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Olafur Eliasson’un ilk olarak 2018 yilinda

hayata gecirdigi “Yesil nehir” bashkh
calismasinin ana fikri, bir irmaga organik

ve zararsiz boya katarak suyun rengini

bir siireligine degistirmeye odaklaniyor.
Sanatg¢l, s6z konusu miidahaleyi 2000
yilinda Stockholm’de gerceklestirdiginde
medyanin ilk tepkisi, yesil rengi bir sizintinin
sonucu olarak yorumlamak olmus. Ardindan
sizintinin nehir yataginin yukarisinda yer
alan bir isitma tesisinden kaynaklandigina
ve zararsiz oldugunun tespit edildigine dair
resmi fakat asilsiz bir agiklama yapilmis.
Sanatgi ise kirlilik algisi yaratmaktan
ziyade, yalnizca irmagin kentteki varligina
dikkat cekmeyi amagladigini ifade ediyor.
Eliasson’un etkin kildigi bu ¢ok yonlii farkl
tartismalar, cevreyle iliskimizin nasil bir hal
aldigini gézler oniine seriyor.

Bizi saran yapay ¢evrelerin tenlerimize
temasini mekanik sistemler (1sitma,
havalandirma ve sogutma, HVAC)
araciligiyla kontrol etmeye c¢alisiyor; bir
yandan da tabiatin bozulusunu, ¢arpici
yiiksek ¢oziinirliiklii goriintiiler ve felaket
haberleri déngiisii icinde her ge¢en giin
daha ¢ok g6zlemliyoruz. 2021 yazinda
Marmara Denizi’nde gériilen yapiskan
“deniz salyasi” veya miisilaj yayilimi da
uluslararasi haberlerde bu sekilde yer aldi.
Suyun ylizeyini kaplayan kocaman ve ¢irkin
boz kdpiik katmaninin havadan ¢ekilmis
goriintiileri gelecekte yasanacaklara dair bir
uyari olarak ekranlara yansidi ve yayildi.

Miisilaj olusumu, kanalizasyonun
ve endiistriyel atik sularin gogunlukla
aritilmadan denize karismasinin yarattigi
kirlilikten kaynaklanir. Bu her ne kadar
yeni bir olgu olmasa da, bilim insanlarinin
aciklamalari, s6z konusu mevcut durumda
iklim degisikligi ve kiiresel isinmanin
misilajin daha siddetli tezahiir etmesine
neden olduguna isaret ediyor. Yapilan
resmi aciklamalar ve haberler, her zaman
oldugu gibi, altta yatan nedenler yerine
temizleme ¢alismalarina odaklandi. 2021
yilinda bu yaziyi kaleme alirken yénelttigim
soru suydu: Kirlilige dair goriintiiler etkili

Olafur Eliasson’s work “Green river” that
he first introduced in 2018, centers
around an organic, non-toxic dye into a
river temporarily transforming its color.
The media’s first response, when his
intervention was staged in Stockholm
in 2000, was reportedly to interpret the
green as the result of a leak, which then was
followed by an official but false explanation
that the harmless leak was traced to a
heating plant upstream. According to the
artist’s statement, he had merely wanted
to raise awareness about the existence of
the river in the city, and not necessarily
create the perception of pollution. This
interpretive unfolding reveals how we have
come to relate to the environment.

As we are trying to control how our
artificial environments touch our skin
through mechanical systems (heating,
ventilation and air conditioning, HVAC), we
are increasingly receiving the environment
through spectacularized high-resolution
imagery of environmental disruptions and
cycles of disaster news. Such was the case
when, in the summer of 2021, the news of
slimy “sea snot” or mucilage bloom in the
Marmara Sea hit international news. Aerial
shots of the vast ugly brown froth covering
the water surface circulated and aired on
screens worldwide as a warning for the
shape of things to come.

The mucilage formation is caused by
pollution originating from sewage and
industrial wastewater discharge into the
sea, mostly without treatment. Although
not a novel phenomenon, in this apparition,
it was exacerbated due to climate change
and global warming, scientists explained.
Official statements and media reporting
that followed focused on cleanup efforts,
as usual, rather than addressing underlying
causes. Writing back in 2021, | noted: Will
the visuals of pollution lead to effective
climate action or will the mucilage
disappear as abruptly as it appeared in the
cycle of global news media, as yet another
forgettable layer to the end of the world



Fotograf Photo: Serkan Ocak

bir iklim hareketine yol agcacak mi? Yoksa
miisilaj haberleri de diinyanin sonuna
dair senaryolarin unutulabilir herhangi
bir etabiymis gibi, belirdigi hizla kiiresel
haberlerden silinip gidecek mi? Maalesef
sasirmadik ve silinip gitti.

Eliasson’un tiretimlerinin temel
dayanaklarindan biri, ¢gevreye karsi “hissiz”
olusumuz. Béyle bakildiginda, kayitsizligin
ortadan kalkmasi igin iklim degisikligine
dair diisiince odakli bir anlayis yerine
bilginin somut bir deneyimle bir araya
gelmesi gerektigi belirtilebilir. Sayet
insanlar “Yesil nehir”in yapay bir bicimde
yesertilmis sularini gézleriyle goérebilir,
ya da sanat¢inin Grénlandli jeolog Minik
Rosing ile gerceklestirdigi “Buz Nobeti”
adli projede oldugu gibi, eriyen buza sahsen
dokunabilirlerse, cevresel degisimlerin
gercekligiyle iliski kurabilirler. Etkili bir iklim
hareketinin ortaya ¢ikmasi i¢in insanlarin
¢evreye dair bilgiler edinmekle kalmayip,
ayni zamanda duygusal olarak da onunla
iliskiye gegmeleri gerekir. Bu, iddiali bir sav
olmakla birlikte, ilgingtir, iklim degisikligine
odaklanan iletisim literatiiriinde de yer aliyor
(6rnegin bkz. Burke vd. 2018, Cameron vd.

scenarios? Unsurprising in retrospect, it
turned out to be the latter case.

A premise of Eliasson’s work is that
we are “numb” to the environment.
Accordingly, concerning climate change,
intellectual knowing is not enough to dispel
apathy; it has to be coupled with embodied
knowing. Thus, if people see the artificially
greened waterway of “Greenriver,” if they
touch the melting ice of his project “Ice
Watch,” jointly realized with Greenlandic
geologist Minik Rosing, then the reality of
these environmental transformations will
also touch them back. People need not
only to know about the environment but
also effectively engage with it to result
in effective climate action. This is a bold
argument, interestingly also advanced by
climate change communication literature
(e.g., Burke et al. 2018, Cameron et al.
2013, Moser and Dilling 2011, Hulme 2011),
but one difficult to verify in the context
of installation art, where typically there is
no systematic follow up on the long-term
impact.

Artworks are typically experienced
individually in the “white cube” space
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2013, Moser ve Dilling 2011, Hulme 2011).
Ancak uzun dénemli etkilere dair sistemli
bir takip ¢calismasinin genellikle s6z konusu
olmadigi yerlestirme sanati baglaminda bu
fikrin dogrulugunu géstermek giic.

Sanat yapitlari genellikle galeri mekani
kapsaminda, adeta “beyaz kiip” icinde
bireysel olarak deneyimlenir. Ziyaretgi
sessizlestirilir, kontrol altina alinir. Teorik
olarak, odaklanmis bir bigimde, siraya
konmus tek tek yapitlari 6ziimseyecek
bir géze indirgenir. Tiim bu mekansal
koreografi, davranislari kosullamakla
kalmaz, izleyiciyi sanat yapitinin “igine
¢ekilmeye” hazirlar. &te yandan mekansal
yerlestirmede alanda hareket halinde olan
izleyici, Walter Benjamin’in ifadesiyle
bir tiir “dikkat daginikligi hali”’nde
sanat yapitinin “i¢cine ¢ekilmektedir”
(1935/2017 239). Benjamin, (film ve mimari
baglamindaki) etkinlestirilmis ancak ayni
zamanda merkezsizlestirilmis izleyicilige
dikkat ¢eker. Burada “merkezsizlestirme”
izleyicinin betimlenen diinyanin odak
noktasina yerlesmemesi ve o diinya
izerinde egemenlik iddia edecek bir
konumda olmamasi anlaminda kullaniliyor.

Yerlestirmede hareket halinde olan ziyaretgi
merkez olmaktan uzaklasiyor ve yapita kendi

yorumlarini katmasi miimkiin hale geliyor.
ilaveten, Eliasson’un pek ¢ok yapitinda
ziyaret, kolektif bir deneyime doniisiiyor.

Sanatgl, yarattigi yapay ¢cevreye ziyaretginin

verecegi tepkiyi serginin ana konusu haline
getirmeye 6zel bir dikkat sarfediyor. Sonug
olarak Louise Hornby’nin 6ne siirdiigi

sekilde, ziyaretcgi, serginin ana 6znesi olarak
yeniden merkeze aliniyor (2017). Eliasson’un

yapitlari bu merkezilestirmeyi pekistirmek
lizere, genellikle “Senin...” zamiriyle,
dogrudan ziyaretgiye hitap eder sekilde
adlandiriimistir.

Eliasson’un ¢evreye ayak uydurmamiz
adina malzeme olarak sudan yararlanan
yapitlarindan esinle, bu yazida suyla
iliskimiz lizerine diisiinmeye koyulacak;
miize mekanindan sehre dogru ilerleyerek
ve tarih icinde yolculuk ederek biz

of the gallery: The visitor is silenced and
disciplined, theoretically reduced to a
seeing eye, absorbing the work one by one,
in an ordered sequence, and in a state of
concentration. All this spatial choreography
conditions not only behavior but also
prepares the viewer to be “absorbed by”
the work of art. In spatial installation work,
where one moves through the space,
however, the visitor “absorbs the work of
art” in a “state of distraction” to use Walter
Benjamin’s words (1935/2017 239). What
Benjamin points to is an activated but

also decentered spectatorship (found in
film and architecture). “Decentered,” here,
means the viewer is not positioned at the
fixed center of the depicted world and

is not to claim mastery over that world.

In asking the visitor to move, installation
work decenters the visitor and allows them
to bring their interpretations to the work.
Further to that, in many of Eliasson’s works,
the visit becomes a collective experience.
The artist is deliberate in the way he turns
the individual visitor’s responses to the
artificial environment he creates into the
main subject of the exhibition, and thus,

as Louise Hornby argues, ends up re-
centering the visitor as the main subject

of the exhibition (2017). To enhance the
re-centering of the visitor, his works were
often titled with a direct address to the
visitor with the pronoun “Your...”.

Inspired by Eliasson’s works that use
water as material to attune us to the
environment, in this essay, | reflect on our
relationship with water, starting within the
space of the museum and moving to the
city, moving back and forward in its history,
and beyond, through the varied ways we,
humans, think about, live with and embody
water.

WATER IN THE MUSEUM

Eliasson has built on earlier works of
color in waterways with installations inside
galleries—creating artificial natures in the



insanlarin suyu diisiinme, onunla yasama
ve onu cisimlendirme bigimlerimizden
bahsedecegim.

MUZEDE SU

Eliasson, suyollarini renklendirdigi
erken donem c¢alismalarini galeriler icinde
gerceklestirdigi yerlestirmelerle gelistirerek
miize binalarinin zaten suni olan atmosferleri
icinde yapay dogalar yaratti. Peyzaj mimari
Glinther Vogt ile kurguladigi “Arabuluculu
devinim” (2001) baslikli yerlestirme, Peter
Zumthor tarafindan tasarlanmis olan,
Avusturya’daki Kunsthaus Bregenz adli
mekanda sergilendi. Serginin iki katindan
birinde, yilizeyi su mercimedgi ile kaph bir su
kiitlesi bulunuyordu ve ziyaretgiler tahta
kopriiler lizerinde yiiriiyerek suyla dolu
bu alani deneyimliyordu. Sanatg¢i, 2027’in
baslarinda yine Giinther Vogt ile, Renzo
Piano tarafindan tasarlanmis Fondation
Beyeler’i suyla doldurdu. “Yasam” adli bu
yerlestirmede Eliasson, ic mekani imzasi
sayilan yesil suya ilaveten hava unsurlarina
maruz birakti. Bir park alani iginde yer
alan Piano tasarimi binanin éniinde,
halihazirda cephe boyunca uzanan biiyik
bir havuz bulunuyordu. “Yasam” sergisinde,
yapinin i¢iile disini ayiran cam béliiciiler
kaldirilarak yansitma havuzunun i¢ mékanla
biitlinlesmesi saglanmisti. Bu miidahaleyle
sanatgl, cagdas sanat miizelerinin,
medeniyet ritiielleri (Duncan 1995) veya ulus
insasina (Bennett 1995) yonelik ideolojik
aygitlar olmasindan 6te, politik agidan ilerici
bir kiiltiirel aktor ve kapsayici bir alan olarak
6nemine ve potansiyeline duydugu sarsiimaz
inanci g6z oéniine seriyordu.

Su, Piano’nun yapilarinda mutlak bir
tasarim égesi olmasa da, kendisinin istanbul
Modern igin gelistirdigi tasarimda da merkezi
bir rolde. Miize, sehrin geri kalanindan bir
¢it ve giivenlik kontrol noktalariyla ayrilmis,
kruvaziyer gemileri icin 6zellestirilmis
liiks bir kompleks olan Galataport'un bir
pargasi olmasina ragmen; suyla kurulan
iliski, dikdoértgen prizma bi¢imli yalin projeyi

already artificial atmosphere created by
the museum building. In collaboration
with landscape architect GUnther Vogt, he
installed “The mediated motion” (2001) in
the Peter Zumthor-designed Kunsthaus
Bregenz in Austria, where one of the two
levels of the exhibition featured a body

of still water with duckweed floating and
pedestrians experiencing the water-filled
space by walking on wooden footbridges.
In 2021, Eliasson, again together with
GUnther Vogt, flooded the Renzo Piano-
designed Fondation Beyeler, this time
exposing the interior to the elements of
the weather as well as his signature green
water in an installation titled “Life.” Piano’s
design is set in a park environment and is
already fronted with a large pool extending
the width of the building’s facade. The
glass walls of the building separating
inside and outside were removed for the
“Life” exhibition, and the reflecting pool
was allowed to flow into the building. This
project of lifting demonstrates the artist’s
unwavering belief in the importance and
potential of the contemporary art museum
as a politically progressive cultural actor
and inclusive space, rather than as an
ideological instrument of civilizing rituals
(Duncan 1995) or nation-building (Bennett
1995).

While not necessarily a trope in Piano’s
work, the Istanbul Museum of Modern Art’s
design also by Piano displays a centrality
attributed to water. The use of water
visually integrates the simple rectangular
box to its urban context, despite being
part of Galataport, a privatized, purpose-
built luxury complex for cruise ships,
otherwise separated from the rest of the
city with a fence and security checkpoints.
The building’s terrace views emphasize
and pull inside, rather than mere framing,
the panoramic vistas afforded by the
extraordinary positioning of the building
near the confluence of the estuary of
Golden Horn and the strait of Bosphorus
with views out into the Marmara Sea.
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baglamiyla goérsel olarak bitiinlestirmekte.
Bogazici ile Hali¢’in bulustugu konumdaki
yapinin terasi, binanin olaganiistii
yerlesiminin bir getirisi olan Marmara
Denizi’ne uzanan panoramik manzarayi
sirf gergeve igine almaktansa, vurguluyor
ve kendisine katiyor. Ustelik {izerindeki
yansitma havuzuyla ¢ati, ¢cevredeki
sirtlardan bakildiginda, suyun binanin

bir parcasi oldugu veya binanin ¢evresini
saran (sudan olusan) peyzaj icine karistigi

izlenimini olusuyor. Tasarim, kent sakinlerinin

deniz manzaralarina duydugu derin sevgiyi
benimsiyor.

BiR OLCU OLARAK (CAGLAYAN) SU

Eliasson’un yapitlari icinde, suyu
malzeme ve bazen de mekanin kendisi
olarak kullandigi bir diger taninmis proje

serisi“Caglayan” calismalaridir. Halihazirda

yapili ¢cevre iginde yer alan selale projeleri
nasil meydana getirildiklerini de son
derece ¢arpici bir sekilde g6z 6niine serer.

Caglayanlar birer g6z aldatmacasi degildir,
¢linkii diizenekleri daima gériiniir haldedir.

Sanatg¢i, 2009 tarihli bir konugsmasinda

c¢aglayani olusturan suyu mekansal bir 6l¢ii
olarak tanimlamaktadir: “Suyun diisme hizi
her yerde sabit olduguna gére, bir selalenin

hizl akiyor olmasi size yakin ve kii¢iik

oldugu anlamina gelir. Bedenininiz bunu bir

sekilde bilir. Yani selale mekani 6lgmenin
bir yoludur” (Eliasson 2009). Bu yaklasim,
sanat¢inin etkinlestirilmis izleyiciligi

ve mekanin bir parcasi olan bedenleri
merkeze alan fenomenolojik anlayisi ile

iliski icindedir. Pek ¢ok tepe ve yokusu olan

bir kentten denizi izleyebildiklerinden,
suyun uzaktaki tepedelerden izlendiginde
yavas, kiyidan izlendiginde daha hizh

aktigini deneyimleyen pek cok istanbullu’ya

yakin gelebilecek bir his bu. Bogaz
manzaralarinin miisterek bir keyif kaynagi

(Isin 2010) olmasinin ardinda yatan anlayis,

tam olarak da bununla, yani kentsel
mekanda ve onun bir pargasi olmayla
iliskilendirilebilir.

Furthermore, the roof with its reflective
pool creates an illusion of the continuity of
water or the blending of the building with
its landscape (of water) when viewed from
the surrounding hills. The design recognizes
the immense love citizens of this city have
for their water views.

WATER(FALL) AS A MEASURE

In Eliasson’s oeuvre, another famous
work that uses water as material, and
sometimes also as site, is the “Waterfall.”
Setin already constructed nature, the
waterfall projects reveal most vividly
their artifice. The waterfalls are no
phantasmagoria; the apparatus is
always revealed. In a 2009 talk, the artist
presented the water-falling as a measure
of space: “If a waterfall is falling faster,
it's a smaller waterfall which is closer
by-because the speed of falling water is
pretty constant everywhere. And your
body somehow knows that. So this means
a waterfall is a way of measuring space”
(Eliasson 2009). He connects this back to
his phenomenological understanding of
activated spectatorship, of having a body
that feels part of the space. It is a feeling
many Istanbulites will associate with as
they experience the movement of the
flowing body of the water from its many
hills and banks—moving slowly if they are
far away on a hilltop and faster if they are
on the water bank. Perhaps the views of
the Bosphorus are a source of communal
enjoyment (Isin 2010) precisely for this
sense of being in space, being a part of the
city.

These beautiful views, however, do
not reveal Istanbul’s many and variegated
water problems. The city historically
developed around waterways—obviously,
water is Istanbul’s raison d'étre. Ironically,
surrounded by so much of it, Istanbul has
always had challenges providing freshwater
to its residents. Added to this challenge
in the modern era are wastewater and



Ancak bu giizel manzaralar, ne yazik sewage. And beyond the city, one of the

ki istanbul’un cesitli su problemlerini main environmental challenges in TuUrkiye
yansitmiyor. Suyun, tarihsel olarak su yollari again has to do with water and seeing it as
etrafinda gelismis olan kentin varlik sebebi a resource rather than as Life.

oldugu besbellidir. Sularla ¢evrili kentte
tath su temininin her daim bir zorluk olmus FRESHWATER, RECREATIONAL WATER, AND

olmasi ironiktir. Modern dénemde atik sular WASTEWATER
ve kanalizasyon meseleleri bu zorlugu iyice
artirmistir. Yalnizca kentteki degil Tiirkiye The lack of freshwater supplies in this city
genelindeki baslica ¢evre meselelerinden built around waterways meant an intricate
biri de, su ve onun yasam degil ham madde infrastructure and associated architecture
olarak goriilmesidir. had to be constructed. Starting in Roman
times, grand long-distance agueducts carried
TATLI SULAR, REKREASYONEL SULAR VE water to the city which then was stored in
ATIK SULAR open-air reservoirs and underground cisterns
(Cecen1996). After the Ottoman take-over
Su yollar etrafinda insa edilmis olan of the city, a large infrastructure of dams,
kentin tath su kaynaklarindan yoksun olmasi, basins and pipes were constructed to bring
girift bir altyapinin ve onunla baglantih freshwater from distant sources to provide
mimarinin insa edilmesi gerektigi anlamina water to the residents of the city from
geliyordu. Roma déneminden itibaren, uzun public wells (Cecen 1999, 1991). The water
mesafeler asan biiyilik su kemerleriyle kente infrastructure fed elegant public fountains in Othmar Pferschy, 1898-1984
tasinan su, acik hava ve yeralti sarni¢larinda the 18th century (Hamadeh 2008). Unkapanrndan Sarachane’ye
depolanmistir (Ce¢cen 1996). Kentin Osmanli Starting in the second half of the 19th From Unﬁ:g;:l’ ITSJ:\,ZI::;
idaresine gegmesinin ardindan, uzak century, Istanbul started experiencing water Sarachane, 'Stalr;t:g
kaynaklardan su tasiyip kent sakinlerine shortages coupled with cholera and typhoid jstanbul Modern Sanat Miizesi
kuyulardan su temin etmek iizere bent, havuz epidemics which led to the establishment /Stanb';fﬁ;’i’:;,:‘;’?ﬁéﬁ'::
ve boru hatlarini kapsayan biiylik altyapi of modern town planning tools such as Art Photography Collection
faaliyetleri gergeklestirildi (Ce¢cen 1999, the 1856 Commission
1991). 18. ylizyildan itibaren bu altyap\, zarif for Urban Regulation.
cesmeleri de beslemeye basladi (Hamadeh Modernization
2008). efforts undermined
19. yiizyilin ikinci yarisindan itibaren and supplanted the
istanbul’da su sikintilarina ek olarak kolera ve role of religious and
tifo salginlarinin yasanmasi, 1856°’da kurulan private philanthropy
intizam-1 Sehir Komisyonu gibi modern in maintaining the
kent planlama faaliyetlerine odaklanacak water infrastructure.
olusumlarin ortaya ¢ikmasina yol agti. Foreign companies
Modernlesme ¢alismalari dini kurumlarin ve built waterworks in
vakiflarin su altyapisinin bakimindaki roliini Terkos and Elmal
gitgide azaltti. Yabanci sirketler Terkos ve (Dingkal 2008) which
Elmali’da sinirli kapasitelere sahip su tesisleri had limited efficacy.
insa ettiler (Din¢ckal 2008). Bu sirketler, These companies
cumhuriyetin ilaninin ardindan millilestirildi, were nationalized with
1930’larda ise belediye biinyesinde bir the establishment of
sular idaresi kuruldu. Osmanli déneminde the Republicand a
insa edilmis entegre altyapi, Dingkal’in municipal waterworks
“musluk ve ¢cesmeler arasindaki rekabet” company was founded
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Caglayan

Waterfall

2016

Ving, su, paslanmaz ¢celik, pompa sistemi, hortum, balast
Crane, water, stainless steel, pump system, hose, ballast
42,5x6x5m

Yerlestirme gérdntiisi Installation view:

Versay Sarayi Palace of Versailles, 2016

Fotograf Photo: Anders Sune Berg

Sanaticnin izniyle Courtesy of the artist;
neugerriemschneider, Berlin;

Tanya Bonakdar Gallery, New York / Los Angeles
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diye betimledigi sekilde, 20. yiizyilin
ortasina dek modern merkezi sistem ile
birlikte kullanildi (678). Kent ¢ceperindeki
plansiz yerlesimlerde basta kuyulardan
yararlaniliyordu. Kayirmacilik odaklh bir
politikanin sonucunda zamanla bu bdlgeler
de resmi su tedarik zincirine katildi.
1980’lerin sonlarindan itibaren istanbul’da
musluk sulari yogun klorlamaya ragmen
saghik acisindan riskli gériilmeye baslandi.
Su depolari modern kentin biiyilikligii
ve biiylime hiziyla bas edemiyordu.
Bu kaynaklar, yaygin goériise gore iklim
degisikligi ve kiiresel iIsinma nedeniyle yagis
miktarinin daha 6nce goriilmemis seviyelere
diismesi ve yasanan kurakliklar neticesinde
21. yiizyil baslarinda daha da yetersiz kaldi.
Tath su kaynaklarinin 6zellestirilmesiyle
mavi plastik damacanalarla evlere su
dagitimi yapan kiigiik sirketler ortaya ¢ikti
ve su giivenligi saticilarin insafina birakildi.
Giiniimiizde istanbullularin neden hala
musluk suyunu igmedikleri acik degil. iSKi’nin
musluk suyu icmenin giivenli olduguna dair
aciklamalarina ragmen pek ¢ok kisi konuya
sipheyle yaklasiyor, kimileri de uygulanan
kimyasal islemler nedeniyle suyun tadinin
icilemez bir hal aldigini 6ne siiriiyor.

Tath su diinyadaki en kiymetli “kaynak”tir.
Temelde bedelsiz ve herkese ait olanin
kiiresel sirketler tarafindan metalastirilmasi
ve sémiiriilmesi hararetli tartismalara,
elestirilere ve yerel direnislere konu oluyor.
istanbul’da su tedarikgilerinin lcegi biiyiik
olmasa da, su dagitiminin ézellestirilmesi
kent altyapisinin neoliberal rasyonalizm
cercevesinde pargalara ayrilmasinin bir
yansimasli. Graham ve Marvin, modern altyapi
ideali olan biitiinlesik sebeke sisteminden
uzaklagsmayi ifade eden bu doéniisiimii
“parcali kentlesme” diye adlandirir (2001).
Kentlesmenin par¢alanmasi neoliberalizm
baglaminda normallestiriliyor, ancak temiz
icme suyu tedariginin parcgalara ayrilmasi
ve 6zellestirilmesi gerekliligi, nihayetinde
bir anlati. Bunu idrak ettigimiz takdirde
anlatinin kendisi de, onun araciligiyla kurulan
gerceklik de degistirilebilir.

in the 1930s. Until the mid-20th-century,
the integrated infrastructure Ottomans

had built was used side by side with the
modern centralized system in what Din¢kal
calls a “competition between taps and
fountains” (678). The informal settlements
surrounding the city relied mainly on wells
but were gradually integrated into the
formal water supply chain through a politics
of clientelism.

From the late 1980s on, tap water in
Istanbul came to be considered a health
hazard despite heavy chlorination. With
its modern size and pace of growth,
Istanbul’s water reservoirs turned out to
be inadequate and suffered from all-time
low rainfalls and droughts at the turn of the
21st century, often linked to climate change
and global warming. Freshwater was
privatized with small companies delivering
to households in blue plastic bottles, the
safety of water at the mercy of vendors.
Today it is not clear why Istanbulites still
don’t drink tap water. Contrary to the
waterworks’ (ISKI) declaration that it is safe
to drink, many are suspicious it is safe, while
others claim it is the chemical treatment
that makes the taste undrinkable.

Freshwater is the most precious
“resource” on earth. The commodification
and exploitation by global corporations
of what is essentially free and belongs to
all is a topic of heated debate, scrutiny,
and localized resistance. While the scale
of water providers in Istanbul is small,
the privatization of water provision in
Istanbul follows the debundling of urban
infrastructure under neoliberal rationality.
Graham and Marvin call this transition, away
from the modern infrastructural ideal of an
integrated networked system, “splintering
urbanism” (2001). Splintering urbanism is
normalized under neoliberalism, but it is
ultimately a narrative that fresh drinking
water provision needs to be debundled and
privately supplied. Once we recognize this,
the narrative and the reality constituted by
that narrative can be changed.



istanbul’un dinlenme amagli sular ile
iliskisi de gectigimiz elli yilda sorunlu
bir hal aldi. 1970’lere dek kiyilarda deniz
hamamlari (yararlanmak i¢in yiizme bilmenin
gerekmemesi nedeniyle “hamam” olarak
adlandirihyorlardi) denilen ahsap yapilar
bulunuyordu. Bu yapilar zamanla yerlerini
plajlara ve Tiirkiye’nin modernlesme
siirecinin bir gostergesi olarak kadin ve
erkeklerin bir arada yiiziip sosyallestigi halk
plajlarinda yeseren bir ylizme kiiltiiriine
birakti. Cumhuriyetin kurucu lideri Mustafa
Kemal Atatiirk’iin 1934 yilinda mimar Seyfi
Arkan tarafindan tasarlanan Florya’daki
modernist yazlik konutunda yiiziiciilerin
arasina katildigi bilinir, zaten onlarla birlikte
cektirdigi fotograflar akillara kazinmistir.
Marmara Denizi’nin kumlu sahilleri zaman
icinde Avrupa yakasinda Kumburgaz’dan
Silivri’ye, Anadolu yakasinda da Tuzla’ya
kadar uzanan yazlik sitelerle doldu. Son
yillarda nostaljiyle giindeme gelen bu
yazliklar, suyun bir dinlenme ve eglence
kaynagi olmasina odaklanan bir yaklasimla
istanbullularin suyla iliskisine dair gegmisten
feyz alan ve yeni bir gelecek canlandiran
sergilere konu oldu (SALT Beyoglu 2014;
Pera Miizesi, 2018). Giiniimiizde Bogaz
kiyilarinda yer alan pek ¢ok 6zellestirilmis
plajda su kalitesi, akintilara ve kirlilik
durumuna bagl olarak degiskenlik
gOsteriyor.

Kirliligin gériilebilir veya koklanabilir
bir seviyeye ulagsmasi aslinda yeni bir
hadise degil. Pek ¢ok istanbullu Hali¢’in
veya Kadikéy’deki Kurbagalidere’nin nasil
koti koktugunu diin gibi hatirlar. 20. ylizyil
basinda, derelere ddkiilen kanalizasyon
atiklarinin denize karismasi ve yaz aylarinda
su sicakhiginin ylikselmesiyle organik kirlilik
goriiniir bir seviyeye ulasiyordu. Tath su
sikintisina ilaveten, sanayilesme ve artan
kentlesmeyle birlikte korunakli su hazneleri
ve su yollari da kirlenmeye basladi. Kanal
istanbul gibi biiyiik insaat projeleri ise cesitli
hususlara ek olarak deniz yasami agisindan
arz ettigi risklerden 6tiirii de ¢evrecileri
endiselendiriyor. Olanlar muhtemelen

Istanbul’s relationship with recreational
water has also become troubled in the
past half-century. Up until the 1970s, the
shoreline of the city had wooden structures
in the water called sea baths (“baths”
as one didn't necessarily need to know
swimming to benefit from them) which
were eventually supplanted with beaches
and the culture of swimming-women and
men swimming and socializing together
in public beaches was a sign of Turkiye’s
arrival into the stage of modernity. The
Republic’s founding leader Mustafa Kemal
Atatlrk famously mingled and posed
with groups of swimmers while visiting
his modernist summer house in Florya
designed in 1934 by architect Seyfi Arkan.
The sandy beaches of the Marmara Sea
eventually came to be lined by a strip
of summer housing for the masses from
Kumburgaz stretching to Silivri on the
European side and Tuzla on the Asian side-
lately these are the subject of nostalgia
and exhibitions (SALT Beyoglu 2014; Pera
Museum, 2018). These exhibitions look back
to history to suggest a renewed future for
Istanbulites’ relationship with water-water
being a source of leisure and enjoyment.
Today, beaches along the Bosphorus are
mostly privatized and water quality wavers
with the prevailing currents and pollution.

Visible and olfactory pollution is not
necessarily new-many Istanbulites vividly
remember the stench of the Golden Horn
or Kurbagalidere in Kadikdy. By the turn
of the 20th century, sewage disposal
through brooks which flowed into the sea
along with high water temperatures in the
summers started creating visible organic
pollution. Added to the lack of freshwater,
industrialization and sprawling urbanization
have resulted in the previously protected
water reservoirs and the waterways
becoming polluted. Large construction
projects such as the Kanal Istanbul worry
environmentalists for their potential threat
to marine life among other concerns.
Perhaps more than humans it is the non-
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insanlardan ziyade, insan olmayan canlilari humans that suffer, the disappeared and
agir sekilde etkiliyor; Marmara Denizi’nde extinct fish species in the Marmara Sea
artik bulunmayan ve soyu tiikkenmis balik being a key indicator (Ulman et al 2000).
tiirleri bu durumun baslica géstergelerinden The mucilage, brown froth on the shores,
(Ulman vd. 2000). Miisilaj, yani kiyilardaki is observed on an annual basis due to

boz képlkler sularin sicakhigindaki the seasonal warming of the waters, but
mevsimsel artiglara bagli olarak her yil what made it to global news in 2021 was
goriilmekte; ancak konuyu 2027’de diinya the unprecedented intensity and extent
capinda haberlere tasiyan, bu olusumun daha suffocating marine life. Climate emergency,
once goriilmemis bir boyut ve yogunluga happening elsewhere and in the future, had
ulasarak deniz canlilarini bogar hale arrived here and now.

gelmesiydi. Baska yerlere ya da gelecege ait
gibi goriilen iklim krizi simdi ve burada artik. ARTISTS ENGAGE THE ENVIRONMENT

SANATCILAR CEVREYLE HEMHAL OLUYOR Climate change is creating unequal
burdens between industrialized countries
Diinyanin kaynaklarini somiiren ve who exploited the world’s resources and
iklim degisikliginin tarihsel sorumlusu are historically responsible for it, and
olan sanayilesmis lilkeler ile bu degisimin less industrialized countries who are
yiikiinii ceken daha az sanayilesmis lilkelerin experiencing today the brunt of climate
maruz kaldigi sikintilar ayni degil. Merkezi change. Climate change is also aggravating
yonetimlerin, azinlik gruplarinin yasadigi inequalities within countries where central
licra bolgelerde kalkinma odakh yaklasimlari governments are applying the logic of
ve hafriyat¢ilik faaliyetleri nedeniyle, iklim developmentalism and resource extraction
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degisikligi kimi Ulkelerde esitsizlikleri
daha da siddetlendiriyor. Boyle bdlgelerde
yasayip bu eylemlerden en agir sekilde
etkilenenler, ¢ikar ve ihtiyaclarini ifade
etmeye dair ekonomik, sosyal ve politik
araclardan yoksun halde olabiliyor. Buna
karsilik olarak, diinyanin doért bir yanindaki
sanatg¢ilar duyulmayan seslerin giindeme
gelmesi adina yeni roller listleniyor.

Tirkiye’den Aslihan Demirtas, Serkan
Taycan, Elmas Deniz ve Ozan Atalan gibi
sanatgilarin ¢calismalarinda gézlemledigim
bir yaklasim da kapitalist hafriyatciligin
tabiat lizerindeki etkisini belgelemek
(Taycan ile ilgili olarak bkz. Tiireli ve Al
2018). Cesitli hafriyat¢ilik projelerinden biri
olan baraj insasi da Tiirkiye’de baslica ulusal
enerji stratejisi olarak uygulaniyor (Erensii
2017, Bilgen 2021). Dicle ve Firat nehirleri
tizerindeki Giineydogu Anadolu Projesi
(GAP), bolgedeki kamulastirma uygulamalarn
ve yarattigi catismalarla diinyanin en biiyilik
ve en tartismali baraj projelerinden biri
olarak goriiliiyor. Resmi sdyleme gdére GAP
yoksul boélgeleri kalkindirmayi amaghyor.
GAP’lailgili tartismalarda daha belirgin
olmakla birlikte, tiim Tiirkiye genelinde
goriildiigi Gzere, ¢cesitli deviet kurumlari
irmaklar lizerinde él¢limler yapip akis
hizlarina gére s6z konusu irmaklara deger
bigiyor ve hidroelektrik enerjiyi karbonsuz,
yenilenebilir enerji olarak pazarliyor.
Boylece Tiirkiye’de akarsular lizerine
son hizla barajlar (HES) kurulurken, bir
yandan da ekosistemler altiist ediliyor. Bu
kalkinmaci anlayisin altinda yatan, suyun
bir ham madde, yani biz insanlardan ayri bir
sey olarak goriilmesi. Peki suyu yerinden
edilecek, dl¢iip bicilecek, metalastirilacak
bir sey yerine, gelecegi tasavvur etmek igin
bir “dl¢ii”’, bir eylem siirecinin élg¢iitii olarak
gorebilirsek nasil olur?

1980’lerden bu yana Tiirkiye’de gevreci
grup ve arastirmacilar ¢ogaldi. Hem
aktivistler hem de arastirmacilar ¢evresel
yvikim ile kaynak kavgalari, hayati idame
ettirme miicadeleleri ve demokrasi arasinda
iligskiler kuruyor (Adem 2005, Arsel 2021).

to their remote regions with minority
populations. Those who are most affected
in such zones may not have access to
economic, social and political means of
representing their interests and needs.

In response, artists around the world

are finding renewed roles to amplify the
unheard.

One approach | have observed in the
works of artists from TUrkiye, such as
Aslihan Demirtas, Serkan Taycan, Elmas
Deniz and Ozan Atalan, has been to
document the impact on the landscape, of
capitalist extractivism (on Taycan, see Tureli
and Al. 2018). Among other extractive
projects, damming has emerged as the
primary national energy strategy (Erensu
2017, Bilgen 2021). Turkiye’s Southeastern
Anatolia Project (GAP in Turkish acronym)
on therivers Tigris and Euphrates is one
of the largest and most controversial
large dam projects in the world, linked to
dispossession and conflict in the region.
According to official discourse, GAP seeks
to uplift the impoverished region. As most
evident in debates surrounding GAP, but
all across TUrkiye, various state actors
measure and value rivers for their flow rate;
tout hydropower as carbon-free renewable
energy, and thus, TUrkiye is damming
at full speed its freshwater streams,
disrupting ecosystems in the meanwhile.
Underlying this developmentalist vision is
an understanding of water as a resource, as
something separate from us, humans. What
if we could imagine water as “measure,”
that is, a course of action to imagine the
future, rather than as something to be
extracted, measured, commodified?

Since the 1980s, Turkiye has seen a
proliferation of environmentalist groups
and scholarship where both activists and
scholars are connecting environmental
destruction to struggles over resources,
contestations over livelihood, and
democracy (Adem 2005, Arsel 2021).

In the art world, climate change has not
become a rallying cry, that is, until recently.
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iklim degisikliginin sanat diinyasi icin
tematik bashklardan biri haline gelmesi ise
son yillarda gergeklesti. istanbul Bienali,
istanbul Modern ve SALT, ister Tiirkiye’deki
hafriyatcilik ve kalkinmacilik tutumuna ister
kiiresel iklim krizine karsilik olarak ekoloji
odakli calismalar yapan yerel ve uluslararasi
sanatgilara kurumsal destek ve platformlar
sagladi. 2013 yilinda Fulya Erdemci
kiratorliiginde, “Anne Ben Barbar miyim?”
bashgiyla diizenlenen istanbul Bienali,
kamusal alan, demokratik katilim ve kentsel
donlisime dair meselelere egilen seckisiyle
Ongdriilii bir tavir sergilemisti. Zira ac¢ilistan
yalnizca birkag¢ ay 6nce gerceklesen Gezi
protestolari tam da bu konularla iliskili olarak
ortaya cikmisti. 2016°da istanbul Modern,
doga ve siirdiiriilebilirligi konu alan “YOK
OLMADAN?” baslikli bir sergi diizenleyerek,
mevcut iklim krizinde sanata bir rol bicen
sergi ve programlara ev sahipligi yapan

¢ok sayidaki uluslararasi miize arasinda
yerini aldi. 2019’da Nicolas Bourriaud
kiratorliigiinde diizenlenen bienal de iklim
krizini bitiin yonleriyle ele almaya yéneldi.
Okyanuslarda biriken plastik atik yigininin
yarattigi olusumdan hareketle “Yedinci
Kita” olarak adlandirilan etkinlikte davetli
sanatgilarin bircogu Antroposen’e karsi
projeler gelistirdi.

“Antroposen” ifadesi, insanlarin
gezegen lizerindeki etkilerine dikkat
c¢ekmek i¢in kullaniliyor. Ancak bu
kavramla irksal kapitalizmin tarihsel
etkisi, yerlesimci sémiirgecilik ve cagdas
kurumsal sémiirgecilik g6z ardi edilerek
bir genellestirme icinde anthropos (insan)
faillestirildiginden, elestirilere de konu
oluyor (Demos 2016; Gémez-Barris 2017).
Antroposen, gorsel kiiltiir arastirmacisi
Nicolas Mirzoeff’in ifadesiyle “biyosferin
yikimina ragmen durmamamiza, higbir
sey gérmememize ve emtia dolasimini
stirdiirmemize olanak saglayan” (2014,
217), kendine 6zgii bir gorsellik barindiriyor.
Antroposen’e karsi temsillere yénelen
sanatsal ¢abalar da birtakim zorluklarla
karsi karsiya. Bunlarin ilki anlatinin

The Istanbul Biennial, the Istanbul Museum
of Modern Art and SALT have provided
institutional support and platforms for local
and visiting artists who have developed
ecology-focused works whether in direct
response to the rationality of extractivism
and developmentalism within Turkiye or
the global climate crisis. The 2013 edition
of the Istanbul Biennial, curated by Fulya
Erdemci with the theme “Mom, Am | a
Barbarian?” was prescient in its thematic
selection addressing problems of public
space, democratic participation and urban
transformation as Gezi Protests unraveled
precisely on these very themes, only a
few months before the opening. In 2016,
Istanbul Modern put on an exhibition on
nature and sustainability entitled “TILL
IT’'S GONE,” joining several international
museums in programming exhibitions that
attribute a role to art in the current climate
emergency. In 2019, the Biennial curated
by Nicolas Bourriaud took on the climate
emergency full on. Entitled “The Seventh
Continent” after the plastic waste piling up
in the oceans, many of the invited artists
made an effort to counter-visualize the
Anthropocene.

“Anthropocene” seeks to call attention
to the impact of humans on the planet,
but it is not a term without its critics for
universalizing the anthropos (human)
as the culprit without addressing the
historic impact of racial capitalism, settler
colonialism, and contemporary corporate
colonialism (Demos 2016; Gdmez-Barris
2017). The Anthropocene has a visuality of
its own, that, in the words of visual culture
scholar Nicolas Mirzoeff, “allows us to move
on, to see nothing and keep circulating
commodities, despite the destruction
of the biosphere” (2014, 217). There are
several challenges to artistic efforts to
counter-visualizing the Anthropocene.
The first is controlling the narrative: Local
environmental politics and the economy
of the global art world can easily coalesce
to render what may be powerful, situated



kontroliiyle ilgili: Yerel ¢evre politikalari

ile kiiresel sanat diinyasinin ekonomisi
rahatlikla bir araya gelebilir ve baglamlarina
6zgli giiclii elestirileri evrensellestirilmis
eko-estetik gostergelere dénistiirebilir.
Bununla baglantili olan ikinci mesele

de diinyanin insan kaynakli degisimine

dair tasvirlerin estetize edilebilmesi ve
boylece, T. J. Demos’un ifadesiyle “tipki
goriintiileri gibi doganin kendisine de
sahiden ‘bizim’ hakim oldugumuza dair
tekno-iitopyaci bir pozisyonu pekistirecek”
sekilde sunulabilmesi (2017, 28). Uciincii
glicliik ise, gitgide daha fazla sayida
sanatginin ¢cevreye egilip hafriyatgi
eylemler lizerine arastirmalar yapmalarina
ragmen, bu isimlerin yapitlarinin ve hatta
kendilerinin maddi kaynaklarla birlikte
piyasada dolasimda olan yerel kaynaklar
olarak algilanmasi (Cayli 2020, 6). Son
olarak da, sanatin kurumsal baglaminin
belirleyiciligi 6nem arz etmektedir. “Yedinci
Kita”’nin, sponsorlarindan étiirii Tiirkiye’de
faaliyet gosteren ¢evreci gruplarin toplu
protestolarina hedef olmus ilk istanbul
Bienali olmasi dikkate sayan bir husus

(Eskop 2019). Tiim bu giicliikler icinde, yapit

deneyiminin bir anlik hissetme halinden
otesine karsilik gelmesi nasil miimkiin
olabilir?

“SU YASAMDIR”

istanbul’un sularindan bahsederken
(tath sular, rekreasyonel sular ve atik
sular kategorileri icinde) insan merkezli
yvaklasimlar iizerinde durmus olsam da, suya
ve onunla iliskimize dair yaygin anlatiya
yaratici bir sekilde meydan okuyan baska
diisiinme big¢imleri de siiphesiz mevcut.
Ornegin, Standing Rock’taki ve Kuzey
Amerika’nin dort bir yanindaki yerel su
koruyuculari bize nasil hem elestiri hem de
empati gelistirebilecegimize dair biiyiik
umut veriyor. Su koruyuculari multimilyarhik
boru hatlari, altyapi ve hafriyat projelerine
karsi1 Mni Wiconi (Su yasamdir) diyerek
direniyorlar. Suyu bir hammadde degil,

critiques into universalized eco-aesthetical
gestures. A second connected issue is

that depictions of the human-driven
alteration of the earth can be aesthetizing,
and thus can be reframed, to borrow the
words of T. J. Demos, to “reinforce the
techno-utopian position that ‘we’ have
indeed mastered nature, just as we have
mastered its imaging” (2017, 28). Third,
while a growing number of artists are
engaging the environment and shining
light on extractivist practices, their works
and even artists themselves can be framed
as local resources circulating alongside
material resources in the marketplace
(Cayli 2020, 6). Finally, the institutional
context of the art matters. It is worth
mentioning that “The Seventh Continent”
became the first Istanbul Biennial at the
receiving end of collective protest action by
environmentalist groups active in TUrkiye
because of the list of sponsors (Eskop
2019). Under these challenges, how does
the experience of the work translate to
anything more than an occasion of feeling?

“WATER IS LIFE”

Although until now | have admittedly
given space to human-centered accounts
of water in Istanbul (with the categories
of freshwater, recreational water, and
wastewater), there are certainly other ways
of thinking that productively challenge
the given narrative about water and our
relationship to it. For example, Indigenous
water protectors at Standing Rock and
across North America give us great hope
regarding how we can build both critique
and empathy. Water Protectors have been
resisting multi-billion pipelines and other
infrastructure and resource extraction
projects claiming Mni Wiconi (Water is
Life). Guided by Indigenous knowledge
systems, where water is not a resource
but a kin, which flows in and out of our
bodies, such environmental action has
introduced new frames of reference and
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bedenlerimize girip ¢ikan ve igimizde
dolasan bir akraba olarak goéren yerel bilgi
birikimlerinin kilavuzlugunda ilerleyen bu
cevre hareketi, gelecegi tasavvur etmek

icin yeni referans cerceveleri ve olanaklar
sunuyor. Doga ile kiiltiiriin birbirinden
ayrilmasina karsi ¢cikmaktaki gayemiz

de dogayi kiiltiiriin bir alt kategorisine
doéniistiirmekten ziyade, bizim bizzat doga
oldugumuz anlayisina vakif olmak. O halde
soru su: Sanat, insan bedeninin de diinyanin
(lizerindeki yasamin) da sudan var olduguna
dair bir anlayisi, bir hissi nasil aksettirebilir?
Bu soruya bir yanitim yok; ancak Eliasson’un
kiiresel 6l¢ekte konumlanmis ve dolasima
girmis yapitlarini istanbul’da, istanbul
Modern’in yeni binasinda, etrafini saran
sulari dikkate alan bir alanda hayal etmek,
suyun dolasim ve akisini yerellik Gizerinden
diisiinmeye ve nihayetinde de suyu bizi
meydana getiren, insan olmayan bir olgu
halinde tasavvur etmeye siiriiklityor beni.
Eliasson ve diisiinsel yoldaslari Lynn
Margulis, Donna Haraway ve Timothy
Morton’in (Eliasson 2019, 58-59) son
dénemde hazirlanmis sergi kataloglarindan
birinde karsilikli bagimlilik (simbiyoz)
kavrami lGizerinde durmalari da dikkat ¢ekici.
Eliasson, bireyin (ziyaretg¢inin) genellikle
galeri mekani biinyesindeki yapitin sundugu
yapay doga ile etkilesimine odaklanan erken
tarihli calismalarinin gelisiminde hayli etkili
olmus fenomenolojiden ve onun barindirdigi
evrensel 6zne diisiincesinden uzaklasarak,
simbiyotik baglarla oriili sistemler
mefhumuna ve ¢ok tiirlii bir cevresel adalet
anlayisina dogru yol aliyor. istanbul sergisi
Eliasson’un {inlii eski yapitlarindan bazilarini
sanatg¢inin yeni simbiyotik yasam anlayisi
i1siginda yeni bir formatta deneyimleme
imkani sunuyor. Bu anlayisi somutlastiran
yeni yapitlar, istanbul’daki izleyicilerle ve
kentin sulariyla yeni baglamlar kazaniyor.

possibilities for imagining the future. In
rejecting the division between nature and
culture, we do not want to subsume all
nature into culture but rather recognize
we are nature. The question is then: How
can art convey an understanding, feeling,
of the human body and (life on) Earth as
both made up of water? For this question,
| don’t have an answer, but imagining
Eliasson’s globally situated and globally
circulating work in Istanbul, in the new
building of Istanbul Modern, a space that
makes much of the surrounding waters,
has pressed me to think through the

local circulations and flows of water, and
ultimately, to reflect on water as a non-
human actor constitutive of us. Remarkably,
in one of his latest exhibition catalogs,
Eliasson and his intellectual companions,
Lynn Margulis, Donna Haraway, and
Timothy Morton (Eliasson 2019, 58-59),
dwell on the notion of interdependency
(symbiosis). Eliasson himself charts

an intellectual move away from
phenomenology, and the implied universal
subject, so formative in his earlier works,
where the individual (visitor) typically
interacts with the artificial nature that the
artwork presents inside a gallery space,
to the notion of symbiotic networked
systems and toward an understanding of
multispecies environmental justice. The
Istanbul exhibition will be an opportunity
to experience some of the artist’s older
well-known work anew, in light of this new
symbiotic understanding of life, and how
this understanding translates to new work
as it refracts at these waters and meets its
Istanbul audience.



Simbiyotik gérme

Symbiotic seeing

2020

Lazer (cam gbbegi, sari), sis makinesi, havalandirma sistemi, robot kol, ¢cello
Lasers (cyan, yellow), fog machine, air ventilation system, robot arm, cello
Degisebilir boyutlar Dimensions variable

Ses Sound in collaboration with Hildur Gudnardottir isbirligiyle
Yerlestirme gériintiisd Installation view: Kunsthaus Zdrich, 2020
Fotograf Photo: Franca Candrian

Sanaticnin izniyle Courtesy of the artist; neugerriemschneider, Berlin;
Tanya Bonakdar Gallery, New York / Los Angeles

© 2020 Olafur Eliasson
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