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Resim ve Heykel Mazeleri Dernegi tarafindan 1980 yilindan bu yana didzenlenen Gunimiz Sanatceilar
Sergisi, Turkiye'de cagdas sanat Uretiminin glincel yonelimlerini arsivleyen, tartismaya acan ve gérinir
kilan bir zemin olmayi strdirdyor. 43. edisyonuyla izleyici karsisina ¢cikan bu yilki sergi, geemisin birikimini
korurken kavramsal olarak farkli bir agcilim dneriyor: Dinya yuvarlak degil, bir ag

Serginin temasi, dostluk ve yoldaslik gibi cogunlukla bireyler arasi duygusal baglarla sinirli gérilen
kavramlari; ekosistemler, teknolojiler ve tirler arasi iliskiler baglaminda yeniden dislinmeye cagiriyor.
Secilen 27 sanat¢inin Uretimleri, bu kavramlari yalnizca icerik dizeyinde dedil, ayni zamanda bicimsel ve
yapisal olarak da genisletiyor. Bitkilerle, hayvanlarla ya da nesnelerle kurulan etkilesimlere odaklanan
islerle dijital teknolojiler araciligiyla yeni iliski bicimlerini arastiran Gretimler bir arada sunuluyor. Dostluk
burada sadece bir duygu durumu degil, maddi, mekansal ve zamansal karsilasmalarla kurulan karmasik bir
iliskiler agi olarak ele aliniyor.

Bu yaklasim yalnizca serginin kavramsal cercevesine dedil, ayni zamanda etkinligin tarihsel strekliligine de
yeni bir soru yéneltiyor: Sanat yalnizca bireysel bir ifade bicimi mi, yoksa iliski kurmanin estetik bir yontemi
olabilir mi? Dostluk, politik ve etik dizlemlerde neye dénusebilir? Bu tir iliskiler cagdas sanatin Gretim
bicimlerini nasil dénGstarar?

Gundmiz Sanateilari Sergisi artik yalnizca “buglnin sanateisini” degil, buglnin dinyasini ve onun
icindeki cok yonlu iliskilenme bicimlerini de gérinir kilmay1 amacliyor. “Dinya yuvarlak degil, bir ag”
ifadesi, yalnizca bir metafor dedil, bu serginin yapisal ve distnsel omurgasini olusturan bir énerme olarak
karsimiza ¢ikiyor.

16. sergide aldigim basari 6dald, bana sanatei olarak kendi yolumu strdirme cesaretini vermisti. O giinden
bu yana, ben de bir giin bir gencin hayatina ayni sekilde dokunabilmek umuduyla, otuz yil boyunca bu
serginin surekliligine katki sunmaya calistim. Bu gelenegin bir parcasi olarak, yillar icinde kurulan iliskiler
agina emek vermek benim icin yalnizca kisisel bir yolculuk degil, kolektif bir hafizanin ve dayanismanin da
tasiyicisi olmak anlamina geldi.

Serginin buglinkd yapisina birlikte sekil verdigimiz secici kurul Gyeleri Ayse Erek, Emre Hiner ve Derya
Bigal'ya; kiratérimiz Ceren Erdem’e; Uretimleriyle sergiyi var eden tim sanateilara, Akbank Sanat'a ve
strece emegi gecen herkese icten tesekklr ederim.

Goniil Nuhoglu

Resim ve Heykel Muzeleri Dernegi Yonetim Kurulu Baskani

Contemporary Artists Exhibition, organized by the Painting and Sculpture Museums Association since
1980, continues to serve as a space for archiving, fostering discussion, and bringing to light current
tendencies in contemporary art production in Turkiye. Now in its 43rd edition, the exhibition both preserves
the richness of its past and proposes a new conceptual horizon: The World is Not Round, but a Web

The theme of this year’s exhibition calls for rethinking friendship and comradeship, concepts often
seen as confined to emotional bonds between individuals, within the broader contexts of ecosystems,
technologies, and interspecies relations. The works of the selected 27 artists expand these concepts not
only in content but also in form and structure. The exhibition presents works engaging with plants, animals,
and objects, alongside pieces that seek new forms of relationality through digital technologies. Here,
friendship is not merely an emotion but a complex web of relations shaped through material, spatial, and
temporal encounters.

This approach poses questions not only for the conceptual framework of the exhibition but also for the
continuity of the event itself: Is art merely a form of individual expression, or is it an aesthetic method of
relating? What might friendship become when considered in political and ethical dimensions? And how
can such relations transform forms of production in contemporary art?

Today, the Contemporary Artists Exhibition aspires to make visible not only “the contemporary artists” but
also the multi-faceted forms of relationality that define our present world. The statement “the world is not
round, but a web” is not simply a metaphor, but a proposition, one that lies at the structural and reflective
heart of this exhibition.

The prize | received at the 16th edition of the exhibition gave me the courage to continue along the artistic
path | had forged. Since then, | have sought to contribute to the sustainability of this event for thirty years,
in the hope of similarly touching the life of a young artist. In this sense, participating in and nurturing the
long-standing relational web of the exhibition is not only a personal journey, but also a way of carrying
forward a collective memory and solidarity.

| extend my heartfelt thanks to the selection committee members Ayse Erek, Emre Hiner, and Derya Bigali,
with whom | have shaped the current structure of the exhibition, to our curator Ceren Erdem, to all artists
who have enriched the exhibition with their works, to Akbank Sanat, and to everyone who has contributed
to the process.

Gonil Nuhoglu

Chairperson of the Painting and Sculpture Museums Association



Diinya Yuvarlak Degil, Bir Ag

Akbank Gunimiz Sanateilari Odili Sergisi, Turkiye'de genc sanat
Uretimlerinin izini sirme ag¢isindan énemli bir gelenek hdéline geldi.
Bu yil 43. edisyonu dlzenlenen sergi, yeni kusak sanatcilar icin
bir Gretim ve paylasim alani sunmaya devam ediyor. Her edisyon,
yalnizca déneminin ruhunu yansitan cagdas Uretimlere yer vermekle
kalmiyor, ayni zamanda genc¢ sanatcilarin sesiyle glincel sanatsal
disinme ve bicim cesitliligini belgeliyor. Dinya Yuvarlak Degil, Bir
Ag bashgiyla diizenlenen bu yilki sergi, ginimuz bireyinin dogayla,
teknolojiyle, bedeniyle ve bellegiyle kurdugu cok katmanli iliskileri
dostluk ve yoldaslik kavramlari etrafinda ele aliyor.

Kuramsal dizlemde sergi, dostlugu ve yoldasligi yalnizca kisisel
iliskiler degil, alternatif bilgi Gretim yéntemleri, dayanisma modelleri
ve politik jestler olarak da distnUyor. Jacques Derrida, Dostluk
Siyaseti (The Politics of Friendship) kitabinda su sorulari sorar:
Dostluk yalnizca timiyle gerceklesemeyecek bir olanak icinde
mi kavranabilir? Ve bu olanaksizlik dislncesi bizi yeni bir siyaset
tahayydline mi tasir?! Sergideki temel distnsel hatlardan biri bu
sorular etrafinda gelisiyor. Dostluk burada bir varis degil, birlikte
yolda olma hali, karsilikl déntismenin zemini olarak goériliyor.

Bununla birlikte, bu serginin arka planini Jean-Luc Nancy'nin
dostluk Gzerine distincelerinden, Donna Haraway'in “yoldas turler”
(companion species) fikrine; Karen Barad'in kuantum fizik Gzerinden
nesne iliskilerini yeniden tanimlayan “iliskisellik” kuramindan, Anna
Tsing'in insan olmayan yasam formlarini gérandr kilan “hasarli
bir gezegende yasama sanati” énerisine kadar genis bir disltnsel
yelpaze besliyor? Bu baglamda dostluk, insanlar arasindaki baglarla
sinirl kalmiyor; bir insanla bir bitki, bir sehirle bir kus, bir sanatciyla
bir hatira nesnesi, bellekle bir malzeme arasinda da ortaya
cikabiliyor. Sergi bu cok yonla ve codul iliskiler agini gérindr kilmay!
amagcliyor.

* Jacques Derrida, The Politics of Friendship, cev. George Collins (Londra: Verso, 2005), 22-24.

2 Bu serginin dusunsel cercevesine katkida bulunan bazi kaynaklar i¢in bkz. Jean-Luc Nancy,
The Inoperative Community, cev. Peter Connor vd. (Minneapolis: University of Minnesota
Press, 1991). Nancy, topluluk kavramini birlesik bir kimlikten ziyade ortak bir acikhiga dayal
bir varolus bi¢imi olarak yeniden distnar. Dostluk Gzerine distinceleri, 6zdeslikten kacinan
bir birlikte var olma fikrini temellendirerek, siyasal ve sanatsal kolektivite anlayislarina ilham
verir.

Donna J. Haraway, The Companion Species Manifesto: Dogs, People, and Significant
Otherness (Chicago: Prickly Paradigm Press, 2003). Haraway, “yoldas tdrler” kavramini,
insanlarla hayvanlar arasinda evrimsel ve tarihsel olarak sekillenen karsilikli iliskileri
dustnmenin bir yolu olarak sunar. Bu yaklasim, insanmerkezci bakisi sorgular ve yasamin
anlaminin birlikte yasama kosuluyla kuruldugunu 6ne srer.

Karen Barad, Meeting the Universe Halfway: Quantum Physics and the Entanglement of
Matter and Meaning (Durham, NC: Duke University Press, 2007). Barad, “eyleyici gergekeilik”
(agential realism) adini verdigi kuramiyla, nesnelerarasi iligkileri klasik fizik yerine kuantum
fizigi ve feminist teori araciligiyla yeniden tarif eder. Ona gére anlam ve madde, ayri varliklar
arasinda degil, “i¢c-etkilesim” (intra-action) strecleri icinde birlikte olusur.

Anna Lowenhaupt Tsing, Dinyanin Sonundaki Mantar: Kapitalizmin Enkazlarinda Yasam
ihtimali Uzerine, cev. Erdem Gékyaran (istanbul: Yapi Kredi Yayinlari, 2023). Tsing, matsutake
mantarinin ekolojik ve ekonomik ¢ékuntuler icindeki yasam déngusini izleyerek, insan disi
varliklarla birlikte yasamanin yollarini arastirir. “Fark etmeye dair bir sanat” olarak énerdigi
yaklasim, kapitalist tGretkenligin disinda kalan yasam bicimlerini gérinir kilmayi amaclar.

Sergi bashdinin énerdigi Gzere, dinya bir ad.® Bu énerme, yalnizca
geometrik bir karsi durus degil, ayni zamanda varliklarin birbirine
dolanmisligini, gérinmeyen iliskiler ve hassas baglantilarla kurulu
bir ontolojiyi tarif ediyor. Ekolojiden bilissellige, hafizadan mekansal
orgUtlenmeye kadar pek cok alanda tekrar tekrar karsilastigimiz
bu ag dusltncesi, sanatcilara yalnizca bir konu degil, ayni
zamanda bir yéntem, bir arastirma alani olarak da ilham veriyor.
Ekolojik cokus, toplumsal esitsizlikler, mekansal adaletsizlikler
gibi bugtinin karmasik krizleri karsisinda yalniz kalmadan
dislnmenin ve tretmenin yollarini aramak aciliyet tasir. Bu sergi,
birlikte distinmenin ve birlikte var olmanin etik ve estetik yollarini
arastirirken, “birlikte nasil yasariz?” sorusuna sanatsal bir yanit
arar. Bu yanit hem cagdas sanatin iliskisel potansiyelinde hem de
sanatcilarin birlikte actigr alanlarda aranir.

Belki de bu ylzden sergi, yapitlar arasinda kati sinirlari, sabit
kategorileri ya da hiyerarsik dizenleri bilin¢li olarak reddediyor.
Eserler birbirine yaklasiyor, dediyor, kimi zaman érttslyor, kimi
zaman birbirinden 6greniyor; duragan bir dizilimden ¢cok, dinamik
bir takimyildizi kuruyor. Gilles Deleuze ve Félix Guattari’'nin ortaya
koydugu “rizomatik disince” modelinden esinle, yapitlar tek
bir kokten ya da merkezi bir mantiktan degil, cok yonld, daginik
ve merkezsiz baglantilarla aciliyor* Kimisi dogayla empatiyi ve
tlrler arasi yakinligr arastiriyor, kimisi dilin dontsimini ya da
iletisimin sekteye ugramasini. Bir kismi mitolojiye, bellege ve kisisel
tarihe yonelirken, kimi yapitlar glindelik hayattaki insan olmayan
varlklarin varoluslarini, bedenin gecirgenligini ya da sehirdeki sessiz
midahaleleri gortndr kiliyor. Her biri ag metaforuna farkli bir agidan
katki saghyor. Serginin yapisi bu anlamda ¢izgisel degil, iliskisel bir
orinty; distncelerin, karsilasmalarin ve yakinliklarin dokudugu bir
baglam.

Bu ruhla hazirlanan bu metin, kati temalar dayatmak yerine, okuma
ve iliskilendirme 6nerileri sunuyor. Her bir tematik grup, sabit bir
kategori olmaktan cok bir distinme daveti; tipki serginin yapisi gibi
acik uclu, gecirgen ve dénismeye acik. Bu anlamda sergi, Nicolas
Bourriaud’'nun bir zamanlar “iliskisel estetik” olarak adlandirdigi
yaklasimin glncel bir uzantisi olarak da okunabilir. “Sanat bir

3 Danyanin bir ag olarak dustntlmesi, dolaniklik, dogrusal olmayan yapi ve iliskisel ontolojiye
vurgu yapan ¢agdas kuramsal yaklasimlarla értistr. Bu baglamda bkz. Timothy Morton,

The Ecological Thought (Cambridge, MA: Harvard University Press, 2010); Morton, doga ile
kaltdr, canliile cansiz gibi ikilikleri asarak ekolojik butdnlaga “ag” (mesh) kavramiyla tarif
eder. Ayrica bkz. Bruno Latour, Toplumsali Yeniden Toplama: Aktér — Ag Teorisine Bir Giris, cev.
Nuvit Bingd! (istanbul: Tellekt, 2021); Latour, aktdr-ag kuramiyla doga ile toplum arasindaki
ayrimi sorgular. Son olarak, Jane Bennett, Canli Madde: Seylerin Politik Ekolojisi, cev. Basak
Agin (Canakkale: Akademim Yayinlari, 2024); Bennett, maddi diinyanin canli ve etkileyici
unsurlarinin politik iliskilerdeki rolind tartisir ve insan-merkezli olmayan distinme bicimlerine
zemin hazirlar.

“ Serginin yapisi, kategorilestirme ve hiyerarsiden ziyade cokluk, baglantisallik ve katilimi
onceliklendiren temel kuramsal yaklasimlardan beslenir. Gilles Deleuze ve Félix Guattari'nin
Bin Yayla adli eserlerinde gelistirdikleri “rizomatik dustnce” kavrami, dogrusal ve hiyerarsik
olmayan bir érgitlenme modeli sunar. Bu modele gére dislince ve pratik, sabit kdkler
etrafinda degil, yatay ve ¢ok yénli baglantilar araciligiyla yayilir. Bkz. Gilles Deleuze ve Félix
Guattari, Bin Yayla: Kapitalizm ve Sizofreni, cev. Emre Stinter (istanbul: Norgunk Yayincilik,
2024).

The World Is Not Round, but a Web

The Akbank Contemporary Artists Award Exhibition has become a
significant tradition for tracing the trajectories of emerging artistic
practices in TUrkiye. Now in its 43rd year, the exhibition continues to
offer a vital platform for a new generation of artists. Each edition
not only captures the spirit of its time through contemporary
expressions, but also documents the diversity of form and thought
shaping today’s art through the voices of young artists. This year’s
edition, titled The World Is Not Round, but a Web, thematically
explores the multilayered relationships that contemporary
individuals form with nature, technology, the body, and memory —
interwoven through notions of friendship and companionship.

On a theoretical level, the exhibition considers friendship and
companionship not merely as personal relationships, but as
alternative methods of knowledge production, models of solidarity
and political gestures. As Jacques Derrida asks in The Politics of
Friendship, can friendship only be thought within the impossibility
of its full realization—and might such a thought lead us toward
a new idea of politics?* Questions such as these form one of the
key conceptual strands of the exhibition. Here, friendship is not a
destination, but a way of being on the road together, a ground for
mutual transformation.

The exhibition draws on a wide spectrum of thought: from Jean-
Luc Nancy's reflections on friendship to Donna Haraway’s idea of
“companion species,” from Karen Barad’s theory of “relationality”,
which redefines object relations through quantum physics, to
Anna Tsing’s vision of an “art of living on a damaged planet”, which
foregrounds non-human life forms.? In this context, friendship is no
longer confined to human interaction, it can arise between a person
and a plant, a city and a bird, an artist and a keepsake, memory and
matter. The exhibition brings to light a web of entangled and diverse

* Jacques Derrida, The Politics of Friendship, trans. George Collins (London: Verso, 2005),
21-24.

2 Some resources for further reading on the conceptual frameworks underpinning
this exhibition:

Jean-Luc Nancy, The Inoperative Community, trans. Peter Connor et al. (Minneapolis:
University of Minnesota Press, 1991). Nancy reconceives community not as a unified identity
but as a space of shared exposure. His reflections on friendship emphasize co-existence
without fusion, shaping an understanding of being-with that resonates with political and
artistic collectivity.

Donna J. Haraway, The Companion Species Manifesto: Dogs, People, and Significant
Otherness (Chicago: Prickly Paradigm Press, 2003). Haraway introduces “companion species”
as a way of thinking co-evolution and relationality between humans and non-humans. Her
concept challenges human exceptionalism and redefines interdependence as a condition of
life and meaning-making.

Karen Barad, Meeting the Universe Halfway: Quantum Physics and the Entanglement of
Matter and Meaning (Durham, NC: Duke University Press, 2007). Barad's theory of “agential
realism” offers a radical view of relationality in which matter and meaning emerge through
“intra-action.” Her work bridges quantum physics and feminist theory to challenge the
presumed boundaries between entities

Anna Lowenhaupt Tsing, The Mushroom at the End of the World: On the Possibility of Life in
Capitalist Ruins (Princeton: Princeton University Press, 2015). Tsing traces the lifeworld of the
matsutake mushroom to explore how multispecies entanglements persist amid ecological
and economic collapse. Her notion of “the art of noticing” becomes a method for recognizing
non-human agencies and modes of survival beyond capitalist productivity.

relationships.

As the exhibition title proposes, the world is a web.? This
proposition is more than a geometric counterclaim, it points to
an ontology formed by entanglement: a delicate, invisible fabric
of interdependent connections. This mode of web-like thinking,
resonant across disciplines from ecology to cognition, to memory
and spatial organization, offers artists not only a thematic lens
but also a method and a space of inquiry. In the face of today'’s
overlapping crises—ecological collapse, social inequality, and
spatial injustice—it becomes increasingly urgent to seek ways
of thinking and making that resist isolation. The exhibition asks
an artistic question in response: How can we live together? This
question is pursued both through the relational potential of
contemporary art and the collaborative spaces the artists open up
together.

Perhaps for this reason, the exhibition deliberately avoids rigid
borders, fixed categories, or hierarchical arrangements among
the works. Instead, they draw close to one another—touching,
overlapping, or learning from each other—forming a dynamic
constellation rather than a static arrangement. Inspired by the
model of “rhizomatic thinking” proposed by Gilles Deleuze and Félix
Guattari, the works do not emerge from a single root or central
logic, but through decentralized, multidirectional connections.”

Some explore empathy with nature and interspecies intimacy;
others reflect on the transformation or breakdown of language.
Some turn toward mythology, memory, and personal history, while
others render visible the presence of non-human beings in daily life,
the permeability of the body, or quiet gestures of urban intervention.
Each offers a different thread to the metaphor of the web, creating
a structure that is not linear but relational—an interconnected
fabric of thoughts, encounters, and affinities.

In this spirit, the text proposes provisional groupings as a guide
rather than as a fixed framework. Rather than imposing definitive
themes, it invites viewers to consider the interpretive links between
works as open, shifting, and responsive—mirroring the relational
architecture of the exhibition itself. In this sense, the exhibition

*The metaphor of the world as a web resonates with a range of contemporary theoretical
perspectives that emphasize entanglement, non-linearity, and relational ontology.

See: Timothy Morton, The Ecological Thought (Cambridge, MA: Harvard University Press,
2010), where Morton proposes the idea of the “mesh” as a way of describing ecological
interconnectedness that resists human-centered binaries. See also: Bruno Latour,
Reassembling the Social: An Introduction to Actor-Network-Theory (Oxford: Oxford University
Press, 2005), for a foundational argument in actor-network theory that dissolves the divide
between nature and society. Finally, Jane Bennett, Vibrant Matter: A Political Ecology of
Things (Durham, NC: Duke University Press, 2010), where the agency of non-human materials
is central to a relational, post-anthropocentric politics

“The exhibition’s structure draws on key theoretical frameworks that privilege multiplicity,
interconnection, and participation over categorization and hierarchy. Gilles Deleuze and
Feélix Guattari's concept of “rhizomatic thinking,” developed in A Thousand Plateaus, offers
a model of non-linear, non-hierarchical organization, where thought and practice spread
through transversal linkages rather than fixed roots. See: Gilles Deleuze and Félix Guattari,
A Thousand Plateaus: Capitalism and Schizophrenia, trans. Brian Massumi (Minneapolis:
University of Minnesota Press, 1987).



karsilasma halidir,” der Bourriaud. Artik nesnelerin estetiginden cok,
paylasilan zamanin ve birlikte var olmanin estetiginden s6z ediyoruz.

Dolasik Yoldasliklar: Dogayla ve Birbirimizle Akrabaligi Yeniden
Diistinmek

Gezegensel dlcekteki ekolojik krizlerin ve dagilmakta olan toplumsal
baglarin ortasinda, dodayla ve birbirimizle yeni iliski bicimlerini hayal
etmek her zamankinden daha acil bir ihtiyac haline geldi. Bu baslhk
altinda bir araya gelen yapitlar, yoldashgi dénlstdrict bir varolus
bicimi olarak ele aliyor. Yalnizca duygusal yakinlik ya da bireyler
arasi bag degil, turler, maddeler, cevreler ve toplumsal baglamlar
arasinda uzanan iliskisel bir etik olarak yoldaslik.

Bu dustincenin merkezinde, Donna Haraway'in “akraba Gretmek”
(make kin) ¢cagrisi yer alir. Bu, sadece kan bagina ya da tir
benzerligine degil, karsilikli sorumluluga, i¢c ice gecmeye ve
dénlisime dayanan baglar kurmaya davet eden bir dneridir.® Bu
cagdr sergi boyunca farkli bicimlerde yankilaniyor; dogayi yalnizca
bir arka plan ya da kaynak degil, anlamin, bilginin ve gelecege
dair olasiliklarin birlikte kuruldugu bir ortak olarak disinmeye
yonlendiriyor. Buradaki isler, yoldashgdi duygusal bir jestten ziyade
spekulatif, politik ve etik bir yénelim, dinyada baska tirla var
olmanin bir yolu olarak sunuyor. Sémirtye dayall, hiyerarsik iliski
bicimlerine direnerek, cok turlQ, ic ice gecmis, 6zen temelli bir
duyarhhgi éne cikariyorlar.

Bu iliskisel yaklasim en acik bicimde Basak Golak'in Kék Serisi'nde
gorulebilir. Sanatciya génderilmis gercek bir kok, cizim ve
belgelemelerle kurulu sessiz bir yerlestirmenin merkezini olusturur.
Bu kdk hem fiziksel hem metaforik bir dGgtm noktasi haline gelir;
aidiyetin, gozlemin ve insan &tesi dinyayla yavasca kurulan uyumun
simgesidir. Dogay betimlemek yerine onunla iliski kuran bu yapit,
yavaslik, 6zen ve karsiliklilik Gzerinden sekillenmis bir 6znellik dnerir.

Benzer bir maddesel ve ekolojik yakinlik, irem Siir'in kendi
gelistirdigi biyoplastik ve bitkisel boyalarla Grettigi Yerylzu
Battaniyesi'nde hissedilir. James Bridle'in “paylasilan yasam
kalttrd” fikrinden ilham alan eser, yerylzinidn dokusunu andiran
ylUzeyler yaratir; insan ve insan olmayan 6zneler arasindaki iliskiyi
dokunsal, i¢c ice gecmis ve spekulatif bir bicimde ifade eder. Colak’in
empati ve yavas fark edis ile kurdugu bag, Str'tn isinde bicimsel ve
duyusal bir birlikte varolus estetigine donusdr.

Bu dokulu yoldasliklar, spekilatif soyutlamadan dogrudan pratiklere
uzanir. Hiiseyin Giiler’in yillardir iliski kurdugu istanbul Kuzey
Ormanlar’nda kémdar Ureticilerini belgeledigi fotograflari, dogayla ic

5 Nicolas Bourriaud, Relational Aesthetics, cev. Simon Pleasance and Fronza Woods, Mathieu
Qopelond ile (Dijon: Les Presses duA Réel, 2002), 18. Turkece cevirisi icin bkz. Nicolas Bourriaud,
iliskisel Estetik, cev. Saadet Ozen (istanbul: Baglam Yayincilik, 2005).

¢ Donna J. Haraway, Staying with the Trouble: Making Kin in the Chthulucene (Durham, NC:
Duke University Press, 2016), 103.

7 James Bridle, Varolma Bicimleri: Bitki, Hayvan, insan ve Makine Zekdsi, cev. Mukadder Erkan,
Malike Hanei (istanbul: Fol Kitap, 2024), 120-158.

ice gecmis bir yasam bicimini gozler dnline serer. Tipolojik bir bakisla
kayit altina alinan mitevazi kulibeler, ekolojik ritimlerle uyumlu,
sessiz ve direncli bir birlikte yasam biciminin gorsel izlerini tasir.

Ormandan insan midahalesinin sinirlarina uzanan bir baska
bakis, Zeynep Habiboglu'nun video islerinde belirir. Rize'deki Simsir
Ormanlari gibi ekolojik acidan hassas bolgelerde cekilen bu videolar,
dogayla kurdugumuz iliskinin sekillendigi fiziksel ve simgesel sinirlar
tartismaya acar. Saydam ama gecirimsiz duvarlarin arkasinda kalan
doga parcalari, “doga”yi nasil tanimladigimizi ve kimlerin iceride,
kimlerin disarida kaldigini sorgulatir. Gérindr olan bu duvarlar,
ayrimin politikasini acik ederken, bu sinirlarin ne denli yapay
oldugunu da gozler dnline serer.

Bagliligin mikro 6lcegi ise Bengisu Ustay’in Nesiller Arasi
baslikli yerlestirmesinde karsimiza cikar. Mese agaci ve mazi
arisi arasindaki simbiyotik iliskiye odaklanan is, bu biyolojik i¢
ice gecmisligi mirekkep Gretimi gibi insani kalturel streclerle
iliskilendirir. Tirler arasi bu ortak olus, Ustay'in pratiginde maddesel,
bilissel ve duygusal bir boyut kazanir.

Farkli bir kayit dizleminde, Deniz &zuygur'un Anne? baslikli isi de
benzer bir yakinhgi dile getirir. Sanatcinin ¢cocuklarinin sordugu
“Solucanlar astk olur mu?”, “Karincalarin mezari var mi?" gibi
sorular, boncuklarla 6rult duvar panellerine déndsur. Bu naif sorular,
tUrler arasi empatiyi cagiran siirsel kapilar acar. Burada yoldaslik,
cocukla yetiskin, insanla solucan, benle 6teki arasindaki sinirlarin
muglaklastigi gtindelik bir hayal kurma pratigine dénusur.

Bu tirden iliskisel etik, ®zge Kahraman'in magaralarla kurdugu
uzun soluklu iliskide farkli bir bicim kazanir. Fotograf, video, resim ve
haritalama teknikleriyle magaralari kayda geciren sanatei, yalnizca
fiziksel degil, magaralara birlikte inme, orada birbirine givenme,
sessizlik gibi kolektif pratikler Gzerinden sekillenen bir yoldaslik
sergiler. Kahraman'in islerinde magara, yalnizca bir mekan degil, bir
ortak ve bir uyum ve dinleme alani héline de gelir.

Benzer bir direncli sessizlik, Omer Tevfik Erten’in Diyarbakir Hevsel
Bahceleri'nde ¢ektigi fotograflarda da hissedilir. Marjinallestirilmis
genc bireylerin gérinurligund belgeleyen bu isler, kirilganlikla
ortlmus, dayanismayla ayakta duran bir yoldaslik bicimine isaret
eder. Gorunurlik burada sadece temsili degil, karsilikli tanimanin
kendisi olur.

Ceren Aydogdu'nun Kotiledon baslikl video yerlestirmesindeyse
bu kez kent manzarasi nazik bir direnis alanina dénisir. istanbul
sokaklarinda insanlarin kendi olanaklariyla olusturdugu saksili mikro
bahceleri belgeleyen bu is, tohumdan c¢ikan ilk yapraklari ifade eden
ismiyle, kirllgan ama direncli tirler arasi bir dostluk potansiyelini
goérundr kilar. Kentte bitki yetistirmek gibi mikro dizeydeki sefkatli
midahaleler, yeni bir birlikte varolus hayaline kapi aralar.

might be seen as a contemporary extension of what Nicolas
Bourriaud once termed relational aesthetics: “Art is a state of
encounter.” No longer concerned solely with the aesthetics of
objects, it turns toward the aesthetics of shared time and collective
presence.

Entangled Companionships: Rethinking Kinship with Nature and
Each Other

Amid planetary-scale ecological crises and fragmenting social
bonds, the need to imagine new forms of relationships -both with
the natural world and with one another- has become increasingly
urgent. The works gathered under this constellation explore
companionship as a transformative mode of being: not only as
emotional closeness or interpersonal affinity, but as a relational
ethics that spans across species, materials, environments and
social contexts.

At the heart of this thinking is Donna Haraway’s proposal to “make
kin”, to cultivate bonds of care and cohabitation that are not based
on blood ties or species resemblance, but on mutual responsibility,
entanglement, and transformation® This call reverberates through
the exhibition in diverse ways, encouraging us to regard nature
not as a backdrop or resource, but as a co-creator of meaning,
knowledge and future possibilities. Here, companionship is not
offered as a sentimental gesture, but as a speculative, political, and
ethical stance -a way of inhabiting the world otherwise. These works
resist extractive, hierarchical modes of relation, instead embracing
a multispecies sensibility grounded in interconnectedness and care.

This relational ethos comes into sharp focus in Basak Colak’s
Root Series, where a real root sent to the artist anchors a quiet
installation of drawing and documentation. The root functions
as both a literal and metaphorical node: a symbol of belonging,
observation, and slow attunement to the more-than-human world.
Rather than depicting nature, the work connects with it, offering a
subjectivity shaped by slowness, care, and reciprocity.

A parallel material and ecological intimacy emerges in irem Siir's
Earth Blanket, made from self-developed bioplastic and plant-
based dyes. Drawing on James Bridle’s notion of a “culture of shared
life,”” the work mimics the texture of the Earth’s surface, rendering
the relationship between human and non-human agents as tactile,
interwoven, and speculative. If Colak grounds us in empathy and
slow noticing, Sur extends that bond into a formal and sensory
expression of coexistence.

These textured alliances shift from speculative abstraction to

5 Nicolas Bourriaud, Relational Aesthetics, trans. Simon Pleasance and Fronza Woods
with Mathieu Copeland (Dijon: Les Presses du Réel, 2002), 18.

¢ Donna J. Haraway, Staying with the Trouble: Making Kin in the Chthulucene (Durham, NC:
Duke University Press, 2016), 103.

James Bridle, Ways of Being: Animals, Plants, Machines: The Search for a Planetary
Intelligence, Penguin edition (London: Penguin Books, 2023), 84-112.

grounded practice in Hiiseyin Giler's photographs of charcoal
producers in Istanbul's Northern Forests, a critical ecological zone
where the artist has cultivated a deep relationship over many years.
By documenting their typologically modest huts, Giler captures
a mode of life deeply embedded in ecological rhythms and quiet
cooperation, offering a portrait of companionship that is not
romanticized but resilient, attentive, and lived over time.

From the forest to the contested terrains of human intervention,
Zeynep Habiboglu's videos examine how both physical and symbolic
boundaries shape our connection to nature. In ecologically sensitive
areas like the Simsir Forests of Rize, she captures fragments of the
natural world enclosed within transparent yet impermeable walls.
These images raise unsettling questions: How do we define nature?
Who is allowed in or out? The visibility of these barriers exposes the
politics of separation, compelling us to reflect on how artificial such
boundaries truly are.

The micro-scale of interdependence comes into focus in Bengisu
Ustay's Intergenerational, which draws on the symbiotic relationship
between the gall wasp and the oak tree. Connecting this biological
entanglement to human cultural practices—like the production
of ink—the installation meditates on transmission, memory, and
co-evolution across species. In Ustay’s work, the notion of shared
becoming is made material, epistemological, and intimate.

A different yet equally intimate register emerges in Deniz Ozuygur's
Mommy?, where questions posed by the artist’s children— “Do
worms fall in love?,” “Do ants have graves?”—appear as poetic wall
panels made of beads. These seemingly naive queries open portals
to imaginative interspecies empathy. Here, kinship becomes a daily
act of imagination, where the boundaries between child and adult,
human and worm, self and other are gently blurred.

This ethic of companionship moves from the ecological to the
emotional in Ozge Kahraman's long-term engagement with cave
environments. Her photographs, videos, and drawings depict a
relationship not just with the physical landscape of caves, but
also with the collective practices—such as trust, teamwork and
silence—required for exploring them. In Kahraman'’s work, the cave
becomes more than a site; it is a partner, a space of attunement,
co-dependence, and listening.

A similar quiet resilience resonates in Omer Tevfik Erten’s
photographs of the Hevsel Gardens of Diyarbakir, which capture
marginalized youth in moments of shared existence. His images
testify to a different kind of kinship: one forged in vulnerability
and solidarity, where visibility itself becomes an act of mutual
recognition.

The urban landscape becomes a site of gentle resistance in
Ceren Aydogdu’s Cotyledon, which documents small, potted plant



Turler arasi karsilikli 6grenme ve beden temelli gliven iliskisi, Riiken
Delal Yildiz'in U¢ yila yayilan calismasinda gérdnir olur. Dostum
baslikli bu iste, bir atla kurulan bag, dostlugu insan &tesi bir strece,
sabirla, bedensel uyumla ve zamanla insa edilen bir ortakliga
doéndstlrdr. Yoldaslik burada yalnizea bir duygu degil, bedensel bir
koreografi, karsilikli 6grenmenin ritmi olur.

Ancak bu bag kurma arzusu her zaman romantik bicimlerde ortaya
cikmaz. Buse Elgi'nin yerlestirmesi, iliski kurma arzusunun sinirlarini
da acida c¢ikarir. Sanateinin yaptigr bliyidk boyutlu bir resimde,
birbirinden uzak, géz temasi bile kurmayan ytzler, bir aradalik hissi
olmayan bir kalabalik gértndr. Resmin yaninda konumlanan ve
sanatcinin kendi elleriyle yaptigi termit yuvasi ise, bireysel iradeden
cok icgUdusel ve maddesel olarak kurulan baska turden bir kolektif
varolusun temsilidir. Bu iki unsur arasindaki gerilim, insan iliskilerinin
kirlgan dogasini goézler 6niine sererken, insan 6tesi varoluslara dair
yeni distiinme bicimlerini de davet eder.

Bir araya gelme fikri, Betul Odabasi’'nin kusaklar arasi sofra
yerlestirmesinde yeniden ortaya cikar. Bu masa, hafizanin, ritdelin
ve sessiz aktarimlarin mekdanidir. Yemegdin, jestlerin ve varligin
kendisiyle bilgi kusaktan kusaga gecer. El¢i’'nin termit yuvasi gibi,
bu sofra da bir kolektif insa alanidir, fakat aliskanlikla ve sicaklikla
sekillenir.

Son olarak, Dilruba Balak’'in resminde iki belirsiz beden arasindaki
karistlik ve dolaniklik gortlir. Bu bedensel dolaniklik, yoldasligi
yalnizca yakinlk degil, donlisim olarak da disinmeye cagirir.
Yildiz'in tUrler arasi dostlugu ve Heper Sayar'in gecirgen bedenli
yaratiklariyla birlikte distnildiginde Balak'in resmi “birlikte var
olma” halinin tanimini asan, baskalasim ve aciklikla gelisen bir hal
oldugunu hatirlatir.

Bu isler, yoldashgdi cok katmanli, akiskan ve insan 6tesi bir pratik
olarak oneriyor. Orman kulGbelerinden mazi arilarina, cocukca
sorulardan kent bahcelerine ve paylasilan sofralara kadar uzanan
bu iliskiler, bizi farklar arasinda, turler étesinde ve yalnizhga karsi
birlikte yasamanin kolektif imkanlarini yeniden hayal etmeye davet
ediyor.

Bedenin Hafizasi: Organik, Melez ve Gecisken Varlik Bicimleri

Posthimanist distince, modern dénemin bedeni kapali, merkezi
bir birim olarak anlayisini sorgular ve bedenin gecirgen, degisken
ve cevresiyle sUrekli diyalog halinde olan bir varlik olarak yeniden
distndlmesini onerir® Deleuze ve Guattari’'nin rizomatik distnce
modeliyle de 6rtisen bu yaklasim, sabit kimlikler ve hiyerarsik
yapilar yerine ¢cokluk ve akiskanlgi esas alir. Bu bélimde yer alan
sanatcilar, bedeni yalnizca fiziksel bir tasiyici olarak degil, duygusal,
kUltUrel, biyolojik ve teknolojik streclerin kesisiminde yer alan
dinamik bir form olarak ele alir. Onlarin yapitlarinda beden artik

8 Rosi Braidotti, insan Sonrasi, cev. Oznur Karakas (istanbul: Kolektif Kitap, 2021), 68-70.

kati sinirlarla tanimlanmaz; baglari, dolanikliklari ve duygulanimsal
akislari Gzerinden izlenir.

irem Bekmezci'nin tel ve iplikten olusan Yayilim baslikli heykeli,
insan-bitki melezlerini cagristiran bir forma sahiptir. Mekan icinde
fiziksel olarak yayilan yapi, kenarlarini siliklestirerek varolusun
alternatif hallerini dnerir: acik, iliskisel, strekli déntisim hdalinde
bedenler. Bu genisleme jesti, gérsel ve kavramsal olarak Heper
Sayar'in Bir Aradalik Koreografileri baslikli fotograf serisiyle
kesisir. Sayar’in isinde performans sanatcisi Ana Santos, chia
tohumlarindan yapilmis canli bir kostiim giyerken fotograflanmistir.
Bu kostlim, insan derisiyle bitkisel yasam arasinda bir araytzdar.
Performans ve fotografin, beden ve tohumun bu kesisimi, bedeni
simbiyozun ve ortak zamansalligin alani olarak sunar. Bekmezci'nin
ve Sayar'in isleri birlikte, gecirgenligin koreografisini kurar; bizi
bedenleri yalnizliktan dedil, birlikte varolus ve karsilikl déntsimden
tUreyen bicimlerle hayal etmeye davet eder.

Organik yasam ile bicim degdiskenligi arasindaki bu oyun, Engin
Deniz Zabei'nin videosunda yeni bir ifade bulur. Sanatcinin
animasyonunda bilin¢ ile dodal dinya arasindaki sinirlar akiskan
ve dinamik bir sekilde temsil edilir. SUrekli dénisen gorsel yapilar,
doganin kaotik ama ritmik 6rgldsdni andirir ve bedeni statik bir
kabuk olarak degil, daha genis ekolojik ve bilissel dongllere katilan
bir varlik olarak disinmeye cagirr.

Bu gecirgenlik hali, ismail ifsa'nin isimsiz baslikli isinde daha da
genisletilir. ipekbdceginin yasam déngisiinden ilham alan is, doga
ve teknoloji arasindaki dokusal iligkileri bir metafor olarak isler.
Titresim, enerji ve maddesel akis sistemleri GUzerinden bedenin
sinirlarini asan bir varolus modu onerilir. Tipki Zabei’'nin videolarinda
oldugu gibi, Bombyx mori de bedensel olanla sistemsel olani bir
araya getirir; ancak bu birliktelik yalnizca gérsel degil, ayni zamanda
yapisaldir. Organizma ile sistem arasindaki déntsim, duyusal ve
maddesel bir koreografiye dénisur.

Bu isler birlikte, insan sonrasi beden tahayyulinin genisletilmis
bir kelime dagarcigini olusturur. Bu, organik, melez ve teknolojik
dizlemler arasinda geciskenlik, karsilhikh baglilik ve birlikte doniGsim
fikrini merkeze alan bir yaklasimdir.

Anlatilar, Nesneler, Ritieller: Hafizanin Katmanli Yizeyleri

Hafiza yalnizeca geecmisin bir arsivi degdildir; ayni zamanda simdiyle
ve gelecekle kurdugumuz bagin da temelini olusturur. Sara Ahmed'in
belirttigi gibi, duygular bedenler ve nesneler tzerinde izler birakir;
bu izler ise toplumsal hafizayi ve kimligi glicla bir sekilde etkiler?
Mitolojik anlatilar, kusaktan kusada aktarilan tarifler ya da kisisel
nesnelere yUklenen duygusal anlamlar, bireysel deneyimle kaltirel
tarihin kesisiminde yer alir.

? Sara Ahmed, Duygularin Kuiltirel Politikasi, ¢ev, Sultan Komut (istanbul: Sel Yayincilik, 2025),
9-16.

arrangements scattered across the streets of Istanbul. Named after
the first embryonic leaves of a seed, the work reflects how micro-
gestures of care—cultivating plants in unlikely places—can foster
new kinds of interspecies friendship and community. It offers a
portrait of kinship-in-progress, rooted in tenderness and survival.

Interdependence among species comes to the fore in Riiken Delal
Yildiz's My Friend, a project developed over three years. Yildiz's
collaboration with a horse frames friendship not as mere projection,
but as a process, one that requires patience, bodily attunement,
and trust. Here, companionship unfolds as a choreography of shared
learning that transcends the human.

Yet these visions of connection are not always romantic. In Buse
Elci’'s installation, the desire to relate confronts its limits. A large-
scale painting depicts a crowd of faces, present yet disengaged,
turned away from one another, indifferent to their surroundings. In
contrast, the termite mound sculpted by the artist nearby proposes
another form of collective life: non-individualistic, instinctive, and
materially interwoven. The tension between these two elements
exposes the fragility of human sociality and reflection on alternative
ways of being together.

The act of gathering returns in Betlil Odabasi's installation of a
communal table, set for an intergenerational group. This table serves
as a site for memory, ritual, and silent transmission, where stories
and knowledge pass through food, gesture and presence. Like Elci's
termite mound, it becomes a locus of collective construction, yet
one grounded in habit, and warmth.

Permeability between selves is visualized in Dilruba Balak’s painting,
where two indistinct bodies appear to merge into one. This intimate
entanglement gives corporeal form to kinship, not as proximity, but
as transformation. Balak's image resonates with Yildiz's interspecies
friendship and Heper Sayar’s hybrid creatures, suggesting that
being-with always exceeds definition. It unfolds through openness,
tenderness and the act of becoming-other.

Together, these works frame companionship as a layered, fluid, and
more-than-human practice. Whether through forest huts, gall wasp
ink, childlike questions, urban plants, or shared meals, they invite
us to imagine new ways of relating—across difference, beyond
species, and toward a world where survival is no longer solitary, but
a collective becoming.

The Memory of the Body: Organic, Hybrid, and Transitional Forms
of Existence

Posthumanist thought challenges the modern conception of the
body as a self-contained, centralized unit, proposing instead a
vision of the body as porous, mutable, and in continuous dialogue
with its environment.® Drawing on the concept of rhizomatic

8 Rosi Braidotti, The Posthuman (Cambridge: Polity Press, 2013), 49-50.

thinking, this perspective privileges multiplicity and fluidity over
fixed identities and hierarchical structures. The artists featured
in this section approach the body not simply as a physical vessel,
but as a dynamic form situated at the intersection of emotional,
cultural, biological, and technological processes. In their works, the
body is no longer delineated by rigid boundaries, but traced through
its attachments, entanglements, and affective flows.

irem Bekmezci's Spread, a sculpture made of thread and wire,
evokes the image of human-plant hybrids. The work physically
stretches across space, eroding its edges and suggesting
alternative modes of existence—bodily forms that are open,
relational, and in perpetual becoming. This expansive gesture
finds an echo in Heper Sayar's Choreographies of Coexistence,
into which diffusion visually and conceptually begins to dissolve.
Sayar’s photographic series documents performance artist
Ana Santos wearing a “living” costume made of chia seeds -an
interface between human skin and vegetal life. The convergence of
performance and photography, of body and seed, frames the body
as a site of symbiosis and shared temporality.

Together, Bekmezci's and Sayar’s works compose a choreography
of permeability, inviting us to imagine bodily forms shaped not in
isolation, but through coexistence and mutual transformation.

This interplay between organic life and mutable form finds
a digitally-inflected expression in Engin Deniz Zabcli's video
animation, where the boundaries between consciousness and the
natural world become fluid and dynamic. Constantly morphing
visual structures echo the chaotic yet patterned rhythms of
nature, suggesting a model of the body not as a static shell, but
as an active participant in broader ecological and cognitive cycles.
In Zabci's work, the organic and the digital coalesce in a visual
language that embraces movement and transience.

Extending this exploration of porous boundaries, ismail ifsa’s
Untitled turns to the life cycle of the silkworm as a metaphor for the
interlacing of nature and technology. Through systems of vibration,
energy, and material flow, the work proposes a mode of existence
that transcends bodily containment. Like Zabci’'s video, Bombyx
mori envisions a networked reality—sensorial as well as physical—
where transformation is not only visual but structural, linking
organism and system in an intricate choreography of life.

Together, these works articulate an expanded, posthuman
vocabulary of the body—one defined by transition, interdependence,
and shared becoming across organic, hybrid, and technological
planes.

Narratives, Objects, Rituals: The Layered Surfaces of Memory

Memory is not merely an archive of the past; it also forms the
foundation of our connection to the present and the future. As Sara
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Dilara Altinkepce Arslan, geleneksel nakisi glincel bir ifade araci
olarak kullanir. Orta Asya’dan kaya resimlerine (petrogliflere)
referansla Urettigi yapitlar erken gorsel dillerin sembolik glicini
cagristirir. Bozkirda Bir Saman Koy U baslikli isinde, pamuklu kumasa
islenmis cok turld varolus sahnesiyle, kadim imgeleri ginimuzle
bulusturur. Bu is, kolektif yasamin ve tirlerarasi uyumun gecmisteki
olasi modellerini hatirlatarak zamanlar arasi bir bag kurar.

Ortak yasami yeniden hayal eden bu yaklasim, serginin bitintne
yayilan bir yanki gibi, Beglim Malkoglar'in mitlerle 6rilG dinyasinda
da karsilik bulur. Kdhin Kargalar baslikli resminde mitolojik arketipleri
gundelik nesnelerle bulusturan sanatel, kisisel hafiza ile kulttrel
anlatilarin nasil i¢ ice gectigini arastirir. Bize, zamansal sicramalarla
birlikte, geemisin sadece korunmadigini, ayni zamanda simdiki
zamanla kurdugu etkilesimle yeniden yazildigini distndurir. Mit ve
maddesellik bu yapitta bir araya gelerek hayal gliciinin ve kilturel
mirasin yasayan bir arsivini olusturur.

Hafizanin bu dinamik ve cok katmanl hdli, Tugba Demirbas’in
asamblajlarinda da hissedilir. Cocukluk esyalari, buluntu nesneler ve
kisisel imgelerden olusan kompozisyonlar, kimligin yalnizca gegcmisle
dedil, ayni zamanda gelecekteki potansiyel hallerle de sekillendigini
gosterir. Demirbas’in pratiginde hafiza sabit bir depo degil, aktif bir
yeniden kurma alani, gecmisin simdiye sizdigi ve gelecede dogru
egildigi bir zemindir.

Selin Ozciftei, bizi bedensel ve sezgisel hafizanin alanina tasir.
Anneannemin Receteleri baslikli yerlestirmesinde, kusaklararasi bilgi
aktarimi geleneksel sifacilik pratikleri Gizerinden aktarilir. Ozciftcinin
calismasi iyilesmeyi toplumsal bir eylem ve kusaklari sessiz, fakat
etkili bir sekilde birbirine baglayan bir bilgi aktarimi olarak sunar.

Organikle yapay, bireyselle kolektif arasinda bir képriyU kuran bir
diger sanatei ise 6zge Oztiirk Simsek'tir. Uyanik Disler Bahgesi
baslikli heykel ve desen serisinde tas, deniz kabugu gibi dogal
malzemeleri, sentetik materyaller ve hayvansal bellegi tasiyan kece
ile bir araya getirir. Bu melez formda yaratiklar, bilimkurguyla halk
masallarinin arasinda gidip gelen tdrlerarasi varliklar olarak belirir.
Eslik eden cizimler ise bu dussel ekolojinin spekdilatif alan notlar
gibidir. Bu bahgede hafiza, fosiller kadar arsivsel, rayalar kadar
yumusak ve tekinsiz bir zemine déntsdr.

Bu dussel ekolojiden, evin kumaslarla 6rilt dinyasina geceriz. Sevgi
Tuncbilek'in kumas isinde geleneksel yorgan yapimi, dijital ikonlar,
oyun arayulzleri ve sosyal medya simgeleriyle ic ice gecer. Yorgan,
hem koruyucu hem de birlestirici bir ylizey olarak islenmistir. El
isciligiyle algoritmik gorselligin birlestigi bu ylzeyde kisisel anlatilar
kolektif bellekle értusir. Boylece mitolojik imgeler ile dijital cagin
estetikleri arasinda hibrit bir hafiza alani olusur.

Bu bélimdeki sanateilar, hafizayi sabit ya da donuk bir yapi olarak
degil, dénlsen, codalan ve yeniden yazilan bir strec olarak ele alir.

Mitolojik karakterler, cocukluga ait esyalar, bitkisel bilgi ve ata
yadigdri zanaatlar gibi 6Jeler, duygusal ve kavramsal baglarla
orult bir agin icinde bir araya gelir. Béylece anlati, bir hatirlama
ritGeli kadar, yeniden kurma pratigine dénUsur; hafiza da gecmise
donUsten cok, gelecede acik bir dontstim alani olarak goérindr.

Sessizlikteki Sinyaller: Dil, Anlam ve iletigimin Sinirlari

Dil, insan varolusunun ve toplumsal yasamin temel dayanaklarindan
biridir. Ancak sabit bir iletisim kodu olmaktan ziyade, strekli
dénUsen, kayip veren ve soyutlasan bir yapidir. Jacques Derrida’'nin
yapisékimect yaklasimi, anlamlarin hicbir zaman sabit ya da kesin
olmadigini; her zaman yorumlamaya acik, katmanl ve muglak
oldugunu ortaya koyar. Bu muglaklik, dilin sinirlarini genisletirken
iletisim eylemini de karmasiklastirirl® Bruno Latour'a gére de, anlam
ve iletisim sabit yapilardan degil, dinamik ve birbirine bagl aglar
icinde ortaya cikar.® Benzer sekilde rizomatik disince kavrami,
anlami merkezi ya da hiyerarsik bir yapi olarak degil, coklu ve
dogrusal olmayan baglantilar Gzerinden olusan bir strec¢ olarak
gdrmeyi 6nerir!2 Bu perspektiften bakildiginda, dil, anlam ve iletisim
cogul, akiskan ve surekli dontsim halindedir.

Bora Asik'in Babil Kulesi'nin Kusurlari baslikli isi, bu cogulluk ve
istikrarsizligi gérsel bir dil olarak ortaya koyar. Ug yiiz farkli motiften
olusan bu is, bilinen dillerin sinirlarini asan yaratici ve illustratif
varliklarla yeni bir alfabe ve sentaks kurar. Bu figtrler, yanhs
anlasilma ve anlamsal kaymanin metaforlari haline gelir, ayni dili
konusanlar arasinda dahi anlamin nasil yavas yavas eriyebilecegine
isaret eder. Burada dil, seffaf bir aktarim araci olmaktan cikar,
kesintilere, kirllmalara ve yeniden icatlara acik, kararsiz bir zemine
doéntsdr.

Bu gorsel kopuslardan algisal bir dizleme gecis, Defne Cemal’in
Fold-10 (Oval) baslikli resmiyle gerceklesir. Gérsel alginin
taninabilirlikten kayarak muglaklia erimesini konu alan bu is,
izleyicinin gérme deneyimini sarsarak tanidik formlarin gtvenilirligini
sorgular. Yizeyde 1s1din ince gecisleriyle birlikte, zihin bilinen ile
bilinmeyen arasinda bir denge kurmaya calisir. Goérme eylemi,
anlamin elden kayip giden dogasinin bir metaforu héline gelir.

Zeynep Kiling'in El 1, 2, 3, &4 baslikli heykel ve cizim serisiyse dilin
bedensel kékenlerine odaklanir. iletisimin en eski araclarindan biri
olan el, burada dénlsim ve potansiyel barindiran bir ylzey hdaline
gelir. Organik dénisimu cadristiran heykelsi formlarla, disance,
dil ve beden arasindaki evrilen iliskiyi arastiran sanate, iletisimin
yalnizca sézclklerle degil, jestle, maddeyle ve dokunsallikla
kuruldugunu gosterir.

Bambaska bir zamansal ve simgesel diizlem, Yesim Ozkan'in kina

1° Jacques Derrida, Gramatoloji, cev. Dr. ismet Birkan (Ankara: Bilgesu Yayincilik, 2011),
241-245.,

1 Latour, Toplumsali Yeniden Toplama, 16-19.
2 Deleuze ve Guattari, Bin Yayla, 16-18.

Ahmed observes, emotions leave traces on bodies and objects,
which in turn strongly influence collective memory and identity?
Mythological stories, inherited recipes, or the emotional resonance
of personal objects reveal the intersection of individual experience
and cultural history. The artists in this section approach memory not
as fixed or nostalgic, but as a flexible, questioning, and continually
transforming terrain.

Dilara Altinkepce Arslan, employs traditional embroidery as
a contemporary form of expression, drawing on Central Asia
petroglyphs to evoke early visual languages and their symbolic
weight. In A Shaman Village on the Steppe, she envisions a scene
of multispecies coexistence stitched onto cotton fabric. Her work
forges a bridge between ancient imagery and the present, recalling
historical models of collective living and interspecies harmony.

This reimagining of shared life resonates throughout the exhibition,
echoing in the myth-infused world of Begiim Malkogclar. In Oracle
Crows, Malkoclar intertwines mythological archetypes with
everyday objects, exploring how personal memory intersects
with cultural storytelling. Her layered installation, punctuated by
temporal leaps, suggests that the past is not simply preserved
but continually rewritten through its dialogue with the present. In
her work, myth and materiality converge to form a living archive of
imagination and heritage.

That same sense of a dynamic, layered archive pulses through
Tugba Demirbas’s assemblages. Composed of childhood objects,
found materials, and personal imagery, her works reflect how
identity is shaped not only by what has been, but also by what is in
the process of becoming. In Demirbas’s practice, memory is not a
fixed repository but an active terrain of reconstruction—where the
past lingers in the present and tilts toward the future.

Selin Ozciftei takes us further into the realm of embodied and
intuitive memory with My Grandmother’s Recipes, an installation
that transmits intergenerational knowledge through medicinal
traditions. Ozciftci's work frames healing as a social act, one that
connects generations through tacit forms of knowledge.

Bridging the organic and the artificial, the individual and the
collective, Ozge Oztiirk Simsek’s Garden of Lucid Dreams
introduces hybrid, dreamlike beings. Combining natural elements
such as stones and shells with synthetic materials and felt—
imbued with animal memory—her sculptures evoke interspecies
forms that hover between science fiction and folklore. The
accompanying drawings function as field notes, documenting
this imagined ecology with speculative accuracy. In this garden,
memory transforms into a soft, uncanny terrain, where dreams are
as archival as fossils.

? Sara Ahmed, The Cultural Politics of Emotion, 2nd ed. (Edinburgh: Edinburgh University
Press, 2014), 6-12

From this imagined ecology, we step into the intimate domesticity
of fabric in Sevgi Tungbilek’s textile work. Employing the traditional
craft of quilt-making, she layers its tactile surface with digital icons,
game interfaces, and social media symbols. The quilt becomes a
symbolic plane where the artisanal and the algorithmic converge.
Acting at once as a protector and a connector, the quilt merges
personal narrative with collective memory, suggesting a hybrid
terrain where myth and digital aesthetics coalesce.

Together, these artists reveal memory as a dynamic, ever-shifting
entity rather than a fixed archive. Their works weave mythological
figures, childhood keepsakes, botanical knowledge, and ancestral
crafts into a complex network of emotional and conceptual
links. Storytelling here becomes a ritual of renewal, and memory
transforms into a space of continuous change rather than a mere
return to the past.

Signals in Silence: Language, Meaning, and the Limits of
Communication

Language is one of the fundamental pillars of human existence
and social life. Yet it is not a fixed code of communication,
but a structure that continually shifts, transforms, and drifts
into abstraction. Jacques Derrida’s deconstructive approach
demonstrates that meaning is never stable or final; it is always
layered, open to interpretation, and marked by ambiguity.
This ambiguity both expands the boundaries of language and
complicates the act of communication®®

As Bruno Latour suggests, meaning and communication do
not arise from fixed structures but emerge within dynamic,
interconnected networks.* In parallel, rhizomatic thinking
encourages us to see meaning not as centralized or hierarchical,
but as the result of multiple, non-linear connections.’? In this view,
language, meaning, and communication become pluralistic, fluid,
and in perpetually in flux.

This multiplicity and instability are visually expressed in Bora Asik’s
Glitches of the Tower of Babel. Composed of 300 unique motifs,
the work invents a new alphabet and syntax through imaginative,
illustrative beings that defy the limits of known languages. These
figures serve as metaphors for miscommunication and semantic
drift, highlighting the gradual erosion of understanding even
among speakers of the same language. Here, language is not a
transparent medium but an unstable terrain, filled with ruptures and
reinventions.

From these visual disruptions, we transition to the perceptual
realm with Defne Cemal’'s Fold-10 (Oval), a painting that probes

10 Jacques Derrida, Of Grammatology, trans. Gayatri Chakravorty Spivak Corrected ed
(Baltimore: Johns Hopkins University Press, 1997), 157-161

1 Latour, Reassembling the Social, 4-5

12 Deleuze and Guattari, A Thousand Plateaus, 3-7.
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temelli isinde devreye girer. Anadolu ve Ortadogu cografyasinda
yaygin ritGel kullanimlari olan kina, bu iste hem gecici bir iz hem
de aidiyetin metaforu olarak ele alinir. Kinanin zamanla silinmesi,
kaliciliga dair varsayimlari sarsar; koklenmenin sirekli yeniden
tanimlandigini ima eder. Ozkan'in isinde cografya gecici bir yizey
halini alir.

Bu isler bir araya geldiginde, dilin yalnizca sézel ya da sabit bir
sistem olmadigini gdsterir. Anlam; beden, malzeme, hafiza ve sezgi
araciligiyla da éralar. iletisimin kirnldigi, saptigr ya da yeniden
yapilandigr anlara odaklanan bu isler, anlamin hi¢cbir zaman
tamamlanamadidini, her zaman ¢ogul, dedisken ve kosula bagh
oldugunu hatirlatir.

Bu sergi klratoryel dizeyde, sanatcilar arasinda érilen iliskiler
aracih@iyla bir dneride bulunuyor. Karatérlik yalnizca se¢mek ve
siralamak degil, kosullar yaratmak, karsilasmalari mimkin kilmak,
birlikte var olmanin mekanini kurmaktir. Bu yaklasim, kiratéryel
pratigi organizasyonel bir gérev olmaktan ¢ikararak, dostca
dUstnmenin, birlikte bag kurmanin ve cogul dislince alanlari
acmanin bir yontemi olarak yeniden tanimlar. Sara Ahmed’in
dostlugu bir “yakinlik etigi” olarak ele alan yaklasimi burada yeniden
hatirlanabilir: Dostluk, bir kimlik meselesi degil; kime, neye ve nasil
yoneldigimizle ilgili etik bir durustur.

Bu kiratoryel tavir, Turkiye cagdas sanat ortaminda gicla bir
gelenede sahip olan GUnUmuz Sanatcilari sergisinin tarihsel
baglamiyla birlesiyor. 1980’lerden bu yana gen¢ sanatcilara alan
acan bu serginin 2025 edisyonu, farkli sehirlerde egditim almis veya
Uretimlerini farkli cografyalarda strdiren 27 genc sanateiyi bir araya
getiriyor. Bu cogulluk yalnizca mekénsal degil, disiinsel, kavramsal
ve duyusal cesitlilie de isaret ediyor ve birbirinden beslenen,
farklilikla cogalan bir buttnlik sunuyor.

Birbirine degerek var olan, birlikte distinerek sekillenen ve karsilikli
dinlemeyle cogalan bir dinyayi hayal etmek: Dinya Yuvarlak Degil,
Bir Ag sergisi, sanat Uretimini yalnizca bireysel bir ifade alani olarak
degil, ortak disinmenin, paylasmanin ve dostca bag kurmanin
bir zemini olarak ele aliyor. Bu anlamda sergi, klasik modernitenin
cizgisel, merkeziyetci ve kapali dinya tahayydlinid reddederek
yénslz ama iliskisel, gecirgen ama direncli bir dinya fikrine kapi
araliyor. izolasyonun degil etkilesimin, tekil varoluslarin degil, birlikte
orilmas varliklarin mmkin oldugu bir dinyaya...

Ceren Erdem

3 Ahmed, Duygularin Kultirel Politikasi, 183-184.

the dissolution of visual perception into ambiguity. Navigating the
edge of recognizable forms, the work challenges the viewer's sense
of stability by questioning the reliability of familiar shapes. As light
subtly shifts across the surface, the mind struggles to reconcile the
unknown with the known, confronting its desire for visual coherence.
The act of seeing itself becomes a metaphor for the elusive nature
of meaning.

Zeynep Kiling's Hand 1, 2, 3, 4 brings attention to the bodily origins
of language. The hand -one of the earliest tools for communication-
becomes a site of transformation and potential. Through sculptural
forms that imply organic transformation, Kiling investigates the
evolving connection between thought, language, and the body. Her
work materializes the layered, tangible nature of communication,
where gesture and matter precede or surpass words.

A different temporal and symbolic register emerges in Yesim
Ozkan'’s henna-based work. Drawing on the ritual uses of henna
across Anatolia and the Middle East, Ozkan treats the medium as
both a temporary mark and a metaphor for belonging. The henna’s
gradual fading symbolizes the impermanence and the constant
redefinition of rootedness. In her work, geography itself becomes a
surface inscribed and erased, over and over again.

Together, these works unsettle our understanding of language as
a fixed, purely verbal system. Instead, they suggest that meaning
is woven not just through words, but also through the body,
materials, memory and intuition. By examining the breakdown, slip,
or reconfiguration of communication, they remind us that meaning
is always incomplete, plural, and contingent.

At the curatorial level, this exhibition offers a proposition through
the relationships woven between the artists: that curating is not
merely an act of selection and arrangement, but a practice of
creating conditions, enabling encounters, and nurturing a shared
space. It reimagines curatorial work not as logistical orchestration,
but as a gesture of friendship—a means of thinking-with and
building bonds. In this light, Sara Ahmed's idea of friendship as
an “ethics of proximity” is worth recalling: friendship is not about
identity politics, but about orientation towards whom, what, and
how we choose to relate®

This curatorial attitude resonates with the historical context of the
exhibition itself, continuing a tradition within Turkiye's contemporary
art scene that has, since the 1980s, opened space for emerging
voices. This year’s edition of the Akbank Contemporary Artists
Prize Exhibition brings together 27 artists who have studied or work
across different regions and cities. This geographical dispersion
also gestures toward a broader intellectual diversity—a plurality of

3 Ahmed, The Cultural Politics of Emotion, 146—147.

thought shaped not by uniformity, but by difference and dialogue.

To envision a world shaped through proximity, multiplied by mutual
listening, and sustained through co-thinking, The World Is Not
Round, but a Web embraces art-making not only as a space of
individual expression but as a shared terrain for thinking together
and connecting with care. In doing so, it moves away from the
linear, enclosed, and hierarchical structures of classical modernity
and opens onto a different possibility: a world composed of lateral
and porous connections, a world not of isolated points but of lines,
weaves, and webs.

Ceren Erdem
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Dilara Altinkepce Arslan

1993, Bursa
Mimar Sinan Gizel Sanatlar Universitesi, Glizel Sanatlar Fakiltesi, Geleneksel Turk Sanatlari Balimi
Mimar Sinan Fine Arts University, Faculty of Fine Arts, Department of Traditional Turkish Arts
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KéyUmduzde, soyut ve somut tim varliklar birlikte denge ve ahenk icinde yasar. Bu kdyde kan dokilmez; yasam, topragin bereketinden dogar,
besin topragin kendisinden gelir. Hayvanlarla yan yana sofraya oturur, topragin sunduklarini birlikte yeriz. Higbir canh birbirinden tstin degildir.
Askerlerimiz vardir, giclidirler. Gecmisten gelen kadim bilgiyi tasimak ve korumak icin egitilmislerdir. Onlar, bilginin ve dizenin koruyucularidir.
Bu kdy, derin bir birlikle tanimlanir: insanla doganin, canliyla cansizin, gecmisle gelecedin bir arada var oldugu bir bitinliktir. Bu birlik, yasama
anlam ve streklilik kazandirir; yalnizca gecmisin degil, gelecedin de rehberidir.

In our village, all beings—both abstract and tangible—live together in balance and harmony. No blood is ever shed here; life springs from the
generosity of the earth, and nourishment is drawn directly from the soil. We sit side by side with animals at the table, sharing in the abundance
the land provides. No living creature stands above another. Our soldiers are strong, but theirs is not a strength of destruction. It is the strength
of those trained to carry and protect the ancient knowledge passed down through generations. They are guardians of wisdom and keepers of
order. This village is shaped by a deep sense of unity: a place where humans and nature, the living and the non-living, the past and the future
coexist as one. This unity gives life both meaning and continuity; it serves as a guide not only from the past, but toward the future.

Bozkirda Bir Saman Koyl | A Shaman Village on the Steppe, 2025
Ham pamuk kumas Uzerine iplik | Yarn on raw cotton fabric
75x175 cm (cerceveli | framed)
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Bora Asik

1990, istanbul
Marmara Universitesi, Glzel Sanatlar FakUltesi, Resim BalimuU
Marmara University, Faculty of Fine Arts, Department of Painting

Hayat, insanhgin her saniye insa etmekte oldugu bir olaylar striktaridar. Gines her gin yeniden dogmuyor; yeniden var oluyor. Bir algi kafesi
icinde yasiyorum. Tim duygularim, tim distncelerim ve tim rutinlerim tek bir kaynaga dayaniyor: Dil.

insanin biling diizeyi yikseldikce dil soyuta kayiyor. Bu soyuta dogru zenginlesme hdli, ayni dili konusan insanlar arasinda iletisimi git gide
zorlastiriyor ve dili, insan-insan etkilesiminden kopararak i¢c dinya-dis dinya arastirmasinda kullanilan bir araca dénUsturiyor. Boylece insan
yalnizlasirken dilin soyutlama yetisi glcleniyor.

Hayat, insan yapimi, biling Grind bir sistem. Yasam ise varligini insandan 6te strddren; maddeden, zihinden ve en énemlisi dilden bagimsiz ezeli
ve &zsel bir olgu. Bu iki kavram arasindaki nldans, ¢izimlerimde sezgisel bir dil olusturmami sagliyor.

Life is a structure in perpetual construction by humans, moment by moment. The sun doesn’t simply rise every morning, it re-emerges into
existence anew each day:. | live in a cage of perceptions. Every emotion, thought, and routine | experience stems from a single source: language.

As consciousness deepens, language grows more abstract. This drift toward abstraction makes communication increasingly difficult among
speakers of the same tongue. Language begins to detach from human-to-human interaction and transforms into a tool for probing both inner
and outer worlds. Language's capacity for abstraction expands, while human connection diminishes.

Life is a human-made system, a product of consciousness. Living, however, endures beyond us; it is an eternal, self-sustaining phenomenon,
independent of matter, mind, and, crucially, language. The subtle difference between these two concepts gives rise to an intuitive language in
my drawings.

Babil Kulesi'nin Kusurlari | Glitches of the Tower of Babel, 2025
Kagit tzerine karakalem | Charcoal on paper
7x10 cm (her biri | each)
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Ceren Aydogdu

1999, Boll.kesir )
Sabanci Universitesi, Sanat ve Sosyal Bilimler Fakiltesi, Gérsel Sanatlar ve Gérsel lletisim Tasarimi Bolimu
Sabanci University, Faculty of Arts & Social Sciences, Department of Visual Arts & Visual Communication Design

Kotiledon, bir tohumdan cikan ilk yapraklara verilen isim. istanbul'un kamusal alanlarinda, farkli sosyal, ekonomik ya da kisisel sebeplerle bitki
yetistiren insanlara ve onlarin aykiri bahcelerine odaklanan, sturegiden bir video projesi. Yurtrken karsima c¢ikan bu bahceleri telefon kameramla
kaydediyorum. Tursucu bir esnaf bana yaptigi tursudan, bir baskas: yetistirdigi domatesten ikram ediyor, kimi bir dal siyiriyor filizlendirmem igin.
YurayUslerim, sohbetlerim, karsilasmalarim tzerinden sekillenen bu projede niyetim, bu kisilerin bitkilerle kurduklari iliskileri ve sehirde actiklari
alanlari anlamaya c¢alismak. Bu iliskiler cogu zaman bir gecim derdinden ya da hayatta kalma ihtiyacindan degil, topraga dokunma, ugras
edinme ya da eski aliskanliklari sehirde strdirme isteginden doguyor. Bazen etrafi glizellestirme ve hos koku verme gibi niyetler de hissediliyor.
Evi yaptigi teknenin girisine cicekler yerlestirmek, bitin ginind gecirdigi otoblsin cam kenarina feslegen koymak, filizlenmis bir sogani ¢cépe
atmak yerine bir saksiya ilistirmek, ya da sadece bir seylerle ilgilenip, onlarin bakimini Gstlenmek.. Bu midahaleler belki de sehirle daha duyusal,
bedensel ve kisisel bir iliski kurma ihtiyacini gérindr kiliyor.

Cotyledon is the name for the first leaves of a seed. It is also the title of an ongoing video project that focuses on those who cultivate
plants in Istanbul’s urban spaces for various rreasons—social, economic or personal—and the dissonant gardens they create. | record these
gardens | stumble upon while walking, using my mobile phone. An artisan making pickles offers me a taste; another hands me a tomato they've
grown. Some cut a branch for me to propagate. Shaped by these walks, conversations, and encounters, the project seeks to understand the
relationships those individuals have with plants, and the spaces they carve out in the urban landscape. These relations rarely stem from a
struggle for survival or livelihood, but more often from a desire to touch the earth, to sustain old habits, or to tend a hobby. At times, one senses
an urge to beautify or scent the environment: planting flowers at the entrance of a boat turned into a house, placing a basil pot by the window
of a bus where they spend the whole day, setting a sprouted onion in soil, or simply taking care of something and tending to them... Such
interventions seem to reveal a longing for a more sensual, bodily and personal relationship with the city.

Kotiledon | Cotyledon, 2023-2025
Cok kanalli video yerlestirmesi | Multi-channel video installation

45



46

47



48

Dilruba Balak

1998, istanbul

Universitat Politecnica de Valéncia, Glzel Sanatlar FakUltesi, Tasarim ve Yaratici Teknolojiler Bolumua, Gorsel ileti$im Tasarimi
Universitat Politécnica de Valéncia, Faculty of Fine Arts, Design & Creative Technologies Department, Visual Communication
Design

iki figlir —ne tam olarak insan ne de hayvan olan- derin bir baglantiyi simgeleyerek bir olmustur. Diinyanin kemikleri kadar gicli ve direngli olan
ortak bicimleri, bir cesit butinlesmeyi yansitir.

Two figures, neither entirely human nor wholly animal, form a single body, symbolizing a profound connection. Their shape, as strong and
enduring as the bones of the earth, embodies a kind of union.

Dunyanin Kemikleri | Bones of the Earth, 2025
Tuval Gzerine yagli boya | Oil on canvas
70x50
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irem Bekmezci

2000, A'nkara
Mersin Universitesi, GlUzel Sanatlar Fakultesi, Heykel BoIUm
Mersin University, Faculty of Fine Arts, Department of Sculpture

Suregen yasamda, dénlUserek sinirlarin 6tesine temas etmeyi ve onu kesfetmeyi arzulariz. Baglarimiz, bu kirilma anlarinin izlerini tasiyarak
yolculugumuzun temelini olusturur. Olasi her yol ve karar, var olma arayisinin bir ¢ikis noktasidir.

In everyday life, we long for transformation; for touching and discovering what lies beyond our limits. Our bonds, marked by the traces of
these moments of rupture, form the foundation of our journey. Every possible path, every decision, becomes a starting point in the search for
existence.

Yayilim | Spread, 2024
Tel konstriksiyon Uzerine kagit ve ipek iplik | Paper and silk thread on wire construction
Degisken boyutlarda | Variable dimensions
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Defne Cemal

1997, istanbul
New York Universitesi Steinhardt, Gérsel Sanatlar Balumu
New York University Steinhardt, Department of Visual Arts

Fold-10 (oval), varlik ve yokluk arasindaki gecisleri resim dizleminde ele aliyor; resmi, alginin ¢6zulip yeniden kuruldugu bir alan olarak ddsdntyor.
Gorsel bilginin giderek dagilmasi ve cevremize duydugumuz sezgisel glivenin yerini bir yabancilasma hissinin almasiyla, zihin cevresel karmasayi
tanidik formlar aracihgiyla sadelestirerek sindirmeye calisiyor. Uc boyutlu yiizey, 1si§1 yénlendirerek gérme eylemini kesintiye ugratirken alginin
sureklilik arayisiyla catisan bir forma déntstyor.

Fold-10 (oval) explores the relationship between presence and absence within the pictorial plane, where painting becomes a site for the
reassembly of perception. As visual knowledge fractures, our natural attunement to the world begins to fade. In response, the brain reduces
external stimuli into simplified, recognizable forms. This piece unfolds through attentive engagement; its sculptural surface distorts light and
dramatizes the act of seeing, reinforcing the inherent instability of vision itself.

Fold-10 (oval), 2025
160 derece bukulmus aliminyum yizeye sivanmis kagit Gzerine yagl boya | Oil on paper on a 160-degree curved aluminum surface
45x75 cm
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Basak Colak

1994, Ankara )
Mugla Sitki Koeman Universitesi, GlUzel Sanatlar Fakultesi, Resim BolumUu
Mugla Sitki Koecman University, Faculty of Fine Arts, Department of Painting

Modern dinyanin maddiyata bagliligi, insani hizli ve tiketici bir tutuma surtkler. Oysa varliklar ile derin iliski kurmak yavaslamayi, gézlem ve
empati yapmayi gerektirir. insanin manevi yéniinden uzaklasmasi, cevresi ve diger canlilarla iletisimini etkiler. John Fowles'in da dedigi gibi
dogaq, dista bir yabanci olarak gérilirse, icimizde de yiter. Bu sebeple i¢c ve dis doga birbirinden ayrilmamalidir. Seride buluntu bir kaygi nesnesi
olarak konu edilen k&k, uzun stredir bir doga meraklisi tarafindan saklanmis ve 2022 yilinda sanatgiya ulasmistir. Artik topraktan beslenemeyen
bu amorf form, izleyiciyi durmaya ve incelemeye ydneltir. Onun Uzerinden insanin temel sorunlari sorgulanir. Kok, kendi kendini bogmus bir
karmasa mi yoksa kendi kendini sarip korumaya almis bir batin ma?

Material attachment in the modern world draws people toward a face-paced, consumerist mindset. Yet cultivating deep relations with other
beings requires slowing down, observing, and empathizing. When a person grows distant from their spiritual self, it also affects how they
relate to their surroundings, and to other living beings. As John Fowles once noted, when nature is regarded as something outside of us, it also
becomes lost within us. Inner and outer nature, then, should not be seen as separate. Root, taken as a founded object of anxiety in this series,
was kept for many years by a nature enthusiast before reaching the artist in 2022. This amorphous form, unable to draw nourishment from the
soil, invites the viewer to pause and observe. Fundamental human questions are explored through this root: Is it a tangle drained of life, or a
whole curled inward for protection?

Kok Serisi | Root Series, 2025
K&t Gzerine karisik teknik, ahsap, buluntu nesne | Mixed media on paper, wood, found object
Degisken boyutlarda | Variable dimensions
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Tugba Demirbas

1999, Zonguldak
Bulent Ecevit Universitesi, Glizel Sanatlar Fakdiltesi, Resim Balimu
Bulent Ecevit University, Faculty of Fine Arts, Department of Painting

Anilarimdan olusan bu asamblaj serisi, kisisel tarihimin ve kurdugum iliskilerin birer yansimasi olarak ortaya ¢cikmistir. Anilar, bireyin kimligini
sekillendiren ve varolusunu anlamlandiran temel unsurlardan biridir. Bellek, yalnizca gecmisi hatirlama pratigi degdil, ayni zamanda bireyin
kendisiyle, baskalariyla ve cevresiyle kurdugu iliskileri yeniden insa etme surecidir. Bu baglamda dostluk, dogayla, nesnelerle ve kolektif
hafizayla kurulan etkilesimleri de iceren cok katmanli olgudur.

This series of assemblages, composed of my memories, emerged as a reflection of my personal history and relationships. Memories are among
the forces that shape a person’s identity and give meaning to their existence. Memory is not merely an act of recollection, but a process through
which one'’s relationship with oneself, with others, and with the surrounding environment is continually reformed. In this sense, friendship is a
multi-layered phenomenon, one that also encompasses interactions with nature, objects, and collective memory.

Bellegin izleri | Traces of Memory, 2025
Tuval Gzerine karisik teknik (akrilik, asamblaj) | Mixed media on canvas (acyrlic, assembly)
15x15 cm (her biri | each)
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Buse Elci

2002, istanbul
Namik Kemal Universitesi, Glzel Sanatlar Fakiiltesi, Resim Balima
Namik Kemal University, Faculty of Fine Arts, Department of Painting

Bu calismada, insan formunu duragan ya da kesin sinirlarla tanimlamaktan ziyade, ¢ézdlmeye acik, akiskan bir yapi olarak ele aldim. Sadece
sabit bir beden ya da kimlik olarak degil, diger canlilarla kurdugu iliskiler icinde surekli degisen bir form gibi distindim. Posthimanist bakis
acisi burada bana insanin dodayla kurdugu bagdi sorgulamak icin bir alan acti. Formun bozulmasi, ¢ézilmesi, yeniden bir araya gelmesi —
bunlar sadece estetik dedil, ayni zamanda varolussal déntstmlerdi benim icin. Dongu sireci, aslinda yeniden dogusun bir parcasi gibi; sinirlar
siliklesiyor, beden dogaya karisiyor. Bu da bana insanin sadece bireysel bir varlik degil, ekosistemin icinde sirekli hareket halinde bir dGgim
oldugunu hatirlatiyor. Eser de biraz bu hissi tasiyor: C6zUlUp dagilirken belki de baska bir bitinlige evriliyoruz.

O ylUzden bu is, sadece insana degil, onun sinirlarinin ne kadar gecirgen oldugunu hatirlatan her seye dair.

In this artwork, | explored the human form as a fluid structure, open to dissolution and transformation, avoiding any fixed or sharply defined
description. Rather than a stable body or identity, | approached it as a form in constant flux, shaped through its relationships with other living
beings. A posthumanist perspective allowed me to question the bond between humans and nature. The disruption, dissolution, and reassembly
of form were not only aesthetic gestures but also existential transformations. This cyclical process is, in essence, a part of rebirth, one in which
boundaries blur, and the body merges with nature. It serves as a reminder that humans are not isolated beings, but knots in continuous motion
within the larger ecosystem. The work carries this feeling: As we dissolve and disintegrate, we evolve into new unities.

In this way, the piece speaks not only to human existence, but to everything that reveals the porousness of its own boundaries.

isimsiz | Untitled, 2025
Tuval Gzerine yagh boya, termit yuvasi (k&git hamuru, kuru camur, talas) | Oil on canvas, termite nest (papier-mdaché, dry mud, clay)
105x150 cm
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Omer Tevfik Erten

1990, Mardin )
Mimar Sinan Glzel Sanatlar Universitesi, Glzel Sanatlar Fakultesi, Resim BolimuU
Mimar Sinan Fine Arts University, Faculty of Fine Arts, Department of Painting

Yaban Atlari fotograf serisi, Diyarbakirdaki Hevsel Bahceleri'nde, doga, mit, beden ve teknoloji ekseninde yoldashgin cok katmanl dogasini
gorsel bir anlatiya dénUsturdr. Dicle Nehri'nin tasidigi tarihsel bellek ve Hevsel'in ekolojik dokusu, seriyi hem gecmise hem de henlz yasanmamis
gelecege acilan esikte misafir eder.

Wild Horses photography series transforms the multi-layered nature of comradeship into a visual narrative set in the Hevsel Gardens of
Diyarbakir, along the axis of nature, myth, body, and technology. The historical memory carried by the Tigris River, together with the ecological
fabric of Hevsel, hosts the series at the threshold, one that opens both to the past and to a future yet to arrive.

Yaban Atlari | Wild Horses, 2023
Fotograf | Photography
40x60 cm (her biri | each)
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Hiseyin Giiler

1986, Corum )
Mimar Sinan Guzel Sanatlar Universitesi, Glizel Sanatlar Fakultesi, Fotograf B&limu
Mimar Sinan Fine Arts University, Faculty of Fine Arts, Department of Photography

Proje, istanbul'un kuzeybatisinda genis orman alanlarina yayilan mangal kémdri Greticilerine ve yasam alanlarina odaklanir. Mese adaclarini
6zenle yakan isciler, glinlerce ates basinda nébet tutar. Gindelik yasamin parcasi olan kullbeler ise doda ile sessiz bir is birligi icerisinde
olduklarinin géstergesidir. Bu baglamda, tipolojik bir yaklasimla kultbeleri belgeledim. Bir anlamda bu fotograflar, kentli bireyi modern yapilardan
cikarip kentin farkh bir bolgesini kesfetmeye ve bag kurmaya davet ediyor.

The project focuses on charcoal producers working in the vast forestlands of Northwestern Istanbul and the living spaces they inhabit. These
workers who meticulously burn oak trees keep watch over the fires for days. Their cottages, integral to their daily lives, reflect a quiet cooperation
with nature. In this context, | documented these structures using a typological approach. These photographs draw the urban viewer out of
modern architectural forms, inviting them to explore and connect with a different, often overlooked, part of the city.

Ates, Kul ve Duman | Fire, Ash, and Smoke, 2023-2024
Foto-enstalasyon, arsivsel pigment baski | Photo-installation, archival pigment print
Degisken boyutlarda | Variable dimensions
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Zeynep Habiboglu

2000, istanbul )
Mimar Sinan Guzel Sanatlar Universitesi, Temel Egitim Ana Sanat Dali, Temel Sanat ve Tasarim Yiksek Lisans Programi
Mimar Sinan Fine Arts University, Fundamental Education Department, Fundamental Arts & Design Master’'s Program

Turkiye'nin Rize ilinde cekilen iki videonun birinde, diinyadaki tek Simsir Ormani'nda bir yerlestirme ani gortlar. Sinir olusturma yéntemlerinden
biri sayilabilecek 6rtme eylemine odaklanilir. Seffaf da olsa bir sinir olusturan bu temsili duvarlar, insanlarin sinirlar ifade eden géstergelere olan
tavriyla ve dogaya yaptigi midahalelerle ilgili deneysel bir alandir. Ve bu alan ayni zamanda temsili bir seradir. insan yapimi yapay mekanlar olan
seralar ginimuzde her ne kadar faydali amaclar icin kullanilsa da icad edilme sebepleri “doganin verdigi ile yetinmemek, dengeye mudahale
etmek” anlamina gelir. Diger videoda ise, bu dogal bélgede insan tahribatinin yaratildigi temsili mekanlar sirasiyla gorultr. Her karede gérilen,
bulundugu mekdana cok yabanci duran yesil tiller ise seranin bir parcasi olarak dogal-yapay zithgini temsilen oradadir.

One of the two videos shot in Rize, Turkiye, captures a moment of installation within the world’s only boxwood forest. It focuses on the act of
covering, an action that can be understood as a method of border-making. These symbolic walls, though transparent, create an experiential
space that reflects human attitudes toward signs that signify borders, and interventions in nature. This space also functions as a symbolic
greenhouse. Greenhouses—artificial, human-made environments—, though now often used for practical purposes, were originally invented
not to make do with what nature provides, but to intervene in its balance. The second video respectively explores symbolic spaces marked by
human-driven ecological destruction in the same region. A recurring element, green tulle appearing in every frame, stands out as alien in the
landscape. It evokes the tension between the natural and the artificial, acting as a visual extension of the greenhouse concept.

Endemik Sinirlar | Endemic Boundaries, 2025
iki es zamanli renkli video | Two simultaneous colour videos
229" & 145"
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ismail ifsa

1988, Urfo
Uludag Universitesi, Glzel Sanatlar Fakdltesi, Resim Bolimu
Uludag University, Faculty of Fine Arts, Department of Painting

Bu calisma, hiyerarsik bakis acilariyla yiritilen uygulamalarin 6tesine gecen, siiregelen bir arastirma sirecine dayanmaktadir. insan ve insan
olmayan varliklar arasindaki iliskilerin isleyisini; canli ve cansiz maddi varliklar arasindaki sarekliligi, déntstimi ve etkilesimi mimkdn kilan
baglantilari incelemektedir. Bombyx mori (ipek bécegi) tirine odaklanarak, dogal ve yapay malzemeler, organizmalar, teknolojik aygitlar, estetik
formlar ve kdltirel séylemler arasindaki gecirgenlikleri arastinr. Kurulmus ya da kurulmasi miamkin karsilikli etkilesimleri, enerji ve madde
akislarini géranar kilmayr amaclar. Nesnenin fiziksel sinirlarini asan ve maddi ylzeyinde belirlenemeyen cesitli isleyisleri ve ona yakin nesneler
arasindaki iliskileri; hareketi, titresimi ve baglantisalligi gorsellestirir. Yerlestirme zemine yerlestirilmis ekranlarda gosterilen déngusel videolar,
yapay zekd ile Uretilmis imajlar, pigment tozlari Gzerine yerlestirilmis 3D ipek bécedi baskilari, kablolar ve Uretim sirecinden arta kalan atiklar
gibi farkli medyumlari, Gretim surecini desifre edecek sekilde bir araya getirmektedir. Uygulama sirecinin bir ciktisi olarak, Gretim sureclerinin
izlerini ve seylerin zorunlu bir aradaligini distindurdr. Tibbi, endlstriyel ve estetik islevsellik tasiyan bu unsurlar, strecin dogasinda yer alan ince
baglantilari ve seylerin birbirine nasil dokundugunu, birbirlerinden nasil izler tasidigini ima eder.

This installation departs from hierarchical frameworks and emerges from an ongoing research process. It explores the dynamics of relationships
between human and non-human entities, as well as the connections that enable continuity, transformation, and interaction between living and
non-living materials. Centering on the bombyx mori (silkworm) species, the work investigates the permeabilities between natural and artificial
substances, organisms, technological devices, aesthetic forms, and cultural discourses. The installation seeks to make visible both the existing
and potential interactions and flows of energy and matter. It visualizes processes that transcend the physical boundaries of objects, processes
that cannot be perceived through material surfaces alone, while also revealing the relationships between objects and their environments;
movement, vibration, and interconnectedness. Combining various media -looped videos on floor-mounted screens, Al-generated images,
3D-printed silkworms placed on pigment powders, cables, and production residues- the installation decodes its own process of making. As a
result of this realization process, it reflects on the traces of production and the necessary coexistence of all things. These components, which
carry medical, industrial, and aesthetic functions, point to the subtle interrelations embedded in the process: how things touch, affect, and
carry the imprint of one another.

isimsiz | Untitled, 2025

3D baskilar, pigment, tas tozu, telefon ekranlari, videolar, yapay zeka ile Uretilmis imajlar ve metinler, filament atiklar, ipek fibrillerden

imal edilmis emilemeyen 6rgulu cerrahi sttdr (dikis), kablolar, illistrasyon cizimleri | 3D prints, pigment, stone dust, phone screens, videos,
Al-generated images and texts, filament waste, braided non-absorbable surgical suture made from silk fibrils, cables, illustration drawings
Degisken boyutlarda | Variable dimensions
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Ozge Kahraman

1991, istoljbul
Yeditepe Universitesi, Guzel Sanatlar Fakultesi, Plastik Sanatlar ve Resim Bolumu
Yeditepe University, Faculty of Fine Arts, Department of Plastic Arts & Painting

Magaralar, milyonlarca yilda olusmus, gecmisin izlerini tasiyan ve gelecege uzanan yasayan ekosistemlerdir. Sanater 12 yildir magaralar
kesfediyor, haritalandiriyor, fotografliyor ve resmediyor. Onun icin bu yeralti dinyasi yalnizca bir spor alani degil, dogayla kurdugu en derin
baglardan biri. Bu sergide, magaralarin biriktirdigi tarihi, iclerindeki yasami ve sunduklari yoldashgi gérantr kiliyor.

Caves are living ecosystems, shaped over millions of years, carrying traces of the past while reaching toward the future. For the past 12 years,
the artist has been exploring, mapping, photographing, and visualizing these caves. To her, this underground world is not merely a site for sport,
but a space of deep connection with nature. In this exhibition, she unveils the histories embedded in caves, the life they harbor, and the sense
of companionship they offer.

Magara Projesi | Cave Project, 2025
Ké&grt Gzerine akrillik, fotograf, video, harita | Acrylic on paper, photography, video, maps
Degisken boyutlarda | Variable dimensions
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Zeynep Kiling

1994, istanbul
Sabanci Universitesi, Sanat ve Sosyal Bilimler Fakulltesi, Gorsel Sanatlar ve Gorsel lletisim Tasarimi Bolima
Sabanci University, Faculty of Arts & Social Sciences, Department of Visual Arts & Visual Communication Design

Bu calisma, organik formlarin olusum sureci ve sistemlestirilmesi Uzerine bir arastirmadir. Yumusak heykeller ile onlari belgeleyen haritalar
birbirleriyle baglantilidir. Haritalar bu yapilari dizenlemeye calisirken, organik bdytdme kontrolln disina tasar. Her dikis, yasayan ve 6ngérilemez
bir organizmanin parcasi olan hicresel bir baglantiyr temsil eder; siniflama ile akiskanlik arasinda gidip gelir.

This artwork investigates the formation and systematization of organic forms. Soft sculptures and the maps that document them are
intertwined. While the maps attempt to organize these structures, organic growth resists containment. Every stitch marks a cellular connection
within a living, unpredictable organism—hovering between classification and fluidity.

El1l 2 3 4|Hand 1, 2, 3, 4,2025
Kece, yln, toplu igne, kagit Gzerine kursun kalem | Felt, wool, pin, charcoal on paper
Degisken boyutlarda | Variable dimensions
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Begiim Malkoclar

1999, istanbul
Royal College of Arts, Cagdas Sanat Balimu
Royal College of Arts, Department of Contemporary Art

Kahin Kargalar, zamani hikayeler Uzerinden yeniden tanimlama ve gecmisimizle bag kurma eylemini arastiran bir calismadir. Temelinde,
insanin hikdye anlatma ihtiyacini inceler — anlatilarin varligi nasil sekillendirdigini, mitik karakterler, semboller ve dogal elementler aracilidiyla
hikayelerde nasil yankilandigini ve zaman icinde nasil anlam katmanlari yarattigini sorgular. Bu calisma, hikayelerin yalnizca bireysel degil, ayni
zamanda kolektif bir bellegin insasinda nasil rol oynadigini da gézler 6niine serer. Parcalanma ve iyilesme arasinda gidip gelen bir yapi icinde,
insanin i¢ dinyasini aydinlatmayi, duyguyu ve kendi varligini anlamlandirma cabasini gérinar kilmay hedefler.

Oracle Crows explores the act of redefining time through stories and reconnecting with the past. At its core, it reflects the human need to
narrate—questioning how stories shape our existence, resonate through mythical figures, symbols, and natural elements, and accumulate layers
of meaning over time. The work reveals the role of stories not only in shaping individual experience but also in constructing a collective memory.
Oscillating between fragmentation and healing, Oracle Crows aims to shed light on the human inner world, making visible the emotional terrain
and the ongoing search for meaning in one’s own existence.

Kahin Kargalar | Oracle Crows, 2025
Kagit Gzerine nakis kolaj | Embroidery on paper collage
90x85 cm
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Betiil Odabasi

1998, Ankara
Anadolu Universitesi, Glzel Sanatlar Faklltesi, Resim Balimu
Anadolu University, Faculty of Fine Arts, Department of Painting

Eski bir kdy evi ve Gic nesil bir aileyi bir arada baglayan o masa... ic Anadolu Bélgesinde yetisen kirmizi taneli Gilaburu'nun hikayesi anlatilmaktadir.
Hem gecmisteki bir sofra hem de bir oyun alani, cocuklarin hayal gictyle bezeli bir kdy sofrasi olusturuldu.

Eserdeki bazi nesneler cocuklarin hayal gictyle cizgisel resmedildi belki de onlar cizdi.. Gilaburular ile o geleneksel motiflere sahip yemek
masasi cocuklarin hayal glctyle bir oyun alani, futbol sahasi olarak dustndldid. Bu kéy sofrasindaki yasanmisliklarin kendi gelenegini bu
sofrayla yansitiyor. Masadaki her ikon kendi kdytnu ailemi bizzat yasadigi anilari ve hikayelerini betimleyerek aktariyorum.

Babaannemin sofrasina davetlisiniz. istediginiz yere oturabilirsiniz. Masadaki tek kural, oyuna katilin! (Oyuncak araba hareket ediyor.)
Tabaklardan bir seyahat, 1960 yillik o cocuklarin hayal glicline inip o masayi onlarin géztinden goérebilirsiniz.

An old village house—and a table that connects three generations of a family. This is the story of the red-berried guelder rose, cultivated in
Central Anatolia.

A village table is raised—at once a remnant of the past and a playground for children, adorned with the traces of their imagination.

Some elements of the artwork are shaped with the help of children’s visions -perhaps even by their own hands. The guelder rose and the table
with its traditional patterns become, in their minds, a playground, a soccer field. This table reflects a living tradition of memory, shaped and
reshaped through play. With each icon drawn into it, | tell the story of my own village, my family, and the layered memories they carry.

You are invited to my grandmother’s table. Sit wherever you like. The only rule is to join the game! (The toy car moves.) Through one of the plates,
you may slip into the imagination of children from the 1960s, and see the table through their eyes.

Oyundaki Gilaburu | Guelder Rose in the Game, 2025
Tuval Uzerine karisik teknik (akrilik, pastel, rolyef ve asamblaj) | Mixed media on canvas (acrylic, pastel, relief, assembly)
130x90 cm
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Selin Ozciftci

2001, Bursa
Marmara Universitesi, Glizel Sanatlar Fakultesi, Resim Bolimu
Marmara University, Faculty of Fine Arts, Department of Painting

Sanatei, anneannesinin farkl kaynaklardan derledidi sifa tariflerinden yola cikarak, bireysel hafizayi kolektif bir agin parcasina déntstrdr.
Karisimlari hazirlama sutrecinde karsilastigi oran belirsizlikleri, onu botanik cizimlerle tarifleri yeniden yapilandirmaya yénlendirir. Bu sirecte,
sezgisel bilgiyle bilimsel temsil arasindaki gerilim gérantr hale gelir. Yerlestirme, yalnizca bedensel degil; mekansal, kiltarel ve hafizaya dair bir
iyilesme alani sunar. Sifa, s6zIU kultiran izlerini tasirken, kéklenerek genisleyen bir aktarim agia dénasar.

Drawing on her grandmother’s healing recipes—gathered from range of sources—the artist transforms individual memory into part of a broader
collective network. The inconsistencies in measurements and ratios while preparing the mixtures lead her to reformulate them through botanical
drawings. In this process, the tension between intuitive knowledge and scientific representation comes to the fore. The installation offers a
space for healing that extends beyond the corporeal, encompassing spatial, cultural, and memorial dimensions. Healing, rooted in oral tradition,
becomes a network of transmission—gradually expanding and taking root.

Anneannemin Receteleri | My Grandmother’'s Recipes, 2025

Sifal karisimlari iceren cam kavanozlar, anneanne tarif notlari, botanik cizimler | Glass jars containing herbal mixtures, recipe notes by the
artist’s grandmother, botanical drawings

Degisken boyutlarda | Variable dimensions
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Yesim Ozkan

2003, istopbul
Yeditepe Universitesi, Guzel Sanatlar Fakultesi, Plastik Sanatlar ve Resim Bolumu
Yeditepe University, Faculty of Fine Arts, Department of Plastic Arts & Painting

Anadolu ve Ortadodu rittellerinde kullanilan kina sembollyle ortak kultdrel kodlar arastirilarak, étekilestirme ve kimlikler arasindaki sinirlari
asan, insani insanla birlestiren bir anlayis gelistiriimesi amaclanir. Dinya vatandasi olma distincesi, kdksuzligd asmanin ve evrensel aidiyet

duygusu gelistirmenin bir yolunu sunar. Kina, ylzeyde ginbegln solarak mekdn ve kimligi belirsizlestirir; insanin kdklerinden kopusunu ve
yeniden kék salma arayisini yansitir.

The symbol of henna—widely used in Anatolian and Middle Eastern rituals—a employed here to explore shared cultural codes and foster an
understanding that transcends the boundaries of identity and othering, ultimately aiming to unite people. The notion of being a world citizen
offers a path toward overcoming rootlessness and cultivating a sense of universal belonging. As the henna gradually fades from the surface, it
blurs the lines between space and identity, mirroring the human experiences of uprooting and the ongoing search for re-rooting.

Buharlasip Gitti Benden Topragi Onun | His Land Evaporated Away From Me, 2024
K&t Gzerine kina | Henna on paper
21x30 cm (her biri, cerceveli | each, framed)
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Ozge Oztiirk Simsek

1992, Aydin
Yildiz Teknik Universitesi, Mimarlik Fakltesi, Mimarhk Balamu
Yildiz Technical University, Faculty of Architecture, Department of Architecture

Uyanik Dusgler Bahgesi isimli yerlestirme, dogay yalnizca fiziksel degil, dussel bir ekosistem olarak distnuar. “Madde, bellek ve dus”tn ic ice
gectigi bir bahce evreni kurar. Kece, hayvansal hafizasini bitkisel formlarda strdirtrken; buluntu malzemelerle turler arasi yeni melez bedenler
yaratir. Bu siirsel ekoloji, evrimi bilin¢ disi bir ag olarak yeniden kurgularken; formlarin belirdigi, birbirine dolandigr ve zamanla ¢ézildiga bir alan
sunar.

The installation titled The Garden of Lucid Dreams envisions nature not only as a physical entity but also as an imaginary ecosystem. It
constructs the universe of a garden where “material, memory and dream” are entangled. Felt, carrying its animal memory through vegetal
forms, merges with found objects to create new, intergenerational hybrid bodies. This poetic ecology reimagines evolution as an unconscious
network—a space where forms emerge, intertwine, and dissolve over time.

Uyanik Dusler Bahcesi | The Garden of Lucid Dreams, 2024-2025

Kece, kil, ahsap, tel, boncuk, silikon, bal mumu, buluntu organik nesneler (kabuk, diken, dal, deniz yildizi, deniz kestanesi ve dikeni vb.), kuru boya
ve kolajla dretilmis karisik teknik A4 cizimler | Felt, clay, wood, wire, beads, silicone, beeswax, found organic objects (shells, thorns, branches,
starfish, sea urchin and spines, etc.), mixed media A4 drawings made with colored pencil and collage

Degisken boyutlarda | Variable dimensions
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Deniz Ozuygur

1986, istor.\.bul
New York Universitesi Steinhardt, Uygulamali Glzel Sanatlar Bolimu
New York University Steinhardt, Department of Studio Art

Anne? serisi, annelikle sanatei kimliginin kesisiminde sekillenen metin tabanli isleri kapsar. Ayni zamanda ¢ocuklarimin oyuncagi olan Gtdlenen
boncuklarla Urettigim bu eserler, hem malzeme seciminde hem de icerdikleri sorularda giindelik olani sanatsal bir ifadeye dénustirar. Serinin
cikis noktasi, kizimin bana sordudu basit ama derin bir soruydu: “Anne, senin cocukken adin neydi?” Bu soru, es, anne ve ev kadini rollerinin
arasinda silinip giden bireyselligimi sorgulamama neden oldu. Her bir eser yaklasik 30.000 boncuktan olusuyor ve cocuklarimin bana yoénelttigi
samimi sorulari iceriyor. Boncuklari Gtlleyerek birlestirme streci, glindelik bir ev isini sessiz bir protestoya déntstirirken, kadinlikla iliskilendirilen
zanaati cagdas sanat alanina tasiyor.

Bu sergi icin 6zel olarak trettigim Anne solucanlar dsik olur mu? ve Anne karincalarin mezari var mi? baslikli isler, cocuklarimin dogaya yonelttigi
iki temel varolussal soruyu ele aliyor: ask ve 6lim. Bu sorular, insanin dogayla olan bagini cocukea bir merakla kurma cabasini yansitiyor;
hayvanlara insani duygular atfederek onlarla bir iliski kurmaya calisiyorlar. Birinde, solucanlar arasinda ask olup olmadigi soruluyor — bu,
sevmeyi 6grenen bir cocugun, sevginin sinirlarini evcil olmayan canlilarda aramasidir. Digerindeyse, karincalarin élimlerine dair bir ritlel ya da
mekan olup olmadigi sorgulaniyor; bu, 6lim kavramini kavramaya calisan bir cocugun, yas ve anma gibi insani pratikleri baska turlere tasima
istegidir. Ask ve 6lum, insan varolusunun iki temel kuvveti olarak dusunulir. Bu iki is, insan ile doga arasindaki mesafenin giderek acildigi bir
cagda, cocuklarin bu mesafeyi kapatma cabalarinin dokunakli birer belgesi olarak okunabilir.

The Mommy? series consists of text-based works shaped at the intersection of motherhood and artistic identity. Created with ironed beads
—also the toys of my children—these pieces transform the mundane into artistic expression, both through the choice of material and the
questions they raise. The series began with a simple yet profound question my daughter once asked: Mommy, what was your name when you
were a kid? This question prompted me to reflect on my individuality, which had become blurred within the roles of mother, wife and housewife.
Each artwork is composed of approximately 30,000 beads, and includes sincere questions my children have asked me over time. The process
of ironing and threading the beads together turns a familiar domestic task into a quiet act of protest—elevating a form of craft traditionally
associated with womanhood into the realm of art.

Two pieces created specifically for this exhibition Mommy, do worms fall in love? and Mommy, do ants have graves? explore two fundamental
existential themes: love and death. These works emerge from the child-like curiosity with which children approach the world, asking profound
questions to nature, attributing human emotions to animals as a means of connection. In the first one, the child wonders whether worms fall in
love—a tender search for love among non-domesticated beings—part of their training in learning to love. The second asks whether ants have
graves or rituals of mourning—an attempt to grasp the meaning of death by extending human practices of remembrance to other species. Love
and death are two of the most essential forces in human existence. These two artworks can be read as touching records of children striving to
bridge the widening distance between humans and the natural world.

Anne solucanlar asik olur mu? | Mommy, do worms fall in love?, 2025
Anne karincalarin mezari var mi? | Mommy, do ants have graves?, 2025
Utllenen boncuk malzeme | Fuse beads

74,5x102 cm & 75,5x113 cm (cerceveli | framed)
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Heper Sayar

1998, izmir
Porto Universitesi, Glizel Sanatlar Fakultesi, Kamusal Mekanlar ic;in Sanat ve Tasarim Balimu
Porto University, Faculty of Fine Arts, Departmen of Arts & Design for Public Spaces

Bu fotograf serisi, insan ve bitkisel yasamin kirilgan kesisiminde gelisen bir performansi belgeliyor. Performansta kullanilan ¢imlenen ciya
tohumlarindan yapilmis yasayan giysi ile beden peyzaja donustyor. Performansi gerceklestiren Portekizli sanater Ana Sousa Santos, ormana
karistyor. Kostimu ikinci bir deri haline geliyor, yesil bir zar olarak filizleniyor. Fotografei olarak benim rolim yalnizca gérineni kaydetmek degil;
olus hdlinde olanla etkilesime gecmek, tirler, bedenler ve cevreler arasindaki sessiz ve degisken esikleri izlemek. Bu belgeleme bdylece yalnizca
bir kayrt olmaktan cikarak, kiltirlerarasi bir es zamanlilik mekanina déntstyor. iki bakis acisinin, dénisimiin poetikasina ortak bir dikkatle
bulustugu bir alan hdaline geliyor. Bu calisma, dil farkhliklari, kaltirel imgeler ve cevresel duyarhliklar tarafindan sekillenen gecici bir alanda
varlik buluyor. Jest, 1sik ve bitkisel doku araciligiyla sézel olmayan bir bir aradalik dilini arastiriyor. Kamera, sabitlige direnen bir sirecin tanigina
dénUsUyor; yavaslik, cirime ve karsilikli bakim Gzerine kurulu bir karsilasmaya sahitlik ediyor.

Bitkiye donus eylemini belgelerken, imgeler kamuflaji bir yok olus olarak degil, bedensel ve politik sinirlarin ¢6zilust olarak derin bir butinlesme
olarak ortaya koyuyor. Bu calisma, antroposentrik disi ve sinirlar 6tesi bir bir aradaligi hayal etme yoninde ortak bir cabayi yansitiyor; yumusaklik,
varlik ve paylasilan ekosistemlerin olasiligi Gzerine gérsel bir meditasyon sunuyor.

This series of photography documents a performance that unfolded at the fragile intersection of human and vegetal life. The body becomes a
landscape, clothed in garments made from sprouted chia seeds used during the performance. Portuguese artist Ana Sousa Santos merges into
forest, transforming her clothing into a second skin—sprouting as a green membrane. As the photographer, my role was not merely to record
what was visible, but to engage with what was in the process of becoming—tracing the quiet and shifting thresholds between species, bodies,
and environments. The act of documenting thus moves beyond mere recording, evolving into a space of intercultural simultaneity. It becomes
a site where the two perspectives converge in the poetics of transformation, held under a shared attentiveness. This work emerges from a
temporary space shaped by differences in language, cultural imagery, and environmental sensibilities. Through light and vegetal matter, the
gesture searches for an unspoken language of co-existence. The camera becomes a witness to a process that resists fixity—a slow unfolding
rooted in decay, and mutual care.

By documenting this act of becoming-vegetal, the images present camouflage not as disappearance, but as a deep unification—one that
dissolves corporeal and political boundaries. The work reflects a shared effort to imagine a non-anthropocentric coexistence, one that
transcends boundaries, and offers a visual meditation on softness, being, and the possibility of shared ecosystems.

Bir Aradalik Koreografileri | Choreographies of Coexistence, 2025
Fotograf | Photography
Q0x60 cm (her biri | each)
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2002, quicnteg .
Malatya Turgut Ozal Universitesi, Sanat Tasarim ve Mimarlik Fakdltesi, Resim Bélimu
Malatya Turgut Ozal University, Faculty of Arts Design & Architecture, Department of Painting

James Bridle'nin Varolma Bicimleri adli kitabi, doganin tim unsurlari arasinda varoluslarindan itibaren siregelen bir iletisim ve senkronizasyon
biciminden s6z eder. Bridle, ortak yasam kdiltirane isaret ederken, birbiriyle baglantili varhklarin olusturdugu bu agin, baska dinyalarin
MUmkUnligund de icinde barindirdigini dne sirer. Bu baglamda Yerylzd Battaniyesi, insanhgdin distopik anlatisi icinde yeni bir gérme bicimini ve
misterek yasamin alternatif yollarini ortaya koyar.

In Ways of Being, James Bridle speaks of an ongoing form of communication and synchronization among all elements of nature—one that has
existed since the beginning of time. Pointing toward a culture of coexistence, Bridle suggests that this network of interconnected beings also
holds the potential for other worlds. In this context, Earth Blanket ofers a new way of seeing—an invitation to imagine alternative modes of
shared life within the dystopian narrative of humanity.

Yerylzl Battaniyesi | Earth Blanket, 2025
Biyomateryal | Biomaterial
200x250 cm
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Sevgi Tuncbilek

1987, Trabzon
Eskisehir Osmangazi Universitesi, Sanat ve Tasarim Fakdltesi, Gorsel Sanatlar Bolumu
Eskisehir Osmangazi University, Faculty of Arts & Design, Department of Visual Arts

. . =

LT

Agin icinde, geleneksel yorgan yapiminin tarihsel ve kiltirel agirhgin, dijital cagin simgesel dinyasiyla bulusturan bir anlati kurmayi amaclar.
Geleneksel yorganin sicakhgi ile ekran 1siginin soguklugu arasinda bir gecis noktasi olan bu eser hem bireysel hem de kolektif bir anlatiy:
simgeler. Yorgan Uzerindeki ikonlar; sosyal medyadan, video oyunlarindan, kullanici araylzlerinden alinmis gibi gériinse de aslinda glindelik
mitolojimizin parcalaridir. Bu parcalar, dijital diinyadaki kimlik yaratimina génderme yaparken, ayni zamanda insanin tarih boyunca kendini
anlama cabasini da hatirlatir. Her dikis, bir baglantidir; her motif hem bireysel hem de kolektif deneyimin parcasidir. izleyici ise bu agin icinde
yalnizca bir tanik degil, ayni zamanda bu cok katmanh agi kuran bir ilmektir.

Within the Network aspires to weave a narrative that intersects the historical and cultural weight of traditional quilt-making with the symbolic
world of the digital age. The artwork marks a point of transition—between the warmth of handcrafted quilts and the cold glow of the screen—
symbolizing both individual and collective narrative. While the icons stitched onto the quilt may appear to be drawn from social media, video
games and user interfaces, they are in fact fragments of our contemporary mythology. These elements speak to the formation of identity in the
digital realm while also echoing humanity’s quest for self-expression throughout history. Each stitch forms a connection; each motif becomes
part of a shared and personal experience. In this network, the audience is not merely a witness but a knot -an active node generative of the
work’s multi-layered web.

Agin icinde | Within the Network, 2025
Kumas kolaj, yorgan sirima | Fabric collage, quilting stitch technique
140x115 cm
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Bengisu Ustay

1998, Bursa
Koc Universitesi, insani Bilimler ve Edebiyat Fakultesi, Medya - Gorsel Sanatlar, Arkeoloji ve Sanat Tarihi Boltimleri
Koc University, Faculty of Social Sciences & Humanities, Department of Media & Visual Arts and Archaeology & Art History

Nesiller Arasi, tirler arasindaki ihtiyac iliskisini ve dogaya dair edinilmis bilginin kisisel bellekte nasil sekillendigini arastiriyor. Bir cocuga miras
kalan gézlem meraki zamanla bir anlatiya dénuserek, mese agacinda, mazi arisinda ve sayfalara sinen mirekkepte yeniden hayat buluyor. Sabit
bir anlati yerine, izleyiciyi kendi baglantilarini kurmaya davet eden yapi; gegcmis, simdi ve olasi gelecekler arasinda distinme alanlari yaratiyor.
Biyolojik ve kulturel siniflandirmalarin birbirine karistigr bu yerlestirme, insanin dogayi dizenleme arzusuna dair yanilsamasini géranir kiliyor.
Yoldas turlerin birlikte varolus bicimlerini yeniden distinmeye cagiriyor.

Intergenerational explores need-based relationships between species, seeking ways to shape accumulated knowledge of nature through
personal memory. The child’s inherited curiosity for observation gradually transforms into narrative, finding new life in the oak tree, the gall wasp,
and the ink that seeps into the page. Rather than imposing a fixed storyline, this structure invites the viewer to form their own connections
—opening spaces of thought between past, present, and possible futures. In this installation, where biological and cultural classifications
interweave, the human illusion of mastering or arranging nature is laid bare. It becomes a call to reimagine forms of coexistence among
companion species.

Nesiller Arasi | Intergenerational, 2025

Sanater kitabi, k&gt Gzerine dijital baski, 96 sayfa, dijital baski foto kolaj, kagit Gzerine el yazmasi metin | Artist’s book, digital print on paper,
96 pages, digital print photo-collage, handwritten text on paper

Degisken boyutlarda | Variable dimensions
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Biz adlandinyorvz. Biz yaziyoruz.,
Onlar yazamasz.
Peki ya ben de onlar ofsam?

Art olsam, Mese olsam, mazi olsam?

Ne olurum?

Farazit mi, mMisafir i

Belki 0 zaman daha iyi anlarim.
Eger bir bocek olsam.

135



Riken Delal Yildiz

2002, istanbul
Yildiz Teknik Universitesi, Sanat ve Tasarim Fakdiltesi, Fotograf ve Video BalUmu
Yildiz Technical University, Faculty of Arts & Design, Department of Photography & Video

Bu karede sevgili at antrenérd 6grencisi dostum Zahide ve Zeplin yer aliyor. O giin dért ati hazirlayip timarini yapmisti. Ben henlz atlarla ve
onunla yeni tanistyordum. Atlar hisleri cok ykli olan hayvanlar, Gdeta bir ayna gibiler. Nasil yaklasirsaniz onu alirsiniz. Zahide ¢cok yorulmasina
ragmen o guzel yaklasimiyla, onlari dinleyerek konusmasiyla Zeplin'i temizlemeye basladi. Gindn son atiydi ve ata sarilarak ondan gic almak
istedi. Tam sarildigr anda deklansérime bastim. Elimde analog makinem, azicik da olsa iceriye sizan isikla bu kare oraya ¢ikmis oldu.. Bir atin
kalp atislarini duyacak kadar yakin oldugunuzda, hayata bakis aciniz dedisiyor. Onunla kalkip onunla yatiyorsunuz &deta. Belki tarif etmesi
kulaga siir gibi geliyor, belki hissettirdikleri yazacagim satirlardan dékuliyor ama atlarla bir olmak, dost olmak bdyle derin hissettiriyor.

This frame features my dear friend Zahide, a student of a horse trainer, with Zeplin. That day, she had groomed and prepared four horses. It was
a time when both horses and Zahide were new to me. Horses are deeply sensitive creatures—almost like mirrors. They reflect whatever energy
you offer. Despite her exhaustion, Zahide approached Zeplin with her usual gentle touch, listening and speaking to him softly as she brushed
him. He was the last horse of the day, and when she hugged it, it was as if she was drawing strength from him. | pressed the shutter just at
that moment. | captured this image with my analogue camera, in the last light seeping in. Being so close to a horse—close enough to hear its
heartbeat—changes your perspective on life. You almost begin to sleep and wake up with them. It may sound poetic, as these feelings thread
themselves through words, but becoming one with a horse, and calling it a friend, truly feels that deep.

Dostum | My Friend, 2025
Fotograf | Photography
Kodak Ektachrome 200 expired film, fine art baski | Kodak Ektachrome 200 expired film, fine art print
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Engin Deniz Zabci

1996, Ankara
Hacettepe Universitesi, Guzel Sanatlar Fakdltesi, Resim Balumu
Hacettepe University, Faculty of Fine Arts, Department of Painting

Fiziksel Dinya, modern insanin unuttugu, ancak yeniden hatirlamaya basladigi temel bir bGtinltgl konu almaktadir. Zihin ile madde, i¢ ile dis,
metafizik ile doga arasindaki bélinmez birliktelik ve i¢ iceliktir bu. Bu butinlik, insan zihninin ayristirici egilimleriyle parcalanmis; bir dénem
hakikat yalnizca maddenin étesinde aranmis, sonrasinda ise yalnizca maddeye indirgenmistir. Bu yolda hem madde ruhsuzlastiriimis, hem de
insan kendi bilincini gercekligin 6znesi olarak gérebilme yetisini kaybetmistir. Ginimuizde ise, doga ve bilin¢c arasindaki iliski sorgulandik¢a bu
paradigmanin &tesinde yollar acilmaktadir. Bilincin yalnizca maddenin bir yan Grini olmadigi, onun 6zdnd olusturdugu anlayisi glin gectikce
daha fazla ytzeye cikmaktadir. Doganin bir zihni vardir, insan zihni ise doganin bir parcasidir ve ikisi birbirini yansitir. Film, dogadaki paternlerin
zihne dair soyut formlar olarak taninmaya basladigr gecissel bir degisimi gésterir. Boylece insan, cevresi ve zihni arasinda gecirgen bir birliktelik
yakalar.

Physical World explores a fundamental unity that modern humanity has long forgotten, but is just beginning to remember—the inseparable
entanglement of mind and matter, inside and outside, metaphysics and nature. This unity was fractured by the divisive tendencies of the human
mind: once, truth was sought only beyond the material, and later, it was reduced solely to matter. In this shift, matter was stripped of spirit,
and humans lost the ability to recognize consciousness as the subject of truth. Today, as the relationship between nature and consciousness
is increasingly re-examined, new paths emerge beyond this paradigm. The idea that consciousness is not merely a byproduct of matter, but
its very essence, is gaining ground. Nature has a mind, and the human mind is part of nature, the two mirror each other. The film captures this
moment of transition, where the patterns of nature begin to be recognized as abstract forms of the mind.

Fiziksel DUnya | Physical Realm, 2025

2D dijital animasyon | 2D digital animation

El ¢cizimi kareler ve dijital dizenleme | Hand-drawn frames and digital editing
310"
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AKBANK SANAT
istiklal Caddesi No: 8 Beyoglu 34435 istanbul
T:(212) 252 35 00-01
www.akbanksanat.com

METIN | TEXT
Ceren Erdem
Gonil Nuhoglu

CEREN ERDEM TURKCE METIN SON OKUMA | CEREN ERDEM’'S TURKISH TEXT PROOFREADING
Cicek Oztek

CEVIRi | TRANSLATION
Ceren Erdem
Oznur Karakas

FOTOGRAFLAR | PHOTOS
Serkan Yildirm

TASARIM | DESIGN
Co6zim

BASKI | PRINT
V Sekiz Basim Hizmetleri San. ve Tic. Ltd. Sti.
Tavukcuyolu Caddesi Palas Sokak No: 3
Yukari Dudulluy, Umroniye / istanbul
Tel: 0216 364 89 89








