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Bu serginin olusmasinda maddi manevi emedi gecen, gece glindiz by tk bir
gayret ve emekle calisan tim ortak calisma gruplanimiza; Abe'ye, DNA Ajans'a,
Gzt'ye, Akasya'ya ve hususiyetle Altinay Dalgik’a,

Muhammet Ali Atmaca'ya, Mehmet Akif Sari'ya, Saziye Lofcal'ya ve Bedirhan
Bedir'e ylrekten tesekkdirler.

Our heartfelt gratitude goes to all of our joint working groups who have
contributed with their physical and emotional efforts to this exhibition, working
tirelessly day and night; namely Abe, DNA Ajans, Gzt and Akasya, with
particular thanks to Altinay Dalgik, Muhammet Ali Atmaca, Mehmet Akif Sar,
Saziye Lofcal and Bedirhan Bedir.
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Right across from it is a long wall. Young women who ‘changed their appearance’ and
entered through the university gate felt that ‘everybody was looking’ at them. Muzaffer
Malkog transformed this sentiment into a wall with hundreds of eyes opening and closing
as viewers pass by.

Afra Oztirk and Merve Giglil's work is found in small cubicles close to the gate. To the
right is the sculpture of a headless woman produced in ancient style, imposing a dress
code to participate in a certain space. Right across are diplomas caught up in nets,
denied to those who rejected the code and were kicked out of the game.

Then comes Nur Ozdamar and Cadla Kaplan’s black corridor full of enigmatic barriers
where viewers outside can experience the struggle of those within. At the beginning and
at the end of the corridor we witness two identical stories with two opposite narratives.
One belongs to Guizin Furat whose photographs show a desire to wipe out a state of
mind by removing oneself from the past, and the other belongs to Mehtap Ozer Isovi¢
who ‘exposes’ her past layer by layer in an impressive way.

The next stop at the layered exhibition shows two pieces of art alluding to hospital blue
and green in different manifestations. To the right are works by Esra Ozyasar Tosun who
forges a dramatic bond between her present and past by ornamenting surgical
instruments; while to the left is Hilal Blisra Cebeci’s installation where the code blue
signaling emergency at hospitals is reflected on a bust representing a fragmented mind
and soul.

The “Invisibility Box” situated at the very center of the venue is not there by chance. With
this box, Aslihan and Fatih Erglin simultaneously refer to how women at the time desired
to be invisible and how they were mostly ignored. Their piece at the heart of the venue
calls for an experience of being both present and absent. With the enterable box, the
visitor feels how one can be present while being absent, and vice versa.



Just then, “The Thing Between Us” by Elif Eda aims to remove barriers between the
screen and the viewer with virtual reality headsets, telling us a story by

establishing eye-contact with the viewer. On the walls outside the box that gives this
experience are two videos projected in 90-degree angles: Stimeyye Oztiirk

Ulu's “Silk/Worm and Dragony” video aims to form a meaning-space relationship
with a silkworm constructing its cocoon in the dark and a dragony swooping
around. Across from the Dragony is “Black Box” by Blnyamin Atan, a simulation of
a persuasion room intending to oer two views from two standpoints.

In the last section we see “Acute Angle”, a piece by Muzaffer Malkog at the very
heart of the room. Although he positioned it at the center of the last section in the
venue, Muzaffer Malkog deliberately constricted his impact on the viewer in a narrow
space

between two walls, calling our perspective into question and provoking a serious
confrontation by placing a wall right in front of the artwork.

The soft music we hear throughout the exhibition comes from Busra Kayikgl’'s piano
in a room where she herself is not present as a musician. Listening to a sound
without a person from a narrow and dark room precisely encapsulates women's
presence in social life at the time.

The cubicle that neighbors the piano is another work by Muzaffer Malkog showing a
layered portrait of a woman with numerous intrusive hands trying to reach her. The
juxtaposition with the piano being an interesting twist of fate, the portrait by Malkog
leads us to various conclusions from various perspectives, similar to what other
pieces do.

The furthermost and outer wall of the building shows a video by Aslihan and Fatih
Erglin, “Walled Up Doorway. ” The video, by pure coincidence projected onto what
was once a doorway that is walled up now, shows how an opening that serves as a
door to many people can be a wall to some others.

| hope that “You're Prettier This Way”, where the arrangement of the artworks
received as painstaking attention as the main exhibition elements themselves, will
help viewers build the same bridges we had in mind arranging the pieces, and
inspire a collective understanding-agreement produced by a collective effort.



Olusturulan temsiliyette, odalarda bulunan
kisilerin tutumunu ve algisini gériyoruz. Bir
tarafta herkesi tek bir gortintiye zorlayanlar,
diger tarafta ise gortntistna inancindan
dolay1 koruyanlar...

The piece re-examines the rooms, explores
their time and space and creates a
representation which shows the attitude and
perception of people in those rooms. On one
side are those who impose a singular look on
everybody, on the other side are those who
preserve their looks due to religious
concerns. ..



Blnyamin Atan
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Kara Kutu

Siyah bir oda iginde metal objeler ve isik yerlestirmesi

BUnyamin Atan’in mimarlik disiplini diginda Urettigi ik sergilenen eseri olan Kara Kutu,
aslinda stilize edilmis ve ¢esitli sembollerle yeniden bigimlenmis bir ikna odasi
simulasyonudur. Ancak bu kez deneyimlemek igin odayi disaridan gézlemlemek,
sanatginin olugturdugu iki dar pencereden, izleyiciye izin verdigi olglde farkll bakis
agllanyla taniklik etmek sarti kogulmustur.

Gergek bir ikna odasinin fiziksel ortamindaki ana égeleri; muktedir olanin bir megafon,
oradaki varligi bir mecburiyet olanin ise 0 megafondan ¢ikan sesin etkisiyle dlzensiz
dagilmis metalden kagitlarla imgelendigi eser, ayni zamanda gozden kagan ve
tUzerinden zaman gegtikten sonra daha az hatirlanan kaydedicinin 1sigini abartarak
megafonun iginden ¢ikan dev bir kirmizi isik noktasina donustirmektedir. Atan, kendi
sozleriyle bu yerlestirmeyi sdyle ifade eder:

‘Kara kutu, ikna odalarinin olusturdugu psikolojik siddeti tekrar giindeme getiriyor.
Eser bu duruma neden olan ikna odalarini yeniden ele alip, zaman ve mekani irdeleyip
temsiliyetini olusturuyor. Olusturulan temsiliyette, odalarda bulunan kisilerin tutumunu
ve algisini gdrdyoruz. Bir tarafta herkesi tek bir gérinttye zorlayanlar, diger tarafta ise
gbrinttsinl inancindan dolay! koruyanlar...’



Kara Kutu / Black Box Blnyamin Atan

Black Box

Metal objects and lighting installation in a black room

The first non-architectural piece exhibited by Blnyamin Atan, “Black Box” is a
simulated persuasion room stylized and reshaped with various symbols. The
experience of the room now requires an observation from outside, witnessing it in
various perspectives through two narrow windows to the extent that’s allowed to the
viewer.

The piece demonstrates the main physical elements of a real persuasion room with a
megaphone representing the powerful, and pieces of metal foil scattered around the
room with the sound coming out of the megaphone representing the person whose
presence in the room is obligatory. The flashing light of the recorder, overlooked and
remembered less over time, is enlarged to a massive degree, turning into a giant red
patch of light.

Atan describes his installation as follows:

“Black box” brings back the psychological violence experienced inside persuasion
rooms. The piece re-examines the rooms, explores their time and space and creates
a representation which shows the attitude and perception of people in those rooms.
On one side are those who impose a singular look on everybody, on the other side
are those who preserve their looks due to religious concerns...















Sergi alani bir ev. Ev ise kok

dillerde sirasiyla kalp. dénus,
aciklik,yara, yarik, 1s1gin icine
sizdigi yer. Kalp ile yara, ev ile
kadin, 1sik ve sizigl, soguk ve

yesermek kargl karsiyadir.

The exhibition venue is an ‘ev’, a
house. Ftymologically, ‘ev’ is
derived from heart, turning,

openness, wound, crack, place in

which light seeps into;
respectively... Heart and wound,
house and woman, light and light
seeping, cold and turning green are
right across from each other.
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René Pavillion / ‘Scar’

Rene Pavillion, sanatgl ve mimar Melek Zeynep Bulut tarafindan tasarlanmis, dért karsillasmayla
sekillenmis, igine girilebilir, dev bir yara kabugudur.

ik karsilagma bir “yara” iledr.

Sanat¢i aragtirma surecinde yaptid roportajlarda edindidi bilgiler dodrultusunda ‘apagik fakat hig
dillendirilmemig bir yara’nin varidiyla kargllasir ve yaray olusturan etimolojik kokleri izler. Yara, kék
dillerde ‘yarik, 1sigin iceri sizdigi yer'dir.

Ikinci karsilasma yaranin mikro boyuttan alinip yaklask 200 kat bliytilerek gercek, fiziki bir
karsllasmaya acik hale getirimesinin denemesi iledir. Bu analiz ve Uretim strecinde ‘bir'in matematigi ile
apacik bir karsilasma yasanir. Her nokta bir donglsel matematikle ilerlemektedir. Ve bu doku hem
mikroda hem makroda ayni ritimden olusmustur. Teknik olarak da bir cani inciten, bittnd incitmistir. Bu
karsllasma ile bOyUttlimus doku, iz pargasi, paslanmaya ve yesermeye acik ham demirden dévilerek,
blkulerek ve yakilarak yaralanmig, Uretilmisgtir.

Ugiincli karslasma bir “eV? iledir. Sergileme icin tayin edilen mekan aslinda bir ‘ev’dir. Gogumuz artik
apartmanlarda oturuyoruz fakat ‘ev ¢iz’ dendiginde tiggen catill evrensel bir ev sembolini karalanz.
Sergi alani bir ev. Ev ise kok dillerde sirasiyla kalp, donts, agiklik, yara, yarik, isigin igine sizdigi yer. Kalp
ile yara, ev ile kadin, 1skk ve sizigl, soduk ve yesermek karsi karsiyadir.

Dordiincil karsllasma ise bir dogum anidrr. Yaranin makro boyutta blytitiiimesiyle tam kalbinde bu an
merkezlesmis ve yerden bu haliyle yUksettimistir. Bu yara metaforunu pozitif sbyleme geviren ve
gemberi tamamlayan son ayaktrr. Isk sizdiran, yeseren ve seni yeniden doguran bir yara. Tum bunlar
biresir ve ugusan, tlim yara almiglan kapsayan bir gatiya, &rttiye dénlstr ve ‘ev’in dniinde durur. Eser
interaktif bir kurguya sahiptir ve ziyaretgilerin ‘yara’ ile kargllasma anlannda verdikleri fiziksel tepkilerle
sergileme sUrecinde dontgecektir. Her tUrll fiziki reaksiyon serbesttir.

Sanatg¢inin sinestezik olusu sebebiyle sesler zihninde normalin gok ¢ok Ustlinde yer eder ve bunu
rahatlatmak icin sesleri galigir. Sanat¢inin kendi ifadesiyle:

‘Bu projede ses hig devrede yok, sessiz, dilsiz ilerledi. Derken, isklan kapattigimizda evin iginden ¢ikan
ve yayllan dev ses dalgalanni gorariz.’



Hené Pavilion  Melek Zeynep Bulut

René Pavillion / ‘Scar’

René Pavillion is a giant, enterable scab made up of four encounters, designed by artist and architect
Melek Zeynep Bulut.

First comes the encounter with a ‘scar.’

Based on the information she culled from interviews she held as part of a research project, the artist
finds out an ‘obvious but completely unexpressed wound’, and traces the etymological root of wound,
‘yara’ in Turkish. “Yara’ is derived from a ‘crack, place in which light seeps into.’

The second encounter is the attempt to amplify the micro-dimensional wound nearly 200 times in
order to expose it to a real, physical encounter. This analysis and production process creates an
express encounter with the mathematics of ‘ane.” Every dot moves with a circular mathematical
motion, in sync with the same rhythm both at micre and macro levels, Technically speaking, what hurts
a single organism hurts the whole. The texture, trace amplified with this encounter is produced with
objects collected from around the town, wounded by compressing, forging, twisting and burning;
vulnerable to rusting and turning green. From this emerges a conspicuous, monolithic object of
memory.

The third encounter is with a ‘house.” The space allocated for the exhibition is in fact a *house.” Most
of us live in apartment buildings these days, but whenever we are asked to ‘draw a house’ we scribble
the universal symbol of a house with a triangular roof. The exhibition venue is an ‘ev’, a house. Etymo-
logically, ‘ev’ is derived from heart, turning, openness, wound, crack, place in which light seeps into;
respectively... Heart and wound, house and woman, light and light seeping, cold and turning green
are right across from each other.

The fourth encounter is the moment of childbirth. Enlarged to macro-dimensions, the wound carries a
moment of childbirth at its heart and is raised aboveground in that state. This is the last phase that
completes the cycle, turning the wound metaphor into a positive discourse.

A wound that lets light escape, turns green and gives birth to you anew.

All of these elements are blended into a roof, a cover that encompasses all those hovering, wounded
beings and halts right in front of the ‘house.” The interactive piece will transform itself throughout the
exhibition based on the physical reactions the visitors wil give at the moment of their encounter with
lhe ‘wound." All physical reactions are permitled.

Being a synesthete, the artist mentally perceives sounds in a way much higher than normal and she
works with sounds in order to calm this state. In the words of the artist:

‘The moment one begins to think that this project, oddly, involves no sounds and has progressed mute
so far, the lights are turned off and one sees the giant sound waves emanating from the house.’















Her zaman bilgece yaklasimlari ile
anilan Kizilderililerin, kabus avcisi
olduguna inandiklar
‘dreamcatcher’ ise eserin bir diger
ana imgesi ve cikis noktasidir.
Kabuslardan korunmak igin elde
orllen bu kasnak sanatcl
tarafindan, guzel dus tutucu ve
kabus yakalayici olacak bicimde
zitliklardan varolan bir
notralizasyona gondermede
bulunur.

Another image and point of
departure for the piece is a
“dreamcatcher” which Native
Americans, always known for their
wisdom, believe hunts dreams. This
embroidery on hoop is hand-made
to ward off nightmares, alluding to a
neutralization of opposites where
it's both a good dream catcher and
nightmare catcher.



Hilal Busra Cebeci




Dreamcatcher is
Feeling Blue

Heykel. Ahgap-metal karisik teknik
Sabanci Olgunlasma Enstittsa is birligi ile imal edilmistir.

Hilal Bligra Cebeci bu eserde; ahsap ve metal birlikteligi ile ortaya konan heykelin belli
bir b&limunde, ip ile elde drilen bir kasnak yerlegtirme galismigtir. Mavi tonun hakim
kilndidi bu heykelde metal aksamlar varak ile kaplanmig olup heykelin ana tutucular
olarak konumlanmistir.

Sanat¢inin kederin, yasin ve esasta hiizntin ifadesi olan Blues miizikten de ilham
aldidina inandid! yonu ile ‘feeling blue’ kavrami eserin ana metaforlarindan birisidir.
Eserin renk segimindeki diger bir motivasyon ise, hastanelerin acil kodlarinin dnemli
bir verisi olan ‘code blue’ kavramidir; ki bu da genel itibariyle kalp ve solunum yollari
ile alakall bir aciliyet bildirgesidir. HUznln kalbin yasamasina bir tehdit ve yanisira
sadlikli nefes alis verige mani oluguna atif ile, mavi renk eserin aktarmak istedigi temel
hususlardandir.

Her zaman bilgece yaklagimlari ile anilan Kizilderililerin, kabus aveisi olduguna
inandiklan ‘dreamcatcher’ ise eserin bir diger ana imgesi ve gikig noktasidrr,
Kabuslardan korunmak igin elde ortilen bu kasnak sanatgi tarafindan, glizel dis
tutucu ve kabus yakalayici olacak bicimde zitliklardan varolan bir nétralizasyona
gbndermede bulunur,

Heykelin pargalara bolinmus olmasi, zihinsel bolunmuslugu ifade ederken,
kafatasinin Ust ve alt olarak bdlinmesi dugu ve s6zU birbirinden ayirmanin bir
ifadesidir.

Eserin kaidesi lizerinde bulunan mUhtr mumundan akitilan barkod ve parmak izi,
biricik kimlikleri rakamlara ve kodlara hapsedisin bir betimlemesidir.



Lrzamcatcher is Feeling Elue  Hilal Blgra Cebeci

Dreamcatcher is
Feeling Blue

In this piece, Hilal Blgra Cebeci worked on a hoop for hand weaving on a specific
part of the wooden-metal statue. Blue being the dominant color on the statue, its
metal parts were covered with foil, the main catch of the piece.

The artist takes Blues music, expression of agony, mourning and fundamentally of
sorrow; and combines this inspiration with ‘feeling blue’, thereby creating an essential
metaphor for her artwork. Another motivation for the color choice is the ‘code blue’
concept, a significant emergency sign in hospitals; which in general refers to cardiac
or respiralory emergency. Alluding to how sorrow threalens the life of the hearl and
hinders healthy breathing, blue becomes an essential expression of the piece.

Another image and point of departure for the piece is a “dreamcatcher” which Native
Americans, always known for their wisdom, believe hunts dreams. This embroidery
on hoop is hand-made to ward off nightmares, alluding to a neutralization of
opposites where it's both a good dream catcher and nightmare catcher.

The statue is in fragments, denoting mental fragmentation, while the skull's horizontal
cut refers to a separation of dream and verbal expression.

The barcode and fingerprint that drips from sealing wax on the pedestal depicts how
unique identities are confined in figures and codes.















Gel Bi de Burdan Bak

Duvar Uzerine karigik teknik ve yerlestirme

Eser, ismini sanat¢inin kisisel bir hikayesinden almaktadir:

Bircok deneme sonrasi 6zenle segilmis mirdUm tonuna boyatilan duvara aplik monte
eden ustanin; alana ciddi bir hasar birakmasina karsin kendisine yoneltilen hayret ve
itiraz kargisinda verdigi, umarsiz ve mahcubiyet duymayan cevabi; gel bi de burdan
bak, olmustur.

Sanatginin zihninde bu ctimle, her biri ayn birer kanigimin muhtesem bir gikiisi olan
insan varligi Gzerinde de birakilan hasarlara kargi gdsterilen laytsel tutum ile 6zdeslik
kurulabilir bir cimledir.

Boya firlatma teknidi ile galisilan duvar bir anlamda umursamaz bir davranigin baska-
ca bir muhatapta biraktig etkiyi sembolize etmekte iken, ana duvardaki s6z, izleyici-
nin dikkatini sadece bahis olan slrece degil, zihin-ruh denkleminin genelini tanimla-
yan bir duyguya gekmeyi hedeflemektedir.

Ozelde her biri eserin armagan edildigi déneme atif ile anlamlandinlarak tek tek
segilen sokak isaretlerinin bir arada yerlestirimesi, en temelde bir durumun glkmaza
sokulma halinin temsilidir.



Gel Bi de Burdan Bak / Come Look From This Side  Hilal Bugra Cebeci

Come Look From This Side

Mixed technique and installation on wall

The piece is named after a personal anecdote by the artist:

The workman affixed a sconce on a wall painted in damson plum color, chosen
meticulously after numerous trials, severely damaged the wall and faced surprise and
prolest as a resull. He indifferently and cheekily responded: Come look from this
side.

In the mind of the artist, the sentence above is equivalent to the irresponsible attitude
in the face of damage inflicted upon humans, each of whom is an exquisite product
of a separate blend.

Splatter painting applied on the wall symbolizes the impact of an irresponsible beha-
vior on somebody else, while the phrase on the main wall aims to draw the viewer's
attention not to the said process but to a sentiment that broadly defines the mind
and spirit relationship.

The street signs selected one by one allude to the era the piece belongs to and are
positioned in one place, essentially representing how a situation is driven into an
impasse.















Bir digerinin bakisiyla Uretilen
anlam, eylemin bizzat sahibi
tarafindan anlatiimak istenen
hikayeden bambaska olabilir. Bu
noktada s6z sahibi kigi eylemi
Ureten degil. eyleme bakan
olmakta, boylelikle eylemi
gerceklestiren kisi bireylikten cikip
soyut bir kavram haline hatta bir
“sey” haline gelmektedir.

The meaning produced with the
gaze of someone else could be
entirely different from the story
intended by the performer of the
act. Hence the person in charge is
not the doer of the act but the
gazer, which in turn strips the doer
of their individuality, turning them
into a concept or even a “thing.”
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Aramizdaki Sey

360 derece kamerayla gekilip sanal gercgeklik gozliklerine aktarilan video art

‘Aramizdaki Sey’, ydnetmen Elif Eda’nin sanal gergeklik teknigiyle Urettigi ilk eseridir.
Eser, bir digerinin bakisinin, herhangi bir egya ve kisinin o esya ile kurdugu iligkiyi
anlamsal diiziemde belirleyiciligine dair bir soru sormaktadir.

Sanatgl, bagka bir baglamda basina bir sey drtmek, bagindaki bir seyi ¢ikartmak
herhangi bir bakig Uzerine gekmeye degmezken, tarinsel sureg igerisinde Turkiye'de
bu basit eylemin glindelik hayatta rastlastigimiz diger herkesle birlikte nasil
sorunsallastigini bir bag agma performansiyla artaya koyuyor.

Bu eserde iki boyutlu bir video yerine 360 derece ¢ekim teknidi ve sanal gergekligin
tercih edilmesinin sebebi, tarihin herhangi bir ddneminde bir kez sorunsallagtirilan
eylemin giinimUzde de bu sosyo-politik mirasi tagidigini gosterebilmektir. Su an ve
burada, herkesin durup baktid yerde, uzay boslugunda nétr sayilabilecek bir eylem,
katiimcinin bakisiyla da yeniden bir s6ylemin Urlini olarak Uretilmektedir.

Bir diderinin bakisiyla Uretilen anlam, eylemin bizzat sahibi tarafindan anlatimak
istenen hikayeden bambagka olabilir. Bu noktada stz sahibi kisi eylemi tireten degil,
eyleme bakan olmakta, boylelikle eylemi gerceklestiren kisi bireylikten ¢ikip soyut bir
kavram haline hatta bir “sey” haline gelmektedir.



Aramizdaki Sey / The Thing Between Us Elif Eda

The Thing Between Us

360-degree video viewed with virtual reality headsets

“The Thing Between Us”, the first virtual reality piece by director Elif Eda calls into
question how the gaze of someone else determines the meaning behind an object
and a person’s interaction with that object.

Performing a headscarf removal, the artist demonstrates how covering one’s head or
removing something from cne’s head would not attract attention in another context,
but that in Turkey, over a certain period of time, these simple acts were
problematized with every person we saw in our daily lives.

The piece is composed of a 360-degree video and virtual reality, rather than
two-dimensional video, in an efforl Lo show the present-day sociopolitical herilage of
an act which was problematized at a specific time in history. What could be
considered a neutral act in space, here and now where everyone stops and looks at
it, is reproduced as a discourse element with the gaze of the participant.

The meaning produced with the gaze of someone else could be entirely different
from the story intended by the performer of the act. Hence the person in charge is
not the doer of the act but the gazer, which in turn strips the doer of their
individuality, turning them into a concept or even a “thing.”

In this short video, “The Thing Between Us” manifests in an unusual way how a
possibility of communication between individuals is rendered impossible.















Kap! agilarak igeri almaya,
kapanarak disarida birakmaya
hizmet eder. Igine alan bir kapi,
esikte ya da iceride bulunmani
onaylamistir, seni davet etmis,

kabul etmistir. Oniinde durdugun
kapinin senin igin acilmasi
mumkin degilse, kabul edilmemis,
reddedilmigsindir. O kapi senin
igin artik bir duvardir.

A door takes you in when it opens,
leaves you out when it's closed. A
door that takes you in has
approved of your being on the
doorsill or inside, thereby welcomes
and accepts you. If there is no
possibility that the door you're
standing before will open, then it
means that you're not accepted,
that you're rejected. The door turns
into a wall for you.



Aslihan Ergun
Fatih Erglin
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Kapi Duvar

Ik defa “Béyle daha glizelsin” sergisi igin ortak bir aligmaya imza atmig olan psikolog
Aslihan Ergun ve mimar Fatih Ergln, mekan ve insan iligkileri Gzerine ¢aligmalar
yapmeaktadiriar. Ergun ¢ifti, mekanin igine alan ya da digarida birakan 6zelligini
Kapi-Duvar isimli eserleriyle soyle anlatrmigtir:

‘Kapi agllarak igeri almaya, kapanarak disarnda birakmaya hizmet eder. Igine alan bir
kapl, esikte ya da iceride bulunmani onaylamistir, seni davet etmis, kabul etmistir.
Oniinde durdugun kapinin senin igin agimasi mimkiin degilse, kabul edilmemis,
reddedilmigsindir. O kapi senin igin artik bir duvardir.’

Kapi-Duvar isimli eserde ziyaretgi, igine alan bir kapiyr duvara yansitimis olarak
izlerken, farkl tecribeler yasayabilir. igeri girenlerle igeri girmenin ayrncalidini yasayip
kapinin kapi olusunu, kabul edigini hissedebilir ya da kapinin yansitildigi duvar gorup,
bagkalari igin kapi olanin kendisi igin bir duvar olugunu tecriibe edebilir. Belki de ayni
anda hem igeride olan hem digarda kalan olmak mimkundur. Kapi-Duvar eseri her iki
tecrlibenin de yasanabilmesi Umidini tagimaktadir; igeriye alinana disarida kalani
hatirlatmak ve bunu sadece 28 Subat'in disarida birakilanlan igin degdil tim disarda
birakiimiglar igin yapmak, disarida kalana éninde durdugunun bir duvar degil, kapi da
olabildigini hatirlatmak timidini...



Kap Duvar / Walled Up Doorway Aslihan Ergln - Fatih Ergln

Walled Up Doorway

Psychologist Aslihan Erglin and architect Fatih Ergtin, who work on human-space
relationships, join forces for the first time at the “You're Prettier This Way” exhibition.
With their piece “Walled Up Doorway”, Erguns portray the inclusivity and exclusivity
of space in the following words:

‘A door takes you in when it opens, leaves you out when it's closed. A door that
takes you in has approved of your being on the doorsill or inside, thereby welcomes
and accepts you. If there is no possibility thal the door you're slanding before will
open, then it means that you're not accepted, that you're rejected. The door turns
into a wall for you.”

With the “Walled Up Doorway” piece, visitors watching an accepting door projected
on a wall may go through a variety of experiences. They may feel the privilege of
entering with those who enter through the door, consider the door as a door and feel
its acceptance; or they may observe the wall the door is projected upon and
experience how what is a door to others is a wall for themselves. Perhaps, it is
possible to be inside and outside simultaneously. “Walled Up Doorway” expresses
the hope of inspiring both experiences; the hope to remind the ones inside those
who were left outside, not only in the February 28 Process but all those who were left
out, reminding those outside that what they stand before has the potential to be a
door as well, not just a wall...















Gorunmezlik Kutusu

Metal karkas Uzerine ayna kaplanarak olusturulmus odacik ve bir sandalye

GorUnmezlik Kutusu, psikolog Aslihan Ergiin ve mimar Fatih Ergtn giftinin sergide yer
alan ikinci eseridir. Aslihan Ergiin’lin mekan konusuna ilgisi 28 Subat déneminin
kamusal ve 6zel alan tartigmalarinin bir sonucu olarak ortaya gikmistir. Ergtin igin,
ddénemin kamusal alani, iginde kendin olarak var olamadigin alan, ézel alansa kendin
olma izninin oldugu alandir. ErgUn cifti sergide Aslihan Erglin'tn 28 Subat
donemindeki tecrlibe ve duygular Gzerinden bir enstelasyon ortaya koymusglardir.

Gorlinmezlik kutusu isimli eserlerinde Ergiin gifti kutuyu hem mekanin kendisi olarak
hem mekanin icinde kaybolan bir nesne olarak tanimlamigtir. Bu bakis agisiyla
Gorinmezlik Kutusu'nun iki iglevi vardir:

ili, yabanci olani yok saymaya hizmet eder. Kendine benzemeyeni icine alip yutarak,
gbrinmez kilar, mekanin bir pargasi haline getirir. Digandan bakildiginda "farkll" olan
artik yoktur, mekanla bir oimustur. Kisi, gérinmezlik kutusuna baktiginda kendini
gorUr fakat kutunun iginde yer alan yabanciyi, farkli olani gérmez. Ve bdylece her
zaman kendine benzeyenlerle iliskide olmanin [Ukstnt yasar.

Ayni zamanda Gortinmezlik Kutusu, "farkli" olani iginde saklayarak koruma iglevine de
hizmet etmektedir. Igine gireni gériinmez yaparak dig diinyadan koparan Goriinmezlik
Kutusu, gérinmezlik pahasina da olsa kigiye kendi olarak var olma firsati vermektedir.

28 Subat'in getirdigi kimlik karmasiyla ancak gérinmez olmayi dileyerek basa
glkmaya galisan Aslihan Erglin, ge¢ de olsa bu duyguyu Fatih Ergiin ile birlikte
mekansal olarak ifade ediyor. Ziyaretgiyi de bu kutuya girerek kamusal alanda yok
sayllma ve ayni zamanda var olmaya galisma tecrtibesini yagamaya davet ediyor.



Gomnmezlik Kutuso Smastility Hox - Ashhan Ergln - Fatih Ergln

Invisibility Box
A cubicle made up of a metal carcass overlaid with mirror and a chair

“Invisibility Box” is the second work in the exhibition by psychologist Aslihan Erglin
and architect Fatih Erglin. Aslihan Erglin developed an interest in the concept of
space as a result of controversies surrounding private and public space in the
February 28 Process. For Ergun, public space was defined at the time as a place
where you could not be yourself, while private space allowed you to be yourself. The
Erglns created an installation for the exhibition based on Aslihan Ergln’s
experiences and emotions during the said period.

They define the “Invisibility Box™ as both space itself and an object swallowed by that
space. The “Invisibility Box” hence performs two functions:

The first one serves 1o ignore the oulsider, swallows the ones who do not resemble
itself; rendering them invisible and assimilating them in space. That which was
“different” to the onlooker is no longer and has become one and the same with
space. The spectator sees themselves on the surface of the “Invisibility Box™ but
does not see the outsider, the one who is different. They therefore enjoy the luxury of
engaging only with people that resemble them.

Meanwhile, “Invisibility Box” preserves within the one that is “different”, thereby
safeguarding it. Rendering those who step into it invisible, “Invisibility Box” gives
them an opportunity to exist as who they are, albeit at the cost of invisibility. In an
cffort to cope with the identity confusion that emerged during the February 28
Process, Aslihan ErgUn wished that she were invisible. Along with Fatih Erglin, she
belatedly gives a spatial expression to this sentiment. She invites visitors ta enter the
box and experience being ignored while struggling to exist in public space.















Sanatci bu calismasinda kimlik,
benlik, bellek, erk ve bireyin 6zgur
iradesi konularini ele alarak kendi

kisisel gegmisinden katmanlari
farkl élgtlerde goriandr kilmistir.

The artist examines concepts of
identity, selfness, memaory, power
and the individual’s free will,
drawing on the layers of her
personal background and
portraying them in various levels.



Mehtap Ozer Isovié¢



Marilyn

Saraybosna’da yaygin bir sekilde kullanilan ilan panosu tzerine uygulanmig decollagé
calismasi

Marilyn, Mehtap Ozer Isovi¢’in fotograf alismalari disinda sergilenen ilk eseridir.
Sanatgl bu galismasinda kimlik, benlik, bellek, erk ve bireyin 6zgUr iradesi konularini
ele alarak kendi kigisel gegmisinden katmanlari farkl Slgtlerde gérindr kilmigtir.

Eserde kullanilan poster, ilan, duyuru vb. materyallerin bir kismi gergek olay ve
etkinliklere ait olup sanat¢inin yasamakta oldugu sehrin sosyal habitatindan kesitler
sunmaktadir. Sanatginin kendini afise ettigi kisim ise kendi iginde hem hayal Griintidir
hem de gergek fotograflan igermektedir. TUm bunlarnn uygulandigi medya olan ilan
panosunun bizzat kendisi, bdylece, eserin bir pargasi haline dontsmustur.

Fotograflann segiminde referans noktasi olarak giinimUzu alan Isovi¢, Universiteye
girig yil olan 1999’a dek inmis ancak dénemin akademik kosullarindan nasil
etkilendigine dair sadece rastgele kesitler sunmustur. Hangi fotografin ne kadar ifsa
edildigi konusunu belirsiz birakarak kisisel bellegine kasti mtidahaleler yapmis ve bu
sekilde ddnemin askeri ve politik midahalelerine maruz kalan demokrasi bellegine de
gondermelerde bulunmustur.



Maril - Mehtap Ozer Isovi¢

Marilyn
Décollage applied on a common billboard in Sarajevo

“Marilyn” is the first non-photographic artwork exhibited by Mehtap Ozer Isovi¢. The
artist examines concepts of identity, selfness, memory, power and the individual's
free will, drawing on the layers of her personal background and poriraying them in
various levels.

Some materials used in the piece such as posters, adverts, notices etc. refer to real
events and activities, offering glimpses into the social fabric of the city the artist lives
in. The parts where the artist reveals herself include both imaginary materials and real
photographs. The billboard where all of these elements are applied on therefore
becomes a component of the artwork.

Isovi¢ has selected the photographs in a way that reflects the present day, going as
far back as 1999, but providing only arbitrary snapshots of how she was affected by
the academic circumstances of the time. Leaving unclear what photograph reveals
how much, she deliberately intervenes in her personal memory, thereby alluding to
the democratic memory of the time which suffered from military and political
interventions.















Bu sekilde besteci sag elin tekrara
dayall yapisiyla dénemin fikri
sabit, katl, inat¢l ve ¢dziumsuz
otoritesini anlatmakta, sol elin

hareketleri ile de donemi yagayan

kadinlarin girpimiglarini, yol,
yer-yon bulma cabalarini, iletisim
kurma arzularini vurgulamaktadir.

With the repetitive moves of the
right hand, the composer illustrates
the intransigent, rigid, stubborn and

unyielding authority of the time;

while the moves of the left hand
shows the struggle of women who
experienced the February 28

Process, their efforts Lo navigale
and orient themselves, their desire

to communicate.



Busra Kayikci
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Madde 42

Minimalist Beste
Turkiye Cumhuriyeti Anayasasi Madde 42 : “Kimse, egitim ve 6grenim hakkindan
yoksun birakilamaz.”

Madde 42, Biisra Kaylkgr'nin gorintli ve ses olarak iki ayn boyutta kurguladign eseridir. ilk
asamada goruntl Gzerinden olusturulan bu eserde besteci ellerini birer metafor olarak
kullanmustir. Sol el 28 subat dénemini yasayan kadinlan, sag el ise otoriteyi temsil etmektedir.

Eser boyunca sag el gogunlukla ayni 3 nota Uzerinde tekrar etmekte ve farkll oktavlara
gectiginde de bu tekrara dayall hareketini korumaktadir. Sol el ise baslara ve tizlere ugrayarak
kimi zaman sag elin etrafinda dolasir, kimi zaman pes seslerde dolasarak ondan uzaklagir
-kabuguna ¢ekilir- veya sag elin gectigi yerlerden gegerek onun adimlarini takip eder, uzlasmaaci
olmaya galisir. Bu sekilde besteci saJ elin tekrara dayall yapisiyla dénemin fikri sabit, kat, inatg
ve ¢OzUmslz otoritesini anlatmakta, sol elin hareketleri ile de dénemi yasayan kadinlarin
cirpinislanni, yol, yer-yén bulma gabalarini, iletisim kurma arzularini vurgulamaktadir.

Eserin ismi baglaminda ise sag el bestenin ilk yansinda 39-43 numarall tuseler Uzerinde tekrar
eden motifini ¢alar fakat 42 no'lu tugeye ne kendi basar ne de sol elin basmasina izin verir.
Bestenin ikinci yansinda, (melodinin tizlestidi ve diyalogunda armonik yapisi itibariyle “uzlasma
istegi” dénemine girdigi bélimde) sol el kendine 42'ye ugramak igin firsat ve alan olusturmaya
calisir ve kisa bir slire bunu elde eder fakat nihayetinde kapanista 42 numara ayni dénglye
girer ve sag elin tekelinde sol elin ulagimazinda kalr.

Ellerin bu kurgusu ses formuna blrindiginde ise eserin ikinci agamasi olusmustur. Bu
devinimin yakaladigi armoni ve ahenk, donemin otoritesi ile kadinlar arasinda gecgen diyaloglar,
kimi zaman caresizlidi kimi zaman ise Umitvar micadelenin sesini aktarmaktadir. Bu diyalogta
farkl arglmanlar ve ¢gézlmleri sol elin yakaladidi renkli eglikler dile getirirken sag elin
duraganhg ve tekrar eden yapisi devrin sert kosullarini ve bu kosullar karsisinda sol elin
(kadinlann) adeta duvara garpip geri seken bir top gibi savrulugunu anlatmaktadir.



Madde 42 / Article 42 EBlsra Kayike

Article 42

Minimalist composition
Article 42 of the Constitution of the Republic of Turkey “No one shall be deprived of the right of
learning and education.”

Article 42, Busra Kaylkel's artwork consists of two different media, image and sound. In the first
part, the image shows a composer who uses her hands as a metaphor. The left hand
represents women who went through the February 28 Process, while the right hand represents
authority.

The right hand predominantly repeats the same notes throughout, maintaining the repetition in
different octaves. The left hand, meanwhile, oscillates between bass and treble sounds, revolves
around the right hand, proceeds through low-pitched sounds and moves away from the right
hand —retreats into her shell- or moves on the trail of the right hand, follows its steps, attempting
at reconciliation. With the repetitive moves of the right hand, the composer illustrates the
intransigent, rigid, stubborn and unyielding authority of the time; while the moves of the left hand
shows the struggle of women who experienced the February 28 Process, their efforts to
navigate and orient themselves, their desire to communicate.

Alluding to the title of the piece, the right hand plays the repetitive motif between keys 39 and
43 in the first half of the compaosition, avoiding the key number 42 and not permitting the left
hand to touch it either. In the second half (where the melody moves onto treble sounds with a
‘desire for reconciliation’ in the harmonic dialogue) the left hand seeks a chance to touch key
42, manages to do so briefly, but ultimately key 42 is drawn in to the same repetitive cycle,
dominated by the right hand and inaccessible to the left.

The second part of the artwork comes into play when the hands maove onto the sound form.
The chord and harmony created by their moves refer to dialogues between the women and the
authorities, giving voice to despair sometimes, to a hopeful endeavor at other times. The vivid
accompaniments of the left hand refer to various arguments and solutions in the dialogues,
while the fixity and repetitiveness of the right hand illustrate the harsh conditions of the era and
how the left hand (women) reeled like a ball bouncing off a wall under those circumstances.















ilk bakista burada duvarlar,

aydinlatma ve tablolarla eksiksiz
gibi gorunen bir mekan vardir,
Ancak yerlestirme bunlarin hepsini

gecersiz kiliyor. Bu, tek bir

degisiklikle batin kazanilimiglari
yok eden bir hilekarligin
protestosu olabilir.

In one sense, this is an exhaustive
space with frames and lighting
hung on the wall, but the
installation invalidates them,
protesting perhaps against the
deceit that destroys all gains with a
single stroke of change.



Muzaffer Malkocg
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Paralel Eylemler

Seffaf ylzeylere dijital baski ile uygulanmig G boyutlu portre

Sanatginin bu eseriyle ilk karsllagtigimizda onlarca elin bir kadina dogru uzandigina
tanik olmaktayiz. Seyreden gozin hareketiyle resim de hareket ediyor, bir yondeki
eller kadindan uzaklasirken diger yondekiler daha da Uizerine gelmektedir.

Ayni esere 180 derece farkli bir agidan baktigimizda ise ayni kadini énde, elleri ise ona
higbir sekilde ulagsamayacak kadar arkada gorurdz. Bu iki noktanin disindaki her alan
ise gordigumtiz resmin kendisi degil pargalari ve onlari birbirinden uzaklastiran bir
bosluktur.

Resim, aslinda araliklarla dizilmis farkli ve geffaf katmanlardan olusmaktadir. Bu
katmanlar seyircinin bakig acisina gore farkli sekillerde bir araya gelmekte ve isin
bznesi olan kadin eder ug noktalardan bakiyorsaniz olumiu ya da olumsuz bir durum-
da olarak algllanabilmektedir.



Paralel Eylemler / Parallel Acts  Muzaffer Malkog

Parallel Acts

Three-dimensional portrait with digital prints on transparent surfaces

The first encounter with the artist’s piece shows us tens of hands stretching out
to a woman. The image moves with the spectator’s eye movements, while
hands in one direction withdraw from the woman, those in the other direction
draw even closer to her.

Viewed from a diametrically opposite point, the piece shows the same woman
in the front, with hands far in the back, unable to reach her. Everything else that
remains out of these two spots shows not the picture itself but its fragments
and a vacuum that drives them away from cach other.

The image is made up of different, transparent layers sequenced with gaps
between them. These layers are arranged in different forms depending on the
perspective of the viewer, with the situation of the woman, the subject of the
piece, considered positive or negative if viewed from the edges.















Dar Aci

Iki duvar arasina yerlestirilimis tablolar; dijital baski ve akrilik boyama teknigji

Sergiye sadece iki tablosuyla degil tablolann asildigi duvarlarla birlikte katilan Muzaffer
Malkog, bu iki kitlenin birbirlerine gok yakin yerlestiriimesiyle resimlerinden bagimsiz
yeni bir eser meydana getirmektedir. Birbirine 30 cm uzaklikta duran iki duvar, izleyici-
ler igin bir galeride olmasi beklenen normal bakis agisini, tabloyu gormek igin gereken
ara mesafeyi ortadan kaldirp sanat eserinin varlidi ile gorilmesi arasindaki gerilimi dile
getirmekte ve bdylece 30 cm’lik mesafe asil gérilmesi gereken tablolari, sergi,
salonun iginde olmasina ragmen gérilmez ve anlagilmaz kilmaktadir. Sanatginin kendi
ifadesiyle:

‘Bir bakig agisiyla burada eksiksiz bir mekan vardir; duvar Gzerine asilan tablolar,
aydinlatmalar var ancak yerlestirme bunlarin hepsini gegersiz kiliyor, bu, tek bir degi-
siklikle blttn kazaniimiglari yok eden bir hilekarligin protestosu olabilir.?

Diger bir okuma ise istedigi yerde var olmasina izin verilmeyen sanatginin, yasadigi
olumsuzlugu kendi eserini géstermeme pahasina, sanat yapmadaki israrini hatta
inadini bize hatirlatiyor.

Son olarak birbirine bu kadar yakin duran ve 30 cm’den igeriye bakma imkani veren
bu duvarlar belki de bundan énce bir galerinin iki duvan olarak ferah bir mekan degil,
tamamen birbirine yapismig, icindekileri hi¢ gostermeyen iki duvar da olabilir. Duvarlar
birbirinden uzaklagarak mi 30 cm araliga ulagiyor yoksa birbirine yaklagarak mi bu
mesafeye geliyor, bunu bilemiyoruz.



D Agr/ Acute Ancle Muzaffer Malkog

Acute Angle

Pictures in frames placed between two walls; digital print and acrylic painting tech-
nique

Muzaffer Malkog joins the exhibition not only with his two frames but with the walls
they are hung on as well, creating an artwork independent of the pictures by way of
positioning the walls very close to each other. The two walls, with 30 cm distance in
between, abolishes the normal perspective visitors expect in a gallery, the distance
required to view the picture, thereby expressing the tension between the presence of
the artwork and its capacity to be seen. Hence the 30 cm distance renders invisible
and incomprehensible the pictures that need to be viewed, even though they are
present in the exhibilion room.

In the words of the artist:

‘In one sense, this is an exhaustive space with frames and lighting hung on the wal,
but the installation invalidates them, protesting perhaps against the deceit that
destroys all gains with a single stroke of change.’

In another perspective, the piece reminds us how the artist stubbornly insists on
expressing the negativity he has suffered from in an artwork at the cost of not
showing the artwork itself.

Lastly, these walls standing so close to each other, allowing a gaze through 30 cm,
might have never been two separate entities forming a spacious gallery room in the
first place; they were perhaps two enjoined walls that permitted zero view of what
was between them. We do not know if the walls have separated into a 30 cm gap, or
have drawn towards each other to create a 30 cm distance.















Hem fiziksel bir miicadele
gerektiren hem de bunu gozleme
tabi tutmay1 amaglayan eser;
sanatcilarin, herkesin ayni
gOkylzinlun altinda birbirinden
farkli sayisiz zorlukla birlikte
yasadigini ifade etme istegiyle
birleserek ortaya cikmistir.

The piece requires both a physical
challenge and aims to subject that
challenge to observation; born out
of Cagla and Nur's desire to
express how every individual lives
with innumerable hardships under
the same sky.



Qaglg LETETY
Nur Ozdamar
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Golge Oyunu

Ahsap siyah bir striktlre, bireyleri yonlendiren iplerin vidalarla sabitlendigi bir koridor
yerlestirmesi

Golge Oyunu, Nur Ozdamar ve Cagla Kaplan'in mimariik kimliklerinin yani sira sanat
baglaminda ortaya koyduklari ilk eserdir. Eser sahipleri bahsedilen déneme sahit
olmamalarina karsin bu dénemin giiniUmUze ve insanlara olan etkilerini gdzlemleyerek
ve empati kurarak bu ¢alismayi ortaya koymuslardir. Calisma, 28 Subat déneminde
kendi yaslarinda olan geng bir kadinin giindelik yasamindan bir giint deneyimlemeyi
ve bunu fiziksel bir etkilesim ve elestiriyle géstermeyi hedeflemektedir. Ozdamar ve
Kaplan bu koridorda hem dénemsel karmasada yolunu bulamayan, sasiran, gikmaza
giren ve engellerle karsilasan geng bireylerin hayatlarina birer gdnderme yapmakta;
hem de o déneme sahit olmayan kigilerin de glindelik yasam zorlugunda kendilerin-
den birer parga bulmalarini amaglamaktadir.

Eser iki turl deneyimi amaglamaktadir. Birincisi, disavurumu fiziksel olarak tecriibe
ettirek ister; bireyi bir koridor boyunca iplere temas etmek durumunda birakarak
mUcadele ettirmeyi 6n gérmekte, sikisma ve edilme devinimlerine maruz birakmakta,
zaman zamansa feraha gikartip ardindan tekrar bu déngtiye yénlendirmektedir. iplerin
zemindeki baglanti noktalan; yer, zaman, kisi ve olay farketmeksizin deneyimi yasatti§i
bireylere irrasyonel bir yol olugturacak sekilde daha rastlantisal ¢izgilerle yon vermek-
tedir.

Ikinci olarak bireyin i¢ diinyasina ve miicadelesine tanik olan diger insanlar ise bu
devinimleri isiklar araciligiyla yansiyan bir golge seklinde, ahsap strilkttire gerilen
yari-gegirgen bir ylizeyden, midahale etmeden izleyebilmektedir. Bir miicadelenin salt
izleyicisi olmak, durumu, koridordaki aktor ile izleyici arasinda bir gélge oyununa
dondstirmektedir.



Golge Oyunu / Shadow Flay Gagjla Kaplan - Nur Gzdamar

Shadow Play

An installation on a corridor with paper threads screwed onto a wooden structure,
guiding visitors

“Shadow Play” is the first artwork by architects Nur Ozdamar and Cagla Kaplan. The
artists have no testimonies from the said era, but have observed its repercussions on
today and its impact on people, empathized with them and created this artwork. The
piece aims to emulate a day in the life of a young woman who was the same age
with the arlisls back in the February 28 Process, demonstraling it with physical
interaction and criticism. In this corridor, Cagla and Nur allude to the lives of young
individuals who were unable to find their way amid the chaos of the era, confused,
stuck, facing barriers. Meanwhile, the artists intend for people who were not a part of
the era to find a piece of themselves in the hardships of dalily life.

The piece aims for two types of experience. The first one is a physical manifestation
of expression; forcing the individual to contact threads along the corridor, expecting
them to tackle with it, trapping them, making them stoop and give them a respite,
only to draw them back into the cycle. The joints of the threads on the surface guide
individuals with more arbitrary lines, creating an irrational pathway to those who
experience it, no matter the place, time, person and incident.

On a second level, people who bear witness 1o the inner world and struggle of
individuals are non-intervening, external spectators of their movements displayed in
shadows cast by lights from a semi-transparent surface stretched over the wooden
structure. Being merely a spectator to a struggle turns the situation into a shadow
play between actors in the corridor and spectators.

The piece requires both a physical challenge and aims to subject that challenge to
observation; born out of Cagla and Nur's desire to express how every individual lives
with innumerable hardships under the same sky.















Geng bir kadinin diger kadinlarla
ayni oldugunun varsayildigi vicut
parcas!, basinin olmadigi kismidir.
Bu sebeple bu kurala uymanin en
kolay ve kesin ¢o6zimu bastan
tumiyle kurtulmak olacaktir.

The absent head is the only part
where the body of the young
woman is assumed to be the same
with the rest of women. Therefore,
the easiest and surest way 1o abide
by this rule would be to get rid of
the head completely.



Merve Giiclii - Afra Bedriye Oztiirk
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Dress Code

Polyester-fiber teknigiyle tretiimis Antik dénem stilinde bagsiz kadin heykeli

Donemin Universitelerdeki kilik kiyafet kurallannin, gtindelik yasam dilinde severek ve
isteyerek uyulan bir baska kilk kiyafet kurali olan dress code ile tanimlandigi bu eser,
bu iki durum arasindaki tezatdi ele almistir. Antik dénemde uzun ugraslar sonucu
incelikle ortaya ¢ikan bir mermer heykelin neredeyse ayni gérinimde olani, 3d
printerlar ile, fiber ve polyester malzemelerle, mermer gibi i¢i dolu degil bog bir malze-
meyle yeniden Uretiimig, bu bagsiz kadin heykeline verilen anlam da malzemelerin
tezatlgi baglaminda yeniden sorgulanmistir.

Bir bagka acidan, bu ikili bakigi bir arada okuyacak olursak, Universiteye girerken
uyulmasi gereken dress code modern dinyanin koydugu ve uzun yillar geng kadinlari
uymaya zorladigi bir kural oimakla birlikte, sanatcilara gore, antik dénemden kalma bir
ilkellik tagimaktadir. Geng bir kadinin diger kadinlarla ayni oldugunun varsayildid vilcut
pargasl, basinin olmadigi kismidir. Nitekim dress code, basla ilgili bir tanimlama
yapmistir ve burada s6z konusu basin ifade ettidi fiziksel gérinis degil, ayni zamanda
icinde yer alan dustincelerdir. Bu sebeple bu kurala uymanin en kolay ve kesin
¢OzUMU bastan timuyle kurtulmak olacaktir.

Eserin konumlandidi yerin kapinin hemen girisinde olmasi da, kendi i¢inde bu kurala
uymus olan eserin, ancak basini geride birakarak kapidan adim atabildigini gdster-
mektedir.



Dress Codle Merve GOGIU - Afra Bedrye Oztlnk

Dress Code

Polyester-fiber production of an ancient-style sculpture of a headless woman

The piece defines the set of clothing rules imposed at universities during the era as
“dress code”, a phrase that otherwise refers to clothing norms one happily and
willingly conforms to in daily life, highlighting the contrast between the two practices.
An almost identical-looking version of a classical marble statue, unearthed after
painstaking effort, was remade in fiber and polyester with 3D printers, with a material
hollow rather than full like a marble statue. The meaning attributed to this headless
statue of a woman was called into question on another level with these contrasting
materials.

Additionally, according to the arlist, this dual perspeclive shows how the modern
dress code imposed on women in universities for a long period of time bears a
certain level of primitiveness belonging to the antiquity. The absent head is the only
part where the body of the young woman is assumed to be the same with the rest of
women. Indeed, “Dress code” has come up with a definition for the head, which
represents not its physical properties, but also the thoughts within it. Therefore, the
easiest and surest way to abide by this rule would be to get rid of the head
completely.

Located at the entrance of the venue, the piece conforms to the said rule, capable of
stepping inside only if it leaves its head behind.















Diploma

Balikgi agi igi kagit yerlestirmesi

Afra Oztlirk ve Merve Gliglli mimarlik egitim stirecinde gegici mekan kurgulanna
calismig, bu alanla ilgi tretimlerde bulunmuslardir. Ik sanat yerlestirmeleri olan “diplo-
ma” ile verilerin mekansal yansimalarini kurgulamak istemislerdir. Sanatgilar, deneyim
odakll yerlestirmelerini su sekilde ifade etmislerdir:

‘Kitle anlatisi sayilar ile ifade edildiginde bireylerden olustugu gergegi bulaniklagabili-
yor. Elimizdeki veriler bize on binlerce kiginin kayitl olduklar okullardan mezun olma
haklarini yitirdiklerini gosteriyor. Kitlelerin fiziksel mekanda olusturacadl hacim, bu
gergege ne derece ifade katabilir sorusu eserin gekirdegini olusturdu. Yiginlarin
agirhdi, kitlesi, ve fazlaligi gibi kavramlar geride birakilanlar ile es zamanl digtndld(i-
gunde, bu ¢oklugun ¢arpici gergekligini gérindr kildi. Hacimlerin mekanda kapladikla-
r ve biraktiklar bosluklar, bize bu yiginlan deneyimleme olanagi sagliyor. Secilen
malzemeler, gerilim noktalan gézlemlenebilecek ve Uzerinde distinmeye tesvik
edecek bir potansiyel barindinyor. Sayisal ifadenin mekansal karsilik arayisi neyi temsil
ettigini sorgulatiyor. Sayilann ifade ettidi bireyler, girilemeyen sinavlar, alinamayan
diplomalar ...’



Diploma Merve Gligll - Afra Bedriye Oztiirk

Diploma

Paper installation inside fishing net

As students of architecture, Afra Oztiirk and Merve GuiclU studied temporary space
arrangements and produced such work as well. With “Diploma”, their first art installa-
tion, they wanted to build spatial impressions of data. Here is what the artists say
about their experience-based installation:

‘Defining the narrative of mass in numbers obscures the fact that such masses are
composed of individuals. The data we possess shows how tens of thousands of
people were stripped of their right to graduate from universities they were enrolled in.
At the heart of this piece lies the following question: To what extent does the volume
of masses in physical space can illustrate the said fact? Taken together with those
who were left behind; concepts such as weight, mass and excess of a crowd render
visible the telling reality of this muliitude.

The gaps that volumes fill and leave in space give us a chance to experience the
masses. The materials and voltage points bear a potential for observation, provoking
thought. Numerical expressions search a spatial expression, calling into question
what they actually represent. Individuals defined by numbers, exams that could not
be taken, diplomas that could not be received...’















Bir takim kimseler icin
blyutilmeyecek hatta yok
sayilabilecek bir purlz fakat
yasayanlar icin geriye dénup
baktiklarinda hep orada
olacak buyuk bir kara delik;
6la piksel.

It's a glitch that some people think
is not worth the fuss, is negligible
even, but in retrospect it's a
massive black hole, a dead pixel
that will remain intact for those
who have experienced it.



Guzin Furat Tever
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Olii Piksel

GUzin Furat Tever bu galismasinda bagortlsl yasagina maruz kalmig 6grencilerin
yasadigjl ikilemi ele aliyor. Universite yillarinda okul ortaminda gekilen fotograflarin
olusturdugu eser, kimi kadinlarin yizlerinin kesilerek, oyularak ya da karalanarak yok
edilmesi Uzerine kurulu.

Yasanan anlarin vesikasi goérevini taglyan fotograflardan vazgegememek ve fakat
kendisi olarak var clamadig icin de o karelerde bulunmaktan imtina etmek, sanatginin
vermek istedigi temel duygu. Tever, bu duyguyu su s&zlerle ifade ediyor:

‘Dogumumuzdan bu zamana kadar yagsadigimiz tiim anlarin bir piksel olarak hayati-
mizin fotografini olugturdugu varsayildiginda, kendinden taviz vererek okumak duru-
munda kalan kisilerin bu anlarin tamamini hatiralanndan gikarmasiyla ya da yalnizca
bir digavurum olarak kendilerini o anlardan silmeleriyle ortaya gikan bosluk... Yalnizca
bu durumdan rahatsiz olanlarn farkettigi, bunun bir haksizlik oldugunu bildigi, karsi-
dan bakildiginda fotografin butlintint gérmeyi engellemeyen ve fakat orada olan bir
anomali. Bir takim kimseler igin blyUtllmeyecek hatta yok sayilabilecek bir plrtiz
fakat yasayanlar igin geriye dénlip baktiklarinda hep orada olacak bilylk bir kara
delik; 6lG piksel.’



O Piksel / Dead Fixel  GOZin Furat Tever

Dead Pixel

A slideshow of photographs

In this piece, Guzin Furat Tever explores how students that were banned from
wearing the headscarf confronted a dilemma. Photographs taken on the premises of
the university when they were studying demonstrate some women's faces destroyed
by cutting, hollowing or crossing out.

The arlist mainly aims to convey the sentiment that women cannol discard lhe
photographs that bear testimony to their experiences, while refusing to be present in
those shots because the moment of capture does not show the person they really
were. Tever expresses the sentiment as follows:

‘Assuming that every moment we have spent since birth is a pixelated photograph of
our lives, the piece shows a two-fold emptiness: People who were made to
compromise themselves in order to study have either completely banished those
moments from their memaries or have rubbed themselves out from those moments
as a statement... This is an anomaly recognized only by those who are troubled by
this situation and know that it’s unjust, an anomaly that doesn’t impede a complete
view of the photograph from a distance but that which asserts itself nevertheless. It's
a glitch that some people think is not worth the fuss, is negligible even, but in
retrospect it's a massive black hole, a dead pixel that will remain intact for those who
have experienced it.’















Donemin sert akademik
kosullarinda tip 6grencisi olma
hayallerinden vazgecmek zorunda
kalan ve hayatina bir tezhip ve ¢ini
sanatcisi olarak devam eden
Tosun, bir cerrahla benzer
incelikteki igslemelerini bu aletlere
gecirerek, hem onlarin Gstinu
desenleriyle értmis, hem de
yasaminin sert bir sekilde degisen
cizgisine bir génderme yapmistir.

Under the harsh academic
circumstances of the era, Tosun
had to give up on her dreams of

studying medicine and went on to
become an illumination and tile
artist. She brings the instruments
into contact with her handiwork
made with surgical precision,
overlaying the instruments with her
patterns, while alluding to the sharp
new direction life takes.



Esra Ozyasar Tosun
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Cerrahi Tezyin

Celik cerrahi aletler Gzerine ¢ini ve tezhip sanatlarinda uygulanan
tekniklerle bezeme

Cerrahi tezyin, Esra Ozyasar Tosun’un Klasik sanatlar formati disinda sergilenen ilk
eseridir. Sanatgi bu isinde iki tir tezatliga yer vermek istemistir; birincisi geligin
soguk ve keskin ylizeyi, geleneksel kullanimda kagit ve seramik ylizeyde yer alan
boyalar ve altin varakla kaplanarak birer ameliyat malzemesinden, sergilenecek bir
sanat eserine dénugtiriimastir. ikinci tezatlik hikayelerin gatigmasidir. Dénemin sert
akademik kosullarinda tip 6grencisi olma hayallerinden vazgegmek zorunda kalan
ve hayatina bir tezhip ve ¢ini sanatgisi olarak devam eden Tosun, bir cerrahla
benzer incelikteki islemelerini bu aletlere gegirerek, hem onlarin Ustint desenleriyle
ortmus, hem de yasaminin sert bir sekilde dedisen gizgisine bir gdnderme yapmisgtir.

Aletlerin sergilendigi yesil zemin, gergek bir ameliyathane 6rttstdUr ve sergileme
bigimi de, ameliyat éncesi hazirlanmis bir masa gibidir. Ancak yine ayni ikili hikayenin
bir yansimasi olarak, aletler artik bir esere dontismus, ve kiymetli bir sanat eserinin
dokunulmama ve uzaktan seyrediime istegine saygl duyarak bir cam kutu iginde yer
almistir. Cini desenli bir kiipln form olarak yerini alan serum sisesi de, ayni bakis
acgisinin bir pargasi olarak sergilenmektedir.

Cerrahi aletlerin steril olarak korunma gereksinimi, sanat eserlerinin kendini korunakii
bir bicimde gosterme istegiyle birlesmis ve ortaya Tosun’un bu garpici isi gikmigtrr.



Cerrahl Tezyin / Surgical Omament  Esra Ozyasar Tosun

Surgical Ornament

Ornamentation of steel surgical instruments with tile art and illumination techniques

“Surgical Ornament” is the first non-classical artwork exhibited by Esra Tosun. The
artist portrays two types of antithesis in this piece. The first one is the transformation
of the cold and sharp surface of steel from a surgical instrument to an artwork put on
display with a coat of dyes and gold foil which are traditionally used on paper and
ceramic surfaces. The second antithesis lies in the conflict of stories. Under the harsh
academic circumstances of the era, Tosun had to give up on her dreams of studying
medicine and went on to become an illumination and tile artist. She brings the
instruments into contact with her handiwork made with surgical precision, overlaying
the instruments with her patlerns, while alluding to the sharp new direction life lakes.

The green surface on which the instruments are exhibited is a genuine tablecloth
from an operating room, the arrangement resembling that of a table prepared for an
operation. As part of the same dual story, the instruments are now turned into an
artwork, respected as precious pieces of art and placed within a glass case, allowing
view only from afar and with no contact. The IV drip bottle replaces the form of a tiled
earthenware jar, expressing a similar perspective.

The requirement to sterilize surgical instruments is combined with the artworks desire
for protected exposure, creating Tosun’s impressive work.















Ipekbocegi hic kelebek olmadi/ O
aslinda kozada da kalmadi/ Bécek
oldu, ipek kaldi/Onu da garklar,
makaralar,
tezgahlar ald...

The silkworm never turned into a
butterfly/ Did not stay in the
cocoon either in fact/ The worm
died, silk remained/ Only to be
taken by wheels, spools, looms...



Siimeyye Oztiirk Ulu
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Ipek/Bécedi ile Yusufcuk

Ipek/bocedi ile Yusufeuk’un ipek/bdcedi bélimiinde Stimeyye Oztiirk Ulu, 28 Subat
stireci ile tim emeklerine ragmen ancak kendi olma haklan ellerinden alinarak egitim-
lerine, kariyerlerine, hikayelerine devam edebilen basortlll kadinlar, ipekbocedi
metaforu kullanarak montajlanmig video sanatiyla anlatmakta; bagkalarinin, strekli
olarak haklarnda konuguyor olmasina videonun belgesel formatiyla elestiride bulun-
maktadir.

Videonun yansitildigi kuytu aralik ile ipek boceginin iginden ¢ikamadigr kozasina bir
gdnderme yapilmaktadir. Hemen yanindaki duvara yansitilan videodaki Yusufguk ile
de yine bir bdcek Uzerinden bu kez yasananlara seyirci kalan Kisi/kurum ve belki
toplumun, stiregelen diizen igindeki sabit durusu elestiriimektedir. ipek/bdcegi ile
Yusufcuk’un gerek ebatlar, sarf ettikleri efor, gerekse videoda kullanilan anlatim dilleri
ve yansitildiklan ylzeydeki tezatlik ile insanlan kadin, erkek, basortill ve basortlistiz
olarak etiketleyen dénemin aynmciligina vurgu yapilimaktadir.

Sanatginin kendi ifadesiyle:

‘Ipekbdcegi hig kelebek olmadi/ O aslinda kozada da kalmadi/ Bécek ¢ld, ipek
kaldi/Onu da garklar, makaralar, tezgahlar aldi...’



Ipek/BOcagi e Yusulouk S Sik S Worm and Dragonfhy Someyye Oztlrk Ulu

Silk / Worm and Dragonfly

In the edited video art piece “Silkk/Worm”, part of “Silk/Worm and Dragonfly”,
Stimeyye Oztiirk Ulu uses silkworm as a metaphor for women with headscarves who
were stripped of their right to be themselves against all of their hard work during the
February 28 Process, but who managed to carry on with their education, careers and
stories. In a documentary format, Oztiirk Ulu criticizes how others constantly talked
about them.

The secluded crevice on which the video is played alludes Lo the cocoon the
silkworm cannot get out of. Right next to it, the video projected on the wall shows a
Dragonfly, an insect offering a criticism of how persons/ institutions and perhaps the
society at large remained immovable in the face of events happening in an
immovable order. Discriminatory practices of the time labeled people as women,
men, those with headscarf and those without headscarf, which are brought into
focus in the dimensions of the Silk/Worm and Dragonfly, the physical effort they
make, the narrative language in the video and how they sharply contrast with the
surface their image is projected upon.

In the words of the artist herself:

“The silkworm never turned into a butterfly/ Did not stay in the cocoon either in fact/
The worm died, silk remained/ Only 1o be taken by wheels, spools, looms...”


















KADEM

KADIN VE DEMOKRAS|I DERMEG]

“Kaltdr ve Turizrn Bakanhgrnin destegi fle hazirlanan bu prafenin icerigi highir surette
Koltdr ve Turizm Bakonlid!'nin gardslerini yonsitmamaldata olup, icerii e ilgili tek sorurnlululs (destei alon) KADEM ‘s aittir.
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