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Vision Art Platform, which has built bridges between artists and art lovers
with its out-of-the-box approach since the day it stepped into the art scene,
continues its works in the field of contemporary art in its place in Akaretler.

In addition to art and artist talks and various activities, there will also be
programs where art lovers can improve themselves on different topics about
art. Artists, curators, academics and art professionals, who are well-versed in
many subjects such as collecting, reading, art history, curatorial approaches,

will share their experiences with the participants.

So far, hosting the projects and works of artists Vision Art Platform
continues its preparations to present to the audience the exhibitions of new
names and well-known artists in the art world, which it intends to bring to
the art scene in the future.

Sanat diinyasina adim attig1 giinden bu yana, alisilmisin disinda yaklasimiyla
sanatcilar ve sanatseverler arasinda kopriiler kuran Vision Art Platform,
Akaretler’deki mekaninda ¢agdas sanat alanindaki ¢alismalarina devam ediyor.

Sanat ve sanatg¢1 soylesileri ve cesitli etkinliklerin yani sira, sanatseverlerin
sanatla ilgili farkli konularda kendilerini gelistirebilecekleri programlar da
diizenleniyor. Koleksiyonerlik, okuma, sanat tarihi, kiiratoryel yaklasimlar
gibi bircok konuda bilgi sahibi sanatgilar, kiiratorler, akademisyenler ve sanat
profesyonelleri, katilimcilarla deneyimlerini paylasiyor.

Simdiye kadar sanatg¢ilarin projelerine ve ¢alismalarina ev sahipligi yapan
Vision Art Platform, gelecekte sanat diinyasina kazandirmayi planladigi, sanat

diinyasindan yeni isimlerin ve taninmis sanatg¢ilarin sergilerini izleyiciyle
bulusturmak i¢in hazirliklarini siirdiiriiyor.
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unsellled

Gary Sangster

ar from refining debate and resisting discord, the contemporary moment has increasingly become an unwieldy,

uncertain time, where various forms of disbelief and conflict are actively eroding many fields of knowledge,

institutional systems, and social agreements, as well as severely impacting environmental and political stability. Artists,
perhaps uniquely, provide an individual framework for rethinking the fragile state of the world. A critical element of this
exhibition is how artists generate compelling aesthetic forms that address these real tensions inherent within contemporary
experience.

Unsettled is designed as an exhibition of leading contemporary artists whose work reflects on the kind of social, cultural, and
psychological tensions currently being experienced in communities and by individuals across the world. The range of key
issues addressed within the exhibition include climate change, nuclear proliferation, post-colonialism, conflict, migration,
racism, gender issues, or religion explored through a variety of media: photography, painting, sculpture, and video.

Nine established artists from Australia, Canada, the UK and the USA represent a cross-section of compelling 21st century
western modernism, a highly contested and restless frame of reference that powers art as a form of inquiry, a form of
engagement, or even a form of critical inquest into the conditions and powers operating within, above and below the surface
of lived experience in order to provide a new kind of aesthetic encounter with the real world.

Their work, as a sophisticated cultural enterprise within the visual, aesthetic realm can negotiate the confrontational
approaches of social and political space with much more subtlety and nuance. It is clear that artwork permits the discussions
of sensitive issues and disputed knowledge that might otherwise draw a blank, or be strongly resisted, obfuscated, or even
suppressed.

The explosive expansion of the contemporary art world continues to contemplate the role and efficacy of art and artists

in reinvigorating the cultural space for visual art and aesthetic experience. With a commitment to questioning and
reinterpreting all realms of social experiences, artists are finding critical material, and even agency, that far exceeds the limits
of critical aesthetic representation.

To suggest that this kind of work is not a recent phenomenon, but an ongoing and nascently expanding, developmental
cultural project the works in the exhibition are from 2002 through to 2025. What characterises the range work in this
exhibition is not media or subject matter, that is form and content, rather it is the degree of reflexivity in which the artists
self-consciously account for their role in isolating and documenting the world as both witnesses and participants in the
events captured and depicted though imagining the space and identities of events, places, and people in an entirely different
way.

Judith Barry's work activates the stage offered through art and installation to engage with dialogues about what and how
we see and know the world we inhabit. Her photograph, Model for Stage and Screen, documents a larger installation which is a
perceptual inquiry into looking and seeing that ‘demonstrates two of the many ways you cannot trust what you see as well
as how you are not in control of your vision.

Debra Dawes' work, Cover Up, an installation featuring a 5x10 metre piece of camouflage fabric offers a specific clue to
seeing the work as a real piece of (military) deception, and, more significantly, as metaphor for deliberate deceits and
duplicity.
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Stan Douglas’ work, Suspiria, originally commissioned for Documenta XI in Kassel, is now presented as a highly
nuanced work for a monitor with a six-hour run time and a disposition to frame the same events through many
different narrative angles. This ambitious work, possessing a distinct visual style descendent from Dario Argento’s
1977 horror movie of the same title, deliberately transmogrifies our sense of reality, using wide-ranging references
from Marx to Grimm’s fairy tales.

Merilyn Fairskye's photographs capture the lifeless remnants of the nuclear industry, a playground dominated
by a frozen Ferris wheel in Chernobyl, and the early morning dawn at the living quarters of the now-defunct
Maralinga nuclear test site, encapsulating an immense backstory, as well as a reverie on the fraught dangers of
unrestrained science-based ambition that are now distilled into a deep sense of loss and failure.

Rodney Graham’s work, Gary Oak, Galiano Island, dislocates our expected and self-comforting relationship to
nature by simply upending a stately tree; not only inverting it with disorienting effect, but draining it of colour,
making it a much starker, contrasted symbol in considering the innumerable threats to the natural environment.

David Maisel’s self-consciously evocative aerial photographs of industrial environmental impacts on the landscape
present a discordant and arresting sense of wonder, at the beauty of the images and their distinctive colour and
framing, in relation to the deformation and evolution of the actual sites of environmental decay.

Similarly, Mairéad McClean reorients familiar sensibilities in creating an almost-square diptych by rotating
landscape monitors 90 degrees and presenting a video composed of still and moving images filmed between 2019
and 2022. The video draws on the invisible presence of the Farset River running beneath Belfast city’s historically
troubled streets, using double and triple exposure, masking, layering and fading, to reflect how we see and how we
remember: not as fixed pictures, but as shifting impressions and connections shaped by time and emotion.

Both Gary Simmons and Carrie Mae Weems foreground race and representation in their work. Simmons, in the
dynamic yellow and grey painting of a building engulfed in flames, recalls the intensity and instantaneity of the
repeating discord of race riots in Los Angeles.

Weems’ elegantly constructed photograph, Colour Real and Imagined, features a portrait of singer, partially obscured
by bold, solid colour blocks, a modernist technique she uses to examine how colour and aesthetics, the lingua
franca of art, may unconsciously sway our understanding of race, politics, and gender.

Not all art is unsettled or unsettling, perhaps most of it. But when it is, it has a powerful resonant effect on

the viewer, not just echoing the usual sense of the world, but transforming our perceptions and relationships

to it. Despite an inherent visual sensuality, none of this work is easy imagery, a scene readily accessible, or

a story familiar and convenient. What underlies all of the work in Unsettled, is a compelling narrative impulse,
the creation of images that bear an extended time signature, telling stories, uncovering things unsaid, buried, or
undocumented. And reimagining them, unsettling the viewer in the process as we nervously navigate

a disquieting, disturbing, and unsettled world.
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kurumsal yapilari ve toplumsal uzlasilar1 asindiran, ayni zamanda gevresel ve politik istikrar1 ciddi bigimde sarsan

belirsiz ve 6ngodriilemez bir zamana dontismustiir. Farkl: tiirlerdeki inkar bigimleri ve catigsmalar, cagdas yasamin
pek cok temelini aktif olarak zayiflatmaktadir. Sanatcilar, diinyanin kirilgan durumunu yeniden diistinmek icin belki de
benzersiz bir cerceve sunar. Bu serginin temel unsurlarindan biri, sanatcilarin ¢cagdas deneyimin icinde yer alan bu gergek
gerilimlere karsilik veren giiclii estetik bicimler tiretme bigimleridir.

Gﬁm’jmﬁz, tartismay1 derinlestiren ve ayrismay yatistiran bir donem olmaktan uzaklasarak; bilgi alanlarini,

Unsettled, diinya genelinde topluluklar ve bireyler tarafindan deneyimlenen giincel toplumsal, kiiltiirel ve psikolojik
gerilimler {izerine diistinen, 6nde gelen ¢agdas sanatcilarin bir araya getirildigi bir sergi olarak tasarlanmistir. Sergide ele
alinan temel konular arasinda iklim krizi, niikleer yayilma, post-kolonyalizm, ¢atisma, gog, 1rkeilik, toplumsal cinsiyet ve
din yer alir. Bu meseleler; fotograf, resim, heykel ve video gibi farkli mecralar araciligiyla ele alinmaktadir.

Avustralya, Kanada, Birlesik Krallik ve Amerika Birlesik Devletleri'nden dokuz yerlesik sanatgi, 21. ylizy1l Batt
modernizminin gii¢lii bir kesitini temsil eder. Oldukga tartismali ve huzursuz bir referans alani olan bu gergeve, sanat1 bir
arastirma bicimi, bir etkilesim alani ve hatta yasantinin yiizeyinde, altinda ve {izerinde isleyen kosullara ve giiclere yonelik
elestirel bir sorgulama yontemi olarak konumlandirir. Bu yaklasim, gercek diinyayla yeni bir estetik karsilasma imkani
sunar.

Bu calismalar, gorsel ve estetik alanda gelismis bir kiiltiirel tiretim olarak, toplumsal ve politik alanin ¢atismact
dinamiklerini ¢ok daha incelikli ve katmanli bicimde ele alabilir. Sanat eserlerinin, aksi takdirde karsilik bulamayacak,
direngle karsilasacak, belirsizlestirilecek ya da bastirilacak hassas meseleler ve tartismali bilgi alanlar1 iizerine diistinmeye
alan agtig1 agiktir. Cagdas sanat diinyasinin hizli ve genisleyen yapisi, sanatin ve sanatgilarin gorsel sanatlar ve estetik
deneyim igin kiiltiirel alan1 nasil yeniden canlandirabilecegi sorusu etrafinda diistinmeye devam etmektedir. Toplumsal
deneyimin tiim alanlarini sorgulama ve yeniden yorumlama kararliligiyla, sanatcilar elestirel estetik temsilin sinirlarini
asan bir malzeme ve hatta bir etki alan1 (6znelesme) bulmaktadir.

Bu tiir bir tiretimin yeni bir olgu olmadigini, aksine gelismekte olan ve giderek genisleyen bir kiiltiirel proje oldugunu
vurgulamak adina, sergide yer alan isler 2002-2025 yillar1 arasini kapsamaktadir. Sergideki calismalarin ortak 6zelligi;
kullanilan mecra ya da ele alinan konular degil, sanatgilarin tanik ve katilimci olarak diinyay: nasil izole ettiklerini ve
belgelediklerini farkindalikla ele almalaridir. Olaylarin, mekénlarin ve kimliklerin alanini bambaska bigimlerde hayal
ederek, temsil edilen diinyaya elestirel bir mesafe kurarlar.

Judith Barry'nin ¢alismalari, sanat ve enstalasyon araciligiyla sunulan sahneyi harekete gecirerek, icinde yasadigimiz
diinyay1 nasil gordiiglimiiz ve bildigimiz hakkindaki diyaloglarla etkilesime giriyor. "Model for Stage and Screen" adli
fotografi, "gordiiklerinize giivenememenizin bir¢ok yolundan ikisini ve goriisiiniiziin kontroliiniin sizde olmadigin1"
gosteren, bakma ve gorme tizerine algisal bir sorgulama olan daha biiyiik bir enstalasyonu belgeliyor.

Debra Dawes’in Cover Up adli ¢alismasi, 5 x 10 metrelik kamuflaj kumasindan olusan bir yerlestirmedir. Eser, ilk bakista
gercek bir askeri aldatma nesnesi olarak okunabilecek ipuglari sunarken; daha derin bir diizeyde bilingli yanilsama,
gizleme ve ikiyiizliilik metaforu olarak islev gortir.
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Stan Douglas’in Suspiria adli calismasy, ilk olarak Kassel’de gerceklestirilen Documenta XI icin tiretilmistir. Alti
saatlik stiresi ve ayn1 olaylari farkli anlat1 perspektiflerinden ele alma yapisiyla, izleyiciye son derece katmanli bir
deneyim sunar.Dario Argento'nun 1977 yapimi ayni adli korku filminden esinlenen belirgin bir gorsel stile sahip bu
iddiali eser, Marx'tan Grimm masallarina kadar genis bir yelpazede referanslar kullanarak gerceklik algimizi kasith
olarak doniistiiriiyor.

Merilyn Fairskye’nin fotograflari, niikleer endiistrinin geride biraktig1 cansiz kalintilar: belgeler: Cernobil’de
donmus bir donme dolabin hakim oldugu bir oyun alan1 ve artik kullanilmayan Maralinga niikleer test sahasindaki
yasam alanlarinin safak vakti gortintiileri. Bu ¢alismalar, dizginlenmemis bilimsel hirsin tehlikelerine dair genis bir
arka plani, derin bir kayip ve basarisizlik duygusuyla birlikte sunar.

Rodney Graham’in Gary Oak, Galiano Island adli eseri, dogayla kurdugumuz alisilagelmis ve giiven veren iliskiyi
yerinden eder. Sanatgi, gorkemli bir agaci ters cevirerek hem yon duygusunu bozar hem de rengini geri ¢ekerek onu
dogaya yonelik sayisiz tehdidi diistinmek i¢in daha sert ve karsit bir simgeye doniistiiriir.

David Maisel’in endiistriyel faaliyetlerin evre {izerindeki etkilerini havadan belgeleyen fotograflari, goriintiilerin
estetik cekiciligi ile cevresel bozulmanin gercekligi arasindaki ¢eliskiyi ¢carpict bir bicimde ortaya koyar. Renk, kadraj
ve Oleek, cevresel yikimin evrilen yiizeyleriyle yan yana gelerek rahatsiz edici bir hayranlik duygusu yaratir.

Benzer sekilde, Mairéad McClean de alisildik algilar1 yeniden yonlendirir. Sanatgi, manzara monitorlerini 90
derece dondiirerek neredeyse kare formunda bir diptige doniistiiriir ve 2019-2022 yillar1 arasinda ¢ekilmis duragan
ve hareketli goriintiilerden olusan bir video sunar. Video, Belfast’in tarihsel olarak sorunlu sokaklarinin altinda
akan Farset Nehri’'nin goriinmez varligindan beslenir. Cift ve {i¢li pozlama, maskeleme, katmanlama ve solma gibi
tekniklerle, gorme ve hatirlama bigimlerimizi sabit imgeler olarak degil, zaman ve duygularla sekillenen degisken
izlenimler olarak ele alir.

Gary Simmons ve Carrie Mae Weems'in ¢aligsmalari, 1rk ve temsil meselelerini 6n plana ¢ikarir. Simmons,
alevler icinde kalan bir binay1 betimledigi dinamik sar1 ve gri tonlardaki resminde, Los Angeles’ta tekrar eden 1rk
ayaklanmalarinin yogunlugunu ve ani patlak veren dogasini ¢agristirir.

Weems’in 6zenle kurgulanmis Color Real and Imagined adli fotografi ise, bir sarkicinin portresini giiclii ve diiz renk
bloklariyla kismen Orter. Sanat¢inin modernist bir strateji olarak kullandigi bu yaklasim, sanatin ortak dili olan renk
ve estetigin, 1rk, politika ve toplumsal cinsiyet algimizi nasil bilingdis1 bicimde etkileyebilecegini sorgular.

Her sanat eseri huzursuz ya da rahatsiz edici degildir; belki de cogu degildir. Ancak boyle oldugunda, izleyici tizerinde
gliclti ve kalici bir etki yaratir. Bu isler, yalnizca diinyaya dair bildik algilar1 tekrar etmekle kalmaz; onlar1 dontistiiriir.
Gorsel ¢ekiciligine ragmen, Unsettled kapsamindaki hicbir eser kolay tiiketilebilir imgeler sunmaz. Bunlar, tanidik

ve rahatlatici hikayeler degildir. Sergideki tiim islerin ortak paydasi, giiclii bir anlat1 diirtiisiidiir: zamanla agilan,
sOylenmemis, gomiilii ya da belgelenmemis olani goriiniir kilan imgeler iiretmek. Bu siiregte izleyiciyi de huzursuz
ederek, rahatsiz edici ve belirsiz bir diinyada temkinli bir sekilde yol almaya davet eder.



JUDITH BARRY
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Judith Barry (b. 1954) is an American feminist
contemporary artist and theorist working across video,
film, photography, performance, installation, and writing.
Her work is shaped primarily around concepts of media,
representation, gender, the gaze, and ideology. Barry
has been influential since the 1980s for her approach
that intertwines artistic production with critical theory.
Barry is associated with the New York-based Pictures
Generation, a group that critically reexamined mass
media, cinema, and popular culture. In her work,

she interrogates how Hollywood cinema, television,
advertising language, and modernist art history produce
gendered regimes of looking.

The representation of the female body—along with
desire, identity, and power relations—lies at the core

of her practice. She frequently employs multi-channel
video installations and site-specific constructions. The
viewer is not positioned as a passive observer; rather,
through the relationships between image, sound, and
space, the viewer becomes part of a critical experience.
By fragmenting or overlapping narratives, Barry

reveals how the structures of visual culture that are
commonly perceived as “natural” are in fact ideologically
constructed. Judith Barry is also an important writer and
academic. She has contributed to influential feminist
film and culture journals such as Camera Obscura, offering
theoretical insights into the relationships between visual
culture, feminism, and psychoanalysis. In this sense, her
production is evaluated not only through her artworks,
but also through her intellectual impact. Her works

have been exhibited and collected by major institutions
including MoMA, Tate Modern, and the Whitney Museum
of American Art. In summary, Judith Barry’s practice
presents a critical and political artistic language that
exposes the invisible power structures of visual culture
and compels viewers to reflect on their ways of looking.

10

Judith Barry (d. 1954), video, film, fotograf,
performans, yerlestirme ve yazi alanlarinda calisan,
Amerikali feminist cagdas sanatg1 ve teorisyendir.
Calismalar1 6zellikle medya, temsil, toplumsal
cinsiyet, bakis (gaze) ve ideolojikavramlari etrafinda
sekillenir. Barry, sanat tiretimi ile elestirel teoriyi

i¢ ice geciren yaklasimiyla 1980’lerden itibaren

etkili olmustur. Barry, New York merkezli Pictures
Generation ¢evresiyle iliskilendirilir; bu kusak, kitle
iletisim araglarini, sinemay1 ve popiiler kiiltiirii elestirel
bi¢imde yeniden ele almistir. Sanatg¢i, Hollywood
sinemasi, televizyon, reklam dili ve modernist sanat
tarihinin nasil cinsiyetlendirilmis bakis rejimleri
{irettigini sorgular. Ozellikle kadin bedeninin temsil
bi¢imleri, arzu, kimlik ve gii¢ iliskileri onun pratiginin
merkezindedir.

Sanatinda siklikla ¢ok kanalli video enstalasyonlari

ve mekana 6zgii kurgu kullanir. izleyici, pasif bir
konumda birakilmaz; aksine goriintii, ses ve mekan
iliskileri araciligiyla elestirel bir deneyimin pargasi
haline getirilir. Barry, anlatiy1 parcalayarak ya da
cakistirarak, gorsel kiiltliriin “dogal” kabul edilen
yapilarinin aslinda ideolojik olarak insa edildigini
aciga cikarir. Judith Barry ayni zamanda énemli bir
yazar ve akademisyendir. Camera Obscura gibi etkili
feminist film ve kiiltiir dergilerinde yazmis; gorsel
kiltiir, feminizm ve psikanaliz iligkisi izerine teorik
katkilar sunmustur. Bu yoniiyle tiretimi, yalnizca sanat
nesneleriyle degil, diistinsel etkisiyle de degerlendirilir.
Eserleri MoMA, Tate Modern, Whitney Museum of
American Art gibi 6nemli kurumlarda sergilenmis

ve koleksiyonlara girmistir. Ozetle Judith Barry’nin
pratigi, gorsel kiiltiiriin gériinmez iktidar yapilarini
aciga ¢ikaran, izleyiciyi bakma bigimleri iizerine
diisinmeye zorlayan elestirel ve politik bir sanat dili
sunar.




Model for Stage and Screen

Judith Barry’s feminist and critical practice developed in

the 1980s finds a highly representative example in Model

for Stage and Screen (1986). This work forms part of Barry’s
broader inquiry into the gaze, representation, and the
transformation of women into objects of viewing across
theatrical, cinematic, and exhibition spaces. During this
period, the artist investigates the position of the viewer

and the ways in which visual regimes—stage, camera,

shop window, gallery—operate. Her works are designed to
disrupt what are conventionally accepted as “natural” ways
of seeing women. Barry treats the stage, the screen, and the
exhibition space not as neutral arenas, but as ideological
apparatuses. She uses photography not as an image that
simply “shows” a woman, but as a tool that exposes how
the gaze itself is produced. The female body becomes a
surface arranged for stage and screen; it appears as a subject,
yet in fact represents the functioning of the visual system
itself. In a statement directly connected to this work, Barry
emphasizes the following for the Model for Stage and Screen
series: the “model” is not the person posing, but a schema
for how woman is to be represented. The green light and
artificial atmosphere detach the figure from reality, turning
her into an image that can be positioned and replaced. As the
viewer looks at the woman, they are simultaneously forced to
become aware of their own mode of looking.

Judith Barry’nin 1980’lerde gelistirdigi feminist ve elestirel
pratigin oldukc¢a temsili bir 6rnegi. Model for Stage and Screen
(1986), Barry’nin tiyatro, sinema ve sergi mekanlarinda
“bakis” (gaze), temsil ve kadinin izlenen bir nesneye
dontstlirtilmesi tizerine yiiriittiigii sorgulamanin pargasidir.
Sanatg1 bu donemde, izleyicinin konumunu ve gorsel
rejimlerin (sahne, kamera, vitrin, galeri) nasil ¢alistigini
arastirir. Calismalar: “kadinin temsiline dair dogal kabul
edilen gérme bicimlerini bozmak” i¢in tasarlanir. Sahne,
ekran ve sergi mekanini nétr alanlar degil, ideolojik aygitlar
olarak ele alir. Fotografi “kadini gésteren bir imge” olarak
degil, bakisin nasil iiretildigini agiga ¢ikaran bir arag olarak
kullanir. Kadin bedeni, sahne ve ekran icin diizenlenmis bir
yiizey haline gelir; 6zne gibi goriiniir ama aslinda goriinti
sisteminin isleyisini temsil eder. Bu ise dogrudan baglanan
aciklama Barry, Model for Stage and Screen serisi i¢in sunu
ozellikle belirtir: “Model”, poz veren kisi degil, kadinin
nasil temsil edilecegine dair bir semadir. Yesil 151k ve yapay
atmosfer, figiirii gerceklikten koparir ve onu yerlestirilebilir
/ degistirilebilir bir imgeye déniistiiriir. izleyici, kadina
bakarken ayni anda kendi bakma bi¢imini fark etmek
zorunda kalir.

Model for Stage and Screen, 1986

Archival pigment print | Arsivsel pigment bask
101,6 x 127 cm, Ecﬁtion of 4,1 AP

Courtesy of the Artist
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Cover Up, 2006

Textile | Tekstil,
5x10m
Courtesy of the Artist
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Debra Dawes (b. 1955) is an Australian contemporary
painter best known for her abstract paintings of grid-
like structures and geometric patterns. She has been

a practicing artist since the early 1980s and is seen as
one of the leading figures in Australian abstract art. She
has held over 25 solo exhibitions, been part of more
than 60 group exhibitions and her works are held in
national, state and private collections around Australia.

Dawes’ practice is based in reductive abstract
painting, using alternating colours, patterns, and
geometric forms. She frequently employs formal
structures such as grids, planes, volume, space, and
line. Her work engages with a broad range of ideas,
including mediating personal experience, examining
the relationship between knowledge and perception,
exploring feminist theory and power relations,

and critiquing political language and institutional
structures. Critical interpretations of her practice have
referenced space as social commentary, perceptual
activation, and investigations into the nature and form
of the painted image, including the tension between
seduction and resistance of the viewer’s gaze. Dawes
worked at the Sydney College of the Arts, University
of Sydney, initially as a lecturer before later becoming
Director of the Graduate Program.

Dawes has held over 25 solo exhibitions from 1983
with her most recent being in 2017. She has exhibited
across Australia in Melbourne, Sydney, Canberra and
Perth and in Groningen, The Netherlands. She has also
exhibited in more than 60 group exhibitions from as
early as 1984, both nationally throughout Australia
and internationally in Italy, Hong Kong. Dawes has
received numerous Australian grants and awards. She
has been a recipient of the Australia Council grant
four times, in 1990, 1994, 1997 and 2004, and in 2010
she was awarded the Redlands Westpac Art Prize.
Dawes' artworks are held in many collections Australia
wide. Her work is collected by the National Gallery of
Australia, National Gallery of Victoria, Art Gallery of
New South Wales, Art Gallery of Western Australia and
the Queensland Art Gallery. Universities that collect
her works are Murdoch University, the University of
Queensland and the University of Wollongong. Her
work is also collected by numerous regional and private
collections such as Macquarie Bank, Artbank, Allen,
Allen & Hemsley, Powerhouse Museum, Wesfarmers
Arts, Cruthers Collection of Women's Art and the New
England Regional Art Museum.
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Debra Dawes (d. 1955), 1zgara benzeri yapilar ve geometrik
desenlerden olusan soyut resimleriyle taninan Avustralyali
¢agdas bir ressamdir. 1980’lerin basindan bu yana aktif
olarak sanat pratigini siirdiirmekte olup, Avustralya

soyut sanatinin 6nde gelen figiirlerinden biri olarak kabul
edilmektedir. 25’in {izerinde kisisel sergi agmis, 60’tan fazla
karma sergide yer almis ve eserleri Avustralya genelinde
ulusal, eyalet ve 6zel koleksiyonlarda bulunmaktadir.

Dawes’un sanatsal pratigi, dontisiimsel (reductive) soyut
resme dayanmakta; doniistimli renkler, desenler ve
geometrik formlar kullanmaktadir. Siklikla 1zgara, diizlem,
hacim, mekan ve ¢izgi gibi bi¢cimsel yapilardan yararlanir.
Calismalari; kisisel deneyimin arabuluculugu, bilgi ile

alg1 arasindaki iliskinin incelenmesi, feminist teori ve

gli¢ iliskilerinin arastirilmasi ile politik dilin ve kurumsal
yapilarin elestirisi ddhil olmak tizere genis bir fikir
yelpazesiyle iliski kurar. Pratigine yonelik elestirel yorumlar,
mekanin toplumsal bir yorum olarak ele alinmasina, algisal
etkinlesmeye ve boyanmis imgenin dogasi ile bigimine
yonelik arastirmalara atifta bulunmus; izleyici bakisinin
bastan ¢ikariciligl ile direnci arasindaki gerilimi de bu
kapsamda degerlendirmistir. Dawes, Sydney Universitesi
biinyesindeki Sydney College of the Arts’ta 6nce 6gretim
gorevlisi olarak calismis, daha sonra Lisansiistii Program
Direktorii olmustur.

Dawes, 1983’ten bu yana 25’in iizerinde kisisel sergi agmis
olup, en son kisisel sergisini 2017 yilinda gergeklestirmistir.
Melbourne, Sydney, Canberra ve Perth’te olmak iizere
Avustralya genelinde ve Hollanda’nin Groningen kentinde
sergiler agmistir. Ayrica 1984 gibi erken bir tarihten
itibaren, Avustralya genelinde ulusal &lcekte ve Italya ile
Hong Kong’da uluslararasi diizeyde olmak iizere 60’tan fazla
karma sergide yer almistir. Dawes, ¢ok sayida Avustralya
bursu ve 6diilii kazanmistir. Australia Council bursunu
1990, 1994, 1997 ve 2004 yillarinda olmak {izere dort kez
almis; 2010 yilinda ise Redlands Westpac Art Prize’a layik
goriilmistiir. Dawes’un eserleri Avustralya genelinde birgcok
koleksiyonda yer almaktadir. Calismalari; National Gallery
of Australia, National Gallery of Victoria, Art Gallery of
New South Wales, Art Gallery of Western Australia ve
Queensland Art Gallery koleksiyonlarinda bulunmaktadir.
Eserlerini koleksiyonlarinda bulunduran iiniversiteler
arasinda Murdoch University, University of Queensland ve
University of Wollongong yer almaktadir. Ayrica ¢alismalari
Macquarie Bank, Artbank, Allen, Allen & Hemsley,
Powerhouse Museum, Wesfarmers Arts, Cruthers Collection
of Women’s Art ve New England Regional Art Museum gibi
¢ok sayida bdlgesel ve 6zel koleksiyonda da yer almaktadir.

Cover Up

Understanding that art is a powerful vehicle for
reiterating belief and shared values, Dawes has
continually explored ways to breach topics that
resonate with some of the most palpable experiences of
civic life. In a radical departure in technique, eschewing
painting, but not in form, adhering to her quasi-
monochromatic systems, huge scale, and repetition
across a surface, in her dramatic visceral work, Cover
up, Dawes creates a massive quasi-painting, a sculptural
screen in fact, produced from a found-object, a huge
expanse of camouflage fabric. Presented as a huge white
curtain or massive veil, draped from the ceiling to the
floor, this work is a towering, involving and evanescent
object that captivates through its soft, ambient
presence and its impressively ambitious scale. Not
exactly diaphanous and neither immersive nor invasive,
Cover up is gently static, its fluidity weighted towards
the floor through its sheer volume, it is a work that
hovers in the background, an ambiguous self-effacing
and self-conscious presence. A ‘cover up’, as we know
is a double lie, when self-dealing, unethical or illegal
behaviour, usually by powerful regulatory agents, is
caught out or comes to light in some accidental way,
perhaps in not an entirely provable way, and then,

in response, deliberate actions are taken, often with
grave results and in secret, to try to suppress the truth,
circumvent public disclosure, and avoid accepting the
consequences of the initial bad behaviour. (Think: war
crimes, police brutality, political bribery, the Catholic
Church.)

To allude to the disdainful cover up with an article
designed to conceal and protect, an aircraft camouflage
fabric, a ‘cover up’ with seemingly good intentions, is a
nuanced inversion, a double negative, and suggests that
even the best intentions are at risk from

bad actors and unruly contaminants.

Cover Up, 2006
Textile | Tekstil,
5x10m

Courtesy of the Artist

Sanatin inanglar1 ve paylasilan degerleri yeniden iiretmede
gli¢lii bir ara¢ oldugunun bilinciyle Dawes, kamusal
yasamin en somut deneyimlerinden bazilariyla yanki

bulan konulara temas etmenin yollarini siirekli olarak
arastirmistir. Teknik agidan radikal bir kopusla—resmi terk
ederek, ancak bicimden vazge¢gmeden; yari-monokromatik
sistemlerine, biiyiik 6lgege ve ylizey boyunca tekrara bagh
kalarak—Dawes, Cover up adl1 ¢arpici ve bedensel (visceral)
calismasinda devasa bir yari-resim yaratir; aslinda bu,
bulunan bir nesneden tiretilmis, heykelsi bir perdedir:
genis bir kamuflaj kumasi yiizeyi. Tavandan zemine dogru
sarkitilmis devasa beyaz bir perde ya da biiyiik bir 6rtii
olarak sunulan bu is, yumusak ve ortami saran varligi

ile etkileyici derecede iddial1 6l¢egi sayesinde izleyiciyi
icine ¢eken, gecici ve heybetli bir nesnedir. Tam anlamiyla
saydam olmayan; ne biitiiniiyle kapsayici ne de istilaci olan
Cover up, nazik¢e duragandir. Akiskanligi, sahip oldugu
muazzam hacim nedeniyle zemine dogru agirlik kazanir;
arka planda salinan, belirsiz, kendini geri plana ¢eken

ve ayn1 zamanda 6z-farkindalikl bir varlik olarak durur.
Bildigimiz {izere bir “cover up” (6rtbas etme), ¢ift katmanli
bir yalandir: Genellikle giiclii diizenleyici aktorler tarafindan
gerceklestirilen, kisisel ¢ikara dayali, etik dis1 ya da yasa
dis1 bir davranis, ¢cogu zaman tamamen kanitlanamayacak
bi¢cimde, tesadiifi bir yolla ortaya ¢iktiginda; buna karsilik,
gercegi bastirmak, kamusal ifsay1 engellemek ve ilk hatali
davranisin sonuglarini iistlenmekten kaginmak amaciyla,
siklikla agir sonuglar doguran ve gizlice yiiriitiilen bilingli
eylemler devreye sokulur. (Diisiiniin: savas suglari, polis
siddeti, politik riisvet, Katolik Kilisesi.)

Asagilayici bir 6rtbas etme eylemine, gizlemek ve korumak
iizere tasarlanmis bir nesneyle—bir ugak kamuflaj
kumasiyla—gonderme yapmak; goriiniirde iyi niyetli bir
“cover up”, incelikli bir tersine ¢evirme, bir ¢ift olumsuzluk
yaratir ve en iyi niyetlerin bile kotii aktorler ve kontrolsiiz
kirleticiler karsisinda risk altinda olabilecegini ima eder.

1



STAN DOUGLAS

Conad

Suspiria, 2003

Monitor Version: Single channel video

w/ sound, 1 hour of stories and 6 alternate audio tracks
2 DVDs, Duration 6 hours

Monitér Versiyonu: Tek kanalli video

sesli, 1 saatlik hikaye ve 6 alternatif ses pargasi, 2 DVD
Each disc signed Edition 1/10

Courtesy of the Artist and David Zwirner, NYC

18




Stan Douglas (b. 1960) is one of the most significant
figures in Canadian contemporary art, working across
photography, film, video, and installation. His practice
focuses on history, memory, representation, modernity,
and power relations, and he is particularly known for
reconstructing suppressed or overlooked historical
narratives. Born in Vancouver, Douglas studied at

Emily Carr University of Art and Design and, from

the 1980s onward, became one of the leading figures

of the Vancouver School, alongside artists such as Jeff
Wall and Rodney Graham. In this context, he uses
photography and film as tools for cinematic construction
and critical historiography. Douglas’s practice often
involves retrospective reenactments. However, rather
than producing nostalgic narratives, these reconstructions
reveal historical rupture points and possible alternatives
through complex structures. Jazz music, modernist
architecture, literature, and film history serve as key
reference areas in his work. Repetition, looping, and
multi-narrative structures deliberately disrupt the linear
flow of time. Notable projects by the artist include
Hastings Park (referencing Canadian history in 1965), Win,
Place or Show, Luanda-Kinshasa, and Disco Angola. These
works address the relationships between colonialism,
race, class, and cultural production, making visible the
unseen histories of the Black diaspora and the global
impacts of modernity. Stan Douglas’s works have been
exhibited and collected by major international platforms
such as Documenta, the Venice Biennale, MoMA, Tate
Modern, and the Centre Pompidou. His art is regarded as
a powerful contemporary practice that combines historical
research with cinematic aesthetics, engaging viewers both
intellectually and sensorially.

Hij

Stan Douglas (d. 1960), fotograf, film, video ve
enstalasyon alanlarinda calisan, Kanadali ¢cagdas sanatin
en onemli figiirlerinden biridir. Calismalari; tarih, bellek,
temsil, modernite ve gii¢ iliskileri tizerine yogunlasir

ve ozellikle bastirilmis ya da gérmezden gelinmis tarihsel
anlatilar1 yeniden kurmasiyla taninir. Vancouver dogumlu
Douglas, Emily Carr University of Art and Design’da
egitim ald1 ve 1980’lerden itibaren Vancouver Okulu
olarak anilan sanat¢1 kusaginin (Jeff Wall, Rodney
Graham ile birlikte) 6nde gelen isimlerinden biri oldu.
Bu baglamda fotografi ve filmi, sinematografik bir

kurgu ve elestirel tarih yazimi araci olarak kullanir.
Douglas’in pratigi siklikla gegmise doniik yeniden
canlandirmalar tizerine kuruludur. Ancak bu yeniden
insa, nostaljik bir anlatidan ¢ok, tarihsel kirilma anlarini
ve olasi alternatifleri agiga ¢ikaran karmasik yapilar
icerir. Islerinde caz miizik, modernist mimari, edebiyat
ve sinema tarihi dnemli referans alanlaridir. Tekrar,
dongii ve ¢oklu anlat1 yapilari, zamanin dogrusal akisini
bilingli olarak bozar. Sanat¢inin bilinen projeleri
arasinda Hastings Park (1965 Kanada tarihine génderme),
Win, Place or Show, Luanda-Kinshasa ve Disco Angola gibi
isler yer alir. Bu ¢alismalar, somiirgecilik, 1rk, sinif ve
kilttirel tiretim arasindaki iliskileri ele alir. Douglas,
ozellikle siyah diasporaya ve modernitenin kiiresel
etkilerine dair gortinmeyen tarihleri goriiniir kilar.

Stan Douglas’in eserleri Documenta, Venedik Bienali,
MoMA, Tate Modern, Centre Pompidou gibi 6nemli
uluslararasi platformlarda sergilenmis ve koleksiyonlara
girmistir. Sanati, tarihsel arastirma ile sinemasal

estetigi birlestiren, izleyiciyi hem entelektiiel hem de
duyusal olarak i¢ine ¢eken gliglii bir cagdas pratik

olarak degerlendirilir.

Suspiria

Suspiria is one of Stan Douglas’s video works that brings
together concepts of film history, music, repetition,
and atmosphere. The work takes its title from Dario
Argento’s 1977 cult horror film Suspiria; however,
Douglas’s piece is not a direct adaptation or narrative
translation. Instead, it offers a conceptual rethinking
based on the film’s emotional tone, sense of tension,
and structural qualities. In this work, Douglas centers
on music and atmosphere—two of the most distinctive
elements of horror cinema. The music by the band
Goblin, which played a defining role in Argento’s film,
gains equal power to the visual narrative in Suspiria. By
using the repetitive structure and rhythm of the music,
Douglas renders time cyclical and disrupts the linear
flow of narrative. Rather than presenting a clear story
progression, the work emphasizes states of waiting,
repetition, and tension. The viewer anticipates an
event, yet this expectation is continually postponed.
This strategy is characteristic of Douglas’s practice:

by suspending narrative, he sharpens the viewer’s
perception. Suspiria also reflects Douglas’s approach to
blurring the boundaries between popular culture and
high art. A reference from genre cinema—specifically
horror—becomes here a modernist inquiry into time
and representation. The work analyzes not fear itself,
but the mechanisms that produce fear through light,
sound, repetition, and anticipation. Ultimately, Suspiria
demonstrates Douglas’s understanding of cinema not
merely as a narrative form, but as a historical and
structural field of thought. Drawing the viewer into
atmosphere rather than events, the work transforms
tension into a quiet, intellectual experience.

detail

Suspiria, 2003

Monitor Version: Single channel video

w/ sound, T hour of stories and 6 alternate audio tracks
2 DVDs, Duration 6 hours

Monitsr Versiyonu: Tek kanalli video

sesli, 1 saatlik hikaye ve 6 alternatif ses pargasi, 2 DVD
Each disc signed Edition 1/10

Courtesy of the Artist and David Zwirner, NYC

Suspiria, Stan Douglas’in sinema tarihi, miizik, tekrar
ve atmosfer kavramlarini bir araya getirdigi video
calismalarindan biridir. Eser, adin1 {talyan yonetmen
Dario Argento’nun 1977 tarihli kiilt korku filmi
Suspiriadan alir; ancak Douglas’in isi dogrudan bir
uyarlama ya da anlat1 aktarimi degildir. Daha ¢ok
filmin duygusal tonu, gerilim hissi ve yapisal 6zellikleri
tizerinden kavramsal bir yeniden diisiinme sunar.
Douglas bu ¢alismada, korku sinemasinin en ayirt edici
unsurlarindan biri olan miizik ve atmosferi merkeze alir.
Argento’nun filminde belirleyici rol oynayan, Goblin
grubunun miizigi; Suspiria’da gorsel anlatiyla esdeger
bir gii¢ kazanir. Douglas, miizigin tekrar eden yapisini
ve ritmini kullanarak zamani déngiisel hale getirir,
anlatinin dogrusal akisini bozar. Eserde net bir hikdye
gelisimi yerine, bekleme, tekrar ve gerilim hali 6n
plandadir. izleyici, bir olayin patlak vermesini bekler;
fakat bu beklenti siirekli ertelenir. Bu durum, Douglas’in
pratiginde sikga goriilen bir stratejidir: anlatinin askiya
alinmasi yoluyla izleyicinin algisinin keskinlestirilmesi.
Suspiria, ayni zamanda Douglas’in popiiler kiiltiir ile
yiiksek sanat arasindaki sinirlar: bulaniklastirma
yaklasimini yansitir. Korku sinemasi gibi “tiir” sinemasina
ait bir referans, burada modernist bir zaman ve

temsil sorgusunadoniisiir. Eser, korkunun kendisinden
¢ok, korku tiretme mekanizmalarini 151k, ses, tekrar ve
beklenti analiz eder. Sonug olarak Suspiria, Stan
Douglas’in sinemay1 yalnizca bir anlat1 bi¢imi olarak
degil, tarihsel ve yapisal bir diisiinme alan1 olarak ele
aldigini gosteren bir calismadir. izleyiciyi olaylardan
ziyade atmosferin i¢ine ¢eken eser, gerilim duygusunu
sessiz ve entelektiiel bir deneyime doniistiirir.
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MERILYN FAIRSKYE

Alustalia

Merilyn Fairskye (b. 1960) is an Australian
contemporary photographer and new media artist
whose work focuses on the relationships between time,
perception, the body, scientific knowledge, and digital
technologies. She is known for using photography not
as a documentary tool, but as a field for intellectual
and conceptual inquiry. Born in Melbourne, Fairskye
completed her education at the Victorian College

of the Arts. While she initially worked with analog
photography early in her career, she gradually turned
toward digital imaging, video, and data-based visuals.
This transition made the tension between human
experience and scientific measurement systems more
visible in her work. In Fairskye’s practice, the body

is often approached through biological and chemical
processes. Cellular structures, blood circulation, genetic
data, or microscopic images shift human existence
away from the personal and into a universal and
material plane. This approach creates a sense of both
distance and vulnerability for the viewer. The artist

is particularly known for her high-resolution digital
prints. These works evoke medical imaging techniques
or scientific diagrams, while simultaneously functioning
as abstract and aesthetic compositions. In doing so,
Fairskye questions the boundary between the supposed
neutrality of information and visual aesthetics. Merilyn
Fairskye’s works are held in the collections of major
Australian institutions such as the National Gallery

of Victoria, the Art Gallery of New South Wales, and
the Queensland Art Gallery. Her art carries a quiet yet
intense conceptual depth that invites viewers to think
about the human body, time, and technology together.
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Merilyn Fairskye (d. 1960), Avustralyali

cagdas bir fotograf ve yeni medya sanatgisidir.
Calismalari; zaman, algi, beden, bilimsel bilgi ve
dijital teknolojiler arasindaki iliskilere odaklanir.
Fairskye, fotografl belgesel bir aragtan ziyade,
diisiinsel ve kavramsal bir sorgulama alani olarak
kullanmasiyla taninir. Melbourne dogumlu

sanat¢i, egitimini Victorian College of the Arts’ta
tamamladi. Kariyerinin erken déneminde analog
fotografla calisirken, zamanla dijital goriintiileme,
video ve veri temelli gorsellere yoneldi. Bu gegis,
onun sanatinda insan deneyimi ile bilimsel &l¢iim
sistemleri arasindaki gerilimi daha goriiniir hale
getirdi. Fairskye’nin pratiginde beden, ¢ogu zaman
biyolojik ve kimyasal siirecler iizerinden ele alinir.
Hiicre yapilari, kan dolasimi, genetik veriler ya

da mikroskobik goriintiiler; insan varligini kisisel
olandan ¢ikarip evrensel ve maddesel bir diizleme
tasir. Bu yaklasim, izleyicide hem mesafe hem de
kirilganlik hissi yaratir. Sanatgi 6zellikle yliksek
¢oziintrliiklii dijital baskilari ile bilinir. Bu isler, tibbi
goriintiileme tekniklerini ya da bilimsel diyagramlari
cagristirirken, ayni zamanda soyut ve estetik
kompozisyonlar olarak da okunur. Fairskye, boylece
bilginin tarafsizlig1 ile gorsel estetik arasindaki sinir1
sorgular. Merilyn Fairskye’nin eserleri National
Gallery of Victoria, Art Gallery of New South Wales,
Queensland Art Gallerygibi 6nemli Avustralya
kurumlarinin koleksiyonlarinda yer alir. Sanati;
insan bedenini, zamani ve teknolojiyi bir arada
diisiinmeye davet eden, sessiz ama yogun

bir kavramsal derinlik tasir.

Focus Infinity Il

Focus Infinity Il (4.47am, 11 May 2024, Maralinga village), 2024
Pigment print | Pigment baski, 81 x 218 cm

Edition of 5

Courtesy of the Artist

Focus Infinity III clearly reflects Merilyn Fairskye’s practice
centered on time, perception, and the material reality

of the human body. The work belongs to her projects
situated at the intersection of photography and data-based
visual language, produced through scientific imaging
techniques and digital technologies. At first glance,

the work presents a visual structure expanding outward
from a central point, evoking either an abstract surface

or a cosmic image. This structure suggests both
microscopic and infinite scales: the viewer struggles

to determine whether the image depicts a cell or the
depths of the universe. Fairskye deliberately employs this
ambiguity to question the limits of perception and the
ways humans understand the world. As its title suggests,
Focus Infinity III revolves around the concepts of focus and
infinity. While the image concentrates on a single center,
it simultaneously creates a sense of an unfixed, constantly
expanding field. This condition makes visible the tension
between the limited perceptual capacity of the human
body and the claim of objectivity in scientific knowledge.
Rather than directly representing the body, Fairskye
constructs a visual language that implies biological

and physical processes. In this way, human existence is
removed from personal or emotional narrative and placed
within a universal, measurable, and material plane.

The calm and controlled composition invites the viewer to
slow down and look attentively. Ultimately, Focus Infinity 111
is a powerful work that brings together the central themes
of science, perception, and time in Merilyn Fairskye’s art.
By compelling the viewer to think on both microscopic and
cosmic scales, the work reexamines humanity’s place in
the universe through perception and knowledge.

Focus Infinity 111, Merilyn Fairskye’nin zaman, algi ve insan
bedeninin maddesel gergekligi {izerine yogunlasan
pratigini agik bicimde yansitan bir eseridir. Calisma,
sanat¢inin bilimsel goriintiileme tekniklerinden ve dijital
teknolojilerden yararlanarak tirettigi, fotograf ile veri
temelli gorsel dilin kesisiminde konumlanan isleri
arasinda yer alir. Eserde, ilk bakista soyut bir yiizey ya da
kozmik bir goriintii izlenimi veren, merkezden disa dogru
genisleyen bir gorsel yap1 dikkat ¢eker. Bu yapi, hem
mikroskobik hem de sonsuz Slgek ¢agrisimi yapar: izleyici,
goriintiiniin bir hiicreye mi yoksa evrenin derinliklerine
mi ait oldugunu ayirt etmekte zorlanir. Fairskye bu
belirsizligi bilingli olarak kullanir; alginin sinirlarini

ve insanin diinyay1 anlama bi¢imini sorgular. Focus
Infinity 111, adindan da anlasilacag: iizere odaklanma ve
sonsuzluk kavramlar: etrafinda sekillenir. Goriintd, tek
bir merkeze yogunlasirken ayni zamanda sabitlenemeyen,
stirekli genisleyen bir alan hissi yaratir. Bu durum, insan
bedeninin sinirli algt kapasitesi ile bilimsel bilginin
“nesnel” iddias1 arasindaki gerilimi goriiniir kilar.
Fairskye’nin bu eseri, bedeni dogrudan temsil etmekten
kaginir; bunun yerine biyolojik ve fiziksel siiregleri ima
eden bir gorsel dil kurar. Bdylece insan varligi, kisisel ya
da duygusal bir anlatidan ¢ikarak evrensel, 6lctilebilir

ve maddesel bir diizleme tasinir. Estetik agidan sakin ve
kontrollii olan kompozisyon, izleyiciyi yavaslamaya

ve dikkatle bakmaya davet eder. Sonug olarak Focus
Infinity III, Merilyn Fairskye’nin sanatinda merkezi olan
bilim, algi ve zaman temalarini bir araya getiren giiclii
bir ¢alismadir. Eser, izleyiciyi hem mikroskobik hem de
kozmik 6lgekte diisiinmeye zorlayarak, insanin evrendeki
yerini algi ve bilgi iizerinden yeniden sorgulatir.
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Playground

Playground (Plant Life — Chernobyl) is one of the striking examples of Merilyn Fairskye’s practice developed along

the axes of science, the body, the environment, and perception. The work focuses on plant life that re-emerged in
the region after the Chernobyl nuclear disaster; however, rather than adopting a direct documentary language, it
addresses this subject through Fairskye’s characteristic digital, analytical, and distanced visual aesthetic. In the work,
plant forms are presented through a high-resolution, sterile visual language. At first glance, the images appear lively,
orderly, and even reminiscent of a playground. Yet the word “playground” in the title is ironic: what is depicted

is a zone of forced adaptation following a human-made catastrophe. As plants struggle to survive in a radiation-
contaminated environment, life and threat coexist on the same surface. Fairskye does not romanticize nature’s
resilience. Instead, the clarity and coldness reminiscent of scientific imaging methods create emotional distance

for the viewer. This distance powerfully evokes the invisible effects of the nuclear disaster—such as radiation—
which cannot be perceived directly yet pose a lasting danger. Plant life here signifies not innocence, but biological
adaptation and fragility. Playground (Plant Life — Chernobyl) also carries an indirect reference to the human body. As in
Fairskye’s broader practice, biological processes are implied through plant forms, emphasizing that environmental
toxins affect not only nature but all living systems. The work thus treats Chernobyl not as a past event, but as an
ongoing environmental and ethical issue. Ultimately, this work exemplifies how Merilyn Fairskye combines aesthetic
restraint with scientific coolness to invite reflection on life, risk, and human intervention. Playground (Plant Life —
Chernobyl) quietly yet effectively reveals the enduring threats hidden beneath an apparently calm surface.
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Playground (Plant Life - Chernobyl), 2011
Pigment print | Pigment baski, 80 x 218 cm, Edition of 5
Courtesy of the Artist

Playground (Plant Life — Chernobyl), Merilyn Fairskye’nin bilim, beden, ¢evre ve alg1 ekseninde gelistirdigi

pratigin carpici 6rneklerinden biridir. Eser, Cernobil niikleer felaketi sonrasinda bolgede yeniden ortaya ¢ikan

bitki yasamina odaklanir; ancak bu yasami dogrudan belgesel bir dille degil, Fairskye’ye 6zgii dijital, analitik ve

mesafeli bir gorsel estetikle ele alir. Calismada bitkisel formlar, yiiksek ¢oziiniirliikli ve steril bir gorsel dil i¢inde
sunulur. Goriintiiler ilk bakista canli, diizenli ve hatta oyun alanini (playground) cagristiran bir estetik tasir. Ancak
basliktaki “playground” kelimesi ironiktir: burada s6z konusu olan, insan eliyle yaratilmis bir felaketin ardindan doganin
zorunlu uyum alanidir. Bitkiler, radyasyonla kirlenmis bir ¢evrede varligini stirdiirmeye ¢alisirken, yasam ve tehdit

ayni ylizeyde yan yana durur. Fairskye, bu eserde doganin direncini romantize etmez. Aksine, bilimsel goriintiileme
yontemlerini ¢agristiran netlik ve sogukluk, izleyiciye duygusal bir mesafe sunar. Bu mesafe, niikleer felaketin goériinmez
etkilerini radyasyon gibi algilanamayan ama kalici bir tehlikeyi daha gii¢lii bicimde diistindiiriir. Bitkisel yasam, burada
masumiyetin degil, biyolojik uyumun ve kirilganligin gostergesidir. Playground (Plant Life — Chernobyl), insan bedenine
dolayli bir gonderme de tasir. Fairskye’nin genel pratiginde oldugu gibi, bitkiler iizerinden yasamin biyolojik siiregleri
ima edilir; ¢evresel toksinlerin yalnizca dogay: degil, tiim canlilig etkileyen bir sistem yarattigi vurgulanir. Boylece

eser, Cernobil’i ge¢miste kalmis bir olaydan ziyade, sliregelen bir ¢evresel ve etik mesele olarak ele alir. Sonug olarak

bu ¢alisma, Merilyn Fairskye’nin estetik sadelik ile bilimsel sogukkanlilig1 birlestirerek, izleyiciyi yasam, risk ve insan
miidahalesi tizerine diisiinmeye davet eden gii¢lii bir isidir. Playground (Plant Life — Chernobyl), goriiniirde sakin olan bir
yiizeyin altinda sakli olan kalic1 tehditleri sessiz ama etkili bir bigimde goriiniir kilar.
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RODNEY GRAHAM
Canadla

Rodney Graham (1949-2022) was a Canadian
contemporary artist working across photography,

video, film, sculpture, and music. His work is known

for addressing time, cyclicality, narrative, and the
relationships between modernist legacy and popular
culture through an ironic and intellectual language. Born
in Vancouver, Graham studied art at the University of
British Columbia and became one of the key figures of
the so-called Vancouver School from the 1970s onward,
alongside artists such as Jeff Wall and Stan Douglas. In
this context, he stood out for his approach to photography
as a field of cinematic construction. Graham’s works

are often built around ideas of repetition, pause, and
infinite loops. Especially in his videos, he continuously
repeats a single action, disrupting the linear flow of

time. In his photographs, he restages historical, literary,
or popular cultural scenes as meticulously constructed,
high-production tableaux. While these scenes appear
familiar at first glance, closer inspection reveals an
absurd, melancholic, or critical tone. Literature and music
play an important role in Graham’s practice. He engages
in dialogue with the writings of thinkers and authors
such as Sigmund Freud, Edgar Allan Poe, and Friedrich
Nietzsche, and layers cultural memory through references
ranging from rock music to classical composers. He was
also an active musician, known for his psychedelic rock
projects. Rodney Graham’s works are included in the
collections of major institutions such as MoMA, Tate
Modern, the Centre Pompidou, and the National Gallery
of Canada. His art is regarded as a powerful contemporary
practice that addresses the narratives of modernity with
both seriousness and humor, inviting viewers into an
experience that is as intellectual as it is visual.

2

Rodney Graham (1949-2022), fotograf, video, film,
heykel ve miizik alanlarinda iireten, Kanadali ¢cagdas
sanat¢idir. Calismalari; zaman, dongiisellik, anlati,
modernist miras ve popiiler kiiltiir arasindaki iliskileri
ironik ve entelektiiel bir dille ele almasiyla taninir.
Vancouver’da dogan Graham, University of British
Columbia’da sanat egitimi aldi ve 1970’lerden itibaren
Vancouver Okulu olarak anilan ¢evrenin (Jeff Wall, Stan
Douglas gibi isimlerle birlikte) énemli figiirlerinden
biri oldu. Bu baglamda, fotografi sinematografik bir
kurgu alani olarak kullanan yaklasimiyla 6ne ¢ikti.
Graham’in isleri siklikla tekrar, duraksama ve sonsuz
déngii fikri tizerine kuruludur. Ozellikle videolarinda
tek bir eylemi kesintisiz bi¢imde déndiirerek zamanin
dogrusal akisini bozar. Fotograflarinda ise tarihsel,
edebi ya da popiiler kiiltiirel sahneleri titizlikle
kurgulanmus, yliksek prodiiksiyonlu mizansenler
halinde yeniden canlandirir. Bu sahneler ilk bakista
tanidik goriiniir; ancak yakindan bakildiginda absiirt,
melankolik ya da elestirel bir ton tasir. Edebiyat

ve miizik Graham’in pratiginde 6nemli yer tutar.
Sigmund Freud, Edgar Allan Poe, Friedrich Nietzsche
gibi diisiiniir ve yazarlarin metinleriyle diyalog kurar;
rock miizikten klasik bestecilere uzanan referanslarla
kiiltiirel hafizay1 katmanlandirir. Kendisi ayn1 zamanda
aktif bir miizisyendi ve psikedelik rock projeleriyle

de taninir. Rodney Graham’in eserleri MoMA, Tate
Modern, Centre Pompidou, National Gallery of Canada
gibi 6nemli kurumlarin koleksiyonlarinda yer almistir.
Sanati, modernitenin anlatilarint hem ciddiyetle hem
de mizahla ele alan, izleyiciyi diisiinsel oldugu kadar
gorsel bir deneyime davet eden giiglii bir pratik olarak
degerlendirilir.

o -detail

Gary Oak, Galiano Island, 2012

Dénustorilmis C baski | Transmuted C-print
186.3 x 234.8 x 5 cm (incl frame)

Edition 2 of 3 + AP

Courtesy of the Artist Estate and Hauser & Wirth

TR 4

_.ls’




Gary Oak, Galiano Island

Gary Oak, Galiano Island is one of Rodney Graham’s
photographic works that intensifies themes of nature,
time, and intellectual solitude. The work centers on

a Gary oak tree located on Galiano Island in British
Columbia, Canada. Although it may initially appear as

a simple nature image, the conceptual layers
characteristic of Graham’s practice transform this quiet
landscape into a space for reflection. A solitary tree
figure stands out in the photograph. This tree represents
the idea of the isolated subject frequently found in
Graham’s work. It is both a natural entity and a silent
witness to time, embodying notions of growth, pause,
and continuity. Rather than constructing a dramatic
event or narrative, Graham leaves the viewer alone with
a state of waiting and stillness. The work also reflects
the artist’s distanced relationship with the romantic
landscape tradition. Graham does not idealize nature;
instead, he uses it as a metaphor. The oak tree becomes
a symbolic figure that can be associated with knowledge,
memory, and thought. Given the artist’s interest in
philosophy and literature, the tree can also be read

as a visual counterpart to intellectual concentration

and introspection. Unlike Graham’s high-production,
dramatic tableaux, Gary Oak, Galiano Island offers

a quieter and more minimal narrative. This simplicity
does not weaken the work; on the contrary, it invites
the viewer into an experience in which time slows down
and attention is focused on a single point. Ultimately,
the work demonstrates that Graham approaches nature
not as a backdrop, but as a means of thinking about
time, consciousness, and existence. Gary Oak, Galiano
Island is a powerful example of how the artist constructs
conceptual depth through silence and stillness.

%

Gary Oak, Galiano Island, Rodney Graham’in doga, zaman
ve diislinsel yalnizlik temalarini yogunlastirdig:
fotograf calismalarindan biridir. Eser, Kanada’nin British
Columbia bolgesinde yer alan Galiano Island’da
bulunan bir Gary Oak (mese) agacini merkezine alir.
ilk bakista sade bir doga goriintiisii gibi algilansa da,
Graham’in pratigine 6zgii kavramsal katmanlar bu sakin
manczarayl1 diisiinsel bir alana dontistiiriir. Fotografta
tekil bir agag figlirii 6ne ¢ikar. Bu agag, Graham’in
calismalarinda sikga goriilen izole edilmis 6zne fikrini
temsil eder. Aga¢, hem dogal bir varlik hem de zamanin
sessiz tanigidir; biiyiime, duraksama ve siireklilik
kavramlarini biinyesinde tasir. Graham, dramatik bir
olay ya da anlat1 kurmak yerine, izleyiciyi bekleme

ve durma haliyle bas basa birakir. Eser, sanat¢inin
romantik manzara gelenegiyle kurdugu mesafeli iliskiyi
de yansitir. Graham dogayi idealize etmez; onu bir
metafor olarak kullanir. Buradaki mese agaci, bilgi,
hafiza ve diisiince ile iliskilendirilebilecek sembolik bir
figlir haline gelir. Sanat¢inin felsefe ve edebiyata olan
ilgisi diistiniildiigiinde, bu aga¢ ayn1 zamanda diisiinsel
yogunlasmanin ve i¢e kapanmanin gorsel karsiligi olarak
okunabilir. Gary Oak, Galiano Island, Rodney Graham’in
yiiksek prodiiksiyonlu, dramatik mizansenlerinden
farklr olarak daha sessiz ve minimal bir anlatim sunar.
Ancak bu sadelik, eseri zayiflatmaz; aksine izleyiciyi
zamanin yavasladigi, dikkatin tek bir noktaya yéneldigi
bir deneyime davet eder. Sonug¢ olarak eser, Graham’in
dogay1 bir arka plan olarak degil, zaman, biling ve
varolus lizerine diislinmenin araciolarak ele aldigini
gosterir. Gary Oak, Galiano Island, sanat¢inin kavramsal
derinligini sessizlik ve duraganlik {izerinden kurdugu
gliclii bir ¢alismadir.

Gary Oak, Galiano Island, 2012
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DAVID MAISEL

WA

The Lake Project 15,2002

Archival pigment print | Arsivsel pigment bask
122 x122 cm, Ed.: 5/5
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David Maisel (b. 1961) is an American contemporary
artist who primarily examines nature, human
intervention, ecology, and geopolitical power relations
through aerial photography. He is known for using
photography not as a documentary tool but as an abstract,
aesthetic, and conceptual language. Maisel was born

in San Francisco and studied art at Brown University.
Throughout much of his career, he has photographed the
Earth from above—often from helicopters or airplanes—
focusing on mining sites, military zones, industrial waste
areas, and landscapes transformed by human activity.
This perspective detaches the viewer from familiar scales
and viewpoints; while the images initially resemble
abstract paintings, closer inspection reveals visible
traces of environmental destruction. One of the artist’s
best-known series, "The Lake Project" (2001-2015),
addresses the environmental catastrophe resulting from
the drying of Owens Lake in California. In other projects
such as Black Maps, Terminal Mirage, and Library of Dust,
Maisel concentrates on military secrecy, nuclear history,
pollution, and the marks of state power on nature. In
Library of Dust in particular, he materializes invisible
dangers by displaying dust collected from nuclear sites
around the world in glass jars. Maisel’s works are

held in the collections of major museums including
MoMA, Tate Modern, the Centre Pompidou, and the San
Francisco Museum of Modern Art. Rather than directly
documenting environmental crises, his work exposes the
unsettling tension between beauty and destruction.

The Lake Project 15

David Maisel (d. 1961), 6zellikle hava fotografcilig:
yoluyla doga, insan miidahalesi, ekoloji ve jeopolitik
glic iliskilerini inceleyen Amerikali ¢cagdas bir
sanatcidir. Fotografi belgesel bir aragtan ¢ok, soyut,
estetik ve kavramsal bir dil olarak kullanmasiyla
taninir. Maisel, San Francisco’da dogmustur ve Brown
University’de sanat egitimi almistir. Kariyerinin

biiylik boltimiinde yeryiiziinii yukaridan ¢ogu zaman
helikopter ya da ugakla fotograflayarak, madencilik
sahalari, askeri alanlar, endiistriyel atik bolgeleri ve
insan eliyle doniistiiriilmiis peyzajlara odaklanmistir.
Bu bakis agis, izleyiciyi alisildik 6l¢ek ve perspektiften
koparir; goriintiiler ilk bakista soyut resimleri
andirirken, yakindan bakildiginda ¢evresel yikimi
goriiniir kilar. Sanatginin en bilinen serilerinden biri
"The Lake Project" (2001-2015) olup, Kaliforniya’daki
Owens Lake’in kurutulmasi sonucu ortaya ¢ikan
cevresel felaketi konu alir. Ayrica Black Maps, Terminal
Mirage ve Library of Dust gibi projelerinde; askeri
gizlilik, niikleer tarih, kirlilik ve devlet giiciiniin doga
tizerindeki izleri iizerine yogunlasir. Ozellikle Library
of Dust’ta, diinyanin farkli niikleer sahalarindan
toplanmis tozlar1 cam kavanozlarda sergileyerek
goriinmez tehlikeleri somutlastirir. Maisel’in
calismalar1 MoMA, Tate Modern, Centre Pompidou,
San Francisco Museum of Modern Art gibi 6nemli
miizelerin koleksiyonlarinda yer alir. Eserleri, gevresel
krizleri dogrudan belgelemekten ¢ok, giizellik ile yikim
arasindaki rahatsiz edici gerilimi ortaya koyar.

The Lake Project 15 is part of David Maisel’s long-term The
Lake Project series focused on Owens Lake in California.
The work presents an aerial view of the dried lakebed
through a strikingly abstract aesthetic, making visible the
lasting traces of human intervention on nature. In the
photograph, the lake surface transforms into an almost
painterly composition composed of dense color fields,
vein-like lines, and forms reminiscent of chemical stains.
While this surface appears attractive and abstract at

first glance, it in fact represents a toxic environmental
disaster zone covered with heavy metals and salts.
Through this contrast, Maisel foregrounds the disturbing
relationship between beauty and destruction. The Lake
Project 15 does not merely recount the story of Owens
Lake; it also becomes a symbolic expression of modern
society’s ways of controlling, redirecting, and consuming
water resources. The aerial perspective gives the viewer
a sense of distance and dominance, while simultaneously
prompting questions about the political and ethical
responsibilities behind such a viewpoint. Ultimately, the
work intensifies David Maisel’s approach to nature not
as a documentary object, but as a surface transformed

by human activity. The Lake Project 15 functions as a

quiet yet powerful warning, reminding viewers of the
environmental cost hidden behind aesthetic appeal.

The Lake Project 15, David Maisel’in Kaliforniya’daki
Owens Lake tizerine yiirtittiigi uzun soluklu The Lake
Projectserisinin bir pargasidir. Bu eser, kurutulmus gol
yataginin havadan goriinimiinii soyut ve ¢arpict bir
estetikle ele alirken, insan miidahalesinin doga
tizerinde biraktig1 kalici izleri goriiniir kilar. Fotografta
g0l yiizeyi, yogun renk alanlari, damar benzeri ¢izgiler
ve kimyasal lekeleri andiran formlarla neredeyse
resimsel bir kompozisyona déniisiir. ilk bakista cazip
ve soyut goriinen bu ytlizey, aslinda agir metaller

ve tuzlarla kapli, toksik bir ¢cevresel felaket alanini
temsil eder. Maisel, bu karsitlik tizerinden giizellik

ve yikim arasindaki rahatsiz edici iliskiyi 6ne ¢ikarir.
The Lake Project 15, yalnizca Owens Lake’in hikdyesini
anlatmakla kalmaz; ayn1 zamanda modern toplumun
su kaynaklarini kontrol etme, yonlendirme ve tiiketme
bicimlerinin sembolik bir ifadesi haline gelir. Havadan
bakis, izleyiciye hem mesafe hem de hakimiyet

hissi verirken, bu bakisin ardindaki politik ve etik
sorumlulugu da sorgulatir. Sonug olarak eser, David
Maisel’in dogay1 belgesel bir nesne olarak degil, insan
faaliyetleriyle doniismiis bir yilizey olarak ele aldig1
yaklasimini yogunlastirir. The Lake Project 15, estetik
cekiciligin ardinda gizlenen ¢evresel bedeli hatirlatan,
sessiz ama gii¢lii bir uyar1 niteligi tasir.
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The Lake Project 2

The Lake Project 2 is one of the early and defining works

in David Maisel’s long-term series on Owens Lake in
California. Centering on an aerial view of the dried
lakebed, the work translates the traces of human-made
environmental intervention into an abstract visual
language. In the photograph, the lake surface—with its
intense color transitions, blotched areas, and fragile
lines—resembles a map or an abstract painting. Although
this aesthetic arrangement appears calm and appealing at
first glance, it actually represents a disaster zone covered
with heavy metals and toxic salts. Maisel deliberately
employs this contrast, leaving the viewer alone with the
tension between visual allure and environmental reality.
The Lake Project 2 offers a perspective that looks down on
nature from above. This viewpoint creates both physical
distance and a sense of power and control, while also
articulating a critical stance toward modern society’s
methods of directing and consuming natural resources.
Owens Lake thus becomes not merely a specific
geography, but a symbol of the impact of industrial and
political decisions on nature. Ultimately, The Lake Project 2
clearly reveals David Maisel’s approach of bringing beauty
and destruction together on the same surface. The work
offers a quiet yet powerful narrative that calls viewers

to recognize the environmental cost hidden behind an
aesthetic landscape.
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The Lake Project 2, David Maisel’in Kaliforniya’daki
Owens Lake’i konu alan uzun soluklu serisinin erken ve
belirleyici ¢alismalarindan biridir. Eser, kurutulmus gol
yataginin havadan gériinimiinii merkeze alarak, insan
eliyle gerceklestirilen ¢evresel miidahalenin dogada
biraktig izleri soyut bir gorsel dile doniistiiriir.
Fotografta gol ylizeyi, yogun renk gecisleri, lekesel
alanlar ve kirilgan cizgilerle neredeyse harita ya da soyut
bir tabloyu andirir. Bu estetik diizen, ilk bakista ¢ekici
ve sakin goriinse de, aslinda agir metallerle ve toksik
tuzlarla kapli bir felaket alanini temsil eder. Maisel,

bu karsitlig: bilingli olarak kullanarak izleyiciyi gorsel
cazibe ile cevresel gerceklik arasindaki gerilimle bas basa
birakir. The Lake Project 2, dogaya yukaridan bakan bir
perspektif sunar. Bu bakis, hem fiziksel bir mesafe hem
de gli¢ ve kontrol hissi yaratir; ayni zamanda modern
toplumun dogal kaynaklar1 yonlendirme ve tiiketme
bigcimlerine dair elestirel bir durus icerir. Owens Lake
burada yalnizca belirli bir cografya degil, endiistriyel

ve politik kararlarin doga tizerindeki etkilerinin
sembolii hiline gelir. Sonug olarak The Lake Project 2,
David Maisel’in giizellik ile yikim1 ayn1 ylizeyde
bulusturan yaklasimini agik¢a ortaya koyar. Eser,
izleyiciyi estetik bir manzaranin ardinda sakli olan
cevresel bedeli fark etmeye ¢agiran, sessiz ama gii¢li
bir anlatim sunar.

The Lake Project 2, 2001

Archival pigment print | Arsivsel pigment baski
122 x 122 cm, Ed.: AP 2 of 2

Courtesy of the Artist and Ivorypress, Madrid

American Mine (Carlin Nevada 1), 2007
Archival pigment print | Arsivsel pigment baski
122 x 122 cm, Ed.: AP 1 of 2

Courtesy of the Artist and Ivorypress, Madrid

American Mine

American Mine (Carlin, Nevada 1) is one of the striking
examples from David Maisel’s American Mine series,

in which he examines the impact of mining activities

on nature. The work presents an aerial view of a
large-scale gold mining site in the Carlin region of
Nevada, transforming a landscape reshaped by human
intervention into an abstract, almost painterly surface.
In the photograph, open-pit mines, chemical pools,

and excavated layers of earth appear as sharp colors,
geometric forms, and expansive voids. While the
composition initially seems aesthetic and orderly,

closer reflection reveals traces of intense industrial
devastation. Maisel deliberately uses this visual appeal
to confront the viewer with the unsettling contradiction
between beauty and destruction. Gold mining in Carlin,
Nevada symbolizes the environmental cost hidden
behind modern economic promises of “progress” and
“wealth.” American Mine (Carlin, Nevada 1) makes visible
how the land is broken down and reshaped through
chemical processes, revealing how nature is mapped,
measured, and consumed as a resource.

The aerial viewpoint gives the viewer a sense of
dominance, while also implying that this gaze is
inseparable from exploitation. Ultimately, the work
intensifies David Maisel’s approach to nature not as

a documentary landscape, but as a surface shaped by
political and economic powers. While drawing the viewer
in with its aesthetic appeal, American Mine (Carlin, Nevada
1) quietly yet powerfully reminds us of the lasting traces
left behind by modern mining.

American Mine (Carlin, Nevada 1), David Maisel’in
madencilik faaliyetlerinin doga tizerindeki etkilerini
inceledigi American Mine serisinin ¢arpici 6rneklerinden
biridir. Eser, Nevada’daki Carlin bolgesinde yer alan
biiytik 6lgekli altin madenciligi sahasinin havadan
goriintiisiinii sunar ve insan miidahalesiyle
doniistiirilmiis bir peyzaji soyut, neredeyse resimsel

bir ylizeye dontistiiriir. Fotografta agik maden ocaklari,
kimyasal havuzlar ve kazilmis toprak katmanlari;

keskin renkler, geometrik formlar ve genis bosluklar
halinde gériiniir. Ik bakista estetik ve diizenli algilanan
bu kompozisyon, yakindan diisiiniildiigiinde yogun
endiistriyel tahribatin izlerini tasir. Maisel, bu gorsel
cazibeyi bilingli olarak kullanarak izleyiciyi giizellik ile
yikim arasindaki rahatsiz edici geliskiyle yiizlestirir.
Carlin, Nevada’daki altin madenciligi, modern ekonominin
“ilerleme” ve “zenginlik” vaatlerinin arkasindaki ¢evresel
bedeli simgeler. American Mine (Carlin, Nevada 1),
topragin kimyasal siireclerle par¢alanmasini ve yeniden
bi¢imlendirilmesini gdsterirken, doganin bir kaynak
olarak nasil haritalandigini, 6l¢iildiigiinii ve tiiketildigini
goriiniir kilar. Havadan bakis, izleyiciye hakimiyet hissi
verirken, bu bakisin ayni zamanda somiiriiyle i¢ ice
oldugunu da ima eder. Sonug olarak eser, David Maisel’in
dogay1 belgesel bir manzara olarak degil, politik ve
ekonomik giiclerin sekillendirdigi bir yiizey olarak ele alan
yaklasimini yogunlastirir. American Mine (Carlin, Nevada
1), estetik ¢ekiciligiyle izleyiciyi kendine ¢ekerken,
modern madenciligin geride biraktig1 kalici izleri sessiz
ama gii¢lii bir bicimde hatirlatir.
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MAIREAD MCCLEAN

helund

Mairéad McClean (b. 1966) is a Northern Irish
contemporary artist and filmmaker working across film,
video, sound, and photography. Her practice is driven by
questions of memory, history, identity, and the politics of
representation. Bringing personal experience into contact
with broader social narratives, she examines how the
past is remembered, mediated, reconstructed, and how it
continues to shape the present.

Born in Beragh, County Tyrone, McClean completed postg-
raduate studies in Fine Art at the Slade School of Art in
London (1989-1991). She has lived and worked in London
for over twenty-five years and has an ongoing relations-
hip with teaching and research. She previously held the
position of Reader in Film and Video Art at the University
of Greenwich and has taught experimental filmmaking at
MET Film School (Ealing), London.

McClean’s work frequently engages archival materials,
historical documents, sound recordings, and her own
moving images to test the reliability of narrative and the
status of the image as evidence. Rather than delivering a
single explanatory account of themes such as Northern
Ireland’s political history, violence, surveillance, migration,
and state control, she approaches these subjects through
oblique, poetic strategies—inviting the viewer into a field
of association where meaning is unstable, fragmentary, and
emotionally charged. The result is not a closed historical
statement, but a space in which memory can be experien-
ced as partial, contested, and in motion.

In 2014, McClean won the MAC International Art Prize for
No More, a work that reconsiders the policy of internment
without trial in Northern Ireland through archival sound
and image. No More was subsequently acquired by the
Irish Museum of Modern Art (IMMA), marking a signifi-
cant moment in the development of her practice.

McClean’s work has been exhibited internationally across
museums, galleries, and festivals. Alongside institutions
and events such as Whitechapel Gallery (London), CCA
Glasgow, and Belfast Film Festival, her work has been
shown throughout the United Kingdom, the United States,
and Europe. She has also undertaken residencies and com-
missions with institutions including National Museums
Ireland and Trinity College Dublin, with projects focused
on archives, spatial memory, and overlooked historical
traces. In 2026, she was commissioned by The Wapping
Project and the Museum of Modern Art in Warsaw to pro-
duce five new archive-based films. Overall, McClean’s work
insists that the past is not fixed, but continually rewritten,
suppressed, and returned—asking us to look again at how
history is produced, and at what remains unresolved.
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Mairéad McClean, (d. 1966) film, video, ses ve fotograf
alanlarinda calisan Kuzey irlandali cagdas bir sanatci ve
film yapimcisidir. Pratigi; bellek, tarih, kimlik ve temsil
politikalarina iliskin sorular tarafindan yonlendirilir. Kisisel
deneyimi daha genis toplumsal anlatilarla temas ettirerek,
gecmisin nasil hatirlandigini, nasil aracilanip yeniden insa
edildigini ve bugiinii sekillendirmeye nasil devam ettigini
inceler.

County Tyrone’daki Beragh’ta dogan McClean, lisansiistii
egitimini Londra’daki Slade School of Art’ta Giizel Sanatlar
alaninda tamamlamistir (1989-1991). Yirmi bes yili agkin
siiredir Londra’da yasamakta ve ¢alismakta olup, &gretim
ve arastirma ile siiregelen bir iliskiye sahiptir. Daha 6nce
University of Greenwich’te Film ve Video Sanati alaninda
Reader (dogent) olarak gorev yapmis, ayrica Londra’daki
MET Film School’da (Ealing) deneysel film yapimi

dersleri vermistir.

McClean’in ¢alismalari siklikla arsiv materyalleri, tarihsel
belgeler, ses kayitlar1 ve kendi hareketli goriintiilerini bir
araya getirerek anlatinin giivenilirligini ve imgenin kanit
olarak statiisiinii sinar. Kuzey irlanda’nin politik tarihi, siddet,
gozetim, gog ve devlet kontrolii gibi temalar iizerine tekil
ve agiklayici bir anlat1 sunmak yerine, bu konulara dolayli
ve siirsel stratejilerle yaklasir; izleyiciyi anlamin istikrarsiz,
parcali ve duygusal olarak yiiklii oldugu bir ¢agrisim
alanina davet eder. Ortaya ¢ikan sey, kapali bir tarihsel
ifade degil; bellegin kismi, tartismali ve hareket halinde
deneyimlenebilecegi bir alandir.

2014 yilinda McClean, Kuzey irlanda’da yargisiz tutuklama
politikasini arsiv ses ve goriintiileri {izerinden yeniden ele

alan No More adli ¢alismasiyla MAC International Art Prize’1
kazanmistir. No More, daha sonra Irish Museum of Modern Art
(IMMA) koleksiyonuna dahil edilmis ve bu durum sanat¢inin
pratiginin gelisiminde 6nemli bir doniim noktas1 olmustur.

McClean’in ¢alismalar1 uluslararasi dlgekte miizeler,
galeriler ve festivallerde sergilenmistir. Whitechapel Gallery
(Londra), CCA Glasgow ve Belfast Film Festival gibi kurum
ve etkinliklerin yani sira, eserleri Birlesik Krallik, Amerika
Birlesik Devletleri ve Avrupa genelinde gosterilmistir. Ayrica
National Museums Ireland ve Trinity College Dublin gibi
kurumlarla, arsivler, mekansal bellek ve g6z ard: edilmis
tarihsel izler iizerine odaklanan rezidanslar ve siparisli
projeler gerceklestirmistir. 2026 yilinda The Wapping
Project ve Varsova Modern Sanat Miizesi tarafindan, arsiv
temelli bes yeni film iiretmesi i¢in davet edilmistir. Genel
olarak McClean’in pratigi, ge¢misin sabit olmadigini; stirekli
olarak yeniden yazildigini, bastirildigini ve geri dondiigiinii
vurgular—bizi tarihin nasil iiretildigine ve ¢oziimlenmeden
kalanlara yeniden bakmaya ¢agirir.

detail

| Wish | Was A River, 2024

Two-channel video installation | iki kanalli video kurulumu
Overall dimensions variable

Edition of 5

Courtesy of the Artist




| Wish | Was A River

Mairéad McClean’s I Wish I Was a River is a poetic and
political work rooted in the artist’s sustained engagement
with space, memory, and suppressed histories. Working
across film, video, photography, and sound, in this work
McClean attends to the unseen layers of Belfast—a city
she once lived in—asking how physical geography holds,
distorts, or conceals collective memory. The work was
produced for her solo exhibition HERE at Belfast Exposed
Gallery in 2022 and drew inspiration from the hidden
Farset River, which continues to move beneath the city’s
contemporary urban fabric, unseen.

Although the moving image does not literally depict the
Farset, the river became a key frame for the work when it
was shown in Belfast. Once a vital source of life for the
city, the Farset was forced underground through processes
of urbanisation and rendered invisible. McClean draws a
parallel between this physical suppression and the narra-
tives suppressed within Northern Ireland’s political and
historical memory. The river becomes more than a natural
element: it is a figure for what is silenced yet persistent—
histories that seep into the present, muted but never fully
erased.

In this sense, the work operates site-responsively.
Wherever it is shown, it “finds” the local river or buried
watercourse and uses it as a way of thinking about what
continues beneath the surface of the present. In Istanbul,
the piece can be read through the city’s own concealed
waterways—such as the Lycus—opening a conversation
with another layered terrain where water, history, and ur-
ban change intersect. By engaging flow on temporal, emo-
tional, and political registers, McClean evokes continuity
between past and present: currents that change direction,
intermittently surface, and disappear again.

Rather than offering a direct illustration of a specific
history, I Wish I Was a River invites viewers to sense these
invisible movements and to consider how place carries
memory. Through the rivers’ silent yet persistent flow,
McClean’s work becomes a meditation on resurfacing—on
the ways forgotten or overlooked histories remain alive.

36

Mairéad McClean’in I Wish I Was a River adl1 isi, sanat¢inin
mekan, bellek ve bastirilmis tarihlerle siiregelen iliskisinden
beslenen, siirsel ve politik bir ¢alismadir. Film, video, fotograf
ve ses mecralarinda ¢alisan McClean, bu yapitinda bir donem
yasadigi Belfast’in goriinmeyen katmanlarina odaklanarak,
fiziksel cografyanin kolektif bellegi nasil tasidigi, bozdugu

ya da gizledigi sorusunu giindeme getirir. Eser, 2022 yilinda
Belfast Exposed Gallery’de gerceklesen HERE adli kisisel
sergisi i¢in iiretilmis ve glinimiiz kentsel dokusunun altinda,
hala gériinmeden akmaya devam eden gizli Farset Nehri’'nden
ilham almistir.

Hareketli goriintti Farset Nehri’ni dogrudan betimlemese

de, eser Belfast’ta sergilendiginde nehir ¢alismanin temel bir
cercevesi haline gelmistir. Bir zamanlar kentin yasamsal bir
kaynagi olan Farset, kentlesme siiregleriyle yer altina zorlanmis
ve goriinmez kilinmistir. McClean, bu fiziksel bastirma ile
Kuzey irlanda’nin politik ve tarihsel bellegi icinde bastirilmig
anlatilar arasinda bir paralellik kurar. Nehir, dogal bir unsur
olmanin Gtesine geger; susturulmus ama varligini siirdiirenin,
bugiine sizan, kisilmis ama hi¢bir zaman biitiiniiyle silinmeyen
tarihlerin bir figiiriine doniisiir.

Bu anlamda eser, mekana duyarli (site-responsive) bigimde
isler. Nerede sergilenirse sergilensin, bulundugu yerin yerel
nehrini ya da gémiilii su yolunu “bulur” ve bunu, bugiiniin
yiizeyinin altinda varligini siirdiiren seyler iizerine diisiinmenin
bir yolu olarak kullanir. istanbul’da ise is, kentin Lycus gibi
gizlenmis su yollar1 tizerinden okunabilir; su, tarih ve kentsel
doniisiimiin kesistigi, ¢ok katmanli baska bir topografya ile bir
diyalog acar. Akisi zamansal, duygusal ve politik diizlemlerde
ele alan McClean, ge¢mis ile bugiin arasinda bir stireklilik
duygusu uyandirir: yon degistiren, zaman zaman yiizeye ¢ikan
ve sonra yeniden kaybolan akintilar.

Belirli bir tarihin dogrudan bir tasvirini sunmak yerine I Wish
I Was a River, izleyiciyi bu goriinmez hareketleri hissetmeye
ve mekanin bellegi nasil tasidigini diistinmeye davet eder.
Nehirlerin sessiz ama 1srarli akisi araciligiyla McClean’in isi,
yeniden yiizeye ¢ikma {izerine bir meditasyona déntisiir—
unutulmus ya da gézden kagirilmis tarihlerin nasil canlt
kaldigina dair.

| Wish | Was A River, 2024

Two-channel video installation | iki kanalli video kurulumu
Overall dimensions variable

Edition of 5

Courtesy of the Artist
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GARY SIMMONS
WA

Gary Simmons (b. 1964) is an American contemporary
artist whose work centers on themes of racial history,
collective memory, and popular culture in the United
States. Born in New York, Simmons completed his art
education at the California Institute of the Arts (CalArts)
and has been a key figure in critical art production
associated with identity politics since the 1990s. The
artist is best known for his chalk drawings on blackboard
surfaces, featuring deliberately erased and blurred
imagery. These works include cartoon characters, horror
film references, Ku Klux Klan figures, and images drawn
from American popular culture. Simmons employs the act
of erasure as a metaphor for the biased and incomplete
nature of both education and historiography, making
visible processes of forgetting, suppression, and distorted
memory. Popular culture plays a crucial role in Simmons’s
practice. Through seemingly innocent images produced
by the entertainment industry, he interrogates how racial
stereotypes are generated and circulated. In addition to
painting, his installations, sculptures, videos, and sound
works create spatial and embodied experiences that invite
viewers to confront historical trauma. Simmons’s works
are included in the collections of major institutions such
as MoMA, Tate Modern, the Whitney Museum, and the
Centre Pompidou. His practice is widely regarded as a
powerful and enduring critique that exposes the dark and
suppressed dimensions of American cultural memory.
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Gary Simmons (d. 1964), Amerika’daki irksal tarih,
kolektif hafiza ve popiiler kiiltiir temalarini merkezine
alan Amerikali ¢cagdas bir sanatgidir. New York’ta

dogan Simmons, sanat egitimini California Institute of
the Arts (CalArts)’ta tamamlamis ve 1990’lardan itibaren
kimlik politikalariyla iliskili elestirel sanat iiretiminin
onemli isimlerinden biri olmustur. Sanat¢1 en ¢ok, kara
tahta yiizeylere tebesirle yaptigi ve bilingli olarak silinmis,
bulaniklastirilmis imgelerden olusan resimleriyle taninir.
Bu islerde ¢izgi film karakterleri, korku filmleri, Ku

Klux Klan figiirleri ve Amerikan popiiler kiiltiiriine ait
imgeler yer alir. Simmons, silme eylemini hem egitimin
hem de tarih yaziminin tarafli ve eksik dogasina bir
metafor olarak kullanir; unutma, bastirma ve ¢arpitilmis
hafiza kavramlarini goriiniir kilar. Popiiler kiiltiir,
Simmons’in pratiginde 6nemli bir aracgtir. Sanatgi, eglence
endiistrisinin masum goriinen imgeleri araciligiyla irksal
stereotiplerin nasil iiretildigini ve dolasima sokuldugunu
sorgular. Resimlerinin yani sira yerlestirme, heykel, video
ve ses ¢alismalariyla da mekéinsal ve bedensel bir deneyim
yaratir; izleyiciyi tarihsel travmalarla yiizlesmeye davet
eder. Gary Simmons’in eserleri MoMA, Tate Modern,
Whitney Museum, Centre Pompidou gibi 6nde gelen
miizelerin koleksiyonlarinda yer alir. Sanati, Amerikan
kiiltiirel hafizasinin karanlik ve bastirilmis yonlerini
elestirel bir dille aciga ¢ikaran, gii¢lii ve kalic1 bir pratik
olarak degerlendirilir.

detail

Nickey's Blaze, 2009

Pigment and oil paint on paper

228.6 x152.4 cm / 90 x 60 inches

6 panels, each: 75.8 x 75.4 x 3.5 cm /29 7/8 x 29 5/8 x|
3/8 inches (framed)

%



Nickey's Blaze

Nickey’s Blaze is a work in which Gary Simmons, through
his aesthetics of erasure, renders visible—via the
metaphor of fire—the experiences of violence, forgetting,
and systematic erasure that Black American communities
have endured through specific sites and spaces. The work
demonstrates that neither remembering nor forgetting is
ever a “clean” process.

0

Nickey’s Blaze, Gary Simmons’in silme (erasure) estetigi
araciligiyla, ates metaforu iizerinden, Siyah Amerikali
topluluklarin belirli mekanlar ve alanlar boyunca
maruz kaldigr siddet, unutma ve sistematik yok edilme
deneyimlerini goriiniir kildig1 bir ¢calismadir. Eser,

ne hatirlamanin ne de unutmanin hi¢bir zaman “temiz”
bir siire¢ olmadigini ortaya koyar.

Nickey's Blaze, 2009

Pigment and oil paint on paper

228.6 x152.4 cm / 90 x 60 inches

6 panels, each: 75.8 x 75.4 x 3.5 cm /29 7/8 x 29 5/8 x|
3/8 inches (framed)

l



CARRIE MAE WEEMS
WA

Carrie Mae Weems (b. 1953) is one of the most
influential American contemporary artists, working
across photography, video, performance, and text.

Her work focuses on race, gender, class, history,

power relations, and representation, weaving personal
experience together with collective memory. Born

in Oregon, Weems completed her education at the
California Institute of the Arts (CalArts) and later
earned a master’s degree at the University of California,
San Diego. Since the 1970s, she has been a pioneering
figure in using photography not merely as a documentary
tool, but as a critical and conceptual language. Weems
frequently incorporates her own body and voice into

her practice. One of her most well-known series, The
Kitchen Table Series (1990), centers on the everyday life of
a Black woman to examine family, power, intimacy, and
representation. As in many of her works, Weems makes
space for historically marginalized subjects to occupy

the center of the narrative. Her work has been exhibited
and collected by major institutions in the United States
and Europe, including MoMA, the Guggenheim Museum,
Tate Modern, and the Centre Pompidou. In 2013, she was
awarded the MacArthur “Genius” Fellowship, further
affirming her cultural and intellectual impact. Overall,
Weems’s art persistently questions the notion that visual
culture is neutral, asking who constructs history and
how it is told. Using photography as a site of testimony,
critique, and resistance, she brings together ethical,
political, and poetic positions within contemporary art.

14

Carrie Mae Weems (d. 1953), fotograf, video, performans
ve metni bir arada kullanan, ¢agdas sanatin en etkili
Amerikal1 sanatcilarindan biridir. Calismalar1 6zellikle 1rk,
cinsiyet, sinif, tarih, gii¢ iliskileri ve temsil meselelerine
odaklanir; kisisel deneyimlerle kolektif hafizay1 i¢

ice gecirir. Weems, Oregon’da dogmustur. Egitimini
California Institute of the Arts (CalArts)’ta tamamlamis,
ardindan University of California, San Diego’da yiiksek
lisans yapmistir. 1970’lerden itibaren fotografi yalnizca
belgeleyici bir arag olarak degil, elestirel ve kavramsal

bir dil olarak kullanan 6ncii sanatgilardan biri olmustur.
Sanatg¢inin pratiginde kendi bedeni ve sesi sik¢a yer alir. En
bilinen serilerinden biri olan The Kitchen Table Series(1990),
siyah bir kadinin giindelik hayatini merkezine alarak aile,
gii¢, yakinlik ve temsil iliskilerini sorgular. Weems, bu
seride oldugu gibi bir¢ok ¢alismasinda, tarihsel olarak
marjinallestirilmis 6znelere anlatinin merkezinde yer

acar. Carrie Mae Weems’in isleri, Amerika ve Avrupa’daki
en 6nemli kurumlarda sergilenmis ve koleksiyonlara
girmistir. MoMA, Guggenheim Museum, Tate Modern,
Centre Pompidou gibi miizelerde eserleri bulunmaktadir.
2013 yilinda MacArthur “Genius” Fellowship &diliine
layik goriilmiis; bu &6diil, sanat¢inin kiiltiirel ve entelektiiel
etkisini pekistirmistir. Genel olarak Weems’in sanati,
gorsel kiiltiiriin tarafsiz olmadigini, tarihin kimler
tarafindan ve nasil anlatildigini siirekli olarak sorgular.
Fotografi bir taniklik alani, bir elestiri araci ve bir direnis
dili olarak kullanan Weems, ¢agdas sanat icinde etik,
politik ve siirsel bir durusu bir arada sunar.

detail

Color Real and Imagined, 2014

Archival pigment with silkscreened color blocks | Ar§ivse\ pigment ile serigraﬁ baskili renk bloklari

32 x 50 inches (81.3 x 127 cm)

381/2x543/4x11/2inches

(97.8 x139.1 x 3.8 cm) framed

Edition of 10 + 2AP, 12PP

Courtesy of the artist and Gladstone, New York, Fraenkel Gallery, San Francisco, and Galerie Barbara Thumm, Berlin
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Color Real and Imagined

Color Real and Imagined (2014) is a significant example

of Carrie Mae Weems’s practice focused on color,
representation, and visual memory. This photo-based
work consists of silkscreened color blocks applied over
an archival pigment print, deliberately interrupting

the viewer’s act of seeing. In the work, a promotional
photograph of American blues and jazz singer Dinah
Washington is partially obscured by dense color fields.
This intervention renders the figure both visible and
concealed, inviting viewers to reflect on the gap between
the image before them and the figure as it exists in
memory. Here, Weems treats color not merely as an
aesthetic element, but as a culturally coded system of
meaning, particularly within the historical context of
race. Color Real and Imagined offers a critical perspective on
the representation of Black cultural figures within visual
history. Color becomes both a revealing and concealing
device, exposing the mechanisms of remembering and
forgetting. By confronting viewers with the fact that
vision is not neutral, the work questions how visual
culture shapes historical narratives.

"

Carrie Mae Weems’in Color Real and Imagined (2014) adli
eseri, sanat¢inin renk, temsil ve gorsel hafiza

tizerine odaklanan pratiginin 6nemli bir 6rnegidir.
Fotograf temelli bu ¢alisma, arsiv pigment baski {izerine
serigrafiyle uygulanmis renk bloklarindan olusur ve
izleyicinin gérme bi¢imini bilingli olarak kesintiye ugratir.
Eserde, Amerikali blues ve caz sarkicis1 Dinah
Washington’a ait bir tanitim fotografi, yogun renk
bloklariyla kismen ortiilmiistiir. Bu miidahale, figiirii

hem goriintir hem de gizli kilar; izleyiciyi gordiigii imge
ile belleginde canlanan figiir arasindaki fark iizerine
diisiinmeye davet eder. Weems burada rengi yalnizca
estetik bir unsur olarak degil, tarih boyunca 6zellikle 1rk
baglaminda anlam yiiklenmis kiiltiirel bir kod olarak ele
alir. Color Real and Imagined, siyah kiiltiirel figiirlerin gorsel
tarih i¢indeki temsiline elestirel bir bakis sunar. Renk, bu
baglamda hem goriiniir kilan hem de 6rten bir ara¢ héline
gelir; hatirlama ve unutma siireclerinin nasil isledigini
aciga cikarir. Eser, izleyiciyi bakisin tarafsiz olmadig:
gercegiyle yiizlestirerek, gorsel kiiltiiriin tarihsel anlatilari
nasil sekillendirdigini sorgular.

Color Real and Imagined, 2014

Archival pigment with silkscreened color blocks | Argivse| pigment ile serigrafi baskili renk bloklari

32 x 50 inches (81.3 x 127 cm)
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Edition of 10 + 2AP, 12PP

Courtesy of the artist and Gladstone, New York, Fraenkel Gallery, San Francisco, and Galerie Barbara Thumm, Berlin
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GARY SANGSTER  uome
K

Gary Sangster is currently Director, Drawing Projects UK,
and an Honorary Research Fellow, University of Dundee;
and is an educator, curator, writer, and museum director.
After a brief sojourn as high school art teacher, followed
by appointments in Art Education and Art History in
Newcastle, he pursued an international career in museum
work, and has worked in senior roles in New Zealand,
USA, the Middle East, and Europe.

Various appointments include: Lecturer, Newcastle CAE
and UNSW Art and Design, Chief Curator, National Art
Gallery, Wellington, NZ; Curator, The New Museum,

NYC; Director, Contemporary Museum, Baltimore;
Director, Cleveland Center for Contemporary Art (MOCA);
Director, Headlands Centre for the Arts (multidisciplinary
artist residency programme), San Francisco; Director,
Artspace, Sydney; and Dean, Art Institute of Boston, Lesley
University, Boston.

He has organised more than 100 museum exhibitions.
Curatorial work includes: Making Appearances,
Charlottenburg Art Academy, Copenhagen, Two Worlds
Collide, Painting History: Komar + Melamid, Artspace; Perspecta,
Sighting References, AGNSW, Sydney, The Decade Show and
Cadences, The New Museum, NYC; Promises and States

of Loss, Jersey City Museum; Urban Evidence, MOCA,
Cleveland; Mysterious Voyages, Visibility, Impact, SNAPSHOT,
Imperfect Innocence, and Facing Museums, the Contemporary
Museum, Baltimore, Breathtaking and Immersion, Art
Institute of Boston; and Breathing Time and Vital Signs,
Newcombe Gallery, Tulane University, New Orleans.

Touring solo projects include: Mary Kelly - Interim, Kerry
James Marshall - Telling Stories, Genevieve Cadieux — Body
Currents; commissioned projects by Isaac Julien — Baltimore
and Dennis Adams - Sieze, and Judith Barry: Articulate
Spatial Projections, for the 8th International Biennale, Cairo,
Egypt, awarded the Grand Prize for Best Pavilion, and Lines of
Site / Kazi Izleri / Marcas de Yacimiento / Marques de Jaciment:

A dialogue between Art and Archaeology, Istanbul, Dundee,
Barcelona, Aksaray.

Keynote lectures include: College Art Association, USA,
The Metropolitan Museum of Art, New York, and the
Visual Art and Design Education Association, Sydney;
and catalogue awards include: American Association of
Museums.

Trained in Fine Arts, Philosophy and Art Education, Sydney
University; and post-graduate: Cinema Studies, UNSW;
Business Administration, Stanford University; and PhD
research, Sydney College of the Arts, University of Sydney.

]

Gary Sangster su anda Ingiltere Cizim Projeleri Direktorii
ve Dundee Universitesi Onursal Arastirma Gorevlisidir;

ve bir egitimci, kiiratdr, yazar ve miize direktoriidiir. Lise
sanat 0gretmeni olarak kisa bir stire kaldiktan sonra,
ardindan Newcastle'da Sanat Egitimi ve Sanat Tarihi'ne
atandiktan sonra, miize ¢alismalarinda uluslararas: bir
kariyere devam etti ve Yeni Zelanda, ABD, Orta Dogu ve
Avrupa'da iist diizey rollerde calisti.

Cesitli atamalar sunlar1 icerir: Ogretim Gérevlisi,
Newecastle CAE ve UNSW Sanat ve Tasarim, Bas Kiirator,
Ulusal Sanat Galerisi, Wellington, Yeni Zelanda; Kiirator,
The New Museum, NYC; Yonetmen, Cagdas Miize,
Baltimore; Cleveland Cagdas Sanat Merkezi (MOCA)
Direktorii; Yonetmen, Headlands Sanat Merkezi (¢cok
disiplinli sanat¢1 ikamet programi), San Francisco;
Yonetmen, Artspace, Sidney; ve Dekan, Boston Sanat
Enstitiisii, Lesley Universitesi, Boston.

100'den fazla miize sergisi diizenledi. Kiiratoryel
calismalar sunlari igerir: Making Appearances,
Charlottenburg Sanat Akademisi, Kopenhag, Two Worlds
Collide, Painting History: Komar + Melamid, Artspace;
Perspecta, Sighting References, AGNSW, Sydney, The Decade
Show and Cadences, The New Museum, NYC; Promises
and States of Loss, Jersey City Museum; Urban Evidence,
MOCA, Cleveland; Mysterious Voyages, Visibility, Impact,
SNAPSHOT, Imperfect Innocence ve Facing Museums, the
Contemporary Museum, Baltimore, Breathing and
Immersion, Art Institute of Boston; ve Breathing Time and
Vital Signs, Newcombe Gallery, Tulane Universitesi, New
Orleans.

Turne solo projeleri sunlari igerir: Mary Kelly - Interim,
Kerry James Marshall - Telling Stories, Genevieve Cadieux
- Body Currents; Isaac Julien - Baltimore ve Dennis Adams

- Sieze ve Judith Barry tarafindan goérevlendirilen projeler:
Articulate Spatial Projections, 8. Uluslararasi Bienali i¢in,
Kahire, Mistr, En Iyi Pavyon ve Site Hatlar: Biiyiik Odiilii'ne
layik goriildii / Kazi Izleri / Marcas de Yacimiento / Marques
de Jaciment: A dialogue between Art and Archaeology, Istanbul,
Dundee, Barselona, Aksaray.

Aqilis konusmalar1 sunlari igerir: Kolej Sanat Dernegi,
ABD, Metropolitan Sanat Miizesi, New York ve Gorsel
Sanatlar ve Tasarim Egitimi Dernegi, Sidney; ve katalog
odiilleri sunlari igerir: Amerikan Miizeler Birligi.

Giizel Sanatlar, Felsefe ve Sanat Egitimi, Sidney
Universitesi; ve lisansiistii: Sinema Calismalar1, UNSW;
Isletme, Stanford Universitesi; ve doktora arastirmast,
Sidney Sanat Koleji, Sidney Universitesi.
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Vision Art Platform'da 17.01-14.03.2026 tarihleri
arasinda gergeklesen “UNSETTLED” sergisi igin
hazirlanmistir.

Kaynak gésterilerek yapilacak alintilar ve segili
gérsel malzeme disinda yayincinin izni olmaksizin
higbir yolla gogaltilamaz.

Prepared by Vision Art Platform on the occasion
of the exhibition “UNSETTLED" dated 17.01-
14.03.2026.

No part of this catalogue may be reproduced
in any way or by any means without permission
in writing from publisher, except by reviewer
who may quote brief passages anJuse selected
visual materialin a review.
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