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It rained heavily that day
Aybuke Sanug

Esref Yildinm’s solo exhibition It rained heavily that day unfolds around
the traces that loss leaves on bodies, spaces, and images, approaching
grief not simply as an individual experience but as something that moves
collectively through everyday life. The exhibition began to take shape
following Yildinm’s loss of his dog, Yagmur, last year, and gradually
transformed into a space of mourning after the artist experienced
another loss within his family during the production process. Rather

than attempting to represent grief directly, the exhibition moves through
the absences, repetitions, and fractures it leaves behind. Here, loss

is approached beyond the idea of mere disappearance, through the
possibility that mourning itself may become a collective form of solidarity.
Yildinm connects acts of remembrance not simply to gestures toward the
past, but also to ways of imagining how to exist together and form new
bonds around absence.

Developing through questions of media representation, power
structures, and social taboos, Yildirim’s practice increasingly focuses on
personal experiences shaped by social hierarchies, gender roles, and
inherited forms of prejudice. In It rained heavily that day, the intimate
structure of mourning is reconsidered through the lens of social visibility.
Death appears not merely as a biological end, but as a condition that
is culturally constructed, suppressed, represented, and continuously
negotiated in terms of how it should be experienced. The exhibition
reflects on the ways grief becomes socially visible, the moments in
which it is pushed into silence, and the role images play in shaping our
relationship to loss.

In Yildinm’s recent works, water emerges as a carrier of memory,
both physically and symbolically. In Camouflage (2025), realized in
collaboration with the Marina Abramovi¢ Institute and Museum Schloss
Moyland, the artist engages with the performative legacy of Joseph
Beuys to explore the fragile boundaries between visibility and erasure.

In Knotting the Rain (2025), performed in the gardens of Moyland, he
draws a connection between the ungraspable nature of water and the

impossibility of fully holding onto loss. Presented within the framework
of the GUmUslik Music Festival, Dissolution (2025) further expands

this trajectory through processes of dispersal, disintegration, and
transformation. In Yildinm's performances, the body appears not merely
as an individual entity, but as a performative space shaped through
collective rituals, shared memory, and fragile forms of solidarity. Across
these performances, water moves alongside the body as a kinetic
element that cannot be fixed, constantly shifting form while carrying the
body and rendering it invisible.

In It rained heavily that day, the documentation of Yildirnm’s
performances appears as sites of memory that carry the fluid nature
of mourning.Throughout the exhibition, rain emerges not as a personal
memory, but as something that cannot accumulate, cannot be contained,
and is continually transformed. It continues to move through bodies,
objects, and images in shifting forms. Yildirnm’s works move beyond
framing mourning solely as a personal rupture, reminding us of its social
and political dimensions. Following the traces of this circulation, Yildirm
explores the unrepresentable nature of loss, its quiet intensity as it
seeps into everyday life, and the ways grief is carried through images.
Here, mourning does not appear as a process to be completed, but as
a collective emotion that continues to inhabit the body and memory in
changing forms.
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O glin gok yagmur yagdi
Aybuke Sanug

Esref Yildinm’in O glin ¢ok yagmur yagdi baslikli kisisel sergisi, kayip
kavramini yalnizca bireysel bir deneyim olarak degil; kaybin bedenlerde,
mekanlarda ve imgelerde biraktidi izlerin etrafinda sekillendiriyor.
Yildinm’in gectigimiz yil kaybettigi kdpegdi Yagmur’un ardindan
sekillenmeye baslayan sergi, Uretim streci boyunca ailesinden bir kayip
daha yasamasiyla birlikte bir yas alanina déndstyor. Bu alan, kaybi
temsil etmeye galismaktan ¢ok, onun giindelik hayatta biraktigi bosluklar,
tekrarlar ve kirlmalar ekseninde ilerliyor. O gtin ¢ok yagmur yagadi, kaybi
yalnizca eksilme Uzerinden ele almayan; yasin bireysel oldugu kadar
kolektif bir dayanisma bicimi olabilecegi diistincesini merkezine alan

bir anlati olarak var oluyor. Yildirm, hatirlama edimini, yalnizca gegcmise
doniik bir eylem olarak degil, ayni zamanda birlikte var olabilmenin ve
kaybin etrafinda yeni baglar kurabilmenin ihtimalleri Gizerinden bir araya
getiriyor.

Esref Yildinm’in pratigi; medya temsilleri, gl iliskileri ve
toplumsal tabular ekseninde gelisirken, 6zellikle son dénem Uretimlerinde
toplumsal hiyerarsilerin, cinsiyet rollerinin ve kékensel dnyargilarin
baskisiyla bigimlenen bireysel deneyimlere odaklaniyor. O glin gok
yagmur yagdi, yasin mahrem yapisini, toplumsal gorinirlik Gzerinden
yeniden mercek altina aliyor. Sergide 6lum, yalnizca biyolojik bir son degil;
kilttrel olarak insa edilen, bastirilan, temsil edilen ve gogu zaman nasil
deneyimlenmesi gerektigi sorgulanan bir durum olarak ele aliniyor. Kaybin
toplumsal olarak hangi bigimlerde goriindr olabildigi, hangi durumlarda
sessizlesmeye zorlandidi ve imgelerin yaklasimlarimizi nasil etkiledigi
ekseninde ilerliyor.

Yildirim’in son dénem Uretimlerinde su, hem fiziksel hem de
simgesel olarak hafizanin taslyicisi olarak 6ne cikiyor. Marina Abramovic
Institute ile Museum Schloss Moyland is birliginde gerceklestirdigi
Kamuflaj (2025) performansinda sanatci, Joseph Beuys’un performatif
mirasiyla iligki kurarak bedenin gérinurlik ve silinme arasindaki
kirllgan sinirlarini arastirirken; Moyland’in bahgesinde gerceklestirdigi
Yagmuru Daglimlemek (2025) performansinda, suyun tutulamaziigi ile

12

kaybin kavranamaz dogasi arasinda bir iligki kuruyor. Gimuslik Mizik
Festivali kapsaminda gerceklesen, Céziinme (2025) performansi ise bu
hatti dagiima, ¢6zlilme ve dénlsim sirecleri Gzerinden genigletiyor.
Yildinm’in performanslarinda beden, yalnizca bireysel bir varlik

olarak degil; topluluklarin ortak ritUelleri, kolektif hafizalar ve kirilgan
dayanisma bicimleri ile birlikte distinilen edimsel bir alan haline geliyor.
Bu performanslarda beden ile birlikte devinen su, sabitlenemeyen,
surekli bicim degistiren kinetik bir unsur olarak bedeni tasiyani
goriinmezlestiriyor.

O giin cok yagmur yagdi’da Yildinm’in performanslarinin kayitlar,
yasin akiskan dogasini tasiyan birer hafiza alani olarak yer aliyor. Sergi
boyunca yagmur, kisisel bir ani olarak degil; birikemeyen, tutulamayan ve
strekli bicim degistiren bir kavram olarak beliriyor. bedenlerde, nesnelerde
ve imgelerde farkl bicimlerde dolasmaya devam ediyor. Yildinm’in isleri,
yasl yalnizca kisisel bir kirllma olarak gérmekten ziyade, yasin toplumsal
ve politik bir deneyim oldugunu hatirlatiyor. Yildirnm, bu dolagimin izini
strerek kaybin dogrudan temsil edilemeyen yapisini, glindelik olanin icine
sizan sessiz yogunlugunu ve yasin imgeler araciligiyla nasil tasindigini
arastiriyor. Sergide yas, tamamlanmasi gereken bir stirec degil, bedende
ve hafizada farkli bicimlerde yasamaya devam eden kolektif bir duygu
olarak aciga cikiyor.

13
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i : e e Bir yas sergisi, O Gin Cok Yagmur Yagd.. Hikayesiyle yan yana
|ht|mam|a Oflllel/l konuldugunda, gorsel bir yas giinligl hatta. Esref Yildinm’in pratiginin
.t | cesitli duraklarinda karsilastigimiz diger ginlikleri de distindigimuizde,
amusallastirmak Uzere tuttugu, yillara yayilan ve medyumlar arasinda
emaslar kamusal k 3u, il | dyuml d

seyahat eden uzun bir giinligin yeni bir bdlimu belki.

Olim, kayip, yas ve hatirlamaya dair dert edindikleri, cogunlukla
oldugu gibi, bu sergisinin de merkezine yerlesiyor. Simdiye kadar
genellikle, sahsi olarak tanimadigi kimselerin élimuyle iligkilenirken,
bu defa en yakin ¢evresinden yasadidi iki kayip', bu serginin iskeletini
olusturuyor.

Kafasinin ve ellerinin katmanla(rla/ndirmakla), dokula(rla/
ndirmakla) bu kadar mesgul oldugunu hesaba kattigimizda strpriz
olmayan sekilde, tek merkezli bir sergi degil bahsettigimiz - merkezine
yerlesen, hi¢c degilse bir ana hatti daha var: O Gin Cok Yagmur Yagadl,
bir yandan da insanlar ve insan-olmayanlar arasinda kurulan baglarin,
insanla sinirl kalmayan ihtimamin ve yakinlklara dair sorularin sergisi.
Daha 6nceki iglerinde ve 6rdigu hikayeler olarak tarif edebilecegimiz
sergilerinde de karsilastigimiz posthuman yaklasim bu kez &zellikle
belirgin.

Sergi, bu iki ana hatti araciliyiyla bireysel ve toplumsal olani
birbirine dolandirlyor. Daha 6nce “kibirli bir tavir” olacagi diislincesiyle
otobiyografik unsurlardan kaginan Esref’in bu yaklasimi, Yenilgi Glnlikleri
doéneminde filizlenen ama asil 2020’de, 6zellikle Kendimi Seviyorum
ile keskin bir kirllmaya déntsen bir degisime ugruyor: Bunlarin da,
oteden beri ilgilendigi ayni
sistemsel aglarin, siddet ve baski
mekanizmalarinin birer pargasi
oldugu farkindaligiyla, sahsi
iliskileri ve deneyimlerini konu
edinen isler Uretmeye basladigi bir
doénem basliyor.2 Bu kapsamda
degerlendirebilecegimiz bu sergi
de, en kisisel tecribelerden biri
olarak diisiinmeye meylettigimiz
yasl, toplumsalligin da icinden
ciktigl karmasik temas aglarinin
icine yerlestiriyor.

1 Yakin gevresinden kayiplarla iliskili daha onceki iki isi, Teyzem (2023) ve Képek (2023).
2 Abdullah Ezik, “Esref Yildinm: ‘Nereye baktiginiz, neyle ilgilendiginiz sizinle, kendinizi
D erya ACUI’IGI‘ neyle dzdeslestirdiginizle ilgili cok sey séyllyor,”” Sanat Kritik, 25 Mayis 2022.
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Kendisinin de ifade ettigi gibi, Esref, cogunlukla yalniz ¢alisan bir sanatci.
islerinin sadece kavramsal boyutunu degil, fiziki yapim siireclerini de
siklikla kendi basina gergeklestiriyor. Bu anlamda, gliincel sanatcilar
arasinda yaygin olan, isi kurgulayip hayata gecirilmesini bagkalarina
birakma egiliminden ayrisiyor. Tercih ettikleri de siklikla zahmetli,

uzun sliren ve tekrarlara dayanan, birer performans olarak da ele
alinabilecek teknikler. Marjinal detaylar degil, islerinin asli parcalari olarak
konumlandirdigi yapim siiregleri Esref’in sanatsal pratiginin en garpici
yanlarindan birine de olanak sagliyor: islerinin yapimi, sanatcinin islerine
konu edindigi hikayeler ve kimselerle, ihtimam ve sorumluluk hissiyle
dokunan yakinliklar kurmasinin zemini haline geliyor. Islerinde viicut
bulan bu iligkisel yaklasimiyla, fiziki Gretimi yalniz gerceklestirmesine
ragmen, otonom sanatgi imgesini bosa dusuriyor. Hemen her sergisi,
Uretiminin icinden ciktigi bir cogullugun izlerini barindiriyor. Bazen artik
hayatta olmayan sairler, bazen devlet siddetinin, toplumsal cinsiyet temelli
siddetin hayatini elinden aldiklari, bazen hem yagsam hem calisma alani
olan evini paylastigi kuslarin yumurtalari... islerinin kendisiyle birlikte, bu
isler araciligiyla kurdugu yakinlklar da sergi mekanina tasiniyor.

Esref, O Gin Cok Yagmur Yagdi'da da yalniz degil - sularin,
yagmurun, agaclarin, hayvanlarin sizdigi sergide iki de, spiritiel
denemeyecek, hayalet onunla birlikte: Biri Aralik 2024’te kaybettigi
koépegi Yagmur, biri de Kasim 2025’te kaybettigi babasi. Bu, bu iki
figurtin Esref’in islerine ilk kez dahil olusu degil aslinda. Babasinin genclik
halinin bir nikah fotografinda verdigi pozu, Diigin’de (2023) komplike bir
orglye dondsmiistl. Yagmur’unki ise, Donna Haraway’in “dayanaklarini
kopeklerin yedigi [...] savlardan mitesekkil™ diye tarifledigi calismasini
hatirlatan sekilde, yasami ve mekani paylasmanin getirdigi kendiliginden
ve rastlantisal dahiliyetler: Haberlere Bakamiyorum’da Esref’le birlikte
yUrurken isin parcasi haline gelirken Yenilgi Gdnligd ve Gelir Gider
Ganliagd’ne (2017), parcaladigi bu islerin formlarini degistirerek mudabhil
olmus.

*

Alt katta sergi, Esref’in Eylll 2025’te, GUmuslik Mizik Festivali
kapsaminda gerceklestirdigi Céziinme isimli performansin nesneleri
ve fotograflarindan olusan bir yerlestirmeyle agiliyor. Anne-babasinin
evinden ayrilirken aldigi ve ondan beri tasindigi her yere gotirdigu
bir koltuk minderinin stingerini parcgalar halinde bulut niyetine kullanip

3 Donna Haraway, Baska Yer: Donna Haraway’den Se¢cme Yazilar, ¢ev. ve der. Glgsal
Pusar, Metis, 2010, s.227.
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cocuklugundan ve
gencliginden damittig
damlalarla (ki sudan degil
sirkeden mirekkep bir yagmur
bu) kendini bir galvanizli

metal legende karbonat ve
tuzla yikadigi bu is, 2023-
2024’te Berlin’deki Dust and
Mold’da aile(si)yle giristigi
muhasebenin de devami
niteliginde. Uzerlerinde

iplerin daha 6nce sikistirdigi
yerlerin izlerini tasiyan stingerler, gecmiste tarafindan sikildiklari, disipline
eden baglardan kurtulmus, ama bunlarin belli belirsiz kalintilariyla

formu dénidsmus etleri andiriyor. Bunu bir bliyliime yahut ebeveyn kaybi
hikayesine (veya ikisinin ic ice gectigi bir hikayeye) benzetmek mimkin
gayet tabii.

Buradan gecilen ikinci odada ise Kamuflaj’in kayitlarindan
montajlanmig bir video ve performansin materyal kalintilari bulunuyor.
Hem Yagmur’un yasini tuttugu hem de Sokak Hayvanlar Yasa Tasarisinin
glindemde oldugu bir déneme denk gelen bu performansi, sanatsal
pratiginin dnemli bir kismina yayilan, kimin hayatinin vazgegilebilir,
kimin 6lumundn yasi tutulabilir oldugu sorularinin ve birbirimize karsi
sorumluluklarimiza dair meselelerin* etrafinda sekilleniyor. Marina
Abramovi¢ Institute ve Museum Schloss Moyland (Almanya) isbirliginde
gerceklestirilen program kapsaminda Moyland Mizesi’nin bahgesinde,
Temmuz 2025’te sekiz giin boyunca gerceklestirdigi Kamuflaj, programin
cercevesi dolayisiyla da, Joseph Beuys’la diyalog i¢cinde. Beuys’un
ekolojik pratigine ve Bog Action (1971) gibi bazi spesifik iglerine
referanslar iceren bu performansin kurgusunda 6zellikle Coyote olarak
da bilinen I Like America and America Likes Me (1974) etkili olmus.
Ancak bu isle kurulan paralelliklerin yani sira aralarindaki farkliliklarin da
tespiti (@anakronizme dismeyen bir yan yana koyusla), Esref’in ihtimam,
sorumluluk ve yakinlik i¢cgeninde sekillenen yaklagimini kavramak
acisindan dnemli: Ornegin, doganin temsili olarak konumlandirilan bir
hayvan-6znenin galeriye kapatilmasi yerine, Esref suya, bitkilere ve
hayvanlara konuk oluyor. Ya da Beuys’un kegesinin ve eldivenin bedeni
koruyan, sinirlar belirginlestiren kapaliigi yerine, Esref, kendi 6rdtugu,
olabildigince gecirgen bir agla 6rttigu bedeninin ¢iplakligini tercih ediyor.

4 Judith Butler, Siddetsizligin Gici: Etik-Politik Bir Digim, gev. Basak Ertlr, Metis, 2022.
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Esref, bedenini temas etmeye ve edilmeye ilk kez burada agcmiyor. Akma
Denemeleri’nde (2020) “akmayi 6grenmeye calisan bir bedenin” biraktigi
yerden, bu acilmanin bir bagka versiyonuyla, Kamuflaj’da karsilasiyoruz:
izledigimiz, temasa ve temasin 6ngdriilemeyen etkilerine hem kirilganhigini
kusanarak hem insan olmanin agir tarihsel sorumlulugunu sahiplenerek
kendini birakan, “dogaya karismaya calisan bir beden”. ilk anda, isin
ismiyle bu temasa acilma fikri catisiyormus gibi gézikse de, Esref tam da
temas edebilmek icin kamufle olarak insanin varsayilan ayricalikliiginin
zirhindan siyrilmaya calisiyor. ister giic iliskileri agisindan biri ve bir

digeri arasinda kurulan yakinlklarin etigi°, isterse materyalist bir yerden
ylzeyler arasindaki karsilikli geciglilikler® olarak ele alahim, temas bir
anlamda sinirlarin hareketlendiriimesiyse eger, burada olasiliklarin
coklugu kaginilmaz hale gelir. Kamuflaj da bu karmasik éngoérilemezligin
6lceklendirilmis bir denemesi.

*

Temasa acilmayi aci olasiligini géze alma cesareti, aclyr baskalarina
gonulli olarak gdstermeyi ise “bir bag kurma umudu”” olarak da
dusunebiliriz. Ana galeri katindaki igler, serginin yénunu iyice, bdyle
umutlu bir kirlganhgin alanina kiryor. Bir tablet ekraninda g&sterilen
Kamuflaj’dan bir kesitte, performans sirasinda gergeklesen bir
karsilasmanin yol a¢tigi bedensel aclya da tanik oluyoruz aslinda: O anda
bilmese de, videoyu ¢eken, bir ar ayagindan soktugu igin yagmurun
altinda yere ¢coémelmis Esref’i kayit altina almis. Fiziksel aci kadar
duygusal aciya da sebep olma riski barindiran temas ve yakinliklarin yol
acabilecegi acilarin en derinlerinden biri olan kayipla gelen yas sirecleri
ise bu kattaki diger islerin cekirdeginde.

Sanatcinin deneyimlemekte oldugu yas slrecinin hem parcalarina
hem kayitlarina déniisen bu isleri, bu ddnemde kendine eslik¢i olarak
sectigi yagmur, farkl form ve medyumlarda beliren bir imge olarak, bir
hikayeye donustlrecek sekilde birbirine bagliyor. Mekanin ana bdlimiine
acilan koridorda sergilenen Yagmuru Diglimlemek, yine Moyland’in
bahcesinde Ekim 2025'te gerceklestirdigi bir performans. Esref, burada,
yillar icinde karmasiklastirarak en sik kullandigi tekniklerden birine
donistlrdigid digimlemenin, ergenlik yillarinda yapmaya basladidi ilk
haline, arkadas bileklikleri &rmeye geri déniyor. Bir agacin dallarina

5 Sara Ahmed, “Intimate Touches: Proximity and Distance in International Feminist
Dialogues,” Oxford Literary Review 19, no. 1/2 (1997).

Tim Ingold, Making: Anthropology, Archaeology, Art and Architecture, Routledge, 2013.
Kitaptan Sanattan. “Bir Sanatgi Bir Eser: Esref Yildinm — Arkadas Z. Ozger: Yalnizlik Her
Sabah Oldiiriiyor Beni.” 23 Kasim 2021.
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astigi iplerle, arkadaslik bileklikleri 6riiyor. Fiziksel olarak birlikte
olmasalar bile, alani ve vereni birbirine baglayan yakinligi ve yoldashgi
temsil eden objeler olan arkadaglik bileklikleri, bu iste metrelerce uzuyor;
olimden geriye kalan kapanmayacak fiziksel mesafeyi asma c¢abasiyla
Esref’in Yagmur’a uzattigi uzun birer kola ve belki sicim sicim dokulen
gbzyaslarina dénlslyor. Sergi mekanina, iki yatay siniri birbirine baglayan
sekilde yerlestirilen bu 6rgiler, bir yaniyla da, kayipla yerinden oynayan
bir dinyay ayakta tutuyormus izlenimi yaratiyor. Bunlarin bazilarinda
tanidik bileklik motifleri tekrar ederken bazilari Esref’in ve Yagmur’un
hikayesinin bir fragmanini siirsel bir anlatiya tercime ediyor: “Yagmurdan
aldim, yagmura verdim / Seni yagmurda buldum / Tir tir titriyordun / Tir
tir tir tir / Aldim kucagima isittim / Kucagima aldim, soguktun / Seni yine
yagmura, soguga, islaga verdim”. ikisinin hikayesinin basini ve sonunu,
hem birbirlerini bulduklari ani hem de son vedalagsmalarini isaretleyen
yagmur, tavandan yere uzanan 6rguler araciligiyla gorsel ve dokunsal
olarak, performansin video kaydinin yakaladigi yagmur sesiyleyse isitsel
olarak ziyaretgcilere de eslik etmek Uzere sergiye tasiniyor.

Koridordan varilan ana galeride g&sterilen islerinde Esref yas
surecini daha dolaysiz sekilde paylagima agiyor. Bunlardan biri, mekanin
farkl noktalarina yerlestirilen, yasini yasarken bulundugu Gi¢ mekandan
video formatindaki otoportreleri: Almanya Kalkar’da, Milas Gokgeler
Koyii'nde ve istanbul Dereboyu Caddesi’nde yagmurun altinda dururken

kendini kayit altina aldigi Yagmur Ginlikleri. Yoklukla durarak kurdugu bu
iliski, sirasiyla, Yagmur ve babasiyla son vedalasma anlarindan kaynagini
alan Branda ve Gegis’te ise, artik burada olmayan bedenlere, yogun

bir duygusal ve bedensel emekle yeniden bir maddesellik kazandiran
aktif bir Gretim slrecine donusiyor. Mekansal olarak birbirinin karsisina
yerlesen bu iki is, yapim surecleri Uzerinden hem birbiriyle hem Esref’in
daha 6nceki resim ve drglleriyle konusuyor: Bu sirecler, gecmisi-simdiyi-
gelecegi birbirine gizgisel olmayan sekilde baglayan, tekinsiz ve devingen
bir katmanlagsma ve birikme olarak kavranan hafiza ve hatirlama ediminin
birer simulasyonu.

Yagmur’u gémerken, Uzeri toprakla tamamen kaplanmadan
dnce gordigi son halinin bir temsilini merkezine yerlestirdigi Branda,
bu son vedalasma aninin yasandigi sahnenin bir yeniden canlandirmasi.
Sahnenin aslini, bir tablet ekranindaki kaydindan goériyoruz: Zeytin
agaclarinin bulundugu bir bahgede saganak ve yagmurun agirhgiyla
¢co6kmis bir branda. Bir kumas kolaji olan ve dikisle resmi bir araya getiren
Branda’da Yagmur’un son goérintisinin yani sira farkl zamanlardan
halleri de, bazen kesik, bazen flu olarak yer aliyor. Canlandirilan son
veda anindaki yagmuru imleyerek asagi salinan ipler basta olmak tzere
formuyla, Arkadas Z. Ozger’in bir siiriyle diyalog halinde hayata gecirdigi

-

-



Yalnizlik Her Sabah’1 (2022) da hatirlatan bu is, Esref’in pratiginde
nadiren rastladigimiz bir teknikle yapilmig®: Kumaslar boyamis, resim
ylzeyi olarak kullanmis, sonra da bunlari keserek elde ettigi parcalari

el dikisiyle yeni bir kompozisyonla bir araya getirmis. Genelde, elleriyle
ipliklere form vermesine alisik oldugumuz Esref, Branda’da, birlestirmek,
bir arada tutmak icin igneyle dikmeyi segmis - belki de ignenin yaralari
diken, ayri uclar yan yana getiren, “hasarlari onarma”ya yarayan “sihirli
glici”nii iyilesmenin bir araci olarak tercih etmistir.® isin materyali olan
kumaslar ise, bir zamanlar Yagmur’la birlikte Ustliinde uyuduklan garsaf
ve nevresimler - goriinmez olsa da, Yagmur’un bedeninden kalintilarin da
kumaglarla birlikte bu isin pargasi haline gelmis olmasi ytksek ihtimal.

Branda parcall birgok imgeyi bir araya getiren bir kolajken,
Gecis’te Egref, uzun yillardir kullandigi resim teknigiyle, tek bir imgeyi
boya ve gazete katmanlariyla olabildigince bozuyor. Bozulan imge,
babasini gasilhanede yikanirken gérdiigt andan. Serginin bu kismindaki
duizenlemenin kalbindeki resme, yine tavan ve yer arasinda uzanan,
ylkama esnasinda suya karisip ¢atallanarak akan kanin soyut bir temsili
olan G¢ kirmizi 6rgl ve bir de yerden bir ekrandaki bir video eslik ediyor.
Bu videoda Yagmur’un gémuldigu ayni toprakta kdklenen zeytin
agaclarinin cevreledigi bahcede, babasindan geriye kalan kiyafetleri
agir agir yutmakta olan atesi izliyoruz. Kiyafetleri, kendilerini giyen
bedenlerden izleri, partikilleri, kokular, bedenin kaybindan sonraya
taslyan hafiza nesneleri™ olarak diislinirsek, Esref, 6lim haberini
Almanya’dayken aldigi babasiyla tU¢linct vedasindan (ilki yikama, ikincisi
cenaze sirasinda) bir ani da bu video araciligiyla ginligine iligtiriyor.

*

Hem ipler hem hikayeler bakimindan usta bir 6rtict olan Esref Yildirm, O
Gidn Gok Yagmur Yagdr'da bir kez daha, bireysel ve toplumsalin, igeri ve
disarinin, ben ile ben olmayanin arasinda kurulagelmis sinirlar hem cesur
hem ihtimamli bir tavirla sorgulayarak incelikle hareketlendirmeye devam
ediyor.

8 Suat Dervis (2018) de benzer bir teknikle yaptigi bir portre.

9 Louise Bourgeois’dan alintilayan Anne Koval, “Hybrid Language: The Interstitial Stitches
of Anna Torma’s Embroideries,” Stitching the Self: Identity and the Needle Arts iginde,
der. Johanna Amos ve Lisa Binkley, Bloomsbury, 2020, s.146.

10 Peter Stallybrass, “Worn Worlds: Clothes, Mourning, and the Life of Things [later
version],” Cultural Memory and the Construction of Identity iginde, der. Dan Ben-Amos
ve Liliane Weissberg, Wayne State University Press, 1999.
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T hreads of Touch,
Woven with Care

Derya Acuner

It rained heavily that day is an exhibition

of mourning. Placed alongside its story, it
constitutes a visual diary of mourning. When
we consider the other diaries that appear
throughout Esref Yildinm’s artistic practice,

it is perhaps also a new chapter in a lengthy
diary he has kept in order to make public, one
that has unfolded over the years and migrates
across different media.

Esref’s preoccupations with death,
loss, and remembering are at the core of
this exhibition, as is usually the case with his
work. Though he previously mostly engaged
with the deaths of individuals he did not
know personally, this time, two losses he
experienced within his closest circle form the
backbone of the exhibition.’

Rather unsurprisingly, when we account for how much his mind
and hands are occupied with layer(s) and layering as well as texture(s)
and texturality, this is not an exhibition with a single focus; it has at least
one other central axis. It rained heavily that day is also an exhibition
concerned with the bonds forged among humans and non-humans, as
well as questions of care and affinities that are not limited to humans.
This time, the posthuman approach seen in his previous works and
exhibitions, stories he has woven, we might say, is especially prominent.

Through these dual central axes, the exhibition weaves together
the individual and the social. This approach of Esref, who previously
avoided autobiographical elements in his work out of concern that they
might ‘come across as conceited,’” has undergone a stark transformation,
one that began with Diary of Defeats and became sharply apparent with
I Love Myself (2020): Guided by the awareness that autobiographical
elements, too, are an inherent part of the same systemic networks and
mechanisms of violence and suppression that have long preoccupied
him, he has entered a new period in which he produces works concerned
with personal relationships and experiences.? This exhibition locates
mourning, which we tend to consider one of the most personal of

1 Two earlier works related to losses from his close circle are My Aunt (2023) and The Dog
(2023).

2 Abdullah Ezik, ‘Esref Yildinm: “Nereye baktiginiz, neyle ilgilendiginiz sizinle, kendinizi
neyle 6zdeslestirdiginizle ilgili cok sey soyliyor,,” Sanat Kritik, May 25, 2022.
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experiences, within the complex sets of contact of which sociality is also
a part.

Esref describes himself as an artist who often works in solitude.
He frequently realizes both the conceptual dimension of his works and
their physical production processes on his own. In this way, he stands in
stark contrast to the generally prominent method among contemporary
artists of configuring the work and then leaving its realization to others.
He often prefers painstaking, durational techniques based on repetition;
these are methods that can themselves be understood as performances.
These production processes, which Esref positions not as marginal
details but as central components of his works, give way to one of the
most striking aspects of his artistic practice: The production of the works
becomes a ground on which he forges close affinities with the stories and
individuals involved, fortified by a sense of care and responsibility. With
this relational approach embodied in his works, Esref collapses the image
of the autonomous artist, despite executing the physical production
alone. Nearly all his exhibitions bear the traces of the multiplicity from
which his works emerge. At times, these figures are poets who are
no longer alive, or people whose lives were taken by state violence or
gender-based violence; at other times, they are the eggs of the birds
with whom he shares his working and living space... With the works
themselves, the affinities he forges through these processes are also
brought into the exhibition space.

Esref is not alone in It rained heavily that day, either; in this
exhibition where waters, rain, trees, and animals seep through, he is
accompanied by two spectres that cannot be described as spiritual, as
well. One is his dog, Yagmur [‘rain’ in Turkish], whom he lost in December
2024; the other is his father, who passed away in November 2025. In
fact, this is not the first time these figures have appeared in Esref’s
works. The pose of his father’s younger self in a wedding photograph
was transformed into a complex weave in The Wedding (2023). Yagmur’s
involvement, on the other hand, recalls Donna Haraway’s work which
she describes as ‘dog-eaten props and half-trained arguments’®. These
are spontaneous and incidental ones, brought about by sharing life and
space: While becoming a part of the work by walking alongside Esref in /
Can’t Stand the News, they intervene in Diary of Defeats and Accounting
Book (2017) by shredding them, and therefore altering their forms.

*

3 Donna Haraway, The Companion Species Manifesto: Dogs, People, and Significant
Otherness (Chicago: Prickly Paradigm Press, 2003), p.3.
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On the lower level, the exhibition opens with an installation consisting of
the objects and photographic documentation of the performance titled
Dissolution, which Esref realized as part of the GUimuslik Music Festival
in September 2025. This work—in which he uses the foam pieces of

a couch, taken from his parents’ house when moving out and carried
everywhere since, as a substitute for clouds, and washes himself with
baking soda and salt in a galvanized basin under drops he distilled from
his childhood and youth (a rain composed not of water, but of vinegar)—
is a continuation of the reckoning he ventured into with (his) family in the
2023-2024 Berlin exhibition Dust and Mold. Bearing the faint traces of
where strings once bound them, these foam pieces, now liberated from
the disciplining ties of the past, resemble flesh whose very form has
mutated through these subtle remnants. It is, of course, possible to liken
this to a coming-of-age story, or one of parental loss (or perhaps one in
which the two intertwine).

The second room features a video edited from the footage
of Camouflage, alongside the material remnants of the performance.
Coinciding both with the mourning period for Yagmur and a time when
the amendments to the stray animals law were under fierce debate, this
performance is shaped around questions of whose lives are expendable
and whose deaths are mournable, as well as what responsibilities we
bear to one another, all of which span a significant part of his artistic
practice.* Realized over the course of eight days in July 2025 in the
garden of the Museum Schloss Moyland (Germany), Camouflage
enters into a dialogue with Joseph Beuys within the framework of the
program conducted collaboratively by the Marina Abramovic¢ Institute
and the museum. In the configuration of this performance, which carries
references to both Beuys’ ecological practice as well as a number of
specific works—such as Bog Action (1971)—I Like America and America
Likes Me (1974), also known as Coyote, was particularly influential. But
identifying the differences as well as the parallels with this work (through
a juxtaposition that avoids falling into anachronism) is important in the
way that it allows us to grasp Esref’s own approach, which is defined
by a triangle of care, responsibility, and affinity: For instance, instead
of confining an animal-subject who is positioned as a representative
of nature in the gallery space, Esref in turn becomes a guest to water,
plants, and animals. Or instead of Beuys’ felt and glove, which closely
guard the body and delineate its limits, Esref favors the nudity of his own
body, which he covers with a hand-knitted web that is as permeable as
possible.

4 Judith Butler, The Force of Nonviolence: An Ethico-Political Bind, Verso, 2020.
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This is not the first time that Esref has opened up his body to touching
and being touched. From a place of ‘the body attempting to learn how
to flow’ in Flow Trials (2020), we encounter a different version of this
opening in Camouflage: What we observe here is a ‘body that attempts
to be one with nature,’” one that leaves itself in the hands of contact and
its unforeseen consequences, armed with fragility, all the while embracing
the heavy historical responsibility of being human. While the idea of
‘opening up to contact’ might seem at odds with the title of the work,
Esref precisely camouflages in order to come into contact and to disrobe
himself of humanity’s given privilege. Whether we delve into all of this
from a perspective of power relations, about the ethics of proximity® of
how one relates to another, or from a materialist point of view treating

it as reciprocal interpermeability,® if contact is a sort of animation of
boundaries, the possibilities at play here become manifold. Camouflage
is an attempt at this complex unforeseeability, scaled down.

*

We can think of opening up to contact as the courage to bear the
possibility of pain, and the act of exposing pain to others as ‘hope to
form a bond’”. The works located in the main gallery pivot the direction
of the exhibition toward such a hopeful vulnerability. In a fragment of
Camouflage shown on a tablet screen, we witness the physical pain
caused by an encounter during the performance: unwittingly, the
videographer recorded Esref kneeling down in the rain, having just been
stung by a bee in the foot. On the other hand, the mourning processes
brought about by loss, one of the deepest pains resulting from close
contact and affinity, lie at the core of the works on this floor.

These works, at once pieces and records of the mourning
process experienced by the artist, are interconnected by the rain, as
both a company the artist chose for himself during this period and an
image that appears in different forms and media, weaving them into
a story. Displayed in the corridor leading to the main section of the
space, Knotting The Rain is a performance Esref realized once again
in the garden of Moyland in October 2025. Here, Esref returns to the
earliest iteration of his knotting practice, one of the techniques he
has complicated over the years and transformed into one of his most

5 Sara Ahmed, ‘Intimate Touches: Proximity and Distance in International Feminist
Dialogues,” Oxford Literary Review 19, no. 1/2 (1997).

6 Tim Ingold, Making: Anthropology, Archaeology, Art and Architecture, Routledge, 2013.

7 Kitaptan Sanattan. “Bir Sanatci Bir Eser: Esref Yildinm - Arkadas Z. Ozger: Yalnizlik Her
Sabah Oldiirliyor Beni.” November 23, 2021.
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frequently used ones, by revisiting the friendship bracelets he began
making in his adolescence. He weaves these using strings suspended
from a tree. Although they might not be physically together, the friendship
bracelets that represent the closeness and companionship binding the
giver and the receiver stretch for meters in this work; in an effort to bridge
the insurmountable physical distance left behind by death, they turn into
long, extended arms reaching from Esref to Yagmur, and perhaps into
strands of tears pouring down like strings. These weaves, situated in the
exhibition space in a way that interconnects two horizontal boundaries,
evoke the impression that they are upholding a world uprooted by loss.
While some of these objects feature familiar patterns, others transcribe
a fragment of the story of Esref and Yagmur into a poetic narrative:
‘l took from the rain, | gave back to the rain / | found you in the rain /
you shuddered / | embraced you and warmed you up / | cuddled you,
you were cold / | gave you back to the rain, the cold, and the wet.’
Marking both the beginning and the end of their story, from the moment
they found each other to their final farewell, the rain is carried into the
exhibition to accompany visitors in visual and tactile terms through the
braids extending from ceiling to floor, as well as aurally, through the
sound of rain captured in the video recording of the performance.

In the works displayed in the main gallery, reached through the
corridor, Esref opens up his mourning process more directly. Among

these works is a series of video self-portraits recorded in three different
locations where he experienced this period, each situated in different
points of the space: The Rain Diaries, in which he recorded himself
standing under the rain in Kalkar, Germany; in Gokgeler Village in Milas;
and on Dereboyu Street in Istanbul. This relationship he forged with
absence here is transformed into an active process of production in
Branda and Passage, which respectively draw their source from the
final moments of parting with Yagmur and his father.In Branda and
Passage respectively, this relationship Esref has forged with absence is
transformed into an active process of production. These works reify, once
again, the bodies that are no longer here through an intense emotional
and physical labor. Positioned across from one another in the space,
the two works speak both to each other and to Esref’s earlier paintings
and weaves: Their making processes operate as simulations of memory
and of the act of remembering, grasped as an uncanny and precessional
layering and sedimentation that interconnects past, present, and future in

a non-linear fashion.
The work Branda, which places at its center a representation of the last

time he saw Yagmur before they were completely covered by the earth,
is a reenactment of this farewell scene. We see the original version of




the scene through its
recording displayed on a
tablet screen: a sheet of
tarpaulin caved in with

the weight of the heavy
rainfall, in a garden of
olive trees. A textile-
based collage integrating
painting with stitching,
Branda features Yagmur at
different times, alongside
their last image, either

in fragmented or blurred
forms. Evoking the rain in
the reenacted final farewell
most notably through the suspended strings, this work also recalls
Solitude Every Morning (2022), which the artist realized in dialogue with
a poem by Arkadas Z. Ozger. This work is produced with a technique
we rarely encounter in Esref’s practice: he dyed fabrics, used them as a
pictorial surface, then cut them into pieces and reassembled them into
a new composition through hand-stitching.2 Though we are generally
accustomed to observing Esref give form to threads with his hands,

in Branda he instead chooses to stitch in order to join and hold things
together, perhaps opting for the needle as a tool of healing, with its
‘magical power’ to suture wounds, bring disparate edges together,

and ‘repair damage.’® The textiles that constitute the material of the
work are the sheets and duvet covers on which he once slept together
with Yagmur, and although invisible, it is highly likely that remnants of
Yagmur’s body, carried along within the fabric, have also become part of
the work.

While Branda is a collage incorporating numerous fragmented
images, in Passage Esref disrupts a singular image through the use of
paint and layers of newspaper, employing a technique he has long used.
The disrupted image is from the moment he saw his father being ritually
cleaned (as part of ghusl) in the washing room. The painting at the center
of this section of the exhibition is accompanied by three red weaves,
extending once again from the ceiling to the floor as a metaphorical

8 Suat Dervis (2018) is another portrait using a similar technique.

9 Anne Koval, quoting Louise Bourgeois, ‘Hybrid Language: The Interstitial Stitches of
Anna Torma’s Embroideries,’ in Stitching the Self: Identity and the Needle Arts, ed.
Johanna Amos and Lisa Binkley, Bloomsbury, 2020, p. 146.
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representation of the blood trickling down into the water during
the washing, alongside a video projected on a screen placed on
the floor. In this video, we watch a fire slowly being fed by the
clothes left behind by his father, in a garden surrounded by olive
trees taking root in the same earth that enveloped Yagmur. If
we are to view clothes as memory-objects'® carrying the traces,
particles, and scents of the body that once wore them into the
afterwards, then through this video Esref inscribes a moment of
his third farewell to his father (following the initial farewell during
the washing ceremony and the second during the funeral) into
his diary.

*

A master weaver of strings and stories alike, Esref Yildinm
once again deftly animates the borders that have come to be
constructed between the personal and the societal, the interior
and the exterior, the | and the non-I in It rained heavily that day,
investigating them with a bold and painstaking attitude.

10 Peter Stallybrass, ‘Worn Worlds: Clothes, Mourning, and the Life of Things
[later version],” in Cultural Memory and the Construction of Identity, ed. Dan
Ben-Amos and Liliane Weissberg, Wayne State University Press, 1999.
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‘Mihrabalin’ Aladinya*
Lelyo Nino

Yolun sonrasi safi kayadan bir diizlikten sasmiyordu. DizIGgun kiyisinda
yagmur tasiyan bulutlari bekleyen, likenler ve yosunlar arasinda ciceklerini
acmis pembe dam korugu 6beklerinden iki yolcu da birkag avug yolup
yediler; baslarindaki giceklerin agirigindan egilmis dana kuyruklarinin
arasindan basamakli keskin bir siniri gectiler. Yildiz doygunu kus igde
dalindan kalkip gerisingeri uctu.

Yerin sar yesil damarlarini ortaya ciksin diye biri siplrgeci, 6teki mustavi
iki delismen c¢irak sUpUrip perdahlamaktaydi. Dairenin temizligini teftis
etmek Uzere ¢evrenden bu yana usta bir pergal bir adimi 6tekini iterek
canla basla gelmekte, bu iki ciraga yetismeye calismaktaydi. Beline saril
sicimle gururluydu. Onii sira yirilyen incecik, cocuk yastaki gézencir
melikeye adimlarini uyduramiyordu. Birbirlerini umursamaz yolcular ise
ilerleyislerini ayni aldingsizlikla strdurduler.

Geceden ayrilan bulut Gstlerindeydi, altindan yaylanarak inen kopmayan
damlalar distrdd. Buluttan ayrilmayan damlalarin arasindan billur iplikler
arasindan geger gibi gectiler. Uzerlerindeki dam &yle genisti, 6yle cok
kaynagindan kopmaz damlalar icinden yurtddler ki yola kim aldiracakti,
damlalar buluta birer birer gerisin geri gekilirken ¢atilarinda bir imge
belirdi, Mihrabalin atlasini kayik gibi bi¢cimlendirdi ve bulutun imgesine
dogru yikseldi.

Gecenin klclk, stinepe kara arslani geri kalan yolu énceleyen biri
olmadan 6telerdeki bir bagka sidara yetismek lGizereydi. Omzunda
hirpalanmis igde dalini aliskanlkla tutuyordu. Bir giiz gilinin kokusunu
duyuyordu, ileride koca bir Sam gulinin mor rengini bile gérdi ve
salinan, ince isiklarla ipiltili baglanmis tiller secti.

“Esrefbaran! Sazini gérdim. Calmayi biraktiginda kim gérstn istedin, imgeyi?”

Defne tacindan bir yaprak kopardi.
“Rabdidar’dan kalan kulagi aramaktayim.
Doérdunla ay acik etmedi.”

“Kinali kulagi beklemelisin.”

“Nicin o kara, mahzun arslani getirmedin kendinle, sigmaz miydi giimis kayigina?”
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“Leyliler geldi, gecti. O dizdar 6nlinde bekleyecek bir kapiya ¢ekiliyor. Bir gil agaci,
bir mim gérdl, kapildi alamete. Yoldasim degildi.”

Esrefbaran sazinin tellerini yumak yumak sarmaktaydi. Sazinin kirigini
ovarken Mihrabalin gimus atlasini sarindi.

“Kadim Zivzaman’a buriinmussin. Bu goksel gelgiladan sikayetim yok, ancak
Pimsaray’i ve Leylanzar’i seni gordiler mi adini bilebilecek herkes gérmeyi
arzulayacak. Harfendaz oldugun bilinir, yine de bir tel dilerdim bu atlastan
sazima.”

“Bir mUddet bu buluta katilacagim. Fakat hi¢gbir niyaz ¢ézemez Zivzaman’i. Yerini
tutmasi icin degil ama bunu kabul buyur,” dedi ve yolculugu boyunca dirseklerinden
asaglya uzanan kapkara saclarindan bir tel aldi, ¢bzencire uzatti. “Yagacak tim
yagmurlar icinde tim0daim kara kalacak bir tel, sazin igin.” Mihrabalin uyandigindan
bu yana anbean gencelmisti. Gézleri 1sikla dolmustu.

“Alakaimlerin berzahinda mi kalacaksin?”
diye sordu ¢6zencir, hediye edileni kabul
ederken gdzlerini bu hiida eskisinden
alamiyordu.

“Seni hatirliyorum, sen de beni ve ismimi Esrefbaran.
Ne ben sana yabanim ne sen bana. Ginln sekiz
paresini bulmayr umuyorum.”

Mihrabalin bir kararliiga birinir bariinmez bulut yogunlasti ve
dolaylarindaki tim bulutlar da blinyesine katti. Cézencir kirman benzeri
saziyla bulutlari egirdi, alametler ve imgeler icin iplikler egirdi, eskil hiidayi
birakti bulutta otursun, bir kabariya yerlesin. Cimlenen bir cekirdekten
uzayan igcikler gibi Esrefbaran’dan buluta baglar sariimisti, bu antik
bulutla birbirlerine ayrilamaz bir bicimde baghydilar.

Bedenleri ¢ozllen alakaimler hep bu buluta ¢ekilirlerdi. Ekserisi
gecirdikleri gecmislerini hatirlamazlardi, bedenleriyle beraber hafizalari
kendini ¢dzer giderdi. Baht ise gecirdikleri herhangi bir yasamda bir evran
pulu edinebilmeleriydi. Yureklerinin glict onlarin yan yana olduklarini hep
sezdirir ancak neyi aradiklarini yahut neye muhtag¢ olduklarini bilmeden bir
de adini koyamadiklari bir rengin hasretiyle kavrulurlardi.

Esrefbaran hikminU bulutun kivrilan kabarilari arasindaki ¢ozgllere
bindirdi, buluta dokudu. Bulut artik malumu oldugu buyruklarla bicimden
bicime birindi, kaynadi, Gol ve Geyik Ulkesine yUriada.

*Esref Yildinrm'in "O giin gok yagmur yagdi" baslikl sergisine eslik eden ve Esref'in
Yagmur ile iligkisini merkezine alan, “Mihrabalin" isimli masalsi dyku, Lelyo Nino tarafindan
"Aladinya" ¢atisi altinda kaleme alinmistir.
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‘Mihrabalin’ Aladinya*
Lelyo Nino

The remainder of the path held steady across the bare rock plain. And so the two
pedestrians plucked and ate handfuls of the pink stonecrops blooming among
lichens and moss, waiting for rain-bearing clouds along the plain’s edge; they
crossed a sharply stepped border through the mulleins whose heads were bent
with the weight of their own flowers. The star-fed bird lifted off from the silverberry
branch and flew right back.

A pair of madcap apprentices, one a broomsman, the other, a leveller, were
sweeping and polishing the floor so that the yellow-green veins of the paving
would reveal themselves. In order to inspect the cleanliness of the apartment,
a master orderly scoured the space with all his might, hoping to catch the two
apprentices. He stood proud, the rope braided around his belly. He could not
keep up with the speed of the slight queen, who was no older than a child. The
pedestrians, indifferent to one another, continued their advance with the same
disregard.

The cloud, now departed from the night, hovered above them and sprinkled
droplets that rang down without break. They moved among the droplets still
clinging to the cloud, as if passing through transparent threads. So vast was the
roof above their head, and they walked through so many drops still bound to
their source, that they did not mind the path one bit. As the drops receded to the
cloud one by one, an image appeared among them, it formed the atlas textile of
Mihrabalin like a sail, and ascended to the image of the cloud.

The small, scaredy black lion of the night did not lead the remainder of the path,
though he nearly caught up with another shadow altogether. He languidly held a
battered oleaster branch on his shoulder. He could smell an autumn rose; he even
saw the purple of a great Moroccan rose, and picked from among them sheets of
tulle tied together with slender, shining lights.

“Esrefbaran! | saw your saz. When you stop playing, who would you rather have behold
the image?”

He picked a leaf from his bay crown. “I seek the ear
left behind by Rabdidar. The quarter moon would
not disclose.”

“You must wait for the henna-stained ear.”

“Why didn’t you bring along the pitch-black, wistful lion with you, would it not have fit into your
silver sail?”
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“The nocturnals have come and gone. They recede into a gate guarded by a warden. A rose
tree saw a sign, and was lost in it, and was lost in the sign. They were not my companion.”

Esrefbaran was busy rolling the strings of his saz into knots. As he rubbed its
arm, he wrapped around him the silver atlas of Mihrabalin.

“You have covered yourself in the ancient Zivzaman. | have no qualms with this celestial
wheel, though once they see you, everyone who might know your name will want to see
Pimsaray and Leylanzar. You are known to be brash, though | would still wish for a string
for my saz from this woven atlas.”

“I will join this cloud for a stretch. Though no desire could ever undo Zivzaman. Not that it
would do in its stead, but do accept this,” they said, and took a string of their own hair which
reached below their elbows, and extended it to the unmaker. “Here, a string for your saz that
will remain pitch black among the rain for all your eternity.” Since Mihrabalin was awake, they
appeared considerably younger. Their eyes were filled with light.

“Will you remain in the partition of the Alakaim?”
asked the unmaker, he could not take his eyes off
this old master as he accepted his gift.

“I remember you, and you remember me and my name,
Esrefbaran. | am no stranger to you, nor you to me. | hope to
find the eight parts of the day.”

As soon as Mihrabalin was cloaked in a certain resolve, the cloud thickened

and drew all the clouds around it into its own body. With his chain-loosening,
spindle-like saz, the unmaker spun the clouds, spun threads for omens and
images, and left the old master to sit within the cloud, to settle into this swelling.
Like the tiny shoots stretching from a germinating seed, filaments extended from
Esrefbaran to the ancient cloud; they were bound to one another in a way that
could never be undone.

The Alakaims, whose bodies were undone, would always recede to this cloud.
Most of them would not remember the pasts they had lived through; along with
their bodies, their memories would unravel and dissolve. Their fortune, however,
was that in any life they passed through, they might acquire a single scale of the
dragon. The strength of their hearts always let them sense that they stood side by
side, yet without knowing what they sought or what they lacked, they burned with
longing for a color they could not name.

Esrefbaran placed his decree upon the curls within the swelling folds of the cloud;
he wove it into the cloud itself. The cloud, now shaped by the commands it had
come to know, shifted from one form to another. It boiled over, and set out toward
the Land of Lake and Deer.

*Written by Lelyo Nino as part of Aladiinya, the fairy tale-like story Mihrabalin accompanies
Esref Yildinm’s exhibition ‘It rained heavily that day’ and centers on Esref’s relationship with
Rain.
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Derya Acuner, feminist kuram ve metodolojiler araciligiyla glincel
sanat, zanaat ve aktivizmin kesisimleri Uzerine ¢alisan bagimsiz bir
arastirmaci. Arastirmalarinda &zellikle, kumas ve kumas temelli tekniklerin
glinimuzdeki kullanimlarina ve bunlari gevreleyen anlam dinyalarina
odaklaniyor. Doktorasini, TUrkiye’den kumas temelli pratiklerin politik

ve estetik boyutlari ile bunlarin toplumsal hafizayla iligkilerini inceleyen
teziyle, 2024 yilinda IMT School for Advanced Studies Lucca’da
tamamladi. Daha 6nceki galismalar Salt Arastirma Fonlari, Sirin Tekeli
Aragtirma Odiilii ve Dicle Kogacioglu Makale Odiilii gibi gesitli destekler
alan Derya’nin glincel arastirma ve yazilari, sanatsal pratiklerde yapim
surecleri, maddesellik, insan ve insan-olmayanlarin kolektiviteleri

gibi temalar etrafinda sekilleniyor. Yasamini ve galismalarini italya’da
surdirmekte.

Derya Acuner is an independent researcher investigating the
intersections of contemporary art, craft, and activism through feminist
theories and methodologies. Her research primarily focuses on the
contemporary uses of and meanings surrounding textiles and textile-
based techniques. She earned her PhD from the IMT School for
Advanced Studies Lucca in 2024, with a dissertation examining the
politics and aesthetics of textile-based practices from Turkey and their
relationship to memory-making. Recipient of various grants and awards,
including the Salt Research Funds, the Sirin Tekeli Research Awards, and
the Dicle Kogacioglu Article Awards, her current research and writing
center on themes of making, materialities, and human and non-human
collectivities in artistic practices. Currently, she lives and works in Italy.
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Lelyo Nino, sanat ve yazin pratiginde agirlik verdigi hapis ve mahpus
temsilleri Gzerinden beden, yazi ve mekanin birbirine déntsiminu takip
eder. Kavramsal olarak saplantilarin, yigilanin, kapatilanin ve ¢atallananin
dilini cdzmeye, yeniden kurgulamaya ve haritalamaya yonelik arastirmalar
yapar; gog, yerinden edilme, mevsimlik tarim isciligi, cocuk isciligi ile
cocuklarin ve éteki varliklarin dili ve hafizasi gibi meseleleri, alanin icinden
bir 6zne olarak ¢alismalarina tasir. 2017 yilindan bu yana “Aladinya” adini
verdigi edebi kurmaca evrende, sanat pratigini ¢cesitlenen denemeler ve
arastirmalarla tatbik etmeye devam etmektedir. Turabdin’de yasamakta ve
calismalarini sirddrmektedir.
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Lelyo Nino traces the transformation of body, writing, and space into one
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gorsel bir disiinme alani yaratmayi amaglar. Mimar Sinan Giizel Sanatlar
Universitesinde Felsefe lisansini tamamlayan Sanug, gesitli kiiltiir-sanat
kurumlarinda yer almig, galerilerde sanatgi temsilcisi olarak calismistir.
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mecralarda yayimlanmistir. Glincel olarak bagimsiz kiratoryel projeleri
Uzerine gcalismalarini sirdtrmektedir.

Aybiike Sanug is an artist and works as Program Manager at Zilberman
istanbul. In her artistic practice, lens-based approches hold a prominent
place. Drawing on the unpredictability and contradictions embedded

in everyday encounters, she positions the camera as a tool to reveal

the inner world of the subject. Working with experimental film formats
and image manipulations, she aims to create a space for visual thinking
through irony and contrasts. Sanug holds a BA Philosophy from

Mimar Sinan Fine Arts University. She has worked with various cultural
institutions, 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 independent curatorial projects.
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