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Sevgili Sanatseverler,

1980 yilinda kurulan Resim ve Heykel Mizeleri Dernegi olarak, her yil dizenledigimiz GUnimUz
Sanateilari Sergisi'nin bu yil 42.si ile sizlerle bulusmanin mutlulugunu yasiyoruz. Sanatin
evrensel diliyle gecmisten giinimdaze bir képri kurarken, cagdas sanatin en 6zgin drneklerini
sanatseverlerle bulusturma misyonumuzu sirdiriyoruz.

Bu yilki sergimizde, 22 dederli sanatcimizin birbirinden etkileyici eserleri yer aliyor. Her biri
kendi 6zgln Uslubunu ve sanata bakis acisini yansitan bu eserler, sanat dinyasinin dinamik
ve yenilik¢i ylzinlG gézler énline seriyor. Sanatcilarimizin yaratici zihinlerinden ¢ikan bu
eserler, izleyicilere derin distnceler, duygular ve hayal gicinin kapilarini aralyor.

Sanatin dokundugu her ruhu, her dislinceyi ve her hissi dnemsiyor; bu serginin de bu
dokunuslari derinlestirecedine inaniyoruz. Sizleri, sanatc¢ilarimizin dinyasina yapacaginiz bu
6zel yolculukta, her bir eseri kesfetmeye ve sanatin blyuli atmosferinde kaybolmaya davet
ediyoruz.

Sanatin 1siiyla aydinlanan bu yolda, siz dederli sanatseverlerin katkilari ve ilgisiyle daha
nice yillar birlikte olmayi diliyoruz. Akbank 42. Giinimiz Sanateilari Oduli Sergisi’nin tim
katilimcilara ilham vermesi ve unutulmaz anilar biriktirmesi dilediyle... Katkilarindan dolayi
sevgili juri Gyelerimiz Asli Seven, Tuce Erel, Kerem Ozan Bayraktar'a ve destegi icin Akbank
Sanat ve 6zverili calismalarindan dolayr Akbank Sanat ekibine cok tesekkir ederiz

Saygilarimizla,

Leyla Belli

Resim ve Heykel Mizeleri Dernegi Baskani

Dear Art Enthusiasts,

We, the Painting and Sculpture Museums Association, founded in 1980, are delighted to
welcome you to the 42nd edition of our annual Contemporary Artists Exhibition. We remain
committed to our mission of presenting the most authentic examples of contemporary art,
serving as a bridge between the past and the present through the universal language of art.

This year’s exhibition features works from 22 esteemed artists, each offering a unique style
and artistic approach. These pieces reflect the creative minds of our artists and reveal
the dynamic and innovative nature of the art world, inviting the audience to explore deep
thoughts, emotions, and imaginations of their creators.

We deeply value the souls, thoughts and emotions touched by art, and believe this exhibition
will enrich these connections. We invite you to discover each artwork and immerse yourself in
the enchanting world of art through this special journey into our artists’ creations.

We look forward to your support and engagement, as we continue our path illuminated by
the light of art. We hope the Akbank 42nd Contemporary Artists Prize Exhibition inspires all
attendees, and creates unforgettable memories. We extend our gratitude to our esteemed
jury members Asli Seven, Tugce Erel, Kerem Ozan Bayraktar for their contributions, Akbank
Sanat for its support, and the Akbank Sanat team for their dedicated work.

With respect,

Leyla Belli
Painting and Sculpture Museums Association



Gelecek-gecirmez: kanit, prova, direnc

Akbank 42. Ginimuiz Sanateilart Odili Sergisi, esinini ilk kez 1980li
yillarda bilisim teknolojileri alaninda belirmis ingilizce “futureproof”
teriminden alan bir acik cagri temasi etrafinda sekillendi. Turkce
ve bircok baska dile bugin “gelecek hazirligi” olarak cevrilen bu
terim, ginimuzde toplumsal hayatin saglktan finansa, bilisimden
lojistik ve iklim degisikligine uzanan tim alanlarinda gelecegi
senaryolastirarak ve prova yéntemleriyle canlandirarak kontrol
altina alma, gelecege direncli, gelecek gecirmez bir gerceklik
Uretme pratiklerini tasvir ediyor. Ancak ceviride kaybolan, ingilizce
terimin barindirdidi bir celiski var: Tipki elektronik bir aygitin suya
dayaniklihdini, veya bir izolasyon malzemesinin isi gegirmezligini
imleyen diger bilesik kelimelerdeki gibi, buradaki “proof” eklemi
bir “gecirmezlik”, ya da diger bir deyisle bir “yalitim” fikri iceriyor.
Gelecege hazirlikli olmaktan ziyade, gelecedin tanimi geregi
icerdigi 6ngorilemeyen ve bilinemeyen degisimlere karsi bir yalitim
olasiligini barindiriyor. Amerikali edebiyatei Philip Roth'un 2004'te,
kiresel dlcekte yeni bir glvenlik dlizenine gecisimizi imleyen, ikiz
kulelerin ¢cékisinden birkac yil sonra yazdidi gibi, “6ngérilemeyenin
dehseti, tarih biliminin sakladigi seydir™. “Gelecek-gecirmez” terimi,
oncelikle resmi cevirilerin ve tarih yaziminin temize cektigi bu
celigkiyi yeniden gindeme getirmek ve alternatif bir ceviri énerisi ile
bu celiskiye isaret etmek arzusundan dogdu.

Universitelerin giizel sanatlar fakiltelerinde halen egitimlerine devam
eden, yeni mezun olmus veya kariyerinin baslangicinda olan genc
sanatcilara yénelik bir yarisma ve sergi sireci tasarlarken, diger
6nemli bir ydnelim ise, gelecekle ve toplumsal gelecegdi tasarlama
yontemlerimizin déndstmiyle ilgili bir dizi soruyu genc sanatcilara
yoneltmek, sanatsal tGretim ve arastirmanin toplumsal gelecek
tasarilarini hangi bicim ve yontemlerle sorunsallastirabildigine
dair onlarin énerilerini degerlendirmek ve serginin kavramsal
cercevesini onlardan gelen &nerilerle birlikte sekillendirmek oldu. Bu
noktada acik cagri metninin son paragrafini hatirlatmak isterim:
“Gelecegi risk yonetim tekniklerinden kurtarip kolektif bir hayal
glclndn alaning; bilinmeyeni ve beklenmeyeni kucaklayabilen
ortak mitolojilerin alanina nasil yeniden ¢cekeriz? En uc kurmaca
senaryolarin provalari ile, en gindelik detaylarina dek riskten
muaf tutulmaya calisilan bir gelecek, hic gelecek midir? yoksa hic
gelmeyecek midir?”

Terimin tarihsel evrimi ve disiplinler arasi dolasimi tGzerinden
edindigi farkli anlamlara bakarak sergide bir araya gelen
calismalarin ortak paydalarini ve paylastiklari kavramsal cerceveyi
cizmeye baslayabiliriz. Bilinen ilk kullanim, 1983 yilinda ingiltere'de
yayimlanan, bilisim odakli “Computer World” dergisinde yer
aliyor: “Londra bilgisayar danyasinin bazi gézlemcileri tarafindan
“gelecek-gecirmez” olarak tanimlanan Microframe, Versatile Base

t Philip Roth, Amerika’ya Tuzak, Monokl Yayinlari, 2019.

Bus Connect (VBC) adi verilen bir veri yolu mimarisi iceriyor ve
bu sayede kasasinda Zilog, Inc. Z80, Motorola, Inc. 68000 ve
Digital Equipment Corp. PDP-11/70 kart dizeyinde yukseltmeleri
barindirabiliyor”.?2 Burada terimin “obsolesans” veya daha anlasilir
bir tercimeyle, cesitli tasarim ve yazilimlarin, teknolojik gelisimler
dolayisiyla zaman icinde islevsel ve ekonomik degerini kaybetmesi
olarak tanimlayabilecegimiz temel anlamini buluyoruz. Bu anlami
benimsedigimizde, gelecek-gecirmez, degdisen teknolojik altyapi
karsisinda gecerliligini, dederini ve islevini koruyacak sekilde
disUnUlmuUs tasarimlara isaret ediyor. Bu tanimi, sosyal bilimlerden
buraya cektigim, kurumlari, teknik standartlari, ekonomik veya
sosyal kalkinma modellerini veya daha genis anlamiyla érgitsel
davranislari tanimlamak icin kullanilan “path dependency” veya
“patika bagimliigi” kavramiyla birlikte distnmek istiyorum: Ge¢cmis
olaylar ve kararlar, kendilerinden sonra gelen olaylari ve kararlari
kisitlar. Bu iki terimi birlikte ddsindtgimulzde su soru ortaya
cikiyor: Gelecek-gecirmez bir tasarimin zaman gectikce blylyen
bedeli, herhangi bir insan toplulugunun degisen dinya kosullarina
uyum saglama kabiliyeti midir? insan Gretimi herhangi bir teknik
veya ideoloji, gercekligin ne kadarini, ne sireyle kapsayabilir ve
yoénetebilir?

Donna Haraway, artik eski sayilabilecek olsa da gelecek-gecirmez
olarak niteleyebilecedimiz 1992 tarihli “The Promises of Monsters. A
Regenerative Politics of Inappropriate/d Others” adli makalesinde
maddesel-semiyotik aktorler ve onlarin gercekligi kurmaktaki failligi
Gzerinde durur:?® Birbiriyle micadele halindeki ¢esitli tasarimlardan
olusan gerceklik ve onun bilgisi, arastirmalarin, yazim ve yayincihgin;
kurumsal ve ticari pratiklerin; mevcut metaforlar ve anlatilar da
dahil olmak Gzere her tirden kiltirel Gretimin ve bilimsel raporlari
parlak sanat eserlerine donlUstlren gorsellestirme teknolojileri gibi
teknolojilerin kesistigi noktada ortaya cikar. “Maddesel-semiyotik
aktér” terimi, bilgi nesnesini bilgi Gretim aygitinin aktif bir parcasi
olarak dne cikardigi gibi dilin kendisini de gercekligin Gretiminde fail
bir aktér olarak konumlandirir.

Sergide bir araya gelen bir grup calismanin gercekligin taniminda
dretim araclarinin ve dilin failligini vurgulayislarini, islevselligini ve
degerini yitirmis tasarimlarin kullaniminda, hata Greten teknolojilerin
benimsenisinde, hatadan yola ¢ikan tasarimlarda ve dilin ve
araclarin kendilerini faal birer aktér olarak konumlandirislarinda
izlemek mimkin. Baran Efe Oztiirk'iin “Yasam Hayali” adl fotograf
serisi, sanat¢inin cocuklugunun gectigi kentsel ve mimari dokudan
goruntiler sunuyor, ancak bunu Casio’nun 2000'li yillarin basinda
Uretip birkac yil sonra durdurdugu kamerali kol saati ile ¢cektigi
goérintller Gzerinden yapiyor. Bu gérintdleri gecerliligini yitirmis,
bize 20 yil mesafeden ulasan bir teknolojinin izin verdigi, gizli bir

2 “Tycom Offers 8088-Based System,” Computerworld, February 07, 1983.
Kaynak: https://wordspy.com/words/future-proof/

3 “The Promises of Monsters. A Regenerative Politics of Inappropriate/d
Others” in: Donna Haraway, The Haraway Reader, pp. 63-124.

Future-proof: evidence, rehearsal, resistance

The 427 Akbank Contemporary Artists Award Exhibition was
organized around an open call inspired by the term “future-proof,”
which first appeared in the 1980s in the field of information
technologies. Translated into Turkish and various other languages as
“preparing or preparations for the future,” the term today describes
practices of scripting and rehearsing probable future scenarios in
all spheres of social and public life, from health, finance, information,
logistics and climate change, in order to control and domesticate
future risks, for constructing realities that are resilient to future
changes. However, there is a contradiction inherent to the original
English term that is lost in translation: Just as in other similar
compound nouns used to describe the water resistance of an
electronic device or the heat resistance of an insulation material,
the term “proof” here includes the idea of “insulation,’
terms “resistance.” Rather than being prepared for the future, it
implies the potential to become impermeable to the unpredictable
and unknown changes that the future, by definition, brings. The
American novelist Philip Roth wrote in 2004, a few years after the
collapse of the Twin Towers, as the world shifted to a new global
security order, “the terror of the unforeseen is what the science of
history hides”! In suggesting an alternative Turkish translation for
the term “future-proof,” | wanted to bring this contradiction, often
obscured by official translations, to the forefront.

q

in other

In designing the competition and exhibition process for young
artists, including students and recent graduates of fine arts
faculties, as well as early-career artists, | chose to ask them a
series of questions about the future, and current methods for
designing the future, to assess how artistic production and research
could complexify future projections, and to shape the conceptual
framework of the exhibition with their proposals. | would like to
remind here the last paragraph of the call for proposals: “How can
we rescue the future from the techniques of risk management and
assess it in the realm of the collective imagination, in the sphere of
shared mythologies that have the power to embrace the unforeseen
and unanticipated? Will a future that is free from risk, even in
the smallest details of everyday life, through the most extreme
speculative scenarios, ever come? Or will it never come?”

Looking at the term’s different meanings throughout its historical
evolution and interdisciplinary circulation, we can begin to draw
the common conceptual framework and thematic threads running
through the artworks gathered in the exhibition. Its first known use
dates back to 1983 in Computer World, a British computer science
magazine. “Described by some observers of the London computer
scene as “future-proof”, Microframe contains a vendor-developed
bus architecture called Versatile Base Bus Connect (VBC) that

t Philip Roth, The Plot Against America, Penguin Random House, 20065.

enables its chassis to accommodate Zilog, Inc. Z80, Motorola,
Inc. 68000 and Digital Equipment Corp. PDP-11/70 board-level
upgrades.”? Here we find the primary meaning of the term in relation
to “obsolescence,” the gradual loss of functional and economic
value in designs and software programs due to technological
developments. Conversely, “future-proof” refers to designs that are
developed in such a way as to maintain their relevance, value, and
function amidst changing technological infrastructure. | would now
like to consider this term alongside another from social sciences:
“path dependency”, which is used to define how past events or
decisions constrain later events or decisions, affecting institutions,
technical standards, economic or social development models, or
more generally, organizational behavior. Putting these two concepts
together leads to the following question: Is the increasing cost of
future-proofing, humankind’s ability to adapt to changing world
conditions? How much of the future can a human-made technology
or ideology truly encompass or manage, and for how long?

In her 1992 essay titled, “The Promise of Monsters. A Regenerative
Politics of Incorporate/d Others,”® a text that, though dated,
remains remarkably future-proof, Donna Haraway delves into
material-semiotic actors and their agency in creating the future.
Reality, made up of diverse, often contradictory designs, and the
knowledge of this reality, are created at the intersection of research,
publishing and printing, institutional and commercial practices, all
kinds of cultural production, also including existing metaphors and
narratives, and technologies, such as visualization technologies
that turn scientific reports into glossy works of art. The notion of
“material-semiotic actors” brings the object of knowledge to the
fore as an active part of the apparatus of knowledge creation and
positions language itself as an actor in the formation of reality.

Several works in the exhibition emphasize the agency of tools
and language in the definition of reality through the use of now-
obsolete and depreciated designs, the adoption of error-inducing
technologies, the inclusion of design that generates from error,
and the positioning of language and devices as active agents in
constructing the reality. Baran Efe Oztiirk’s series of photographic
prints, “A Dream of Life,” features images of the urban and
architectural fabric in which the artist grew up, through images
taken by a wrist camera watched produced by Casio in the early
2000s, a technology soon to be discontinued. These images, printed
in a 6.21 x 5.08 cm format, employing fragmentation and in low
resolution, evoke a sense of espionage with the secret camera-
like structure of a now obsolete technology from 20 years ago.
In this series of 5 photographs, viewers can witness the camera’s
chromatic errors progressively, culminating in the final image, when

2“Tycom Offers 8088-Based System,” Computerworld, February 07, 1983.
Kaynak: https://wordspy.com/words/future-proof/

®“The Promises of Monsters. A Regenerative Politics of Inappropriate/d
Others” in: Donna Haraway, 7he Haraway Reader, pp. 63-124.



kameray! andiran ve bir casusluk ihtimali tasiyan kesintili kadraja ve
disik ¢oézanuarlige sadik kalarak, 6,21x5,08 cm dlcllerinde basarak
yapiyor. 5 fotograftan olusan seride kameranin Urettigi kromatik
hatalari, kameranin artik calisamaz hale geldigi son fotografa dek
izleyebiliyoruz. Goérintl Gretme teknolojilerinin olusturdugu hatalari
benimseyen, onlarla birlikte yeni bir gerceklik kuran bir baska
calisma, Nejbir Erkol'un “Evergreen” serisi. Sanatcinin Mardin'in
Nusaybin ilcesinde kuraklik sebebiyle terk edilmis bir araziye yapay
bir havuz yerlestirdigi eylemini belgelemek icin ¢cektigi bir dizi
fotograf, dosyalarin depolandigi hafiza kartina bulasan bir virisin
etkisiyle kismen mavi ve yesil tonlarinda hatali kesitlere kavusur.
Dijital bir virGsin bu etkisini, kurak arazinin temsilinde bir canlanma
ve suya kavusma olarak yorumlayan Erkol, dogal hayata bakisimizi
belirleyen dijital araclarin ve virtslerin failligiyle isbirligine girmeyi
secerek bu karsilasmayi olumlayan bir gelecek perspektifi sunuyor.
Kadrajin, filtrenin, hareket ile 1sigin ve rengin failligine isaret eden
Berk Senol, kolqj serisiyle sanat tarihsel bir motif, baglac ve anlam
ureticisi olan pencereye odaklaniyor. Sila Sevcan Oriin, dijital
teknolojilerin kapali devre déngusu icinde kurguladigi videosunda
gorintl teknolojilerinin eglence ve siddeti birbirine éren tiketim
bicimlerine alternatif yapay bir doga kurgusu éneriyor. izleyiciye
yakin bir dlcekte basilan, Akin Gires'in “Parilti” isimli fotograf
calismasi ise sanal gerceklik gozlUkleri ile Turkiye'nin kirsal bir
bslgesinde cekilmis bir aile fotografinin folklorik égeleri arasindaki
karsithigin altini cizerken, serginin izleyicisine goz seviyesinden
VR gozlikleriyle bakan figtrler aracihiiyla icinde bulundugumuz
gerceklige mizah yUkli bir siphe dustruyor.

Bu isleri ele alirken yukarida degindigim “gelecek-gecirmez” ve “path
dependence” kavramlarinin yanina sehir planlamasi ve tasimacilik
alanlarindan gelen “desire path” veya “arzu hatti” kavramini koymak
istiyorum: Dilimizde “keci yolu” olarak da bilinen arzu hatti, insan
veya hayvan trafiginin neden oldugu mekanik erozyonun bir sonucu
olarak olusturulan plansiz kictk patikalara verilen isim. Herhangi bir
cikis noktasi ile varis noktasi arasinda tasarlanmis yollara kiyasla
daha rahat, daha kisa veya daha keyifli oldugu icin arsinlandikca
olusan yollardir. Dijital bir dil isletme araci olan Word yaziliminin
kirmizi ve dalgali hata cizgilerinin grafik bir soyutlamasindan yola
cikarak yeni bir dil ve yeni bir yol dnerisi olusturan Damla Yiicebas’in
“Yol Yapma” ismini verdigi tekstil calismasi, insan distncesini aktif,
maddeyi ise pasif olarak konumlandiran bicim felsefesinin aksine,
madde ile isbirliginde bir olusan, hatta kendi kendini hata ¢izgileri
Gzerinden olusturan bir “yol” fikrine isaret ediyor. Arzu hatti ile iliskili
olarak dusunulebilecek bir baska calisma ise bir sanatsal arastirma
yontemi olarak imge ve metin beraberligi Uzerinden arazi, beden,
mineral ve bitkisel yasam arasinda suya odakli bir yol dokuyan Ani
Ekin Ozdemir'in “Watering” calismasi. Oncelikli olarak bir sanatei
kitabi olarak tasarlanmis bu calismadan secili fotograf ve metinler,
tipki doganin suyu, tasi, topragi ve bitkileri yan yana koyusundaki
gibi dogaclama bir dlizen ile kiltirel-dogal mecralar arasi gecisler
sunuyor.

Gelecek-gecirmez teriminin kullaniminda, Oxford English
Dictionary’ye gére, 2010’lu yillarin baslarindan itibaren, 6zellikle
iklim degisikligi adaptasyonu, felaket modellemeleri, endustriyel
tasarim, sehircilik ve lojistik alanlarinda dramatik bir artis
gbézlemleniyor* Pandemi sonrasi olarak tanimlayabilecedimiz
2024 yilinda, gelecek-gecirmez olma iddiasinda tasarimlar
“6ngorilemeyenin dehseti’ne karsi bir hazirlik taktigi olarak
karsimiza ¢ikiyor. Bizi bekledigini disindtugumiz felaketleri ve
riskleri, artik yapay zeka ve AR/VR uygulamalarinin, artan veri
depolama ve isletme kapasiteleriyle birlikte izin verdigi karmasik
matematik hesaplar sayesinde 6ngdrme, senaryolastirma ve bu
senaryolara hazirlikli olma pesindeyiz. Fransiz antropolog Frédérick
Keck, insan ve insan olmayan tirler arasindaki iliskilerde ve ortak
gelecek tahayydllerimizde bir paradigma degisikligine isaret eden
bu déndsimd, “Gnleme” stratejilerinden “hazirlik” stratejilerine gecis
olarak niteliyor: Yanginlarin, sellerin, kimyasal sizintilarin, tektonik
hareketlerin, virtslerin, géclerin, imparatorluk savaslarinin ve direnis
hareketlerinin 6ngérilemez bulasiciigina karsi, gelecek, artik felaket
odakli olasilik hesaplari Gzerinden senaryolastirilarak ve prova
edilerek hazirlanan ve ehlilestirilen bir alan.® Bu baglamdan yola
cikarak, cagri temasini disinurken, genc sanatcilara yoneltmek
istedigim bir soru da suydu: Ortaya c¢cikan bu gerceklikleri ve
icerdikleri yeni zaman iliskilerini kamusal olarak nasil ve nerede
temsil edebiliriz?

Belgeleme ve sanatsal arastirma yéntemleri kullanarak araziye
ve arazi kullanimina cesitli zamansal érgiler icinden bakan Ekin
Keser'in Hatay'da 2023 depremi sonucu yikilan binalarin parsel
cizimleriyle 1940’larda Yunan adalarinin Nazi isgali sirasinda
goérevde olan bir Alman subayinin Ayvalik’'ta ailesiyle gecirdigi
tatilden bugtne ulasan siyah beyaz fotograflari parcalayarak
yeniden birlestirdigi “Bir Fasistin Alametifarikalar” bashkl isi;
glncel arazi kullanimi, habitat, ideoloji ve politika iliskilerini
cizgisel olmayan bir zamansal yaklasimla canlandiriyor. Ge¢misin
asla sadece geride kalmadigini ve gelecegdin sandigimiz kadar
éngdrilemez olmadidini hatirlatan Seda Gecii'nin “Baraj
Arkeolojileri” adli yerlestirmesi, Keban Baraji’'nin kurulumuna ve
1960l yillarda sular altinda kalan kéyler ve arkeolojik sit alanlarinin
hafizasina geri cekiyor bizi: sanatcinin referans verdigi, bilimsel
calismalari deneyimledigi gercekligi kapsamaya yetmedigi icin
mahlas kullanarak kisa bir dykl yayimlayan arkeolog Hamit
Zibeyr Kosay'in bilim ve kurmaca arasinda 6rdigu dokuya paralel,
Gecl'nln yeniden Urettigi esel ve neolitik ocak bicimine dykinen
spekdulatif formlar, élcedi bir kurmaca aygrti olarak konumlandirarak
hakikat ve kurmacanin insan bilgisinin birbirine bagli iki ylzUu olarak
goérindiagi bir 6nerme sunuyor. Ginimuzde Turkiye'yi etkileyen
goc¢ hareketlerini konu edinen Tekin Karakus, multeci cadirlarinin
havada asili, rizgarla salindidi kurak bir arazide cektigi kisa videosu

““The Promises of Monsters. A Regenerative Politics of Inappropriate/d
Others” in: Donna Haraway, The Haraway Reader, pp. 63-124.

S Frédérick Keck, Les Sentinelles des pandémies, Points Essais, Paris, 2021.

the device ceases to function. Another work of art that takes the
errors created by image production technologies and uses them to
construct a new reality is the “Evergreen” series by Nejbir Erkol. A
series of photographs documenting the artist’s installation of an
artificial pool in Nusaybin, Mardin, in a land abandoned by drought,
is given glitches in blue-green hues due to a virus that infected the
memory card on which the files were stored. Erkol interprets the
effects of this digital virus contamination as a form of revitalization
and irrigation, suggesting a future perspective that affirms the
encounter between digital instruments, which determine the way
we see natural life, and viruses, opting for a cooperation with their
agency. Berk Senol’s collage series examines the agency of the
frame, filters, movement, light, and color, with a focus on the window
as an art-historical motive, conjunctive, and signifier. Sila Sevean
Oriin’s video, produced within a closed loop of digital technologies,
suggests an, artificial construct of natural bliss as an alternative to
consumption patterns of visual technologies where entertainment
and violence become increasingly intertwined. Akin Gires’s
photographic work, “Glow,” contrasts the virtual reality headsets
with the folkloric elements of a family photograph taken in a rural
region of Turkiye, adding a humorous level of suspicion to the reality
we are in, as these figures wearing VR headsets engage with the
audience at eye level.

In thinking on these works of art, | add a third concept alongside
“future-proof” and “path-dependency” a concept from urban
planning and architecture, “desire path” is the name given to
unplanned small paths that have been created as a result of
mechanical erosion caused by human or animal traffic. These paths
form as people or animals walk on them, drawn by their greater
comfort, shorter length, or more pleasant terrain, in contrast to
the formally constructed roads that connect a starting point to a
destination. Damla Yiicebas's textile piece, “Path-Making,” proposes
a new language and a novel route through the graphic abstraction
of red and wavy error lines from Word software. The work embodies
the notion of a “path” that emerges in collaboration with matter
or even through its own error lines, challenging the philosophy of
form that regard human thought as active and matter as passive.
Another work relevant to the idea of the “desire path” is Ani Ekin
Ozdemir's “Watering.” This piece creates a water-based pathway
connecting land, the body, mineral and vegetable life, relying on
the union of image and text as an artistic research method. The
selected photographs and texts, originally conceived primarily as an
artist’'s book, present transitions between cultural-natural spaces in
an improvised order, reminiscent of nature’s arrangement of water,
stone, earth, and plants.

The Oxford English Dictionary notes a dramatic increase in the
use of the term “future-proof” since the early 2010s, particularly
in climate change adaptation, disaster modelling, industrial

design, urban planning, and logistics.” In 2024, which can aptly
be described as the post-pandemic era, we observe designs that
claim to be future-proof as a strategy to brace for the “horror of
the unpredictable.” With the complex mathematical calculations
made possible by the expanding data storage and processing
capacities of artificial intelligence and AR/VR technologies, we
are increasingly attempting to forecast and script the disasters
and risks we anticipate, readying ourselves for these scenarios.
French anthropologist Frédérick Keck calls this transformation,
which marks a paradigm shift in the relationship between human
and non-human species, and in our shared future imaginaries,
the transition from “prevention” to “preparation” strategies. The
future is now a sphere that is being scripted and for which we get
prepared by rehearsal, that is, domesticated, amidst the unforeseen
contagiousness of fires, floods, chemical spills, tectonic movements,
viruses, migrations, imperial wars, and resistance movements? It is
in this context that, in conceiving the theme of the call, | sought to
ask young artists: How and where can we publicly represent these
emerging realities and the new temporal relations they entail?

Ekin Keser’'s work, “Ildeograph of a Fascist?” explores land use
and dynamic of expropriation through varied temporal patterns,
employing documentary and artistic research methods. In this
piece, Keser assembles drawings of land parcels from buildings
that collapsed in the 2023 Hatay earthquake, with torn black and
white photographs of a German military officer stationed in the
Greek Islands during the Nazi occupation of the 1940s, taken during
a family holiday in Ayvalik. This fusion revives the relationships
between contemporary land use, habitat, ideology, and politics
of expropriation through a non-linear temporal approach. Seda
Gecl's installation, “Dam Archaeologies,” reminds us that the past
lingers and the future is never as unpredictable as we think, as it
transports us back to the construction of the Keban Dam and to
the memory of the submerged villages and archeological sites
from the 1960s. Geci draws a parallel to the narrative fabric at
the intersection of science and fiction created by Hamit Zubeyr
Kosay, a scientist who turned to fiction and published a short
story under a pseudonym when his scientific endeavours fell short
of encompassing his experience of realities around the Dam. Her
speculative forms, inspired by scale models and neolithic oven
shapes, use scale as a fictional tool, suggesting that truth and
fiction are two interdependent facets of the human knowledge.
Tekin Karakus'’s short video, “Uncertain Time,” filmed in an arid land
where refugee tents sway in the wind, delves into the migration
movements currently impacting Turkiye, and emphasizes the
rootlessness of nomadic existence, its detachment from the land,
and the transience of the traces it leaves behind, depicted through
the moving shadows of the tents on the ground, with a gaze that
moves from documentation to abstraction.

“ See: https://www.oed.com/dictionary/future-proofing_n?tab=frequency

> Frédérick Keck, Les Sentinelles des pandémies, Points Essais, Paris, 2021.



“Miphem Zaman'da, belgelemeden kavramsala kayan bir bakisla,
cadirlarin zemine disirdigu hareketli gdlgeler Gzerinden gdcebe bir
var olusun kdksuzligunuy, araziden soyutlanisini ve biraktigi izlerin
geciciligini vurguluyor.

Gelecegdi ve gelecek riskleri senaryolastirilarak ehlilestirme
pratiklerine karsi, ayni bilgi teknolojilerini ve kurmaca yéntemlerini
kullanarak, gercekligi ve gelecegdi yeniden “yabanlastirmak”
ile mesgul bir grup calisma ise maddesel ve bilissel spekulatif
yéntemleri elestirel bir hayal gliciini harekete gecirmek icin
orgutluyor. Malzeme kullanimiyla éne cikan, artefakt ve organizma
arasinda képri kurarak madde ve kaltir iliskilerine dair cok katmanli
anlatilar sunan bu calismalar arasinda Beyza Durhan, bitkisel jelatin
ve yosun kullanarak Urettigi biyoplastik kolaj serisinde doért alegorik
sahne Uzerinden insan-doga iliskisinin mitolojik temsillerine dair
bir anlati kurgularken; yine kendi trettigi beton kompozitini tuvale
uygulayan Giler Gigelid, makine estetigi ve modernist mimari
arasinda konumlanabilecek resim Uclemesi ile makine ve insan
iliskisini odak aliyor. Hamide Celik ise insan sonrasi olasiliklari,
dokuma calismasinda farkli renklerde, bakir iceren elektronik
kablolari kullanarak ¢agiriyor. Maddenin biyokimyasal ézellikleriyle
kalttrel anlamlarini birbirine éren Edanur Sabuncu, gelecedi
gdrmeye yonelik o kilt pratiklere (kadim “dogaisti” gizli bilgiler)
goénderdigi kadar kahvenin nérolojik bir uyaran olma 6zelligiyle
degisken bilin¢ hallerini glindeme getiriyor. Kahvenin sergi siresince
kuflenerek déntusen maddeselligi ile 6ngdrilemeyenin etkinligini
kucaklayan bir éneri olusturuyor. Nazan Ozaras'in dogal ve yapili
cevre arasinda dijital tekniklerle olusturdugu kesintili manzaralarla
Serenay Gilyagcer'nin paslanmis bir konserve kutunun icinden disari
dogru alev ve cam Uflemeyle filizlenen bitkisel déntisim énermesi,
karmasiklasan ortak evrim sdreclerine dair spekulatif bicim
denemeleri olarak okunabilir.

insan ve insan olmayan aktérlerin failligi Gizerine dnermeler iceren
bu calismalarin yani sira, antroposen caginda ekosistemlerin
icerdigi iliskisel aglar ile, bitkisel ve hayvansal oldugu kadar mineral
ve mikrobiyolojik slreclerin ortak evrimi Gzerine yogunlasan Ecem
Dilan Kése'nin hem dogal hem kdiltdrel bir arketip olarak omurga
bicimine odaklanan ve bitkisel kokenli bir evrim olasiligini irdeleyen
“Bitkisel Déntstim” isimli heykeli ile Yusuf &zcan'in ¢ boyutlu baski
ile insan ve yunus baligi kafataslari arasinda spekulatif bir déntstim
olasiligini doga tarihi mizelerinin gésterim yéntemlerine dyklnerek
gozler 6nlne seren calismalari, “insan” tlrdnd tim bu unsurlarin
ortak sUreci olarak yeniden disinmeye davet ediyor.

insanin dil ve teknik arayizler aracihgiyla kendini hem dogadan
ayirma hem de kendi evrimini sekillendirme 6zelligine isaret eden
Kivileim S. Gling6riin'Gn “Zaman Cuamleleri” isimli, bilimkurgusal
bir gelecek anlatisi icerisinde insanligin yerkureyi terk edip farkl
gezegenleri isgal etme olasiligi Gzerinde duran heykeli, toprak
ozlemi ve spekilatif bir arkeolojik buluntu olarak nesnelerden olusan

alternatif bir dil ve alfabe kurgusu éneriyor. Can Yildinm'in bir reklam
afisi, bir ilag kutusu veya aski tGzerinde kuruyan bir camasir gibi
farkl bicimleri melezlestiren “seytan tlyU” isimli yerlestirmesi ise
agresyon, bastan cikarma ve eglence kiltlrlerinin i¢ ice gecisini,
video oyunlar ile sosyal medya tUzerinden maddelesen toplumsal
performans beklentilerini, trans-himanist bir vurguyla, ylzeyde
yutmasi kolay ama bedeli yiksek ironik bir ¢6zim onerisiyle
glndeme getiriyor. Ekin Gére'nin siyah beyaz fotograf calismasi
ise karanlik ve tekinsiz bir doga ortami icerisinde kafasini —ve belki
akhni— kaybetmis bir insan figurd ciziyor.

Bu yaziyi bitirirken acik cagriya son kez geri donerek, gelecegi
kolektif bir hayal gicinin alanina cekme arzusunu hatirlatmak ve
bu cagriya slrec ve paylasim odakli bir cevap olarak distindagim,
Bisra Aydagiin'in dokuma performansina deginmek istiyorum.
Serginin acildigi hafta boyunca stren kilim dokuma performansi,
sergideki tim sanatcilara ve izleyiciye yapilan bir davet ile eski
kumaslarin toplandigi bir strece bagliydi. Acilis ginl baslayan kilim
performansi izleyicinin gézleri 6ninde, onlarin getirdigi kumaslar
ile sekillenirken, aslinda nesnelere olan baglhidimizi, onlarin tasidigi
genetik verilerimizi ve anilarimizi malzeme edinerek ve onlari kadim
bir teknikle birbirine dokuyarak; ortak anlatilar, aktarimlar ve
hayaller kurmaya dair sonsuz olasiliklarimizi canlandiran bir yontem
olusturdu.

Ash Seven

In contrast to design practices that script and domesticate reality
and the future, a group of works preoccupied with re-wildering
reality and future, use the same information technologies and
fiction method to organizes material and cognitive speculative
methods at the service of a critical imagination. These pieces,
notable for their material use and bridging the gap between artifact
and organism, present multi-faceted narratives on the relationships
between matter and culture. Beyza Durhan’s bio-plastic collage
series, crafted by the artist from vegetal gelatin and moss, presents
a narrative on mythological representations of human-nature
relationship through four allegorical scenes. Gller Giicli's triptych,
utilizing a concrete composite created by the artist on canvas,
focuses on the human and machine relationships, situating her
work at the intersection of a futuristic aesthetics and modernist
architecture. Hamide Celik evokes posthuman possibilities in her
weaving work, using electronic cables of various colors made from
copper, among other materials. Edanur Sabuncu’s framed works
weave matter’'s biochemical features with its cultural significance.
She highlights cult manticism practices (ancient or ‘supernatural’
occult knowledges) and the altered states of consciousness
induced by coffee as a neurological stimulant. The piece embraces
the unpredictable agency of coffee, its materiality evolving as it
mildews throughout the exhibition. Nazan &zaras’ intermittent
landscapes, created with digital techniques, straddle the line
between natural and constructed environments. Serenay Gilyagcr's
vegetal transformation proposal, featuring fire and glass blown
from inside a rusted can, can be read, along with Ozaras’ work, as
speculative form experiments on the ever-complexifying processes
of co-evolution.

Alongside these artworks, which explore the agency of human
and non-human actors, another group focuses on the relational
networks of ecosystems in the Anthropocene era and the co-
evolution of not only vegetal and animal but also mineral and
micro-biological processes. Ecem Dilan Kdse’s sculpture, “Vegetal
Transformation”, examines the shape of the spinal cord as both
a natural and cultural archetype, delving into the possibility of a
vegetal-induced future evolution. Yusuf Ozcan’s work reveals the
speculative transformation potential between humans and whales
by laying out its stages in a series of 16 speculative skulls, with a
display inspired by natural history museums. Together, these works
invite the audience to conceive of the “human” species as an
integral part of a larger, interconnected process encompassing all
these variants.

Kivileim Giingdriin's piece, “Time Sentences,” explores the
possibility of humanity abandoning earth to occupy other
planets, in a science-fictional future narrative. This sculpture
highlights humanity’s capacity to separate itself from nature
through language and technical interfaces, while also shaping its
own evolution. It suggests an alternative language and alphabet

composed of a yearning for soil, alongside objects presented
as speculative archeological findings. Can Yildirnm'’s installation,
“devil's feather,” is a hybrid between different forms such as
an advertisement poster, a medication box, and wet clothes
hanging on a drying rack. It interrogates the intertwined nature of
aggression, seduction, and entertainment cultures, as well as social
performance expectations materialized in video games and social
media. With a transhumanist emphasis, it presents an ironic and
seemingly easy-to-swallow, yet highly costly, solution proposal. Ekin
Gére's black and white photography work captures a human figure
that appears to be losing its head, -and perhaps its mind,- in a dark
and uncanny natural environment.

In finalizing this text, | would like to revisit the desire to reclaim the
future back into the realm of collective imagination expressed in the
open call one last time, and to mention Blisra Aydagiin’s weaving
performance, which | interpret as a process-oriented, participatory
response to the question. Aydagin’s carpet weaving performance,
which lasted throughout the exhibition’s opening week, carried
an invitation to both the featured artists and the audience. It
involved gathering old fabrics and, starting on the opening day,
weaving them together in real time before the audience. This
ancient technique was employed to revive the eternal possibilities
of forming shared narratives, transferences, and dreams, woven
together with the very material that symbolizes our dependence on
objects, and our genetic data they carry.

Asli Seven
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Bisra Aydagiin

1999, Canakkale
Canakkale Onsekiz Mart Universitesi, Glizel Sanatlar Fakultesi, Resim Balimu
Canakkale Onsekiz Mart University, Faculty of Fine Arts, Department of Painting

Gelecek insasi, buna hazirlikli olsak da olmasak da gittigimiz ve duramadigimiz bir yolu cizerken neyi referans alabiliriz?

Gelecegin bize ¢cok yaklastigi, artik sadece yarinin kaygisini konustugumuz yizyilimizda, bir yandan kendimizi tanima savasi verirken, bir diger
yandan ise; “yasadigimiz hayati taniyor muyuz?” sorusunu ortaya cikariyoruz. iklim aktivistlerine katilip a¢ karna corba mi firlatsak? Sokaklara
mi dokdilsek? diye glinlerce dislnirken hayat yolumuz strekli ilmek ilmek isleniyor.

Nerede olursak olalim elimizin icinde tuttugumuz kicUk elektronik gazeteler bize her yerden haber vermekte. Tum dinya felaketleri géziimuazin
onlnde, yasamaya calisirken, cizdigimiz hayat yolunda bizi mutlu edecek sey neredeydi? Hi¢ hatirliyor muyuz acaba gtin icinde kim oldugumuzu,
ya da merak ediyor muyuz? Belki de “ben’lerle ilgili sorulardan énce, “biz kimdik?" de glzel bir soru olurdu.

Sabah ictigin tek kullanimlik bardaktaki kahve sana kaltlrinG unutturuyor desem.

En son anneni ne zaman disindin? Ya da dedeni? Nasil gecmis hayati? Ne yapmis yasamak icin? Gelecedi dislnlrken gecmisten yardim
istemekten daha kolayi olamaz sanki. Sen kimdin? Ne olmak istedin? Sana ne verdiler? Bilmiyorum. Ama sana verebilecedin bir sey icin geldim.
Giysilerin. Ne mi ise yarayacak? Gelecek yolumuzu insa edecediz. Belki tekrar ayakkabilarini cikarir da bir kilime basmak istersin diye. Belki
yeniden kendini hissedersin diye.

Yapay zekdaya inanilan bir gelecek yerine, cope inanmayan bir gelecek umabilmek icin. Kendime 6zime en yakin teknikle 6rmeye basladigim
yolum.

Belki sen de islemek islersin yolunu. Tek ihtiyacim bir parca kumas.

Future-building lays out a path we are already treading, unstoppable, whether prepared or not. In this unfolding, what references do we have?
In our era, where the future looms close, our discourse is consumed by anxieties. We struggle to comprehend ourselves and ask, “Do we truly
understand the lives we lead?”. Our life path is woven stich by stich, while we ponder day and night whether we shall join climate activists and
throw soup on empty stomachs or take the streets.

The tiny electronic screens we hold reveal distant events from everywhere, regardless of where we are, bringing global disasters right before our
eyes. Amidst life challenges, where do we find happiness? Do we ever pause to recall, or even wonder, who we are in our daily existence? Perhaps
it is better to ask, “Who we were,” before starting with “me” questions.

What if | tell you that your morning coffee in a disposable cup erases your connection to your culture?

When was the last time you reflected on your mother, or your grandfather? How was his life? What did he do for a living? It seems that there is
nothing simpler than evoking the past while pondering the future. Who were you once? What was it that you wanted to become? What did life
impart? | don't know. But | come to you seeking something you can freely give- your garments.

What for? To pave our path ahead. So that, should you desire, you can slip off your shoes and tread on a carpet once more. To feel like
yourselves again.

So as to hope for a future where we reject garbage, instead of one where we embrace artificial intelligence. | begin to forge my path using the
technique that resonates most with my essence.

Perhaps, you, too, might also be interested in weaving your own path. All | require is a piece of fabric.

Cacala | Cacala, 2024

Performans, eski kumaslarla ip 6rgtsu kilim |
Performance, carpet knitted on rope with used fabric
150x300 cm
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Hamide Celik

1997, Azerbaycan
Marmara Universitesi, Glzel Sanatlar FakUltesi, Tekstil Balimu
Marmara University, Faculty of Fine Arts, Textile Department

Tarihte cesitli ihtiyaclar geregi ortaya cikan, zamanla stsleme ve yalitim islevi atfedilen dokuma, giinimuzde sanatsal bir ifade araci olarak
kullaniimaktadir. Anlamsal ve islevsel yapisinin dénisime ugramasi sonucu dokuma, gelecek-gecirmez bir Gretim bicimi olarak varligini
strdirmektedir. Gelisen teknolojiler ile glindelik hayatta islevsizlesme stirecine giren kablolarla dokunan bu ¢alisma, zaman baglaminda ortaya
cikan iki farkli olgunun kesistigi noktada bulunmaktadir.

Weaving which historically emerged to fulfill various needs, and subsequently to acquire decorative and isolative functions, is now used as a
means for artistic expression. Undergoing transformations in its semantic and functional structure, weaving persists as a futuretight mode
of production. This art piece, woven with wires rendered obsolete by evolving technologies, is situated at the intersection of two different
phenomena occurring along the temporal axis.

Baglanti | Connection, 2024
Dokuma, kablo ve polyester iplik |
Weaving, cable and polyester thread
85x45 cm
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Beyza Durhan

1992, Ankara
Hacettepe Universitesi, Guzel Sanatlar Fakdltesi, Resim Balumu
Hacettepe University, Faculty of Fine Arts, Department of Painting

Biyota, bir bolgede bulunan bitki ve hayvan yasaminin bitinid demektir. Bitkilerin pismesiyle olusan biyoplastik materyal, bitkinin, bélgenin
ve beslenmenin bitinligind temsil ediyor. iklim krizi ve insan sonrasi senaryolarinin, sanati ve insan deneyimini degisime ugrattigina inancla,
biyotayi kabul eden bir hikaye yaratildi. Bu hikdyede hiyerarsi olmaksizin insan ve insan disi canli organizmalar, insan yapimlari, besin, kdltir ve
mitoloji birbiri Uzerine insa edildi. Biyoplastik kolajlarla ormanda baslayan hikaye, glinesin yasam verdigi hibrit canlilarin bir aradahdiyla devam
ediyor ve arilarin biGtinligu kolektif yasama isaret ediyor. Sonunda mitolojik bir karakter olan sakar Cupid'in ari kovanini devirip dinyaya ait
olandan kacarak yabancilasmasiyla giinimiize geliyor. insan éncesi ve sonrasinin bir arada oldugu bu alegori, malzemesiyle de dénisiyor.

Biota signifies the totality of vegetal and animal life in a region. Bioplastic material, resulting from processing plants, signifies the totality of the
plant, the region and nutrition. Based on the idea that climate change and posthuman scenarios alter art and human experience, an art piece
that acknowledges biota is created. Human and non-human organisms, artefacts, food, culture, and mythology are interwoven in this narrative
without establishing any hierarchy between them. The story begins in the forest with bioplastic collage pieces, continues with the coexistence
of hybrid living beings fueled by sun, and the unity of bees, pointing towards collective life. In the final instance, representing our times, the
clumsy Cupid, as a mythological figure, knocks over the beehive, flees the worldly, and becomes alienated. This allegory, encompassing history
before and after humans, transforms itself along with its material.

Biyota | Biota, 2024

Yerlestirme

Bitki sulari, bitkisel jelatin, yosun, isikli kutu

4 parca, her biri 16x21 cm |

Installation

Plant extracts, vegetable gelatin, moss, custom lightbox
4 pieces, 16x21 cm each
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Nejbir Erkol

1995, Mordirj
Hacettepe Universitesi, Guzel Sanatlar Fakdltesi, Resim Balumu
Hacettepe University, Faculty of Fine Arts, Department of Painting

Erkol, Mardin'in Nusaybin ilcesindeki kuraklik ytGziinden terk edilmis bir kdye yapay bir havuz yerlestirdigi calismasinin gorsellerine ait dosyalarin
bulundugu hafiza kartina virts bulastigini fark eder. Calismasinin odagindaki cografyanin kurakhigina dikkat cekmek icin kaydettigi gérseller
sadece taslar ve ufku cerceveye alirken, cektigi arazi fotograflarinin bir kismi hafiza kartina bulasan virls sebebiyle yesil alanlara dénasdr.
Virls neredeyse hayalini kurdugu imgeyi canlandirir. Tesadtfen gerceklesen bulasma sayesinde kurak arazi dijital mecrada filizlenir, canlanir.
Dogal hayatta ve dijital dinyada dikkatle kacinilan bir etkenin midahalesiyle Gzerinde calistigr is aniden hem gecmise donlst hem de gelecegde
dair olumsal karsilasmalarin alternatiflerini gézler 6nine serer.

Erkol realizes that the memory card containing a file with the visuals of his work -in which he installed an artificial pool in a village in Nusaybin,
Mardin abandoned after a drought- has caught virus. While the visuals he recorded to draw attention to the aridness of the geography only
frame stones and the horizon, some of the land photos he took turn into green spaces because of the virus. It seems as if the virus revives the
image he dreams of. Thanks to the accidental contamination, the arid land springs to life and revitalizes. His artwork suddenly reveals both a
means to return to the past and alternative, aleatory encounters in the future, thanks to a factor that is avoided both in natural life and the
digital world.

Evergreen Serisi | Evergreen Series, 2024
Fine art baski, 4 adet (2 adet 49x70 cm, 2 adet 20x30 cm) |
Fine art print, 4 pieces (49x70 cm and 20x30 cm)
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Seda Gecu

1988, istanbul
Mimar Sinan Gizel Sanatlar Universitesi, Mimarlik Fakdltesi, Mimarlik BslGma
Mimar Sinan Fine Arts University, Faculty of Architecture, Department of Architecture

Barajlar, insandan ibaret olmayan cografya cercevesinde ele alindiginda, yere dair iliskileri altlst ediyor. Yerlesimler ve yasamlar sular altinda
kalyor, iklim ve ekosistemler zarar gortyor, kilttrler ve turler baglamindan kopariliyor. Barajlarin 70-100 vyl civarinda bir 6mre sahip olmasi,
onlarin kesin son olmadigini distndurtyor. Dinya genelinde barajlarin kaldiriimasiyla ilgili calismalar, doganin, yerel halkin ve kilturlerin nasil
yeniden canlanabilecedi konusunda énemli kanitlar ortaya koyuyor.

Keban Baraj Goli'nde, 2021 yilinda yasanan kuraklik sebebiyle disen su seviyeleri, eski yerlesimleri giin ylzine cikardi. Bu yerlesimlerden
biri 1968-1970 vyillari arasinda, Keban Baraji insaati sirasinda, su altinda kalmadan énce kurtarma kazilari yapilmis Pulur Hoydk'td. Bugin
Dersim'de yer alan Pulurda, kurtarma kazilari sirasinda ortaya ¢ikan en énemli buluntulardan biri, bolgedeki ocak kiltlrinin kdkenine dair ilk
ipuclarini iceren kutsal ocakti. Pulur Héytgi'nde tapinak icerisinde bulunan ve Gec¢ Kalkolitik ddneme ait bu ocaklar, islevsel degillerdi. Degisen
su seviyeleriyle tekrar gin yuzine ¢ikan HoyuUk, “kurtarma” kazilarinin ardindan tekrar “kesfedilirken”, zamansallik, bugin, gecmis, gelecek,
kaybedilen ve yeniden gln yulzine cikan kilturlere ve iliskilere dair distinmeye davet ediyor.

Dams, when considered as part of a broader geography not limited to human needs, disrupt our relationship with the land. Settlements and lives
are submerged, climates and ecosystems are damaged, and cultures and species are displaced. The 70-100-year lifespan of dams evokes the
sense that they are not the absolute end. International studies on dismantling dams offer strong indications as to how nature, local populations
and cultures can be revitalized.

Old settlements resurfaced in Keban Dam with receding waters in a 2021 drought. One of these was Pulur Mound, excavated in 1968-1970
right before it was submerged during the construction of Keban Dam. One of the most significant findings from these excavations in Pulur,
now located in Dersim, was the sacred furnace, which bears the earliest traces of the furnace culture in the region. These Late Chalcolithic Age
furnaces, located in a shrine in the Pulur Mound, were not operational. The resurfaced mound has been “rediscovered” after these excavations,
prompting reflections on temporality, the present, the past, and cultures and relationships that were once lost, only to resurface.

“Baraj Arkeolojileri / Ocak, Esel ve Kitap” | “Archaeclogies of a Dam / A Hearth, a Staff Gauge and a Book”, 2024
Buluntu nesneler, 3B maket, fotograf baski, kagit Gzerine desen ve kolaj, seramik nesneler, arsivsel malzemeler, cesitli boyutlarda |
Found objects, 3D model, photographic prints, drawings and collage on paper, ceramic objects, archival materials, various sizes

39



40

41



42

Ekin Gore

2002, istanbul )
Mimar Sinan Guzel Sanatlar Universitesi, Glizel Sanatlar Fakultesi, Fotograf B&limu
Mimar Sinan Fine Arts University, Faculty of Fine Arts, Department of Photography

“Yanki” adli eser, insan ve doganin catismasina isik tutuyor. Bu kazancsiz catismada yok olan ve geri getirilemeyecek olan degerleri, insanin
6zUnl dogadan soyutlayarak kendi kurdugu kara kutu dizeninde baskalasmasi, ayrismasi ve kendini ortasinda buluverdigi felaketler silsilesini
anlatiyor. Gecmiste yasadigimiz ve gelecekte yasayacagimiz daha bircok olay ve durum bunu bizlere en yalin ve net haliyle géstermistir,
gOsterecektir.

The art piece sheds light on the conflict between humans and nature. It explores the values forever lost in this fruitless battle, as humans
abstract their essence from nature and metamorphose within the black box that is their own making, leading to separation, and a series of
disasters. Many past incidents and events, along with those yet to come, has shown and will continue to show this in the most clearest and
simplest manner.

Yanki | Repercussions, 2024

Fotograf, kagit Gzerine dijital baski,
75x50 cm (cercevesiz) |

Photography, digital printing on paper,
75x50 cm (unframed)
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Giiler Giclu

1987, Bingol
Mimar Sinan Guzel Sanatlar Universitesi, Glzel Sanatlar EnstitlsU, Heykel BoIUmu
Mimar Sinan Fine Arts University, Faculty of Fine Arts, Department of Sculpture

Hayatimi genisleyen halkalar icre yasarim ben,
nesneler Gzre acilan birim birim.

Sonuncuyu, belki, basarmak gelmez elimden;
fakat denemek isterim.

Doénerim cevresinde Tanrinin,

o eski kulenin gece glindtz

doénerim binlerce senedir;

dogan miyim ben, firtina mi, bilmem hendz
yoksa bir buyutk sarki miyim nedir.

Rainer Maria Rilke

Turkce ceviri: A. Turan Oflazoglu

I live my life in widening circles
that reach out across the world.
I may not complete this last one
but | give myself to it.

| circle around God, around the primordial tower.
I've been circling for thousands of years

and | still don't know: am | a falcon,

a storm, or a great song?

Rainer Maria Rilke

Bir Uzay Parcasi / Antinomi | A Piece of Space / Antinomy, 2024
Tuval Gzeri beton

3 parca, her biri 150x120 cm |

Concrete on canvas

3 pieces, 150x120 cm each
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Serenay Giilyagci

1995, istanbul
Anadolu Universitesi, Guzel Sanatlar Fakultesi, Cam Bslumu
Anadolu University, Faculty of Fine Arts, Department of Glass

Doga icinde gelisen insanlik, dedisen bir dizen icerisinde, fizyolojik ve tinsel gereksinimlerini karsilamak arzusuyla cevresini sekillendirmeye
baslamistir. Kultarel gelisimin beraberliginde gelen dogayi, akil ve bilim ile tasarlayarak dontstirme slrecine baslamis olduk. Bu durum, dogal
dengeyi bozmustur. Hikaye, yasayan camlarin konservelere ekilmesiyle baslar ve dengesizlik, ancak kontrastin bitunliglyle tekrar denge
kazanabilir. Uyum belki de o kadar uzakta degildir.

Emerging from nature, humanity has begun shaping its environment to meet evolving physiological and spiritual needs. Thus, we initiated a
process of design that transformed nature as part of an ongoing cultural development, unsettling the natural balance. The narrative begins
with living glass cultivated in jars, suggesting that the balance can only be restored through the unity of contrasts. Perhaps, harmony is not
far away.

Eko-nserve / Cilantro | Eco-nserve / Cilantro, 2022
Cam (Ufleme ve alevle sekillendirme), konserve kutusu, 15x15x30 cm |
Glass (handblown and shaped with fire), tin can, 15x15x30 cm
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Kivileim S. Gilingoriin

1992, Monisoﬂ
Dokuz Eylul Universitesi, Guzel Sanatlar Fakultesi, Fotograf Bolumu
Dokuz Eylul University, Faculty of Fine Arts, Department of Photography

Kurgulanmis bu gelecekte, 6ngorilen dizen yerylzinden yukariya tasinmistir. Yasamaya elverissiz ylzeyden getirilen ve obsidyen icerisine
sitkismis eski fotograflarda, nesnelerin olusturdugu yeni dilin sifresini cézmeye calistigimiz bir arastirmanin ilk taslagina bakmaktayiz. Deneysel
arkeoloji, buluntularin kullanim, bicim, malzeme gibi bilgileri Gzerinden yapay senaryolar Greterek gecmisin hafizasini canlandiran bir arastirma
yontemidir. Bu arastirmalar, objeleri zamansal cizelgelerine dizmenin, nasil kullanildiklarini 6grenmenin ve ortak bir deder sistemine yerlestirmenin
referanslarini olusturur. “Zaman Cumleleri” serisi bu arastirmanin objeye yaklasiminin senaryo Uretimine odaklanarak ait olduklari zamana ve
deder sistemine yerlestirmeyi secmez.

Deger, bu kompozisyonlarda objenin tarihi ve malzemesi olmadan sanatciyla olan gindelik hayattaki yakinligi, kurguladigi hikayelerdeki
karakterlerin kullandigi objelerin sirasina dénusur. Taslar, agac dallari, islenmis metaller, plastikler, kasiklar, cimbiz, toka gibi nesnelerle hem
kaynak hem de urln degeri tasiyan kompozisyonlar, gecmisin bilingcalti Gzerinden gelecedi tasvir etmeye calisan bir zaman yolculugu bilgisine
benzer. Arkeolojik kazilardan toplanan buluntularin ait oldugu cevrenin disina alinarak yeniden dederlendirilmesi gibi bu kompozisyonlar giindelik
bilincalti kazisinin beyaz zeminde kayda alinmis planlarina déntsdr.

In a speculative future, the established order has shifted from Earth to space. This art piece represents the initial draft of research aimed at
deciphering a new language of objects found in old photographs, retrieved from the now inhabitable Earth surface, and preserved in obsidian.
Experimental archeology, a research method that revives the memory of the past by creating fictional scenarios based on information such
as the uses, forms, and materials of found objects, serves as the foundation to create temporal graphs of objects, understand their usage, and
place them in a shared value system. The “Time Sentences” series adopts the methodological approach of experimental archeology towards
objects, rather than placing them in a temporal or value system.

In these compositions, value is not seen as the object’s history or material but as the intimacy with the artist in her daily life and the sequence
of objects used by fictive characters. These compositions, made from objects such as stones, tree branches, processed metals, plastics, spoons,
tweezers, and clips -each holding both resource and product value- are reminiscent of data from a time travel experiment that depicts a future
shaped by the unconscious of the past. Just as findings from archeological excavations are removed from their contexts and reevaluated,
these assemblages transform schemas recorded against the white background of a daily excavation into the unconscious.

Zaman CUmleleri | Time Sentences, 2022-23
Fine art fotograf baski, pleksiglas, folyo baski, 120x160 cm, degisken ylkseklik | Fine art photographic print, plexiglas,
foil printing, 120x160 cm, variable height
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Akin Giires

1988, Bingol
Marmara Universitesi, Glizel Sanatlar Fakiltesi, Resim B3lumi
Marmara University, Faculty of Fine Arts, Department of Painting

GUntmuzde dinya nifusunun codu yodun kentlerde yasarken, giderek azalan bir kismi; kaltirtin, ekonomik faaliyetlerin, yasam tarzinin, zamanin
akisinin farkh oldugu kirsal alanlarda, buzul bélgelerde veya ¢éllerde, gézden uzakta yasamini surdirmektedir. Boyle yerlerde zaman kesintisiz
bUtln izlerini bize sunmaktadir. Bu topraklarin barindirdidi insanlarin yasaminda her yizyila ait bir iz vardir. Evlerini bin yil dnce 6gretildigi gibi
insa ederler, tarlalarini ylz yil dnceki teknikler ile bicerler, iki bin yil dncesi gibi dogadan besinlerini toplarlar ve aksam oldugunda televizyonlarinin
basinda dinyayi izlerler.

Akin Gures, “Parilti” isimli eserinde ailesiyle yer aldigi, cocukluguna ait bir fotograftan referansla, farkli zamanlardan farkh ayrintilari yasamina
dahil etmis insanlarin hikdyesine odaklaniyor. Uretim nesnelerinin gecmiste ve glnimizde kultird nasil sekillendirdigini ve ona nasil yon
verdigini irdelerken, bitdn bu degisimlerin hayatin gercekligine ne kadar ait oldugunu da sorguluyor.

Today, the majority of the world's population resides in extremely dense cities, while fewer and fewer people lead their lives off-the-grid in rural
areas, Arctic regions, or deserts where culture, economic activities, lifestyle, and the passage of time differ. It is in such places that time offers
us its uninterrupted traces. The lives of people who dwell in these lands bear the imprints of each century. They build their houses in the same
way they were taught a thousand years ago, sow their fields using techniques introduced a century ago, gather their food directly from nature
just as it was done two thousand years ago; and in the evenings, they watch the rest of the world on their televisions.

In his artwork titled “Glow,” Akin Gures focuses on the stories of people who introduced different details from distinct moments into his life,
referencing a picture of him as a child with his family. Delving into the ways in which objects of production shape culture both in the past and
present, he examines to what extent these changes belong to the reality of life.

Parilti | Glare, 2024
Fotograf Gzerine dijital ¢izim, 200x286 cm |
Digital drawing on photography, 200x286 cm
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Tekin Karakus

1998, Agri
Igdir Universitesi, Glzel Sanatlar Fakdltesi, Resim BolGmu
Igdir University, Faculty of Fine Arts, Department of Painting

Miphem Zaman

Geleneksel multeci kamplarinda cadirlar genellikle yerde kurulur ve topraga kék salar. Ancak “Miphem Zaman” adli calisma, gé¢ eden milteci
cadirlarinin havada asili bir sekilde durusunu ele alir. Bu durum, multeci krizinin gecici ve belirsiz dogasini vurgular. Mllteciler, yerlesik bir yere
aidiyet duygusu gelistiremezler ve strekli olarak degisen, belirsiz bir gelecek ile yuzlesirler.

Kalintilar
Kalintilar adlibu calisma, gegcmisin izlerini ve miltecilerin yasadigi deneyimleritemsil eder. Bu cadirlar, gecmisteki acilari, kayiplari ve micadeleleri
hatirlatir. Ancak yirtilmis multeci cadirlart kalintilar ayni zamanda umudu ve degisimi de temsil eder.

Uncertain Time

In refugee camps, tents are customarily pitched on the ground, rooted in the soil. In the art piece titled “Uncertain Time,” refugee tents are
suspended in the air, symbolizing the ephemeral and precarious nature of the refugee crises. Refugees cannot develop a sense of belonging in
a place, and they face an ever-changing, uncertain future.

Ruins
The art piece titled “Ruins” symbolizes the traces of the past, and the experiences of refugees. These tents evoke the pain, losses, and struggles
of the past, yet the remnants of torn-down refugee tents also represent hope and change.

MlUphem Zaman | Uncertain Time, 2024
Video, sessiz | Video, silent, O'46” (loop)

Kalintilar | Ruins, 2024
Video, sessiz | Video, silent, 2'2” (loop)
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Ekin Keser

1993, Hatay
Marmara Universitesi, Egitim FakuUltesi, Resim-Is Ogretmenligi
Marmara University, Faculty of Education, Art Education

Sanatcinin 2023 mayis ayinda Ayvalik’ta buldudu, bir Nazi subayi, esi, ati ve yardimcilarina ait 14 adet fotograftan olusan bu seri ginimiz
politikalarina isaret eder. Sanatcinin deprem sonrasi dogup buyddiagu vilayetin basina gelen felaketin ardindan buldugu bu fotograflari yine
ayni bolgeden buluntu albim sayfalarina islemesi maddelerin herhangi bir eyleminin minimumda bile degiskenlik goésterecegine, derdi olan
her eylemin performatif bir degeri oldugunu gésterir. Fotograflarin elinden gecip kendi imgesini yaratmasini, her eserin toplumsal gercekei glic
degisiminin ifadesi olarak kullanarak izleyiciye iyilesmenin gelecekteki tasvirlerini ve kazanimlarini ifade etmeye calisiyor.

This series, consisting of 14 found photographs of a Nazi soldier, his wife, horse, and servants, found by the artist in Ayvalik in May 2023, draws
attention to contemporary politics. The artist came across these photographs in the aftermath of an earthquake that struck the city where
he was born and raised. He documented them in collections of found photos from the same region, evoking how all acts of matter vary in even
the slightest detail, and how acts carried out with concern possess a performative value. As these photos pass through his hands, they create
their own images, reflecting the socio-realistic power shifts each piece undergoes. Using this imagery, he aspires to express future avenues
and possibilities for healing.

Bir Fasistin Alametifarikalari | Sui-Generis Signs of a Fascist, 2024
Kolaj, buluntu fotograf alblimd kagidi tzerine buluntu fotograf, 14 adet, her biri 27x20 cm (cercevesiz) |
Collage (found photography on found album paper) 14 pieces, 27x20 cm each (unframed)
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Ecem Dilan Kdse

1990, Ankara

ihsan Dogramaci Bilkent Universitesi, Glzel Sanatlar, Tasarim ve Mimarlik Fakultesi

ic Mimarlik ve Cevre Tasarimi Balima

lhsan Dogramaci Bilkent University, Faculty of Fine Arts, Design and Architecture Department
Interior Architecture and Environmental Design

Birbirlerinin varligiyla kendi habitatlarinin gercegini olusturan formlar, bagli ve icten disa kapsayarak, her dlcekte birlikte evrimlesirler. “Bitkisel
Doénusim”, antik caglardan égrendigimiz ve unuttugumuz her bilgimizin ve yetimizin gelecekte teknoloji ile birlikte nasil donistigind anlatir.
Omurga, insani temsil eden ana yapidir. Yeterli zaman icerisinde bu iskelet yapisinda da bazi degisimler gérecegiz. insanlarin verimliligi tizerine
calisirken yapay zeka ve internet dahil olmak Gzere bircok gelisim, iletisim kabiliyetleri ve noral protezler yaratarak insani degistiriyor. Bu
sekillenme mikro dlcekte gerceklestigi gibi organizma dlcegdinde de gozlemlenecektir.

Yapit, gelecekte iletisim kabiliyetlerinin dontisimind bitki yetilerinden alinabilecedini vurgular. Daha organik bir gelecege isaret etmek icin
yapilan omurga heykeli, kendi habitatinin gergegini olusturan formlarin icten disa kapsayisini anlatir.

Forms construct the reality of their habitat in coexistence, and coevolve at all scales, interconnected and encompassing each other inside out.
“Vegetal Transformation” explores how knowledge and skills acquired during ancient times, and subsequently forgotten, transform in the future
through technological mediation. The spinal cord, a fundamental structure representing human beings, is also poised to go through changes
in time. Many technological developments, including but not limited to artificial intelligence and internet, alter human beings by enhancing
efficiency, creating communicative capacities, and developing neural protheses. This shaping, though occurring at a micro scale, will also be
observed at the level of the entire organism.

The artwork suggests that communicative capacities might evolve in the future, influenced by vegetal skills. The spinal cord sculpture, designed
to point towards a more organic future, speaks to forms’ capacity to encompass other forms from the inside out while constructing their own
habitats.

Bitkisel Dontstm | Vegetal Transformation, 2024
Pamuk | Cotton
Yerlestirme, 40x40x87 cm | Installation, 40x40x87 cm
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Sila Sevcan Oriin

1994, izmir
Eskisehir Teknik Universitesi, Mimarlik ve Tasarim Fakdltesi, EndUstriyel Tasarim Bolima
Eskisehir Technical University, Faculty of Architecture and Design, Department of Industrial Design

George Orwell'in “1984” adli romanindan ilham alarak ortaya konulan bu eser, hepimizin birer “izlence” aracina donusturulerek Grdnlestirildigi
dijital aglarin yarattigi esaretten kendimizi ancak bilin¢li sekilde siyirarak ve bu glzel gezegende yalniz olmadigimizin farkina vararak 6z
gercekligimizle bag kurabilecedimizi vurgular; en blyik uyanis, simdiki an icinde kalmaktir.

The art piece, inspired by George Orwell's novel “1984”, suggests that we can only emancipate ourselves from our confinement in digital
networks -where we are all being monitored and commodified- by deliberately wrenching ourselves out, and realizing that we are not alone
on this lovely planet. This realization would allow us to connect with our essential reality, as the greatest awakening is to stay in the present.

Revive | Revive, 2024
Dijital/3D/Motion 3
3996x2160 px (Digital Film 4K)
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Nazan Ozaras

1994, Zonguldak
Sakarya Universitesi, Sanat Tasarim ve Mimarlik FakUltesi, Resim Boliumu
Sakarya University, Faculty of Art Design and Architecture, Department of Painting

Bu calisma, doga ile sehir yasaminin kesisimini derinlemesine inceleyen bir perspektif sunuyor. Parcalanmis daglar, insan midahalesinin dogaya
verdigi zararin ¢arpici bir sembolU olarak karsimiza cikiyor. Bu daglar, sadece fiziki bir yikimi degil, ayni zamanda dogal yasamin dengesine
yapilan midahalenin sonugclarini da gézler énline seriyor. Ucan cizgiler ise doganin 6zglr ve sinirsiz ruhunu temsil ederken, yerlesik dizenin
disinda kalmayi ve dogal dinyanin 6zgurligdint simgeliyor. Sehir hayatina ait tabelalar ve isaretler, modern yasamin sembollerini tasir ve
insanin dogadan kopusunu, fakat ayni zamanda dogaya olan bagimliidini da ortaya koyar. Sanat eserindeki piksellesen gérantuler, dijital cagin
etkilerini ve bu cagin dogaya ve sehir hayatina getirdigi bozulmayi gorsellestirir. Piksel, modern dijital yasamin temel birimi olarak, doganin
organik yapisiyla keskin bir tezat olusturur. Bu piksellesme, ayni zamanda dijital dinyanin dogayi nasil parcalara ayirdigini ve insanin dogayla
olan bagini nasil kopardigini da sembolize eder.

The art piece presents a perspective that thoroughly examines the intersection of nature and urban life. Tattered mountains stand as a striking
symbol of the damage caused by human intervention in nature, revealing not only physical destruction but also the broader consequences of
such interventions. Suspended lines represent nature’s free and unbounded spirit, symbolizing the freedom of the natural world, and a rejection
of a settled life. Urban signs and plates bear symbols of the modern life, suggesting both humanity’s rupture from nature and its continued
dependence on it. The pixelated images in the artwork visualize the repercussions of digital life and the deterioration it inflicts on both nature
and the urban environments. Pixels, as the fundamental units of modern digital life, sharply contrast with the organic structure of nature. This
pixelation also symbolizes the extent to which the digital world has fragmented nature and severed human ties with it.

A Dialogue Between Environments, 2024
Dijital kolaj, 2 parca, her biri 50x50 cm |
Digital collage, 2 pieces, 50x50 cm each
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Yusuf Ozcan

2000, istanbul
Marmara Universitesi, Glzel Sanatlar Faklltesi, Resim Baliumu
Marmara University, Faculty of Fine Arts, Department of Painting

“Ucurumu Kapamak”, hesaplamayi ve dlculebilirligi (ratio-nal) temel alan biling dizeyini tartisan gerceklstl bir kurgu. Ddnyayi nicelik ve
olclyle sinirlayarak sanallastiran insan distincesi, zihin ve beden arasinda bir bosluk yaratmistir. Calisma, sonu insana varan evrim asamalarini
betimleyen kaliplasmis resme atifla, yunus bahgi ve insan arasinda zamansiz ve dodrultusuz sanal bir akis olusturur. Sanal bir akis icerisinde
form olarak hareket, parca ve buttn iliskileri kurarken yerlestirmede kullanilan G¢ boyutlu baskilar, bu dilimleme islemini yeniden olusturur.

“Bridging the Gap” is a surreal fiction that discusses the level of consciousness relying on calculation and measurability (ratio-nal). Human
thought, which abstracts the world by limiting it to quantity and measure, has created a gap between the body and mind. The art piece creates a
timeless and directionless virtual flow between dolphin and human, referencing the classic schema depicting the steps of evolution culminating
in the human. Movement as form constructs the relationship between the parts and the whole in a virtual flow, while three dimensional prints
restructure this layering.

Ucurumu Kapamak | Bridging the Gap, 2022
Ahsap stand Gzerine 18 adet degisken boyutlarda 3B baski, 270x40 cm |
18 pieces of 3D prints in various sizes on a wooden stand, 270x40 cm
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Ani Ekin Ozdemir

1997, istonbu.[
Zurih Sanat Universitesi, Sanatta Disiplinlerarasi Calismalar
Zurich University of the Arts, MA Transdisciplinary Studies in the Arts

Watering, Marmara Denizi cevresinde gezinen fotograf, siir ve fragmanlarin bulustugu bir kitaptir. Gérseller ve metinler araciligiyla insan bedenini
su kuatlesi olarak algilama &nerisi sunar. Bedenler arasindaki dolasikliliklara, yakinliklara ve kesisimlere dikkat getirerek insan ve insan olmayan
bedenler arasindaki sinirlari bulaniklastirma niyeti tasir.

“Watering” is a collection of poems, fragments, and photographs that circulate around the Marmara Sea. It suggests perceiving the human body
as a mass of water through its visuals and texts. The work intends to blur the boundaries between humans and non-humans by highlightening
the entanglements, affinities and intersections between bodies.

Watering, 2024 |

Watering Edisyon: 250 | Watering Edition: 250

Boyut: 14x18 cm, Sayfa sayisi: 100 | Dimensions: 14x18 cm, Page number: 100

Materyal: Kagit 100 g Munken Pure | Material: 100 g Munken Pure Paper

Kapak: 300 g isiltili lacivert | Cover: 300 g glittering dark blue

Baski ve cilt: Printcenter — Siyah beyaz gérseller, Riso ile A3 formatinda basilmistir | Print and volume: Printcenter — Black-white visuals
printed with Riso on A3 format

87



88

b dhoss an islaned perceive anescll
elose, naked, solaed, worried, mounded, surmounded
grounded or Hoating
iskiarecls
anel dreams af visiting
listemng pocems from their voice
marhibe islands
voleamie ishands
losmg mighits
stormy westhers
surronnded by water
miewveel by water
rnewvicel by the possibiliey ol becoming
swoerl heginnings

dlreiums andd dizziness

89



90

Baran Efe Oztiirk

1999, istanbul
Kadir Has Universitesi, Illetisim Fakultesi, Radyo, Televizyon ve Sinema
Kadir Has University, Faculty of Communication, Department of Radio, Television and Cinema

Beylikdizi'nde 1990'Iarda oturuma agilan toplu konutlarda baytdim. Bu binalar disaridan tek diize gézikap iceride o sikisik evlerde cok farkli
hayallere eslik eder. Kisa hayatim benim icin gerek kisisel gerek teknolojik olarak ikiye ayriliyor: 2008 6ncesi ve sonrasi. O sene ailemin ayriligi
nedeniyle hem daha yalniz ve gri bir dinyaya ayak bastim hem de teknolojinin gelisimiyle insan iliskileri degismeye basladi. Bu nedenle 2008
oncesi bana hep sari, sicak ve samimi geldi. Bu fotograf serisinde o dénemi, o dénemin bir aletiyle, gorintiye midahale etmeden ariyorum. O
déneme ait olan i¢c mekdanlar kendini daha modern, soguk mobilyalara ve beyaz badanalara biraktidi icin bu arayisi sadece renk degistirmis,
o sari sicak déneme eslik etmis, artik soguk ve depresif bir hale barinmUs dis cephelerde buluyorum. Cocuklugun hafizalari, binalarin soguk
cephelerinde canlanirken, gecmisin sicaklik ve nese dolu anlari, zamanin tozlu raflarinda kaybolmus gibi gérindyor. Ancak bu gértntaler ayni
zamanda, gecmisin izlerinin buglnkd yasami nasil etkiledigini de gosteriyor. Seri, olusan mimari manzaralara odaklanirken, izleyiciyi gecmisin,
simdinin ve bir tirlG gelemeyen gelecegin arasinda gezinmeye cadgiriyor. Bu is, insanin varolussal deneyimini ve kentin duygusal derinligini
kesfediyor.

| grew up in Beylikduzy, in a collective housing estate that were populated during the 1990s. These buildings, uniform on the outside, house
a myriad of dreams within their clustered apartments. My brief life story is split into two phases: before and after 2008, both personally and
in terms of technological advancement. That year, following my parents’ separation, my life turned lonely and grey, while human relationships
began shifting due to new technological developments. My pre-2008 life always felt yellow, warm, and intimate to me. In this photo series, |
distinguish that period using instruments from that time without altering the images. The internal design of the era was replaced by a pattern
featuring more modern, cold furniture, and white walls. Thus, my quest to depict this shift in my life found expression in the changing colors of
facades, once a warm yellow, now cold, and depressive. As childhood memories come to life on the cold exteriors of these buildings, the warmth
and joyful moments of the past seem to fade into in the dusty shelves of time. However, these images also reveal how traces of the past
influence present life. The series focuses on architectural landscapes and invites the audience to wander through the past, the present, and the
ever-elusive future. The artwork explores the existential experiences of human beings and the emotional depth of the city.

Yasam Hayali | Dream of Living, 2024
Dijital fotograf, her biri 6,21x5,08 cm (cercevesiz), Casio saat | Digital photograph, 6.21x5.08 cm each (unframed), Casio watch
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Edanur Sabuncu

1998, Ankara
Kirikkale Universitesi, Glizel Sanatlar Fakdltesi, Resim Balumu
Kirikkale University, Faculty of Fine Arts, Department of Painting

Bu eser, gelecede karsi icsel bir direnisi ve bilgeligi kesfetmeyi amaclar. Telveler, gelecek-gecirmezlik kalelerinin temel taslari gibidir. Her bir telve,
icerdigi bilgelikle gelecege karsi bir koruyucu kalkan saglar. Telveler, gegcmisteki deneyimlerin gelecege sekil veren gltcli hatiralaridir, gecmisin
izlerini tasir ve gelecege dair kiymetli ipuclari sunar.

The art piece aspires to discover wisdom, and an internal resistance to the future. Coffee residues resemble cornerstones of futuretight
fortresses. Each residue acts as a protective shield against the future, imbued with inherent wisdom. These residues are strong memories of
past experiences that shape the future, bearing traces of the past and providing invaluable hints about what is to come.

Yansima | Reflection, 2024
Hisir 6rtd, kahve telvesi, cam (Degiskenlik Gosterebilen Madde) | Nylon, coffee grounds, glass (Variable Substance)
78x40 cm; 78x40 cm; 62x18 cm
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Berk Senol

2000, izmir )
Dokuz Eylll Universitesi, Glzel Sanatlar Fakultesi, Resim Bolimu
Dokuz Eylul University, Faculty of Fine Arts, Department of Painting

Yapit, “disaridan iceriye bakmak” kavramini olusturan baglaclardan biri olan pencerelerin islevini, yapitla izleyici arasindaki isleve uyarlamayi
dener. Gizemli olani merak etmek, icine bakmak ya da bakamamak, bu dirtl ile hareket ederek, katmanlh bir malzeme yapisiyla baglac
islevini irdelemek Uzerine kisisel hafiza mekéanlarinda, “gecmise baglh bir gelecek ve simdiyi” hissettiren pencere imgesini, organik bir yapiya
doénitstlirmeyi amagclar. 3 parcadan olusan calisma ile birbirleri arasindaki gecirgenligi, duraganligi ve hareketi, zaman akisinda olmayi, seyahat
ederken pencere Ustlinde kurulan dusleri, tekrardan anlatmaya calisir.

The work attempts to adapt the function of windows -one of the junctions that constitute the concept of “looking in from the outside”- into
the interaction between the work and the viewer. It aims to transform the image of the window, which evokes “a future tied to the past and the
present,” into an organic structure within personal memory spaces. It invites viewers to ponder the mysterious, to look into it, or to grapple with
the inability to do so. Acting on this impulse, it explores the window’s connective function with a multilayered material structure. Consisting of
three pieces, the work seeks to retell the permeability, stasis, and movement between each piece. It captures the state of being within the flow
of time, and the dreams one has at the window while traveling.

Gecmise Bagli Gelecek ve Simdi |

Future and the Present Tied to the Past, 2024
Kagt Gzerine kolaj, cesitli boyutlarda |
Collage on paper, various sizes
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Can Yildirbm

1995, istanbul
Maryland Sanat EnstitlsU Koleji, Disiplinlerarasi Heykel
Maryland Institute College of Art, BFA, Interdisciplinary Sculpture

Agro kelimesi bir siredir zihnimde ve dilimde dolanan, bazen sifat bazen isim olarak kullandigim, cok kullanisli, cogu zaman aci tatlh, Tarkcemize
kazandirmaya calistigim giindelik bir terim. Kelimenin cikis noktasi ilk akla gelebilecek, ingilizcede tarim anlamina gelen agriculture kelimesinden
ziyade, Fransizcadan Turkceye devsirilmis ve saldirganlik anlamina gelen Agressif kelimesi, fakat bu is baglaminda cok daha spesifik bir
agresyon tanimiyla iliski icerisinde. MMORPG (devasa cok oyunculu rol yapma oyunu) dinyalarinda kullanilan savas mekaniklerinde “agro”,
oldurtlmesi gereken canavarlarin size karsi hissettigi “canilik hissi” veya “bir oyuncunun dismani kendine ¢cekme veya dismanin oyuncuya
saldirma dirttsi” olarak tanimlanabilir. Disman “agro”sunu oyuncuya ydneltir ve onu yok etmeye calisir; oyuncu ise dismanin agro’'sunu tzerine
cekip ona direnc gostererek dismani yok etmeye calisir. Dolayisiyla agro, karsit gtclerin birbiriyle ¢carpistigr bir araylz, bir mecra olarak da
gorilebilir. Bu dogrultuda melezlenerek ortaya cikan agrometa terimi ise “yararlanilan esyaq, ticari esya” anlamina gelen Arapca kékenli meta
kelimesinin ve metalarin ardinda yatan siddetin ve onlarla kurdugumuz dolasik-dolambacli iliskinin sesini ylikseltmeyi amaclar. Fakat sesin
yUkselmesi cizirtiya sebep olur. Cizirti, sesin tasidigi anlami bulaniklastirir. Kimin cani kimin kurban, kimin dost kimin disman oldugu belli
degildir, ve esas siddet bu bulanikliktan, bu araftan gelir.

‘seytan tUyd’ yildirm’in hayali ve ikircikli bir Gtopyadan simdi'ye dirilttigi agrometalasmis bir vaat heykeli. Ruhu satin alacak bir seytanin
olmadigy, belki bir cift ayakkabiya, bir karton filtre kahveye veya t¢ adet sulugéz'e indirgenmis bir seytanin tahtini anlamlandirilamayan bir
bosluga biraktigi bir gercekligin parcasi. “iyi disin, blytk oyna, cok ol, hic yok olma” vaazinin ¢aglar asiri inatl boy gdsterisinin eslikgisi yeniden
canlandirma ve muhafaza etme pratiklerinin gelebilecedi hallere dair maddelesmis bir 6nsezi, 6ngélge isi.

The word “aggro” has been ingrained in my mind and language for quite some time. It is a highly practical, often bittersweet, casual term
that | try to integrate into Turkish, using it both as an adjective and a noun. The word originates from the French adjective agressif, meaning
aggressive, not from the English word agriculture. Here, | refer to a specific form of aggression. It can be defined as “the sense of hostility” that
monsters, meant to be defeated in MMORPGs (massively multiplayer online role playing game) feel towards you, or “the urge of a player to
attract the villain to themselves, or the villain's drive to attack its enemy.” The enemy directs its “aggro” at the player with the desire to destroy
them, while the player attracts the enemy’s “aggro” to endure it and defeat the enemy. Thus, “aggro” can be seen as an interface or space where
opposing forces come into conflict.

The term “aggrometa” that has emerged within this context amplifies the sound of the Arabic-origin word meta, signifying “an item of benefit,
or a commercial item,” as well as the violence behind commodities, and our entangled relationship with them. However, this amplification
results in a parasite. The parasite blurs the meaning of the sound to the point where the boundary between villain and victim, friend and enemy
becomes unclear. The real violence emanates from this blur and limbo.

“Devil's Feature” is the dream of Yildirim, a sculpture of promise that itself becomes an “aggrometa”, revived from an ambivalent utopia to the
present. It envisions a future where there is no devil to buy souls, where the devil himself abandoned his throne, perhaps in exchange for a pair
of shoes, a disposable cup of coffee, or three pieces of sour chewing gum, retreating into an nonsensical abyss. It is a materialized premonition,
a foreshadowing of the potential state that any revival or preservation practice can take, as they accompany the age-old stubborn persistence
of the sermon that advices us to “think well, play big, be multiple, and never cease to exist.”

seytan tlyu | devil's feather, 2024

branda kumasi Ustlne dijital baski seytan tlyU sahte medikal kimlikleme ve paketleme derisi, celik, turuncu polyester dikis ipligi, ntkleer yesil
(Chrysler yesili), 6zel tasarim ve kesim simsek stickerlari, yilan digumlid PVC kaplama polyester camasir ipi, hava kosulu maruziyeti, ates |
digital print of devil's feather fake medical product identity and packaging skin on vinyl, steel, orange polyester sewing thread, nuclear green
(Chrysler green), custom design and cut lightning stickers, snake knotted PVC coated polyester clothesline, weather exposure, fire
142x182x30 cm
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Damla Yiicebas

1987, istanbul
Mimar Sinan Guzel Sanatlar Universitesi, Glzel Sanatlar Faklltesi, Tekstil ve Moda Tasarimi Balimua
Mimar Sinan Fine Arts University, Faculty of Fine Arts, Department of Textile and Fashion Design

“Zaten orada bir yerde kesfedilmeyi ve takip edilmeyi bekleyen bir yol yoktur. Yol yapma hareketi yolu yapar. Yol, ancak ayni hareketle, ayni anda,
acildik¢a, distinildigu veya takip edildigi dlctde yol olur. (..) Yol bir nesne degildir. Yol yapma dyle bir yol yapar ki, yolun kendisi olur, yani ‘olan’
tek sey yol yapma hareketidir. Hareket, hareket eder ve hepsi bu kadardir.” (G. Stenstad)

“There is no path out there waiting to be discovered and followed. The act of making pathways is what creates the path. The path becomes
what it is only through this movement, simultaneously expanding, being thought of, or followed. (...) Path is not an object. Path-making creates
a path that becomes the path itself; in other word, the only thing that ‘is’ is the act of path-making. Movement moves, and that is all there is.”
(G. Stenstad)

“ Yol Yapma | ~~ Path Making, 2024
Tekstil Gzerine dijital baski | Digital print on textile
240x340 cm
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“Zaten, orada, bir yerde: kesfedilmsyivetakip.edimeyi bekleyen bir yol
yokdue. Yolvanrma barekstl volu.yarax. Yok ansals ayn. barekssle. ayan

anda, agild} siinildigi, veya takin, edildii dlsiide yol olut, (...)
Yol bir pesne. dedildir. Yol yapma, Gyle. bir yol yapar ki, yoluo, kendisi

olut, vani ‘olan! tek sew. vol yarma, bareketidiv. Haeket. baseket eder

ve bepsi.bu kadaull.”

Gail Stenstad
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