir
nevi jeolojik ve bhiyolojik etkiye dontistiiren
kinetik bir heykel calismasi. Tavana asili
golge modeli (actklamalt) cografi yerkiire
figlirlinii ikiz imgesi lizerinden yorumlaya-
rak alternatif bir varolus ihtimaline isaret
ediyor. Sanatginin bu edisyon igin lirettigi
ve duvarda sergilenen Atélye Notlart Xil,
Xlll ve X1V ise somiirgesizlestirme calisma-
larinin 6ne siirmeye devam ettigi cografi ve dilbilgisel yaklagimlar
ifade eden bir dizi karakalem ve kolaj cizimden olusuyor.

3

Nolan Oswald Dennis 1988 yilinda Lusaka’da
dogdu. Yasamini ve calismalarini
Johannesburg’da siirdiriyor.
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Nolan Oswald Dennis

Nolan Oswald Dennis’s multidisciplinary works combine his-
tories of resistance with scientific and philosophical research
to articulate a Black, decolonial understanding of space that

is iterative, speculative and diagrammatical. Dennis often
employs the expansive medium of wall drawing, teasing out
links between concepts while borrowing from pedagogical and
philosophical authority to probe how we may reconsider geog-
raphy, history and time. A founder of the artist group NTU and
The Index Literacy programme and a convenor of the Black Earth
Study Club, Dennis uses technology and language to articulate
the unthought or unsaid, derived from an understanding of
words as carriers and enactors of power, often referring to the
history of Black and anticolonial resistance.

At the biennial, the artist is showing a multimedia
installation consisting of a wall drawing and sculptural works
alongside a series of pencil-on-paper drawings. On one of the
walls of the space, the procedural drawing options (2019-)
considers a specific worldview summarised by the sentence ‘the
world we want is a world in which many worlds exist'. The work,
at once an articulation of decolonial theory and affirmation of
multiplicity, is an iterative sketch that visually diagrams a series
of related concepts, from history as repetition and farce, to the
tribulations and dysfunctions of globalisation.

model for a gasp (veiled) (2022) is a kinetic, sculptural work
that inflates and deflates a large, black globular form veiled
under cowry shells according to the rhythm of the people in
the room, turning the presence of bodies into a particular kind
of geo-biofeedback. Suspended from the ceiling, mode/ for a
shadow (articulated) (2025), on the other hand, takes on the
form of the globe and reconfigures it through a recurring mirror
image, gesturing towards an alternate existence. Presented
on the walls of the exhibition, the newly commissioned Studio
Notes Xll, XIll, and X/V (2025) is a series of pencil and collage
drawings that likewise articulate the unfolding geography and
grammar of the decolonial.

Nolan Oswald Dennis was born in 1988 in Lusaka.
They currently live and work in Johannesburg.
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Nolan Oswald Dennis

es modeli (6%tiilii) | model fotr a gasp (veiled), 2022
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Ana Vaz

Ana Vaz filmlerinde ve yerlestirmelerinde gezegenin yok edilisi,
kentlerin yasam dongiileri ve somiirgeciligin siiregiden etkileri
gibi birbirine hagh olgulari ele aliyor. Goksesli vinyetlerinde
kamerayi sabit bir aygittan ziyade siirekli hareket halinde olan
ve temsiliyet sartlarini sorgulayan somutlasmis bir biling olarak
kullanirken, genisletilmis sinema tiiriinde, Kenyali yazar Ngiligi wa
Thiong’o’nun deyisiyle “zihnin sdmiirgesizlestirilmesi”’ni hedefle-
yen eserler veriyor.

Ana Vaz hienal kapsaminda Meteor: Paris, St Lazare (2023)
adh film-siir liclemesinin ilk béliimiinii sergiliyor. 16 milimetreyle
cekilen bu g6z alici siyah beyaz film, sanatcinin coklisiin esiginde
olan giinlimiiz sehirlerine iliskin diislincelerini yansitiyor. Bugiin
Avrupa’nin duragan ylizeyinin altinda gizli dip akintilari eserde
bir dizi ucucu ses-imge araciligiyla belgeleniyor: Sehirde genel
grev sirasinda birikmis ¢cop yi€inlari; kdhnelesmis Haussmannesk
bulvarlar; do8a tarihi miizesinde sergilenen iskeletlerin, kristal-
lerin ve hayvanlarin yaninda her giin kullanilan altyapi unsurla-
rinin yakin plan gekimleri gibi imgeler araciligiyla, sémiirgecilik
projesinin siliregelen sonuclari, asir tiiketimin ardinda biraktig
tortu ve sonunda varilan entropik cokiis hali acikca ortaya
koyuluyor. Filmde akademisyen ve arastirmaci Maia Tellit Hawad,
“Sahra’yr Kazmak: Tuareg Topraklarinin Yarali Nefesi” baslikh
metninden yola cikarak, Fransiz Silahli Kuvvetleri’nin Cezayir
coliinde yaptigi niikleer testlerin sonucunda olusan tozun geri
dénmesiyle ortaya cikan ve “kizil riizgar” olarak anilan doga ola-
yini tartisiyor. Sanatciyla yillardir ishirli§i yapan yazar ve kiirator
Olivier Marboeuf’iin, Fransa’da sémiirgeciligin giinlimiize ulasan
kalintilarini igledigi “Tanrica” isimli fabli da filmde yer aliyor.

Vaz’in karsi-etnografik Paris elestirisi, gocmenlik karsit
sdylemin kiiresel dlcekte yayginlasmasi baglaminda sergileniyor
ve gliniimiiz kent yasamindan Avrupa’yi insa eden somiirgeci
altyapinin koklerine uzaniyor. Bienalde, video yerlestirmesine
bu carpici calismanin cokparcali siirselligini basili malzemeye
tasiyan Meteor, Kuyruklu Yildizlar (2024) yayini eslik ediyor.

Ana Vaz 1986 yilinda Brasilia’da dogdu.
Yasamini ve g¢alismalarini Paris’te slrdiriyor.
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Ana Vaz's films and installations reflect on interlinked phenomena,

including the destruction of the planet, life cycles of cities and after-
effects of colonialism. Her polyphonic vignettes employ the camera
not as a stable apparatus but as a roving, embodied consciousness

that questions the conditions of representation. Vaz's work is a form
of expanded cinema that aspires towards what Kenyan author Ngiigi
wa Thiong'o has called a ‘decolonisation of the mind".

At the biennial, Vaz presents the first part of her film-poem
trilogy Meteoro: Paris, St Lazare (2023), shot in lush black and white
16 millimetre film, meditating on present-day cities on the verge of
collapse. Through a series of fleeting sound-images, Vaz captures
the undercurrents that course beneath the staid image of con-
temporary Europe: garbage accumulated in the wake of a general
strike, faded Haussmannian boulevards, closeup views of skeletons,
crystals and animals on display at a natural history museum, and
daily infrastructure - each showing, in relief, the long-standing
ramifications of the colonial project, as well as its legacies of over-
consumption and eventual entropic decline. In the film, researcher
and scholar Maia Tellit Hawad discusses the 'red wind’, a natural
phenomenon that manifests as the return of dust from the French
Army'’s nuclear tests in the Algerian desert, drawing from her text
titled ‘Sahara Mining: The Wounded
Breath of Tuareg Lands'. The film also
features the contribution of the artist’s
longtime collaborator, author and curator
Olivier Marboeuf with his fable ‘Déesse’
(Goddess), reflecting on present-day rem-
nants of colonialism in France.

Shown in the context of widespread
global anti-immigration discourse today,
Vaz's counter-ethnographic critique of
Paris traces a line from contemporary
urban life down to the roots of the colo-

8

nial infrastructure that built Europe. Here, 3
the video installation is accompanied by the publication Meteoro,
Cometas (2024), which extends the fragmented poetics of this vis-
ceral study into print form.

Ana Vaz was born in 1986 in Brasilia.

She currently lives and works in Paris.
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Naomi Rincon-Gallardo

Naomi Rincén-Gallardo tiir ayrimlarinin 6tesine gecen video
calismalarinda yerel miizik geleneklerini, senaryoya dayah
oyunculugu ve halk efsanelerini emek iliskileri, kuir kuram ve
siyasi tarihe yonelik arastirmalarla birlestiriyor. Mezoamerika
kiilttirlerini sdmiirgecilige karsi siirdiirlilen direnisin ve
modern yeni-sémiirgecilik ydntemlerine meydan okumanin
ornekleri olarak benimseyen sanatci, irkciliga maruz kalan
kadinlarin gecmisini, kiiltiirlinii ve glindelik tanikliklarini
siklikla miilkstlizlestirilmeye ve gasp edilmeye karsi baskaldiri
eylemleri olarak konumlandiriyor.

Bienalde Rincén-Gallardo, Bir Magara Uclemesi serisine ait
Opossumun Direnci’ni (2019) sergiliyor. Politik temellerine ragmen
muzip ve psikedelik bir lislup kullanan bu licleme, filmlerin cekildigi
Meksika’nin Oaxaca eyaletinden ilham aliyor. Son yillarda maden-
cilik endiistrisinde taninan isgalci imtiyazlarla mevcut toplumsal
catismalarin daha da derinlestigi Oaxaca, toprak gaspinin yikici
etkilerini deneyimlemeye devam ediyor. Gergekiistii ve psikedelik
birimgesel dilin harmanlandigi yerlestirmede filme, ekrandaki
karakterlerin kostlim ve aksesuarlarina biiriinmiis, havada asili
heykeller eslik ediyor; ortaya cikan cokkatmanh estetik dilde gercek
yasam ve mitoloji siirekli olarak yer degistiriyor. Karakterler dort
mitolojik arketipin cisimlesmis héallerini temsil ediyor: Suyun ve
yeralti kapilarinin kutsal muhafizi Tepe; ates, tiitiin ve alkol hirsiz
Opossum; bereket tanricasi Agave; parcasi oldugu yerli halkin
direnisini kisilestiren aktivist ve orglitcli 9 Saz Hanim. Karakterler
halk miizig¢inden rap’e uzanan ve mizahi yerel gondermeler iceren
sarkilar soyliiyor (“Mezcal mutenalasti!”). Filme adini veren opos-
sumun Olii taklidi yaparak avcilarin elinden kurtulmasi gibi, hayatta
kalmaya ve direnmeye dair temsili simgelere ddniisliyorlar.

Yaradilisin derin zamaniyla giiniimiizde yerel halklara ait
topraklari isgal eden bir madencilik projesinin toplumsal ve
cevresel gercekligini bir araya getiren film, Rincén-Gallardo’nun
Zapotek avukat ve aktivist Rosalinda Dionicio ile direnise,
sanata, atasal bellege ve kurmacaya dair gerceklestirdigi
sOylesilerden ve arastirmalardan besleniyor.

Naomi Rincén-Gallardo 1979 yilinda Kuzey
Carolina’da dogdu. Yasamini ve calismalarini
Oaxaca ve Meksiko’da slrdiriiyor.
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Rincén-Gallardo makes genre-bending video work that com-
bines vernacular musical traditions, scripted acting and local
myth with research on labour relations, queer theory and politi-
cal history. Her work upholds Mesoamerican cultures as examples
of continued resistance against colonialism and as a challenge
to modern neocolonial exploitation, often framing the history,
culture and everyday narratives of racialised women as acts of
resistance against dispossession and expropriation.

At the biennial, Rincén-Gallardo is showing Resiliencia Tlacuache
/ Opossum Resilience (2019), part of A Trilogy of Caves, which is a
series of politically grounded yet playfully psychedelic videos inspired
by and shot in the Mexican state of Oaxaca. Oaxaca continues
to experience the deleterious effects of land dispossession, such
as those in the wake of recent aggressive mining concessions that
have exacerbated existing social conflicts. Blending surreal and
psychedelic imagery, the installation features a projected video sur-
rounded by suspended sculptures - costumes and accessories worn
by the characters on screen - elaborating a multi-layered aesthetic
where layers of reality and mythology are continually subverted.
Characters embody four mythical archetypes: Hill, a sacred guard-
ian of water and underworld portals; the Opossum, thief of fire,
tobacco and alcohol; Agave, a fertility goddess; and Lady 9 Reed,
an Indigenous organiser, activist and embodiment of communal
resilience. They play songs from folk to rap with humorous local
references (‘the mezcal has been gentri-
fied!"), developing a central metaphor of sur-
vival and resilience, just as the titular opossum
feigns death to hide from its predators.

Overlapping the deep time of creation
with the contemporary socio-environmen-
tal reality of a mining project imposed on
an Indigenous territory, the film is directly
informed by research and interviews done
by Rincén-Gallardo with Zapotec lawyer and 9
activist Rosalinda Dionicio about resistance,
art, ancestral memory and fiction. 3

Naomi Rincén-Gallardo was born in 1979 in North
Carolina. She currently lives and works between
Oaxaca and Mexico City.
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Ipek Duben

Tlirkiye’nin sanat iklimine yillardir 6nciiliik eden sanatci-
lardan ipek Duben, kadinlarin ve diger azinhiklarin tilkenin
karmasik sosyokiiltiirel ve ekonomik dinamikleri icerisinde
karsilastigr zorluklari, baskilari ve toplumsal cinsiyete

dayali siddeti eserlerine tasimaya devam ediyor. Sanatci,
Amerika Birlesik Devletleri’nde aldigi egitimden ve bu lilkede
gecirdigi yillarin deneyiminden beslenen resimleri, yerlestir-
meleri, videolari, kitaplari ve akademik yayinlarinda, ulusal
kimlige ickin degerleri ve diisiince kaliplarini giindeme
getiriyor. Eserlerinde toplumsal cinsiyete dayali siddet, sinif,
ev ici emek, Tiirkiye’deki etnik gruplarin 6tekilestirilmesi

ve miilteciler ile yerinden edilenlerin yasadigi sikintilar gibi
bircok politik meseleye parmak basiyor.

Cennetin Cocuklart 11, 111, 1V (2000-2025) ve Peggy’nin
Cenneti (2011-2025), Duben’in tiiketim kiiltliriine ve asiri-
liklarina yonelik muzip ve incelikli elestirisini somutlastiran
heykelsi yerlestirmeler. Eserde, rélyefi andiran bir sahnenin
icerisinde plastik bebekler; minyatiir 6lcekli bir plastik
kahve degirmeni, fotograf makinesi, atari makineleri ve
hoparldrler gibi oyuncak benzeri siis esyalarinin ve yiyecek-
lerin arasinda minik melekler misali stiziiltiyor. Bu nesneler
seckisi tiiketimin cazibesini gézler dniine sererken, sanatgi-
nin giintimiiziin maddiyatcr arzularina karsi koymaya yonelik
merakini da vurguluyor. Duben’in ilk olarak 2000 yilinda
tirettigi, bilingli bir tavirla hem bir magaza vitrinini hem de
bir mabedi andiracak sekilde kurguladigi eser, kayit disi
emegin, neredeyse anlik gerceklesen teslimatlarin ve bitmek
bilmeyen atik déngiilerinin dlcegi ve siddeti katlanarak
arttikca giincel kalmaya devam ediyor.

ipek Duben 1941 yilinda Istanbul’da dogdu.
Yasamini ve c¢alismalarini burada siurdiriyor.
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ipek Duben has been a pioneering voice in Tiirkiye's artistic
climate. She has consistently articulated the challenges,
pressures and gender-based violence faced by women
and other minorities within the complex sociocultural and
economic dynamics of her native country. Deeply informed
by her education and formative years spent in the United
States, Duben's paintings, installations, videos, publications
and academic work call attention to the values and norms
inherent in national identity. Her practice
addresses numerous political issues such
as gender-based violence, class, domestic
labour, the marginalisation of ethnic
groups within Tiirkiye, and the plight of
refugees and the displaced.

Duben's Children of Paradise 11, 111,
/V (2000-2025) and Peggy’s Paradise

(2011-2025) are sculptural installations
embodying the artist's playful, yet subtly
incisive critique of consumerism and

3 overconsumption. Across a diorama in
relief, plastic dolls float like cupids among

foodstuffs and toy-like objects, including a miniature plastic
coffee grinder, camera, arcade machines and speakers. This
cornucopia of objects illustrates the draw of consumption,
highlighting the artist’'s interest in challenging contemporary
materialistic desires. First made in 2000, the work - which
strategically resembles both a store display and a shrine -
has only gained in relevance as informal labour, near-instant
delivery and unrelenting waste cycles have continued to grow
in scale and intensity.

Ipek Duben was born in 1941 in Istanbul,
where she currently lives and works.
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ipek Duben

Cennetin Cocuklatrr |
Childien of Pa‘tadise, 2000-2025
© Zilberman Gallery
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Akram Zaatari

Akram zaatari calismalarinda film ve fotografin yaninda
teoriye ve arsive bagvurarak imgelerin dolasimini, gézetleme
rejimlerini ve siyasi direnise dair tarihsel anlatilari, ekse-
riyetle de dogup biiyiidiigii Liibnan baglaminda inceliyor.
Glineybati Asya, Kuzey Afrika ve Arap diasporasindan
fotograflari 1997°den bu yana muhafaza eden, arsivlieyen ve
sergileyen Arab Image Foundation’in kurucularindan olan
Zaatari, gecmis calismalarinda arsiv kaynaklarini kavramsal
bir tavirla ele alarak hasar gormiis tarihi negatiflerden
fotograflar liretmis, boylece eskiyen ve bozulan imgeler ile
fotograflarda belgelenen bedenlerin canhligr arasindaki
karsithklari ortaya sermisti.

Bienalde Zaatari, erkek giires miisabakalarina dair g6z-
lemlerine dayanan on altr adet kagit lizerine akrilik resmini
sergiliyor. Bu resimlerde listii ciplak giiresci tasvirleri, akla
koordinatlari ve dlcekleri getiren sik kareli harita metod
kagitlar lizerine yerlesiyor. Tiirkiye, iran ve Balkanlar’da
halen yaygin olarak icra edilen yagli glires karsilasmalarinin
tasvir edildigi Zeytin vesili’nde (2020) pehlivanlar bir dizi
kontrollii pozisyon ve kilitler araciligiyla birbirini alt etmeye
calisirken, birbirine dolanan bedenler arasindaki gerilim, giic
ve teknik arasinda bir denge miicadelesine doniisiiyor. Bu
seriyle sanatgi, bedenlerin g6z 6niinde kiyasiya miicadele
ve carpisma haline ickin olan yakinhgi vurguluyor. Kipkirmizi
(2021) ise sikletlerini belirlemek icin tartiya cikmis olan Rus
sporculari tasvir ediyor.

Zaatari burada fiziksel temasin géstergebilimine, erillik
performansina, homososyal kiiltiirlin ritliellerine ve mah-
pusluk ile mahremiyet arasinda ortaya serilen dinamiklere
odaklaniyor. Sanatcinin 2020’de COVID-19 pandemisi
sirasinda Beyrut’ta karantinadayken lrettigi bu resimlerdeki
carpici tenhalik duygusu, yagh giires karsilasmalarinin
gerceklestigi kalabalik kamusal alanlarla tezat olusturuyor.

Akram Zaatari 1966 yilinda Sayda’da dogdu.
Yasamini ve g¢alismalarini Beyrut’ta sirdiriyor.
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Akram Zaatari's work employs film, photography, theory and
archival practices to investigate the circulation of images,
logics of surveillance and histories of political resistance - often
focusing on his native Lebanon. In 1997, he co-founded the
Arab Image Foundation, which preserves, archives and exhibits
photography from the Middle East, North Africa and the Arab
diaspora. In past works, the artist has used archival sources
conceptually, printing photographs from damaged historical
negatives in order to contrast the degradation of an image with
the vitality of the depicted bodies.

At the biennial, Zaatari is presenting sixteen acrylic
paintings on paper derived from his study of male wrestling,
depicting contenders with exposed torsos on finely gridded
graph paper suggestive of coordinates
and scaling. The series Olive Green (2020)
portrays scenes of oil wrestling, an ancient
sport still practised today in Tirkiye, Iran
and the Balkans, where opponents aim to
overpower each other through a sequence
of controlled positions and holds,
balancing force and technique through
entanglement and physical tension. With
this series, the artist lends intimacy to a
mode of bodily collision and performative
struggle. Crimson Red (2021), on the other
hand, captures Russian athletes standing
on scales to determine their competition weight category.

Here, Zaatari is interested in the semiotics of touch evi-
dent in performances of masculinity and rituals of homosocial
culture, as well as in the dynamic between confinement and
intimacy that they evince. Painted while the artist was quar-
antining in Beirut during the COVID-19 pandemic, both series
betray a palpable seclusion that stands in contrast to wrestling's
traditional staging in crowded public arenas.

Akram Zaatari was born in 1966 in Saida.
He currently lives and works in Beirut.
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Akram Zaatari

2020

Olive Gleen,

© Sfeir-Semler~Gallery

Zeytin Yepsili
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Lou Fauroux

Lou Fauroux iiretiminde dijital kiiltiirden yo8un bir sekilde
besleniyor ve disiplinlerarasi calismalarinda lic boyutlu
animasyon, video, ses, heykel ve yerlestirme gibi farkl
mecralara basvurarak teknoloji, yapay zeka ve dijital dene-
tim politikalarinin etik yansimalarini arastiriyor. Onceki
projelerinde dijital teknoloji araclarini elestirel bir tavirla
benimseyen ve hoylelikle kurumsallastirilan dijital yasamin
farkliliklara alan tanimayan, sémiirlicli atmosferine karsi
koymayi amaclayan sanatci, islerinde kayip ve dliimsitizliik
gibi temalari inceleyerek insanlik icin yeni gelecek olasiliklar
tahayyiil ediyor.

Fauroux bienal kapsaminda ilgili Makama: Hennessy
Kadehimde Gézyast Olacak (Blm. 111) (2023-) adli devamh
glincelledigi, lic kanalli video yerlestirmesini sergiliyor. Eser
yas, degisim ve cocukluk siireclerine dair diislincelerin bir
disavurumu niteliginde. Anitsal bir kurulumla havada asili
tic ekran heykellerle cevrelenirken, videoda dijital olarak
tiretilmis lic boyutlu goérsel diinyalar, distopik diinya kurma
gelenegiyle birlesiyor. Bdylece ortaya 1990’larin ve 2000’lerin
basindaki video oyunlardan ve gevrimici altkiiltiirlerden
ilham alan, neredeyse Gotik bir evren cikiyor. Neon tabela-
lar, havalimani turnikeleri, yiirliyen merdivenler, mezarlar,
otomatlar, terk edilmis kiliseler ve dijital ortamda (iretilmis
diger unsurlar ébiir diinyayr cagristiran zaman zaman tanim-
siz bir diizlemde siiziiliirken, dis sesler sanatcinin zamana ve
sliperpozisyon teoremine dair diislincelerini dile getiriyor.

ilgili Makama: Hennessy Kadehimde Gézyast Olacak,
sanatcinin merhum kiz kardesi Cécile Fauroux’dan esinle-
nerek tirettigi ve onun hatirasina adadigi bir eser. Cécile’in
geride biraktigi anilarin yaninda cizim ve fotograflarinin da
kaynaklik ettigi calisma, yas ve diis ile kurulan bir psiko-
cografyayi tasvir ederken, kaybedilmis bir gelecek lizerine
diisiinmeyi de saghyor.

Lou Fauroux 1998°de Mulhouse’da dogdu. Yasamini

ve calismalarini Seine-Saint-Denis’de siirdiiriyor.
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Lou Fauroux is a multidisciplinary artist and filmmaker whose
practice is deeply informed by digital culture. Using various media
such as 3D animation, video, sound, sculpture and installation,
she investigates the ethical implications of technology, artificial
intelligence and digital moderation policies. Fauroux’s previous
projects have critically adopted the tools of digital technology to
resist the totalising, exploitative effect of corporatised digital life,
addressing themes of loss and immortality to envision new possi-
ble futurities for the human race.

In Istanbul, Fauroux is presenting To Whom it May Concern,
There Will Be Tears in My Hennessy (Ch. I11) (2023-), a three-chan-
nel, continuously evolving video installation offering a reflection
on processes of grief, transformation and childhood. Installed
monumentally on a suspended axis, the film screen is displayed
surrounded by a perimeter of sculptures where digitally rendered
3D imagery meets dystopian worldbuilding. A vaguely Gothic
universe seems to have been derived from the video games and
online subcultures of the 1990s and early 2000s. Neon signs,
airport turnstiles, escalators, graves, vending machines, aban-
doned churches and other digitally rendered fragments conjure
an occasionally anonymous universe that seems to float in an
otherworldly cosmos, while voiceovers discuss theories of time
and superposition.

To Whom it May Concern, There
Will Be Tears in My Hennessy was
inspired by and is dedicated to the
artist's deceased sister, Cécile Fauroux.
Drawing from memories shared
between the artist and her sister, the
piece provides a psychogeography of
mourning and fantasy, while meditat-
ing tragically on what could have been:
a sphere of potentiality and creativ-
ity inspired by Cécile's drawings and
photographs.

Lou Fauroux was born in 1998 in Mulhouse. She
currently lives and works in Seine-Saint-Denis.
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Seta Manoukian

Seta Manoukian, Ermeni bir ailenin ferdi olarak Beyrut’ta
dogdu ve biiyiidii. 1975 yilinda, Liibnan Universitesi’nde
ders vermeye basladigi sirada lilkede patlak veren ic

savas, hayatini ve sanatsal pratigini derinden sekillendirdi.
1980’lerin ortasinda Los Angeles’a goc eden sanatc,
yerinden edilme ve savasin karmasasi gibi temalar lizerinde
caligsmay siirdiird(i. 2000 yilinda Los Angeles’ta bir Budist
tapinagina katildi ve 2005 yilinda Sri Lanka’da Budist rahibe
oldu. Maneviyatina adadigi on yihn ardindan 2016’da Budist
ismi Ani Pema Drolma’yi kullanarak resme geri déndii.

Bienalde sergilenen ve alti resimden olusan seri, sanat-
cinin Litbnan i¢ Savasi sirasinda kent yasamina dair edindigi
tecriibelerden yola cikiyor. Gatismanin gerceklikleriyle
yiizlesmeyi saglayan eserler 1975-1985 yillari arasinda
Beyrut’un parcalanmasini ve kent sakinlerinin hayatta
kalma miicadelesini tasvir ediyor. Manoukian’in bu donemde
lirettigi kompozisyonlar zaman, uzam ve perspektif algilari-
nin sarsildigr bir ani belgelerken tekinsiz bir ucusma halini
de ortaya koyuyor. Resimlerde anonim figiirler, siyasetciler,
dostlar ve aile liyeleri yogun sehir dokusunun, sokak manza-
ralarinin ve ev ici sahnelerin lizerinde sitiziiltyor.

Bienalde Manoukian’in Los Angeles’a go¢ ettikten sonra
basladigi T-Bi¢imli serisine ait 1993 tarihli, Kiiltiirlii Adam
ve Yasamunin Hayali bashkli iki eseri daha sergileniyor. Daha
kontrollii ve ice doniik bir renk paletinin hakim oldugu bu
resimler sanatcinin catismanin ruhsal bilancosu lizerine
diistincelerini yansitiyor: Geriye kalan, istikrara duyulan
misterek 6zlemin ortasinda askida kalmishk héalinden
ibaret.

Seta Manoukian 1945 yilinda Beyrut’ta dogdu.

Yasamini ve c¢alismalarini Kaliforniya’da sirdiiriyor.
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Seta Manoukian was born into an Armenian family and grew up
in Beirut. In 1975, she began teaching at the Lebanese University
as the Lebanese Civil War broke out — a conflict that would
deeply shape her life and artistic practice. In the mid-1980s, she
emigrated to Los Angeles, where she continued to work around
themes of displacement and the madness of war. In 2000,
Manoukian joined a Buddhist temple in Los Angeles, becoming

a Buddhist nun in Sri Lanka in 2005. After a ten-year hiatus
devoted fully to the spiritual path, she returned to painting
under her Buddhist name, Ani Pema Drolma, in 2016.

At the biennial, a series of six paintings by Manoukian
coalesces into a painterly constellation that confronts the
realities of conflict, rooted in the lived experiences of urban
life during the Lebanese Civil War. Between 1975 and 1985,
Manoukian depicted the dismantlement of Beirut and its
inhabitants’ struggle to survive. Her compositions from this
period capture the disorientation of time, space and perspective,
summoning an uncanny weightlessness: dense cityscapes, street
scenes and domestic interiors are interspersed with anonymous
passersby, politicians, friends or family.

Upon emigrating to Los Angeles,
Manoukian began her T-Shaped series
- two works from which A Man of
Culture and The Dream of His Life,
both dated 1993, are presented at the
biennial. These works feature a more
restrained, introspective palette and
reflect on the psychic aftermath of
conflict: a state of suspension amidst
collective yearning for stability.

Seta Manoukian was born in 1945 in Beirut.
She currently lives and works in California.
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istanbul Bienali,

istanbul Kiiltiir Sanat vakfi
ciksv)

tarafindan diizenleniyor.

istanbul Kiiltiir Sanat Vakfi (iKSV),
kar amaci giitmeyen ve kamu
yararina calisan bir kiiltiir kurumu.
1973 yilindan bu yana istanbul’un
kiiltliir-sanat yagsamini zenginlestiren
calismalar yliriitiiyor. Dlizenli olarak
istanbul Miizik, Film, Tiyatro ve Caz
Festivalleri, istanbul Bienali, Leyla
Gencer San Yarismasi ve Filmekimi’ni
diizenleyen, yil boyunca 6zel
etkinlikler gerceklestiren vakif,
Nejat Eczacibasi Binasr’nda yer alan
Salon iksV’de farkh disiplinlerdeki
etkinliklere evsahipligi yapiyor

ve iKSV Alt Kat’'ta cocuklara ve
genglere yonelik yaratici bir etkinlik
programi sunuyor.

Venedik Bienali’nde déniisiimlii
olarak Uluslararasi Mimarhk

ve Sanat Sergilerindeki Tiirkiye
Pavyonu’nun organizasyonunu
listlenen iKsV, kiiltiir politikalarinin
gelistirilmesine katkida bulunmak
amaciyla arastirmalar yiiriitiiyor

ve raporlar hazirliyor. vakif ayrica
festivallerinde sundugu odiiller,
verdigi eser siparisleri, yer aldigi
yerel ve uluslararasi ortak yapimlar,
Fransa’daki Cité Internationale des
Arts sanatci atdlyesinde yiiriittiigi
bir misafir sanatgi programi ve iKSV
Geng Sanatgl Fonwnun yani sira her
yil sundugu Aydin Giin Tesvik Odiili,
Talat Sait Halman Geviri Odiilii ve
Glilriz Sururi-Engin Cezzar Tiyatro
Tesvik Odiilii ile giincel kiiltiir-sanat
liretimini destekliyor.

iKSV, UNESCO Tiirkiye Millf
Komisyonu genel kurulu ve Culture
Action Europe (CAE) liyesi.

Istanbul Biennial

is organised by the Istanbul
Foundation for Culture and Arts
(iKSV).

Istanbul Foundation for Culture and
Arts (IKSV) is a non-profit cultural
institution. Since 1973, the Foundation
has continued in its efforts to enrich
Istanbul’s cultural and artistic life.
iKSV regularly organises the Istanbul
Festivals of Music, Film, Theatre and
Jazz, the Istanbul Biennial, Leyla
Gencer Voice Competition, autumn
film week Filmekimi and realises
one-off events throughout the year.
The Foundation hosts cultural and
artistic events from various disciplines
at its performance venue Salon

iKSV, located at the Nejat Eczacibasi
Building, and offers a creative

events programme for children and
youngsters at iKSV Alt Kat.

iKSV organises the Tiirkiye Pavilion at
the International Art and Architecture
Exhibitions of La Biennale di Venezia,
conducts studies and drafts reports
with the aim of contributing to cultural
policy development, and supports
artistic and cultural production
through presenting awards at its
festivals, commissioning works,

taking part in international and local
co-productions, coordinating an

artist residency programme at Cité
Internationale des Arts in France, as
well as the iKSV Young Artist Fund and
the annual Aydin Giin Encouragement,
Talét Sait Halman Translation and
Giilriz Sururi-Engin Cezzar Theatre
Encouragement Awards.

iKSV is a member of the General
Assembly of the UNESCO Tiirkiye
National Commission and Culture
Action Europe (CAE).

www.iksv.org

@
—



294

2 AYAKTA

RALMA _
SANATY"

18. istanbul Bienali

UC AYAKLI KEDiI

20 Eylul - 23 Kasim 2025

2 i B
m 2007-2036
G2 Kog = i BIENAL Frei



18. Istanbul Bienali i
a7 rond
20 Eyliil-23 Kasim &%\3

lg .
Q\Q\o

k,
' W\
‘zniokninp ynppnt 0%

Divan Kurugesme olar,

Bazen Denge,
Bir Adim Geride Bulunur.

Sanatla yeniden doganlar igin variz.
Tam 53 yildir sanatin ve sanatginin yanindayiz.

i divar
= :?l'lrl.lr%:';lmn VAKFI @M :glz;llml SPONSORU lva l]
M° @ Eczacibasi DIVAN KURUGESME kurugesme

(L]
=1 Yiczacins:




— iSTANBUL
KULTUR SANAT VAKFI
2023
e ERISILEBILIR SANAT PARTNERI
T DENIZBANK

Teknolojiyle
Sohbetin

Kalbinde DN 7L

EzsIE JLR

i | { Daha kapsayici bir kiltlir-sanat sahnesi
hedefinde IKSV'nin yanindayiz.




HISAR
OKULLARI

ISTANBUL

| O OAO
g

| » »

ISTANBUL BiENALI
2025

- oTomoTiv
SPONSORU
FORD

GELECEGI
SR Koc ngcd | BUGUNDEN YASA



ol AN AR

YEMIDEM HE;:ET 1 i 11

! _ .EIT
TAV Pass ‘ort ile
Seyahatler

"-‘-'-3-_‘*-: enginlestirin!

—

T ETTH

! ﬁ .r .-l._-u!'tI! =4 ‘-Iu.; E m

o U S o R s =]

U TURKISH AiRLIIZlES rﬁ'ﬁ ﬁ ﬂwm«vs



THE AE:AOE!V\ARA SANAT YAPITLARI DEPOLAMA VE SERGILEME HIZMETLERI

FINE ART STORAGE AND EXHIBITION SERVICES

iIKSV KONAKLAMA
MEKAN SPON

AR
FoAplyT

artfactory.com.tr

ARTFACTORY 0SB, 1. CADDENO 14

ISTANBUL KULTIIR SANAT VAKFI YUKARI DUDULLU 34776 UMRANIYE, TURKIYE/TURKEY
2025 INFO@ARTFACTORY.COM.TR
KONAKLAMA VE (@ themarmaragroup @themarmarahotelscom

MEKAN SPONSORU
THE MARMARA GROUP




Celebrating life,
every day,
everywhere

Sanatin
Yol Arkadast:

istanbul Bienali'ni desteklemekten
ve sanata yol arkadaslidi yapmaktan
gurur duyuyoruz!

#SANATTASIA

Daha fazlasi i¢in kurumsal web sitemizi ve sosyal medya
hesaplarimizi QR kodu okutarak ziyaret edebilirsiniz.

+ A el

CONTRIBUTING CORPORATION LOGISTICS
DINCER LOGISTICS

DIAGES  ZHME. ... S " Jomcen
— W BIENA



MAGDEBURGER .
Iyl Hiayesl _
Sanata dokunabilmek:

Magdeburger Sigorta'da her sey iyiligimiz igin. pdhﬂ b";llemez
Hayatin her aninda ihtiya¢ duydugumuz gutivence igin.

Her alanda sigorta giziimleri /&

lle hep \animizda. go)ma\a\v\o\‘o\\&w\c
\ i ortalan

(4!
Mg sorunum W\Md"’b: \0)0\
Lalmad. Slpty
L.

ﬁﬁ]ﬁm;dywum
gunky
kmagdeburgeriyim,

.

ISTANBUL

BIENALI

2025

KATKI SAGLAYAN KURULUS
MASTERCARD

Magdeburger
SigOI’ta Magdeburger’in

avantajli dinyasindan
‘\ﬁ/\/v/\//.fT7C79C/CbLMgC/'.COleU' haberdar ol!




iSTANBUL
BIENALI
2025
M ) | 1 [ KATKI SAGLAYAN KURULUS
! ‘ ! ‘ l l nnur § SUB KARAKDY




UST DUZEY ZIYARETCI DENEYIMI
YENI NESIL TEKNOLOJi REHBERLIK SISTEMLERI

Sesli ve Multimedya Rehberlik Sistemleri
Grup Turu Rehberlik Sistemleri

DONANIM + YAZILIM + IGERIK URETIMI - KONSEPT
DANISMANLIK + SERVIS & HIZMET

K 2
tonwelt = YT Mty

www.tonwelt.com -« turkey@tonwelt.com -+ 02324649411 - @ @tonweltturkiye

<~ Pgalisan

HOME COSMETICS

ISI’AHBUI. BI!NII.I

BOVR swmsnnu
POLISAN
KANSAI BOYA



istanbul
Modern Mize

I':-I._‘-“- 1 -
.'I.‘ s L VTV
L1 N -

Odunpazari
Modern Mize / Eskisenic

Yerebatan
Sarnici

istanbul Kiltir Sanat Vaki
Sigorta Sponsoru olarak®

patlrk Kutr tim ziyaretgilere keyiflifbir

sanat deneyimi dileriz:

iSTANBUL
,I PT k mMM:&Z’:‘” iSTANBUL
AYDINLATMA SPONSORU KULTUR SANAT VAKFI
AYDINLATMA 2025

e SIGORTA SPONSORU
I ZURICH SIGORTA

Moda
iskelesi




DAYDREAMS 4 7 2k 09.05.2025—

i -r:: i e
FULYA GETHR-*%
Franz Erhard Walther

Heykel Olma Tegebbiisii .- B
Attempt fo be a Sculpture S = : s

Eiralar | Curalor: Selen Anzen i . \
e e - e GUNDUZ Il
Until 5 October 2025 P S i : - RUYALARI

Nilbar Glreg .

Kadife Bakig

Yelvet Stare

bir arada

together

12 Nisan 20 adar A ' ! GEYIKLI
Until 12 April 2026 [ B i ! : b

EcCE b,
Basing Altinda Suyun Ustiinde : & 5 : ¢ .'i}al
Under Pressure Above Water - i“\-f ay
Eiralbr | Guratar: Mildfer Sagmazer .

11 Ocak 2026"ya k
Untit 11 January 2026

4 ; : o =
% = =l Fe e istiklal Cad. no:161 1 re i GRYa Kredi
= 18w Saterivinbul (57 Vehbi Ko Vakti s WWwykykultur.com. tr- =i o Kmt'l anat Yayelik

34433 Beyoglu istanbule. . .



—
@ +] Sunar

L ~—
SINBAAR D000 ‘75
3|||'|||'|SE Chef  Garoline Rose

 Kaan Tangize  Vanishing Twin
lin Pesto  © Gevende
o hji o Juli @
Ahmed Fakroun  Molly Lewis
Cemiyette Pisiyorum @ o

© King Hannah

The Necks
0P -@o

A
(((((((

iSTANBUL

LU ? Festival Es Sponsor| lar
Ks“;:l:l: o _ AYGAZ ’ OENTEK ‘ Dpet ’ Oiiprag
VAKFI [T

i
¥

St

#IstanbulKagPerde |

L] hEsy
% o

|| 2ot R
ISTANBUL

== TIYATRO

| FESTIVALI

20 Ekim - 22 Kasim 2025

s tiyatro.iksv.org PASSO



$IMDI TAM
ZAMANI

r'.-"_.‘_

Ayrintili bilgi almak ve Gye olmak igin
iKSV Lale Kart Uyelik Programi iletigim Merkezi:
0 (212) 334 07 91 veya infolalekart@iksv.org

SEJEHIRT




Bienal Sponsoru
) Biennial Sponsor
Istanbul Kiiltlir Sanat Vakfi,

18. istanbul Bienali’nin gerceklestiriimesine destek veren

tiim kurum, kurulus ve kisilere tesekkiir eder. 2007-2036 SPONSORU

The Istanbul Foundation for Culture and Arts would like to
thank all of the many institutions, corporations and individuals m Koc
whose invaluable contributions have made the -

18th Istanbul Biennial possible.

322



iKsv
Kurucu Sponsor
Founding Sponsor

%
G~ Eczacibasi

Agirlama Sponsoru
Hospitality Sponsor

divan

kurugesme

Teknoloji Sponsoru
Technology Sponsor

v arcelik

iKsV
Erigilebilir Sanat Partneri
Accessible Arts Partner

DenizBank &

Proje Ortagi
Project Partner

3

HISAR
OKULLARI
IsTANBUL

Otomotiv Sponsoru
Automobile Sponsor

Ozel Proje Sponsoru
Special Project Sponsor

vy

Airports

Havayolu Partneri
Airline Partner

TURKISH
e AIRLINES

iKSV

Konaklama ve Mekan Sponsoru
Accomodation and Venue Sponsor

|
THE MARMARA




Katki Saglayan Kuruluglar
Contributing Corporations

ReT

A
FoRgtyT

DIAGEO

Tiirkiye

7 DINCER

LOGISTICS

@WMagdeburger
/1 Sigorta

mastercard

7\
(L)

SOHO HOUSE

ISTANBUL

.......

%onwelt

guiding solutions

2015-2025 Boya Sponsoru
2015-2025 Paint Sponsor

Mékan Destekgileri
Venue Supporters

<~ Polisan

HOME COSMETICS

4

ZiHni

Aydinlatma Sponsoru
Lighting Sponsor

a5
Galata Rum Okulu
ExoM FaAatd

e

J BORUSAN

GALER

Bienal Destekcileri
Biennial Supporters

Piksel
IKSel.

Sotheby’s =

THE PENINSULA

I'STANGBUL

TEB

TSiB

VitrA




Tlirkiye’den katilimcilarin projeleri SAHA
tarafindan desteklenmistir.

I- 1 SUPPORTING
CONTEMPORARY
ART FROM
TURKEY

L -

The projects of the participants from Tirkiye
are supported by SAHA.



Katkida Bulunan Kurumlar
Contributing Institutions

@@ BRITISH
@@ COUNCIL

institut
ramon llull

¥ Kingdom of the Netherlands

HENRY MOORE
FOUNDATION

o2 Lol 2
@aunchpad for

contemporary Spanish art

SPOT

£ Ministry of Culture and National Heritage ADAM
Republic of Poland MICKIEWICZ

O

GOETHE-INSTITUT

ABRSSADE INSTITUT
DE FRANCE IS
EN TURQUIE

\, Consulado General y Centro
de Promocion Argentino
en Estambul

ERIAC
EUROPEAN ROMA
INSTITUTE FOR ARTS
AND CULTURE

frame s

ISTANBUL

BREZILYA IGR
BASKONSOLOSLUGU
Instituto Guimaraes Rosa

é: ' HELLENIC HEFUELIC
1 _“_.’? MWimistry of Cullure
Lm'i

Kamusal Program
Mekéan Destekgileri
Public Programme
Venue Supporters

$¢Garanti BBVA

Qalr~

ISTANBUL
MODERN




Medya Sponsorlari
Media Sponsors

HDitgen

“Apacik Radyo.

ArtDog

Bloomberg @

RADYO 92.8 H
Bloomberg (¥

# Bundle

i

HABER
TURK

.

HABERTURK

RADYO))

KAFA
Rad®wo

karnaval »

iKsv
Servis Sponsorlari
Service Sponsors

Oksijen

Sigorta
Insurance

7]

ZURICH

SanatOkur

saglik
Healthcare

AMERIKAN
HASTANESI

SOCRATES

T24

izleyici iletisimi
Audience Communication

Tempo BPO

Business Process Outsourcing

[Timel0ut

ISTANBUL

Kisisellestirilmis izleyici Deneyimi
Personalised Audience Experience

@sider

yuzu

Otomatik Mesajlasma Platformu
Automated Messaging Platform

{ll} mingbening

an (Insider company

is saghgi ve Giivenligi Danismanhgi
Occupational Safety and Health Consultancy

i
PiLAZiA

Stratejik Arastirma
Strategic Research

' g

GF}

Pazarlama iletisimi Danismanhig
Marketing Communications Consultancy

MINDSHARE

Sosyal Medya Takip ve Analizi
Social Media Monitoring and Analysis

@ SOMERA

Dijital Pazarlama ve SEO Danigmanhgi
Digital Marketing and SEO Consultancy

boosmart

izleyici Deneyimi
Audience Experience

¢ wiseback

Tanitim Destegi
Promotional Support

e




istanbul Kiiltiir Sanat vakfi, 18. istanbul Bienali’ni
ziyaretcilerle licretsiz olarak bulusturan
2007-2036 Bienal Sponsoru
Kog Holding’e tesekkiir eder.

Istanbul Foundation for Culture and Arts
acknowledges the invaluable contribution of
2007-2036 Biennial Sponsor Ko¢ Holding towards making free
admission to the biennial possible for all visitors.

2007-2036 SPONSORU
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iSTANBUL KULTUR SANAT VAKFI
ISTANBUL FOUNDATION FOR CULTURE AND ARTS

YONETIM KURULU DENETLEME KURULU

BOARD OF DIRECTORS AUDITORS

Baskan ENiS ATASOY (Argelik AS)
Chairperson FATMA OKAN (Borusan Holding AS)
BULENT ECZACIBASI

Uyeler

Members

PROF. DR. TEOMAN AKUNAL
OYA ECZACIBASI

RECEP BASTUG

BURGIN GiRIT

ZEYNEP HAMEDI

ZEYNEP iNANOGLU OZDEMIR
MEHMET KETELOGLU
GORGUN TANER

0zGUR TANRIKULU

Kurumsal Kimlik Danismani
Corporate Identity Advisor
BULENT ERKMEN

Hukuk Danismani
Legal Advisor
AV. SADIFE KARATAS KURAL

idari isler Danigsmani

Administrative Affairs Advisor
CAGRI KOSEYENER
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YONETIM
MANAGEMENT

Genel Mudiir
General Director
GORGUN TANER

Genel Miidir Yardimcisi
Deputy Director General
YESiM GURER OYMAK

Genel Mudir Yardimcisi
(Mali ve idari isler)
Deputy Director General
(Finance and Administration)
MUSTAFA YEGEN

Kurumsal iletisim Direktorii
Communications Director
DIDEM ERMi$ SEZER

satis ve izleyici Gelistirme Direktdrii
Sales and Audience Development Director
DiLAN BEYHAN

Kurumsal ishirlikleri ve
Sponsorluklar Direktorii

Corporate Partnerships and
Sponsorships

ZEYNEP PEKGOZ

istanbul miizik Festivali Direktdrii
Istanbul Music Festival Director
EFRUZ CAKIRKAYA

istanbul Film Festivali Direktorii
Istanbul Film Festival Director
KEREM AYAN

istanbul Bienali Direktorii
Istanbul Biennial Director
KEVSER GULER

istanbul Caz Festivali Direktdrii
Istanbul Jazz Festival Director
HARUN iZER

Kiltlr Politikalari Calismalari Direktorii
Cultural Policy Studies Director
OZLEM ECE

Genel Mudir Asistanlari
Assistants to General Director
NiLAY KARTAL

ECE KARAKAS
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18. iISTANBUL BiENALI
18th ISTANBUL BIENNIAL

Direktor
Director
KEVSER GULER

Kiirator
Curator
CHRISTINE TOHME

Arastirma Kiiratorleri
Research Curators
JAD GHAZALI

LIN DABBOUS

iletisim ve Operasyon Koordinatérii

Communication and Operations
Coordinator

PELIN KUS

Kaynak Gelistirme Koordinatorii
Fundraising Coordinator
CEREN HAMIiLOGLU

Sergi Teknik Koordinatorii
Exhibition Technical Coordinator
MELODi GULBABA

Yeni Eser Uretimleri Koordinasyonu
New Commissions Project Coordination
LEYLA BAYRI

Sanat Eserleri Uluslararasi
Nakliyesi ve Kamusal Programlar
Koordinasyonu

Art Works International Transportation
and Public Programmes Coordination

NiLUFER ERDEN

Editoryal Koordinator
Editorial Coordinator
HAZAL YONCA BiRiNCiOGLU

Tasarim ve Sanat YOonetimi
Design and Art Direction
OKAY KARADAYILAR

Prodiiksiyon Koordinatdérleri
Production Coordinators
GiZEM BENGIiSU ERENLER
GUNES UCAR

RUMEYSA BOZ
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Teknik Asistanlar
Technical Assistants
ARDA YENiDUNYA
BEYZA YILMAZ

Kaynak Gelistirme Asistani
Fundraising Assistant
LARA COUKi

Editoryal Asistan
Editorial Assistant
YiGiT DAVUTOGLU

Konuk Agirlama Koordinatorii
Hospitality Coordinator
NEVRA ARSLANTURK

Konuk Agirlama Asistani
Hospitality Assistant
6zDEN 0zDEMIR

Akreditasyon Asistani
Accreditations Assistant
MELIK ADAR ALIS

Sergi Rehber Egitmeni
Exhibition Guide Trainer
SELiIN ERDEMIRCi

Sergi Rehber Asistani
Exhibition Guide Assistant
BAHAR BULUT

Sergi Gorevlisi Koordinatorii
Exhibition Officer Coordinator
EDAALO

Sergi Rehberleri
Exhibition Guides

TANYA AKTAS

CANDAN DENiZ ALEMLI
CEMIL CAN AYHAN
SEVVAL BABACAN
DOGA BASARAN

DUYGU GULSOY

iPEK BENSU GURPINAR
iREM GUZEL

AZRA HELVALI

DEFNE ALARA KANDIL
BEYZA SERMIN KILICPARLAR
EFE CAN KUS

DEFNE ONGOR

iPEK ECE 6ZBEY

EFE ASIM SIMSEK
AMINE iMRAN TECIMEN
TUNA TOKKUZUN
DALYA ILGIN TOPUZOGLU
HATICE iREM YAMAN
NEDA YUSUFi

Sergi Kurulum Asistanlari
Installation Assistants
SUDE EZGi ALGIK

SARE DENiZ ARTIRMA
NiSA BAKMAZ
MiHRIBAN BARAK

ELiF BUYUKDOGAN
GULCE COBANKARA
TUGBA ERKUTLU

ELIF BEGUM KANKAYNAR
AYDA OZCAN

MELIKE YAREN 6ZDEMIR
HACER NUR SAHIN
SiNAN TALAS

TUGGE TASLICALI

BEYZA NUR YAGLI

ALIM YILDIRIM

Sanatg! Asistanlari
Artist Assistants
SALOME ALiS ALTIN
UMUT BALLIKAYA
EZEL DAYI KILIC
HATICE ESRA DEGER
CEYHUN FIRAT

AYSE BERAA 6ZCAN
AYBUKE OZEL
ALPER YiGiT SENGONUL
PERI YILDIRIM

Acilis Haftasi Koordinatorleri
Opening Week Coordinators
GOKCE YILMAZ

iDiL BALOGLU

Elektrik Teknisyenleri
Electrical Technicians

BARBAROS ALTINAY
MELIH BiRCiK
CENGIiz CiYAN

iSA USTA

OMER SAHIN
AHMET GAY

Stajyerler

Interns

MEHMET PARS EKSIOGLU
SINAN SAN EKSiOGLU
BiLGE sOoYOz

BUSRA YAYLA
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KURUMSAL iLETiSIM
COMMUNICATIONS

Direktor
Director
DIDEM ERMIi$ SEZER

MEDVYA iLISKIiLERI
MEDIA RELATIONS

Yonetici
Manager
ELIF EKINCI

Koordinatorler
Coordinators
NESLiHAN OzATA
TALIN GiDici

Sorumlu
Associate
TURKiZ KARDAS

Sosyal Medya Koordinatori
Social Media Coordinator
GiZEM GUNGOR

Sosyal Medya Asistanlari
Social Media Assistants
ELiF 6ZDEMIR

RANA YALCIN

Bienal Sosyal Medya

Biennial Social Media
WORK
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KURUM KiMLiGi VE YAYINLAR
CORPORATE IDENTITY AND
PUBLICATIONS

Yonetici
Manager
ERiIM SERIFOGLU

Editor
Editor
KAMER YILMAZ SUN

Yayinlar Grafik Uygulama Uzmani
Senior Prepress Graphic Designer
FERHAT BALAMIR

Grafik Tasarim Uzmani
Senior Graphic Designer
ESRA KILIG

Grafik Tasarimci
Graphic Designer
BULENT KURTCAN

Web Sitesi YOoneticisi
Webmaster
SEZEN 6zGUR

Asistan Editor
Assistant Editor
OZGENUR AYDIN

iksv sTiDYO
iKsv sTUDIO

Yonetici
Manager
KAMIL KULAKSIZ

Gorsel icerik Koordinatdrii
Visual Content Coordinator
FATIH YILMAZ

Sorumlu
Associate
SERCAN BIYIKLI

Asistan
Assistant
iREM GUNGOR

ARSIV
ARCHIVE

Ydnetici
Manager
ESRA CANKAYA

PAZARLAMA
MARKETING

Yonetici
Manager
MERIC YiRMiLi

Dijital Pazarlama Koordinatori
Digital Marketing Coordinator
DENizZ COKUGRAS

Sorumlu
Associate
ECE iRGIN

Asistan
Assistant
ESLEM DERLEYEN

KURUMSAL iSBIRLIKLERI
VE SPONSORLUKLAR
CORPORATE PARTNERSHIPS
AND SPONSORSHIPS

Direktor
Director
ZEYNEP PEKGOZ

Direktor Yardimcisi
Deputy Director
ZEYNEP KARAMAN

Yonetici
Manager
MERVE PEKER

Koordinator
Coordinator
ELiF DOGAN

Sorumlu
Associate
TUNA TACETTINOGLU

Asistanlar
Assistants
SEVGi GELENK
AYLIN KURU

SATIS VE iZLEYiCi GELiSTIRME
SALES AND AUDIENCE
DEVELOPMENT

Direktor
Director
DIiLAN BEYHAN

Yonetici
Manager
GONCA VAROL

Satis Operasyonlari Sorumlulari
Sales Operations Associates
ALICAN SAHIN

CANBERK DURAK

Satis Operasyonlari Asistanlari
Sales Operations Assistants
SEVVAL AKBULUT

iLAYDA 0ZBEK

Uyelik Programi Yoneticisi
Membership Programme Manager
ERIM PALA

CRM ve Dijital izleyici Deneyimi
Koordinatorii

CRM and Digital Audience Experience
Coordinator

CANAN ALPER

Uyelik Programi Sorumlusu
Membership Programme Associate
AYSiMA UYGUR

Uye iliskileri Sorumlusu
Member Relations Associate
ECE iPAR TiBET

Uyelik Programi Asistanlari
Membership Programme Assistants
DOGA UCAK

DUYGU DERELI
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PRODUKSIYON
PRODUCTION

Yonetici
Manager
ALi ULUG KUTAL

Koordinatorler
Coordinators
ULAS BOLUK
BURAK KAYIKCI
EFE SUMER

Sorumlu
Associate
BARAN ERTURK

Asistanlar
Assistants

NiHAT KARAKAYA
EMRE KAYGISIZ
ZEYNEP ARIK
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MALI VE iDARI iSLER

FINANCE AND ADMINISTRATION

Genel Midiir Yardimcisi
(Mali ve idari isler)
Deputy Director General

(Finance and Administration)

MUSTAFA YEGEN

MALI iSLER
FINANCE

Yoneticiler

Managers

AHMET BURUK
(Blitce ve Muhasebe)
(Budget and Accounting)

BASAK SUCU YILDIZ
(Finans Finance)

Finans Koordinatori
(Uluslararast Fonlar)

Finance Coordinator
(International Funds)

KADIR ALTOPRAK

Muhasebe ve Finans
Operasyonlari Uzmani
Accounting and Finance
Operations Specialist
DENiIZ YILMAZ

Muhasebe Uzmani
Accounting Specialist
OZLEM CAN YASAR

Asistanlar
Assistants
BERFiIN DOGAN
SUDE SAYICI

BiLGi TEKNOLOJILERI
INFORMATION TECHNOLOGIES

Sistem YOneticisi
System Administrator
KADIR AYYILDIZ

Sorumlu
Associate
TURKAY CELER

BiNA YONETiIMi VE GUVENLiK
BUILDING ADMINISTRATION
AND SECURITY

Bina Yonetimi ve Giivenlik Yoneticisi

Building Administration and Security
Manager

ERSIN KILICKAN

Danigma Gorevlisi
Reception Officer
NESE VUSLAT SAHIN

Depo Sorumlulari
Warehouse Officers
SERIF KOCAMAN
SERCAN DERiCiOGLU

Elektrik Teknisyeni
Electrician
ASKIN BiRCAN

Yardimci Hizmetler
Services

RASIT GUCLU

AHMET BiRKAN KARAGAM

iNSAN KAYNAKLARI
HUMAN RESOURCES

Yonetici
Manager
BESTE KAYACAN

Sorumlu
Associate
YESiM SANLI

Asistan
Assistant
EDANUR KARAGOL

KULTUR POLITIKALARI
CALISMALARI - iKSV ALT KAT
CULTURAL POLICY STUDIES -
iKSV ALT KAT

Direktor
Director
OZLEM ECE

Yonetici
Manager
EDA GOKNAR

Sorumlu

Associate

DENiZ KOCABAGLI
SALON iKSV

Yonetici
Manager
RANA ULUDAG

Prodiiksiyon Amiri
Production Manager
SiNAN 6zCELiK

Etkinlik ve Konuk Agirlama Sorumlusu
Events and Hospitality Associate
ADA ALBAYRAK

Mekan ve Operasyon Sorumlusu

Venue and Operations Associate
SELIN ALTAN
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Uluslararasi Dostlar ve
Hamiler Kurulu
International Friends and
Patrons Council

istanbul Kiiltiir Sanat Vakfi,
Uluslararasi Dostlar ve Hamiler
Kurulu tiyelerine tesekklir eder.
The Istanbul Foundation for Culture
and Arts would like to thank the
International Friends and Patrons
Council members.

Ana Hamiler

Main Patrons

Oya & Biilent Eczacibasi
Omer Kog

Hamiler

Patrons

Ayse Umur

Emin Hitay

Melda & Serkan Aygin
Ozgiir Tanrikulu
Tansa Mermerci

Dostlar

Friends

Adnan Yerebakan

Amanda Love

Berrak & Nezih Barut

Elif Tukin Oygur

Elvan Tugsuz Giiven

Hatice & Jan Frederik Marx
zafer Yildirim

Biennial Circle
Akcaghlar Ailesi
Anlam de Coster
Thibauld Durand
Gerard Faggionato
Koza Giireli
Maryam Massoudi
Christina Papadopoulou
Marta Saez Saiz
Michael Straus
Bengi Unsal
Gabriel Werthein
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istanbul Kiiltiir Sanat Vakfi 6zel tesekkiirlerini sunar.
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T.C. Kiiltiir ve Turizm Bakanhg
T.C. Disisleri Bakanhgi
T.C. Ticaret Bakanhgi Giimriikler

T.C. istanbul valiligi

istanbul il Kiiltiir ve Turizm
Miidiirliigii

istanbul il Emniyet Miidiirliigii
Beyoglu Kaymakamhg

istanbul Biiyiiksehir Belediye
Baskanhg

istanbul Biiyiiksehir Belediyesi
Kiiltiir varhiklari Daire Baskanhgi

istanbul Biiyiiksehir Belediyesi
Basin Yayin Danmismanhgi

Beyoglu Belediye Baskanhgi

AC/E (Marta Rincén)

Adam Mickiewicz Institute (Olga
Brzezifiska, Zuzanna Kofta,
Barbara Krzeska, Matgorzata
Miskowiec, Matgorzata Rapacz,
Marta Skibska, Olga Wysocka)

Ali Muhiddin Haci Bekir (Leyla
Celaylan)

Ana Vaz Studio (Isadora Soares
Belletti)

Arter (Cemre Akman, Emre Baykal,
Tugay Gérmez, Bahar Tiirkay)

Artfactory (Dila Kabakci)

Asya Nakliyat (Banu Demirel
Atesoglu)

Autostrada Biennial (vatra
Abrashi, Leutrim Fishekgjiu,
Baris Karamuco)

Bahge Galata (Derya Sahan)

Benice Lojistik (Mert Bayrak, Burak
Giig, Onur Oztiirk, Erhan Tural)

Beyoglu Argelik Yetkili Servis
(Hiinkar Kadioglu)

Beyoglu Spor Kuliibii (Tanju
Kursunlu, Stelios Muhlidis)

BienalSur (Florencia Incarbone)

Bor Holding (Missem Canmutlu,
Ece Gavusoglu, Elif Erdemgil,
Bahar Kisan, Ebru Nalan Siiliin,
Eda Tergin)

British Council (Zeynep Aybar,
Esra Aysun, Deniz Cengiz)

Cafer Erol Sekerleme
(Nurtekin Erol)

Catapulta (Ménica Carroquino,
Markus Reymann, Francesca
Thyssen-Bornemisza)

CCA - Canada Council for Arts
(Kakim Goh)

ChertLiidde (Jennifer Chert,
Islamiya Evans, Alfons
Klosterfelde, Florian Liidde,
Natalie Wong)

Chisenhale Gallery (Olivia Aherne)
Consulate General and Promotional
Centre in Istanbul (Argentina)
(Beliz Naz Ozisikeilar, Anya

Petruk, Beatriz Vivas)

Consulate General of Brazil in
Istanbul and Instituto Guimardes
Rosa (Ruy Amaral, Gersinio Neto,
Viviane Oliveira)

Consulate of Australia
(ilkimeyliil Biger, Tony Huber)

Consulate of Germany (Katharina
Dolezalek, Dennis Gerd Stamann)

Consulate General of the United
States of America in Istanbul
(Marvin Alfaro, Asli Ersoy)

Cooper Cole Gallery (Simone Cole,
Andrew Harding)

Darat Al Funun (Luma Hamdan)

Dhoku Hali (Cem Ayan)

Dinger Lojistik
(Mustafa Gokborii Atan)
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Diriyah Biennale Foundation
(Lina Saleh)

Divan (Didem Nurcan, Okyar Tuncel,
Mine Yaman Kocabas)

Doruntina Kastrati Studio
(Engjéll Berisha)

Eczacibasi Yapi Grubu (Ash Ayanlar,
Mehmet Mert Ayisik)

Elhamra Han (Can Eksioglu,
Mehmet Eksioglu, Sinan
Eksioglu, Melek Genger Vardar,
Tansa Mermerci, Emre Sarag,
Nurettin Yildirim)

Embassy of Mexico
(Mario Chaparro)

Embassy of the Kingdom of the
Netherlands (David Naves,
Recep Tuna)

ERIAC (Gabor Feher, Timea
Junghaus, Anna Mirga-
Kruszelnicka, Emese Molnar)

Erisilebilir Her Sey (Seben Ayse Dayi,
Evrim Ergiil, Serim Berke Yarar)

ETH Zurich (lvana Milenkovié)

European Roma Institute for
Arts and Culture (Gabor Feher,
Timea Junghaus, Anna Mirga-
Kruszelnicka, Emese Molnar)

Frame (Veera Lizé)

Franz Kaka Gallery
(Aryen Hoekstra)

Galata Rum Okulu (Ferhat Baris,
Ani Gulbaran, Tuba inan,
Evangeliya Kanarya, Aleksi
Komorosano, Meri Komorosano,
Sokrat Komorosano, Manolis
Kostidis, Athanasios Martinos,
Marina Martinos, Yorgo
Papaliaris, Gregory Penelis,
Murat Tabanlioglu, Katerina
Tiirker, Laki Vingas, Aybala
Yalgin, Sinemis Yargic Cakir,
Stefania Yordanoglu)

Galeri 77

Galerie Anne Barrault (Anne
Barrault, Elsa Delage)
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Galerie Balice Hertling (Daniele
Balice, Alara Villa)

Galerie du Monde (Lisa Dai)

Galerie Judin (Alice Delage, Angela
Kienle, Grant Yarolin)

Gasworks (Rosa Tyhurst,
Eleni Zachariou)

Gianni Manhattan
(Laura Windhager)

Goethe-Institut (Metin ilktekin,
Ozlem Kaymak, Mani Pournaghi)

Goodman Gallery (Brendon van
Kraayenburg, Olivia Leahy,
Rebecca Wengrowe)

Handyman Organizasyon
(Adem Pehlivan, Hasan Sayan,
Kemal Sayan, Mehmet Sayan,
Mesut Sayan)

Hauptmeier Recker (Paul
Hauptmeier, Martin Recker)

Hellenic Republic Ministry of
Culture

Henry Moore Foundation
(Emily Dodgson, Chloe Parratt,
Alison Parry)

Hirshhorn Museum (Carol Appel,
Stephan crétier, Stuart
Davidson, Melissa Chiu, Marie
Lippman, Jane Yaya Lole,
Stéphany Maillery, Gael Neeson,
Ricky Ramos, Kim Richter
Shirley, Jon A. Shirley, Barbara
Karp Shuster, Steve Sumberg,
Ellen Susman, Hannah Vicencio,
Wendy Webster)

Hitay Foundation (Melike Bayik,
Gaye Zeytinci)

Hollybush Gardens (Joyce Cronin,
Nella Franco)

IBA - International Biennial
Association (Jennifer Lee,
Christian Oxenius)

Institut Francais (Elif Erdogan,
Valentin Rodriguez)

ipek Duben Studio (Buket Alper,
Verda Tinmaz)

istanbul Modern (Celenk Bafra,
Naz Ugurlu Benek, Umit Mesci)

Jameel Arts Centre (Antonia Carver,
Zain Al Saie, Giacomo Pietro
Lamborizio, Nora Razian)

Karakdy Lokantasi (Oral Kurt)

Koyuncu Tuz (Samet Altug,
Mert Giinay)

Kunsttrans Spedition GmbH
(Oliver seidl)

Kiilah Fabrikasi (Miijgan Baykal,
Selim Baykal, Yiicel ciddi, Yaman
irepoglu, Mert Ucer, Bora Ugar,
Miijdat Yesildag)

LP Fine Art (Stéphane Dominguez)

Magdeburger Sigorta
(savas Bas, G6khan Ozden)

Matadero Madrid (Maria Pallds
Margalejo)

Meclis-i Mebusan 35
(Aysun Artuker, Fatma Zeynep
Hamedi, Okan Kalkan, Ali
Ahmet Kocabiyik, Zehra Nurhan
Kocabiyik, Ayse Niikhet 6zmen)

Muradiye Han (Gorkem Giiler,
Osman Uslu, Yagmur Uslu)

Nezahat Gokyigit Botanik Bahcesi
(Burgin Cingay)

Nicodim Gallery (Gabriela
Magdaleno, Zack Spencer)

Nolan Oswald Dennis Studio
(Nono Motlhoki)

Ozel saint Benoft Fransiz Lisesi
(ipek Giimiisoglu, irem Akev Ulug)

Pelagie Gbaguidi Studio
(Nina Hendrickx)

Polisan (Mina Babalar,
Ozlem Korkmaz)

Ralba Lab (Baris Erdemli,
Rifat Sason)

Ramon Llull Institut
(Susana Carnicero Fernandez,
Xavier Ruiz Sdnchez)

Sadie Coles HQ (Rachel Ingram,
Brinda Roy)

SAHA (Duygu Barli, Zeynep Akdamar
Biiyiikbahar, Fiisun Eczacibasi,
Serra Yentiirk)

SALT (Burak Bodur, Deniz Ova,
Ala Talev)

Saradar Collection (Sandra Dagher)

Servais Family Collection
(Lorraine de Thibault)

sfeir Semler Gallery Beirut
(Lea Helou, Lina Kiryakos)

Sfeir Semler Gallery Hamburg
(Ana Siler, Elena Weickmann)

Sharjah Art Foundation (Hoor Al
Qasimi, Ramez El-Mufdi, Dr. Omar
Kholeif, zeljana Runjic)

SNCP Studio (Shantelle Palmer)

SPOT (Esra Arslan, Melek Genger,
Tansa Mermerci)

Studio Selma Selman
(Petar Vranjkovié)

Studio Simone Fattal
(valentina Suma)

Sursock Museum (Karina El Helou,
Maya Nassif, Sara Schaub)

Tanya Leighton Gallery (Faye
Camphell, stefanie Haferbeck,
Johanna Singer, Paula Vogels)

Tarihci (Leyla Celaylan,

Stelios Muhlidis)

T-ArtLog Fine Art Logistics

(Onder cordiik)

Taskonaklar (Tolga Akarcal)
Tavern (Emirhan Paraln)

TEPTA (Tuncay Danacioglu,
Zeynep Merve Tekneci)

Terra Madre (Efe Urgunlu)

The Greek Consulate General in
Istanbul (Athanasia lliaki)

Thomas Dane Gallery
(Hannah Wright)

Tina Keng Gallery (Oli Huang)

Toledo Museum of Art (Patrick &
Mary Louise Bowe, Kim Collins &
William Cosgrove, Sara & William
DeHoff, Susan Kruse, Adam
Levine, Kathleen McClendon,
Sarah McHugh, Vickie Nolen,
Susan & Tom Palmer, Robert
Reichert, Bethann Sedam, Rohin
Stranahan, Margaret Trumbull,
Sinéad Walshe)
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UNHCR (Cansin Argun, Ece Canbaz,
Muhammed Fatih Elkaddah,
Feyzan Giingor, Dilan Pekesen,
selin Unal)

Uc vildiz Sekerleme
(Feridun Dortler)

Vitra (Itir Avuncan Karag6zoglu,
Hiisnii Yiicel)

Welti-Furrer (Canner Simsek)
whatiftheworld (Ashleigh Mclean)
Ze-com (Laurent Marcilly)

Zihni Han (Turhan Aydemir,
Umit cihan, Duygu
Dogan, Asaf Giineri, Salih
osmanoglu, 8mer Reda,
Aydin Uslu)

Nicole Abdel Ahad
Mona Abu Samra
Berke Ak

Murat Akagiindiiz
Gokge Akgiil

Ozan Akgiin

Hoor Al-Qasimi
Barbaros Altinay
Halil Altindere
Emirhan Altuner
Mehmet Altunkum
Nicole Aractingi
Amira Arzik

Cem Ayan

Ahmet Aygiin
Erdem Doga Ayrim
Dila Bahar
Serkan Bala
Fikret Cem Bayri
Haldun Bayri
Tursu Bayri Uzun
Askin Bircan
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Bella Birincioglu
Daniel Blanga-Gubbay
Hera Chan

Arev & Ercan Cinkaya
Baran Arslan Curoglu
Atil Ulas Ciice

Merve Gaglar

Banu Garmikh

Hakan Garmikh
iskender cayla
Mehmet Gilek
Cengiz Giyan

ibrahim Dedemen
Duru Demiroglu
Duygu Dogan

Tarek El-Ariss

Merve Elveren
Sultan Erdem

Dogan Erden
Egemen Erden

Serife Erden

Dilruba Nuray Erenler
iris Ergiil

Omer Faruk Erkal
Okan Cinar Erzaric
Bertrand Fattal

Alia Fattouh

Melih Fereli

Ege Goksu

Boni Giilbaba

Deniz Giilbaba

Halim Giilbaba
Nuran Giilbaba
Mehmet Giiliim
Kerim Giirbiiz

Murat Giirbiiz

Hamdi Giirbiiz

isa Giirbiiz

Muhammet Giirbiiz
Raseel Hatjian
Adnan Hakimoglu
Emirali Hamiloglu
Kamile Hamiloglu
Marie-Nour Hechaime
Priscilla Mary Isin
Aya Jamaleddine
Ccan Kamisoglu
Mehmet Kamisoglu
Selin Kamisoglu
Arda Karaburcak
Emir Kagan Karaciille
Fuat Kazanci
Mahmoud Khaled
Yazan Khalili

Ersin Kilickan
Buket Kitapci Bayri
Serif Kocaman
Nuri Ko¢

Yekta Kopan

Vvasif Kortun
Agnieszka Koziol
Komiir & Limon
Rafal Krol

Belma Kus

ismail Kug

Milis

June Nabaa

Edwin Nasr
Zeynep Oz

Oktay Ozel

Déndii Ozkdk

Ali serhat Oztemir
Aylin Oztemir
valcin Kaan Oztemir
Gamze Oztiirk
Jean-Francois Pérouse
Wwalid Raad

Nora Razian
Basyma Saad
Rasha salti

Emine Sandal
Hacer Sayman
Aynur Sadiye Sahin
Hiyam Saouma
Mehmet Savas
Sami Sawma
Reem Shadid
ilyas soyoz
Jack Soyoz
Melek Soyoz
Zade Soy6z
Berke Sener
Ozkan Sener
Eren Senkardes
Atakan Tagbhilek
Ergin Tasgl!
Mathias Taupitz
Muammer Temel
Ramazan Temel
Yasin Temel
Yener Tezyener
Giines Tokat
Tonti & Kontes
Abdullah Tutuk
Ahmet Tiirkkan
Zeynep Tiirkkan
Azra Tiiziinoglu
Ferhan Uz

Agah Ugur

ilker Ugurlu
Emre Yunus Uzun
vyasemin Ulgen
Alperen Yalcin
Fisun Yalginkaya
Kopiik Yayla
Mehmet Yayla
Nevin Yayla
Seyma Yayla
Aynur Yilmaz
Berna Yilmaz
Efrahim Yilmaz
Tugay Yilmaz
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Odiing verenler
Lenders

Sanatgilar ve
The artists and

Alain Servais

Alia Fattouh

Bertrand Fattal
ChertLiidde

Cooper Cole Gallery
Exo Exo

Galerie Anne Barrault
Galerie Balice Hertling
Galerie du Monde
Galerie Sfeir-Semler
Gianni Manhattan
Goodman Gallery
Hollybush Gardens
Jameel Arts Centre
Galerie Judin

Nicodim Gallery
Nicolas Ibrahim Sursock Museum
Raseel Hatjian

Sadie Coles HQ

Sami Sawma

Saradar Collection
sfeir Semler Gallery
Sharjah Art Foundation
Tanya Leighton GmbH
Thomas Dane Gallery
TKG+

Whatiftheworld
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Uc Ayakli Kedli
18. istanbul Bienali, 2025

The Three-Legged Cat
18th Istanbul Biennial, 2025

Bu rehber, istanbul Kiiltiir Sanat
vakfi tarafindan, Christine Tohmé’nin
kiiratorliigiinde diizenlenen 18.
istanbul Bienali’nin ilk ayagi
kapsaminda yayimlanmistir.

This guide is published by the
Istanbul Foundation for Culture and
Arts within the scope of the first leg
of the 18th Istanbul Biennial, curated
by Christine Tohmé.
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