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MUlksUzlestirilenler Yeni Bir Yolunu Bulacaktir Yerlesmenin

“Turkiye'nin Karadeniz bolgesindeki Kusmer Yaylasi’nin
bir vadisinin derinliklerinde, kéylm ve anayurdum
Caykara bulunur. Geleneklere gore kadinlar bu yaylada
ev ya da toprak sahibi olamazlar- bu hak yalnizca
erkeklere aittir”

Cansu Yildiran Mulksuzler'in biyografik ve toplumsal
arka planini aktarmaya, iste boyle, adeta bir masal
anlatir gibi baglar. Bu masalsi dil sanatginin, ailesinin
yillar énce gog ettigi ve gocuklugundan beri her yaz
ziyaret ettigi yayla anayurdunu betimlemek igin ilk
bakista ¢ok uygun gérunur. Genis ailesinin, hisim ve
komsularin, bitkilerin, hayvanlarin, bostanlarin,
agaclarin, evlerin ve gocuklugunun ikamet ettigi
Kusmer'e gevirdigi kamerasiyla Yildiran, yayladaki
hayati ve kendi yerini anlamlandirmaya caligir.

Bu fotograflar ailesinin dikili bir agacinin dahi
bulunmadig Kusmerde ¢ektigi fotograflar, kadinlarin,
hayvanlarin ve cografyanin ataerki ve ézel mulkiyet
kurumuna sirtini yaslayan muolksuzlestirme gugleriyle
nasil basa ¢iktigini anlatir. Yildiran'in gézi yaylayi
huzursuz bir peyzaja; burada yagayan insan ve insandan
ibaret olmayan varliklari da grotesk bedenlere gevirir.
Kapkaranlk gecenin igerisinde patlayan flagla bir an
parlayan gehreler ve engebeli manzara igerisinde egilip
bukilerek bigimsizlegsen bedenler Yildiran'in kigisel
konar-goger tarihine bakigimizi yonlendirir.

Masal gibi baglayan bu hikéye, zamanimizin korku
genre’i folk horror filmlerinin atmosferini andirircasina
tekinsizdir. Zira bu cografya dile getirilmemis ama
bugUne musallat olan bir dizi tarihsel mulksizlegtirme
katmani Uzerine kuruludur. Kugmer idari olarak Bayburt
il sinirlarriginde yer alsa da yayladan kilometrelerce
uzakta olan Caykara’nin Sur (Sahinkaya) kéyunde
yasayan 373 hane Uzerine tapuludur. Modern ozel
mulkiyet rejiminin baskalarini digslama basta olmak
Uzere tUm hak ve yetkilerini kugsanan malikler, Yildiran'in
ailesi gibi kéyden gog edenlerin yaylada toprak yahut
konut edinmesini engellerler. Kugsmer’in kendine “6zgin
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kurallari ve yasa gicUnde gelenekleri, gorenekler ve
yaptirimlari” olarak ifade edilen ataerkil 6runtg, ézel
mulkiyet kurumuyla igbirligi igerisinde kadinlarin yaylada
mulk edinmesinin de 6nUne geger. Yaylaya s6z0m ona
ortaklasa sahip olan, otlari ortak bigip esitge paylasan
bir erkekler cemaatidir.

Yildiran bakigini bu eril mUlkiyet yasasi igerisinde
yasayan kadinlarin, bitkilerin, hayvanlarin gindelik
hayatina yoneltir. Ataerki, 6zel mulkiyet, piyasa ve devlet
isbirligiyle mulksUzlestirilen kadinlarin ve ise kosulmus
hayvanlarin tahakkim altina alinmig bir cografyada
mulk edinmekten bagka neler yapabilecegdinin pesindedir.
Birbirinden ayirt edilemeyecek kadar i¢ ice gegmis
gorunen buyukbas hayvanlar ve insanlar, ¢cimlere
karigmig kirkilmis hayvan postlari ve topraga egilerek
bigimsizlesmis kadin bedenleri arasinda adeta bir ittifak
kurar. Bu ortak varolus, mulksuzlestirenlerin de
mulksUzlestirelecedi, devranin dénecedi gunlerin
yaklastigini mustular: Dua eden, bostan kuran, hayvanlara
bakan, 6lmez otu toplayan kadinlarin ve diger canlilarin da
gunu gelecek.

Karsilastiklari ttm zorlu kosullara, siddete, yikima,
esitsizlige ve yoksullastirma sireglerine ragmen
mulkiyetten daha farkl bigimlerde mekana kok
salmanin bir yolunu bulur Kugmer'li kadinlar.
MuUlksUzlestirme guglerinin siddetini “dik durmak” yerine
topraga, bitkiye, hayvana egilerek kiriyorlar. Sirtinda
tasidigr boyunu gegen otlarla “saman kadin” haline
gelmis, hayvanlarin pesi sira yola dismus, gesitli renk
ve bigimlerden patiskalarin igerisinde namaz kilarken
mekadnin igerisine gdmulmus kadinlar, cografyanin ve
turler arasi iligkilerin igerisine yerleserek var olma
sanatint icra ederler. Demek ki, milksUzlestirme
gUclerine karsi kirllmamalk igin esnemek, bukilmek ve
bigimsizlesmek gerekir.

‘Deep in a valley below the Kusmer Highland, in Turkey’s
Black Sea region, lies my village and homeland of
Caykara. As per tradition, women cannot own either
house or land property on this highland - that right
belongs solely to men.”

Such is how Cansu Yildiran begins conveying both the
biographical and social background of Mulksuzler

[The Dispossessed], as if telling the first lines of a fairy
tale. In fact, this fairy-tale language may seem very
much appropriate, at first glance, in order to depict the
artist’s highland homeland, which they have visited every
summer since their childhood after their family emigrated
many years ago. With their camera pointed at Kusmer,
the place where their extended family, distant relatives
and neighbours, plants, animals, orchards, trees, houses
and their own childhood reside, Yildiran attempts to
make sense of life on the highland, and their own place
within it.

These photographs, which they took in Kusmer, where
their family does not possess even the slightest planted
tree, tell the story of how women, animals and the land
itself come to grips with the forces of dispossession,
leaning on patriarchy and the institution that is private
property. Thus, Yildiran's gaze turns the highland into a
disquieted landscape, and the human and non-human
creatures that live there into grotesque bodies. Faces
shining for only a brief moment when the flash goes off
into the darkness of night, and bodies bent and twisted
out of shape amid the rugged landscape, steer our gaze
towards Yildiran's personal nomadic history.

For all its beginning as though a fairy tale, this story
soon proves uncannily evocative of the atmosphere of
folk horror films, the sub-genre most suiting our time
and age. For these lands rest on not one but several
layers of historical dispossession which, despite
remaining unspoken to this day, continue to stalk the
present. Although administratively comprised within the
provincial borders of Bayburt, Kusmer is deeded to 373
households residing in the village of Sur (Sahinkaya),

in Caykara, kilometres away. Draped in the array of
rights and powers vested upon them by the modern
private property regime, not the least of which being
the expulsion of others, the owners prevent those who,
like Yildiran’s family, emigrated from the village, from
acquiring land or houses on the highland. Hand-in-hand
with the private property institution, this patriarchal
order, officially termed “the set of rules and traditions,
customs and sanctions having the force of law, specific
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to” Kusmer, also forbids women from acquiring property
on the highland. The purported common owners of the
highland form a community of men, who mow the hay
and share it in equal parts amongst themselves.

Yildiran turns their gaze towards the daily life of women,
plants and animals who live under this masculine
property law. In doing so, they seek to find out what

else women dispossessed and animals put to work by
patriarchy, private property, the market and the State
all working hand-in-hand, can do apart from acquiring
property on a land that has been put under the yoke.
Between the cattle and humans, appearing so inter-
twined as to have become indistinguishable from one
another, clipped animal hides, which have merged with
the grass, and women’s bodies, disfigured by years

of bending over the soil, something like an alliance is
formed. This common existence heralds the nearing day
when the perpetrators of dispossession themselves will
be dispossessed, and the tide will eventually turn: that
day will come, the day of the women, and other living
beings, who pray, tend to gardens, care for animals, and
collect immortelle flowers.

In spite of all the harsh conditions, violence, destruction,
inequality and impoverishment strategies which they
face, the women of Kusmer do find a different way to
take root in the land, other than property. They thwart
the forces of dispossession’s violence, not by “standing
upright’, but instead by bending over, down to the level
of soil, the plants and animals. These women, carrying
stacks of hay higher than themselves on their backs
until turning into “hay women’, marching behind the
animals, forming a line on the road, merging with the
landscape while reciting their prayers, wearing calicoes
of all sorts of colours and shapes, perform the art of
existing by lodging themselves into the land and amid
interspecies relations. In other words, in order not to
break against the forces of dispossession, one must
stretch, bend, and become disfigured.

The Dispossessed Will Undoubtedly
Find a Novel Way to Settle
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Feminist arastirmacilarin ileri sirdugu gibi ekmeye,
bigmeye, toplamaya, saklamaya ve bakima dair
pratikler insanh@in en énemli kesifleri olmasina ragmen
mucitleri kadinlar oldugu i¢in degdersizlestirilir.
Karadeniz'in genelinde oldugu gibi Caykara'da ve
Kusmer Yaylasi'nda da mulksUzlestirilen kadinlar, yasami
yeniden Uretmeye yarayan tUm bu yerel pratikler ile
cografyayi ve mekani mulkiyetten bagimsiz bigimde
sahiplenmenin ve aidiyet kurmanin bagka bigimlerine
isaret ediyorlar. Anliyoruz ki muUlksuzlestirmeye direnmek,
mulkiyette 1srar etmek yerine, piyasadan, ataerkinin
torld kurum ve iligkilerinden otonomlasma yaratacak
alanlar yaratmaktan gegiyor.

MulksUzler tipki Ursula Le Guin'in davet ettigi gibi
‘kahramana ve 6ldirmeye dair hikaye” yerine “baska bir
hikaye” ihtimaline bUukUyor perspektifi.! Bu bagka hikaye,
bir insan boyunca yUkselen fasulyeler ve her biri yeni bir
karsilasmanin habercisi olan yabani otlar arasinda
gergeklesiyor. Siradan seylere, gindelik pratiklere,
gbrunmez olana dair mitevazi bir hikaye, pesinden
gidilecek yeni bir patika agma imkéani ayni zamanda.
Boyle bir éykude yalnizca insanin degil, kirpilmig hayvan
tdylerinin, yaylada dolagan hayvanlarin, tipki bitkilerin
bedeni gibi atlarin yelelerini, insanlarin saglarini ve
yemenileri de oksayan ruzgdrin, tim gesitliligi ile ekilen
veya kendiliginden beliren bitkilerin, Karadeniz'e 6zgU
sarp kayaliklarin aktorliga sezilmeye baglyor.
Tahakkdm eden ve yok eden hikayeye karsi bu kez
yasami yeniden kuran, elbirliginin ¢esitli ve tirler arasi
yordamlarina kapr aralayan bir varolusa tanik oluyoruz.
Oldurmeye dair hikayelerde gérinmez kilinanlarin ve
dahasi mulksuzlestirenlerin yok saydigr mUlksuzlestirilen
6znelerin yagamina yoénelik bir ortaklik cagrisi bu.
Yildiran'in fotograflarinda Arundhati Roy'un ifadesiyle
baska bir dinyanin nefes alip veriglerini, rizgarini,
esintisini, kokularini duyumsuyoruz.?

Kayip Anavatanim Pontos ise sadece fiziki mulkten
koparilmanin degil, daha genis anlamiyla kimlikten, yerel
yapma etme bigimlerinden, kolektif bilgi ve becerilerden
yoksun birakilma girisimlerinin izlerini tagiyor.

Erken Cumhuriyet doneminde ulus devlet ve iskdn
politikalariyla birlikte Pontus Rumcasi olarak bilinen
Romeyka dilini konusan Caykaralilar gibi Karadeniz'de
yasayan yerel etnik topluluklarin kendi dillerinden,
topraklarindan ve kilturlerinden koparildigini biliyoruz.
Bu mUlksuzlestirme stratejisi, gundelik yagam ve
toplumsal iligkileri pargalar; bastirilan dillerin yani sira
tim cografyayi yerle yeksan eder. Boylece yere 6zgu
kimlik duygusu zedelenirken, mekdana 6zgU tarihin,

deneyimlerin ve hatirlamanin imkanlari da elimizden
kayar. Ancak bu olanak tamamiyla da gitmez, tUketilemez.
Kilise harabeleri Gzerine kazinmig isimler ve gozleri
oyulmus freskler bu gegmisin tahrip edilse dahi kalici
olan izlerini; gegmisin kostUmlerini kusanmig kadinlar ise
bu kaybin guncelligini dile getirir. Bu imkan kapisindan
gectigimizde, Pontustan beri orman gulu olarak anilan
zehirli ve gucly bitki komar agacinin bugin hala
unutulmadigini ve ona dair bilginin bu cografyada
devindigini, gegmisin bugUinden bagka siginacak yerinin
olmadigini anlamaya baslariz.

Vargit Cigekleri tum canlilari tahakkum altina alan
ataerki, ulus devlet ve piyasa iligkileri ile perginlenen
metalasma, kultirel ve ekolojik yikim suregleriyle basa
¢cikmaya dair tekinsiz bir masal anlatiyor.
Bigimsizlestirilmig, bukUImUs bedenlerin, yaylanin
icerisine gomulmus hayvanlarin, bortt bécegdin ve
bitkilerin arasinda kurulmakta olan tirler-arasi ittifakin

ve yeni bir yagsamin solugunu duyar gibiyiz. Vargit gigekleri
kisin ve bagka bir dinyanin baglangicini haber etmek
icin agiyor bu kez: “Kabuk parcalanir. Kapitalist 6zel
mulkiyetin saati calmistir.

MuUlksUzlestirenler mulksUzlegtirilir™

As pointed out by feminist researchers, despite their
constituting the most vital discoveries made by
humanity, because their inventors are purported to

have been women, such practices as sowing, tending,
reaping, storing and taking care are looked down upon.
As is the case across the Black Sea region, in Caykara
and on the Kusmer Highland, too, through all these local
practises which serve to reproduce life itself, dispossessed
women suggest other forms of committing and belonging
to both land and space, aside from ownership.

As we understand, truly resisting dispossession entails
creating such spaces that will give rise to independence
from the market, and the many institutions and relations
buttressed by patriarchy, much rather than insisting on
ownership.

Just as Ursula Le Guin urges that we do,

The Dispossessed bends the perspective from “the story
[..] about [..] killing, about the Hero” to the possibility of
‘another [..] story”# This other story takes place among
bean stalks that reach the size of human beings, and
weeds, each of which heralds a new encounter. It is a
humble story, about ordinary things, everyday practises,
about the invisible, yet it is also the possibility of opening
a new path which to follow. Through such a story, one
begins to perceive the role assumed not only by human
beings, but by clipped animal hair, the beasts that roam
the highland, the wind that caresses, just as it does the
bodies of plants, the manes of horses, and the hair and
veils of humans, the plants, with all their diversity, either
sowed or spontaneously sprouting, and the steep cliffs,
so specific to the Black Sea. As opposed to the story
that dominates and destroys, we now bear witness to

a form of existence which restores life, and opens the
door to disparate, interspecies methods of collaboration.
This is a call for partnership, sent to all those rendered
invisible by stories about killing, and, moreover, to those
dispossessed subjects, disdained by those who
perpetrate the dispossession, for them to live. Within
Yildiran's photographs, we perceive what Arundhati Roy
phrased as the “breathing [of] another world’® its wind),
breeze and odours.

As for My Lost Homeland Pontos, it bears the scars of
attempts made at depriving subjects not only of physical
property but, on a broader scale, of local ways of
proceeding, of collective knowledge and skills. As we
know, as a consequence of the nation-state and
settlement policies pursued in the early Republican
period, local ethnic communities dwelling in the Black Sea
region, such as the inhabitants of Caykara, who spoke

the Romeyka language, otherwise known as Pontic
Greek, were stripped of their language, land and culture.
Such a strategy of dispossession disrupts daily life and
social relations, eventually obliterating not only the
languages being repressed, but the entire geography
as well. Thus, not only does the sense of belonging
particular to that area sustain heavy damage, but the
very possibilities of site-specific history, experiences and
remembrance are also taken away from us. Fortunately,
however, this possibility never entirely disappears, nor
can it ever be expunged. The names that have been
chiselled, and the characters whose eyes have been
carved out on the frescoes amid the ruins of churches
voice the traces of this past, which still endure despite
all attempts made to erase them, while the women still
clad in the costumes of the past voice the currentness of
this loss. As we walk through this door of possibility, we
begin to realise, for instance, that the knowledge of the
poisonous and potent plant now designated as pontic
rhododendron although it used to be referred to as
forest rose since the times of the kingdom of Pontos, far
from having been forgotten today, still circulates across
this land, and thus that the past has nowhere else to
take refuge but in the present.

Blossoms Of Farewell tells a disconcerting tale of coming
to grips with the attempts made at commodification
and cultural and ecological destruction, bolstered by
patriarchy, the nation-state and market relations,
bringing all living beings under the yoke. Through it, it
seems as though we may hear the breathing of a new
life, and that of an interspecies alliance being formed
among the disfigured, twisted bodies, and animals,
insects and plants buried in the soil up on the highland.
The autumn crocuses now bloom to herald the beginning
of another world along that of winter:

“This integument is burst asunder. The knell of capitalist
private property sounds. The expropriators are
expropriated.”®

"Ursula Le Guin, “Guval Kurami ve Kurgu”, Kadinlar Riyalar Ejderhalar

(On Birinci Basim), haz. Deniz Erksan, Bulent Somay, Mige Gursoy Sékmen,
Istanbul: Metis Yayinlari, 2022, s. 62.

2 Arundhati Roy, War Walk, Cambridge: South End Press, 2003, s.75.

2 Karl Marx, Kapital 1. Cilt, gev. Mehmet Selik, Nail Sathgan, Istanbul:
Yordam Kitap, 2010, s. 729.

4 Ursula Le Guin, “The Carrier Bag Theory of Fiction’, in

Dancing at the Edge of the World, Thoughts on Words, Women, Places, New York:
Grove Press, 1989, p. 168.

% Arundhati Roy, War Walk, Cambridge: South End Press, 2003, p. 75.

6 Karl Marx, Capital, A Critique of Political Economy, ed. Frederick Engels,

trans. S. Moore & Edward Aveling, New York: The Modern Library, 1906, p. 837.






G6z0mU agryorum.
Yayladayim sis ¢okmus etrafa.
Kurt iner birazdan. Cikamayiz.

[ open my eyes.
I'm on the highland and there’s fog all around.
The wolf will be here soon. We can't get out.









ISYAN DIRENIS MUZAKERE
Cansu Yildiran’in Ik Kigisel Sergisi

Fotografi, yillar siren mekana dair bir eyleme dénUstirmek,
sanat yapmanin hangi ihtimallerini ortaya gikarir?

Bu ihtimaller, (sanatginin pratigi ile bir araya gelerek)
ortak gelecegimize nasil bir yol gizer? Fotografin israrla
talep ettidi alternatif bir tarih hayali igimizde bUyUrken,
isyan ve direnis, bir muzakere diline dénUgur mu?

Bu sorular, Cansu Yildiran'in Vargit Cigekleri isimli
sergisini gezerken yavas yavas karsimiza gikiyor.

Ve serginin bizden bekledigi de, cevaplarimizin kolektif bir
eyleme donUsmesi. Tipki Yildiran'in bir fotograf sanatgisi
olarak kariyerinde izledigi yolculuk gibi, bu eylemin nasil
yapilacadi zihnimizde giderek netlesecek, belirecek.

Ve zamani geldiginde bu eylemin ne demek oldugunu
anlayacagiz! (Bundan hig siphem yok.)

Cansu Yildiran, Hara'da ilk kigisel sergisi Vargit Cigeklerini
kurgularken, 2015'te bagladidi MUlksUzler serisinin farkl
dénemlerinde gektigi iki yUze yakin fotografi kullaniyor.
Fotograflarin kaynadi Yildiran'in kendi aile gegmisi.

Bu gecmis, Karadeniz Bolgesi'ne, Trabzon'a,

Caykara Kéyu'ne ve Kusmer Yaylasi'na dayaniyor.
Yildiran, bu yerlere, her yaz, annesi ile beraber gidiyor.
Bu yUzden fotograflarin bag karakteri de ¢ogunlukla
annesi. Bu kéy ve yaylada buyUyen Cansu’'nun annesi,
evlenince buralardan gitmis. Tipki sonbaharin habercisi
vargit ¢igeklerinin yayladan gitme vakti geldigini
soylemesi gibi. Fakat, yayladan evlenerek giden kadin,
yaylaya artik misafir olarak déndyor. Cinku, yaylada
mulk ancak erkek gocuga miras kaliyor. Yildiran da
annesi gibi misafir olarak yaylaya gidiyor, fotograflar
cekiyor. Aradidi hakikatin fotografin igine sirayet etmesini
istiyor. Sordugu sorulara aldidi cevaplar sayesinde,
kadinlar, hayvanlar ve doga giriyor fotograflarin igine.
Yan yatmig gibi gézUken bir evin éninde tek basina,
karanh@in iginde yUzU olmadan parlayan, tuhaf bir igigin
icinde gece vakti yUruyen, bazen bir heykel durusunda
silbet gibi beliren, evde en tuhaf hallerde poz veren,
rizgarda savrulan saglari, kiyafetleriyle kadinlar, onlara
ait 6zel bir dilin ifadesiyle bazen objektife, bazen
birbirlerine bakiyorlar. Bunun bir dayanigma oldugunu
anlamak zor olmuyor. Fotografi ¢ekilen kadinlar ile fo-
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tografi geken arasindaki dayanigmanin pargasi olmadan
bu fotograflar sevmek mUmkin mu? Fotografi sevdiginizde
bu dayanigsmanin pargasi oluyor musunuz?

MuUlksUzler serisi igin yillar stren ¢aba ve fotograflarin
gectigi dunya ile ilgili s6z sdyleme tutkusu Yildiran'in
pratigi hakkinda pek ¢ok ipucu da veriyor. Yildiran,
fotografi bir kimlik talebine dénUstiruyor. Bu talebi
yerine getirmek ise, baska tUrlo bakmak ve anlamakla
mUmkUn. Gundelik hayatin iginde gérmek zorunda
kaldigimiz sey degil hakiki olan. Hakikat, fotografin
isaretledigi anda asili kalan tanimadigimiz, yabanci bir
1sik, neden, veya varolus. Bu yuzden, Yildiran'in gérdugu
dUnyaya baktigimizda, kendine yer edinmek igin
ugrasan dzneler ile karsilasiyoruz. Kimligini, kékeni
arayan azinliklar; evini, ailesini bulmaya ¢aligan kuirler;
haklari ugruna mucadele eden bireyler, onlar igin dzenle
dUsUnUlmUs guvenli alanlarini kuruyorlar fotograf dilinde.
Onlara bakan izleyici de bu davetkar yeni donya ¢agrisi
karsisinda 6nce sasiriyor. Ve sasirmak insan dogasina
gegcici bir kabulU getirebilir. Fakat bu serginin pesinde
oldugu amag, gegici bir kabul degil!

Bir fotograftan digerine gegerken serginin genis
anlatisina katilmak, mekana yayilan onlarca fotografla
israrl bir mucadelenin pargasi olmak ve kendini bir
hareketin icinde bulmak bu serginin pesinde oldugu hakiki
kabul. Bunu yapmanin pek gok aracini ve yontemini
sanatg! bizzat deniyor, arastiriyor, bulmaya galigiyor.

What sort of possibilities for artistic creation does
turning photography into a form of action related to
space, extending over the course of years, spark up?
What sort of a pathway do these possibilities (when
associated with the artist’s practice) draw for our
common future? While the aspiration to an alternative
history, which photography persistently requests, feel
ever more pressing on our chests, will rebellion and
resistance evolve into a language hinged on
negotiation? Those are some of the questions which
gradually come to our mind as we walk through

Cansu Yildiran’s exhibition, Vargit Cicekleri [Blossoms Of
Farewell]. Moreover, what the exhibition itself expects of
us is that our very answers turn into a collective form of
action. Just as Yildiran's own journey unfolded
throughout their career as a photographer, in time, the
way this action is to be taken will slowly become clearer
and crisper in our minds. And when eventually the time
is ripe, we will grasp the full extent of what such an
action signifies! (I have absolutely no doubt about it

When reflecting over Blossoms Of Farewell, their first
solo exhibition at Hara, Cansu Yildiran focused on close
to two hundred photographs, taken at different stages
of their Mulksizler [The Dispossessed] series, which the
artist took up in 2015. The ground which these
photographs arose from consists in Yildiran’s own family
story, rooted in the Black Sea Region, more specifically
the village of Caykara, and the overlooking Kugsmer
Highland near Trabzon. Yildiran used to travel there
every summer with their mother, who therefore
constitutes the main character among most of these
photographs. Cansu’s mother, who grew up between this
village and the highland, had to leave both when she got
married, just as the autumn crocuses - the harbingers
of fall - proclaim that the time has come to leave the
highland. However, the same woman who left the
highland when she became married, later came back,
only this time as a guest. For up on the highland, only the
sons inherit property. And so was Yildiran, just like their
mother, merely a guest when they came to the highland
and took photographs. Their aim is for the truth they
seek to permeate their photographs.

Thanks to the answers they obtain to the questions they
ask, women, animals, and nature, all find their way into
their pictures. Either alone in front of a house which
seems as though lying on its flank, shining faceless amid
the darkness, walking at night across an eery beam of
light, sometimes appearing as though a silhouette, in a
sculptural stance, striking the oddest poses, at home, or
their hair and clothes blowing in the wind, women stare,
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sometimes at the lens, otherwise at each other, with an
expression on their face that pertains to a unique
language, specific to them. It is far from hard to realise
that this forms a solidarity. Is it possible to appreciate
these photographs without taking part in the solidarity
that binds the women being photographed and the
person who photographs them? Does one become
part of this solidarity the very moment one starts
appreciating these pictures?

The artist's long-lasting efforts to create the Dispossessed
series, and eagerness to speak out on the world which
the photographs are set in, actually gives out many a
clue as to Yildiran’s practise. Yildiran turns photography
into a request for identity. As for this request’s fulfilment,
only by adopting a different manner of looking and
understanding can it be contemplated.

What we are compelled to see in the framework of
everyday life is not the truth. The truth is an unfamiliar,
foreign light, cause, or existence, which becomes
suspended the very moment photography points at it.
Such is the reason why, when looking at the world which
Yildiran sees, we come across subjects striving to find
somewhere to settle. Minorities, in search of their identity
and origin, queers, looking for their home and family, and
individuals struggling for their rights; all of them build
safe spaces, carefully thought for each of them, through
the language which photography provides. While looking
at them, when faced with this inviting call to found a new
world, the viewer is baffled at first. And bafflement in
turn is likely to give rise to a provisional acceptance of
human nature. However, the aim of this exhibition is not
to arouse provisional acceptance! The true acceptance
which this exhibition seeks consists in becoming part of
its wider narrative, as one moves from one photograph
to the next, involved in a persistent struggle along with
these dozens of photographs spread across the space,
and eventually feeling pulled into a motion. The artist in
person tries, experiments and searches for numerous
tools and methods to that end.

REVOLT RESISTANCE NEGOTIATION
Cansu Yildiran’s First Solo Exhibition
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Yildiran, Vargit Cigekleri sergisini, bu sene ilki gergeklesen
Haravan Misafir Sanatgi Programi kapsaminda Uretti.
Haziran ayindan itibaren Hara'daki karavanda kalan ve
kendine ait bir stidyoda ¢alisan Yildiran, 2023 yilinda
katildigr Hara'daki Bir Yer Var grup sergisinde basladidi
Oberonya adini verdigi arastirmayi bu sergi sUrecinde
genigletiyor, yeni amaglarla kullaniyor.

Oberonya fotograf yerlestirme islerinde, higbir fotograf
mekanin duvarlarina asiimamisti. Hara’'nin bahgesindeki
bambu ¢ubuklari kullanan sanatgi, bu sirecgte
asistanligini yapan Serkan Kaptan'la birlikte Urettigi
heykel yapilarla, bUyUk ebatlarda parga parga basilan
fotograflari bir hikaye kurgusu iginde diginmeyi
amaglayarak, mekani, fotografa ait bir boyut olarak
gérmeye davet ediyordu. Boylece Yildiran, fotograf
yoluyla kurdugu anlatiyi gergevenin digina gikarmayi
deniyordu.

Vargit Cigekleri sergisinde, bu amaci talep edenin,
fotografcinin kendisi kadar, fotograflarin ézneleri
oldugunu da sdyleyebiliriz.

MuUlksUzler serisinin karakterleri; ister kadinlar, ister
hayvanlar, ister doga olsun; iktidarin, ataerkil dizenin ve
carpik sosyal yapinin onlara atadidi gergeklige hapsolmayi
kabul etmiyorlar. Once Yildiran, gézin gordiguna,
cergeve iginde tanimladidi isik, hareket ve ifadeyle
donustirmeye basgliyor. Sonra serginin alt katindaki
fotograflarda oldugu gibi 6zneler pargalara ayriliyor ve
fotograf parcalarinin arasindaki bosluktan bizi kusatan
simdiki zamanin 1s1§1 siziyor. Hangi gabanin daha énemli
olduguna karar vermek de izleyicinin gorevi: pargalara
ayrilmig fotografi tamamlamaya ¢alismak mi, yoksa
onlarin arasindan goézUken su anda, fotodrafin dzneleri
ile beraber yasamanin yolunu bulmak mi?

Tipki her maddenin pargalara ayrilamaz bir yapi taginin
olmasi gibi fotografin daha fazla bélunemeyecek en
kUgUk birimi ne olabilir? Bu soruyu sormak bizi en
bastaki cevaba geri gotiruyor: dayanigma. Dayanigsma
buradaki fotograflarin en temel yapi tasi. Ve bu
dayanigmanin 6zUnde de Yildiran'in bu fotograflarin
cekildigi dUnyayi butun halleriyle yakalama istedi var.
Bu istek, fotograflari mekanda her tarll sekle ve temsile
donUsmek igin 6zgurlestiriyor. Yildiranin 6znelerinin
yasadigr dunyaya baglihdi, sevgisi ve inanci dyle guglu
ki, bu da onun, bu sergide daha buyUk bir gabaya dogru
ilerlemesini sagliyor. Hara'nin ana salonunun ortasinda,
tavandan sarkan, ters duran bir ev var. Bu ev, bUtin
mulksUzlere ait. Bu evin yapi taslari fotograflar. iligkiler,
anilar ve psikolojik perspektifler bu fotograflar arasina
ozenle yerlesmis. Bu evin duvarlari, Hara’'nin Ust katinda
fotograflarin kurdugu labirenti andiran bir odada.
Duvarlari olugturan tahta bloklara benzeyen uzun
fotograf parcalar, evin odasina Yildiran'in pratiginden
bir tanim buluyor. Oda, insanlari bulusturan mahrem

bir siginak. Bu mahremiyeti paylasan kisiler, agik agik
konusuyorlar. Yildiran, fotografladidi Karadeniz evlerinin
icinde, sorularini soruyor, cevaplari dinliyor, bilinen ama
Uzerine konusulamayan meseleleri agiyor. Bu sohbetlerle,
1sigin, odanin, insanlarin, bizimle konustugu daha énce
gormedigimiz bir pencere agiliyor. Bu pencerenin 6zel
bir bilgiyi sunma gucu var. Kavramasi bir oyun gibi olan
anlara ait géruntuler, fotograf gérevini bozmaya calisan
parcgalar, iginden gecilen foto-duvarlar Yildiranin
fotografladigi o odalarin sergideki izddgimleri.

Yildiran produced the exhibition Blossoms Of Farewell in
the scope of the very first edition of the Haravan Artist in
Residence Programme hosted by Hara this year.

For this exhibition, Yildiran, who, since last June has been
residing in the caravan and working in the personal
studio both made available to them by Hara, has chosen
to expand - and keep conducting for new purposes - the
research which they had previously initiated, and given
the title of Oberonya, during the group exhibition

There Is A Place, held at Hara in 2023. None of the
photographic installations which formed part of
Oberonya had been displayed as hung on the walls of
the exhibition space. Aiming to envision the photographs,
which were printed out on paper in large formats, only
made up of smaller pieces put together by using the
bamboo sticks found in Hara’s garden to produce
sculptural formations, articulated within a narrative
progression, the artist, together with Serkan Kaptan,
their assistant throughout this project, extended an
invitation for the viewer to conceive of space as a
dimension of photography. Thus, through photography,
Yildiran attempted to drive the narrative they had
constructed out of the frame.

Blossoms Of Farewell, on the other hand, one may
rightfully state that it is no longer the artist alone who
requests such a purpose, but the subjects in the
photographs as well. The characters of the Unpropertied
series, whether they be women, animals, or nature,
refuse to be imprisoned in the reality alloted to them

by the ruling power, patriarchal order, or corrupt social
structure. Yildiran begins by transforming what the eye
sees by means of the light, movement and expression
they define within each frame. Next, as is the case in
the photographs on the lower floor of the exhibition, the
subjects are disassembled, allowing the light from the
present moment which surrounds us to seep through the
interstitial space between the photographic fragments.
It is up to the viewer to decide which endeavour is more
important: trying to complete the fragmented
photographs into making them whole, or finding a way
to live together with their subjects in the present
moment, visibly appearing through the gaps in- between?
Just as every substance rests on an indivisible building
block, what is photograph’s smallest unit, that which
cannot be divided any further? Raising this question
actually takes us back to the answer we already gave at
the very onset: solidarity. Solidarity forms the most
fundamental building block these photographs are
made of. And at the core of this solidarity lies Yildiran’s
desire to capture the world where these photographs
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were taken, with all of its forms and aspects. This

desire is what liberates the photographs, allowing them
to transform into assuming all sorts of shapes and
manners of representations within the space. Yildiran's
attachment, love, and faith in the world where their
subjects live is so strong that it leads them towards
undertaking an even greater endeavour with this
exhibition. At the very centre of Hara’s main hall, a house
is hanging upside-down from the ceiling. This house
belongs to all the unpropertied. The building blocks this
house is made of are photographs. And carefully
positioned in-between these photographs, are
relationships, memories and psychological perspectives.
The walls of this house can be found on Hara’s upper
floor, in a room evocative of a labyrinth made up of
photographs. The long strips of photographs, resembling
wooden blocks, which form its walls ascribe a definition,
stemming from Yildiran's practise, to the room of the
house. This room is a secluded shelter, which brings
people to congregate. Those who share its privacy may
talk, freely and openly. Inside the Black Sea houses
which they photograph, Yildiran asks questions, carefully
listening to the answers, and raises issues, well-known
yet remaining unspoken, up for discussion. Through
these conversations, a window opens, one which we had
not seen beforehand, and whence the light, the room
and the people talk with us. This window has the power
to impart a very special bit of information: those images
of moments which grasping feels like a game, those
fragments attempting to thwart photography’s duty, and
the photograph-walls which one passes through, are

all the projections within the exhibition of those rooms
photographed by Yildiran.
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Hara'nin biraz ilerisi Karadeniz. Karadenizden esen
ruzgarlarin dolastigi koridorlarda fotograflar, sadece
bugUne ait bir dunyayi konugsmuyor. Yildiran'in bu sergiye
dahil ettigi Pontus serisinden fotograflar, izini sGrd0gU
baska bir tarihin isaretlerini de tasiyor. Karadeniz'de
yerel halkin, 6zellikle kadinlarin belleginde yasayan
Romeyka diliile gelen koltdrun varhdi, baska bir katman
olarak sergiye dahil oluyor. Yildiran'in MUlksuzler serisinden
farkli bir ydntem izleyerek Urettigi bu fotograflar, anlatiyi,
kurmaca ile gergegin muglaklastigr bir dizleme tagiyor.
Boylece gegmisten gelen ve buginin dunyasinda aidiyet
kazanamamig baska mulksUzler igin de bir alan agiliyor.
Pontus fotograflarinin kurgusunda, gegmisi ve simdiyi
birlikte gérmeye davet ediliyoruz. Bunun kolay bir ¢caba
olmadigini bilerek. Ama sunun da farkindayiz: Pontus
fotograflari gegmise gegmis oldugu igin bakmamizi
istemiyor. Bu fotograflar, bUtun diger fotograflarla bir
araya geldiginde, ortak bir gelecedin varligina da
inanmamizi istiyor. Tarih, bir yerlerde surekli tekrar
tekrar kurgulanacak. Bizi, beraber bir cabaya davet
eden bir belge olarak fotograf fikri, Yildiranin

Vargit Cigekleri sergisinin en guglu yanlarindan biri.

Yildiran, Vargit Cigekleri sergisi igin Hara'daki atélyesinde
uzun saatler gegirirken, bir fotograf yazicisinin baginda
islerin tekrar tekrar basilmasini gunlerce bekledi. Bu
sirada, serginin sekillenmesi igin yeni kararlar vererek,
islerin nasil yerlesecegini disUnUyor, maketler Uzerine
galigtyordu. Fotograflarin biriktirdigi bir zaman var.
Fotografin ¢ekilmesinin Uzerinden gegen zamana, bu
sergi i¢in fotograflarin defalarca gesitli sekillerde bir
araya gelmesiyle olusan zaman da katiliyor. Mekanin
farkli yerlerinde yeni fiziksel formlar alan, dénUsen butin
fotograflar, benzer sekilde zaman algisini da bukmek,
dénUstirmek istiyor. Bu yuzden fotografi anlama ¢abasi
da zamani dénUsturmek igin bir firsat olarak gorulebilir.
Gok zamanli ve gok mekanli olma hissi, yasadigimiz
dUnyayi bagka tirl0 gérmek igin bize yeni bakis acilar
saglayabilir. Zamani daha iyi kavramanin, kullanmanin,
doénUsturmenin yeni yollarini boylelikle dusunebiliriz.

Cansu Yildiran, yaklasik on yila yayilan Milksuzler serisini
bu sergi ile tamamlamayi planliyor. Hala, ileride, bu
serginin secgkisine girmemis yUzlerce fotografin kuracagi
alternatif tarihler, anlatilar olacak. Fakat Mlksuzler
serisinin sona ermesiyle, sanatginin, aile kokleriyle
karsilagsmak, orada izini surddgu pek ¢ok hikayeyi
anlatmak igin yaptigi yolculuklarin fiziki kogulu da
ortadan kalkiyor. CunkU yillardir, onun icin, her sene
Karadeniz'e misafir olarak gitme yolu, fotograf

¢ekmek olmustu ve artik bu serinin sona ermesi de
orayla iligkisini degistirecek. Bu yUzden Yildiran,
Karadeniz'e tekrar tekrar, istedigi zaman yolculuk
yapamayacak olma endigesini tagiyor. Simdi bu
yolculuklar boyunca bulmaya ¢alistigi aidiyeti tagima
gorevi fotograflara gegiyor. Artik fotograflarin,
MuUlksUzler serisinde yer alan kadinlar, hayvanlar ve
doganin oldugu kadar, Cansu Yildiran'in kendi kigisel
tarihini tagima gorevi de var. Yazinin baginda tarif edilen
izleyenlere verilen kollektif gérev dénecek olursak:
Yildiran'in iglerinde, kapsami zamanla giderek genigleyen,
anlami da biyUyen bir etki var. Bu etki, fotografin sahip
oldugu direnis potansiyelini, dayanigmaya dénUstirmesiyle
mUmkuan oluyor. Ve artik bu goérev bitin izleyicilerin.
Dayanigmanin yolunu agacak gorsel malzemenin
kaynaginin, bu sergi oldugunu dUsunebilirsiniz!

As it happens, only a little further away from Hara, lies
the Black Sea. Inside these corridors, which the winds
that blow from the Black Sea roam, the photographs

do not only speak of today's world. In fact, those from
the artist's Pontos series which Yildiran included in this
exhibition as well, also bear the traces of yet another
history the artist is after. The presence of the culture
embodied by the Romeyka language - which endures

in the memory of the local population, all the more so
among women, of the Black Sea region - also forms
part of this exhibition, as yet another layer thereof.
These photographs, which Yildiran produced by employing
a different method than that implemented ‘in the
Dispossessed series, carry the narrative to such a plane
where the frontiers between fiction and reality are
blurred. Thus, a space is opened for other unpropertied
individuals, arising from the past, and unable to come
by a proper identity in today’s world. Within the order
established by the Pontos photographs, we are called to
envision both the past and present as side-by-side; this
in full awareness that this is no easy task.

However, there is something else we are aware of: the
Pontos photographs do not call on us to look at the past
simply because it is the past. When associated with all
the other photographs, these expect us to believe in the
existence of a common future as well.

Somewhere, history will be reconstructed, over and over
again. This conception of photography as a document,
inviting us to take part in a joint effort, constitutes
perhaps one of the most powerful ‘aspects of Yildiran’s
Blossoms Of Farewell.

While pulling in long hours in their studio at Hara for the
sake of the exhibition Blossoms Of Farewell, Yildiran
eagerly waited for days on end in front of the photograph
printer; for it to deliver printouts of their works over and
over again. In the meantime, they took new decisions as
to how the exhibition should be formed, pondering how
the works should be installed, and working on small-scale
models. There is a specific time which photographs
accumulate. On top of that which has passed since the
photographs were taken, comes the time that has

taken shape as these photographs were being
reassembled over and over in various ways for the sake
of the exhibition. Seemingly echoing how they
transform and assume new physical shapes across
various sections of the exhibition space, all these
photographs endeavour to bend and transfigure the
perception of time. In this respect, the effort to
understand photography may be regarded as an
opportunity to transfigure time as well. The sensation of
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existing across different times and spaces may provide
us with new perspectives, allowing us to perceive the
world we live in differently. Thus, we might perhaps think
up novel ways of better understanding, employing and
transfiguring time.

Cansu Yildiran has resolved to conclude their series the
Dispossessed, which has been ongoing for close to the
last ten years, together with this exhibition. Hundreds of
photographs, which were not included in the selection of
this exhibition, are still in store of course, with which to
build alternative histories and narratives in the future.
However, with the closure of the Dispossessed series,
the physical conditions which led the artist to go on
repeated journeys in search of their family roots, and to
tell the many stories they followed the tracks of while
there, are no longer extant. Throughout those years,
what prompted them to head for the Black Sea as a
guest every year has been their taking these very
photographs, meaning that the termination of this series
will profoundly alter their relationship with this place.
Such is the reason why Yildiran is currently anxious

as to whether or not they will be able to travel to the
Black Sea again as often as they will. Now, the task of
carrying the identity the artist has been attempting to
find through all these journeys is being passed on to the
photographs themselves. From now on, the
photographs, as much as the women, animals, and
nature forming part of the Dispossessed series, carry
the duty to convey Cansu Yildiran's personal, individual
history. Now, reaching back to the collective task,
mentioned in the initial lines of this text as being
assigned to the viewers: there is something in Yildiran's
works, an effect, which makes them gradually expand
in scope, and grow in meaning over time. What allows
for this effect to operate is photography's capacity to
transform its own resistance potential into solidarity.
And now, this task has been entrusted to all viewers.
Therefore, feel free to consider this exhibition as the
fountainhead of the visual material that will, henceforth,
pave the way for solidarity to occur!
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Kayip Anavatanim Pontos serisi,
unutturulmus gegmigle yUzlesmek ve

kolektif hafizayi yeniden inga etmek
icin bellegimizin 6gretilmis ve bastiriimig
kisminda bir ¢atlak agmayi umut ediyor.

Bir varmisg, binler yokmus...

My Lost Homeland Pontos series hopes
to open a crack in the taught and
repressed part of our memory in order to
confront the forgotten past and rebuild
the collective memory.

Once upon a time, thousands were gone...
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Cansu Yildiran
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Cansu Yildiran'in pratidi, yuva arayisinda, israrli ve tutkulu bir yolculuk olarak gérulebilir. Yuva kavraminin duraklari da
beden, mekan, duygu, arkadaslar ya da topluluklar olabilir. Yildiran, yasadidi hayattan yola ¢ikarak, kamerast ile
hikayeleri takip eder ve normatif olmayan yeni hikayeler kurmayi dener. RitGeller, masallar ve sahneler iglerine siklikla
kaynaklik eder. islerinin cikis noktasi kendi deneyimleri olsa da, toplumsal hareketlerden, kolektif hafizadan ve s6zI0
tarihten ilham alir. Islerinin Gretimi, yillara yayilarak katmanlasir, derinlik kazanir,

Yildiran, Mulksuzler ve Fathom fotograf serileriyle, 2024 yilinda Hollanda'daki Fotografiemuseum Amsterdam (FOAM)'in
Yetenek ve Pride Photo Foundation édulleri ile 2022 yilinda Women Photograph Project Grant Oduli'ni kazandi.
MulksUzler serisiyle, 2022'de FOAM Paul Huf Oduli'ne aday gésterildi. 2021 yilinda, kiresel LGBTI+ cevrimici aktivizm
agr olan All Out Photography Oduli’'nde direnis kategorisinde birinci oldu. Yildiran, 2021 PH Museum Photography
Grant Oduli’ne ve 2018 World Press Photo Joop Swart Masterclass’a segildi.

Yildiran, Fotografiemuseum Amsterdam (FOAM), Selanik Fotograf MUzesi, Pera Mizesi, MUnih'teki Pinakothek der
Moderne, Eskisehirdeki Odunpazari Mizesi, Elgiz Mizesi, Leica Galeri, Fransa'da Arles Fotograf Festivali, Isvigre'deki
Verzasca Foto Festivali gibi pek cok muze ve festivalde eserlerini sergiledi. Fotograflari, Visa Woman Paper, British
Journal of Photography, Dazed Magazine, Washington Post, Bloomberg ve The Guardian gibi yayinlarda yer aldi.

Cansu Yildiran’s practise may be considered as a relentless and passionate journey in search of a homeland.

As for the steps towards the notion of home, they might consist in the body, space, emotion, friends, or communities.
Taking their own life as their point of departure, Yildiran both follows the traces of stories, and attempts to construct
new, non-normative ones through their camera. Rituals, fairy tales and stages often form the spring whence their
works emerge. Although their own experiences constitute the fountainhead of their works, the artist is also considerably
inspired by social movements, collective memory and oral history. Their works’ production gains further depth over the
years, as it becomes ever more intricately layered.

Both their photography series Mulksizler and Fathom have earned Yildiran the Talent and Pride Photo Foundation
awards from the Fotografiemuseum Amsterdam (FOAM), Netherlands, in 2024, and the Women Photograph’s Project
Grants Award in 2022. For The Dispossessed series, she was nominated for the FOAM Paul Huf Award in 2022.I1n 2021,
they won first place in the resistance category at the All Out Photography Award, a global LGBTI+ online activism
network. Yildiran was nominated for the 2021 PH Museum Photography Grant Award, and chosen as a fellow, to take
part in the 2018 World Press Photo Joop Swart Masterclass.

Yildiran's works have been exhibited by numerous museums and festivals both in Turkey and abroad, including the
Fotografiemuseum Amsterdam (FOAM), MOMus - Thessaloniki Museum of Photography, Pera Museum in Istanbul,
Pinakothek der Moderne in Munich, Odunpazari Museum in Eskisehir, Elgiz Museum and Leica Gallery in Istanbul,
Rencontres d’Arles Photography Festival in France, and Verzasca Foto Festival in Switzerland. Their photographs have
appeared in such prestigious publications as the Visa Woman Paper, British Journal of Photography, Dazed Magazine,
the Washington Post, Bloomberg and The Guardian.






