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GIRIiS
Datascape: Gordiigiiniin Otesinde

Peyzaj resmetmek ylizyillardir farkli kiiltirlerin sanat tretiminde 6énemli bir yere sahip oldu. Geride
biraktigimiz ylizyillara séyle bir gdz attigimizda, gergekci peyzaj temsilleri veya hayali olanlarin sunumundan
her déneme 6zg kulturel egilimleri ve 6ne ¢ikan unsurlar gérmek miimkin. Peyzajlar, Bati diinyasinda,
kendi basina bir konu haline gelmeden &nce portrelerin veya insanlarin gergeklestirdigi etkinliklerin arka
planinda kullaniliyordu. 19. ylizyilin ortalarinda sanatgilarin atlyelerinden ¢ikip, disarida resim yapmaya
baslamalari ve fotografin da bir sanatsal ifade bigimi olarak kullaniimasiyla, ressamlar ve fotografcilar
1SIgIn nesneler Uzerindeki etkisini yakalamaya egildiler. Bunun sonucunda soyutlama dogdu. 1800’lerin
baslarindan ortalarina kadar gériilen gercek peyzajlardan empresyonizm, Fauvizm veya pointilizm gibi
ekollerle cercevesinde yapilan deneysel calismalara ortaya yepyeni bir anlam, uygarligin degisen dogasini
ve tabii hiz, seyahat ve iletisimin insanin diinya algisini giderek etkilemesiyle olusan ¢ok daha karmasik
bir ortami tasavvur ve temsil etmenin yepyeni yollar ¢ikti.

Buglin insanlar ve esyalarin giderek artan hareketlilikleri ve alip génderdigimiz verilerin strekli akisiyla,
oldukga karmasik bir diinyada yastyoruz. Bir zamanlar yalnizca ve bir anda bir yerde (simdi ve burada)
bulunmak mimkinken, aglar ve mobil cihazlar insana ayni anda birden fazla yerde bulunabilme yetisi
kazandirdi. Bu araglar ayni zamanda gevreyi gercek zamanl algilamamizi etkileyen bir bilgi katmani da
sagliyor bizlere. Ormegin, GPS cihazlari bir ekran ve hatta arabanin 6n caminda gergek zamanl olarak
glincellenen bilgilerle bir alanda yol aimamizi saglarken ¢evre ve onun temsili arasindaki sinir da ortadan
kaldinyor. Mobil terminaller bulundugumuz yerden bagimsiz olarak diinyayi gergek zamanli olarak takip
etmemizi sagliyor ve artik “artirimis bir gergeklik” disinda yasamamiz neredeyse imkansiz hale geldi.

Yaygin hesaplama 1970’lerin sonlarinda grafik arayiiziin icadiyla mimkin oldu; bu toplu hesaplamanin
gelisimine yol veren blyuk bir hareketti. Gergekten de bir fare ile bir ekran lizerinde hareket edebilmek
herkesin bilgisayar kullanmasini mimkun kiliyor ve ginliik kullanima yénelik bir arag olarak gelistirimesini
destekliyordu. Dokunmatik ekranlar bunu bir adim ileri tasiyarak hesaplamanin glinliik kullanimini daha
dayayginlastirdi ve ister mesleki ister kisisel amagli olsun, glinllik hayatimizin iginde bir isev kazanmasini
saglad.

Bu devrimci degisimin 6ziinde WYSIWYG (What You See Is What You Get [Ne Gorursen Onu Alirsin])
nosyonu yatiyordu. Ornegin, bir fareyi ekranda hareket ettirerek bir ikona tiklamaniz bir dosyay! “agan”
ya da ekrana bir dizi veri getiren bir gériilmez komutlar zincirini devreye sokuyordu. Bir digmeye
basarak bir makineyi ¢alistirabilir veya bir dizi karmasik gorevi yerine getirecek bir bilgisayarin islemlerini
baslatabiliyordunuz. WYSIWYG, makineler ve bilgisayarlarin ¢alisma mantiginin temelini olusturur.
Bdylelikle mikromekanik sistemleri calistirmak da mimkun olmustur. Grafik arayiz, bir sekilde, insanin

asla géremeyecegi veya calistiramayacagi mekanik sureclerin temsili haline geldi. Mesela bir bisiklet gibi
basit bir mekanizmaya bakarak onun nasil galistigini anlamakla bir bilgisayara bakip onun nasil calistigini
anlamay! karsilastirabilirsiniz.

Grafik arayuz bir temsil sistemidir, tipki peyzaj resmi yapmak gibi; tasarimci veya sanatcinin sundugu
bir yorumla karmasik bir ortamin farkli katmanlari tizerinde disiinebilmenizi saglar. Diger yandan peyzaj
resmi ve grafik arayUzlerin veri gorsellestirme isinin temel unsurlar oldugu da séylenebilir. Gin iginde
basa ¢ikmamiz gereken bilgi akisi arttigi icin sistematize edilmesi gerekiyor. Bu noktada veri gorsellestirme
giderek hayatlanmizda daha énemli rol oynayan bir is haline geldi.

Cagdas sanatcilarin diinyanin karmasikligina bir bakisi olan “Datascape”, adini verilerle giderek daha da
karmasiklasan bir gergeklik nosyonundan 6diing aliyor. Data (veri) ve Landscape’in (peyzaj) bir birlesimi
olan bu sézclik, sanatcilarn klasikten teknolojik olana, gok katmanl bir temsil sistemine malzeme saglayan
farkli kaynaklari bir araya getirmesi diistincesini temsil ediyor. islerin cogu ekran Ustiindeki ve disindaki
unsurlarin yerlerini degistirirerek veya bunlari yan yana getirerek icinde bulundugumuz yeni zaman-
mekan slrecinin yarattigi kavram karmasasi Uzerine diistindUrerek fiziksel olan ve olmayan arasindaki
muglakligi sorguluyor.

Bu isler bir araya geldiklerinde, “gercek” ve “sanal”in ag gibi birbirine sarildidi, zaman ve mekanin streki
yeniden formule edildigi daha da genislemis bir diinyada yasayan bizlere zengin bir perspektif sunuyor.
Bizler, gérduigiimuiziin 6tesinde teknolojik bir manzarada yasiyoruz.

Kuratér: Benjamin Weil



INTRODUCTION

Datascape: What You See May Not Be What You Get

Depicting landscapes has been at the core of art making for hundreds of years, across cultures. Surveying
the past centuries, one can monitor the way the representation of realistic landscapes or the staging of
imagined ones reveals the preoccupation and cultural specificity of each period in time. In the Western
world, landscapes were often rendered as the backdrop for portraits or as the stage for human activities,
before becoming a subject in and of itself. In the mid- nineteenth century, as artists stepped out of their
studio to paint on site, and as photography became an artistic medium, painters and photographers
alike focused on capturing the effects of light on objects, a concern that eventually led to abstraction.
From the candid landscapes of the early to mid-nineteenth century to the experiments carried out with
Impressionism, Fauvism or Pointillism, just to name a few, a whole new meaning emerged, a new way to
envision and represent the changing nature of the civilization, and an ever more complex realm, where
speed, travel and telecommunication gradually affected the human perception of the world.

We live today in a realm that has been immensely complexified by the increased movement of humans
and merchandise, and the continuous fluxes of data we receive and emit. While it was once only possible
to live in one time-space at a time (here and now), networked and mobile computing has somehow
given each individual a certain ability of ubiquity. Moreover, those same tools provide a constant layer of
information that affects our perception of the environment in real time. For instance, GPS devices enable
one to navigate the space with real- time updates on screens or even on cars windshields, thereby erasing
the boundary between a landscape and its representation; mobile terminals offer us the opportunity to
monitor the world in real time regardless of location, and its has become almost impossible to not live
in a state of “augmented reality” at all times.

Ubiquitous computing was facilitated by the invention of the graphic interface — in the late 1970’s, a
pioneering move that has enabled the development of mass computing. Indeed, being able to move
through a screen with a pointer controlled by a mouse or trackpad made it possible for everyone to use a
computer, and hence, fostered its development as a tool for daily use. This has been further accelerated
by the advent of the touch screen, which has fostered all kinds of daily use of computing and expanded
the scope of its functions to almost every aspect of our daily routine, whether professional or personal.

At the core of this revolutionary change is the notion of WYSIWYG - or What You See is What You Get.
For instance, moving a mouse on a screen, and double- clicking on an icon, one generates a string of
invisible commands that “opens” a file — or load a string of data on one’s screen; pressing a button may
activate an engine, or generate the action of a computer that will in turn execute a chain of complex tasks.
The notion of WYSIWYG presides over the operating of machines and computers alike. One has grown
accustomed to operate micromechanical systems in that fashion. In a way, the graphic interface is a

representation of mechanical processes that have become so small or so complex one would otherwise
not be able to see or operate. One thinks for instance of how it is possible to know how to operate a
simple mechanical system such as a bicycle, but just looking at the machine; operating a computer by
just looking at the machine itself is inconceivable.

The graphic interface is a system of representation, just like landscape painting: it enables one to ponder
the various layers of an intricate environment, by way of an interpretation provided by the designer or
artist. One could also posit that both landscape painting and graphic interfaces are founding elements
for the activity of data visualization, an occupation that will undeniably play an increasing role in our
lives, as the flow of information we are to process in order to go through the day grows, and therefore
needs to be chartered.

Surveying the way contemporary artists approach the complexity of the world, Datascape takes its name
from the very notion of a reality that is ever more complexified by data. A conflation of Data and Landscape,
it posits the notion that at this point in time, artists have integrated the various sources that may inform
multi-layered systems of representation, ranging from the more classical to the more technological. Most
works also explore the blur between that which is physical and that which is not, by transposing and
juxtaposing elements in and out of the screen, thus reflecting upon the state of perceptual confusion
and change this new space/time continuum has generated.

Together, those works offer a rich perspective on the new realm we inhabit as citizen of an expanded
world, one wherein which the “real” and the “virtual” are enmeshed, and wherein time and space are
constantly reformulated... We live in a datascape, where what we see is not necessarily what we get.

Curator: Benjamin Weil



Manzara, Veri ve Borusan Koleksiyonu:
Genel Bir Bakis

Borusan Gagdas Sanat Koleksiyonu’nda manzara, ézellikle fotograf araciligiyla yogun olarak temsil
edilmekte. Chen Jiagang, Axel Hitte, Olaf Otto Becker ve Michael Kenna, bu temanin koleksiyondaki
temelini olusturan sanatcilardan yalnizca birkagi. Benjamin Weil’in, Thomas Ruff’'un Jpeg Li02 adli
calismasini “Datascape” igin gikis noktasi olarak almasi da rastlanti olmamali. Ruff’'un fotografa yaklasimi,
ozellikle gdstergebilimsel iliskileri ddnustirmesi ve cdkertmesi yénilyle devrimci. Jpeg Li02’de, gercek ve
temsili arasindaki iliskiyle, fotograf makinesinin bize saglayacagi imgenin dogruluguna olan inancimizla
neredeyse alay ediyor. Sanatci veya fotograf makinesinin insa ettigi imge de dijital verilerin toplamindan
ibaret degil mi?

Burak Arikan’in “Datascape”e segilen Collector-Artist Network: Phase Il adli eseri, sanatginin kendi topladigi
verilere dayali ve koleksiyonda yer alan bir diger ¢alisma. Arikan’in verilerini stirekli giincellemesinden
oturl bu eser, sanat piyasasi ve koleksiyonculuk egilimleri hakkinda tutarli bir analiz yapilmasina yardimci
olurken, glivenilir bir istatistiksel kaynaga dénlismesiyle de, sanatsal baglaminin 6tesinde bir islev kazaniyor.

Veri, Borusan Gagdas Sanat Koleksiyonu’nda birgok sanatg tarafindan farkli sekillerde Uretiliyor ya da
kullaniliyor. Alejandro Almanza Pereda’nin 153.68 Net Hours’u bir hesap isleminin heykel formunda
gorsellestiriimesinden ibaret; ampul kafesine yerlestirilen kdmir, ampullerin 153.68 saat boyunca
yanmasina yetecek kadar enerii Uretiyor. Tim Bavington, resimlerini yaratirken miizigi dikey renk seritlerine,
diger bir deyisle isitsel veriyi gorsel veriye dénistiiriiyor. Geng Tiirk ressam Yagiz Ozgen 8-bit Renk
Paleti Girdileri adli galismasini, internette ve program aray(zlerinde buldugu renk paleti girdilerinden
yararlanarak gergeklestirirken, diinyaca (inlii usta Manfred Mohr zaman iginde surekli degisen algoritmik
dijital resimler yapiyor.

Rafael Lozano-Hemmer'in koleksiyondaki bazi yapitlari, veriyi Uretmek yerine toplamak lzerine kurulu.
Please Empty Your Pockets adll galisma, izleyicilerin bizzat sectigi ve sanatgiya verdigi kisisel esyalarin
imgelerini derlerken, Pulse Index yine onlarin parmak izlerini toplayarak bir veritabani, izleyicinin biyografik
imlerinden olusan bir manzara insa ediyor.

Gunumuzde kars! karslya kaldigimiz manzaranin blyik bir bélima, 19. yiizyil yagliboya tablolarindaki doga
gorintulerine giderek daha az benziyor, giderek daha yapay ve veri tabanli bir karaktere biruintyor. Mimari,
mihendislik ve bilgisayar teknolojileri, fiziksel olarak algilanabilir gergekligin sinirlarini genisletiyor ve yeniden
tanimliyor. “Datascape” bu iliskinin teknik, bicimsel ve kavramsal agidan sanat Uretimini nasil etkiledigini
gbsteren ve bu olguya saygi durusu niteliginde bir sergi. Borusan Gagdas Sanat Koleksiyonu’ndaki islerin
buyuk bir bdlimu, bu gelismelerin disinda degil.

ipek Yeginsii
Borusan Cagdas Sanat Koleksiyonu Direktori

Landscape, Data, and the Borusan
Collection: An Overview

Landscape has a strong representation in Borusan Collection, especially in the form of photography.
Chen Jiagang, Axel Hiitte, Olaf Otto Becker and Michael Kenna are only some of the artists whose
body of work constitutes the backbone of this theme in the collection, thus Benjamin Weil’s
choice of Thomas Ruff’s Jpeg Li02 as a departing point for “Datascape” is not coincidental.
Ruff’s approach to photography is revolutionary, particularly with the way he transforms and
overthrows the semiotic relationships. Jpeg Li02 is nearly a mockery of the relationship between
reality and its representation, of our belief in the accuracy of what the camera is ready to deliver. The
constructed image, either by the artist or the camera, is in fact only a collection of digital data.

Burak Arikan’s Collector-Artist Network: Phase Ill is another collection piece included in “Datascape”
that relies on data collected by the artist himself. As Arikan regularly updates his data, the work
becomes a reliable statistical source for an accurate analysis of the art market and its collecting
behavior, thus rendering it also functional beyond artistic context.

Data in the Borusan Collection is either generated or utilized in a variety of ways by a variety of artists.
Alejandro Almanza Pereda’s 153.68 Net Hours is the sculptural visualization of a calculation the
amount of electrical energy that the amount of coal placed in the light bulb cage generates is
sufficient to light the bulbs for this amount of time. Tim Bavington transforms music into vertical
bands of color to create his paintings, thus transforming aural data into visual data. Yagiz Ozgen, a
young Turkish painter, constructs his 8-bit Color Palette Entries by making use of color palette inputs
he finds on the internet and in program interfaces, whereas a great international master, Manfred
Mohr, creates algorithmic digital paintings that constantly change through time.

Some works in the collection by Rafael Lozano-Hemmer collect data instead of generating it, like
Please Empty Your Pockets and Pulse Index; while the former collects the images of personal objects
selected and submitted by the viewers themselves, the latter collects their fingerprints, creating a
database and building an overview, a “landscape” of the viewers’ biographical markers.

Today the major portion of the landscape we are exposed to is much less like the natural landscape
depicted in a 19"-century oil painting and increasingly artificial and data-based: architecture,
engineering and computer technology expand and redefine the boundaries of the physically
perceivable reality. “Datascape” is a great tribute to and illustration of how this relationship
technically, formally and conceptually affects artistic production. Many of the works
in the Borusan Contemporary Art Collection are no exception to these developments.

ipek Yeginsti
Director of Borusan Contemporary Art Collection
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Pablo Valbuena’nin mimari temelli galismalar anitsal boyutlara ulasabilmekle beraber, sanatci bu defa
zemindeki bir detaya odaklanip, onu dijital animasyonla biytterek bu mimari unsurun algisini degistirmiyor.
Kelimenin tam anlamiyla bir bilgi katmanini detayin Ustiine koyarak alginin her zaman keskin bir gézlemin
sonucu olmayabilecegine isaret ediyor. Gérdiiguiniiz, algiladiginiz sey olmayabilir. Hatta yorumlama zaman
zaman bir illiizyon yaratabilir. Film kurgusunun ana unsurlarindan biri olan kuskunun askida kalmasi, zemine
yansitilan imgenin yarattigi kurgu zincirini daha da abartili hale getirmenin iyi bir araci.

Pablo Valbuena, (1978, Ispanya / Spain), Time tiling serisinden, mekan (izeri video-projeksiyon,
127 x 230 cm. / Time tiling series, video-projection on architecture. Sanatginin izniyle / Courtesy the artist

The augmented architectures of Pablo Valbuena can be monumental, but in this case the artist has
elected to focus on a specific detail of the floor to enhance it with digital animation, thereby creating
a distorted perception of that architectural element. By literally superimposing a layer of information,
Valbuena suggests that perception is not necessarily the result of a keen observation. What you see
is not necessarily what you comprehend. Rather, interpretation at times creates a sense of illusion.
Suspension of disbelief, a key element of cinematic plots is a powerful mean to “augment” the fictional
thread created by the projected image on the floor.
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Kod ve mekani birlestiren Karin Sander, “kaynak kodu” (source code) adini verdigi bir dizi is gerceklestirdi.
Ekranlarimizda goérlinenlere benzer sekilde, bir bilgisayarin genel imge yapisi, grafik 6geler ve terminal
ekranindaki metinleri yeniden kurgulamasini saglayan bir kodla bir web sayfasi olusturuluyor. Burada mimari
plan nosyonu ve bunun mekanla carpismasi “gériinmez” bir bilgi katmani olarak diistinilmus. Bu iste
gorsellestirilen tuvalin boslugu, onun ¢ boyutlulugu ve adeta betimlemeye galistigi nesneyi kapliyor. Hem
bir soyutlama hem de pragmatik bir temsil olan bu kaynak kodu resimleri, bilgi hiyerarsisinden yararlanarak
birinin digeri Uzerindeki hakimiyetini sorguluyor: tuval kendisini betimleyen koddan daha mi 6nemli?
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Karin Sander, (1957, Almanya / Germany), XML-SVG Code / Source Code of a Painting Panel, 2013,
ahsap Uzeri harfler, tg renkli. / Dry transferred letters on primed wood, tricolor. Sanatgi ve Esther Schipper,
Berlin izniyle / Courtesy the artist and Esther Schipper, Berlin

Conflating code and space, Karin Sander has developed a body of work she calls “source code”. Akin to
all that comes to our screen, a web page is built with code that enables a computer to restage the layout
of images, graphic elements and text on the terminal’s screen. Here, the notion of the architectural plan
and its confrontation to the space is envisioned as yet another - invisible — layer of information. In the
case of the works presented here, it is the space of the canvases, their three-dimensional quality that is
rendered, as if to cover the actual object it attempts to describe. Both an abstraction and a very pragmatic
representation, these source code paintings play on the hierarchy of information, eventually questioning
the prevalence of one over the other: is the canvas more important that the code that describes it?



Enrique Radigales, (1970, ispanya / Spain), Piranesi como fondo de escritorio (Piranesi Masatistii

Arkaplani / Piranesi Desktop Background), 1872-2011

Enrique Radigales’in calismasi tam da bu muglaklik
Uzerine kurulu. Sanatci bir defasinda masadsti duvar
kagidi olarak Giambatista Piranesi’nin (1720-1778) bir
oymabaskisini kullanmisti. 18. ylizyilda yasamis olan
bu italyan sanatci, antik Roma esinli hayali peyzajlanyla
taniniyordu. Radigales, sans eseri, bu baskinin bir
kopyasina rastlayinca masaustini ekranin disinda
yeniden kurgulamaya karar verdi: Masaustindeki ikonlarn
baskidan kesip, klasik tarzda bir peyzaj gibi cergeveledi.
Bu mudahale edilmis gériintii bir peyzaj olarak masatistu
kavramina oyuncu bir yaklasim. Bir zamanlar hayali bir
peyzajin resmi olan imge bir kez daha konum degistirerek
gergeklikten uzaklastirildi. Gérduginizid almamis
oluyorsunuz bu durumda.

The work of Enrique Radigales is clearly rooted in this
notion of blurriness: the artist once selected an etching
by Giambatista Piranesi (1720-1778) as his desktop
image. The 18" Century ltalian artist is known for his
imaginary landscapes, inspired by the Antique Rome.
When by chance he encountered a copy of the print,
Radigales decided to restage his desktop outside of
the screen — he cut out the icons that appeared on his
desktop off the print - and frame it, as would a classical
landscape painting. This altered ready made of sorts
precisely plays of the notion of desktop as landscape.
That which was the depiction of an imaginary landscape
changed status to become once more removed from
reality. What you see is not what you get.



Michael Najjar, bu is icin 6zel bir egitim aldiktan sonra, birkag yil 5nce And Daglar’nin zirvesine tirmandi
ve burada borsa ve piyasa hareketlerine benzer detaylarin goriintilerini yakaladi. Gok incelikli rétuslarla
fotograflar borsa degerleri veya tim borsa islemlerinin gelisimine oturtacak sekilde diizenleyerek dogal bir
imgeyi soyut bir imgeyle harmanladi. ikisini birbirinden ayristirmak gergekten miimkiin degil. Yorumlama
isinin gérdigimiz bir seyi bildiklerimiz dogrultusunda bilgiyi kavramak igin yeniden konfiglire etmek
oldugunu dusuinlrsek, bu ise baktigimizda sinin nerede gizecegimizi bilemez hale geliyoruz.

Michael Najjar, (1966, Aimanya / Germany), nasdag_80-09, high altitude serisinden (2008-2010) / from
the series high altitude, (2008-2010)

Traveling to the top of the Andes a few years ago, Michael Najjar, who had trained especially for this
expedition, was able to capture details of the mountaintop that evoked the progression of stocks and
markets. With subtle touchups, the artist then adjusted the photographs to precisely fit the evolution of
certain stock values or entire stock exchanges, thereby blending a natural image with an abstract one.
One cannot tell one from the other apart, and keeps wondering where to draw the line, when in fact the
process of interpretation is precisely one of reconfiguring what we see according to what we know in
order to comprehend information.



L

Dinya Ticaret Merkezi’ne yapilan korkung saldinnin ardindan istihbarat érgutleri, teréristlerin talimatlan
imgelere saklayarak saldirilarini gizlice gergeklestirebildikleri sonucuna vardi. Diger bir deyisle, son derece
masum gdriinen imgeler, bununla ilgili bilgi sahibi olmayan ve olay! aklindan bile gegirmeyenlerin asla
bilemeyecedi bir dizi bilgi igeriyordu. Thomas Ruff’un internetten indirilmis sayisiz imgeden Urettigi Joeg

peyzajlari 19. yuizyll ortalarinda yasamis ressam ve fotografgilarin pek begendigi samimi peyzajlan andinyor.
Oysa bu isler internetten indirilmis imgelerle tretilmis; malzemenin kdkeni ve bu bilgi bitlerinin ifade ettigi
asll konu nihai galismayi géren izleyicinin bilgi ve kavrayisinin disinda kaliyor.

Thomas Ruff, (1959, Aimanya / Germany), Jpeg Li02, 2009

In the wake of the atrocious attack on the World Trade Center, intelligence services came to the conclusion
that a way the terrorists had been able to secretly plot their abominable crime was by way of embedding
their instructions in images. In other words, what seemed to be innocent images actually contained
information that was invisible to those who did not know and could hardly imagine the fact. Made of a
multitude of found images — downloaded from the Internet — Thomas Ruff’s Jpeg landscapes resemble
those candid paintings favored by mid-nineteenth century painters and photographers. Yet, these works
are made with fragments of digital images downloaded from the Internet: the origin of the material, and
the initial subject matter depicted by those bytes of information remain invisible or unknown to the viewer
of the final product.




Veri gorsellestirme, dijital animasyonlar veya interaktif arayizler seklinde infoscape’ler yaratan Burak
Arikan’in isinin temel tasl. Sanatci teknolojik politikalari ve alternatif ekonomileri kesfetmek igin ag yapilari
ve dinamikleri ile ¢calisiyor. Belli toplumsal, ekonomik ve politik meseleleri veri olarak alip bunlar gegirdigi
soyut makineden ag haritalar, algoritmik araytizler ile performanslar Uretiyor ve var olan gug iliskilerini
gorundr kilip tartismaya agmak igin tahminler yaratiyor. Sergideki galismasi, Turkiye’deki koleksiyonerlerin,
koleksiyonlarindaki sanatcilar esas alinarak, olusturulmus bir haritasi.

Burak Arikan, (1976, Tirkiye / Turkey), Koleksiyoner Sanatci Agi: Asama 1, 2011, sergiden géruntu, Yedi
Yeni is, interaktif video, Borusan Gagdas Sanat Koleksiyonu. / Collector Artist Network: Phase 1, 2011,
installation view, Seven New Works, Interactive video, Borusan Contemporary Art Collection. Sanatgi
ve Borusan Contemporary, istanbul izniyle / Courtesy the artist and Borusan Contemporary, Istanbul

Data visualization is core to the work of Burak Arikan, who creates infoscapes, presented either as
digital animations or interactive interfaces. The artist works with network structures and dynamics to
explore issues in techno-politics and alternative economics. He takes the obvious social, economic,
and political issues of the current capitalist society as an input and runs through an abstract machinery,
which generates network maps, results in performances, and procreates predictions to make inherent
power relationships visible, thus discussible. This specific piece maps the network of Turkish collectors
based on shared artists in their collection.




Ryoji Ikeda, (1966, Japonya / Japan), data.scan, 2009-

Veri akislar Ryoji Ikeda’nin sesi de igeren ve her zaman sergilendigi mekanla iliski kuran sinestetik
kompozisyonlarinin vazgecilmez bir unsuru. Yaklasik on yil dnce basladigi data.matics dizisi, gogu zaman
maddesellikten cikmis ve gériinmez olmus bir maddenin fiziksel olarak deneyimlenebilmesi igin veri akisinin
kullanilmasina dayaniyor. data.scan saf matematik ve diinya Uizerindeki veri ummaninin bir bilesiminden
olusan gorsel-isitsel bir yerlestirme. Gorllen imgenin her pikseli matematik prensiplerine gore hesaplaniyor.
Sergi ziyaretgileri 0 ile 1 arasindaki sonsuzlukta bulunan sayisiz veriyi deneyimleyecek. data.scan insan
vicudu ile astronomik evrenin haritasini ¢ikaran iki yeni metabilimsel arastirmanin biiylk veri kimeleriyle
gorsel-isitsel iliskisini kuruyor. Yatay monitdr tabanl data.scan izleyicinin bedeniyle baglanti kuruyor. Ses
ve imgenin data.scan’de kurdugu diyalog tesad(ifilik, dlgeklerin abartiliig ve goriilir/isitilir ile gorilmez/
isitimez ciftlerine génderme yapiyor.

Data streams are a key element of Ryoji Ikeda’s synaesthetic compositions, which also include sound,
and always relate to the architecture of the exhibition space. Initiated about a decade ago, the data.
matics series consist of a flow of data used to create a physical experience of matter that is usually
dematerialized and invisible. data.scan is an audiovisual installation composed from a combination of
pure mathematics and the vast sea of data present in the world. Each single pixel of the visual image is
strictly calculated by mathematical principle. Visitors to the exhibition will experience the vast universe
of data in the infinite between 0 and 1. data.scan presents an audio-visual relationship relating to large
sets of data from two recent meta-scientific investigations that have mapped the human body and the
astronomical universe. The horizontal monitor-based data.scan is registered intimately in relation to
the viewer’s body. The dialogue of sound and image in data.scan addresses notions of randomness,
extremities of scale, and binaries of the visible/audible and invisible/inaudible.



David Claerbout’un galismasi, bilginin diinya kavrayisimizi sekillendirmesi Gizerine. Dijital ekran, bir sekilde,

nyanin bu yeni boyutuna agilan bir pencere oldu. Claerbout’un isinde bir pencereden bakilan gati
Ustlindeki bir kedinin siradan videosu gibi gériinen sey, aslinda bir yigin girift video ¢ekimi ve bilginin
bir karisimi. Kedi, izleyicinin pencereye/ekrana yakinligina gére hareket ederken, zaman ve hava da isin
gosterildigi yerin kosullarina gére degisiyor. Kedi, istanbul’da Tiirkiye’nin kosullarinda yasasa da, hareket
plani izleyicilerinkinden farkli olacak.

David Claerbout, (1969, Belgika / Belgium), Homeless Cat, 2011

The way information reshapes our understanding of the world informs the work of David Claerbout. To
a certain extent, the digital screen has become a window into this new dimension of our world. What
initially seems like a mundane video of a cat on a rooftop seen through a window, is in fact an intricate
mix of footage and information. The cat moves according to the proximity of the visitor to the window/
screen, while the time and the weather in the image is conditioned by the actual conditions of the place
where the piece is installed. In Istanbul, the cat will enjoy the weather conditions of Turkey, while he will
live on the same schedule than the visitors.




Angela Bulloch, (1966, Kanada / Canada), Antimatter® In the Negative Zone, 2003

Angela Bulloch da, gogu zaman sinema tarihinin kdsetasi
olmus filmlerden alinmis sekanslardan esinlenen heykel
kompozisyonlar yaratmak i¢in pikselleri cisimlestiriyor.
isin ana unsuru, iginde ekranlarmizdaki imgeleri gériiniir
kilan ve RGB (Red [Kirmizi] Green [Yesil] Blue [Mavi])
olarak bilinen kodlarla ayni rengi tutturmak igin kullanilan
Uc renk tlpQ ve bir islemci bulunan tahta bir kutuya
benzeyen yari saydam bir kip. “Piksel resimlerinin”
temelinde piksellesme, yani bilgisayarda uretilmis
bir imgenin alt netlik sinirnnin orijinali bozmasi islemi
yatar. Bu iste, buyUlk 6lgekli ekran heykeli, Ang Lee’nin
1970’lerde gegen ve bir ailenin psikolojik durumunu
irdeleyen 1997 tarihli karanlik filmi The Ice Storm’un
bir bélimini gosteren 32 pikselden olusuyor. Ancak
yeni bir 6zgtin muzikle daha hafif bir kompozisyona
doénusturilimus; desifre etmek mimkiin degil ve artik
yepyeni bir anlam kazanmis.

In a similar fashion, Angela Bulloch materializes pixels,
in order to create sculptural compositions that are often
inspired by sequences drawn from seminal feature films.
The base element is a cube-like wooden box with a
transluscent face, which houses a set of three color
tubes and a processor, in order to generate colours
with the same code that produces images on our
screens, otherwise known as RGB (for Red Green Blue).
Pixelization — a process by which the lower definition
of a computer-generated image distorts the original -
is at the core of her “pixel paintings”. In this instance, the
large-scale screen-sculpture is composed of 32 pixels
that render a sequence of Ang Lee’s Ang Lee’s film “The
Icestorm” (1997), a dark and psychologically-probing
portrait of a family in the 1970s. However this information
is ensconced in what appears like a light composition,
with a new soundtrack: it is undecipherable as such,
and takes a whole new meaning.
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Site specific work

Sandison




Charles Sandison izleyiciyi surekli degisen bir sézcikler, isaretler ve karakterler evreninin ortasinda birakan
veri yerlestirmeleri yaratan mekana 6zgu, bilgisayarda Uretilmis video projeksiyonlar yaratiyor. Edebiyat
ve biyolojiye i¢ ice gegmis gdndermeler yapan sanatci, cagdas bir bakisla anlati gelenegine bagl kalarak
yeni gramerler olusturuyor. Bir yanda hakikat hakkinda konusmanin en dogru yolu éykl anlatmak iken,
diger yanda dijital ortam ifade giicl en ylksek bicime dénusuyor.

Grsigi sFodivs T

Terrmu 1 goes

Charles Sandison, (1969, iskogya / Scotland), Logos, 2013, bilgisayar destekli mekana 6zgii video
projeksiyon, dlgller degisken. / site-specific computer generated video projection, dimensions variable.
Sanatcinin izniyle / Courtesy the artist

Charles Sandison conceives most of his work as site-specific computer-generated video projections
that create immersive data installations, placing the viewer at the centre of a changing universe of words,
signs, and characters. Blending references to literature and to biology, the artist creates new grammatical
structures, relying upon the narrative tradition in a contemporary context, in which on the one hand, the
most appropriate way to speak thereby about truth is by means of the story, and on the other, the digital
medium is transformed into the most expressive form.




SANATCI OZGECMISLERI
Datascape

Burak Arkan

1976°da Tiirkiye’de dogdu. istanbul Bilgi Universitesi Gérsel iletisim Tasarmi Bélim{i’'nden (2004) ve
Massachusetts Institute of Technology Medya Sanatlar Bolum’nden yiksek lisans derecelerine sahip.
Belli toplumsal, ekonomik ve politik meseleleri veri olarak alip bunlar gecirdigi soyut makineden ag
haritalar, algoritmik araytizler ile performanslar Uretir ve var olan gulg iliskilerini gériiniir kilip tartismaya
agmak icin tahminler yaratir. Yaziimlan, baskilan ve performanslar diinya ¢gapinda birgok galeri ve sergide
gosterildi. Herkes igin “ag istihbarati” saglamaya dénik “Graph Commons” platformunun kurucusudur.
Anikan New York ve istanbul’da yasiyor.

Angela Bulloch

1966’da Kanada’da dogdu. Goldsmith’s College’dan mezun oldugu 1988 yilinda, Damien Hirst’in
kiiratorliigini yaptigi ve pek gok ingiliz sanatgt igin bir kariyer baslangici olan “Freeze” sergisine katild!.
Cogdunlukla izleyicinin galistirdig yerlestirmelerden olusan calismalan sosyal érglitlenme yapilarina
odaklanir. Ornegin, Drawing Machines adli calismasl, sergi mekanindaki izleyicinin hareketlerine tepki
verir; diger calismalan arasinda da izleyicinin Ustline oturmasi gereken sandalyeler, bir ses veya konusmay!
baslatmak igin Ustline basiimasi gereken paspaslar yer alir. Ses, sanatginin ¢alismalarinda énemli bir rol
oynar ve hemen hemen tiim yerlestirmelerinde mizisyenlerle isbirligi yapar. Bulloch Berlin’de yasiyor.

David Claerbout

1969’da Belgika'da dogdu. 1995 yilinda Antwerp’teki Ulusal Glizel Sanatlar Yiksek Enstitiisti’nden
mezun oldu ve ardindan Amsterdam’daki Rijksacademie van Beeldende Kunst'ta ¢alismalarina devam
etti. Temel olarak resim egitimi alan sanatginin duragan ve hareket eden imgelere ilgisi zaman iginde
giderek artti. Bugiin video ve fotograf kullaniyor ve gogunlukla biyuk 6lcekli video yerlestirmeleri Uretiyor.
Calismalarinda bir sanat malzemesi olarak zamanin sorgulanmasi dikkati geker. Sanatgi anlatisini igine
gémdugu, bir nevi “hareket aninda bir fotograf”, “hareket icinde bir an” yakalamayi basarmistir. Film,
fotograf ve dijital medyay kullanirken, geleneksel teknolojileri birlestirerek sinirlar zorlamayi tercih eder.
Claerbout, Antwerp ve Berlin’de yasiyor.

ARTIST'S BIOGRAPHIES
Datascape

Burak Arikan

Burak Arikan was born in Turkey in 1976. He holds a Master of Arts in Visual Communications Design
from the Istanbul Bilgi University (2004), and a Master of Science in Media Arts and Sciences from the
Massachusetts Institute of Technology. He takes the obvious social, economic, and political issues as
input and runs through an abstract machinery, which generates network maps and algorithmic interfaces,
results in performances, and procreates predictions to render inherent power relationships visible, thus
discussable. His software, prints, installations, and performances have been featured in numerous
exhibitions at museums and galleries internationally. He is the founder of the “Graph Commons” platform,
dedicated to provide “network intelligence” for everyone. He lives in New York and Istanbul.

Angela Bulloch

Angela Bulloch was born in Canada in 1966. She graduated from the Goldsmith’s College in 1988 and
was included the same year in the Freeze exhibition, curated by Damian Hirst, which launched the career
of many British artists of her generation. Her work has focused on structures of social organization,
often taking the form of viewer activated installations. Her Drawing Machines, for instance, respond
to the movements of the visitor in the exhibition space, and other works include chairs one has to sit
on, or doormats one has to step on to trigger a soundtrack or a speech. Sound has always played an
important part in her work, and almost always featured in her installations; she has often collaborated
with musicians. She lives in Berlin.

David Claerbout

David Claerbout was born in Belgium in 1969. He graduated from the Nationaal Hoger Instituut voor
Schone Kunsten, Antwerp, in 1995. He then attended the Rijksacademie van Beeldende Kunst in
Amsterdam. Initially trained as a painter, he became more and more interested in the still and the moving
images: nowadays, he works primarily with video and photography and often produced large-scale video
installations. His work is marked by an interrogation of time as an artistic medium. He has developed a
kind of 'photography in movement', a 'still movement', into which he introduces narrative elements. He
draws on the conventions of film, photography, and digital media, challenging boundaries by combining
traditional technologies in the production of his works. He lives in Antwerp and Berlin.



Ryoji Ikeda

1966’da Japonya’da dogdu. Calismalarina bir ses sanatgisi ve DJ olarak 1990 yilinda basladi. 1994’te
multimedya sanat toplulugu Dumb Type igin beste yapmaya basladi. 1995’ten bu yana yerlestirmeler
ve canli performanslardan olusan kendi islerini Uretiyor ve hem gérsel hem de isitsel malzemelerle
calismayi gercek anlamda basarabilen nadir sanatgilardan biri olarak kabul ediliyor. Dinyanin dért bir
yaninda birgok sergi ve performansta yer aldi, Carsten Nicolai, William Forsythe ve Hiroshi Sugimoto gibi
buyuk isimlerle galisti. Elestirmenlerin cagdas elektronik miizigin en radikal ve yenilikgi 6rneklerinden biri
olarak kabul edip 6vdiigii matrix adli calismasi 2001°de Altin Nica Oduili'nii kazandi. Son multimedya isi
Superposition 2012 sonbaharinda Paris’te gosterildi ve sergilendigi her yerde elestirmenlerin hayranligini
kazandl. lkeda Paris ve Kyoto’da yasiyor.

Michael Najjar

1966’da Aimanya’da dogdu. 1993’te Berlin’deki Bildo Giizel Sanatlar ve Medya Akademisi’nden mezun
oldu. Fotograf ve video ile galisan sanatci, giinimiiz toplumunda bilgisayar ve bilgi teknolojileri ile kontrol
edilen unsurlara odaklaniyor. Gergekgi unsurlarin kurgu gercekliklerle i¢ ice gecisi calismalarinda sikga
tekrar ettigi bir durumdur. Yapitlan tematik dizilerden olusur ve algilarimizin Gtesine gegerek “telematik
toplum” dedigi yiizeyin altinda gizli olani ortaya gikarmayi amagclar. Yeni dizisi igin uzay seyahati egitimi
alan sanatg, bir kez daha viicudunun sinirlarini zorluyor ve sanat pratiginde bir nevi performans da
gerceklestirmis oluyor. Najjar, Berlin’de yasiyor.

Enrique Radigales

1970’te Ispanya’da dogdu. Once Escola Massana de Barcelona’da resim egitimi aldi; ardindan UPC
Universitesi’nin (Barselona) interaktif Sistemler programindan 1996 yilinda mezun oldu. Gevrimigi galisan
ve Urettigi dijital animasyonlar web’de yayimlayan ilk sanatgilardan biri oldu. Baslangicindan bugiine
HTML programlama, video, fotograf, dijital veya analog gizim teknikleri kullanarak Urettigi islerde dijital
ve fiziksel diinya arasindaki sinirlar arastiriyor ve teknolojik gelismenin ekonomik ve sosyal gelisimin bir
yansimasi olusunu sorgulayan isler Uretiyor. Sanatci ayni zamanda zamansallik ve uzay arasindaki iliskiye
teknolojinin getirdigi degisen yapiyla ilgileniyor. Radigales, Madrid’de yasiyor.

Ryoji Ikeda

Ryoji Ikeda was born in Japan in 1966. He began his activity as a sound artist and DJ in 1990. In 1994 he
began to work as the composer for the multimedia art group Dumb Type. Since 1995, he has developed
his own body of work, producing both installations and live performances. He has since has gained a
reputation as one of the few international artists working convincingly across both visual and sonic media.
He has exhibited and performed internationally, collaborated with Carsten Nicolai, William Forsythe and
Hiroshi Sugimoto amongst others and his work matrix — hailed by critics as one of the most radical and
innovative examples of contemporary electronic music — won the Golden Nica Award in 2001. His most
recent multimedia work, Superposition was inaugurated in Paris in the fall of 2012 and has been hailed
by critics everywhere it has been presented since. He lives in Paris and Kyoto.

Michael Najjar

Michael Najjar was born in Germany in 1966. He graduated from the Bildo-Akademie fir Kunst und
Medien, Berlin in 1993. Working with photography and video, he focuses on key elements of our modern
society driven and controlled by computer and information technologies. The fusion of realistic elements
with fictitious realities is a recurrent hallmark in his work, which is usually composed in thematically
focused series, and tends to go beyond the limits of our perception, unveiling what is hidden under the
surface of what he calls “telematic society“. For his new series of works, he has been training for space
travel, hence once again testing the limits of what his body can intake, in what somehow qualifies as a
performative quality in his artistic practice. He lives in Berlin.

Enrique Radigales

Enrique Radigales was born in 1970 Spain. He first studied painting at Escola Massana de Barcelona,
before graduating from the Interactive Systems program at UPC University, Barcelona in 1996. He became
one of the first artists working online, producing digital animations and posting them on the web. Since
then he has developed a body of work using HTML programming, video, photography and digital or
analogue drawing techniques, to explore the boundaries between digital and physical world, and reflect
upon an increasingly diffusing field, where technological progress is questioned as a reflection of the
economic and social evolution. He is also interested in the changing nature brought by technology to
the relationship between temporality and space. He lives in Madrid.



Thomas Ruff

1958’de Almanya’da dogdu. Bernd ve Hilla Becher’le fotograf lizerine galistigi tinléi Dusseldorf Sanat
Akademisi’nden 1985’te mezun oldu. 2000 ile 2005 yillan arasinda bu okulda ders de verdi. Kariyerinin
baslangicindan itibaren fotografa kavramsal olarak yaklasan sanatgi, klasik formatlari yeni perspektifler
kazanmak amaciyla kullanir. Kimi fotograflarinda konuya dijital maniptlasyonda bulunurken, bir
baskasinda eski karanlik oda tekniklerinden yararlanarak yaklasimindaki gesitliligi ortaya koyar. Bos
evlerin ic mekanlari, kendince degistirdigi, NASA tarafindan ¢ekilmis gezegen imgeleri, modern mimari
soyutlamalari, bilgisayarda Uretilmis l¢ boyutlu pop imgeleri, eski pornografik malzemelerden olusan,
diziler halinde ve tanimli isler Uretir. Ruff Disseldorf'ta yasiyor.

Karin Sander

1957’de Aimanya’da dogdu. 1987°de Stuttgart Devlet Gilizel Sanatlar Akademisi’nden, 1990°da da
Whitney Bagimsiz Galismalar Programi’ndan mezun oldu. 1999 ile 2007 yillan arasinda Weisensee
Sanat Ylksek Okulu’nda ders verdi; 2007°den bu yana da Ziirih Federal Teknik Yiksek Okulu’nda ders
veriyor. Calismalari genelde sergilenis bigimi lizerinde diistindUrir. Varolan ama goriinmeyeni ortaya
koyan bu galismalar muthis bir incelikle konularinin icindeki heykel formunu ortaya gikarir. Hayli parlatiimis
yumurtalar, makine ile yapilmis minyatur insan replikalan bizi galeri icinde ve disinda gordiguimuz seyler
hakkinda diistinmeye davet eder. Sander Berlin ve Zirih'te yasiyor.

Charles Sandison

1969'da iskogya’da dogdu. 1993’te mezun oldugu Glasgow Sanat Okulu’nda kisa stire ders verdi. 1995
ile 2000 yillan arasinda Finlandiya’daki Tempere Sanat ve Medya Okulu’nun Giizel Sanatlar BoIGm{’'nin
yoneticiligini yapt. izleyiciyi, stirekli degisen sdzciikler, isaretler ve karakterler evreninin ortasinda birakan,
veri yerlestirmeleri yaratan mekana 6zgi bilgisayarda dretilmis video projeksiyonlar yaratir. Edebiyat ve
biyolojiye i¢ ice gegmis gdndermeler yapan sanatci, cagdas bir bakisla anlati gelenegine bagl kalarak
yeni gramerler olusturuyor. Bir yanda hakikat hakkinda konusmanin en dogru yolu éyki anlatmak iken,
diger yanda dijital ortam, ifade glicti en yiksek bigime doniistiyor. Sandison Tampere’de yasiyor.

Thomas Ruff

Thomas Ruff was born in 1958 in Germany. He studied photography at the famed Kunstakademie in
Diisseldorf with Bernd and Hilla Becher and graduated in 1985. He also taught there from 2000 to 2005.
From early on in his career, Thomas Ruff took a conceptual approach to photography, and revisited
classical formats, only to open new perspectives: his photography suggests the possibilities of his chosen
medium, as he might use digital manipulation for one subject and antiquated darkroom techniques for
another. Ruff works in series, creating defined bodies of work whose subjects include empty domestic
interiors, appropriated interplanetary images captured by NASA, abstractions of modernist architecture,
three-dimensional computer-generated Pop imagery, and obscured pornography. He lives in Disseldorf.

Karin Sander

Karin Sander was born in Germany in 1957. She graduated from the Staatliche Akademie der Bildenden
Kinste Stuttgart in 1987 and the Whitney Independent Study Program, New York in 1990. From 1999
to 2007 she taught at the Kunsthochschule Weissensee, Berlin, and since 2007, she has been teaching
at the Eidgendssischen Technischen Hochschule, Zirich. Her work offers a reflection on the context of
its exhibition, often revealing form present but unseen—exposing, with exquisite subtlety, the sculpture
inherent in her extant subjects. Pieces such as highly polished eggs or painted walls, and machine-made
precision miniature replicas of people, invite us to question the way we see things, both inside and outside
the gallery setting. She lives in Berlin and Ziirich.

Charles Sandison

Charles Sandison was born in Scotland in 1969. He graduated from the Glasgow School of Art in 1993,
where he briefly taught after graduating. From 1995 to 2000, he headed the fine art department at the
Tampere School of Art and Media in Finland. He produces site-specific computer generated video
projections that create immersive data installations, placing the viewer at the centre of a changing universe
of words, signs, and characters. Blending references to literature and to biology, the artist creates new
grammatical structures, relying upon the narrative tradition in a contemporary context, in which on the
one hand, the most appropriate way to speak thereby about truth is by means of the story, and on the
other, the digital medium is transformed into the most expressive form. He lives in Tampere (Finland).



Pablo Valbuena

1978'de ispanya’da dogdu. 2003’te Madrid Yiiksek Mimarlik Teknik Okulu’ndan yiiksek lisans derecesiyle
mezun oldu. Dijital animasyon ve projeksiyonu kullanarak zaman, mekan ve algi odakli sanatsal projeler
ve arastirmalar gergeklestiriyor. Calismalarinda bina cepheleri, blyiik 6lgekli mekanlar veya kiigtik mimari
detaylar (izerine projeksiyon yoluyla imgeler yansitiyor. islerinin gdze carpan yanlar fiziksel ve sanal
mekanin Ust Uste binmesi, izleyicide zihinsel mekanlarin yaratiimasi, gercek ve algilanan arasindaki sinirin
cozllmesi, zaman ve mekanin birlikteligi veya i1sik ve projeksiyonun ana unsur olarak kullaniimasi géze
carpar. Valbuena Toulouse ve Madrid’de yasiyor.

Pablo Valbuena

Pablo Valbuena was born in Spain in 1978. In 2003, he graduated with an MA of architecture from the
Escuela Técnica Superior de Arquitectura de Madrid. Using digital animation and projection, he develops
artistic projects and research focused on space, time and perception, by superimposing a projected image
onto architectural objects, such as building facades, large-scale spaces or inconspicuous architectural
details. Some key elements of the construction of his work are the overlap of physical and virtual space,
the generation of mental spaces by the viewer, the dissolution of the limit between real and perceived,
the unity of time and space or the use of light and projection as a the prime matter of his work. He lives
in Toulouse (France) and Madrid.



KURATOR OZGECMISI
Benjamin Weil

Paris'te dogan ve buytiyen Weil, 1989 yilinda Whitney Bagimsiz Galisma Programi'ndan mezun oldu.
Calismalarini bagimsiz olarak stirdiirdigu 1990'l yillarda kiiratdr, aralarinda Jenny Holzer, Doug Aitken
ve Lawrence Weiner gibi isimlerin bulundugu hem geng hem de taninmis sanatgilarin siparis eserlerine
adanmis, ada 'web isimli dijital yapim stiidyosunun kurucular arasinda yer aldi. 2000 - 2006 arasinda
San Francisco Modern Sanatlar Mlzesi'nde Medya Sanatlan Kuratértgi yapti. Bu dénemde Pipilotti Rist
ve Christian Marclay gibi taninmis sanatgcilara yerlestirme siparisleri verdi. Ayrica Gary Hill ve Matthew
Barney gibi isimlerle calisti. Weil, 2006 - 2011 yillari arasinda Fondation d'entreprise Hermés'in siparis
video programi H BOX'da Sanat Direktdri olarak galisti. Projeyi olusturmaktan ve en fazla 4 genc sanatgiyi
segerek tek kanalli video galismasi Uretmekten sorumluydu. Video ¢alismasi daha sonra Mimar ve
Sanatgi Didier Faustino tarafindan tasarlanan gezici bir gésterim odasinda sergilendi. H BOX Programi
kapanincaya kadar diinyanin her yerinden sanatgilara 21 video ¢alismasi siparis edildi. Benjamin Weil
2009 senesinden bu yana ispanya’nin kuzeybatisindaki Asturia’da yer alan Laboral Centro de Arte y
Creacion Industrial'de Sanat Direktorligli yapiyor. Yeni bilisim teknolojileri ile ortaya ¢ikan sanat ve kiiltiir
formlarinin Uretilip yorumlandigi 2007 kuruluslu merkez, sergiler, Uretim atolyeleri ve tiim izleyicilere uygun
egitim programlarindan olusan genis bir program sunuyor.

CURATOR'’S BIOGRAPHY
Benjamin Weil

Since 2009, Benjamin Weil has been the artistic director of Laboral Centro de Arte y Creacién Industrial,
an institution devoted to the production, presentation and interpretation of emerging art and other cultural
forms resulting from the changes brought by technology, more specifically the information & communication
technologies. Located in Asturias (northwest of Spain), the center was inaugurated in 2007, and offers a
comprehensive program of exhibitions, production residencies and education for all publics (children and
adults, including a wide range of professional workshops and seminars). From 2006 to 2011, Weil was
also the artistic director of H BOX, a video commissioning program of the Fondation d'entreprise Hermes.
He conceived the project, and selected up to four artists each year, who produced single-channel video
works, which were then screened in a portable screening room designed by architect and artist Didier
Faustino. Earlier, Weil served as Executive Director of Artists Space and Curatorial Chair at Eyebeam
Center for Art & Technology, both in New York. From 2000 to 2006, he was the Curator of Media Arts
at the San Francisco Museum of Modern Art, where he commissioned large scale installations by the
likes of Pipilotti Rist and Christian Marclay and worked with other artists such as Gary Hill and Matthew
Barney. As an independent professional in the 1990's, he co-founded ada 'web, a digital production
studio dedicated to the commissioning of works by both emerging and confirmed artists such as Jenny
Holzer, Doug Aitken and Lawrence Weiner. Born and raised in Paris (France), Weil graduated from the
Whitney Independent Study Program in 1989.



SERGILENEN ESERLER / WORKS EXHIBITED

Kat 1/ Floor 1:

1.

Pablo Valbuena, (1978, ispanya / Spain), Time tiling [borusan], mekan {izeri video-projeksiyon,
127 x 230 cm. / Time tiling [borusan], video-projection on architecture. Sanatcinin izniyle /
Courtesy the artist

Kat 2 / Floor 2:

2.

Karin Sander, (1957, Almanya / Germany), XML-SVG Code / Source Code of a Painting Panel,
2013, ahsap Uzeri harfler, Gg renkli, 15 x 20 x 3 cm. / Dry transferred letters on primed wood,
tricolor, 15 x 20 x 3 cm. Sanatgi ve Esther Schipper, Berlin izniyle / Courtesy the artist and Esther
Schipper, Berlin

Karin Sander, (1957, Aimanya / Germany), XML-SVG Code / Source Code of a Painting Panel,
2013, ahsap Uzeri harfler, t¢ renkli, 20 x 30 x 3 cm. / Dry transferred letters on primed wood,
tricolor, 20 x 30 x 3 cm. Sanatgi ve Esther Schipper, Berlin izniyle / Courtesy the artist and
Esther Schipper, Berlin

Karin Sander, (1957, Almanya / Germany), XML-SVG Code / Source Code of a Painting Panel,
2013, ahsap Uzeri harfler, Gi¢ renkli, 30 x 40 x 3 cm. / Dry transferred letters on primed wood,
tricolor, 30 x 40 x 3 cm. Sanatgl ve Esther Schipper, Berlin izniyle / Courtesy the artist and
Esther Schipper, Berlin

Enrique Radigales, (1970, ispanya / Spain), Piranesi como fondo de escritorio (Piranesi
Masadisti Arkaplani / Piranesi Desktop Background), 1872-2011, Giovanni Batista Piranesi
(1720-1778)’ye ait eski baski Uzeri lazer kalip, 70 x 55cm. / 1872-2011, laser die-cut on vintage
print by Giovanni Batista Piranesi (1720-1778), 70 x 55cm. Sanatginin izniyle / Courtesy the artist

Michael Najjar, (1966, Aimanya / Germany), nikkei_66-09, high altitude serisinden (2008-2010) /
from the series high altitude, (2008-2010), edisyon: ap 1, melez fotograf, lightjet-baski, aludibond,
diasec, 6zel yapim aliiminyum cerceve, 202 x 132 cm. / edition number: ap 1, hybrid photography,
lightjet-print, aludibond, diasec, custom-made aluminium frame, 202 x 132 cm. Sanatgi, Galeria
Juan Silié ve Galleria Studio la Citta izniyle / Courtesy of the Artist, Galeria Juan Silié and Galleria
Studio la Citta

Michael Najjar, (1966, Aimanya / Germany), hangseng_80-09, high altitude serisinden (2008-2010) /
from the series high altitude, (2008-2010), edisyon: ap 1, melez fotograf, lightjet-baski, aludibond,
diasec, 6zel yapim aliiminyum gergeve, 202 x 132 cm. / edition number: ap 1, hybrid photography,
lightjet-print, aludibond, diasec, custom-made aluminium frame, 202 x 132 cm. Sanatgi, Galeria
Juan Silié ve Galleria Studio la Citta izniyle / Courtesy the artist, Galeria Juan Silié and Galleria
Studio la Citta

Michael Najjar, (1966, Almanya / Germany), nasdaq_80-09, high altitude serisinden (2008-2010) /
from the series high altitude, (2008-2010), edisyon: ap 1, melez fotograf, lightjet-baski, aludibond,
diasec, 6zel yapim alliminyum gerceve, 202 x 132 cm. / edition number: ap 1, hybrid photography,
lightjet-print, aludibond, diasec, custom-made aluminium frame, 202 x 132 cm. Sanatgi, Galeria
Juan Silié ve Galleria Studio la Citta izniyle / Courtesy of the Artist, Galeria Juan Silié and Galleria
Studio la Citta

Michael Najjar, (1966, Almanya / Germany), lehman_92-08, 2008-2010, edition number: ap 1,
melez fotograf, lightjet-baski, aludibond, diasec, 6zel yapim aliminyum gergeve, 132 x 132 cm. /
edition number: ap 1, hybrid photography, lightjet-print, aludibond, diasec, custom-made aluminium
frame, 132 x 132 cm. Sanatgl, Galeria Juan Sili6 ve Galleria Studio la Citta izniyle / Courtesy of
the Artist, Galeria Juan Silié and Galleria Studio la Citta

Thomas Ruff, (1959, Aimanya / Germany), Jpeg Li02, 2009, C-print, Diasec. Borusan Cagdas
Sanat Koleksiyonu, istanbul. Mai 36 Galerie, Zurich izniyle / Borusan Contemporary Art Collection,
Istanbul. Courtesy Mai 36 Galerie, Zurich

Burak Arikan, (1976, Turkiye / Turkey), Koleksiyoner Sanatci Agi: Asama 3, 2013, &zel yaziim,
dokunmatik ekran (46”), Borusan Gagdas Sanat Koleksiyonu. / Collector Artist Network:
Phase 3, 2013, custom software, touch screen (46”), Borusan Contemporary Art Collection.
Sanatgl ve Borusan Contemporary, istanbul izniyle / Courtesy the artist and Borusan
Contemporary, istanbul



Kat 2/ Floor 2:

7.

Ryoji Ikeda, (1966, Japonya / Japan), data.scan, 2009-, gorsel-isitsel yerlestirme. / audiovisual
installation. Fotograf: Scott Massey, Surrey Art Gallery izniyle, © Ryoji Ikeda / Photo by Scott
Massey, Courtesy Surrey Art Gallery, © Ryoji Ikeda

David Claerbout, (1969, Belgika / Belgium), Homeless Cat, 2011, interaktif video, sessiz, strekli. /
interactive, real-time video synchronized with actual day and night time, silent, duration: infinite.
Sanatgi, Micheline Szwajcer, Yvon Lambert ve Hauser & Wirth izniyle. © David Claerbout /
Courtesy the artist and galleries Micheline Szwajcer, Yvon Lambert, Hauser & Wirth.

© David Claerbout

Angela Bulloch, (1966, Kanada / Canada), Antimatter® In the Negative Zone, 2003, 32 adet DMX
modul (kayin ahsabl, pleksiglas isik tipleri ve elektronik aksam — her biri 50,8 x 50,8 x 50,8 cm),

iki bolumli metal platform (her biri 203 x 80 cm; degisken yiksekliklerde), Genelec ses sistemi

(4 hoparldr, 1 subwoofer, 6 mikser masasi), 203,2 x 406,4 x 50,8 cm. / 32 DMX modules (birch
wood, plexiglas light tubes and electronic system — each 50,8 x 50,8 x 50,8 cm), metal platform

in two parts (each 203 x 80 cm; variable heights), Genelec soundsystem (4 powered speakers,

1 subwoofer, 6 channel mixing desk), 203,2 x 406,4 x 50,8 cm. Koleksiyon, Paris, Esther Schipper,
Berlin ve Galerie Eva Presenhuber, Zlrich izniyle / Courtesy Collection, Paris, Esther Schipper,
Berlin and Galerie Eva Presenhuber, Zirich

Kat 4 / Floor 4:

10. Charles Sandison, (1969, iskogya / Scotland), Logos, 2013, bilgisayar destekli mekana 6zgii
video projeksiyon, dlgtler degisken. / site-specific computer generated video projection,
dimensions variable. Sanatginin izniyle / Courtesy the artist
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PERILi KOSK

Borusan Holding'in ve koleksiyonun ev sahipligini yapan Perili Kosk, kokli ve énemli bir tarihi gegmise
sahip. Rumelihisar’nin tarihsel agidan en énemli binalarindan ve istanbul mimari mirasinin énde gelen
orneklerinden olan Yusuf Ziya Pasa Késki’nuin yapimina 1910’lu yillarda baslandi. Késkiin 6zgiin yapisi
teraslar hari¢ dort buguk katl olmakla birlikte, bitirilemeyen insaattan 6tiiri ikinci ve tgiincli katlar bos
kaldi ve burada rlizgarin yarattigi ugultu, cevre sakinleri tarafindan binanin “Perili Kosk” diye anilmaya
baslamasina neden oldu.

Diger bir sOylentiye gore ise, binada peri gibi glizel bir kiz yasadigi ve burada hayatini kaybettigi icin
kdsk bu ismi ald.

Binanin inceleme, restorasyon ve yenileme calismalar mimar Hakan Kiran tarafindan 1995 ve 2000 yillan
arasinda gergeklestirildi. Borusan Holding 1 Mayis 2002°de Perili Késk’ti 25 yilligina kiralayarak 16 Subat
2007’de binaya yerlesti ve 19 Subat 2007’de yeni evinde faaliyete gegti. 17 Eyliil 2011’den beri de hafta
sonlari halkin ziyaretine acik cagdas sanat miizesi olarak kullaniimakta.

Borusan Contemporary, Borusan Cagdas Sanat Koleksiyonu’ndan beslenen, sergiler, etkinlikler, egitici
aktiviteler, yeni eserler ve mekana 6zgu yerlestirmeler gibi gesitli programlara yer veren bir mizedir.
Bu aktivitelerin ortak 6zelligi, en genis tanimiyla ‘medya sanatlar’na, yani zaman, isik, teknoloji, video,
yazilim ve benzeri araglan kullanan sanatgilara odaklanmasidir. Etkinlikler Borusan Holding’in Perili Késk
istanbul’daki ofisinde gergeklesmektedir ve bu sayede, ofis icinde benzersiz bir miize yaratarak yeni bir
model olusturmaktadir. Nefes kesen Bogaz manzarasiyla sergi mekanlari, ofisler, Mize Cafe, BC Shop
ve teraslar dahil olmak (izere tiim bina hafta sonlar halka agiktir.

The building both home of Borusan Holding’s headquarters and a museum, has a long and important
history. The construction of Yusuf Ziya Pasa Pavilion, which is considered one of the foremost examples
of Istanbul’s architectural heritage and among the most significant and historic buildings of Rumelihisar,
started in 1910s. The construction of the building had to be stopped due to the World War I. The second
and third stories remained empty and here the wind made a sinister noise. Consequently, the building
started to be called the “Haunted Mansion” by the local community.

According to another anecdote, a girl as beautiful as a fairy passed away here, and therefore the premises
took the name of “the kiosk with fairies”.

The building survey, restitution, restoration and renovation were performed by the architect Hakan Kiran
between 1995 and 2000. Borusan Holding hired out the Perili Késk on May 1st 2002 and moved its central
offices into the building where it resumed its activities since February 2007. Since September 17 2011, the
building has been functioning as a contemporary art museum open to the general public on the weekends.

Borusan Contemporary is a museum and a multi-platform program of exhibitions, events, educational
initiatives, new commissions and site specific installations rooted in Borusan Contemporary Art Collection.
These activities are defined by their specific focus on media arts broadly defined, ie artists who work
with time, light, technology, video, software and beyond.

Most of the program takes place at the museum at Perili Ksk Istanbul, and co-exists with the offices
of Borusan Holding, in essence creating a unique museum in an office paradigm. The entire building
including the galleries, office space, café, BC Shop and outdoor terraces with breathtaking views of the
Bosphorus are open to the public on the weekends.
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