Imprint

Geng Yeni Farkl’25 | istanbul

Young Fresh Different’25 | istanbul
02.08-23.08.2025

Zilberman | istanbul, Misir Apartmani No.163

Selection Committee | Segici Kurul:

Burcu Gimen, curator and director at Yapi
Kredi Museum; Ulya Soley, curator at
Hamburger Bahnhof — Nationalgalerie der
Gegenwart in Berlin; Sena Baso6z, artist
represented by Zilberman; Ece Ates, program
manager, and Lotte Laub, director of
Zilberman | Berlin. / Yapi Kredi Miizesi kiratori
ve direktort Burgu Cimen; Berlin Hamburger
Bahnhof — Nationalgalerie der Gegenwart,
Kuratéri Ulya Soley; sanatci Sena Basoz;
Zilberman | Berlin Program Yoneticisi Ece
Ates, ve Zilberman | Berlin Direktort Lotte
Laub.

Exhibition management | Sergi kurulum:
Aybike Sanug

Texts | Metin: Lotte Laub, Ayblike Sanug

Proofreading | Duzelti:
Lotte Laub, Ayblke Sanug

Photos | Fotograflar:
Courtesy of the artists / Sanatgilarin izniyle

Design | Tasarim: Giirem Ozcan

This catalogue was printed in an edition of
100 copies for the 14th edition of Young Fresh
Different | Istanbul, 2025. All rights reserved.
Bu katalog, Geng Yeni Farkli | istanbul 2025’in
14. edisyonu icin 100 adet basiimistir. TUm

haklan sakhdir.

© 2025, Zilberman

ZILBERMAN

[stan

Genc.Yen;
e

bu

20



Genc
Yeni

Farkll’25
Istanbul

Anet Sandra Acikg6z, Sahsenem Altiparmak,

Ahmet Dindar, Yasemin Erturan,

Merve Karakoc, Deniz Zaide Korkmaz,
Ezgi Lemur, Anil Onen, Yesim Ozkan,
Dilan Perisan, Sahmaran, Begim Yildirim

Zilberman | istanbul
2 — 23 Auqust / Adustos 2025

Foreword

Young Fresh Different (YFD) is an annual
exhibition calling for submissions every
summer. Since 2010, it has celebrated the
end of the season by providing a platform
to artists under thirty-five. Founded in
Istanbul, YFD has been presented in Berlin
as well since 2024. Its format creates a
space in which younger artistic voices can
be heard - a walking askew, which disturbs
existing orders and lends visibility to new
perspectives. As part of the program
funded by our gallery, YFD also stands

for a commitment to continuously re-
thinking the role of galleries in ever-shifting
circumstances: without institutional funding
structures and in private settings that have
the potential to function as spaces in which
to think freely.

For this year’s Istanbul edition, twelve
artists were selected. Jury members
included Burcu Cimen, Director of the Yapi
Kredi Museum in Istanbul, Ulya Soley,
Curator at the Hamburger Bahnhof -
Nationalgalerie der Gegenwart in Berlin,
and Sena Bas6z, an artist from the
Zilberman program, as well as Ece

Ates, Zilberman’s Program Manager.

We reviewed the numerous applications
over a period of several days; the works
ultimately chosen were determined in a
plenary jury session. The decisive factors
were originality, conceptual clarity, a
precise use of materials and space,

and independence of expression with a
reflective awareness of current debates. In
the final rounds of selection, the jury also
considered a proposal’s coherence in the
context of the artist’s previous work.

The works selected integrate multiple
voices. They approach memory and the
body as relational fields, in which the
allocation of subject and object remain
instable and agency becomes visible

in divided, staged, or fragmented form.
Traces that bear witness to an absence



appear time and again in these works;
fragility reveals itself through breaches

in the material as well as in affective
tensions. Archived or repressed histories
are brought to light, time coordinates are
shifted, territorial orders undermined.
Zones of ambiguity appear, in-between
spaces beyond any clear location, in which
resistant affects come into their own.
Forms of digital or material excavation raise
questions concerning ethical responsibility
and who has the authority to interpret.
Emotions appear here not merely as
personal impacts, but as political resources
and as an expression of opposition to
normative structures. Intimacy, caring, and
vulnerability stand out in their esthetic and
ethical dimensions, as do forms of irritation,
which interrupt existing orders and suggest
the possibility of an altered perception.
Borrowing from Sara Ahmed’s cultural-
theoretical reflections on orientation and
willfulness, these works can also be read
as movements that irritate dominant

orders and lend credence to other forms

of perception and behavior. YFD thus

sees itself as a format that allows for
friction, opens reflective spaces, and takes
movement itself as its subject.

We give our heartfelt thanks to all
candidates for their trust and the broad
span of their submissions. Although it

was not easy to finalize our decisions, we
are delighted that, this year once again,
we can show a selection of independent
and sensitive artistic positions — and

thus carry on with what YFD has made
possible for fourteen years now: remaining
attentive, precisely in this era of heightened
alertness, and remaining in motion, feeling
our way, walking askew, and stumbling off
the beaten track, so as to remain open for
taking new paths.

Lotte Laub

Ons6z

Genc Yeni Farkli (GYF), genc sanatcilara
her yaz, acik cagriyla diizenlenen yillik bir
sergi. 2010°’dan bu yana, sezon sonunda 35
yas alti sanatcilara alan agarak bu dénemi
birlikte sonlandiriyor. istanbul’da baslayan
bu olusum, 2024’ten itibaren Berlin’de de
izleyiciyle bulusuyor. GYF, geng sanatgilarin
sesini duyurabilecegi bir zemin sunuyor,
alisildik yapilari yerinden oynatan, yeni
bakis acilarina gérinirlik kazandiran

bir alan. Ayni zamanda, galerimizin
destekledigi bu program, degisen kosullar
karsisinda galerilerin roliind yeniden
distnmeye dair bir caba. Kurumsal

destek yapilarinin disinda, dustinceye ve
denemeye acik 6zel bir ortam yaratmayi
amacliyor.

Bu yil istanbul edisyonunda on iki
sanatci yer aliyor. Juride Yapi Kredi
Mizesi Direktori Burcu Cimen, Berlin
Hamburger Bahnhof — Nationalgalerie
der Gegenwart, Kiuratéri Ulya Soley,
Zilberman sanatcilarindan Sena Bas6z
ve Zilberman Program Yoneticisi Ece
Ates bulunuyor. Sayisiz basvuru birkag
glin boyunca degerlendirildi; segilen isler
juri toplantisinda ortaklasa belirlendi.
Kararlarimizda belirleyici olan unsurlar;
6zgunluk, kavramsal aciklik, malzeme
ve mekanin bilingli kullanimi ile bagimsiz
ve guncel tartismalara duyarli bir ifade
bicimiydi. Son asamada ise, 6nerilen
islerin sanatcinin énceki Uretimleriyle olan
tutarliigina da dikkat ettik.

Secilen eserler katmanl bir anlati sunarak;
bellek ve bedeni, 6zne ile nesnenin
sinirlarinin belirsizlestigi alanlar olarak

ele aliyor; temsil cogu zaman bolinmuis,
sahnelenmis ya da parcali bir bicimde
ortaya cikiyor. Yokluklara isaret eden izler
tekrar tekrar karsimiza cikarken; kirilganlik,
hem kullanilan malzemelerdeki ¢atlaklarda
hem de duygusal gerilimlerde kendini



gosteriyor. Bastirilmis ya da arsivienmis
hikayeler goriinlr oluyor; zaman kayiyor,
sinirlar bulaniklasiyor. Belirsizliklerin

hakim oldugu, net bir mekana ait olmayan
araliklarda, direncli duygular kendilerine
yer buluyor. Dijital ya da fiziksel katmanlari
aciga cikaran bazi igler, etik sorumluluk

ve anlatim hakkinin kimde oldugu (zerine
disinduartyor. Duygular burada sadece
bireysel deneyimler degil, ayni zamanda
politik birer ara¢ ve yerlesik yapilara kargi
bir durus olarak da éne c¢ikiyor. Mahremiyet,
bakim ve kirilganlik kadar; mevcut dizenleri
kesintiye ugratan rahatsiz edici unsurlar
da estetik ve etik ydnleriyle dikkat ¢ekiyor.
Sara Ahmed’in yonelim ve irade Uzerine
dusiincelerinden yola ¢ikarak, bu igler ayni
zamanda hakim dizenleri sorgulayan,
farkli algi ve davranig bigimlerine alan acan
hareketler olarak da okunabilir. GYF, bu
anlamda, farklliklarin strtinmesine izin
veren, disinmeye alan acan ve hareketin
kendisini merkezine alan bir yapi sunuyor.

Tam basvuru sahiplerine bize duyduklari
guven ve paylastiklar gucla isler igin
ictenlikle tesekkur ederiz. Karar sureci

kolay degildi, ancak bu yil da bagimsiz

ve duyarl sanatci yaklasimlarini bir araya
getirmis olmaktan memnuniyet duyuyoruz.
GYF’nin on dért yildir midmkin kildigi gibi:
uyanik kalmaya, yoldan sapmaya, sezgilerle
ilerlemeye ve yeni yollar acmaya devam
ediyoruz.

Lotte Laub
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In today’s rapidly shifting social and political
climate, the field of cultural production
increasingly calls for new modes of expression.
As terms like “young,” “fresh,” and “different”
are absorbed into the marketing vocabulary
of the culture industry, their critical and
imaginative potential often becomes flattened.
Young Fresh Different, however, reclaims
these words not as labels, but as tools for
production and spaces for resistance. This
year, as in previous editions, the exhibition
resists thematic or curatorial framing, instead
gathering works that challenge conventional
forms and search for a language of their own.
In a time when spaces for expression in
Turkey’s cultural and political context are
becoming ever more constrained, YFD’25
proposes a space where art can still speak,
resonate, and connect. In moments where
the personal collides with the political, and
the individual with the collective — sometimes
loudly, sometimes in quiet parallel — Young
Fresh Different envisions a space of sustained
encounter, where independent practices
converge around shared concerns.

For the past 14 years, Zilberman has positioned
Young Fresh Different not merely as a space of
display, but as a dynamic platform for emerging
voices. By increasing the visibility of diverse
practices and cultivating spaces where new
voices can sustain their work, the initiative
fosters long-term artistic development beyond
the exhibition itself.

YFD’25 aims to remind us of the collective
possibilities of thought in the face of various
forms of censorship in Turkey. The selected
works span a broad spectrum from personal
memory to public space, from identity to site,
from the everyday to the political. Rather than
orbiting a singular theme, YFD’25 unfolds
around the possibilities of being together.
Concepts such as the body, memory, and
belonging are explored through a wide range
of mediums and approaches: from video
installations to Al-generated narratives, from



biological remnants to traditional objects.
These works come together across personal
and collective thresholds, engaging in layered
dialogues.

This year’s selection was made from over 400
applications by the jury composed of Burcu
Cimen (Director and curator of Yapi Kredi
Museum), Ulya Soley (curator at Hamburger
Bahnhof — Nationalgalerie der Gegenwart in
Berlin), Sena Basoz (artist), Lotte Laub (Director
of Zilberman | Berlin), and Ece Ates (Program
Manager of Zilberman | Berlin). Bringing
together a diversity of production motives,
modes of thought, and narrative strategies,
YFD’25 reflects the contemporary potential
of emerging artists, and offers an invitation

to think together, to create together, and to
imagine new possibilities.

GUnumuzde kilttrel Uretim alanlar, hizla
ddénusen toplumsal ve politik kosullar karsisinda
yeni ifade bicimlerine ihtiya¢ duyuyor. “Geng”,
“yeni” ve “farkh” sifatlari, kiltir endUstrisinin
pazarlanabilir araclari haline gelirken; bu
sozcUklerin tasidigl potansiyel anlamlar
ylzeysellesebiliyor. Ancak Geng Yeni Farkli;

bu kelimeleri birer etiket olarak degil, bir
Uretme bicimi ve direnme alani olarak bir araya
getiriyor. Bu yiIl da herhangi bir tema ya da
kiUratoryal metin Uizerinden degil; kaliplarla
mucadele eden ve kendine ait bir dil arayisina
giren Uretimlerle bir araya geliyor.

Tarkiye’nin kdltirel ve politik atmosferinde
gln gectikce daha da daralan ifade alanlarina
karsl GYF’25, sanatin hala ses cikarabilecegi
ve birbirine temas edebilecedi bir zemin
Oneriyor. Kisisel olanin politikle, bireysel olanin
toplumsalla carpistidi; kimi zaman da sessizce
yan yana gectigi gliinlerde; Geng Yeni Farkl,
birbirinden bagimsiz pratikleri, ortak meseleler
Uzerinden strdurllebilir bir karsilasma imkani
olarak kurguluyor.

Zilberman, gectigimiz 14 yil boyunca Geng
Yeni Farkl ¢catisi altindaki grup sergileri

ile sanatcilara yalnizca sergilenim alani
sunmanin étesinde yeni sesler icin dinamik

bir platform olarak konumlaniyor. Genc Yeni
Farkl, birbirinden bagimsiz sanat pratiklerinin
gorindrligini artirmak ve yeni seslerin
Uretimlerini strdlrebilecekleri alanlar yaratmayi
hedefliyor.

Tarkiye’de uygulanan sansurin her tarld
bicimlerine karsi, kolektif distinebilme ihtimalini
hatirlatmayl amaclayan GYF’25; bireysel
hafizadan kamusal alana, kimlikten mekana,
glindelikten politik olana uzanan genis bir
yelpazeye yayiliyor. Farkli pratiklerin yan yana
geldigi GYF’25, tek bir tema etrafinda degil;

bir arada olma olasiliklar Gzerinden kuruluyor.
Beden, hafiza, ve aidiyet gibi kavramlar, farkli
pratikler ve anlatim bicimleriyle ele aliniyor.
Video yerlestirmeden yapay zeka destekli
kurgulara, biyolojik atiklardan geleneksel
nesnelere uzanan igler; hem kisisel hem de
kolektif olanin sinirlarinda dolasarak cesitli
diyaloglar Uzerinden bir araya geliyor.

Burcu Cimen (Yapi Kredi Mizesi Direktort ve
kuratord), Ulya Soley (Hamburger Bahnhof

— Nationalgalerie der Gegenwart, Berlin’de
SAHA kiratérl), Sena Bas6z (sanatcli),
Zilberman | Berlin Direktori Lotte Laub ve
Program Yd&neticisi Ece Ates’ten olusan secici
kurul tarafindan, 400’Un Uzerinde birbirinden
essiz basvuru, titizlikle degerlendirilerek bu
senenin seckisi olusturuldu. Cesitli Gretim
motivasyonlarini, distinme bicimlerini ve

anlati yollarini bir araya getiren GYF’25, geng
sanatcilarin tasidigi potansiyellerin gtincel bir
yansimasi olarak kolektif disiinmeye, tUretmeye
ve yeni olasiliklara alan agmaya bir davet niteligi
tasiyor.

Ayblke Sanug
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Anet Sandra Acikgdz’s practice revolves around
concepts such as collective memory and

power relations, which she explores through an
interdisciplinary inquiry. She revisits disrupted, lost, or
distorted connections within official historical narratives
and investigates the blurred boundaries of dominant
discourses that sustain their own forms of authority.

Armenian Cross.

The video Finders Keepers questions the legality

of illegal treasure hunting activities carried out in
certain regions of Turkey. It criticizes the suspension
of the law, which varies depending on the individual,
institution, or organization in Turkey, and examines the
conditions under which treasure hunting is considered
legal or disregarded within certain rules. The video,
which was stolen/obtained from YouTube, has been
edited and presented to the audience in a way that
assumes it is free of copyright claims.

The parallelism between the ease with which treasure
hunters acquire their loot while excavating in an old
Armenian village and the “readiness” of the video aims
to respond to the actions of treasure hunters who
seize the treasures they find in a manner that could
be considered legal, while reestablishing the positions
of perpetrator and victim. A similarity is established
between the objects the treasure hunters reach by
digging into the ground and the images the artist has
extracted from the archive and re-constructed. Thus,
the artist’s position in the production invites the viewer

11

out of passive spectatorship and into an ethical responsibility.
In art, the dynamics of taking and giving, and the balance
between “value” and ownership, are re-examined, placing
the tension between hunter and prey on slippery ground.

It invites us to rethink and discuss property rights not only
through loot but also through works of art.

Anet Sandra Acikgdz’'Un pratidi, kolektif hafiza ve iktidar
iliskileri gibi kavramlar etrafinda sekillenir; sanatci bu
kavramlar disiplinlerarasi bir yaklasimla arastirir. Resmi tarih
anlatilarinda kopmus, kaybolmus ya da carprtilmis baglar
yeniden ele alirken, otorite bigimlerini strdtren baskin
s@ylemlerin belirsiz sinirlarini da sorgular.

Finders Keepers baslikl video galismasi, Turkiyenin bazi
bolgelerinde surdurtlen yasa disi definecilik faaliyetlerinin
mesruiyetini sorgular. Turkiye’de kisiye, kuruma ya da
duruma gore degiskenlik gosteren hukukun askiya alinisini
elestirir; defineciligin hangi kosullarda yasal kabul edildigini
ya da kurallar icinde nasil gdrmezden gelindigini inceler.
YouTube’dan calinmis ya da edinilmis bu video, telif hakki
iddialarindan azade oldugu varsayimiyla kurgulanmis ve
izleyiciye sunulmustur. Eski bir Ermeni kdyunde definecilerin
kolayca elde ettikleri ganimet ile videonun “hazir” hali
arasindaki paralellik, definecilerin bulduklar hazineleri yasal
sayllabilecek yollarla sahiplenmesine karsl bir karsilik Uretir;
fail ve magdur konumlarini yeniden tanimlar.

Sanatcinin arsivden cikarip yeniden yapilandirdigi gérunttler
ile definecilerin topragi kazarak ulastigi nesneler arasinda

bir benzerlik kurulmustur. Bu benzerlik, sanat¢inin

Uretimdeki konumunu sadece gozlemci degil, izleyiciyi etik
bir sorumluluga davet eden bir yere tasir. Sanatta alma-
verme dinamikleri, “deger” ve sahiplik dengesi yeniden
degerlendirilir; avcl ile av arasindaki gerilim kaygan bir zemine
yerlestirilir. Bdylece sadece ganimet Uzerinden degil, sanat
eserleri araciliglyla da mulkiyet haklarini yeniden disinmeye
ve tartismaya ¢agirr.

Finders Keepers / Bulanindir, 2022
Two-channel video and soil installation
Iki-kanalli video ve toprak yerlestirmesi
2'55”
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Focusing on the impact of digital technologies

on our perception of memory, time, and space,
Sahsenem Altiparmak explores the temporal
continuity of both personal and collective memory.
Working across video and interactive media, she
brings together archival objects, digital data, and
technological devices to construct alternative
contexts around the themes of resistance and
transformation between past and future.

Memory of Network is an installation composed
of mobile phones, probing the memory of the
digital age. Once functional devices from different
periods are presented as carriers of personal
memory, witnesses of technological evolution,
and overlooked archival artifacts on the verge of
disappearance. Positioned as objects that carry
material and temporal tension, these phones also
hold potential traces of deleted messages and
unrecorded images. Rather than being randomly
placed, the devices are dispersed throughout the
space with a deliberate rhythm and structure.

The viewer is not merely encountering a graveyard
of obsolete hardware, but stepping into a space
that reflects collective forgetting, digital residue,
and the shifting nature of communication itself. By
quietly inhabiting the exhibition space, Memory of
Network renders visible the personal pasts held
within devices rapidly consumed by digitization.

Sahsenem Altiparmak, dijital teknolojilerin hafiza,
zaman ve mekan algisi Uzerindeki etkilerini
merkezine alarak kisisel ve kolektif hafizanin
zamansal surekliligine odaklanir. Video ve interaktif
medya ekseninde sUrdUrdUgu calismalarinda; arsiv
nesneleri, dijital veriler ve teknolojik aygitlari bir araya
getirerek, gecmis ile gelecek arasinda direng ve
dénlsUm temalar Uzerinden alternatif baglamlar
kurmayl amaglar.

Adin Hafizasi, telefonlardan olusan bir yerlestirme
araciligiyla dijital gagin bellegini sorgulayan bir
projedir. Farkli ddnemlere ait, artik islevini yitirmis
mobil cihazlar; kisisel hafizanin taglyicisi, teknolojik
evrimin tanidi ve ayni zamanda unutulmaya yUz
tutmus birer arsiv nesnesi olarak konumlandirilir.

13

Maddesel ve zamansal gerilim taslyan simgeler olarak
yer alan telefonlar, silinmis bir mesajin, kaydedilmemis
bir gdérunttniin potansiyel izlerini tagir. Bu yerlestirmede
cihazlar rastlantisal degil; belli bir ritim ve kurgu iginde
mekana dagilir. izleyici, yalnizca bir donanim mezarligiyla
degil; ayni zamanda kolektif unutmanin, dijital tortularin
ve iletisimin degisen dogasinin bir temsil mekaniyla karsi
karsiyadir. Agin Hafizasi, sessizce mekana konumlanarak
dijitallesmenin hizla tikettigi cihazlar araciligiyla bireysel
gecmisi gorunur kilar.

Memory of Network / Agin Hafizasi, 2025

Telephone parts: keypads, displays, circuit boards, microchips
Telefon pargalari: tug takimlari, ekranlar, devre kartlari, mikrogipler
200 x 170 x 60 cm
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icindeki cok kalin eriyip ¢ctkmamis
tabaka oldugu igin 10:25

Ahmet Dundar investigates the fluidity of identity,
the transformation of material, and the instability
of fixed categories. His works, situated between
the organic and the artificial, the personal and the
systemic, do more than question boundaries; they
also expose the very moments those boundaries
begin to dissolve. Informed by his background

in industrial production, his practice critically ve yine her seyi kontrol edemedim
reconsiders the assumed passivity of material 10:26 v/
and objects. By tracing the relationships between

subject and object, he explores textures that evoke

life, movements shaped by robotic systems, and

how these evoke specific responses in the viewer.

normal diyorum ve seviniyorum
suan 10:25 v/

sadece bi yuzu kizardl 5.55 4

Texts | Received examines the impact of material on
the human psyche through the visual and affective
traces of the metal casting process. Engaging
directly with the resistance of molten aluminum,

the artist documents not only the transformation

of matter but also the emotional and physical
responses it generates. The process becomes a
mirror of human resilience and adaptation in the
face of material tension. 1 5

umutsuzca degistirmeye gideken
plrmiz basligini eridigini gérdim
5dk énee 10:26 &

By archiving his own interactions with this material
through messages he sent to himself during the
process, Dindar makes visible how so-called
passive materials can assert agency. The work
destabilizes conventional subject-object hierarchies
and prompts viewers to consider how even the
most industrial of materials might shape thought,
feeling, and form.

Ahmet DUndar, kimligin akiskan dogasini,
malzemenin dénustimunt ve kategorilerin
istikrarsizligini arastinr. Organik ile yapay, kisisel ile
sistematik olan arasinda gidip gelen isleri yalnizca
sinirlart sorgulamakla kalmaz; ayni zamanda bu
sinirlarin ¢ézdlme anlarini da gérdndr kilar. Egitim
gecmisi ve endustrideki gdzlemleriyle sekillenen
pratigi; maddeye ve nesnelere atfedilen edilgenligin
elestirel bir degerlendirmesine déntsmustUr.
Malzemeye olan yaklagimiyla, 6zne-nesne iligkilerini;
organik materyalleri arastirarak bir varligin canl
olarak algilanmasina yol agan dokulari; robotik
sistemlerle hareket bigimlerini ve izleyicideki
karsiliklarini sorgular.

Bana Gelen Mesajlar, materyallerin insanlar
Uzerindeki etkisini, metal eritme sUrecine ait ¢iktilar
ve arsivlerle sorgular. Metalin direnen dogasina
maruz kalan, onunla ¢alisan insanlarin bu direnci
naslil aynaladigi ve bu suregte gelistirdigi hislere kapi
aralamay! amaglar.

Materyal ve insan iligkisini derinlestirmek adina
Uretim sUrecine en basindan itibaren aktif bicimde
dahil olan sanatgl, bu eserde kendi insa ettigi

firnla gergeklestirdigi aliminyum eritme surecini
arsivler. Stireg boyunca pasif olarak nitelendirdigimiz
materyallerin, insanlar Uzerinde etkin olabilecedi

ve fark yaratacak diizeyde bir tutarliiga sahip
olabilecegi, sanat¢inin kendine gdnderdigi
mesajlarla gérintr hale gelir.

Texts | Received / Bana gelen mesajlar, 2024
Raspberry Pi, screen, WhatsApp messages, scrap
aluminum casting, steel wire

Raspberry pi, ekran, whatsapp mesajlari, hurda
aldminyum dékim, celik ip

30x50x5cm
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Yasemin Erturan’s practice is shaped by the
relationship she builds between the witnessing
capacity of the visual and the perception of space.
In her archive-based research, visual recordings,
written notes, surface details, and fleeting
encounters often evolve into central elements of
her works. Moving across sculpture, photography,
video, and installation, her productions investigate
how personal and collective data can be re-
visualized and spatially re-contextualized.

In Passing by the house of my first arrival, Erturan
takes an imprint of a surface belonging to a different
architectural space and reworks it onto a concrete
block. The image and its ground are displaced,
detached from their context, and repositioned.
The anonymized body transferred onto the surface
represents a physically and contextually reduced
image. The absence of a head emphasizes the
incompleteness of the figure and underscores the
limitations of representation. The concrete surface
becomes more than a mere carrier — it transforms
into a layered structure that holds the physical
traces of the place it once belonged to.

Yasemin Erturan, gorsel olanin taniklik kapasitesi
ile mekan algisi arasinda kurdugu bag tzerinden
pratigini sekillendirir. Arsiv temelli arastirmalarinda;
gorsel kayitlar, yazili notlar, ylzeysel ayrintilar ya
da gegici karsilasmalar; zamanla iglerinin temel
dinamiklerine dénUsur. Heykel, fotograf, video

ve enstalasyon gibi disiplinler arasinda dolasan
Uretimleri, hem bireysel hem de kolektif veriler ile
yeniden gorsellestirme ve mekanla iliski kurma
bicimlerini arastirr.

llk Geldigim Evin Oradan Gececediz yerlestirmesi
ile Erturan, farkli bir mekana ait ylzeyin kalibini
alarak beton bir blok Uzerine igler. Gorintl ve
zemin, yerinden edilerek baglamindan koparimis
ve yeniden konumlandinimistir. YUzeye aktarilan
kimliksizlesmis beden, hem fiziksel hem de
baglamsal olarak eksiltimis bir gdrunttyt

temsil eder. Bedenin bassiz olusu, gdrselin
tamamlanmayan yapisini ve temsilin sinirlarini

vurgular. Beton ylzey yalnizca tasiyici bir zemin Passing by the house of my first arrival
degil d it oldud K fiziksel Ik geldigim evin oradan gececegiz, 2025
egil ayni zamanda ait oldugu mekanin fizikse Mixed media on concrete surface

izlerini iginde barindiran katmanli bir yapiya donusdr. 1 7 Beton yiizey iizerine karisik teknik
167 x 46 x 20 cm



Merve
Karakog¢

Merve Karako¢ explores the relationship between
body and self through biological materials. Drawing
from personal experiences, she investigates
medical waste and the body’s responses to these
discarded elements. By using bodily substances
such as blood and saliva, she transforms the
spaces where these remnants are encountered.

Dissection is an installation composed of a wax-
preserved tumor extracted from Karakog'’s own
body, and a metal structure that carries the tissue.
The use of biological material — present in her
earlier works — here turns toward a more intimate
and invisible layer. This tissue, which had grown
spontaneously within the body and was classified
as unwanted and harmful, becomes an object once
removed.

With Dissection, Karako¢ questions the condition
of being expelled from the body and the processes
of meaning, control, and intervention that such a
removal sets into motion. In contrast to institutional
procedures that archive pathological materials as
damaged, ill, or deviant parts under standardized
and anonymizing systems, she recalls a deeply
personal experience — reinstating the individual
within what is often treated as clinical residue.
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Merve Karakog, beden ve benlik arasindaki iligkiyi
biyolojik materyaller Gzerinden sorgular. Kisisel
deneyimlerinden hareketle medikal atiklar ve
bedenin bu atiklara karsi reaksiyonlarini arastirir.
Kan ve tukuruk gibi bedensel sivilart kullanarak bu
atiklann karsilasildigi mekanlar dontsturdr.

Numune, Karakog’un kendi bedeninden alinarak
patolojik inceleme amaciyla mumlanan bir timor
dokusu ile bu dokuyu taslyan metal yapidan olusan
bir yerlestirmedir. Sanat¢inin dnceki calismalarinda
da yer bulan biyolojik materyal kullanimi, daha
kisisel ve gorinmeyen bir katmana yonelir. Vicutta
kendiliginden blyuyen, istenmeyen ve zararli olarak
kabul edilen bu doku, bedenden ¢ikarildiktan sonra
bir nesneye donusur.

Numune yerlestirmesi ile bedenden ¢ikarima

halini ve bu atimanin tetikledigi anlam, kontrol

ve mUdahale sureglerini sorgulayan Karakog, bir
hastane prosedurinin &zellikle hasarli, hasta ya

da norm digi olarak gorilen beden pargalarinin
standartlastirici ve anonimlestirici arsivleme pratigine
karsl, bireysel deneyimi geri ¢cagirr.

Dissection / Numune, 2025
Wax-embedded tumor, metal
Mumlanmis timaér, metal
13x16 x4 cm



Deniz
Zaide
Korkmaz

Deniz Zaide Korkmaz focuses on the sense of
insufficiency within the constraints imposed by
material or form, as well as the meanings attributed
to these structures. In her practice, she explores
the intersection of the physical and the digital,
proposing encounters that challenge bodily and
spatial perception. Through various media such as
sculpture, painting, sound, and artificial intelligence,
she constructs a narrative shaped by ambiguity —
producing images that revolve around unsettling and
conflicting emotions, often embodied in formless
structures.

Falsehoods Meet unfolds inside an artificial family
home surrounded by conflicting feelings, suppressed
desires, and fragility. It depicts a space where trust is
continually reconstructed yet never fully established,
progressing within a fabricated order that offers an
illusion of continuity. With fragmented figures, artificial
color gradients, and distorted images, this work
pushes the limits of representation and reveals how
fragile emotional connections can be. The constant
shifts, dissolutions, and fake repetitions at visual and
auditory levels trap the viewer within moments that
break just as they are about to form. Falsehoods
Meet reminds us of the instability and constructed
nature of what we call home, alongside themes of
belonging, vulnerability, and repressed fears.

Deniz Zaide Korkmaz, malzemenin veya bigimin
dayattidi sinirlar icinde barinan yetersizlik hissi ve
bu yapllara atfedilen anlamlar Gzerine yogunlasir.
Calismalarinda, fiziksel ve dijital olanin kesisiminde,
bedensel ve mekéansal algly zorlayan karsilasmalar
Onerir. Heykel, resim, ses ve yapay zeka gibi cesitli
medyumlar araciligiyla belirsizlikten beslenen bir
anlati ekseninde bicimsiz formlar Uzerinden rahatsiz
edici ve ¢eligkili duygularin gevresinde dolasan
imgeler Uretir.

Falsehoods Meet, celigkili hisler, bastirimis arzular
ve Kirllganlikla cevrelenmis yapay bir aile evinin
icinde gecer. Guvenin yeniden Uretildigi ama asla
saglanamadigi bir mekanda, stireklilik hissi veren
sahte bir dizen i¢inde ilerler. Parcalanmis figurler,
yapay renk gegisleri ve bozulmus imgelerle birlikte
temsilin sinirlarini zorlayan bu yapi, hislerle kurulan
baglarin ne kadar kirilgan olabilecegini gorindr kilar.
Gorsel ve isitsel diizeyde surekli kayma, ¢ozilme
ve sahte bir tekrar hissi yaratan yapi; izleyiciyi,
olmak Uzereyken bozulan anlarin igine hapseder.
Falsehoods Meet, aidiyet, kirilganlik ve bastirimis
korkularin yani sira, ev olarak adlandirdigimiz
seylerin ne kadar degisken ve kurmaca olabilecegini
hatirlatir.

Falsehood Meet, 2025

3D Modeling video, Al-generated visual, sound
3B Modelleme video, Al-destekli gérsel, ses
142"



Ezqi
Lemur

Ezgi Lemur centers her practice on the concept

of the body through various disciplines such

as photography, video, collage, and sculpture.
Positioned at the intersection of visual arts and
movement-based research, she examines the

body as a dynamic field of perception. Challenging
perceptual hierarchies and traditional dichotomies
that separate mind from body, spirit from matter, and
appearance from essence, she proposes a return to
the material itself. Seeking new wholes and meanings
emerging from the interaction of images and objects,
Lemur aims to create fresh dialogic spaces on body
representations and perception.

22

Framing the body as a living site continuously

woven by memory and senses, Lemur’s Untitled
installation centers on tea — a beverage symbolically
consumed across diverse cultures to gather and
connect. Associated with respect and ritual during
its preparation, she treats tea as a representation

of skin. Through the disposable material of used

tea bags, the work critically reflects on today’s
consumer culture. In a contemporary world where
experience is reduced to consumption and comfort
and convenience prevalil, it points to an individualistic
and isolated culture. With a fabric sewn from tea
bag waste and its fragments, Lemur constructs a
sustainable whole. The skin, linked to themes of
identity and fragility, records history through its marks,
and each piece of the fabric becomes a remnant of
personal experience, joining a collective memory.

Ezgi Lemur, fotograf, video, kolaj ve heykel gibi
cesitli disiplinler Uzerinden beden kavramina
odaklanir. Bedeni, gdrsel sanatlar ile hareket temelli
arastirmalarin kesisiminde konumlandirarak alginin
dinamik bir alani olarak inceler. Algisal hiyerarsileri
sorgulayarak zihni bedenden, ruhu maddeden ve
gbruneni 6zden ayiran dtstnce geleneklerine karsi,
materyalin kendisine bir déniis dnerir. imge ve
objelerin birbirleriyle temasindan dogabilecek yeni
batunler ve anlamlar ararken; beden temsilleri ve algi
Uzerine yeni diyalog alanlari olusturmay amaglar.

Bedeni; hafiza ve duyularla 6rtlG varliklarin, kesintisiz
temas hélinde oldugu canli bir alan olarak kurgulayan
Lemur, isimsiz yerlestirmesi ile sembolik bir anlam
taglyan, gesitli kltUrlerde bir araya gelmek amaciyla
tiketilen cayr merkezine alir. Hazirlanisi esnasinda
saygi ile iliskilendirilerek gesitli ritGelleri olan bu
icecedi, bir deri temsili olarak ele alir. Tek kullanimlik
bir nesne olan poset ¢cay materyalleri (izerinden
modern tUketim kUltUrdnG inceler. Deneyimin tUketime
indirgendigi, konfor ve kolayligin dnceliklendirildigi
¢agdas dunyada, bireysel ve izole bir kiltire isaret
eder. Poset cay atiklanindan dikilmis bu kumas ile
parcalar Gzerinden surdUrUlebilir bir bitln insa eder.
Kimlik ve kinlganlik temalaryla iliskilenen deri, tasidigi
izlerle tarihin kaydini tutar ve kumasgl olusturan her
parca, bireysel bir deneyimin kalintisi olarak, kolektif
bir hafizanin pargasi haline gelir.

Untitled / isimsiz, 2025
Used tea bag, rope / Atik ¢ay poseti, iplik
60 x 140 cm



Anil
Onen

24

Anil Onen builds her practice around rituals and
daily habits that shape human behavior. Within
these structures, superstitions hold a central place;
the artist examines these beliefs in their cultural
and psychological contexts through dialogue and
research, investigating invisible practices passed
down through generations in collective memory.

The installation Corded Kopanaki Guipure Tulle,
composed of seed, thread, and half-circle forms
covered with rue herb, references a lace type of the
same name and continues the plant’s teachings.
Rue, which grows in Anatolia, is burned for protection
against the evil eye or for cleansing purposes. Unlike
other protective herbs, it belongs to the entheogen
plant group. This plant contains psychoactive
substances with hallucinogenic effects and allows
people to experience past connected memories.

For this reason, it is called “grandmother” among

the plants in its group. Using rue herb as material,
Onen presents a layered narrative as both a ritual
object and in traditional and scientific contexts. The
artist continues intuitive and experimental research
through the memory of the plant, positioning rue as a
symbolic tool linking individual and collective memory.
The forms in the installation evoke both a protective
and nourishing transfer, like breast milk, and a bodily
and spiritual bond to the past, similar to the umbilical
cord.

Anil Onen, insan davraniglarini sekillendiren rittieller
ve glindelik aligkanliklar Gzerinden pratigini insa eder.
Bu yapilar iginde 6zellikle batil inanglar merkezi bir
yer tutar; sanat¢i, bu inanclar kulttrel ve psikolojik
baglamlaryla birlikte ele alarak toplumsal hafizada yer
etmis, kusaktan kusaga aktarilan gérinmez pratikleri,
diyalog ve arastirma yoluyla inceler.

Uzerlik otu kapli yarm daire formlarindan, iplik ya da
telle uzanan tohumlardan olusan Kordoneli Kopanaki
Gipdtr Gapdr Til yerlestirmesi, ayni isimli dantel
tUrdne referans vererek bitkilerin dgretisini strdlrdr.
Anadolu’da yetisen Uzerlik bitkisi, ginimuzde
nazardan korunmak veya arinmak amaciyla yakilarak
kullanilan bir bitkidir. Ancak diger nazar otlarindan
farkli olarak entojen bitki grubuna dahildir.
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Psikoaktif maddeler iceren ve halUsinojenik etkileri
olan bu bitkiler, insanlara gegmigleri baglantil
deneyimler yasatir. Bu nedenle kendi grubundaki
bitkiler arasinda anneanne olarak adlandirilir.

Onen’in malzeme olarak kullandig tizerlik otu, bir tir
rittel nesnesi olarak hem geleneksel hem de bilimsel
baglamda katmanli bir anlati sunar. Sezgisel ve
deneysel arastirmalarini bitkilerin hafizasi Gzerinden
surdUren sanatg¢, Uzerligi bireysel ve kolektif

bellegi birbirine baglayan simgesel bir ara¢ olarak
konumlandirir. Yerlestirmedeki formlar, hem anne stitu
gibi koruyucu ve besleyici bir aktarimi, hem de gobek
bagina benzer sekilde gegmisle kurulan bedensel ve
ruhsal bir bagi cagristirir.

Corded Kopanaki Guipure Tulle

Kordoneli Kopanaki Gipur Gupar Tul, 2025
Wood, seed, leaf, shell, thread, wire, rue herb
Ahsap, tohum, yaprak, kabuk, iplik, tel, tzerlik otu
90 x 220 x 15 cm



\_{e im
Ozkan
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Yesim Ozkan pursues ideas centered
around belonging and cultural memory.

By questioning the relationship between
identity, memory, and place, she focuses
on how individuals relate to social and
geographical contexts. Themes of migration
and displacement form the core of her
practice. She aims to express a sense of
trans-territorial belonging through imagery.

The series The Lost Timeline takes
inspiration from a map mentioned in
geologist Marcia Bjornerud’s book
Timefulness. In this map, while different
regions of the world are assigned to time
zones, some areas are marked in gray.
These gray zones represent land that
belongs to no state and thus fall outside any
time zone, existing as unclaimed territories.
Through painting and installation, the series
interrogates this state of statelessness.

The paintings imagine an alternative home
composed of belongings that have lost their
identity alongside these gray zones, where
displaced objects transform into heimatlos
items. The gray areas beyond time and
place are approached not merely as voids,
but as potential modes of existence.
Meanwhile, the box installations contain
soil collected from various geographies,
inscribed with coordinates whose minutes
and seconds are reset to zero, marking

no specific place on earth. Thus, the soil

is stripped of its cultural burdens and
becomes undefined and timeless.

In this context, The Lost Timeline creates
boundless spaces where time fragments
and flows. Focusing on a condition shaped
by statelessness and born from uncertainty,
it treats homelessness not as a crisis but as
a mode of existence open to reconstruction.

Yesim Ozkan, aidiyet ve kiiltiirel bellek
kavramlari etrafinda sekillenen dustncelerin
pesine diser. Kimlik, hafiza ve mekan
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iliskisini sorgulayarak bireyin, toplumsal ve cografi
baglamlarla kurdugu iligkilerine odaklanir. Gé¢

ve yersizlik temalari, pratiginin temelini olusturur.
Cografyalar otesi bir aidiyet anlayigini, imgeler araciligyla
ifade etmeyi amaclar.

Kayip Zaman Hatt serisi, jeolog Marcia Bjornerud’un
YeryUztntn Zamani adli kitabinda bahsettigi haritadan
ilham alir. Bu haritada, dunyanin farkli bdlgelerinin

saat dilimlerine yer verilirken, bazi alanlar gri renkle
isaretlenmistir. Bu gri bdlgeler, herhangi bir devlete ait
olmadiklari igin zaman dilimlerinin disinda birakilmis
sahipsiz topraklardir. Kayip Zaman Hatti serisi, resim ve
yerlestirme araciliiyla sahipsizlik halini sorgular. Resim
serisi, gri alanlarla birlikte kimligini yitirmis esyalarin

bir araya geldigi alternatif bir ev kurgularken yerinden
edilmis objeler, heimatlos nesnelere déntsur. Zamanin
ve mekanin disinda kalan gri bolgeler, yalnizca bir bogluk
degil, potansiyel bir varolus bicimi olarak ele alinir.

Kutu yerlestirmeleri ise farkli cografyalardan toplanmis
topraklarin diinya Uzerinde gercek bir yeri isaret etmeyen
ve dakikasi ile saniyesi sifirlanmis koordinatlar yazilimistir.
Boylece toprak, kultlrel yUklerinden arinarak tanimsiz ve
zamansiz bir hale bartndr.

Bu baglamda Kayip Zaman Hatti, zamanin pargalara
ayrilarak aktigi sinirsiz mekanlar yaratir. Aidiyetsizlik
ile sekillenen ve belirsizlikten dogan bir olasiiga
odaklanarak, yurtsuzluk halini kriz degil, yeniden insa
edilebilecek bir varolus bicimi olarak ele alrr.

|
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The Lost Timeline series / Kayip Zaman Hatti serisi, 2025

4 plexiglass boxes, soil / 4 adet pleksi kutu, toprak, 8 x 8 x 8 cm
Watercolor on canvas / Tuval (zerine suluboya

50 x 70, 50 x 70, 35 x 50 cm



Dilan
Perisan

Dilan Perisan centers their practice around
concepts of self, otherness, and memory. The
notion of otherness is approached not only in
relation to human communities but also through
objects, waste, and ecological beings. They
adopt an approach that blurs Cartesian binaries
such as object-subject, nature-culture, and life-
death. Perisan engages with objects deemed
useless, everyday remnants, and ex-voto items.
This personal archival relationship with materials
allows for the emergence of new narratives and
alternative temporalities.

Soft Limbo is an installation formed from the
transformations of medical and domestic waste.
These wastes represent not only the memories
of the autoimmune body, whose natural defense
system mistakenly attacks its own cells, but also
paradoxical bodies that actively reproduce it.
The work questions the permeability of the body,

-]
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as well as the boundaries between healing
and collapse, and between object and
organism. Each form appears like a support
while simultaneously bearing traces of a
leak. Through this constructed structure,

the artist attempts to create a system that is
dysfunctional yet living; fragile yet impossible
to fix in place.

Dilan Perisan, benlik, dteki ve bellek
kavramlar pratiginin merkezine
konumlandirr. Otekilik kavramini, yalnizca
insan topluluklaryla sinirl kalmadan;
nesneler, atiklar ve ekolojik varliklar
Uzerinden ele alir. nesne-6zne, doga-kultir
ve yasam-0lum gibi kartezyen ikilikleri
bulaniklagtiran bir yaklasim benimser.
Kullanigsiz gorulen objeler, glindelik artiklar
ve ex-voto nesneler ile ilgilenir. Malzemelerle
kurdugu bu kisisel arsivsel iligki, yeni
anlatilann ve alternatif zaman kurgularinin
dogmasina olanak tanrr.

Soft Limbo yerlestirmesi, medikal ve
domestik atiklarinin déntstmlerinden olusur.
Bu atiklar yalnizca viicudun dogal savunma
sistemini olusturan ve bagisiklik sisteminin
kendi hiicrelerine saldirmasina neden olan,
otoimmun bedenin hatiralarini degil; ayni
zamanda onu aktif olarak yeniden Ureten,
paradoksal bedenlerdir. Soft Limbo, bedenin
gecirgenligini, iyilesme ile ¢okus, nesne ile
organizma arasindaki sinirlari sorgular. Her
form, bir destek gibi gériinidrken ayni anda
bir sizintinin izini tasir. Sanatgl, insa ettigi

bu yapi ile islevsiz ama yasayan; hafif ama
sabitlenemeyen bir sistem kurmaya galigir.

Soft Limbo, 2025

Installation; egg carton, pet bottle, beeswax, tile, hose,
medicine box, clove, orthopedic support, lens case, peach
pit, various sizes / Yerlestirme; yumurta kabi, pet sise,

bal mumu, fayans, hortum, ilag kutusu, karanfil, ortopedik
destek, lens kutusu, seftali cekirdegi, degisken élciler



Sahmaran
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Sahmaran constructs their practice as a space of
resistance against normative systems built upon

gender. A driving force behind their work is the urge to
expose the mechanisms of heterosexism, homophobia,
transphobia, and broader societal pressures, particularly
in how they assert control over bodies and identities

in everyday life. They/them adopts a fluid approach

that navigates the edges of the gender binary, aiming

to erode fixed definitions both bodily and conceptually
through transitions across the spectrum.

The recurring figure of the “razor,” which first emerged
in digital drawings and later materialized in canvas

and ceramic forms, constitutes a sustained narrative
within her practice. These images carry not only the
trace of a wounded body but also the potential for
healing and transformation. In their recent works, they/
them increasingly emphasizes multiplicity over fixed
identities, underlining the possibility of existing beyond
categorization. Look at Me Between the Two Genders is
conceived as a critique of the binary structure of gender
and opens space for modes of existence situated
outside this rigid framework.
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At the center of the work lies the symbolic figure of the
razor — a transitional form that fits nowhere and refuses
containment. As a permeable presence at the center of
the spectrum, it constantly shifts and morphs. Rather than
depicting a linear narrative of growth or transformation, the
trio of works gestures toward simultaneously coexisting
states within a single body. Rooted in the proposition that
“The world is bigger than two,” Look at Me Between the
Two Genders invites the viewer to imagine ways of being
that transcend fixed norms.

Sahmaran, cinsiyet Uzerinden kurulan normatif

sistemlere karsi pratigini, bir direng alani olarak kurgular.
Heteroseksizm, homofobi, transfobi ve toplumsal baski
mekanizmalarinin gindelik hayatta beden ve kimlik Uzerinde
yarattigi tahakkimu gértntr kilmak, Gretimlerinin temel
itkilerindendir. ikili cinsiyet rejiminin sinirflarinda dolasan
akiskan bir yaklasim benimser; spektrumlar arasi gegislerle
hem bedensel hem de kavramsal olarak sabit tanimlari
asindirmay! hedefler.

Dijital gizimle baslayan ve zamanla tuval ile seramik
formlarda cisimlesen “jilet” imgeleri, bu pratigin streklilik
taslyan anlatilarindan biridir. Bu imgeler, yalnizca

yaralanmis bir bedenin izini degil, ayni zamanda

iyilesmenin ve déndstmuan imkanini da tasir. son dénem
Uretimlerinde, siklikla sabitlenmis kimlikler yerine cogul
olasiliklan vurgular. iki Cinsiyetin Arasindan Bak Bana,
toplumsal cinsiyetin ikili yapisini sorunsallastiran, bu yapinin
disinda konumlanan varolus bigimlerine alan agan bir olarak
kurgulanir.

Jilet, bu isin merkezinde yer alan simgesel figurdur;

hicbir kaliba sigmayan bir gegis formudur. Spektrumun
ortasinda gegirgen bir varlik olarak strekli form degistirir.
Bu GglU, lineer bir gelisim ya da déntsim sUrecinden ¢ok,
ayni bedende eszamanli var olabilen halleri ima eder. fki
Cinsiyetin Arasindan Bak Bana, “DUnya ikiden blyUktur”
Onermesinden hareketle, izleyiciyi sabit normlann &tesinde
bir varolus tahayyUl etmeye davet eder.

From the series Look at Me Between the Two Genders / iki Cinsiyet Arasindan
Bak Bana serisisinden: Miss Gender / Gender Bender / Toxic, 2025

Digital print / Dijital baski

45 x 70 cm (each / her biri)



Begum
Yildirim
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BegUm Yildinm focuses on exploring relationships
between self, body, environment, and mood,
investigating non-hierarchical forms of interspecies
relations from a post-humanist perspective. While
questioning how meaning is shaped through
interactions between living beings and places,
Yildinm examines emotional states through
fragmentation, repetition, and tactile surfaces.

The Sensory Bond is a triptych installation tracing
care, intimacy, and sensory memory in interspecies
relationships. Positioned in areas where a cat might
be found, it invites viewers toward an intuitive and
instinctive engagement. This mode of installation
spatially extends the compassionate approach
central to the work. Each stroke drawing a fur
imitates the moment of stroking a cat, emerging from
the artist’s effort to preserve this feeling in memory.
Everyday interactions form the personal starting
point of the series; these encounters encompass

not only time spent with an animal but also leave
traces of trust, ritual, and shared life within bodily
memory. This perspective, which recognizes animals’
active agency, highlights the importance of mutual
communication and meeting in shared intersectional
spaces, inviting the viewer to bend down and
observe attentively.

Inspired by Donna Haraway’s concept of “significant
otherness,” The Sensory Bond aims to reveal

the relationality between humans and animals,
emphasizing the personal and sensory dimensions of
this bond, and making visible the ethical grounds of
cohabitation.

BegUm Yildinm, benlik ile beden, ¢evre ve ruh hali
arasindaki iligkileri kesfetmeye odaklanir ve post-
htmanist bir perspektifle turlerarasi iligkilerin hiyerarsik
olmayan bicimlerini arastinr. Anlamin, canlilar ve
mekanlar arasindaki etkilesimle nasil sekillendigini
sorgularken; parcalanma, yineleme ve dokunsal
yUzeyler araciligiyla duygusal hallerini inceler.

Duyusal Bag, tUrlerarasi iligkilerde 6zen, yakinlik
ve duyusal hafizanin izini stren Ug parcall bir
yerlestirmedir. Bir kedinin bulunabilecegi alanlara

yerlestirilerek izleyiciye sezgisel ve icgudusel
bir yonelim &nerir. Bu yerlestirme bicimi,
eserin merkezine aldigi sefkatli yaklasimin
mekansal bir uzantisidir. Yildinm, her bir
tlyU ¢cizme jestiyle kediyi oksama anlarini
taklit ederek, sanatginin belleginde bu hissi
muhafaza etme ¢abasindan dogmustur.
Gundelik temaslar, bu serinin kigisel ¢ikis
noktasini olusturur; bu temaslar yalnizca bir
hayvanla gegirilen zamandan ibaret degildir,
ayni zamanda glven, ritlel ve ortak yasamin
izleri olarak beden belleginde yer edinir.
Hayvanlarin etkin 6zneligini taniyan bu bakis
acisi, karsilikli iletisimin ve ortak kesisim
alanlarinda bulusmanin énemini vurgulayarak
izleyiciyi, egilmeye ve dikkatle gdzlemlemeye
davet eder.

Duyusal Bag serisi, Donna Haraway’in
significant otherness “Gnemili 6tekilik”
kavramindan ilhamla, insan ve hayvan
arasindaki iliskiselligi ve bu bagin kisisel,
duyusal yonlerini gérinur kilmayi hedefler
ve birlikte yasamanin etik zeminini gorinur
kilmayr amaglar.

The Sensory Bond / Duyusal Bag, 2025
Soft pastel on paper / Kagit lizerine toz pastel
28,5x15,5¢cm, 17,5x 17,5 cm, 28 x 24 cm



