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Girig: Snowblind
Aybiike Sanuc

Fotokeratit olarak bilinen Snowblind, yiiksck irtifada ve yogun karh yiizeylerden
goze yanstyan yogun g1k nedeniyle gdrme yetisinin gecici olarak kayboldugu bir
durumu tanimlar. Bu durum, gérmenin yoklugunun aksine gériisiin, karin beyaz-
ligida kaybolmadigy; fazlasiyla goriiniir hile gelen yiizeyin, bakist iglevsizlestir-
mesinden agiga cikar. Karm beyazlig, topragin hafizasma ait izleri gegici olarak
drterken, anlamin bulaniklagtigy, anlati sinirlarinin ¢ozildigii bir egik tretir. Ce-
po'nun (Nezir Akkul) Snowblind serisi, tam da bu esikte kendine yer edinir ve bu
muglak goriig alanina izleyiciyi de davet eder.

Birer birer gérme yetimizin yitirildigi esigin sinirlarda isik kirilir; yiizeye ¢arp-
tikca ¢ogalir ve dagilir. Cepo, bakigi sabitlemek yerine onu pargalara ayirir ve
yonsiizlegtirir. Bakigi, gordiigiimiiz ama ayirt edemedigimiz hatta tanimlarin si-
nirlarmt icermeyen bir araliga doniistiiriir. Cepo'nun sanat pratigi, yasadigi cog-
rafyanin camikligini tasiyan manzaralar etrafinda gekillenir; bu manzaralar ice-
ren sahnelerde yalnizea ima edilen ve sansiirlenerck goriinmez kilinan bir gerilim
hakimdir. Ufukea asih kalan, yon tayin etmeyen bir 151k noktasi ve sahneden bag:
kopmug organik formlar ile glinesi ¢agrigtiran motiflerin yer aldigi bu manzara-
larda, zaman ve mekin sinirlarini yitirerck birbirinin icerisinde kaybolur; cograf-
ya artik fiziksel bir koordinac degil, yersizlestiren bir mesafe olarak konumlanir.

Snowblind ile birlikte Ceponun sosyo-politik anlatilarmin manzaralary, geomet-
rik formlarm keskinligi ile izleyiciyi kargilar. Renkler soguklagir, alanlar belirgin-
lesir ve mesafeler smirlanir. Cepo, dengbéj gelenegini takip eder ve cografyasmin
hafizasinim, tagiyict roliinti tistlenir. Dengbéjlik, tarihsel ve toplumsal hafizay: soz
yoluyla aktaran bir anlatim bi¢imidir; deng, hem ses hem de haber anlami tagir.
Dengbéijler, kilam™* ve stran** araciligiyla gecmisi sirclanirken séz ile dile getir-
dikleri, her zaman cksik kalir. Anlati, tamamlanamaz ancak akcarilmaya devam
eder. Ceponun siikunet ve sessizlik arasinda gidip gelen manzaralari, bu tagima
bicimiyle ters bir iliski kurar. {zini strdiigi anlatilar ¢ogu zaman yerinden edi-
lerek yarim kalmigtir. Gepo ses ile degil manzaralarin sessizligi ile tanikliklarm:
gorsellegtiren bir dengbeje déniisiir ve agitlara eglik ederck onlari sessizee hayki-
rarak resmeder.

Kiire sozlii gc]cncgindc anlati nirc]igi tagtyan, gugun]uk]n tarihsel olﬂylﬂn, n§k1, gogti ve ko]cktif‘hnﬁmyl
konu alan uzun ezgiscl anlati.
“ Kiirt mﬂzigindc gcncl anlamda “§:u‘k1"y1 ifade eden; daha kisa, lirik ve melodik s6zlt miizik formu.

Giris: Snowblind

Sanat¢min dogup biiyiidiigii, tekrar tekrar yikima ugrayan ve hila dontismeye de-
vam eden bu cografya, Ceponun resimlerinde bir arka plan olarak degil, dogru-
dan yiizeyin kendisi olarak belirir. Tepenin Ardi (2022) serisinde bu yiizey, varsayi-
lan hakikatin sabitligini irdeler; goriinenin dtesine uzanan her anlati, ertelenmisg

distopik bir kargilasma halinde belirir.

Son Sular da Cekildiginde (2024) ile birlikte, ¢ekilmenin ardindan kurumus ¢orak
bir zemin agiga ¢ikar. Kavurucu bir sicakligm hakim oldugu bu manzaralarda, ka-
tedilen mesafe boyunca ilerliyormus hissi veren bu agiklik, bir yol ihtimalini ¢ag-
rigtirsa da uzadikea agirlagan ve asla ulagilamayan bir ana dondgiir. Bu baglamda
yol, 8zgiirliige degil, zorunlu bir harekete igaret eder. Suyun geri ¢ekildigi yerlerde
kalan tortu, hem fiziksel hem de zamansal bir iz olarak belirir. Bablisok (2025)
serisinde bu izler, kum firtinasmin bulaniklagurdig bir gériis alanimda yeniden
dagilir; hakikat, ideolojik miidahalelerle sekil degistirebilen kirilgan bir yap: ha-
line gelir. Sonsuz Kesik (2025) ise bu kirilganhigy, bir kez daha parcalar ve yckpﬁrc
bir diizlemde agiga ¢ikar. Birbirinden yalitilmis sahneler, yalnizca mekansal degil,
diigiinsel ve tarihsel bir ayrismaya da isaret eder. Ceponun bireysel siireclerini
aynalayan manzaralarm tiimii, bir yeri temsil etmekeen ¢ok, kesintiye ugramug bir
biitiiniin izlerini tagiyan imgelerin hafizast olarak belirir.

Snowblind'da toprak, yalnizea fiziksel bir cografya degil yasi cutulamayan acilarm
ve eksik kalmig hikayelerin kaydini tutan bir bellektir. Ceponun eserlerinde his-
settigimiz duraganlik, mecburi bir gé¢iin agur yiikiinii tagir. Bu baglamda manza-
ray1 bslerck ufukea siliklesen yol, dzgiirliige agilan bir sinir1 degil faili mechul bir
yazgiyt imgeler. Resimlerdeki hareket, bir varig nokeasi olmaktan ¢ikarak tekinsiz
ve zorunlu bir giizergiha dogru ilerler. Nihayetinde izleyicinin kargisinda uzanan
bu ugsuz bucaksiz yol, dengbejlerin sesinin boglukea asili kaldigi gorsel bir agidin
yankisina doniigiir.



Ez ¢iim, r¢é diréj bil, dengé min li wir ma. Ez ¢iim, r¢ diréj bil, dengé min li wir ma.
(Gittim, yol uzundu, sesim orada kald:.) (I left; the road was long, my voice stayed behind.)

-Anonim dengb¢j geleneginden -From the dengb¢j tradition



Intro: Snowblind
Aybiike Sanuc

Snowblind, also known as photokeratitis, is a temporary loss of vision caused by
intense light reflected to the eye in high alticudes and snow-covered surfaces.
This condition does not emerge from an absence of sight, but rather from its
excess: vision does not disappear into the whiteness of snow; instead, the overw-
helming visibility of the surface renders perception inoperative. As the whiteness
of snow temporarily veils the traces embedded in the land’s memory, it produces
a threshold where meaning blurs and the limits of narration begin to dissolve. It
is precisely within this indeterminate field of vision that Cepo’s (Nezir Akkul)
Snowblind situates itself; inviting the viewer into this ambiguous terrain.

At the boundaries where vision gradually begins to fail, light fractures; as it stri-
kes the surface, it multiplies and disperses. Rather than stabilizing the gaze, Cepo
fragments and disorients it. His vision dissolves into a ficld, perceived, yet no
longer understood, unfolding into an array where distinctions dissolve and de-
finitions no longer hold. Cepo’s practice unfolds through landscapes that bear
witness to the geography he inhabits; within these scenes, tension is not overtly
presented but implied —suppressed, obscured, and rendered invisible. Suspended
points of light that no longer guide, detached organic forms severed from their
ground, and sun-like motifs constitute these landscapes. Here, time and space
lose their boundaries and collapse into one another; geography ceases to function
as a fixed coordinate and instead emerges as a shifting distance.

With Snowblind, the landscapes through which Cepo has long articulated soci-
o-political narratives confront the viewer through the sharpness of geometric
forms. Colors grow colder, ficlds become more defined, and distances feel cons-
trained. Cepo aligns himself with the dengbéj tradicion, assuming the role of a
carrier of his geography’s memory. Dengbéjlik is an oral practice through which
historical and collective memory is transmitted; the word deng signifies both
voice and news. Through kilam™* and stran**, dengb¢js carry the past, yet what is
spoken always remains incomplete. The narrative can never fully resolve, it per-
sists in transmission. Cepo's landscapes, oscillating between stillness and silence,
carry an inverse relationship in which traces are often displaced, left unfinished.

In Kurdish oral tradition, a long—ﬂn'm, melodic narrative that conveys themes such as history, love,
migration, and collective memory.
A gcncm] term for “song" in Kurdish music; typically shorter, lyrical, and melodic in form.

Intro: Snowblind

Cepo himself cransforms into a dengbej that renders the serenity of the landsca-
pes; like a witness to the scenery, the artist echoes silent laments.

The geography in which the artist was born and raised, repeatedly subjected to
destruction, and still in a state of transformation, appears in his paintings not
as a background, but as the surface itself. In the series Beyond the Hill (2022), this
surface unsettles the stability of an assumed truth; every narrative that gestures
beyond what is visible unfolds as a deferred, dystopian encounter. When the last
waters recede (2024), lays bare a droughted, barren landscape that is dominated
by an oppressive heat, the wide horizon that stretches across distance evokes
the possibility of a road; yet as it extends, it grows heavier, turning into a mo-
ment that can never be reached. In chis sense, the road does not signify freedom,
but a compelled movement. What remains where the water has receded becomes
both a physical and temporal residue. In the series Bablisok (2025), these remnants
scatter once more within a field of vision blurred by sandstorm-like conditions;
cruth emerges not as something fixed, but as a fragile structure reshaped through
ideological forces. Endless Cut (2025) fractures this frzlgility further across a sce-
mingly unified planc. Isolated scenes point not only to spatial division, but also
to intellectual and historical disjunctions. The landscapes that mirror Cepo’s self’
unfolding do not represent a place; rather, they evoke a memory of images shaped
by interruption.

In Snowblind, the land is no longer merely a physical geography, but a recollection
that holds the record of ungrieved losses and unfinished stories. The stillness we
encounter in Cepo’s works bears the weight of forced displacement. The road,
which fades into the horizon, does not mark a passage toward freedom, but gestu-
res toward an unresolved fate. Movement within these paintings loses its destina-
tion, unfolding instead along a disquicting and inevitable trajectory. Ultimately,
the vast vista that confronts the viewer transforms into a visual lament, one in
which the voice of the dengbéj lingers in suspension, never fully arriving, never
entirely gone.






Snowblind serisi / series No:1, 2026
Tuval iizerine akrilik

Acrylic on canvas

174 X 274 cm

Snowblind serisi / series No:3, 2026
Tuval iizerine akrilik
Acrylic on canvas

159 X 253 cm
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Snowblind serisi / series No:2, 2026
Tuval tizerine akrilik

Acrylic on canvas

166 x 486 cm
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Snowblind
Yekhan Pinarligil

Diinyay ¢izdim yusyuvarlak ve turuncu.
Karalari ¢izdim. Akarsulari, ovalart
Bunlart hi¢ silmeyecegim. Diiglerine girene ve ¢tkmayana degin.!

Snowblind bir sergi. Sergi bir seri. Seri bir sessizlik. Altr tane manzara. Yalin ama
bag dondiiriici. Aler farkh pencere, Istanbul'un gobeginden meghul topraklara,
unutulmus manzaralara acilan. Saglam basilan beton salonlardan kaygan zeminle-
re, mantikla inga edilmis dikddregen ¢ercevelerden, bakigin yakalamakea neredeyse
Zorl:mdlgl gizemlcr diyarma dogru altl bﬁyiﬂ{i gegit. Al farkls susmak, aler kez
dalgm bir seyre davet. En az ala farkl yol, sanat¢imin actigs, sanatgidan agilan ve
izleyenin en derinine giden. Bilincin altina inmek, bir i¢gdzleme baglamak i¢in, ya
da en azindan unutmak, kendini hiilyalara birakmak, biraz siiktinet, biraz gozlerini
kapamak icin.

Snow

Elbet sabah da olur, zamam gelince, elbet, yalmz kentlerin, denizlerin, diizliiklerin iistinde
dogacak degil ya giines, elbet, burda da, oldugumuz yerde de, karlarn, karli kayalarm
iistiinde, agagsiz ¢iplak daglarda da dogar giines, ciim giizelligiyle, tim korkungluguyla.

Acarsin pencereni, bakarsin, kars: tepeden yiikseliyor giines.

Aligimlart karlarin istiinde yansimakea. Bir giin daha baglyor, dersin. Gece bitti, dersin.
Uykusuz, uykulu, diigsiiz, korkulu diislerle dolu bir gece daha bitti, dersin. Sancilarla

dolu bir gece daha bitti ya, gene sabah oldu ya, dersin. Cok siikiir gene sabah oldu, dersin.

Giinegin yiikselisini, gozle goriilen yiikseligini izlersin bir kez daha, daha yiizlerce giin

izleyecegin, baskalarimn binlerce, binlerce giin izledigi giindogumuna, sanki yeryiiziiniin ilk

giindogumuna tamk olan, ilk yarankmigsin gibi bakabilirsin.*

1 Ferit Edgii, O / Hakkari'de bir mevsim, Ada Yayinlary, Iscanbul (Altnct baski), 1990.
2 Ferit Bdgii, O / Hakkari'de bir mevsim, Ada Yaymlart, Istanbul (Altiner baska), 1990.
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Yekhan Pinarligil

Gerek cografi olsun gerek sosyal, kent hayatinda olsun ya da kirsalda, kalabalikea ya
da yalmz, Gepo kendini gcvreleycn tiziksel ve ruhsal alana gegirgen bir bigimde tire-
tiyor. Bir ba§ka dcyi§l€ resmettigi imgelerdc en yakmm izleri var. Nefes ya;‘;man]am
kar1§1yor bir kere. D1§ar1dan igeri bir tortu gibi, bir ipucuya da hafiza gibi sizanlar,
dznel hikﬁycde damitiliyorlar. 1mgclcr yeserdikleri topragin ruhunu avliyor, hemen
§imdiden, bugi’m buradan Geponun esrarhi diinyasma agﬂlyorlar.

ilk eserlere ulvi bir konum atfermek ne kadar yanh§sa, ilk ilhamlarin haberci ruhla-
rini yadmmak da ihmal olur. Ceponun erken dénem eserlerindeki sahneler de yakm
gevresine duydugu hassasiyetlc §Cki]lenmi§. rouk]ugunda hayal di’myasl hentiz ge-
1i§irken, kﬁy yerindc tesadiifen kar§1sma gll{an kirmizi kamyon ba§ka bir diinyad:m
gclcn bir UFO gibi adeta. Hayret ve hayranhk sebebi. Biitiin kéhneligine ragmen
sanatgida biiyiik bir heyecan uyandiriyor. Belki hi¢c gérmedigi yerlerden geldigin-
den, belki de onu hig gérmcdigi di’mya]ara gdtﬁrebilecek olmasindan. Ayni minvalde
bir de yo] hikﬁyesi sicak hiiztinle umudun kar1§1mmdzm dogmu§. Kii(;iik bir k(jydc
ba§ka ycrleri hayal ederek bﬁyﬁdﬂm, diye (Szetliyor Cepo. Yol serisi bu haya]leri, yola
gidenlerin veya kalanlarin dii§ kirikliklarini an]atlyor. Belki de (;epo icin kamyo—
nun énemi yolu tutkulu kilmasindan. Yolun gortinmeyen kismina bir heyecan, bir
anlam yiikledigi icin.

Kar§1la§t1gmda eski piiskii hacra dokiik durumdaki aracin Ceponun haya]lerindc
parlak kirmiz1 bir kaportasi var. Bu dénemki eserlerde renkler ciimbiislii, firca dar-
beleri sert, kurgu yogun. Newroz serisi 6rnegin, heyecam hissedilir boyutta, kutla-
malarin atmosferi renkli ve kalabalik. Sinir kavrami etrafinda dt’l§i'1ndi'1gii kurgular
da aymi gekilde yogun ve yiikliiler. Renkler yine doymus, fir¢a darbeleri belirgin,
ifade sert. Ancak zaman ilcrledikge, seriden seriye sanat¢inin katettigi bir yol, este-
tik bir yolculuk beliriyor. Cevreyle i¢ diinya arasinda, gokyiiziine karigan toprakea,
goriinenle gériinmeyenin sinirinda bir arayist var Cepo'nun. Kurgular giderek sa-
delesiyorlar. Tabloya dahil ettigi 6gelerin konturlart keskinlesiyor, neredeyse soyur,
geometrik desenler ortaya cikiyor. Yiizeyde biiyiik bog alanlar var. Bakis olaylara ya
da hikayeye esir degil, bakis yiizeyde 6zgiir. Figiirler nadide, s6z yalin. Snowblinda
geldigimizde ise, bakmakean diiglemeye dogru bir davet var. Eserlerle mantigin hiik-
miinde, farkl: bir alanda iliski s6z konusu artik

Snowblind sanat¢inm son dénem eserlerinden oluguyor. Kékenleri bilincin derin-
liklerine dogru uzaniyor. Karh bir kis sabahi sanat¢inin soguk ve sade atélyesinde

Snowblind

bilincli bir sessizlik icerisinde hayat bulmuslar. Aciligtan kisa siire énce bitirilmis,
kisin en yogun zamaninda, sogukla daha soguk, karla sis arasinda bir dénemde res-
medilmisler. Cok yakin zamanlari tcanmimlayan, ¢ok yakin zamanlarda camamlanmig
manzaralar bunlar. Sanat¢inin schirle arasina mesafe koydugu bu giinlerde, siliict-
lerin yer]erinde soluk renkler, kalaba]lgm ycrindc b0§luklar, g0z alabildiginc ovalar
var, ovalarm arkasinda yﬂkscltilcr, ve nereden gcldigi, nereye gictigi meghu] yollar.
Belki de bu yiizden, sergideki bu biiyiileyici ve yalin manzaralarda en ¢ok kig var.
Sanatgt, defalarca geqrigi karla kaph ovalari biraz di'1§ijnceli, biraz endi§eli, biraz da
kaybolamk seyrettigi icin. Arka p]anda tarih ve l(urgu, hafiza ve aktarim gibi uy-
garlik sorunsallari. Yiizeydeyse, figiir ve soyut arasindaki muglak alanda Cepo’nun
estetik arayisindaki son durak. Tablolarin her biri gecici korliik tetikleyen mor dtesi
ahenkle insa edilmis. Her sey tam da bu sinirda, gérmekle grememek arasinda...

Giines hakim eserlerin yi’lkseklcrinc. Ve giines gok seye delalet. Dogmaya da batmaya
da, yaza ama bazen de k1§a, gériilcne ya da saklanana, 15182 ve gélgeye, hayata hatta
oliime... Bir Tanr1 gibi ya da belki sadece devasa bir ates topu olarak, giines bizlerden
cok yukarida, varliga ve yok olmaya dair, dylece duruyor. Sanat¢inin iglerinde, ilk
belirdiginde rengi de Var]1g1 da sicak. Ancak Geponun sanatsal yolculugu onu sade
kompozisyonlara siiriiklediginde giinesin feri de yerini soguk bir 1s1maya birakiyor.
Snowblind'daki karla kaph manzaralarda glineg artik k1§ glinesi. Isitmakean gok kar
topluyor.

Uzun bakilan giines gibi kar da korlagi tecikler. Bembeyaz manzara énce sitkunetle
bi’lyiiler bakani, sonra onu yavagea igine alir. Biittin defolar: kapanm1§t1r yerytzii-
niin, topragin pek de eckileyici olmayan rengi, diizensiz dokusu, bu asag: diinyanm
tim §aibeli detaylzu‘l, yerlcrini kusursuz bir ortiiye birakirlar. insanlik ya da mede-
niyet denen ¢ilgin projenin diinya iizerindeki izleri de silinmigtir. Sadece olasiliklar
kalir, bir de hayal]er. Kisi kendini de unutur geemisini de. Sonsuz beyazhgm sahte
masumiyetine kapilir, ancak maruz kalinan mor tesi 191ma korneayr yakmigtir ar-
tik. Bir middet dctaylar silinecek, renkler solacak, bak1§ donacak. Bir perdc gibi,
kar hafizanin yerini almigtir bir kere. Bakig da biling de pusludur bundan béyle.
Uykuya geeis aninda ya da tam tersine uzun bir uykusuzluk halindeki gibi.

Geponun yakm gevresiylc olan i]i§kisini g0z oniinde bulundurdugumuzda, k1§ ve
kar tablolarin yap11d1g1 déneme, ocak ayinin soguguna igaret cdiyorlar. Ancak ayni
zamanda kar, sanat¢inin gocuklugundan kalan bir tortu. Resimler, hem ki§isel hem
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de toplumsal tarihe aciyorlar. Sabah cizirtili radyodan yayilan tiirkiilerin egliginde,
kéydcki evin penceresinden karla kaph daglarl izlcyerck gegirdigi zamanlar1 hatirli-
yor sanat¢t. Uzaklara bakarak hayallere daliyor. Tepelerin arkasida, yolun kivrim-
larindan sonra, kar k&jrlugﬂnﬁnﬂn orceiigi, sakli kalanin gizemli gekimi sz konusu.
Bir kez daha bilinmeyene duyulan merak ve arzu...

Blind

Sende yasayanlar

ne Tanrilar, ne insanlar

hi¢bir iz birakmams gibidirler.

Ola ki Tanrilar hi¢hir zaman ugramadilar semtine

ama insanlar

yiizyillar boyu gelip sende yerlesenler, kaganlar, korkanlar,
yalgin kayalarinda bir korunak bulup,

corakhgima, dayamlmaz iklimine karsin sende karar kilanlar,
seni barinak bilenler, sende yerlesenler

ni¢in bir iz birakmadilar arkalarinda

o kagan, durmadan kagan halklar

kovalanan ve kovalayanlar? 3

Snowblind'da tablolar gdrkcmli denecek kadar bilyiik, ancak imgeler lirpertici sade-
likee. Yiizeye ba§ dondiiren b0§1uklar hakim. Uzakta birkag dctay, gﬁzergﬁhmdfm
mahrum yollar, tek bir agac, belki de eski bir elektrik diregi... h;ine kapanm1§, ken-
dine diinmii§ bir ruh hali, havada yogun bir sis var, toprakta bir ortii, bir de gézleri
de bilinci de kamagtn‘an mor Stesi bir 1§1k. Firtinadan hemen 6nceki sakinlik, ya da
belki hemen sonrasi, bir tufan ya da bir kasirga gegmis buradan, detaylar: silmis.
Yok yerde ya da hig yerdc, bir diyarm hig bir yerindeyiz. Manzara isimsiz, toprak
gecmigsiz...

Cografyanim ad1 yok, topraklarin adi yok, daglarin adi yok bu resimlerde. Ya da ad-
larim koymamay1 tercih edelim, bu kez bir kereligine. Bu kadarcik ycrde bu kadar
gecmigi yiiklenemeyeccgimiz icin biz de isimleri unutalim. Zira bugiin ihtiyag, Cog-
rafyanm sani degil, efsanelerindeki kan degil, gegmigin gt’)lgcsi dcgil. Bugiin clzem

3 Ferit Edgt’l, O / Hakkari'de bir mevsim, Ada Yﬂ)’!’n]ﬂl‘l, istanbul (Altinct baski), 1990.

Snowblind

olan duygunun hafizasi, bir de unutulmug olanin unuculdugunun idraki. Bu ocak
aymda hicaba girmis, sergi]enen ama g()'rijlmcyen toprak7 adi ne olursa olsun, rengi
ne olursa olsun sirayet ediyor igte icimize.

Tablolarin karsisinda dylece duruyoruz. Oturmayr teklif ediyorlar. Bazen oturuyo-
ruz. Bazen de oturmak miimkiin degil. Ceponun tutumu son derece sefkatli, bir
somiri yok, izleyeni esir alacagl asirt dramatik bir kurgu yok. Buna ragmen bir an
ge]iyor, bir drperti, ya da bir his, bir §Cylcr kendi tarihimizi tctikliyor. Bogazda bir
diigiim, yutkunmak ne miimkiin. C()graf}’a}’a ait hissedip hissetmemck dcgil mesele.
Aidiyetle alakals hig degil. Ama bir an ge]iyor, bazilarimizin bu gi)’rse]ler ontinde nu-
tuklar tutu]uyon Oylc sakin, ama 6}’16 dolu. Oylc dolu ama (iyle de glicsiiz, edilgcn,
ctkisiz. Ruh yijklij, ruh puslu. Gozler mi bugulu tablolar m1? Yoksa sis manzarada
mi1? Cografya mi1 bulutlu, giindiiz mii alaca, gece mi agarmig sabahin buzlu ¢ig ta-
nelerinde? 1z]iyoruz. Durmusuz t')ylcce, gizemin koltuklarindan manzarayi seyredi—
yoruz. Bir yol hepi topu. Bir giines. Sicagi yok. Ciliz ve titrek. Hog zaten buralarda,
yllba§mda, glinesin hiikmii kar toplamak sadece.

Kar da glines gibi, gecede dolunay gibi yakar gozii. Kisik ve kama§m1§, g()'z]er kor
bugi'm. Ve tabi gézler kor bugiin. Durun durabilirseniz. Perde kapanmad;m once,
en son goriilen imgenin karsisindayiz. Manzarada detay yok, manzarada beden yok,
manzarada arabesk yok artik. Mechul bir zaman. Belki bir sonsuzluk belki bir kac
saniye. Yavasca, sessizce siliniyor her sey. Siz bakarken yok oluyor figi’u‘lcr. Giinese
ciret eden Tkarus gibi, Ceponun manzaralart da erimeye yiiz cuemusglar. Kar bakigla-
r1 sitkunetle ele gegirmis. Yanik bir fotograﬁaki sahnenin kaybolmas1 gibi7 objektif
kapantyor, kalin bir sis iniyor. Tutun tutabilirseniz simdi senaryodan kalanlari, ta-
rihin unuttuklariny, agiklarin binlerce yildir kulaklarimiza fisildadiklarim.

Sisin arkasinda, karin sessizliginin altinda hikﬁyeler yatiyor belli ki. Kimileri sus-
mus, kimileri unutulmu§, kimileri heniiz yasanmamig, ama kaglmlmaz bir §ckildc
tekrar unutulacak hikayeler. Son derece kasvetli bir romanin hentiz baglangicinda-
yiz. Yagar Kemal'in bir (5y](1‘isii mesela. Romandan uyarlanacak filmin seti kar§1m12—
da. Biraz 1ssiz, biraz yalmzhk. (;ckimler ba§lam1§ mi1? Yeni mi bitmi§. Kar yagmis da
iptal mi olmug? Ceponun i¢ ¢ekisinden tuvale dokiilmiis senaryolar, manzaralarda
saklilar. Snowblind'daki atmosferde siitkunet ses yoklugundan degil, siikunet hikaye-
lerin susmus olmalarina delalet. Sessizlik bir anit gibi karsimizda.
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Anitlar genelliklc birilerinin biiyiik harfli sozleri olurlar. Aniclar gcncl]ikle gok
yi’lksek sesle, otoriteyle, vakur bir edayla anlatirlar. Ustelik bizim hikﬁyemizi bize,
bizden daha ger¢ekei anlatirlar. Gergek bir taneymis gibi. Ve de o kadar ¢ok tekrar
ederler ki, hikﬁye unutulur, geriye sadece tekrar edilen siislii bir tek kelime, gok
ragbet goren bir motif kalir. Bir bakmigiz hayat olmus bir dantel. Giizelee ticiilemis,
televizyonun izerine serivermisiz. Bakmglrmz tek ycrde durmadan tekrar eden ha-
yatimizi g(ﬁrc]im diyc.

Ceponun manzaralart goriilmeyene doniik. Duyulmayanin sessiz aniclart burada,
bir de ta§1d1klar1 sessiz ahlar. Susmusg hikﬁyelerin devami, higbir yere varmiyor gibi
gorlinen yo]larm sonunda. Bir yiiriisek oralardan, bir icine gircbilsek bu resimlerin,
Slumli oldugumuzu unutacagiz belki. Baktlkga bu manzaralara, bizim hikﬁyeleri—
miz de, ne kadar kisa, ne kadar ugari, ne kadar kirilgan da olsalar topraga karigiyor,
kar ve zamanin 6rtiisii aleinda giin gelip var olabilecek gibi bekliyorlar.

Zamana biraksak her seyi, hi(;bir not almasak, yazmasak, hatirlamasak, tarihsel bir
rastlanti olarak degil de kendimizi korumak i¢in unutsak. Toprak yine de ona birak-
t1gimiz hikﬁyeleri tutar, Tarih buralarda da kok salar m1? Baharda karlar eridigindc
altindan ¢ikacak kalintilar mechul. Bu kalmulardan yine de bir roman ¢ikar m1?
Sessizlik biter de oralardan tesadiifen geeen bir dc’ngbcj 1slik galmaya ba§1ar mi?

Dag basinda at iistiinde

Yasamin g(’izﬁlmcz haritast elinde
Denizlerin ézleminde

i Zerliyor bir kimse

Haritasun da ¢izecek bir giin
Daglarm, diizliiklerin ve insanlarim
Bugiinii yasayarak gegmisini bulacak
Yarin zaten kagimlmaz bir yolculuk.*

Peki ya sonraki kis? Peki ya sonraki yolculuk? Karin kor eden 15181 dnce bakist sonra
bilinci bir daha yakar mi1?

4+ Ferit Edgﬂ, O/ Hakkari'de bir mevsim, Ada Yﬂymlﬂn, istanbul (Altinct baski), 1990.

Snowblind

Snowblind serisi / series No:6, 2026
Tuval tizerine akrilik

Acrylic on canvas

146 x 261 cm
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Snowblind
Yekhan Pinarligil

I drew the world, perfectly round and orange.
I drew the lands. The rivers, the plains.
[ will never erase these. Until they leak into your dreams and never leave."

Snowblind is an exhibition. The exhibition is a series. The series is a silence. Six land-
scapes. Austere yet dizzying. Six different windows open from the heart of Istanbul
onto unknown lands and forgotten landscapes. Six magical passages, lead us from
solidly trodden concrete halls to slippery grounds, from logically constructed rectan-
gular frames toward a realm of mysteries that the eye can barely grasp. Six different
ways of being silent, six invitations to a wandering gaze. At least six different paths
open, by and from the artist himself, reaehing to the deepest parts of the viewer.
To descend beneath consciousness, to begin an inward contemplation, or at least to
forget, to surrender oneself to reveries, for a little calm, for a moment of closing one’s
eyes.

Snow

Of course the morning arrives, when the time comes; of course the sun will not only rise over
cities, seas, and plains; of course it rises here too, where we are, over snow, over snowy rocks,
over bare treeless mountains, with all its beauty, with all its terror.

You open your window, you look and see: the sun is rising over the opposite hill.

Its crimson rays are reflecting on the snow. Another day is beginning, you say. The night is
over, you say. Another sleepless, drowsy, dreamless nighe full of fearful dreams is over, you
say. Another night full of pain has ended, yet morning has come again, you say. Thank God,
morning has come again, you say. You watch once more the sun’s ascent, its visible ascent,
and as you watch this sunrise, which you will watch hundreds more times, that others

have watched thousands and chousands of times, you may look at it as though you were
witnessing the first sunrise on earth, as though you were the first creature.”

1 Ferit Edgﬂ, O/ Hakkari'de bir mevsim, Ada Yﬂyml:{n, Istanbul (6th edition), 1990.
2 Ferit Bdgti, O / Hakkari'de bir mevsim, Ada Yayinlari, Istanbul (6¢h edition), 1990.

Snowblind

Whether gcogr;{phical or social, whether in city life or in the countrysidc, amid
crowds or in solitude, Cepo produces ina permeable way to the physieal and spiritual
space surrounding him. In other words, the traces of what is closest are present in the
images he paints. Breath mingles with lived experiences once and for all. What seeps
in from outside to inside, like a residue, like a clue or a memory, is distilled within che
subjective story. The images take on the spirit of the soil from which they sprout, and
already, from here and now, they open onto Cepo’s enigmatic world.

Just as it is wrong to assign a lofty stacus to carlier works, it would also be neglectful
to deny the hemlding spirit of first inspirations. The scenes in Cepo's early works,
too, were shaped by the sensitivity he fele toward his immediate surroundings. In his
childhood, as his world ofimagination was still developing, ared truck that happened
upon in the village was almost like a UFO from another world. A cause for astonish-
ment and admiration. Despite all its deerepitude, it stirred great excitement in the
artist. Perhaps because it came from placcs he had never seen, or perhaps because of
the potential to carry him to worlds he had never been. In a similar vein, there is also
a story of the road, born of a mixture of sorrow and hope. I grew older imagining else-
where in a small Village, Cepo summarizes. The Road series tells of these dreams, those
who embark on a journey or the disappointments of those who remain. Perhaps for
Cepo the truck matters because it inseminates the journcy with passion, as it loads
the unseen strecch of the road with excitement and meaning.

When he encountered the vehicle, it was old and battered, even dilapidated, yet in
Cepo's imagination it had a bright red body. In the works of this period, colors are
exuberant, brushstrokes harsh and composition dense. The Newroz series, for example,
is eharged with palpable excitement; the atmosphere of the celebrations is colorful
and crowded. The compositions that Cepo created around the idea of borders are
similarly dense and burdened. The colors are again saturated, the brushstrokes pro-
nounced, the expression harsh. Yet as time passes, from series to series, the road the
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artist has traveled, an aesthetic journey, becomes visible. Between the environment
and the inner world, in the earth mingling with the sky, on the bound;n‘y between the
visible and the invisible, Cepo has a pursuit. The compositions grow steadily simpler.
The contours of the elements he includes in the painting become sharpcr; almost
abstract, geometric patterns emerge. There are large empty fields on the surface. The
gaze is not captive to events or to story; the gaze is free upon the surface. Figures are
rare, the language is plain. And when we arrive at Snowblind, there is an invitation to
move from 1ooking to imagining. Now, the relationship with the works belongs to a
different realm away from the i‘uiing of\iogic.

Snowblind consists of the artist’s recent works. Their roots extend toward the depths
of consciousness. Thcy came to life in a deliberate silence in the artist’s cold and piain
studio on a snowy winter morning. Concluded shortly before the opening, painted
in the height of winter, in a time between cold and greater cold, between snow and
fbg. These are landscapes that define a very recent time, completed in that very recent
time. In these days when the artist has placed distance between himself and the city,
pale colors take over where silhouettes once were, empty spaces where the crowd once
was, plains as far as the cye can see, clevations behind the plains, and roads of un-
known origin and destination. Perhaps that is why winter is the most evident in these
captivating and austere landscapes in the exhibition, as the artist has watched the
snow-covered plains he has crossed many times somewhat pensively, somewhat anx-
iously, somewhat lost. In the background lie problems of civilization such as history
and fiction, memory and transmission. Meanwhile, on the surface, in the ambiguous
zone between figure and abstraction, lies the latest stop in Cepo's aesthetic pursuit.
Each painting is constructed wicth an uleraviolet harmony that triggers temporary
blindness. Everything is 1'ight on this threshold, between seeing and blindness...

The sun reigns over the upper reaches of the works. And the sun signifies much. It
points to rising and setting, to summer but sometimes also to winter, to what is scen
or what is hidden, to iight and shadow, to life and even to death... Like a god, or per-
haps only as an immense ball of fire, the sun scands far above us, bearing on being and
non-being. In the artist’s work, when it first appears, both the color and the presence
is warm. But when Cepo’s artistic journey leads him toward simplified compositions,
the sun’s radiance too gives way to a cold gleam. In the snow-covered landscapes of
Snowblind, the sun is now a winter sun. More than warming, it is gathering snow.

Snowblind

Like staring at the sun too long, snow too triggers blindness. The all-white landscape
first enchants the viewer with its calmness, then slowly draws them within. All the
defects of the carth have been covered over; the soil’s not-so-impressive color, its ir-
regular texture, all the dubious details of this lower world give way to a flawless cover.
The traces on carth of the mad project called humanity or civilization have also been
erased. Only possibiiities remain, and dreams. One forgets oneself and its past. One is
carried away by the false innocence of endless whiteness, yet the ultraviolet radiation
has already burned the cornea. For a while details will vanish, colors will fade, the
gaze will freeze. Like a curtain, snow has taken the place of memory, once and for all.
From now on, both the gaze and consciousness are misted over. Just like the moment
before sleep, or on the contrary in the midst of long wakefulness.

When we consider Cepo’s relationship with his immediate surroundings, winter and
snow lead us to the period in which the paintings were made, to the cold ofjanuary.
But at the same time snow is also a residue from the artist’s childhood. The paintings
open onto both personal and social history. The artist remembers times spent watch-
ing the snow-covered mountains from the window of the village house, accompanied
by folk songs cmckling from the radio in the morning. He gazes into the distance and
drifts into daydreams. Beyond the hills, after the bends in the road, there is the mys-
terious puii of what remains hidden, veiled by snow blindness. Once again, curiosity
and desire for the unknown...

Blind

Those who live in you

neither gods, nor people

seem to have left no trace at all.

Perhaps the gods never once passed through your district,
but people

those who for centuries came and settled in you, fled, feared,
found refuge on your steep rocks,

those who, despite your barrenness and your unbearable climate, chose to remain in you,
those who took you as shelter, those who settled in you

why did they leave no trace behind them,

those fleeing, constant fleeing civilizations,

those who were pursued and those who pursued? 3

3 Ferit Edgii, O/ Hakkari'de bir mevsim, Ada Yaynlari, Istanbul (6th edition), 1990.
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In Snowblind, the paintings are large enough to be called monumental, yet the images
are chillingly simple. Vast, dizzying7 cmpty spaces dominate the surface. A few details
in the distance: roads deprived of their route, a single tree, perhaps an old electricity
poie... A withdrawn, inward-turned mood; a dense fog in the air, a cover upon the
earth, and an ultraviolet light that dazzles both the eyes and the mind. The calm just
before the storm, or perhaps just after it; a deluge or a hurricane has passed through
here and erased the details. In a non-existing place, nowhere, we are in the nowhere
of some land. The landscape is nameless, the earth without a past...

In these paintings the geography has no name, the lands have no name, the mountains
have no name. Or rather, let us choose not to name them, this once, just for once.
Since in such a small space we cannot bear so much of the past, let us too forget the
names. For what is needed today is not the glory of geography, nor the blood in its
iegends, nor the shadow of the past. What is essential today is the memory offee]ing,
and the awareness that what has been forgotten has indeed been forgoceen. This Jan-
uary, this land veiled in modesty, exhibited yet unseen—whatever its name, whatever
its color—seeps into us.

We stand before the paintings just like that. They offer us a seat. Sometimes we sit.
Sometimes it is not possible to take a seat. Cepo’s stance is extremely tender; there
is no exploitation, no excessively dramatic construction that would hold the viewer
captive. And yet a moment comes, a shiver, or a feeiing7 something triggers our own
history. A knot in the throat; swallowing impossible. The issue is not whether one
feels belonged to this geography or not; but also not about belonging at all. But there
comes a moment when some of us are struck speechless before chese images. So calm,
yet so full. So full, and yet so powerless7 passive, inactive. Laden soul, misted soul. Is
it the eyes that are clouded, or the paintings? Or does the fog exist within the land-
scape? Is the geography clouded, the daytime dim, or the night whitening in the icy
dew of dawn? We watch. We stand there motionless, watching the landscape from
the seats of mystery. Nothing more than a road. A sun. It has no warmth. Feeble and
trembling. In any case, here, at the turn of the year, the sun’s only dominion is to
gather snow.

Snow, like the sun, like the full moon at night7 burns the cye. Dimmed and dazzled,
the eyes are ember today. And of course, today the eyes are embers. Stay, if you can
stay. We are before the last seen image, before the curtain falls. In the landscape there

Snowblind

is no detail, no body, no arabesque any longer. An unknown time. Perhaps an eternity,
perhaps a few seconds. Siowiy, siiently7 everything is heing crased. As you look, the
figures disappear. Like Icarus daring the sun, Cepo’s landscapes too scem on the verge
of meiting away. Snow has gentiy taken possession of the gaze. Like a scene Vanishing
in a burned photograph, the lens closes, a thick mist descends. Hold on, if you can, to
what remains of the scenario now, to what history has forgotten, to what lovers have
whispered into our ears for thousands of years.

Behind the mist, beneath che silence of snow, clearly stories are lying underneach.
Some have fallen silent, some have been forgotten, some have not yet been lived, but
stories will inevitably be forgotten again. We are only at the beginning of an extreme-
ly bleak novel. A story by Yagar Kemal, perhaps. The set of the film to be adapted
stands before us. A litcle desolate, a little lonely. Has filming yet begun? Has ic just
finished? Did the snow fall and get cancelled? The scenarios poured from Cepo’s sighs
onto the canvas are hidden in the landscapes. In the atmosphere of Snowblind, calm
does not signify the absence of sound; calm signiﬁes that the stories themselves have
fallen silent. Silence stands before us like a monument.

Monuments are generally the capital-lectered words of someone. Monuments gener-
ally speak very loudly, with authoritatively, in a grave manner. Even they tell us our
story as though they know it better than we do ourselves, as though there is only one
real story. And they repeat it so much that the story is forgotten, and all cthat remains
is a single ornate word repeated endlessly, a much-admired motif. Before we know it,
life has turned into a lacework. Nieely ironed, spread over the television set, so that
we may see our life repeating itself endlessly in the one place we keep looking.

Cepo’s landscapes turn toward the unseen. Here are the silent monuments of what
is unheard, and the silent sighs they carry. The continuation of silenced stories lies
at the end of roads that seem to lead nowhere. If only we could walk through those
places, if only we could enter these paintings, perhaps we would forget that we are
mortal. As we look at these landscapes, our own stories too, however short, however
ﬂighty, however fragile, mingle with the earth and wait beneath the cover of snow
and time as though one day they might come into being.

If we left everything to time, took no notes, wrote nothing, remembered nothing and
forgot; not as a historical accident but in order to protect ourselves, would the earth
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still keep the stories we entrusted to it? Might history take root here too? What will
ecmerge when the snow melts in spring is unknown. And yet could a novel still come
out of these remains? Could silence end, and some passing dengbéj begin to whistle
there by any chance?

On the mountaintop, on a horseback,
with the insoluble map of life in hand,
In longing for seas,

someone moves forward.

One day he will draw his map too

of mountains, plains, and people.

By living the present he will find his past.

Tomorrow is already an inevitable journey.*

And what about next winter? What about the next journey? Will the blinding light of
snow burn first the gaze, then consciousness, once again?

4 Feric Edgii, O / Hakkari'de bir mevsim, Ada Yayinlari, Istanbul (6th edition), 1990.

Snowblind serisi / series No:4, 2026
Tuval iizerine akrilik
Acrylic on canvas

D173
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Snowblind serisi / series No:5, 2026
Tuval tizerine akrilik

Acrylic on canvas

146 X 115 cm
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Tepenin ardi No:4 / Beyond the Hill No:4, 2022

Sinir No:1 / Border No:1, 2024 Tuaval tizerine akrilik
Tuval tizerine akrilik Acrylic on canvas
Acrylic on canvas 125 X 250 cm
60 x 80 cm

.. Tepenin Ardinda ise izleyiciyi bir siirpriz bekliyor. Burada yeni bir imge diin-
yastyla tanigtirtyor bizi sanatgi. Soyutlanmig ve armmis bu diinyanin bir béli-
miinde figiirler kaybolmugsa da zamansallik ve mekan hissiyati renkler ve dogaya
géndermclcr aracﬂlglyla hala baki. Ig dﬁnyaya gémiﬂmii§ bir itopyay1 cagristiran
bu bsliimden ikinci boliime gegtigimizdc ise renk, zaman ve mekan Stesi glplak
bir distopyaya gark Cdiyor sanat¢inin en son biiyiik i§lcri bizi. Bu iki z1t diinyayl,
iitopyay1 ve distopyayl hala bir nebze akraba kilan tek Oge ise, Cepo'nun sol eline
flrgayl gﬁnbcgﬁn almaya Zorlayan yaratici diireii.*

%

Gepo (Nezir Akkul)'un Tepenin Ardy sergi metninden, Profesor Lcy]a Neyzi, Glasgow Universitesi
Tarih Boliimii, Iskogya.

...In Beyond the Hill, a surprise awaits the viewer. Here, the artist introduces us to
a new visual world. In the first part of this incrcasingly abstracted and minimalist
world, dcspite the loss of ﬁgurcs a sense of tcmporality and spatiality remains
through the use of color and references to nature. As we pass from this section
rcfercncing autopia sealed into the interior to the second section, the artist’s lac-
est large works submerge us in a dystopia beyond color, time and space. The only
clement that keeps a sense of kinship between these opposed worlds, the utopia
and the dystopia, is the creative impulsc that compels Cepo to take the brush

into his left hand day after blasted dzly.’r

* From Cepo (Nezir Akkul)’s Beyond The Hill exhibition text: Professor Leyla Neyzi, Glasgow
University, Department of History, Scotland
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Bablisok serisi / series 2, 2024
Tuval tizerine akrilik
Acrylic on canvas

120 X 360 cm

T.S. Eliot'in Ezra Pound i¢in yazdigi ve yeni bir siir cagmi miijdeleyen giiri Corak

Ulkesinden* beri biliyoruz:
Irmagin tentesi ¢6kmiis: damar parmaklariyla

Son yapraklar kavraywy gomiiliir 1slak setlere. Yel
Arginlar kavruk tilkeyi duyulmadan. Su perileri girmis.

* T.S. Eliot, The Waste Land, 1922. Alint1, $ener Ozmen'in “Son Sular da Gekildiginde” metninde yer alan

Tiirkge ceviri tizerinden verilmistir.

46

As we have known since T. S. Eliot’s The Waste Land”, written for Ezra Pound and

marking the beginning of a new era in poetry:

The river’s tent is broken: the last fingers of leaf
Clutch and sink into the wet bank. The wind
Crosses the brown land, unheard. The nymphs are departed.

*T.S. Eliot, The Waste Land, 1922. The quotation is taken from the Turkish translacion as cited in Sener

Ozmen’s text “When the Last Waters Recede.”
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Sanat¢inin argivinden / From the artist’s archive, Cepo (Nezir Akkul), Diy:n'bﬂklr, 2025.



Sanatgmm ;11'§ivindcn / From the artist’s archive, (;cpo (Nezir Akkul), Diyarbaklr, 2025.
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Sanatginin ar§ivindcn / From the artist’s archive, Cepo (Nezir Akkul), Diyarbaklr, 2025.



Sanat¢inin :n'§i\'indcn / From the artist’s archive, Cepo (Nezir Akkul), [)iy:lrh:lkn', 2025.



Sanat¢inin z\r§ivindcn / From the artist’s archive, Cepo (Nezir Akkul), [)i}':ll'l):ll(lr, 2025.



Sanat¢inin argivinden / From the artist’s archive, Cepo (Nezir Akkul), Diy:n'bﬂl(lr, 2025.
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Yekhan Pinarligil is an art historian, researcher and independent curator who
compicted his art history education on piastic arts and cinema, television,
media delving into autofilmage with his dissertation on the topic. Following
graduation, he attended Sorbonne where he wrote his doctorate under the title
“Formation of critical visual culture in Turkcy, artists creating civilian solutions
against normalization and control mechanisms 1997-2010”. He shifted his focus
on video and protection and preservation of media with his second dissertation
where he argucd museo]ogy. Then, Pinarhgii started Working in Center
Pompidou delving into new media collection and its conservation. Continuing
his professionai practice in the same institution, he ran multipic research and
archive projects such as LGBTQI+ and art, and new creative centers in the
times of‘globa]ization. He activciy participated in the international consortium,
at which he was one of the founders, created for the purpose of writing

and discussing European video art history. Pinarhgil started his curatorial
expioration by attcnding various courses in Paris International Art History
Institute (INHA) such as experimental cinema and video. Pinarhgil observes
and discusses art through its critical power, presence and position on social
structures, and focuses his professional practice on scarching and questioning
the effects and more important]y solutions created by arc and artists against
normalization and control mechanisms. Pinarligil still continues to curate
exhibitions for various festivals and art centers in Paris where he lives and
works.

Sanat tarihgisi aragtirmact ve bagimsiz kiirator Yekhan Pinarhigil sanat carihi
egitimini, p]astik sanatiar ve sinema, televizyon, medya alaninda autofilmage
konusunda yazdig tezle tamamladi. Devaminda, heniiz savunmadigi dokcorasini
Sorbonne’da, “Tiirkiye'de elestirel gorsel kiiltiirtin olugmast, sanatcilarm
normallegtirme ve kontrol ka"{l’llZlTl'li'lrlna karg: directikleri sivil coztimler
1997-2010" bashgi altinda yazdi. Miizecilik a anmda savundugu ikinci tezinde,
video ve sonrasinda kullanilan medyalarin korunmasi ve saklanmasi iizerine
odaklandi. Centre Pompidou’da yeni medya ko]eksiyonunun konscrvasyonu
tizerine gahsti. Yine ayni kurumda, LGBTQI+ ve sanat, ve globailesen
dunyada yeni yarati merkezleri gibi aragtirma ve argiv projcierini yurdced.
Kurucularmdan oldugu, Avrupa video sanat tarihini yazmak ve tartigmak

amaciyla diigiiniilmiis uluslararas: konsorsiyumda aktif olarak yer ald.
Kiiratdryel caligmalarina 2004 yilinda Paris Ulusal Sanat Tarihi Enstitiisii'nde
(INHA) deneyscl sinema ve video programiariyla bas]adi. Bir gok farkls fescival
ve sanat merkezi icin hamrladigi gésterim]crin yaninda farkli mecralar1 bir
arada kullanarak sergiler kurguluyor. Calismalarmda, sanatm elegtirel giicii ve
toplum yapist icerisinde tegkil ettigi yer tizerine diigiinen Yckhan Pmarhgil,
topumun normallegtirme ve kontrol mekfmizmq]arinq kargt sanatin ve
sanatgilarin gctirdll\ eri ¢oziimleri arastiriyor. Paris‘te yagtyor ve caligtyor.

Aybﬁke Sanug, sanatg1 ve Zilberman Istanbul'un program y(’)ncticisidir.
Sanu¢’un sanat pratiginde lens temelli yaklagimlar belirgin bir yer turmakeadir.
Giindelik karsiiasma]arm barindirdigi 6ng6ruicmez]ik ve ge]iski]crdcn beslenen
tiretimlerinde, kamerayi 6znenin i(;se] dunyasmi agiga glkaran bir arag olarak
konumlandirir. Deneyscl film formatlari ve gorintl manipu]asyon]ariyia
(;ahs;m sanatgt, zachiklar ve ironi aracﬂigi ile g(’)rse] bir dusunme alam yaratmay1
amagiar. Mimar Sinan Giizel Sanatlar Universitesinde Felsefe lisansini
tamam]ayan Sanug, gcsit]i kiiletir-sanat kurumlarida yer a]mi‘ ga]cri]erde
sanatci temsilcisi olai ak (;ahsmistir Yazilar1, Art Unlimited, Bant Mag ve
Piiotenkueche gibi deigi ve bqgimsiz mecra arda}ayimlanmistir Giincel olarak
bagimsiz kuratorye] Proj Clcri tzerine ga]ismalarmi stirdiirmekeedir.

Aybiike Sanug is an artist and works as Program Manager at Zilberman
Istanbul. In her artistic practice, lens-based approchcs hold a prominent place.
Drawing on the unpredictability and contradictions embedded in Cvcryday
encounters, she positions the camera as a tool to reveal the inner world of the
subjcct. Working with Cxperimenta] film formats and image manipuiations, she
aims to create a space for visual thinking through irony and contrasts. Sanug
holds a BA Phiiosophy from Mimar Sinan Fine Arts University. She has worked
with various cultural insticutions, and has worked as an artist representative

in galleries. Her writings have been published in magazines and independent
platforms such as Art Unlimited, Bant Mag, and Pilotenkueche. She currently
continues Working on independcnt curatorial projects.
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GEPO (Nezir Akkul)

b.1983, Diyarbakir

Lives and works in Diyarbakir, Turkey

EDUCATION
2014 MA - Artuklu University Faculty of Fine Arts Painting Department
2009 BA - Dicle University Ziya G()'kalp Faculey of Education and Fine Arts

SELECTED SOLO SHOWS

2022 Beyond the Hill, Merkezkag Art Gallery, Diyarbakir, Turkey
2019 Lamekan, Mardin Museum Art Gallery, Mardin, Turkey
2017 Chimera, Siena Art Gallery, Mugla, Datca, Turkey

2015 Kalan, Amed Art Gallery, Diyarbakir, Turkey

SELECTED GROUP EXHIBITIONS

2024 Rising waters, radiating lights, curated by Gizem Demircelik & Nazli
Yayla, Zilberman Istanbul/Dialogues/Selected, Turkey
2015 International 3rd Mardin Biennial, Mardin, Turkey

International Art Mecting, Diyarbakir, Turkey

September 12 Exhibition, Amed Art Gallery, Diyarbakir, Turkey
2014 Roboski, Amed Art Gallery, Diyarbakir, Turkey

Bakur (2), Amed Art Gallery, Diyarbakir, Turkey
2012 Bakur, Amed Art Gallery, Diyarbakir, Turkey

Sumir No:1 / Border No:1, 2024
Tuval iizerine akrilik

Acrylic on canvas
60 x 80 cm
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