Ji bo kesén ku zimanén wan hatine qcmndin, yén ku erd i bin lingén wan hatiyc ki§andin, yén winda,
yén ku —weki sririyén ku di axa béber de ji §fn tén— Ji k&mhiya bin erdé §itilan derdixin; Ji bo
dirokén wan, ¢irokén wan, zaravayén wan, cavén wan, dilén wan... U ji bo kesén ku ji bo azadiyé li
ber xwe didin, yén ku li diji her cure newekheviyé tédikogin, xewnineran, yén béhnfirehi Ié nayé, ji bo
Mezopotamyayé, ji bo Roza-yan, ji bo xwiskan, ji bo dayikan — ji bo dayika min a delal...

Dilleri koparllmzﬂam, topmklarl aya]clarmm alaindan gcki lmi§lcre, kayba‘li]mi§]e7‘c, klragra bile
biten dikenler misali yeraltindan siirgiin verenlere, tarihlerine, hikayelerine, agizlarina, gozlerine,
kalplerine... Ve dzgiirliikleri icin direnenlere, esitsizligin her tirliisiine karsi savasanlara, hayalperestlere,

£ § 3

huzursuzlara, Mezopotamya’ya, Roza’lara, kizkardeglere, annelere, camim Anneme...



“Yén bi hev re diaxivin, bi hev re dihewerin.”

“Birbiriyle konuganlar, birbiriyle dinlenirler”

Ehmedé Xan?’
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Lawij-Requiem (Kayip zamanin i¢inde / Within lost time), 2026
Mekana 6zgi yerlestirme; kum, tas, diken, heykel, gesitli objeler,
su, video / Site-specific installation; sand, stones, thorns,
sculptures, various objects, water, videos

Degisken dlciler / Dimensions variable
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RU Bi RU
Giri§

Aybiike Sanug

Kﬁrtgedc ‘yiiz yiize, kar§1 kar§1ya" anlamlarina gelen Rit Bi Rii, Fatos irwen’in iktidar temsilleri,
devlet politikalari, gelenek ve inang sistemleri karsisinda bireyin 6zgiirlitk miicadelesi etrafinda

sckillenen pratigini, yiizlesme diigiincesi tizerinden ele aliyor.

Rii Bi Ri'nun (inerdigi yﬁzle§mc, ya]mzca gecmigi hacirlamak ile sinarls ka]mayarak; kar§1sma
almak kadar k:11‘§1smda durmnyl ve inkar cdilmi§ olanm bak1§ma maruz k:llma}*l da gcrcktiriyor.
Fato§ irwen’in bastirilarak goriinmez kilinan, kaydl dahi tutulamam1§ ve sozlii olarak aktarilarak
bugiine ulagmis gerceklikler ile kurdugu iliski, sergideki yiizlesmenin zeminini olugtururken,

izleyiciyi de kendi dilinde inga ettigi alana davert ediyor.

1rwen, gocuk]ugundan bu yana dinledigi anlacilar: yalnlzca birer taniklik resmine ya da belgcye
indirgemiyor; yagananlarin, aktarilanlarin ve gegmisten bugiine tagmanlarin tahayyiiliinde aldig
bigimlerden harcketle, yeni emareler olusturuyor. Béylece resmi anlatilarin diginda birakilan,
sansiirlenen ya da susturulan hikayeler, gecmisi dogrulayan kanitlar olarak degil, bugiiniin i¢inde

varliklarini stirdiiren ve izleyiciyi kendi bak1§1 ile kar§1 kar§1ya birakan imgeler olarak beliriyor.

Sanatcinin dogup biiytidiigii cografyaya dogru uzanan Rd Bi Ril, izleyiciyi sinirlart olmayan,
farkli zamanlarin, bedenlerin ve yagam bi¢imlerinin birbirine karistig1 bir topragin igerisine

konumlandiriyor. Irwen’in nesneler ile kurdugu iligki, bir direnig bigimine igaret ederken, onlari

geemigten arta kalan edilgen parcalar olmaktan ¢ikariyor. Yerden goge kadar uzanan bir adalet
arzusu; bedeninden koparilmug, hakikat ile tahayyiil edileni birbirine baglayan ve tahakkiim
bigimlerine direnen bir tutam sa¢. Kurumug dikenler ile gevrili, bedenlerin ve §iddetin izlerini 6rten
bir dere yatags; tiim ge¢mise ragmen yeseren bitkiler ile 6riilii, 15tk hiizmelerinin sizdigt bir schir

siliieti, serginin cografyasmda bir araya gc]iyor.

Soyklrlm politikalarmm bir Cografyayl d(inii§tiirmc ve sinirlandirma §iddeti kar§1smda,
topragin ve suyun kendi zamanlarinda iglemeye devam edisini hatirlatan irwen, serginin ortasinda
konumlandlrdlgl dere ile bu sﬁrekli]igin igerisinde hem 6rten hem agiga glkaran bir hat giziyor.
Gizilen hatt1 takip eden su, siddetin izlerini tagiyarak yerinden ederken, agindirdigt topragin altinda

saklanani yeniden aglga glkarma ihtimalini de beraberinde tagiyor.

R Bi Rit, frwen'in 2023'te Zilberman Berlin'de gerceklestirdigi Sir baslikl kigisel sergisinde
kiyam diigiincesi éizerinden agtigr alana da uzaniyor. Sir'da Israfil'in ¢agrisiyla baglayan kiyam, Ri Bi
Rirda yerini tiim canlilarm farkli zamanlar ve hiyerar§iler d1§1nda bir araya geldigi mah§ere birakar.
Yikimin ardindan yagamin sona crmcdigi bu diizlemde gecmis ve §imdi, oliler ve ya§:1yanlar, insan
ve insan olmayanlar ayni anda varlik giisterir. Mah§6r b(iylecc bir son olmaktan glkarak, tiim bu

varliklarm yiiz yiize gelebildigi bir alana déniisiiyor.
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RU Bi RU
Intro

Aybiike Sanug

Meaning “face to face” or “confronting one another” in Kurdish, R Bi Ril approaches Fatog frwen’s
long-standing engagement with the individual’s struggle for freedom in the face of representations

of power, state policies, tradition, and systems of belief through the notion of confrontation.

The confrontation proposed by Ri Bi Ril is not limited to remembering the past; it requires not
only facing what has been denied, but also standing before it and being exposed to its gaze. Fatog
frwen’s engagement with realities that have been suppressed and rendered invisible, left unrecorded,
and carried into the present through oral transmission forms the ground for this confrontation,

while inviting the viewer into a space she constructs in her own language.

Rather than reducing the stories she has listened to since childhood to images of testimony,
[rwen creates new traces from the forms of lived experience, transmitted narratives, and histories
carried into the present. Stories excluded from official narratives, censored, or silenced thus
emerge not as evidence meant to vcrify the Ppast, but as images that continue to exist in the present,

confronting the viewer with their own position as witness.

Extending into the geography where the artist was born and raised, Rd Bi Rit places the viewer
within a land without borders, where different times, bodies, and forms of life intertwine with one

another. Trwen’s relationship with objects points to a form of resistance, releasing them from the

status of passive fragments left behind by the past. A desire for justice reaching from earth to sky; a
strand of hair severed from the body, connecting reality with the imagined while resisting forms of
domination. A dried riverbed surrounded by thorns, concealing traces of bodies and violence; a city
silhouette woven from layers of accumulated packaging, pierced by shafts of light: these elements

converge within the exhibition’s geography.

Against the violence of genocidal policies that seek to transform and delimit a geography, Irwen
reminds us that earth and water continue to move :1cc0rding to their own tcmporalitics. frwen
traces a line along the riverbed running through the centre of the exhibition space, one that both
conceals and reveals. Following this course, water carries and displaccs traces of violence, while

holding within it the possibility of exposing what lies buried beneath the earth it erodes.

This trajectory also reaches back to the idea of apocalypse in Siir, her 2023 solo exhibition at
Zilberman Berlin. The apocalypse set in motion by Israfil’s call in Siir gives way in Rt Bi Rit to the
gathering of all living beings beyond distinct temporalities and hierarchies on the Day of Judgment.
In this realm, where life persists in the aftermath of destruction, past and present, the dead and
the living, the human and the non-human exist simultancously. The Day of Judgment thus ceases to

signify an end, becoming instead a space in which all these beings can come face to face.
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Sweet home, 2020
Video, 1'30"

Acik Sehir Sur, Metruk / Open City Sur, Abandoned, 2020
Video, 1 dk. / min.
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Acik Sehir Sur, Gozciiler / Open City Sur, Watchers, 2020
Video, 1 dk. / min.

Acik Sehir Sur, Tavsan operasyonu / Open City Sur Rabbit operation, 2020
Video, 1 dk. / min.

Sur perdesi, 2020
Video, 1 dk. / min.
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Acik Sehir Sur, Kuglar / Open City Sur, Birds, 2020
Video, 1 dk. / min.

Acik Sehir Sur, Dicle Tasar / Open City Sur, The Tigris Overflows, 2020
Video, 30"

Acik Sehir Sur, Kirpi vakti / Open City Sur, Porcupine time, 2020
Video, 1 dk. / min.
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Acik Sehir Sur, Yaniyor! / Open City Sur, Burning!, 2020
Video, 1 dk. / min.
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Fetlis / Fetus, 2020
Video, 40 sn. / sec.

Su cini / Water spirit, 2015
Video, 2'35"

Sakli ben / Hidden me, 2021
Video, 30 sn. / sec.

Dalgin su / Distracted water, 2015
Video, 30 sn. / sec.
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Jiyan a jiyan / Life and Life, 2026
Sag, ip, tekstil kumas isleme / Hair, thread, textile embroidery
111,56 x 166 cm (her biri / each) (diptik / diptych)




o
<



42

Koloni - Kader Defteri / Colony - Book of a Fate, 2017-2019
Kumas Uzerine video / Video on Fabric
35x50cm
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Bajar / Sehir (Amag dig1 kullanima dair) / City (On Misuse), 2026
Kumas, karton, LED 151k / Fabric, cardboard, LED light
197x110x8cm
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RU BI RU
Zeynep Saym

Harabeler seyler diinyasinda neyse, alegoriler de diisiinceler
diinyasinda odur.

Walter Benjamin

2014’te Danimarka'da, Louisiana Modern Sanar Miizesi'ni su, tag ve topraktan olugan bir yerlestir-
mcyle do]durmu§tu Olafur Eliasson, iginde ya§arkcn igimizdc olan seyin —dagm, tasin, derenin- ne
burada olan ne burada olmayan bir hayalet oldugunu séyliiyordu sanki kiipiin i¢inde, 0 zaman bu
zamandir bagka nehir yataklarl da s1gmigt1 galcri]crc, s%maktaydl. Fatog frwen sergisinin ismi ise
-Ru Be Ru- dereyle ilgili goriinmiiyordu ama iistiinde dikenlerin bittigi su kurumug nehir yatag
yerlestirmesi, iki kata yayilan galerinin ana mekanmi kaplamisti. Sel oldugunda yatagindan cagards
su. Kuraklikta yatak kurur, ¢ollesir, icindekileri, sindirilemeyenleri digar1 verir, kusardi. Kurumug
dikenlerin, taglarm, cakillarin, camurun, topragin arasindan iskelet parcalars, kilgiklar, kiymiklar ¢i-
kardi. Ren ya da Elbe nehirlerinde su seviyesi diigtiigiinde beliriveren aclik taglari, Musul Barajinin
sulari gckildigindc, Dicle Nehri yatagmda mcydana glkrm Mitanni imparator]ugu kalintilar gibiydi
sergi. Siddetin ve mezarlarin koruyucu értiisiiydii nehir yataginda biten dikenler, yaralanabilirligi
ve catismayt somutlagtirtyor, topragin altinda yatani kolayca ele gecirmeyi engelliyordu. Sag, beden
ctiriidiikeen sonra geriye kalan, leni 6reeiigii denli saklayan geydi, bellegi yeniden canlandirmaya
kadirdi. Dicle nehri ve gevresinin, Kirklar Daginin ve Hevsel bahge]crinin toprak]armda yetigen bic-
kiler, dikenlere konan mavi bagtankaralar, gok kuzgunlari vardi yerlestirmede, bir deniz kizi, sanat-

¢imin resimlerinden, hapish;me i§lerindcn, belki 6nceslerinden ta§arak nehir yatagina flr]aml§ olan

g6z kiireler, kurukafalar, beden parcalari, ayaklar, Sur fragmanlarmdan kalma, Anselm Kicfer'in
kursunlanmis tarih kitaplar: gibi acilan kutsal kitaplar da. Direr’in Melankoli’siyle, Goyanin Savagin
Felaketleri’yle, Jake ve Dinos Chapman’in Biiciin Kétiilitklerin Toplam serisiyle konusan bir yant vard:
serginin, nehrin kurumug yatagina képiik képiik su birikintisi videolar: yerlegtirilmisti, toplumsal
ve ckolojik bir §iddcttcn arta kalanlard: gbrduklcrimiz, benim ki§iscl tercihim icin hcr§cy gok fazla
kalabalike1, sanki bir Barok tiyatrosu ya da Godard'in Hafta Sonu gibi siddetin en yiiksek, en tepe
noktasimi yakalamak, §iddcti kusmak, sindiremediklerinden kurtulmak istemisti sanatg1. Baroga
yaklagan bu estetik, bir harabe estetiginde ve kirilmalarla, siireksizliklerle bi¢imlenen nehir yatag
alegorisi, sanirim parcalarmin biitiinciil uyumundan degil, pargalart arasindaki tansiyondan soluk
alsin diye Fatog kalabaligi secmisti. Alegori tek bir 8ziin berraklagmasiyla degil, katmanlarin tist
tiste bindirilmesi ile gah§1rd1, ycrle§tirmcnin Goya'ya ve Chnpman’lcrc olan yakmhgl, barok bir agi-
rilik yiiziinden olsa gerekti. Benjamin’e gore soyut bir diistinceyi siisleyen sanatsal bir hamle, retorik
bir figiir dcgil, tarihin y1k1c111t<“§11f1:17 élumliiliigunc ve pargalanmlg‘hgma verilen felsefi bir yanitti ale-
gori. Tarihin geride birakug: kiriklary, aviklary, fosilleri, siddet ¢oplerini toplards. Bir tiir hurdaciydi
alegori, kaginilmaz olarak yaglt ve melankolikti. Sanirim iglerin bana Diirer’i ve Kiefer'i ¢agristir-
mast, optik bilin¢altinim sizabildigi yerler nedeniyleydi. Tarihten dékiilen sag tellerini, corak goliin

tuzunu tOpl’(lyerIlk pargal:111m1§11kt:1n, thI'IledCI'l ycni blr pOllElk hﬂleIl kUIUyOTdU SIlI’lIltgl.

Diyarbakirliydi. Kusarken pornografik siddet sémiiriisii yapamamast, baglammdan koparilan,
iistiinde dikenlerin bittigi ayaklarin, camurla kaplanmug kutsal kitabin, her yerden gozetleyen omni-
potent goz kiirelerinin, kurukafalarin, bir tiir kum saatine dém’i§cn nehir yataginin, biitiin bu amb-
lem ve 8lii doga repertuarmm, baglamindan koparilarak iglevsizlegtirilmesinden kaynaklaniyordu.
Zamanin siy:lsal ckonomisinin isarctine dént’l§en bir rcpcrtuvardl bu, pornografi bir glkmaz sokaga
dondsiiyor, tersinleniyordu. Yerlegtirme boyunca yiirtyiince, kér bir noktaya varan ziyaretginin,

gerisin geriye donmesi gcrckiyor, biitiinlitkli bir simgcylc rahata ermek yerine, tarihin imge kalmti-
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larindan sizan hayaletlerle yiizlesiyordu. Yalnizea ge¢misten degil, gelecekeen, heniiz gerceklegmemis
olanin ihtimalinden de gelirdi hayaletler, Benjamin, barogu bir dénem olarak degil, bir yaklagim
olarak tarif‘ctmi§ti. Pornografik §iddct sahnelerinin - higbir pornografik sahnenin -6ncesi ya da
sonrast, kalmuilary, izleri, tarih melekleri olmazds, sadece o anki seyir zevkine ya da soka kapatilan
bir §cydi pornografi: burada ise, mekandan gecmisin ve heniiz gcrgcklc§mcmi§ olan bir gclcccgin
hayaletleri yiikselirken, yitkimla beraber direnigin, bitkilerin yegerdigi, kuglarin kondugu kurumus su
yatagi, uzun bir Cumhuriyct tarihini ve olas1, heniiz dispozitiﬂcri kapatllmam1§ bir gclcccgi ag1yor-

du. Su, serginin ana izlegiydi.

Anadolu tagrasinda akarsu -nehir, cay, dere- higbir zaman Iscanbul Bogaz1 ya da kimi diger
iilkedeki gibi menazir edilen romantik bir scyir nesnesi dcgil, Varhgl berekert, yoklugu kithik geti-
ren ckonomik bir gii¢ olmugtu. Cumhuriyet tarihi boyunca, Metin Ersan'dan Emin Alper’e, Yasar
Kemal'den Neget Giinal'a akarsuyun kaynagini elinde tutan kisi, devlet ya da aga , miilk sahibi ve
cografyanin hakimi, suyun yolunu, irmagin 6niinii kesen egemendi, komsu araziye giden suyu en-
gcllcmck, baraj siyasctiylc suyun tasarrufunu biyosiyasctc (;cvirmck7 dogal hukuk ile pozitif‘hukuk
arasindaki makasi bilemek, sitma, camur, kuraklik ve bataklik estetigi, Cumhuriyet sinemasinin,
TOMAaninin ve resminin ana izlcgiydi. Akarsu gevrclcri Anadolu’da gcrilimlc, mulkiyct, hukuk ve glic
savagtyla, smifsal ve etnik catigmayla, irkeilik, cinsiyetcilik ve diigmanlikla doluydu. Fatog akar-

sunun tarihi :u;:lrkcn miilk sahiplcrinin, devlet agalarm stratejilcrinin tarihini de aglyordu: Latin-

ce stratum ya da sternere kiklerinden, izlenen yol, ¢izgi, nehir yatagi anlamlarma gelen strateji sdzetigi,

ordu yonetimi ile nehri, su ile askcriycyi birle§tiriyordu: nehirlerin, stratcjik bir tarihi vardi ve akar-

sular, Anadolu tagrasinda ve Cumhuriyet tarihinde stratejik savag bélgeleriydi. Nehir ile askeriyeyi

birlc§tirmc barok denilebilecek bir alcgoriydi. Enstalasyon, Anadolu ta§rasmdn akarsunun yol acng

miilkiyet, irk, hukuk ve kan davasinm cephe hattint goriniirliige getiriyordu. Ama hardal sarisi, ku-

raklik kahvcrcngisi, gél grisi ve kircg bcyazmn cklenen bir hat daha vards, ku§1:1r1r1 mavisi, Rebecca

Horn'un mavi kelebekleri ile kargihikla gecis taksimi yapiyordu. Yagamun Isrartydi bu: Jiyan i jiyan,
enstalasyonu kisgeden seyreden, bir anlamda enstalasyonuna parcasinda déniisen, sagtan, ipten,
tekstil kuma§a i§lcmcdcn rcngarcnk bir diptik, y1k1rnm Stesinde yasamin inatg1 siirckliligini ve can-
lanma kudretini, ge¢mis ile simdiyi, 6liiler ile yagayanlari, insan ile insan-olmayanlar: ayni diizlemde
yiiz yiize getiriyordu ama, yagamim 1srari, karartilmig sergi mekaninda yalnizca kuglarin mavisinden
degil, ekranlarin mavisinden de soluk aliyordu. Diger diinyalara, dis diinyaya agilan pencerelerdi
ckranlar, nchrin kurakllgma yagan géklcrdi, t:lnlkllgm bclgclcriydi. Yerden goge, nchirden buluta,
tagtan taga uzanan bir dongiisii vardi sevginin. Bu dongiiyii bir arada tutan, incecik sag telleriydi.

Her sey sa¢ kadar kirilgan, sa¢ kadar pamuk ipligine bagls, sa¢ kadar giicliydii.

Gérﬁnﬁrlugc gctirilcn §iddct ve sug izlerine ragmen sug ve cczayla (;ahgan bir yani yoktu sergi-
nin, sahnenin dilinin belirleyen siyasal arka plan, iktidarin diinyevi kirilganligini da 6ne ¢ikariyor,
stratejik bir diizene sokulmu§ olan Surigi'ni, Goya’daki gibi fantastik hayv:mlar, bayku§1ar, kirpilcr

bastyordu. Akhn uykusu, canavarlar yaratrd.

Bir alt kata inince kargilagilan diger manzara da, rastlantisal olmasa gerekei: girigin kargisinda,
Fatos'un Avusturya’'da, Tuna nehrine bakarak yapuigi, Tuna'dan Dicle’ye ve Botan ¢ayma uzanan

R yada, yapug y §ay )
kagit tstiine suluboya dokuz nehir serisi, sag duvarda ise sinir ¢izgileri sagla dikilmig, Kizilirmak
nehri agldml da, kanla kirmiz1 akan irmaklars, sav:1§1:1r1, soyk1r1ml:11‘1 da hatrlatan, stilize ve mini-
mal, kirmiz1 bir nehir yatagi, Kizil nehir serisi karsiliyordu ziyaretciyi. Bir tist kattaki alegori yerine
sag telini ve diki§i hem dircni§ aracia hem devlet §iddctinin kaydml tutan ;11‘§ivscl bir dokuya
donigtiiren, izleyiciyi mekanin, hafizanin ve giddetin dogrudan muhatabi yapan iglerdi bunlar, sag
telleri, gardiyan aramalarmdan, X-ray cihazlarindan ya da sansiir kurullarindan kolayca gcgirilcbilcn
gizli ajanlardi. Meseleye ismini koymadan, herhangi bir temsil iligkisine girmeden kan aglamanin

izini stirebilirlerdi. Ust kacta :1leg0rik bir ili§ki kuruluyordu imgcylc, oysa dumanin, atesin :1lcgorisi
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dcgil, izi olmasina benzer, indeksikal bir i1i§ki kuruluyordu alt katra, serginin glicli sanat¢inin bu iki
yontemi gnklgtlrmasmdan, katmanli bir §Ckildc i¢ ice gcgirmcsindcn kayn:tkl:mlyordu. Sa¢ telleri,
kan kirmiz1 nehirlerle fiziksel, mekansal ve zamansal bir nedensellik bagr tagryordu ama iki kata
y:lyl]an scrgidcki i§1crin tiimii indeksikal olsaydl, iglcr adli tp dosyasmdn birer delil posetine gire-
bilir ya da tarihsel bir bclgcyc dénu§cbilir1crdi, giincel sanatin, 6zellikle §iddct, yas, travma, bellekle
g;{11§nn gﬁnccl sanatin tehlikelerinden biriydi bu. Eger sadece :{lcgorik {:dsaydl i§lcr7 kavramsal bir
metafordan dteye gecemez, ya pornogrnfiklcg‘ir ya da Susan Sontag'n uy:lrdlgl, bn§knlnr1n1 acilarima
bakarken diigiilen mesafeli ve steril temsil alanina hapsolabilirlerdi. [rwen, alegoriyi bizzat indek-
sikal malzemenin kcndisiylc dokuyamk temsil 6tesi bir alan a¢misti, giﬁc bir alandi1 bu: izlcyici
hem rtarihe ve cografyaya dair bir alcgori ile yiiz y'uzcydi. Hem de o nlcgori, bedenin indeksikal izini
sﬂrmcktcydi. Alt katea bir digcr mekana gecince —i§lcrin ayri meckanlarda olmalar: daha iyi gcliyor—
du bana- Irwen’in hapishane giinlerinden kalma, ¢argaf iizerine ip ve sargt bezi ile yapugi Utang ve
onun ¢apraz kosesinde, mavi gokyiizii alcinda, Fatog Irwen'in Tuz Géli'nde ¢rplak ayakla yiiriidiigi
video pcrforman51 -Tuz- vardi. Her ikisi de indeksikaldi ama Tuz Golii sadece jcolojik bir alan
dcgil, ayni zamanda ekolojik y1k1rr11n, gckilcn sularm, kuruy:m bcllcgin ve devlet politikalnrmm ya-
ratcigl bir g(ildti, yiizeyindcki bcyaz kumlar yumu§:1c1k degildi, kristalize ve sert tuz kabuklar: ayagi
keserdi. Aynklarm kumsalda yL’lriirkcn bu‘nktlgl iz indeksikalse, yaraya tuz basmak, SLngOI'ikti‘ Vide-
odaki adim atma temposu agirdi, Mezopotamya ve Anadolu cografyasinda siirgiiniin, yasin ve adak

adamanin beden dili gibi, varig noktasina ulagma telagi tasimayan bir ritiiel gibiydi.

Bir insanin ait oldugu iilkenin, hep dendigi gibi sevdigi tilke degil, adina utandig tilke oldugunu
s(iy]crdi Carl Ginzburg. Sevgi géniillﬁydﬁ ve birakilabilirdi, ancak utang sindirilcmcycn, istemsiz,
sevgiden daha giiclii bir bag olusturur, o bag kagmaya ya da reddetmeye degil, kaldirilamayan ile
yﬁzlq‘mcyc daver ederdi. Yiizlc§mck, Fatos frwen dtinyasmd:l alegori ile indeksikn]iteyi kesi§tircn

imgcdcn gcgcrdi.




Kizil Nehir serisi (Dereler Kan Aglar) / Red River Series (Streams Weep Blood), 2019
Kagit, kumas, sag / Rope, fabric, hair
42,56x94,5¢cm






*
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Nehir serisi / River series, 2024
Kagit Gzeri suluboya, bitki / Watercolor on paper, plant
9 parga / pieces; 38,5 x 30 cm (her biri / each)







Serm / Utang / Shame, 2017-2020
Tekstil Uzerine ip ve sargl bezi / Thread and gauze on textile
165,5 x 165,5cm
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RU BI RU
Zeynep Saym

Allegories are, in the realm of thoughts, what ruins are in the
realm of things.

Walter Benjamin'

In 2014, Olafur Eliasson filled the Louisiana Museum of Modern Art in Denmark with an
installation composcd of water, rocks, and earth; within the white cube, it was as if he was
suggesting that all that is inside of us, as we are inside of it -mountains, rocks, rivers- was a ghost
that was neither here nor there. All this time, other riverbeds, too, must have been fitted inside
galleries. The title of Fatog Irwen's exhibition, Rit Bi Ri, did not initially seem to have any relation
to a river, yet a dried-up riverbed overgrown with bramble occupied the central space of the gallery
that sprawled across two floors. Water would overflow its bed during a flood. In a drought, the bed
would dry up and become a desert; all that was inside and couldn‘t be digested would be given out,
disgorged. Bone fragments, fish skeletons, splinters would appear from among dry thorns, rocks,
gravel, and mud. The exhibition resembled the hunger stones revealed by the receding waters of
the Rhine and Elbe, and the remnants of the Mitanni Empire emerging in the bed of the Tigris
River. The thorns that cropped up on the riverbed were the protective shroud of both violence and
the graves; thcy materialized Vulncrability and conflict, obstructing the casy capture of what lay
beneath the dirt. Hair was what remained once the body had decayed, concealing the dead to the
extent it covered it; it posscsscd the power to revive memory. The installation brought togcthcr
plants growing on the Kirklar Mountains and in the Hevsel Gardens, blue tits and rollers perched

on the brambles; a mermaid, eyeballs, skulls, body fragments, and feet that scemed to have been left

1. Walter Benjamin, The Origin Of
German Tragic Drama, trans. john
Osborne, London & New York:
Verso, 2003, p. 178.

behind from the artist’s previous paintings, pcrhaps even by carlier prison works that overflowed
into the river, alongside holy books left behind from fragments of Sur that opened up like Anselm
Kicfer's history books picrccd with bullets. In this exhibition there was somcthing that spokc to
Diirer’s Melencolia, Goya’s The Disasters of War, and Jake and Dinos Chapman's The Sum of All Evil
series, videos of frothing water puddles had been installed on the dry riverbed; what we witnessed
were but the remnants of socictal and ecological violence. Everything was far too populated for my
personal preferences, it was as if the artist desired to capture the zenith of violence, like Baroque
theatre or Godard's Weekend, wished to spew back the violence and rid herself of all that she could
not stomach. This was an aesthetic of ruins and ruptures, verging on the Baroque; and Fatog must
have opted for this multitude, so that the allegory of a riverbed shaped by discontinuities could
finally breathe not through any unified harmony, but through a tension wedged between disparate
fragments. Allegory worked through the overlapping of layers, not through the clarification of a
singular essence; the proximity of the installation to both Goya and the Chapmans must have had
somcthing to do with this Baroque excess. According to Benjamin, a“cgory was not an artistic
gesture ornamenting an abstract idea, nor a rhetorical device; it was a philosophical response to
the destruction, mortality, and fragmentation of history. It gathered the broken picces, the refuse,
the fossils, and the waste of violence. It was a kind ofscavcmgcr7 allcgory, and incvitably old and
melancholic. I think the reason the works reminded me of Diirer and Kiefer lay in the nooks

and crannies through which the optical unconscious pcrmcatcd. Coilccting the fallen strands of
history and the salt of a parched lake, the artist was configuring a new political memory out of the

remnants.

She was from Diyarbakir. The reason she could not stage a pornographic exploitation of violence
as she disgorged lay in the fact that this entire repertoire of emblems and still life, composed of
feet with thorns sticking out of them, severed from their context, a holy book covered in mud,

omnipotent cycballs Watching from cvcrywhcrc, skulls, and the riVCIde, which had turned into
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a sort of hourglass, had itself been taken out of context, rendered defunct. This was a repertoire
transformed into a signifier of the current political economy; pornography was now a dead end,
reversed. As the viewer walked through the installation, and reached a blind spot, thcy would

have to turn back the whole way, and rather than arrive at the comfort of a unified symbol, face
the ghosts emanating from the remnants and images ofhistory. Ghosts did not arrive only from

the past, they also arose from the future and from the possibility of what had not yet transpired;
Benjamin described the Baroque not as a pcriod7 but as an :1ppro:1ch. Scenes ofpornographic
violence, or indeed any pornographic scene, lacked a before or an after, they lacked traces, remnants,
or angels of history; pornography closed in on the pleasure of watching in the moment, or on shock
itself: Here, as the ghosts of a past and a future that had not yet happened rose up from the space,
the riverbed, where resistance rose up alongsidc destruction and plant life, where birds pcrchcd
upon its thorns, uncovered a long Republican history and a probable future whose dispositifs had

not yet been exhausted. Water was the main motif of the exhibition.

In the Anatolian provinces, waterways -rivers, rivulets, and streams- were never romantic
objects of the gaze or contemplation like the Bosphorus, or as they were in other countries; they
were an economic power whose presence meant abundance and whose absence brought drought.
Throughout Republican history, from the works of Metin Erksan to Emin Alper, from Yagar Kemal
to Neset Giinal, whoever controlled the source of flowing water, whether that was the state or the
aga, was the owner of property and the ruler of the land; whoever obstructed the course of the water
and the river was the master. The central subjcct of chublican cinema, novel, and painting was
the blocking of water flowing to neighbouring land, the transformation of water management into
biopolitics through dam politics, the sharpcning of the divide between natural law and positive
law, and the aesthetics of mud, malaria, drought, and marshland. In Anatolia, the surroundings of

ﬂowing water were frnught with tension; strugglcs over owmership7 law and power; class and ethnic

conflict; racism, sexism, and animosity. While opening up the history ofvvntcrways7 Fatog was also
opening up the history of the strategies of landowners and state rulers: the word strategy, which
owes its roots to the Latin stracum and sternere, meaning a path7 line, or riverbed to be followed,
linked water with the military. Rivers had a strategic history, and waterways were a domain of
strategic warfare in the Anatolian provinces and throughout the history of the chubhc. To link
water with the military was an allegory one could describe as Baroque. The installation brought
into view the axes and front lines of‘owncrship, race, law, and blood feud that were opcned up by
the waterways in the Anatolian provinces. But there was another layer added to mustard yellow,
parchcd brown, desert grey, and lime white: the blue of birds, a blue that recalled Rebecca Horn's
blue butterflies. This was the Persistence of Life: Jiyan 1 jiyan, a diptych in myriad colours made from
strands of hair and string embroidered onto textile, Watching the installation from a corner, while
turning, in one sense, into a part of it. It did bring together the persistent continuity of life and its
power to revitalize bcyond destruction, placing life and the present, the dead and the hving, the
human and the non-human on the very same plane, and yet, within the dimmed exhibition space,
the persistence of life breathed not only through the blue of the birds, but also through the blue
from the screens. Screens were windows that opened onto other worlds, onto outer worlds, they
were skies raining down upon the thirst of the riverbed, testaments to bcaring witness. Love had a
cycle that extended from the land to the sky, from the river to the cloud, from stone to stone. What
held this cyclc togethcr were fine strands of hair. Evcrything was as frail as a scrand of hair, both

strong and hanging by a thread.

Despite the traces of violence and crime brought into view, the exhibition did not act through
crime or punishment, the political background that determined the language of the scene also
underscored the Worldly frailty ofpohtical power. Surigi, stratcgicaﬂy streamlined as it was, was now

beset with fantastical animals, owls and porcupines, as in Goya. The sleep of reason created monsters.
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The other view one encountered downstairs would not have been coincidental: greeting the viewer
was a suite of nine watercolours on paper that Fatog had made in Austria while looking out onto
the Danube, extending from the Danube to the Tigris and the Botan waterways, and on the right-
hand wall was a series of stylized, minimal crimson riverbeds titled the Red River Series, whose
boundaries had been sewn and demarcated with strands of hair, bringing to mind the Elegy of

the Kizthrmak; rivers that flowed with blood, war, and genocide. Unlike the allegory in the upper
gallery floor, these were works that transformed strands of hair and sewing into both a medium of
resistance and an archival texcure that testified to state violence, they located the viewer directly

as the addressee of space, memory, and violence; strands of hair were secret agents that could easily
pass through prison searches, X-ray machines, or censorship boards. They could trace tears of blood
without naming the issue at hand, or forging a rcprcscntational relation. The upper floor was where
an allegorical relationship was established with the image, but on the lower floor an indexical
rclationship unfolded,; just as smoke and fire did not leave behind an :ﬂlcgory7 but rncrcly a srnudgc,
the power of the exhibition lay in the way the artist transposed these two methods, intertwining
them in a multiiaycrcd manner. Strands of hair harboured a physicnl, spatiai, and tcrnporal bond
of causality with the blood-red rivers, but had the entirety of the works included in the exhibition,
sprawling across two floors, been indexical, thcy could well have been cnvclopcd in evidence

bags inside a forensic file or transformed into historical documents. This was among the pitfalls

of contemporary art, especially contemporary art concerned with violence, mourning, trauma,

and memory. Had the works remained merely allegorical, they would not have been able to move

bcyond conccprual rnctaphor; thcy could have become pornogr:rphic7 or been irnprisoncd within the

distanced and sterile realm one falls into when regarding the pain of others, in the manner Susan

Sontag Will’nCd ngninsr. Irwen OpCHCd up a I'CIlim bCyOHd rcprcscnration by wceaving allcgory 1tsclf

with the indexical medium, a dual realm in which the viewer came face to face with an allegory that

related both to history and to gcogr:lphy; this allcgory, all the while, pursucd the indexical traces

of the body. Entering the other space on the lower floor -it seemed to me that the works benefited
from being situated apart- one encountered Shame, a remnant of Fatog Irwen's prison years, which
the artist made with thread and gauze on bedsheets, and Siryan, plnccd in the corner across, a video
performance in which Facog Irwen walks barefoot across Lake Tuz beneath blue skies. Both works
were indexical, but Lake Tuz was not mcrciy a gcoiogical site; it was also a lake formed by ccologicai
destruction, receding waters, parched memory, and state policy. The white crust on its surface was
not soft; the rough, crystailizcd grains of salt would slash one's feet. If the foot prints left on the
beach were indexical, then the rubbing of salt into the wound was allegorical. The steps in the video
were slow, thcy resembled the body 1anguagc of exile, mourning, and sacrifice in Mesopotamian and

Anatolian geographies, like a ritual unrushed in its struggle to reach a destination.

Carlo Ginzburg said that the country one belonged to was not the one one loved, as is often
supposed, but the country on whose behalf one felt shame. Love was voluntary and could be
rclinquishcd, but shame forgcd a far stronger bond, one that was both invoiuntary and difficult to
stomach. This bond invited one not to flee or reject, but to face what was impossible to abide. And
coming face to face, in the world of Fatog Irwen, was through the image that intersected allegory

with indexicality.

Tmnslarion by Qﬁlgl&l OZbCk



Tuz / Salt, 2012
Video, 3'30"
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FATOS IRWEN

Born in the historical Sir neighborhood in Diyarbakir, Turkey.

Lives and works in Istanbul and Diyarbakar.

EDUCATION
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Dicle University Visual Arts Department Painting Major

SOLO EXHIBITIONS
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Rd Bi Rd, Zilberman Istanbul, Turkey
Beginning, as part of Us.19 Fundemental Rights. 19 Artistic Positions.
curated by Kristina Volke, Bundestag-Berlin, Germany

2024 Improper, Galerie Stadtpark, Krems, Austria
2023 Str, Zilberman Berlin, Germany
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GROUP EXHIBITIONS
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Kristina Volke, Forum Kunst - Bundestag-Berlin, Germany

Under Pressure Above Water, curated by Niliifer Sasmazer, ARTER, Istanbul, Turkey
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Touch Nature, curated by Sabine Fellner, Lentos Kunstmuseum Linz, Austria
Access Kafka, curated by Shcllcy Harten, Jewish Museum Berlin, Germany

Evil Flowers, curated by Kyllikki Zacharias, Staatliche Museen zu Berlin, Scharf-
Gerstenberg Collection, Germany

Touch Nature, curated by Sabine Fellner, co-curator: Zeynep Sayin, Austrian
Cultural Forum Istanbul, Turkey

Distilled From Scattered Blue, curated by Karoly Aliotti, Galerist, Istanbul, Turkey
2019, curated by Yekhan Pinarligil, Zilberman Istanbul, Turkey

Transit, curated by Lotte Laub & Susanne Weifl, Zilberman Berlin, Germany
Things told by us, curated by Baris Seyitvan & Serdar Mutlu, Lausanne, Switzerland
Unfair Game, curated by Prar Ogrcnci, EXILE Gallery, Vienna, Austria

All water falls into language, curated by Naz Kocadere, Istanbul, Turkey

I am Nobody. Are you Nobody Too?, curated by Selen Ansen, Mesher, Istanbul, Turkey
Ivy, curated by Bagak Senova, Zilberman Istanbul, Turkey

The Promise of Grass, Mardin Biennial, curated by Adwait Singh, Mardin, Turkey
Yukart Bak, Sinirli Cografyanin Yildizli Ufuklari, curated by Yekhan Piarligil,
Niliifer Municipality, Bursa, Turkey

Of Paper, curator: Selin Akin, Ferda Art Platform, Istanbul, Turkey

Hassas Miidahale, curated by Ahmet Ergeng, Kiraathane Literature House, Istanbul,
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2018
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2016
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Not What You Think!, curator: hinterland, Azat Art Gallery, Tehran, Iran
Not What You Think!, Hinterland Galerie, Vienna, Austria

The Big Picture, curator: Zeynep Ozatalny, Amnesty International, DEPO
Istanbul, Turkey

27. Istanbul Art Fair, Tiyap Center for Fair and Congress, Istanbul, Turkey
Post-Peace, curator: Katia Krupennikova, Wiirccembergischer Kunstverein,
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Spain, Morocco, France, Austria, Iceland, Germany, USA and Japan.

Do Objects Have a Memory?, curator: Belma Ersu, Cer Modern, Ankara, Turkey
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Zeynep Sayin, Istanbul, Mardin, Jena, Leipzig, Viyana ve Linz'deki §e§itli iiniversitelerde edcbiyat ve
gorsel calismalar alanlarinda professr olarak ders vermigtir. Yayimlanmus kicaplari arasinda Mithat
§cn ve Beden Yazis1 (Kakniis, 1999), Noli me tangere (Kakniis, 2000), 1mgenin Pornograﬁsi (Metis,
2003), Kortiilitk Cemaatleri (Tekhne, 2016) ve Oliim Tcrbiyesi (2018) bulunmaktadir. Gizginin B0§1ugu,
(Norgunk, 2025).

Zeynep Sayin has raught asa proﬂ’ssor of literature and visual studies at various universities in Istanbul,
Mardin, Jena, Leipzig, Vienna, and Linz. She has published several books: Mithat $en ve Beden Yazis:
(Kakns, 19()9), Noli me tangere (Kakniis, 2000), ngcnin Pornograﬁsi (Metis, 2003), Koeiilitk Cemaatleri
(Tekhne, 2016), and Oliim Tcrbiycsi (2018). Cizginin 150§|ugu, (Norgunk, 2025).

5

Aybiike Sanug, sanat¢i ve Zilberman Istanbul’'un program yoneticisidir. Sanu¢’un sanat pratiginde lens
temelli yakla§1m1ar bclirgin bir yer tutmakradir. Giindelik kar§1]a§ma]arm barmdlrdlgl 6ng6rﬁlcmezlik
ve geli§kilerdcn beslenen iiretimlerinde, kamcrayl Oznenin igsel diinyasml agiga glkaran bir arag olarak
konumlandirir, Deneyscl film formatlar1 ve gortncii m:mipiilasyonlarlyla gall§an sanatgt, zichklar ve ironi
aracﬂlgl ile gt')rsel bir diigiinmc alam yaratmay1 amaglar‘ Mimar Sinan Giizel Sanatlar Universitesinde
Felsefe lisansini tamamlayan Sanug, §e§itli kiiltiir-sanat kurumlarida yer almug, ga]erilerde sanatgi
temsilcisi olarak ga11§m1§t1r. Yazilar1, Art Unlimited, Bant Mag ve Pilotenkueche gibi dcrgi ve

baglmsm mecralarda yaylmlanm1§tlr. Giincel olarak baglmsm kiiratorycl projcleri tizerine ¢aligmalarmi
stirdiirmekeedir.

Aybiike Sanug is an artist and works as Program Manager at Zilberman Istanbul. In her artistic practice,
lens-based ;1ppr0chcs hold a prominent placc. Drawing on the unprcdictabi]ity and contradictions

embedded in everyday encounters, she positions the camera as a tool to reveal the inner world of the

subject. Working with experimental film formats and image manipulations, she aims to create a space for

visual thinking through irony and contrasts. Sanug holds a BA Phi]osophy from Mimar Sinan Fine Arts
University. She has worked with various cultural insticutions, and has worked as an arcist representative
in galleries. Her writings have been published in magazines and independent platforms such as Are
Unlimited, Bant Mag, and Pilotenkueche. She currently continues working on independent curatorial

projects.
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