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VISION #4..,

CONTEMPORARY ISTANBUL

VISION ART MAGAZINE Ozel Sayi Special Edition

Tersane Istanbul'da 24-28.09.2025 tarihleri arasinda
gerceklesen VISION ART PLATFORM “Contemporary istanbul”
sergisi igin hazirlanmistir. Kaynak gésterilerek yapilacak alintilar
ve segili gérsel malzeme disinda yayincinin izni olmaksizin higbir
yolla gogaltilamaz.

Prepared by Tersane Istanbul on the occasion of the exhibition
VISION ART PLATFORM “Contemporary lstanbul” dated
24-28.09.2025. No part of this catalogue may be reproduced
in any way or by any means without permission in writing from
publisher, except by reviewer who may quote brief passages
and use selected visual materialin a review.

Basim, Eyliil 2025.
Edition, Sept 2025.
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> Cagrn Saray, Dantel | Lace, 2025,

Asitsiz kagit tizerine miirekkep | Ink on acid-free paper
142 x 152 cm, Detay | Detail
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VISION

The 5th issue of Vision Art Magazine is out!

In this issue, we explore how art offers a search for
meaning in the face of existential crises, as well as
societal and individual struggles — through

the lenses of history, philosophy, and psychology.
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crt Acar

Gergek anlamda bir turist olarak gittigim yerlerde,
fotograf cekmek ¢ogu zaman mekanin temsil

ettigi bir¢ok seyin icini bosaltan bir eylemmis gibi
hissettiriyor. Ucaktan indikten birkag¢ saat sonra
kostur kostur karsisina gectigim yerler, kartpostallarda
gordiiklerimle hemen hemen ayni. Herkesin ziyaret
ettigi jenerik mekanlar1 aradan ¢ikardiktan sonra ise
kendimi yol kenarinda buldugum bir araba kapisina
veya adini bilmedigim bir ¢6l bitkisine bakarken
buluyorum. Boyle zamanlarda turist bakisinin

birer dekora ¢evirdigi imgelerden geriye kalana
odaklaniyorum. Bu secki, Sharjah’da ¢ektigim kisa bir
seriden dort fotografi bir araya getiriyor.
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Pale Blue, 2025
Fine Art Print, Eds. 3+1 AP
100 x 80 cm

Wind Down, 2025
Fine Art Print, Eds. 3+1 AP
100 x 80 cm

>

>

Warmth, 2025
Fine Art Print, Eds. 3+1 AP
100 x 80 cm

Pillar, 2025
Fine Art Print, Eds. 3+1 AP
100 x 80 cm

As a tourist in the truest sense, taking photographs
often feels like an act that empties out much of
what a place represents. The sites I rush to stand
before just a few hours after stepping off the
plane look almost identical to the ones I've seen
on postcards. Once I’ve checked off the generic
landmarks everyone visits, I find myself staring at
a car door abandoned by the roadside, or a desert
plant whose name I don’t know. In such moments,
I focus on what remains after images have been
turned into décor by the tourist gaze. This
selection brings together four photographs from a
short series I took in Sharjah.
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Tanzer Arg

“Yok serisi”, Tanzer Arig’nin hali hazirda
yasantisini slirdirdigii kent olan Ankara tizerinden
gerceklestirdigi bir dizi ¢alismay1 icermektedir.
Sanatgi, bu seride yer alan ¢alismalariyla sehrin goz
ard1 edilen yapilarinin durumuna dikkat cekmeyi
hedeflerken, onlar1 sembolik birer unsur olarak
kullanir. Ar1g, gozden ¢ikarilmis, sehrin hengidmesi
icerisinde kaybolmaya dogru hizla ilerleyen, bir
giin 6nce orda olup da bugiin orada olmayan, yarin
ayni kaderi paylagsmasi beklenen bir¢ok yapiy:
tretimlerinin odak noktasina alir. Sanatg¢i, s6z
konusu ¢alismalar ile yapilarin toplumsal bellekteki
yerini ve 6nemini yeniden sorgulatmay1 ve bu
yapilarin yok olusunun kentin dokusu ve insanlari
tizerinde yarattig1 derin tahribata vurgu yapar. Bir
kentin ge¢misi ve bugilinii arasindaki bag1 saglam
bir sekilde kurabilmesinin ancak kente ait verilerin
kesintisiz ve eksiksiz bir bigimde korunmasi

ile mimkiin olabilecegi diistincesi tizerinden
hareketle iiretilen bu serideki ¢alismalar, hizli
degisim ve doniistimler karsisinda yasadigi cevreye
yabancilagsmaya baslayan insani bir nebze de olsa bu
duygusundan uzak tutmay1 hedefler.
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The ‘None series’ includes a series of works that
Tanzer Arig realised through Ankara, the city where
he currently lives. With the works in this series,

the artist aims to draw attention to the state of the
city's neglected buildings and uses them as symbolic
elements. Ar1g focuses on many buildings that have
been discarded, that are rapidly moving towards
disappearing in the turmoil of the city, that were
there the day before but are not there today, and that
are expected to share the same fate tomorrow. With
these works, the artist aims to make us question the
place and importance of these buildings in the social
memory and emphasises the deep damage caused by
the disappearance of these buildings on the texture
and people of the city. The works in this series, which
are based on the idea that the only way for a city to
establish a strong connection between its past and
present is through the uninterrupted and complete
preservation of the data belonging to the city, aim

to keep people, who have become alienated from the
environment they live in the face of rapid changes and
transformations, away from this feeling, even if only to
a certain extent.

Yok Serisi” Gegit Toreni | ‘None Series’ Parade, 2024
Metal CNC, 30 x 35 x 50 cm

Saklambag | Hide and Seek, 2025
¢
Metal CNC, 150 x 30 x 20 cm




Geleneksel ¢ini sanatinin yiizyillardir tasidig: estetik
ve kiltiirel derinligi, kadin portrelerinin zarafetiyle
birlestiren bu seri; mimari ile bedeni, tarih ile
bugiinii kesistiriyor. Portreler Osmanli ve Sel¢uklu
doénemlerine 6zgii desenlerin, kadin figlirleriyle
harmanlanmasiyla ortaya ¢ikiyor. Figiirlerin Gizerindeki
desenler yalnizca birer yiizey siislemesi degil; ayni
zamanda kadim kiltiirlerin kimlik ve tasiyicisi olarak
bedende yeniden viicut buluyor. Kullanilan formlar,
kubbeler, mihraplar ve seramik ylizeyler gibi mimari
unsurlardan ilhamla, figiirleri adeta yasayan birer anit
haline getiriyor. Sanatgi, kadin1 yalnizca bir nesne ya
da giizellik imgesi olarak degil; tasiyici, koruyucu ve
anlatict bir varlik olarak konumlandiriyor. Catlamis
¢ini yiizeyleri zamanin izlerini tasirken, portrelerin
sakin ve i¢e doniik duruslari, izleyiciyi sessiz ama
derin bir yiizlesmeye c¢agiriyor.
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This series, which unites the aesthetic and cultural
depth carried by traditional Iznik tile art for centuries
with the grace of female portraits, intersects
architecture with the body, and history with the
present. The portraits emerge from the blending of
motifs specific to the Ottoman and Seljuk periods with
female figures. The patterns on the figures are not
merely surface ornamentation; they reembody ancient
cultures as carriers of identity upon the body. The forms
used drawing inspiration from architectural elements
such as domes, mihrabs, and ceramic surfaces transform
the figures into living monuments. The artist positions
woman not merely as an object or image of beauty, but
as a bearer, protector, and narrator. While the cracked
surfaces of the tiles carry the traces of time, the calm
and introspective postures of the portraits invite the
viewer into a silent yet profound confrontation.

>

>

>

isimsiz| Untilted, 2025
Arsivsel pigment baski | Archival pigment print
242 AP, 125 x 100 cm

Isimsiz| Untilted, 2025
Arsivsel pigment bask: | Archival pigment print
242 AP, 100 x 80 cm

Isimsiz| Untilted, 2025
Arsivsel pigment baski | Archival pigment print
2+2 AP, 100 x 80 cm
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Sovhan Baltaci

Baslangicta doga, insanlik i¢in pek ¢ok segenek
barindiran bir ortamdi. Zamanla ¢evrenin dogasi
kaybolmaya basladi; kaynaklarin azalmasi ve
ihtiyaglarin artmasiyla insanlar kendi yikimlariyla
yiuiz ytize kalmaya basladi. Bu yiizlesme durumu,
kagit tizerinde ayrilmis sahnelerde bir an1 aktarma
fikrine ilham verdi. insanlik ile doga arasindaki
iligkileri bir elestiri nesnesi olarak yeniden
bi¢cimlendiriyorum.

At the beginning, the nature was an environment

where is containing lots of options for humanking.

In course of time the nature of environment started to

diseappear, people started to staying face to face their

own demolish because of the resources are decrease

and the needs are increase. This face to face situation

inspired me about giving a moment in seperated scenes N> isimsiz | Unnamed, 2025

on paper. I re-forming the relationships between Kagit iizerine komiir | Charcoal on paper
humanity and the nature as an object of criticism. 140 x 135 cm
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|.evla Borovali

Vessel 4, 2025
Stoneware Ceramics
18 x 33 cm

Borovali’nin ¢alismalari, madde, form ve anlati
lizerine siiregelen bir sorgulamay1 temsil eder. Sanat
pratigi, kiiltiirel hafiza ve kimligin kesfine dayanir
ve ozellikle geleneksel Tiirk tekstilleri, 6zellikle ipek
yorganlardan, hem gorsel hem de kavramsal bir ¢ikis
noktasi olarak beslenir.

Kadinlar tarafindan el islemeli 3B motifler,
geleneksel yorgana heykelsi bir his kazandirir. Bu
motifleri yapan kadinlar, genellikle tutkularini
anlatan bir hikdye paylasir veya dikisleri araciligiyla
bir mesaj iletir. Borovali ise bu yorganlarin etkisini
ve ifadesini kil ve sir kullanarak kendi sanat
pratigine tasir.
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>

Vessel 14, 2025
Stoneware Ceramics
18 x 33 cm

Borovali’s works represent an ongoing inquiry into
materiality, form, and narrative. Her artistic practice
is grounded in the exploration of cultural memory
and identity, drawing inspiration particularly from
traditional Turkish textiles most notably silk quilts
as both a visual and conceptual point of departure.

The three-dimensional motifs hand-embroidered by
women bring a sculptural quality to the traditional
quilt. The women who create these designs often
share a story about their passions or convey a
message through their stitches. Borovali carries the
influence and expression of these quilts into her
own practice, working with clay and glaze.

>> Vessel 15, 2025
Stoneware Ceramics
18 x 33 cm
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Amelia Bowles

Amelia Bowles, 1993 yilinda Londra’da dogmus
Britanyali bir sanatcidir. Pratigi heykel, resim ve
mimarligin kesisiminde sekillenir. Zamanini Londra
ile Paris arasinda gegiren Bowles, 151k, renk ve
formun etkilesimini arastirarak algisal ve bilissel
deneyimler uyandiran eserler iiretir.

Sanat pratigi, 15181n ve ¢evresel unsurlarin insan
algis1 ve iyi olus hali iizerindeki etkilerine duydugu
derin ilgiden beslenir. Dogal fenomenlerden, mimari
yapilardan ve miihendislik formlarindan ilham

alan Bowles, sanatinda diisiinsel ve dontistiiriici
deneyimler yaratmay1 amaglar.

Amelia Bowles is a British artist, born in London

in 1993. Her practice unfolds at the intersection of
sculpture, painting, and architecture. Dividing her
time between London and Paris, Bowles creates works
that investigate the interplay of light, color, and form,
evoking perceptual and cognitive experiences.

N> Murmurs1, 2024 Her artistic practice is deeply .mformed by an interest
Boyali yumnusak celik in the impact of light and environmental factors
151 x 125 x 1,5 cm on human perception and well-being. Drawing
inspiration from natural phenomena, architectural
3> Exposures 1, 2024 structures, and engineering for;ns, qules seelfs to
Aliiminyum iizerine yagli boya create contemplative and transformative experiences
115x 15 x 6 cm through her art.

022 023



Sefa Cakar

Sefa Cakir’in son dénem isleri, sanat¢inin iiretim
anlayisinda yeni bir sergileme dilinin ortaya ¢iktigini
gosteriyor. Cizim ile marker teknigini ayni ylizeyde
bulusturan bu ¢alismalar, yalnizca tamamlanmis bir
imge sunmakla kalmiyor; siirecin katmanlarini da
goriinir kiliyor. Boylece izleyici, sanat¢inin diisiinsel
ve teknik yolculuguna dogrudan taniklik ediyor.

Cakir, calismalarinda ¢ocuk figlirlerini merkezine
almaya devam ediyor. Cocuklugun kirilganligs,
masumiyeti ve hayal gilicti; kimi zaman hiiziinld, kimi
zaman neseli sahnelerle karsimiza ¢ikiyor. Ancak bu
defa figiirler, bir yanda yogun marker katmanlariyla
belirginlesirken, diger yanda kursun kalem ¢izgileriyle
yarim birakilmis bir hilde duruyor. Bu tercih, ¢ocukluk
deneyimini ¢ift yonld bir bi¢imde acgiga ¢ikariyor: Hem
gecici, ucucu bir izlenim olarak hem de kalici, derin bir
hatira olarak.

Resimlerin kenarinda birakilan ton denemeleri, renk
paletleri ve eskiz izleri, geleneksel olarak gizlenen
atdlye siirecini sergi mekanina tasiyor. izleyici,
bitmis ile bitmemisin yan yana geldigi bu ylizeylerde
“Oncesi” ve “sonrasi”ni1 ayni anda goérebiliyor; boylece
resim yalnizca sonug¢ degil, bir olus hili olarak da
deneyimleniyor.

Sanat tarihindeki “tamamlanmamislik estetigi”ne
baglanabilecek bu yaklasim, Cakir’in islerinde 6zgiin
bir bicim kazaniyor. Michelangelo’nun “bitmemis”
heykellerinde goriilen kurtulus arayis: ya da modern
cagda siirecin sanatin kendisi haline gelisi, Cakir’in
eserlerinde ¢ocukluk temasiyla birlesiyor. Marker’in
yogunlugu ile kalemin hafifligi, cocuklugun geciciligi
ve bellekte biraktigi derin izler arasinda goérsel bir
metafor kuruyor.

Sefa Cakir, bu son dénem isleriyle yalnizca resim
iireten degil, ayn1 zamanda sanatin nasil dretildigini
de eserin bir parcasina déniistiiren bir yaklasim ortaya
koyuyor. Bu yoniiyle ¢alismalari, izleyiciye yalnizca
gorsel degil, diisiinsel bir deneyim de sunuyor:
Cocukluk, zaman ve siire¢; hem tamamlanmis hem

de hil4 olusmakta olan bir biitlinlin pargalar1 olarak
yeniden karsimiza ¢ikiyor.
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Sefa Cakir’s recent works reveal the emergence of a
new language of display within the artist’s practice.
Bringing together drawing and marker technique on
the same surface, these works not only present a
completed image but also make the layers of process
visible. In this way, the viewer directly witnesses the
artist’s intellectual and technical journey.

Cakir continues to place child figures at the center of
his works. The fragility, innocence, and imagination

of childhood appear in scenes that are at times
melancholic, at times joyful. Yet this time, the figures
stand on one hand clearly defined through dense
layers of marker, and on the other left unfinished with
graphite pencil lines. This choice reveals the childhood
experience in a dual way: both as a fleeting, transient
impression and as a permanent, profound memory.

The tonal tests, color palettes, and sketch marks left
at the edges of the paintings bring the traditionally
hidden studio process into the exhibition space. On
these surfaces where the finished and unfinished
coexist, the viewer can see both the “before”

and “after” simultaneously; thus, the painting is
experienced not only as an outcome but also as a state
of becoming.

This approach, which can be linked to the “aesthetics
of the unfinished” in art history, takes on a distinctive
form in Cakir’s works. The search for liberation seen in
Michelangelo’s “non-finito” sculptures or the modern
transformation of process into art itself finds resonance
here in connection with the theme of childhood. The
density of the marker and the lightness of the pencil
establish a visual metaphor between the transience of
childhood and the deep marks it leaves in memory.

With these recent works, Sefa Cakir presents an
approach that not only produces paintings but also
transforms the very act of making into part of the
artwork itself. In this sense, his practice offers the
viewer not only a visual but also an intellectual
experience: childhood, time, and process reappear as
fragments of a whole that is both complete and still in
the making.

>

“Dual”, 2025
Kagit tizerine Marker
Her biri | Each 35 x 50 cm
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Kemal I¢den

“BELIRLI YUKLER II”, 2025
Polyester, Tas | Polyester, Stone
28 x 13 x22 cm

028

Sirtinda tas tasiyan salyangoz, Sisifos’un trajedisini
agir cekimde yeniden canlandiriyor gibidir. Ancak
Sisifos’un yiikii ona bahsedilmis yabanci bir lanetken,
salyangozunki onun kimliginin ayrilmaz bir pargasidir.
O, kendi tasini bir mahkamiyet olarak degil, yasaminin
ayrilmaz bir gercegi olarak kabul eder ve onunla ilerler.

The snail carrying a stone on its back seems to reenact
Sisyphus’s tragedy in slow motion. However, while
Sisyphus’s burden is an alien curse imposed upon him,
the snail’s stone is an inseparable part of its identity.
It embraces its stone not as a punishment, but as an
intrinsic truth of its life, and moves forward with it.

>

“BELIRLI YUKLER II”, 2025
Polyester, Tas | Polyester, Stone
24x11x15cm
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Yiwen Liu

Liu'nun akigskan soyutlamalari, gegici anlardan Liu’s fluid abstractions emerge from fleeting moments

ve duygusal alt akimlardan dogar; sessiz bir i¢sel and emotional undercurrents, approached with

bakis ve hafizaya duyarl bir yaklasim ile ele alinir. quiet introspection and a sensitivity to memory.

Kompozisyonlari nazikge acilir; renk atmosferle Her compositions unfold gently; color merges with

kaynasir ve varlik, yoklugun icinde kalir. Her firca atmosphere, and presence lingers within absence.

darbesi bilingli bir eylem halini alir—gegiciligin Each brushstroke becomes a deliberate act an

duygusal 6ziinii arayan sezgisel bir diyalog, intuitive dialogue that seeks the emotional essence

kisisel olanin evrensel olarak hissedilen bir seye of impermanence, transforming the personal into

dontismesini saglar. something universally felt.

Liu, insan duygularinin tekil veya sabit olmadig1 Liu embraces the idea that human emotions are neither

fikrini benimser. Nese ve tiziinti, yakinlik ve singular nor fixed. Joy and sorrow, intimacy and

yalnizlik siklikla birlikte ortaya ¢ikar; bunlar geliski solitude often arise together; not as contradictions, but

degil, birbirinin aynasidir. Sanati, Daoist diisiinceye as mirrors of one another. Her work follows a rhythm

benzer bir ritmi takip eder; zit goriinen 6geler, akin to Daoist thought, where seemingly opposite > Earthly Love, 2025
aksamin geceye akisi gibi birbirine karisir ve ikilik elements flow into each other like dusk into night, Keten iizerine yagli boya | Oil paint on linen
tizerinden sessiz bir biitiinliik ortaya ¢ikarir. revealing a quiet wholeness through duality. 130 x 110 cm
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Aida Mahmudova

Azerbaycan, kendine 6zgii estetik anlayisi ve teknik
ustaligiyla diinya ¢apinda taninan zengin ve kadim

bir hali dokuma gelenegine sahiptir. Azerbaycan

hali sanatinin belirleyici ilkesi, diiz ve betimleyici
kompozisyon anlayisinda yatar — tasarimin ritmi, orta
alan ile bordiir arasindaki denge ve motiflerin yalin
geometrisi gorsel bir uyum hissi yaratir.

Teknik a¢idan son derece karmasik olmalarina
ragmen bu halilar gérsel olarak diiz bir yiizey etkisi
verir; mekénsal derinlikten ziyade deseni 6n plana
¢ikarirlar. Mahmudova’nin malzeme kesfine yonelik
uzun soluklu yaklasimi, bu gelenege heykelsi bir boyut
kazandirir. Katmanlama ve ti¢ boyutluluk iizerine
yaptig1 deneylerle tekstil temelli pratigin olanaklarini
genisletir. Onun halilari, geleneksel sinirlar1 sorgular
ve halilarin yalnizca yiizey degil, ayni zamanda kendi
basina birer heykelsi form olabilecegini 6ne stirer —
dokunsal, mekansal ve kavramsal derinlikle ytikld.

Elysium Serisi | Elysium Series, 2025

El dokumas: hall, yiin, dogal renk pigmentleri
Hand-woven carpet, wool, natural color pigments
140 x 200 cm, Edisyon 1-2
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Azerbaijan has a rich and ancient carpet-weaving
tradition, recognized worldwide for its distinctive
aesthetic and technical mastery. The defining principle
of Azerbaijani carpet art lies in its flat, pictorial
composition the rhythm of the design, the balance
between the central field and the border, and the simple
geometry of motifs create a sense of visual harmony.

Although technically highly complex, these carpets
appear visually flat, emphasizing pattern over spatial
depth. Mahmudova’s long-term engagement with
material exploration introduces a sculptural dimension
to this tradition. Through her experiments with
layering and three-dimensionality, she expands the
possibilities of textile-based practice. Her carpets
challenge traditional boundaries, proposing that carpets
can function not only as surfaces but also as sculptural
forms in their own right imbued with tactile, spatial,
and conceptual depth.
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Jacqueline Roditi

“Silent Choro” doganin incelikli hareketlerinden
ve insanin igsel diinyasindaki sessiz ¢igliklardan
beslenen bir ¢alismadir. Eser, bitkisel formlari
andiran yapisiyla uglara dogru hafifce yapraklanir;
6nlinden gecerken ya da havanin etkisiyle yaprak
benzeri kisimlari titreserek canli bir varlik hissi
uyandirir.

Sanatg¢1 icin bu titresim, yalnizca fiziksel bir hareket
degil, ayn1 zamanda igsel diinyanin goriinmez
yankilarinin disavurumudur. Sessizlik icinde
varligini hissettiren bir ¢iglik gibi, “Silent Choro” da
diistincelerin, duygularin ve gériinmez etkilesimlerin
bicim kazanigidir. Izleyici eserin yanindan gectiginde,
kendi varliginin etkisiyle formun can buldugunu fark
eder; bu etkilesim, diisiincelerin de bir bagkasinin
varligiyla harekete ge¢mesine dair bir metafor yaratir.

Bu yapit, hem kirilgan hem de direncli bir doga
imgesini ¢agristirirken, insanin en derininde tasidigi
fakat cogu zaman disa vuramadig: sessiz sesleri
goriinir kilar. “Silent Choro”, boylelikle igsel ve
digsal diinya arasindaki gecirgenligi sorgulayan,
varligin sessiz ama gili¢lt yankisini duyumsatan bir
heykel olarak konumlanir.

034

“Silent Choro” is a work nourished by the subtle
movements of nature and the silent cries within the
human inner world. With its form reminiscent of
plant structures, the piece gently branches out toward
its edges; as one passes by or as the air moves, its
leaf-like parts tremble, evoking the presence of a
living being.

For the artist, this vibration is not merely a physical
motion, but also the expression of the invisible
echoes of the inner world. Like a scream that asserts
its presence in silence, “Silent Choro” gives form to
thoughts, emotions, and unseen interactions. When
the viewer walks past the work, they notice the form
animated by their very presence; this interaction
becomes a metaphor for how one’s thoughts are also
stirred by the presence of another.

This piece evokes an image of nature that is both

fragile and resilient, while making visible the silent

voices humans carry deep within yet often cannot

express. In doing so, “Silent Choro” positions itself as
a sculpture that questions the permeability between
the inner and outer worlds, while attuning the viewer
to the silent yet powerful resonance of existence.

>

SILENT CHOIR, 2025

Seramik, Karisik sir, organik bilesik
Stoneware, Mixed glaze, organic compound
20 x 28 cm
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Cagri Saray

Bellek Mekanlar1 isimli ilk seri ve sonrasinda
Unutmanin Esigi isimli ikinci seri; temel olarak,
yakin tarihimize ve toplumsal bellegimize dair hem
mimari yapilarin imajlarint hem de birer hafiza
mekani olarak ayni baglamda ele alabilecegimiz nesne
ve imgeleri icerir. Tim bu imgeler, hegemonyanin
yikici gilictiniin temsillerini olusturmaktadir.

S6z konusu gii¢ ve yarattiglr hegemonik yapy;
Gramci’nin de vurguladig1 izere, zaman i¢inde bigim
degistirebilir ve doniisebilir.

Unutmanin Esigi isimli serisinde Saray, birer bellek
mekani olarak anitsallagtirdigi imgelere yeniden
bakmayi ve hatirlamayi 6nerir. Bu imgeler, bir gii¢
miicadelesinin temsilleri olarak, yasadigimiz kentin
dort bir yaninda yeralan ve her giin karsilastigimiz
mimari yapilardir. Sanat¢l Unutmanin Esigi isimli
serisinde, Tiirkiye’nin kolektif bellek mekanlarina
odaklanir: Dolmabahge Sarayi, Istanbul Universitesi,
Istanbul Resim Heykel Miizesi, AKM, Haydarpasa
Gar1 ve Sansaryan Han, Saray’in ¢izimlerinin konusu
olur. Saray’in ¢izimlerinde, hafizanin korunmasina
iliskin tekrar eden ¢izgi katmanlar1 dikkat ¢eker. Bu
¢izgi katmanlari iistiiste binerek tipki hafizamizdaki
gibi bulanik ve titresimli imajlar olusturur. Sanatgi
gecmise ait olan anlari/mekanlar1 simdi’ye tekrar
yerlestirir.
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The first series, Sites of Memory, and the subsequent
series, Threshold of Forgetting, fundamentally
encompass both the images of architectural structures
related to our recent history and collective memory, as
well as objects and images that can be considered within
the same context as sites of memory. All of these images
constitute representations of the destructive power of
hegemony. As Gramsci emphasized, this power and

the hegemonic structures it generates may change and
transform over time.

In his series Threshold of Forgetting, Saray

proposes revisiting and remembering the images he
monumentalizes as sites of memory. These images, as
representations of a struggle for power, are architectural
structures scattered across the city we inhabit, buildings
we encounter on a daily basis. In Threshold of Forgetting,
the artist focuses on Turkey’s sites of collective memory:
Dolmabahge Palace, Istanbul University, Istanbul
Museum of Painting and Sculpture, Atatiirk Cultural
Center (AKM), Haydarpasa Train Station, and Sansaryan
Han become the subjects of Saray’s drawings. In Saray’s
drawings, the layered, repetitive lines related to the
preservation of memory stand out. As these layers
overlap, they form blurred and vibrating images, just
like those in our memory. The artist relocates moments/
spaces belonging to the past into the present once again.

Unutmanin Esigi, Yildiz Sarayi, 2025
Asitsiz kagit tizerine miirekkep | Ink on acid-free paper
124 x 228 cm
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[Lara Sayilgan

Opuntia My Love, 2023, Bodrum ((
Hahnemiihle fine art baski
izerine varak uygulama
33,5x 50 cm

Farkli teknikleri deneyimleyerek kendini gelistirmeyi
seven Sayilgan , fotograf baski tizerine uyguladig1 varak
uygulama ile, doganin icindeki giizelliklere dikkat
cekmeyi hedefler. Belki de her giin karsilastigimiz

bitki tabakasi ya da cicekler, bir miicevher gibi
goriindiigiinde daha ¢ok gorsel hafimiza kazinir.

>> Unborn Lotus, 2022, Vietnam
Hahnemiihle fine art baski
tizerine varak uygulama
75 x 50 cm

Sayilgan, who enjoys developing herself through
experimenting with different techniques, uses
gilding applied over photographic prints to draw
attention to the beauty within nature. Perhaps the
layers of plants or flowers we encounter every day
become more deeply imprinted in our visual memory
when they appear like jewels.

)) Opuntia Becomes a Star, 2023, Bodrum
Hahnemiihle fine art baski
tizerine varak uygulama
33,5x 50 cm

038 039



Anita Tavlor

Searching (Moon & Mirror), kadin figiirlerini
betimleyen ve yeniden yorumlayan 6nceki resimlerden
alinan imgeler, fikirler ve igeriklerden beslenir. Ortagag
duvar halilarindan Japon baskilarina, tiyatroya, siire

ve aya dair hikdyelere kadar uzanan tarihi ve ¢agdas
gorsel motiflerin izlerini tasir. Bahgeyi andiran hali
gibi bir yesillik tizerinde diz ¢6kmiis sekilde, 6niindeki
aynaya egilerek bakan basroldeki kadin figiirdi, bir
anlamda ay1 ya da kendini gérmeye ¢alisiyor gibidir;
her ikisi de gegcici ve ugucu. Bu sahneye, Sylvia Plath’in
Ayna (Mirror) adli siiri anlamli bir yank: olusturur.
Siir, deneyimin ve kimligin par¢alanmasini, zaman
icinde askiya alinmis bir 4ni ve bu 4nin tipki bir
aynada oldugu gibi bir resimde yakalanmasini arastirir.
“Cogu zaman kars1 duvari diistintirim.

O pembe, benekli. Ona o kadar uzun

zamandir bakiyorum ki

Kalbimin bir parcasi oldugunu saniyorum.
Ama titrek bir sey.

Yiizler ve karanlik tekrar tekrar aramiza giriyor.
Simdi bir g6lim ben. Bir kadin egilir tizerime,
Gergekte ne oldugunu bulmak igin
derinliklerimi arastirir.

Sonra déner o yalancilara, mumlara ya da aya.”
Sylvia Plath, Ayna (Mirror), 1961°den alint:
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Searching (Moon & Mirror) draws on images, ideas,
and content from earlier paintings that depicted

and reinterpreted female figures. It carries traces of
historical and contemporary visual motifs ranging
from medieval tapestries to Japanese prints, from
theatre to poetry, and stories about the moon. At its
center, a female figure kneels on a carpet-like expanse
of greenery reminiscent of a garden, bending toward
the mirror before her as if trying to see either the
moon or herself; both equally fleeting and elusive.
This scene finds a meaningful echo in Sylvia Plath’s
poem Mirror. The poem explores the fragmentation of
experience and identity, a moment suspended in time,
and the way such a moment can be captured in an
image, like a reflection in a mirror.

"Most of the time I meditate on the opposite wall.
It is pink, with speckles.

I have looked at it so long

I think it is a part of my heart. But it flickers.
Faces and darkness separate us over and over.
Now I am a lake. A woman bends over me,
Searching my reaches for what she really is.

Then she turns to those liars, the candles

or the moon."

Sylvia Plath, “Mirror,” 1961

>

>

Searching (mirror & moon), 2025
Tuval {izeri yagli boya | Oil on canvas
214 x 198cm

Aerial, 2024
Tuval tizeri yagl boya | Oil on canvas
214 x 198cm

(027



Koray Tokdemir

Sanatci eserlerinde en temel varolussal soruyu ele The artist addresses the most fundamental existential

aliyor: Neden hicbir sey yerine bir sey var? Her bir question in her works: Why is there something

eser, varolusun evriminde bir adimi temsil ediyor, rather than nothing? Each piece represents a step in

soyut olanin forma dénlismesini, diisiincenin maddeye  the evolution of existence, showing the intangible

akmasini ve gériinmez olanin gercege katilagsmasini transforming into form, thought flowing into matter, and

gosteriyor. Bu yolculuk, evrenin kendi evrimini the invisible solidifying into reality. This journey mirrors

yansitiyor: sinirsiz bir bosluktan karmasik yapilar the evolution of the universe itself: complexity emerging ] .

dogmasi, zamanin anlara kristallesmesi ve yokluktan from boundless void, time crystallizing into moments, > llkIsik/ Ugleme, 2025 .
s Kk Eserl izlevicil 1 d .. f b Th ks off Arsivsel kagit tizerine dijital katmanlarla karisik teknik

varligin ortaya cikisi. Eserler, izleyicilere varolusun and presence arising from absence. The works offer Mixed media with digital overlays on archival paper

temel degisimlerini izleyen bir yol sunuyor, zamansiz viewers a path that traces the essential transformations Her biri | Each 150 x 120 cm

soyuttan somut maddeye ve “bir seyin varlig1”nin of being, a journey from timeless abstraction to tangible

sessiz bosluga karsi ilanina uzanan bir yolculuk. matter and an assertion of “something” against the )

Ayn1 zamanda evrenin gizemli dogusunu sorguluyor silent emptiness. At the same time, they question the 3> Variga Dogru/ Ugleme, 2025 ,
. e« b ” hi d . fth . d invite th Arsivsel kagit tizerine dijital katmanlarla karisik teknik

ve '1zley1c1y1 var olmanin nabzini1” hissetmeye davet mysterious emergence of the universe and invite the Mixed media with digital overlays on archival paper

ediyor. audience to sense the pulse of becoming. Her biri | Each 150 X 72 cm
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Semih Zeki

Semih Zeki resimlerinde agirlikli olarak mimari
detaylar1 kullanir, tim bu detaylar: farklilastirarak
kendi i¢inde siirekli degisen mimari odakl: bir

alt yap1 olusturur. Daha 6nceki ¢alismalarinda

salt yapinin biitiini ve timii ile ilgilenirken,daha
sonrasinda pargadan tiime giderek mimari detaylardan
uzaklasmaya calisan soyut bir anlatimla izleyicilerle
bulusturur. Semih Zeki’nin “Resmin resme yolculugu’
olarak tanimladigi bu siirecte resimler kendi 6zel
formlarini koruyan, kendi kendini doguran, iireten

ve birbirleri ile arasinda sagladiklar1 baglarla kendi
kendini siirekli yenileyen bir sistem igerisinde yer
almaktadir.

)
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In his paintings, Semih Zeki predominantly employs
architectural details, transforming them to create an
ever-changing, architecture-focused foundation within
his work. While his earlier practice engaged with the
entirety of the structure in its totality, he later moved
toward an abstract expression that departs from
architectural details, progressing from the part to the
whole and presenting this shift to the viewer.

In what Semih Zeki describes as the “journey of
painting into painting,” his works exist within

a system that preserves their unique forms self-
generating, self-producing, and continuously renewing
themselves through the connections established
among one another.

>> Kesigme, 2025
Tuval tizerine yagli boya | Oil on canvas
200 x 200 cm

04



coming
SO






