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Canavarlarin Vaatleri ve
Musallat Olmanin Estetigi

Canavarlarin Vaatleri sergisi, akademinin kati
kurallarina ve yUksek duvarlarina mahkdm, doktora
tezini yazan her akademisyen aday: gibi, olduk¢a
yalniz ve kaygil bir sireci daha katlanilabilir

kilmak igin kurdugum bir hayalin vicut bulmus hdli.
Canavarlarin Vaatleri: Tirkge Feminist Spekilatif
Kurmacaya Musallat Olanlar bashkl doktora tezimi,
pandeminin, depremin, kayyimlarin, segimlerin; kadin,
kuir ve hayvan cinayetlerinin, adaletsizliklerin ve buna
karsi mucadelelerin, umutlarin ve umutsuzluklarin
golgesinde yazdim.

Kisisel ve politik olanin zaten higbir zaman ayri
dusinUlemeyecegine inanan bir kadin olarak, zamanin
ruhu ve duygu yapisiyla sekillenen yetigkin halime,
nasil bir kadin olma(may)si gerektigini 6grenmeye
calisan, kafasi karigik cocuk halimin hayaletleri de
musallat oldu. YUksek lisanstan beri ilgi alanim olan
insan olmayanlarin edebiyatta temsili meselesi,
“insan” sayilmayan, “canavar” goérilen, yasarken 610
kilinan, cinsiyetlendirilmis bedenlerin ve hallerin temsili
meselesiyle birlesti ve bu ¢calisma konusu ortaya cikti.

Calismamda, hayalet ve canavar figUrlerini merkezine
alan edebi metinlerin, 6zellikle bilginin digina
yerlestirilip algidan, bellekten ve arsivden diglananlari
nasil tasavvur ettigi; onlari bugine ¢agirarak gelecegin
baska sekillerde kurulmasini nasil momkun kilabilecegi
sorusunun pesine distUm. Bu merakim, sanatin farkh
alanlarinin temsil imkéanlarinin canavarlara iligkin
baska ne gibi vaatler barindirdigi sorusuna evrildi.

Ancak bu salt akademik veya entelektiel bir
merak degildi. Kendilerine musallat olmus muhtelif
canavarlarla yasayan bagkalarina ulasma,
korkularimizin ve arzularimizin misterekliginde
birbirimize sarilma arzusu duydum. Canavarlarin
Vaatleri’ni, asla yalniz yorimek istemeyen; evde,
akademide, sanatta ve sokakta mucadeleden
vazgegmeyen; herkese ve her seye ragmen, var
olmakta israr eden ve kolektif hafizamizi diri tutmaya
calisanlarla ve adaletsizligin oldugu her yere inatla
musallat olanlarla birlikte ingsa etmek istedim.

insandan ibaret olmayan diinyayla dolanikliligimizi
fark etmenin ve estetik pratiklerimizde de bunun
pesine dismenin, herkes igin adalet talep etmekle
iliskili oldugunu disinUyorum. Serginin kavramsal
gergevesine ilham olan Donna Haraway’in dedigi
gibi, ancak canavar oldugumuzu kabul edersek,
cinsiyet, irk, tir ve sinif ayriminin olmadigi, daha esit
ve adil bir dinya yaratabilir ve canavarlarin vaatlerini
gerceklestirebiliriz.!

" Donna Haraway, “The Promises of Monsters: A Regenerative Politics for
Inappropriate/d Others”, Cultural Studies, Routledge, 1992.

The Promises of Monsters and
the Aesthetics of Haunting

The Promises of Monsters is the embodiment of a
dream | held onto to alleviate a period marked by
solitude and anxiety—one familiar to anyone writing a
doctoral thesis confined within the rigid rules and high
walls of academia. My PhD dissertation, The Promises of
Monsters: Those Haunting Turkish Feminist Speculative
Fiction, was written in the shadow of the pandemic,
earthquakes, state-appointed trustees, elections;

amid femicides, murders of queer people and animals,
injustices and the struggles against them, and between
moments of hope and despair.

As a woman who has never believed the personal and
the political can be separated, my adult self, shaped by
the emotional and political climate of our time, found
itself haunted by the ghosts of my childhood self: a
confused child trying to understand what kind of woman
she should, or should not, become. My long-standing
interest, since my MA, in the representation of non-
human beings in literature gradually intersected with
questions around the representation of gendered bodies
and ways of being regarded as “monstrous’, denied
recognition as “human’, and deemed socially dead while
still alive. This intersection gave rise to the research that
underpins this exhibition.

In my work, | set out to explore how narratives involving
ghosts and monsters represent those pushed outside
the bounds of knowledge, perception, memory, and
history; and how, by summoning them into the present,
these texts might enable the future to be shaped
differently. Over time, this curiosity expanded into a
broader inquiry: what other promises might monsters
hold within the representational capacities of different
artistic fields?

This was never a purely academic or intellectual pursuit.
| felt a desire to reach out to others who live with
monsters haunting them and to offer an embrace to
those with shared fears and desires. | wanted to build
The Promises of Monsters collectively, calling all who
refuse to walk alone; who persist in their struggle at
home, in academia, in art, and on the streets; who insist
on their right to exist despite everything and everyone;
who work to keep collective memory alive; and who
stubbornly haunt every space in which injustices take
hold.

| believe that recognising our entanglement with o
more-than-human world and pursuing this recognition
through our aesthetic practices is inseparable from
the demand for justice for all. As Donna Haraway,
whose thinking informs the conceptual framework of
the exhibition, reminds us: only by accepting our own
monstrosity can we begin to imagine a more equal and
just world beyond hierarchies of gender, race, species,
and class, and realise the promises of monsters.!

"Donna Haraway, “The Promises of Monsters: A Regenerative Politics for
Inappropriate/d Others’, Cultural Studies, Routledge, 1992.
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de stekidir.

Canavar, tanimlanmak igin oldukga genis bir kategori,
ama canavar figirinin en 6nemli 6zelligi “insan”
kategorisini dogrudan belirleyen, “insan”in sinirlarini
cizen bir iglevi olmasidir. Canavar kendi basina bir
varlik degildir; mak(b)ul bir varlik olamamaktir ve
canavarin anlamini yaratan, kendisinin niteligi veya
dogasi degil, canavarla kurulan iligkinin yapisidir.
Canavar, ne iyi ne kétu, ne igeride ne disarida, ne
ben ne de 6tekidir. Her zaman sinirda, ihlal edici ve
doénustiricidir. igsel ve dissal dizeni bozup insan
6znenin sinirlarini belirleyen ayrimlari altUst eder ve
“normal”ligin her an ¢atlayabilecek kirilgan yapisini
hatirlatir.

Canavar, gergekligin sinirlarinda ve zihinlerimizin
yasak girintilerinde gizlenebilir ve her an geri dénup
yarattigimiz adaletsiz sistemlere musallat olabilir.
Irk, cinsiyet, cinsellik ile ilgili kiltirel varsayimlarimiz,
farkhliklara dair algimiz ve farkhliklarin ifadesine
yonelik toleransimizi gézler 6nine serer. Kendimizle
ve kurdugumuz sistemlerin adaletsizlikleriyle
yUzlesmemizi ve misterek bir yagsam hayal etmemizi
mUmkan kilar.

Yasadigimiz ¢ag insan tiruns tehdit eden (korona) viris
ve yapay zeké gibi potansiyelleri ve yapabilecekleri
ongorilemeyen varliklara taniklik ettigimiz bir ¢cag.
Bu durum, bir yandan yeni tir canavar tahayyuUllerine
neden olup “doga” ve “insan” tanimlarinin yeniden
go6zden gegirilmesi bakimindan énemli bir dénemece
isaret ediyor. Ote yandan, dinya genelinde kadinlara,
kuirlere, hayvanlara yonelik siddetin giderek arttigi
zamanlara taniklik ediyoruz. Boéyle bir baglamda,
Canavarlarin Vaatleri sergisi yagama sigdirilamayan
insan ve insan olmayan bedenlerin yoldaghk
potansiyelini gérunir kilmaya galigiyor.

Canavar, sinirlari onaylamak ve insanlari sinirlar iginde
kalmalari konusunda uyarmak anlamina gelen negatif
bir kategori iglevi gorse de, bu dayatilan sinirlarin

cok yuzeysel dogasini ve hepimizin bu sinirlara

ayak uydurdugu rahatsiz edici yollari géronur kilar.
Bizi tehlikeye atan muglakligin cografyasi degildir;
kesinlik mitidir. Ne zaman kisisel, sosyal ve kiltirel
beklentileri karsilayan yekpare bir kimlikte 1srar
etsek, kimligi olusturan kategorileri birbirinden ayiririz
ve savunulmasi zor olanin muglaklik degil, kesinlik
oldugunu 6greniriz.

Rahatsiz edici olan genellikle “olaganusty” ve/ya “dogal
olmayan” olarak nitelendirilirken, dikkat gekici olan
canavarin doganin disinda olmamasidir. “Daha ziyade,
canavar, doganin iginde yabanci formlar Gretme
yeteneginin bir 6rnegdidir.”? Asil “tuhaf” olan, doganin
sonsuz gesitliligi icine sinirlar cekme ¢abasidir.

Canavarlar, yalnizea insan kategorisinden diglanan
haél ve bedenlere isaret etmez, ayni anda varliklar
arasindaki sinirlarin nasil ¢izildigini, bilginin nasil
olustugunu da gosterir. Temsil bigimi, varliklarin
hakikatini belirleyen énemli bir unsurdur. Tarihi
olmayanlarin tarihini yazmanin, imkansiz bir dilegi
anlatan hayali bir faaliyet oldugunu belirten Carla
Freccero, kaybolan izleri takip etmeyi, konusmus
olabilecek ama ima edildigi Uzere konug(a)mamis
sesleri dinlemeyi icerdigini belirtir.3

“Musallat olunmalk, bizi duygulanimsal olarak,
bazen irademize karsi ve her zaman biraz biuyolo
bir sekilde, soguk bir bilgi olarak degil, donUstirici
bir tanima olarak deneyimlemeye basladigimiz

bir gercekligin duygu yapisina ¢eker.” Line
Henriksen musallat-bilimsel bir etigin, iyi veya kéto
degil, sorumluluk ve adalet olmak Uzere iki temel
koordinata gore seyrettigini sdyler.® Derrida da,
musallat-bilimsel bir etigin canavarca gelen seye
karsi misafirperver olmakla ilgili oldugunu vurgular.
Mutlak misafirperverlik, karsiliginda bir isim talep
etmeden, kisitlama ve sinir koymadan gelen misafiri
karsilamaktir.®

Musallat-bilim, sanatsal incelemelerin gitasini
yUkseltmemizi, 6lUlerle olan iligkimizi sorgulamamiz,
yasayanlarin anlagiimasi zor kimliklerini
inceleyebilmemizi ve distnullen ile disindlmeyen
arasindaki sinirlari kesfetmemizi saglar. Musallat
olunmak gogu zaman kisiyi rahatsiz bir konumda ve
iliskiler aginda birakir. Hayaletleri takip etmek, bizi
degistiren ve bulundugumuz sosyal iligkileri yeniden
sekillendiren bir temas kurulmasini mimkun kilar.

2 Margrit Shildrick, Embodying the Monster: Encounters with the Vulnerable Self,
SAGE, 2002.

3 Carla Freccero, “Queer Spectrality: Haunting the Past’, M. Del Pilar Blanco ve E.
Peeren (Der.), The Spectralities Reader: Ghosts and Haunting in Contemporary
Cultural Theory, (s. 335-361), Bloomsbury Publishing, 2013.

4 Avery Gordon, Ghostly Matters: Haunting And The Sociological Imagination,
University of Minnesota Press, 2008.

5 Line Henriksen, In The Company Of Ghosts: Hauntology, Ethics, Digital Monsters,
Linképing University, 2016.

¢ Jacques Derrida, Marx’'in Hayaletleri, A. Tomertekin (Cev.), Ayrinti Yayinlari, 2007.



“‘Monster” is a broad category, but what defines the
monstrous figure above all is its function of marking the
boundaries of the “human”. The monster is not a being in
its own right; it is the condition of being (in)appropriated
as one. What produces its meaning is not the monster’s
intrinsic nature, but the structure of the relationship
established with it. The monster is neither good nor

evil, neither inside nor outside, neither self nor other. It
dwells at the threshold and is transgressive, disruptive,
and transformative. By disrupting the order of things
both internal and external, it unsettles the distinctions
that define the human and exposes the precarity of
“‘normality”, liable to crack at any moment.

Monsters may lurk in the margins of reality and the
forbidden recesses of our minds, only to return without
warning to haunt the unjust systems we have built. They
lay bare cultural prejudices around race, gender, and
sexudlity; our perceptions of difference, and the limits of
our tolerance for its expression. In doing so, they compel
us to confront ourselves and the injustices embedded

in our systems, opening up the possibility of imagining a
more inclusive commons.

We live in an era marked by encounters with
unpredictable entities that pose a direct threat to the
human species, like viruses (COVID-19) and artificial
intelligence. On one hand, this watershed has allowed
us to rethink the figure of the monster, marking a critical
moment for re-evaluating what we mean by “nature”
and ‘human’. On the other, we are witnessing a global
intensification of violence against women, queer people,
and animals. Against this backdrop, The Promises of
Monsters seeks to make tangible the potential kinship
between human and non-human bodies denied a place
within the current social order.

Although the monster often functions in a negative
capacity—reinforcing boundaries and cautioning people
to stay within them—it also reveals how superficial
these imposed limits are, and the troubling ways in
which we are all compelled to conform to them. What
truly endangers us is not ambiguity itself, but the myth
of certainty. Whenever we insist on a singular, coherent
identity that satisfies personal, social, and cultural
expectations, we separate the categories that constitute
it. In doing so, we discover that what is difficult to defend
is not ambiguity, but certainty itself.

While the unsettling is often labelled “unnatural” or
‘extraordinary’, what is intriguing is that the monster
does not exist outside nature. Rather, it exemplifies
nature’s capacity to generate unfamiliar forms within
itself.2 What is in fact unnatural is the attempt to impose
limits on nature’s infinite diversity.

Monsters do not only point to bodies and ways of being
excluded from the category of the human; they also
expose how boundaries between different beings are
drawn and how knowledge itself is produced. Forms

of representation play a decisive role in determining
what is recognised as truth. Carla Freccero, reflecting
on the impossibility of writing histories for those without
a history, describes this endeavour as a “fantasmatic
activity” involving “listening to voices that ‘could have
spoken’ (but, it is implied, did not)"?

“Being haunted draws us affectively, sometimes against
our will and always a bit magically, into the structure of
feeling of a reality we come to experience, not as cold
knowledge, but as a transformative recognition. Line
Henriksen describes a hauntological ethics not as a
matter of good or evil, but as oriented instead around
responsibility and justice.® Derrida, too, emphasises that
such an ethics requires hospitality towards the arrival of
the monstrous. Absolute hospitality means welcoming
the guest without demanding a name in return, without
imposing limits or preconditions.®

Hauntology enables us to raise the stakes of artistic
inquiry, interrogate our relationships with the dead,
examine the difficult-to-grasp identities of the living,
and explore the limits of thought and what lies beyond.
Being haunted leaves one unsettled and ensnared in

a complex web of relations. Following ghosts can draw
us into encounters that transform us and reshape the
society we live in.

2 Margrit Shildrick, Embodying the Monster: Encounters with the Vulnerable Self,
SAGE, 2002.

3 Carla Freccero, “Queer Spectrality: Haunting the Past’, M. Derodeel Pilar
Blanco ve E. Peeren (Eds.), The Spectralities Reader: Ghosts and Haunting in
Contemporary Cultural Theory, (s. 335-361), Bloomsbury Publishing, 2013.

4 Avery Gordon, Ghostly Matters: Haunting And The Sociological Imagination,
University of Minnesota Press, 2008.

5 Line Henriksen, In The Company Of Ghosts: Hauntology, Ethics, Digital Monsters,
Linkoping University, 2016

¢ Jacques Derrida, Specters of Marx, Peggy Kamuf (Trans.), Routledge, 1994.
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Canavarlarin ve hayaletlerin tasidigi vaatler,

varolusu goz ardi edilen, kolektif hafizadan silinmig
veya silinmeye ¢alisilan insan ve insan olmayan

tOm varoluslarin hikéyelerinin pesine dusersek
gerceklesebilir. Bu hikayelerin pesine nasil disiUlecedi,
hikdye anlatmanin etigi ve estetigi bu vaatlerin
gergeklesmesi igin olduk¢a 6nemlidir. Bu nedenle,
estetigin ayni zamanda etik bir mesele oldugunu
dusinen sanatgilari ve eserlerini goronir kilmayi
6nemsiyorum.

Canavarlarin Vaatleri, pratiklerinde agirlikli olarak
feminist ve kuir iligkilenme bigimlerini benimseyen
sanatgilari bir araya getiriyor. Sergide yer alan
sanatgilar yapitlarinda “canavar”i 6tekilestirme
suUreclerine ve insan kategorisinin ayricaligina dikkat
ceken elestirel bir figir olarak sahipleniyor. Herhangi
bir tanima, kimlige ve/ya kategoriye sabitlenmeye
direnen figUrlerin muhtelif varolus halleriyle bagka
tOrl0 yoldashklar kurma hélleri 6n plana ¢ikiyor.

Her bir yapit, insan ile insan olmayan, canli ile
cansiz, arzu ile korku, yasam ile 610m gibi karsitliklar
arasindaki sinirlarla farkl sekillerde ugrasiyor.
Canavarlarin Vaatleri, ziyaretgiyi normatif sinirlari
as(indir)an estetik kesiflerin heteropatriyarkal ve
insanmerkezci gug yapilarini yikma potansiyelini
kesfetmeye davet ediyor.

Canavarlar, kadinlara, kuirlere ve insandan ibaret
olmayan dinyaya iligkin toplumda yer etmis korku

ve kaygilar ile ilgili ne anlatir? imkéansiz, fantastik,
dogaistl olana yonelik arzu ve korkular ile ilgili

neler sdyler? Bu arzu ve korkular “biz” kategorisini
nasil kurar? Kimler ne gibi 6zellikleri nedeniyle “biz”
kategorisinden diglanir? Diglanan, 6ldUrilen ve/ya 610
sayilan haller ve bedenler kime nasil musallat olur?
Canavarlara odaklanan bir sanat icra etmek, kim(ler)
icin nasil bir vaatte bulunur? Estetik alanin bu vaadi
gerceklestirmek icin imkanlari ve kisitlari nelerdir?

Arastirmamin merkezinde yer alan bu sorular,
sanatgilarin kendi 6zgUn sorulariyla ve arayiglariyla
catallanip gogaliyor.

Sergide bir araya gelen yapitlar, bedeni ve varlidi, sabit
kategoriler icinde tanimlamak yerine, esikte ve askida
kalma halleriyle ele aliyor. insan ile insan olmayan,
canliile cansiz, dogal ile yapay, islevsel ile atik, gérinir
ile bastirilmig olan arasindaki sinirlar bu iglerde

surekli yer degistiriyor, ¢6z0lUyor ya da bulaniklasiyor.
Parcalanmig bedenler, hayalet bitkiler, canavarlagmig
imgeler, islevsizlestirilmis formlar ve ritGel kalintilari,
varliklarin vicuda gelme sireclerine dikkat ¢ekiyor.
Kusur, mutasyon, hibritlik ve karanhk burada birer
sapma degil, potansiyelin, direncin ve baska tirli var
olma ihtimallerinin tasiyicilari olarak kargimiza ¢ikiyor.

The promises of monsters and ghosts lie in the pursuit
of stories belonging to all human and non-human
existences that have been ignored, erased, or actively
pushed out of collective memory. How these stories are
pursued is as crucial to the realisation of these promises
as the ethics and aesthetics of storytelling itself. For this
reason, | place particular importance on foregrounding
artists and works that refuse to separate ethics from
aesthetics.

The Promises of Monsters brings together artists whose
practices are largely shaped by feminist and queer ways
of engagement. In their works, the monster is reclaimed
as a critical figure—one that exposes processes of
othering and the privileges embedded in the category
of the human. What comes to the fore are manifold
ways of being that resist a single definition, identity, or
category, and forms of solidarity that emerge from this
act of resistance.

Each work engages, in its own way, with the boundaries
between human and non-human, animate and
inanimate, desire and fear, life and death. The Promises
of Monsters invites visitors to explore the potential of
aesthetic investigations that erode normative limits

in dismantling heteropatriarchal and anthropocentric
power structures.

What do monsters reveal about the fears and anxieties
projected onto women, queer people, and a more-than-
human world? What do they tell us about our desires
for, and fears of, the impossible, the fantastical, the
supernatural? How do these desires and fears construct
the category of “us™ Who is excluded from it, and on
what grounds? In what ways do excluded, eliminated, or
socially murdered bodies and ways of being come back
to haunt us? What promises does an artistic practice
centred on monsters make, and for whom? What are
the possibilities and limitations of the aesthetic field in
fulfilling these promises?

These questions, which sit at the core of my research,
branch out and multiply through the distinct inquiries
and explorations of the artists in the exhibition.

The works brought together in The Promises of
Monsters approach bodies and ways of being not as
fixed categories, but as suspended, liminal states. The
boundaries between human and non-human, living
and non-living, natural and artificial, functional and
discarded, visible and suppressed constantly shift,
dissolve, or blur in these works. Fragmented bodies,
ghostly plants, monstrous images, dysfunctionalised
forms, and remnants of rituals draw attention to
processes of becoming. Here, imperfection, mutation,
hybridity, and darkness are not deviations but sites of
potential, resistance, and other ways of being.




Normatif dizenin pUrizsizIigo bu islerde iceriden
bozuluyor; bastirilan, diglanan ya da artik sayilan
bedenler, imgeler ve hikayeler geri dénerek mekéna
musallat oluyor. Sergi, canavari bir tehdit olarak
degil, siniflandiriimaya direnen, zamansalliklart Ust
Uste bindiren ve heniz tam olarak tanimlanamayan
gelecekleri sezdiren bir esik figiru olarak ele aliyor;
izleyiciyi de bu esikte, kesin cevaplar vermek yerine
birlikte dugsinmeye davet ediyor.

Sergideki sanatgilar, farkh malzemeler, anlatilar ve
estetik stratejilerle ¢caligsalar da, isler arasinda dolasan
ortak bir digince hatti onlari birbirine eklemlenen
coklu diyaloglar icinde bir araya getiriyor. Lara Ogel,
Safak Sule Kemanci ve Omer Tevfik Erten’in igleri, ritiel
kalintilari, hayalet imgeler ve evrimsel ya da tarihsel
kopuslar Uzerinden dogrusal olmayan bir zamansallik
kuruyor; ne tamamen gegmiste kalan ne de simdiye
yerlesebilen bu varliklar, anlami nihai bir temsilden
cok, sUren bir hal olarak tasiyor. Bu askida kalmig
zamansallik, Segil Epik ve irem Aydin’in spekdilatif
belgeselinde mitin nasil Gretildigine, kimlerin hangi
anlatilar araciligiyla canavarlastirildigina dair sorularla
genisliyor; hayalet, burada yalnizca geri dénen bir
imge degil, hikaye anlatiminin politik bir sonucu olarak
beliriyor.

Zamansal ve anlatisal bu belirsizlik bedene
yoneldiginde Zeynep Kiling, Yasam Sasmazer ve

Lara Ogel’in islerinde pargalanma, mutasyon ve
hibritlesme Uzerinden somutlasiyor; beden bozuldukga
anlamini yitirmiyor, aksine normatif dUzenin disinda
yeni organizasyon olasiliklari agiyor. Bu igler, bedeni
pargalayarak, islevsizlestirerek ve/ya yeniden bir araya
getirerek ortak bir hatta buluguyor; mutasyon, tesadif
ve karsilagsma, hibrit bedenlerin kurulma bigimine
doénisgiyor.

Bu bozulma ve iglevsizlik fikri, A. Serkan Aka’nin
hurdalarla kurdugu sesli enstalasyonlarda, Canavar’in
Sevilmesi Zor Cicekler’inde ve Omer Tevfik Erten’in
dijital parazitler araciligiyla agiga ¢ikardidi optik
bilingaltinda farkh maddesel bigimler aliyor; bu islerde
atik, artik ve sevilmesi zor olan, sistemin digina atilan
fazlaliklar olmaktan ¢ikarak canli, israrli ve mekani
donUstiren bir estetik-politik gicun tasiyicisi héline
geliyor.

Canavar figurt bu noktada yalnizca bigimsel degil,
duygulanimsal ve politik bir eksene yerlesiyor. Hilal
Polat’'in bakisa maruz kalan, karanlikla yoldaghk
eden figirleri, Zeynep Kiling’in “evcil canavarlari” ve
Secil Epik ve irem Aydin’in kuir canavar anlatilari,
normalligin kimin bakisiyla kuruldugunu ve kimin bu
bakis altinda tehdit olarak Uretildigini ifsa ediyor.

Bu canavarlik héli, Safak Sule Kemancr'nin
yerlestirmesinde, Yasam Sasmazer’in Udagan’inda,

A. Serkan Aka’nin hurdalarinda ve Canavar’in sehir
kalintilarinda gogalan dikenli bitkilerinde, insan-
merkezli olmayan bir ekolojik dugsinceyle birlesiyor;
doga ile kiltur, canliile cansiz ve gegmis ile gelecek
ayrimlarini askiya alan esikler yaratiyor. Béylece sergi,
tekil bir temaya kapanmak yerine ritUel, mutasyon,
hayalet, atik ve canavar gibi figurlerin farkli igler
arasinda dolastidi, anlamin sabitlenmedigi ama sirekli
yer degistirdigi bir disunce alani kuruyor.

Sanatgilarin yapitlarina Hara’nin en Ust katinda yer
alan Canavar Kitaphgr eslik ediyor. Frankestayn
Kitabevi ig birligiyle olugsan bu kitaplikta, Canavarlarin
Vaatleri’ni yazarken okudugum, bana ilham olan
kurmaca ve kurmaca digi muhtelif kitaplar ve dergiler
yer aliyor. Elbette bu, icine her seyi sigdiramadigim,
bUyUyUp cogalmaya tesne bir secki. Tam da bu sebeple
Canavar Defter ziyaretgilerin serginin kavramsal
gercevesiyle uyumlu oldugunu disinduikleri baska
metinleri eklemeleri ve bdylece canavar killiyatini
birlikte olusturmak igin kitaplikta yerini aliyor.

Ayrica, kitaplikta Merve Mehmet'in bu sergi icin

ozel olarak tasarladigi, sergideki sanatgilarin beden
taramalarindan olusturdugu gorseller, hem albim hem
de arsiv gibi okunabilecek, taginabilir bir formda bir
araya geliyor.

The works in the exhibition disrupt the polished

surface of normative order from within; bodies,

images, and stories that have been suppressed,
excluded, or discarded return to haunt the space. The
exhibition frames the monster not as a threat, but as

a liminal figure that resists classification and overlays
temporalities, gesturing towards futures not yet fully
articulated. Rather than offering definitive answers, the
monster invites the viewer to think collectively at the
threshold it inhabits.

Although the artists in the exhibition work with different
materials, narratives, and aesthetic approaches, a
shared line of thought runs through The Promises

of Monsters, bringing the works into dialogue with

one another. The works of Lara Ogel, Safak Sule
Kemanci, and Omer Tevfik Erten establish non-linear
temporalities through ritual remnants, ghostly imagery,
and evolutionary or historical ruptures. These beings
exist neither fully in the past nor are settled in the
present; meaning is carried not as a definitive form

of representation, but as an ongoing condition. This
suspended temporality expands in the speculative
documentary by Secil Epik and irem Aydin, which
interrogates how myths are produced and who is
deemed monstrous through what kind of narratives.
Here, the ghost emerges not simply as a haunting
image, but as a political consequence of storytelling
itself.

When this temporal and narrative uncertainty turns
towards the body, it takes material form through
fragmentation, mutation, and hybridity in the works of
Zeynep Kiling, Yasam Sasmazer, and Lara Ogel. As the
body breaks down, it does not lose meaning; rather, it
opens up new possibilities for reorganisation beyond the
normative social order. By dismantling, disassembling,
and reassembling the body, these works converge along
a shared trajectory in which mutation, chance, and
encounter become the very means through which hybrid
bodies are formed.

Ideas of breakdown and dysfunction take on different
material expressions in A. Serkan Aka’s sound
installations constructed from scrap materials, in
Canavar’s Hard-to-Love Flowers, and in the optical
subconscious revealed through digital noise in Omer
Tevfik Erten’s works. Here, waste, residue, and the hard-
to-love are no longer detritus to be discarded by the
system, but become animated and insistent carriers of
an aesthetic-political force that reshapes the space.

Here, the monstrous figure transcends mere form to
take on an affective and political dimension. Zeynep
Kiling’s “‘domestic monsters” and the queer monster
narratives of Segil Epik and irem Aydin uncover whose
gaze constructs normality and who is viewed as a
threat under that gaze. So too does Hilal Polat’s exposed
figures, who make friends with darkness.

This state of monstrosity merges with a non-
anthropocentric ecological ethos in Safak Sule
Kemanci's work, Yagam Sasmazer’s Udagan, A. Serkan
Aka’s scrap materials, and the thorny plants populating
Canavar’s urban ruins. Together, they create thresholds
that suspend distinctions between nature and culture,
living and non-living, past and future. Rather than
closing in on a single theme, the exhibition constitutes
a space where ghostly and monstrous figures wander
amongst themes of ritual, waste, and mutation. Here,
meaning is never fixed, but constantly displaced.

Accompanying the artists’ works is the Monster

Library, located on the top floor of Hara. Realised in
collaboration with Frankestayn Bookstore, the library
brings together a selection of fiction and non-fiction
books and journals that informed and inspired The
Promises of Monsters. It is, inevitably, an incomplete
selection—one that remains open to growth and
expansion. For this reason, the Monster Notebook invites
visitors to contribute additional titles they feel resonate
with the exhibition’s conceptual framework, encouraging
a shared expansion of the bibliography.

The library also houses a book produced by Merve
Mehmet specifically for the exhibition, comprised of
distorted scans of the artist’'s bodies, which can be read
both as a photo album and as a portable record of the
exhibition.
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nasi olustugunu do gdsterir.

Hicbir kiratorlok deneyimim olmamasina ragmen,
bu sergiyi yapmam i¢in bana givenen ve alan agan,
basta sevgili Canan Bozbag olmak Uzere, Hara’nin
canavar ekibine bUyUk bir tegsekkir borgluyum.
Gergeklesebilecegine ¢ok da ihtimal vermeden,
Canavarlarin Vaatleri’nin bir sergiye dénismesine
iliskin hayalimi sevgili arkadasim Yasemin Ulgen’e
actigim andan itibaren, basta Yasemin olmak Uzere,
Yusuf Huysal ve Faika ErgUder bu hayalime biyik
bir heyecanla ortak oldular. Tum sireci onlarin
profesyonelligi sayesinde, kaygisi az, negesi bol bir
sekilde birlikte yOorottok.

Her ne kadar akademinin sinirlari disina gikmaya
caligsam da, oldukga akademik reflekslerle,

sergi agilmadan ziyaretgiyi kavramsal gergeveye
hazirlamak Uzere, doktora tezimi yazarken fikirleriyle
ve ¢alismalariyla beni besleyen isimleri davet ettigim
bir 6n etkinlik programi dizenlemek istedim. Amacim,
bu fikirlerin akademinin digina ¢ikip (biraz da olsa)
kamusallasabilmesiydi.

Hara ekibi, ortada goérilecek bir sergi olmadan, hem
de kig kosullarinda, bu etkinliklere gelen birilerinin olup
olmayacagdini gcok da dert etmeden, benim bu arzuma
da ortak oldu. Sayelerinde, bir serginin ¢ok 6tesine
gectigini disUndigum, “canavar okulu” gibi bir yapi
ortaya ¢ikti ve bu yapl, sergi agik kaldidi sire boyunca
cesitli konugmalar, konserler ve atdlyeler ile buyumeye,
sinirlari agindirmaya devam edecek.

Bir sergiden bahsederken genellikle yalnizca
koratér ve sanatgilarin adlari anilir, ama bir serginin
gercgeklesmesi cok daha kalabalik bir ekibin emegiyle
mUmMkUn olur. Sergi tasarimina destek olan Evrim;
Hara’nin her turlo iletisiminden sorumlu Segil;
organizasyonel ve teknik her tur ise Hizir gibi yetisen
Ferhat, Ramazan, Farruh ve Bahtyyar; ulagsimimizi
saglayan Omer Bey; karnimizi doyuran Ceylan ve
Muhlisa; Hara ekibinden Efe, Yaren ve Yagmur; kafede
Mert; sergiyi fotograflayan Kayhan; sergi iletisimlerini
tasarlayan Obliq; basin iletigsimini Ustlenen Burcu;
sergideki islerin ortaya ¢cikmasinda hayati rol oynayan
ekipten ibrahim, Nazanin, Utku, Deniz, Ugur, Talay,
Burak, Tamer, Sertag, Mahmut, Girol, ismail, Bekir,
Fikret, Cem ve Bilent iyi ki varlar.

| owe a profound debt of gratitude to Hara’s “monster” of
a team—above all to dear Canan Bozbag— for trusting
me with this exhibition, although | had no prior curatorial
experience. From the moment | shared my dream of
turning The Promises of Monsters into an exhibition,
albeit without much hope, my dear friend Yasemin

Ulgen, along with Yusuf Huysal and Faika Ergider,
embraced the idea with great enthusiasm. Thanks to
their professionalism, the whole process gave me far
less anxiety and a great deal more joy.

Even as | tried to step outside the boundaries of
academia, my academic tendencies got the better of
me. Before the exhibition opened, | wanted to organise
a series of events featuring thinkers whose ideas and
work had influenced me during my doctoral research,
with the aim of introducing the conceptual framework
underpinning the exhibition to its future visitors and a
broader public.

The Hara team shared this desire wholeheartedly and
without worrying too much about whether anyone would
attend talks about a nonexistent exhibition in the dead
of winter. Thanks to them, this “monster school” grew
into something bigger than just a public programme

for an exhibition. Hopefully, it will continue to grow and
creep out of its shell, expanding through talks, concerts,
and workshops throughout the duration of the exhibition.

It takes a village to produce an exhibition like this,

and credit is due far beyond the names of the curator
and the artists. | owe a debt of gratitutde to Evrim,

who supported the exhibition design in countless

ways; Segil, for handling all of Hara’s communications;
Ferhat, Ramazan, Farruh and Bahtyyar who were
always on hand when organisational and technicall

help was needed; Omer Bey for his assistance with
transportation; Ceylan and Muhlisa for keeping us fed;
Efe, Yaren and Yagmur from the Hara team; Hare Cafe’s
Mert; Kayhan, for photographing the exhibition; Oblig,
for designing the exhibition’s communications materials;
Burcu, for handling press communications; ibrahim,
Nazanin, Farruh, Utku, Deniz, Udur, Talay, Burak, Tamer,
Sertag, Mahmut, Girol, Ismail, Bekir, Fikret, Cem, and
Bulent, for their indispensable support in producing the
exhibition.






DY UG Y

A. Serkan Aka, gundelik hayatta g6zimizin 6ninde
olup dikkat gekme olasiligi disUk, atilmis ya da iglevini
yitirmis esyalari, hareket, ses ve i1sigin i¢ ice gectigi
duzeneklerle bir araya getiriyor. Buluntu nesnelerin
yan yana gelisi, sanatgisindan bagimsizmisg gibi bir his
yaratarak, kendiliginden ve tesadifen olanin imkdanina
dikkat gekiyor. Sanatgt icin bu dizeneklerin potansiyeli,
mUkemmel bir tasarimdan ziyade, hataya, kazaya ve
kusura izin vermekle agiga ¢ikabiliyor.

Isigin, sesin ve hareketin yarattigi illizyon, bu nesneleri
olduklari hélden baska yagsam formlari olarak hayal
etmemizi saglhyor. Sanatgi, normal sartlarda yan

yana disinemedigimiz nesneleri bir araya getirerek—
mesela bir pinpon topu ve gitar teli; serum askisi ve
yUksUk—bu nesneler icin bambaska yasamlar ve
hikayeler kurguluyor. Dikis kutularindan kus yuvalarina
donUsturilen nesneler, artik hayatta olmayan kus
torlerinin varhgini hatirlatiyor. Sanatgl, ziyaretginin bu
yuvalarla etkilesim kurarak kuslarin kayip sarkilarini
hayal edebilmesini mimkin kilyor.

Aka, ayni zamanda birbirinden bambagka formlardaki
bedenlerin musterek seslerinin de izini sGriyor.
Sessizlik, girilty veya tikirti, patirti, ¢rtirti gibi kulak
ardi edilen sesleri bambagka bir mekansallikta duyulur
hadle getiriyor. Hurdalarla ¢alismanin kendisine insan
merkezci olmayan bir bakis agisi ekledigini disinen
sanatgl, ziyaretgiyi baska tirl0 dikkat etme etigi ve
estetigi Uzerine disUnmeye davet ediyor.

Bazen, 2024
Buluntu serum ayagi, tabure, yioksik, igne yastigi, igne, elektronik aksam

Sometimes, 2024
Found IV pole, stool, thimble, pincushion, needle, electronics

A. Serkan Aka works with discarded, dysfunctional
objects we encounter daily but rarely notice, bringing
them together into assemblages where movement,
sound, and light interweave. The juxtaposition of found
objects creates a feeling of spontaneity in Aka’s work, as
if his designs come to life independently of the artist. For
Aka, the artistic potential of these assemblages lies not
in creating a perfectly functioning piece, but in allowing
space for error, accident, and flaw.

Through illusions created by light, sound, and motion,
Aka’s objects appear to come alive. By coupling
seemingly random objects—a ping-pong ball and a
guitar string; an IV stand and a thimble—the artist
invents entirely new lives and stories for them. Sewing
boxes transformed into birds’ nests call out to species
long since extinct, whose lost songs visitors can invoke
by interacting with the works.

Aka’s works bear witness to the fact that entirely
different bodies can produce shared sounds.
Furthermore, silence, noise, and overlooked sounds like
rattles, clatters, and crackles are here rendered audible
in a new spatial context. Through his work with scrap
materials, the artist moves beyond an anthropocentric
view of artistic production, inviting visitors to consider an
alternative ethics and aesthetics of attention.
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Havada, 2024
Buluntu mobilya pargalari

Skybound, 2024

Found furniture parts

Mirmir, 2025

Buluntu mih, mobilya parcalari, elektronik aksam
Murmur, 2025

Found nails, furniture parts, electronics

lyi Gelen Aksakliklar, 2024

Buluntu zigon sehpa, kurabiye kutusu, elektronik aksam

Flaw as an Act of Joy, 2024
Found nesting table, biscuit tin, electronics
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“Canavar, gorenin ve hissedenin, sevgiyle ya da
nefretle éteki olarak atfettigi her seydir. insan,
evrenin doganin igine tukirdugu bir canavardir. Ben,
canavarlarin sevilmesi zor olanlarini severim. Cinko
isterim ki batsin dikenleri, gizilsin her yerim; kigicUk
bir an olsa bile bozsun su diUzeni.

O zaman dokuilur tohumlar, yeserir degisimin filizleri”

“The monster is all that is othered by those who see and
feel, in the name of love or hate. Humans are monsters
too, spat into nature by the universe. The monsters
hardest to love are the ones | love most of all. Let their
thorns score my skin and leave their marks on me, if it
means this order will be disrupted—if only briefly.

Only then do seeds scatter, and change begins to take
root.

Sevilmesi Zor Cigekler, 2026
Tuval Uzerine sprey boya
Hard-to-Love Flowers, 2026
Spray paint on canvas
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“Ve tanri gocugu yaratti. Dinyaya yolladi. Aydinlikla
karanhgin kardes oldugu bir dinyaya. Aydinhdin adi ha,
karanhgin adi kaha’ydi”

Hilal Polat cocuklugundan beri pesini birakmayan,
birlikte yatip kalktigi, aglayip gildigi canavarlarini
gizli, karanlk késelerinden ¢ikarip ortaliga saliyor.
Karanlk zamanlarda onunla beraber olan dostlarindan
bahsedememenin, yetigkin olmak igin karanhktan
vazgegmek zorunda kalmanin ve yetigkinlerin
dunyasinin aydinliginda giderek yalnizlagsmanin
kendisinde yarattigi duygularla yogrulan, kimi
kendisini koruduguna inandig, kimi igine korku salan
bu canavarlar, bakilip gérilmeyi ve kendilerine kulak
verilmeyi talep ediyorlar. Belki de bu yuzden bu kadar
yer kapliyorlar.

Ancak sanatgi igin bakis netameli bir is. O asil korkuyu
aydinlik moptelalarinin bakiglarindan 6grendi.

“Onlar ona baktikga, o gézleri gérdikge, yargilayan,
kinayan, kendini ¢iplakmis gibi hissettiren her sey ama
her sey kalbine, aklina yUk oldu.”

Hilal Polat’in havada sizulen heykelleri, karanhk hep
korkutucu olarak anlatilsa da, korkuyu merak eden,
kendini orada rahat hisseden bir gocugun hayaleti
olarak g6zinu izleyiciye dikiyor. Sanatgi, bakisa
maruz kalan bedenin ne demek oldugunu izleyiciye
hissettirmek ve bu bakigi taniyanlarla yoldas olmak
istiyor. Cunka biliyor:

“Yalniz degildi ve bunu anladigi gin dinyasi genisledi.
Cocuk bUyudu, bUyirken 6grendi. Yalniz hissetmek,
aydinlikta yasayanlarin karanliktan korkmayi
6gretilmesindendi.”

‘And God created the child. Sent it into the world.
A world where light and darkness are siblings. The name
of light was Ha, the name of darkness Kaha.”

Hilal Polat unleashes the monsters that have never left
her side since childhood—those she slept, cried and
laughed with—bringing them out of their dark hiding
places and into the open. These monsters are shaped
by emotions arising from being told that growing up
means abandoning darkness, and from the increasing
loneliness of adult life lived under the tyranny of light.
Hitherto unable to speak of the companions who stood
by her in dark times, here Polat lets her monsters—some
comforting and some terrifying—voice their demand to
be seen and listened to. Perhaps that is why they take
up so much space.

For the artist, the gaze is ominous. She learned the true
meaning of fear from the gaze of those addicted to the
light.

“The more they looked at her, the more she saw their
eyes, judging and condemning; making her feel exposed,
crowding her heart and mind”

Polat’'s hovering sculptures stare back at the viewer

like the ghost of a child who, despite being told that
darkness is something to fear, feels at home in the dark.
The artist wants the viewer to feel what it means for a
body to be subjected to the gaze, and to make friends
with those who recognise it. Because she knows:

“She was not alone, and her world changed the day she
realised it. The child grew up and began to learn. She
understood that loneliness is learned—born of a fear of
the dark by those who live in the light”

El Alem ve Sulalem, 2026

Kumas, ip, singer, kagit, elyaf, kumas boyasi, tel
Nearest and Dearest, 2026

Fabric, thread, sponge, paper, fibrefill, fabric dye, wire
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Canavar Saatler, belgesel formunun taniklik, kanit ve
nesnellik iddialarini bilingli olarak bozan spekulatif

bir anlati kuruyor. Farkl zamanlarda ve farkh sokak
koselerinde kaydedilmis anlatilar, semtte goroldigo
iddia edilen bir canavar etrafinda birbirine baglaniyor.
Taniklar onu bazen bir golge, bazen bir ses, bazen

de tarif edilemeyen bir huzursuzluk olarak aktariyor.
Video, canavari bir korku nesnesi olarak degil,

yasi tutulmamig kayiplarin ve taninmayan varolug
bicimlerinin spekulatif bir bedeni olarak digsinmeye
davet ediyor. Sehir burada anlatilarin arka plani
olmaktan ¢ikar; kendi hafizasi, travmalari ve bastiriimig
hikayeleriyle anlatinin aktif bir 6znesine dénisuyor.

irem Aydin ve Secil Epik’in birlikte Urettigi bu is, klasik
belgesel anlatisinin tekil gergeklik iddiasi yerine
celigkili tanikliklar ve ¢oklu zamansalliklar Gzerinden
ilerliyor; normun disinda birakilani gérmezden gelen
arsiv yapilarini teshir ediyor. Video animasyon tasarimi
Burcu Melekoglu tarafindan gergeklestirilen Canavar
Saatler, “canavar” figirini yalnizca bir sdylenti olarak
degil, digslanmisg, yerinden edilmis ve dile gelmemisg
olanin sekil degistirerek geri dénisu olarak ele aliyor.

Gorsel anlati, sabit bir yizeye degil, hareket eden
yari gegirgen perdelere yansitiliyor; béylece canavar,
hem go6rinir hem silik, hem igeriye hem disariya ait
bir varlik olarak belirmeye basliyor. Bu ¢cok katmanh
kurgunun iginde izleyici, bir canavarin gercekten var
olup olmadigini degil, ona neden ihtiya¢ duyuldugunu
sorgulamaya cagiriliyor.

The speculative narrative unspooling in Monster

Hours subverts the traditional associations of the
documentary format regarding testimony, evidence,
and obijectivity. Eyewitness accounts of a monster
sighting are gathered at different street corners at
different times, fragmenting any stable sense of truth.
Witnesses describe it variously as a shadow, a sound,
or an indescribable horror. Rather than positioning the
monster as an object of fear, the video invites us to think
of it as a speculative embodiment of unmourned losses
and unrecognised ways of being. In Monster Hours, the
city ceases to function as a backdrop and becomes an
active subject carrying its own memory, traumas, and
silenced stories.

Produced collaboratively by irem Aydin and Secil Epik,
the work rejects the documentary medium’s claim to a
definitive account of truth, instead unfolding through
contradictory testimonies and multiple temporalities,
exposing archival systems that erase what lies
outside the norm. In Monster Hours, which features
video animation by Burcu Melekoglu, the monster
appears not just as the subject of rumour, but as the
shapeshifting return of the outcast, the displaced, and
the unspeakable.

Projected onto moving, semi-transparent drapes instead
of a fixed surface, the video presents the figure of the
monster as both visible and faint, belonging both inside
and outside. This multi-layered presentation ultimately
invites the viewer not to ask whether the monster
actually exists, but why we feel compelled to summon it.

Canavar Saatler, 2026

Tek kanalli video, stereo ses, hareketli yari gegirgen perdeler, projektor
Video-animasyon: Burcu Melekoglu

Dil: Turkge, ingilizce altyazil

Uzunluk: 12

Monster Hours, 2026

Single-channel video, stereo sound, motorised semi-transparent curtains, projector
Video animation: Burcu Melekoglu

Language: Turkish with English subtitles

Duration: 12"
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Lara Ogel Urettigi heykellerin ilhamini Cyrene
nekropolindeki 6rt0lU ve suratsiz heykellerden aliyor.
Yizleri ve kimlikleri olmayan bu heykeller, temsil
etmekten ¢ok bir hali tutuyor gibidirler. Sanatei igin
belirleyici olan, bu heykellerin gogunun Cyrene’deki
mezarlk alanlarinda bulunmus olmasidir. CUnkU bu
onlari otomatik olarak bir esik konumuna yerlestirir. Ne
yasayanlara aittirler ne de 6lilere. Bir gegis alaninda
dururlar. Mezar girislerinde, niglerde, yol kenarlarinda...
Sanki bir ritdelin ortasinda donmuslardir. RitUel bitmig
ama bu figurler héla o ani tutuyorlardir. YOzsUzIUk,
anonimlikten gok tanimlanamazli§a isaret eder.

Ortl meselesi de sanatgi igin gok dnemlidir. Cyrene
heykellerinde 6rtU sadece bir giysi degildir. Bedenin
kendisi gibi davranir. Draperi bedeni agiga ¢ikarmaz;
aksine bedeni askiya alir. Hareket ima edilir ama yén
verilmez. FigUr bir yere gitmez, bir sey yapmaz. Tam
ortada durur. Bu yizden bu heykeller sanatgiya gok
gUclu bir sekilde esik hissi veriyorlar: ne 6ncesi ne
sonrasl, sadece gegcisin kendisi.

Bu noktada yeralti (khthonik) kiltleriyle kurulan

iliski de sanatgi icin anlamli hale geliyor. Demeter ve
Persephone etrafinda sekillenen yeralti kiltlerinde
yeralti bir yokluk alani degildir. Aksine, tohumun
topraga géomuilmesi gibi, potansiyelin saklandigi bir
yerdir. Persephone’nin yeraltina inisi burada dramatik
bir dUsUsten ¢ok bir durum degisikligidir. Ve 6nemli
olan inis ya da dénUs degdil; aradaki sire, askida kalma
halidir.

Yeralti kultlerinde ritGeller genellikle gizlidir. Agik,
temsilci imgeler yerine 6rt0lU, eksik, dolayli formlar
kullanilir. Cinkd bu ritellerde bilgi anlatilarak degil,
yasanarak aktarilir. Bu yizden sanatgi igin Cyrene
heykelleri, tanriga temsilleri degil, ritbelin kendisinin bir
vzantisidirlar. Ne Demeter’dirler, ne Persephone. Ama
ikisinin arasindaki hareketi tasirlar.

Bu figirler, sanatgt i¢in siniflandirilamayan bir varhk
olarak “canavar” fikrine de gok yakindirlar. insan mi,
tanri mi, 610 mu, yasayan mi belli olmayan. Yeralti
kiltlerinin sevdigi tirden bir belirsizliktir bu. Cinks bu
kultlerde sinirlar netlesmez, bulaniklasir; yukari-asagi,
yasam-6l0m, insan-hayvan gibi ikilikler ¢6zGl0r. Bu
yUzden sanatgl icin Cyrene’nin 6rtilu figurleri sadece
tarihsel bir referans degildirler. Hala gecgerliligi olan
bir dUsunce bigimi gibidirler. Bedeni, kimligi ve temsili
askiya alan bir yaklagim. Sanatgiyi geken sey de tam
olarak bu askida kalma durumudur. Ne tamamen
sessizlik ne de tamamen agiklik. Bir tir dikkat hali.

Akrolit heykellerde ise beden tek bir malzemeden
olusmaz; bas, eller ve ayaklar degerli malzemeler olan
mermer ya da tas ile yontulur, gévde ise gogu zaman
kumas ya da baska bir tasiyiciyla tamamlanir. Bu
parcal yapi, figiru bir temsiliyetten bir ritGel varlik
haline donustirir. Heykelin temsil ettigi kimlik, varligini
ve anlamini maddeler arasinda dagitarak olusturur.

Sergideki akrolitler, sanatginin Cyrene’deki yizsiz
(aniconic) heykellerden ilhamla yarattigi seramik
govdelerinin yaninda, sanatginin kendi elinden ilhamla
tasarlanmig insan eli, penge/ayak ve 6kiz boynuzu
tasiyorlar. Sanatgi onlarin gegit bekgisi gibi olduklarini
disUndigu igin, demir tahtlarda oturuyorlar ve
bedenleri tilden olusuyor.

Lara Ogel draws inspiration for her sculptures from the

veiled, faceless figures found in the necropolis of Cyrene.

Stripped of faces and fixed identities, these figures feel
less like representations than like vessels carrying a
state of being. What is critical to the artist is that many
of these sculptures were discovered in burial grounds in
Cyrene. This situates them automatically at a threshold.
They belong neither to the living nor the dead. Situated
at tomb entrances, in niches, by the roadside, they
inhabit a zone of passage. They appear as though frozen
mid-ritual: the rite has ended, yet the moment lingers on
through the figures. Their facelessness gestures beyond
anonymity and towards indeterminacy.

Drapery is equally central to the artist’s thinking. In the
Cyrene sculptures, the veil is not merely a garment; it
behaves like a part of the body. Drapery does not reveal
the body but suspends it. Movement is suggested, but
without any specific direction. The figure does not act; it
does not go anywhere. It remains centred, held in place.
For this reason, these sculptures convey a powerful
sense of liminality for the artist: pointing to neither
before nor after but to the very moment of passage
itself.

At this point, an engagement with chthonic cults also
becomes significant for the artist. For underworld

cults shaped around Demeter and Persephone, the
underworld is not a realm of absence; like a seed buried
in the soil, it is pregnant with potential. Persephone’s
descent is not a dramatic fall, but a change of state.
What matters is neither descent nor return, but the
interval between—the state of suspension.

Chthonic cults keep their rituals secret. Rather than
explicit, representational imagery, they favour that
which is veiled, incomplete, and indirect. Knowledge is
not transmitted, but felt through experience. For this
reason, the Cyrene figures appear to the artist not as
representations of goddesses, but as extensions of the
ritual itself. They are neither Demeter nor Persephone,
yet they carry the movement between the two.

For the artist, these figures are also closely aligned with
the idea of the monster as an unclassifiable being—
neither fully human nor divine, neither dead nor alive.
This ambiguity is precisely what chthonic cults embrace.
Here, boundaries do not sharpen but blur. Above and
below, life and death, human and animal dissolve into
one another.
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For this reason, the veiled figures of Cyrene are not
merely historical references for the artist. They function
as a mode of thinking that remains active today,

one that suspends the body, identity, and the idea of
representation itself. What draws the artist is precisely
this act of suspension: neither complete silence nor full
revelation, but a heightened state of attention.

In acrolithic sculptures, the body is not made from a
single material. Heads, hands, and feet are carved from
precious stones or marble, while the torso is often made
of fabric or other materials. Through this fragmentation,
the figure moves beyond representation to become a
ritual being. Identity is distributed across materials and
emerges through their interplay.

The acroliths in the exhibition, bearing ceramic bodies
inspired by Cyrene’s faceless (aniconic) figures, feature
claws, feet, ox horns, and human hands modelled after
the artist’s own. With bodies composed of tulle, the
figures sit on iron thrones like guardians of a gateway.



Isimsiz, 2026

Sirlanmis stoneware, pas, demir, tol, 6kiz boynuzu, boya
Untitled, 2026

Glazed stoneware, rust, iron, veil, ox horn, paint
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Sergide sanatginin Limen (esik) ve Musallat imge adini
verdigi serilerinden U¢ fotograf yer aliyor.

Musallat imge, gérsel alginin bastiriimis katmanlarina
odaklanan, dijital fotograf teknoloijisiyle Uretilmis

bir fotograf serisidir. Jacques Derrida’nin hayalet
ontolojisi ve Aby Warburg’un Nachleben kavramindan
ilhamla, gérme sinirlarinin 6tesine tagsan spektral
izleri aciga cikariyor. Seri, fotografin goérinir olana
degil, gérinmeyen ama hissedilen eneriji alanlarina
nasil evrilebilecegini arastiriyor. Bozulmus pikseller,
gorsel parazitler aracihgiyla bastiriimis olanin optik
bilingaltini gérinir kiliyor. Kuir teori ve feminist
dusince dogrultusunda, diglanan bedenlerin estetik
ve politik temsiline odaklanan bu ¢alisma, imgenin
yalnizca bir gdsterge degil, musallat edici bir varlik
olarak igleyebilecegini ileri siriyor. Bu seriyle birlikte
sanatgi “Sinir ihlal edildiginde imge neyi cagirir?” diye
soruyor.

Limen serisi, dijital seffaflik gaginda temsil krizine
agilan bir sorgulamadir. Sanatgl, bu seride kusursuzluk
ideolojisini stratejik bir hamleyle iceriden bozarak,
pUrizsuz yizeyin bastirdigi dijital artik ve hayaletimsi
katmanlar estetik-politik bir malzemeye dénistiriyor.

Sinir Kadini (Limen serisi), 2024
Arsivsel pigment baski

Liminal Woman (Limen series), 2024
Archival pigment print

Limen, strekli olarak digmanlastirilan, hedef
gosterilen, varligina, barinma ve yasama hakkina
saldinlan—kisacasi “onursuzlastiriimak’™—istenen kuir+
imgelerine onurunu iade etmeye ¢alisan bir karsi jesttir.
Ancak bunu, “normal” ya da “makbul” kabul edilen
sinirlardan ve temsil bigimlerinden saparak yapiyor.

Limen serisinden Sinir Kadini portresi, Angela Carter’in
romanlarindaki karnavalesk dunyalarda oldugu gibi,
kutsal bakire-fahise arketiplerini ¢ékertiyor ve “kutsal”
olan, “kusurlu” olanda kendini agiga ¢ikariyor.

Sanatginin iglerine, annesinin ellerinden gikan
Sahmeran figiriniun yani sira bir yilanla
karsilasildiginda séylenmesini 6gUtledigi sézler eslik
ediyor:

“Ey uzun hayvan! Sah’in ve Sahmeran’in basi igin, ne
sen beni gérdin, ne de ben seni.”

The Promises of Monsters features three photographs
from Omer Tevfik Erten’s Limen (threshold) and Haunted
Image series.

Haunted Image is a photographic series produced
through digital imaging technologies, focusing on
suppressed layers of visual perception. Drawing on
Jacques Derrida’s concept of hauntology and Aby
Warburg’s term Nachleben, the series uncovers spectral
traces that exceed the limits of vision. It investigates
how photography might evolve beyond that which

is visible, towards fields of energy that are invisible

yet remain perceptible. The optical unconscious of
repression here comes into view through corrupted
pixels and visual noise. Informed by queer theory and
feminist thought, the series foregrounds the aesthetic
and political representation of marginalised bodies,
proposing that the image can function not merely as a
signifier, but as a haunting presence. With this series,
the artist asks: “What does the image invoke when a
boundary is breached?”

Anti-kahraman, Otoportre (Musallat imge serisi), 2025
Arsivsel pigment baski

Anti-Hero, Self-Portrait (Haunted Image series), 2025
Archival pigment print

The Limen series interrogates the crisis of
representation in the age of digital transparency.

By strategically undermining the ideology of perfection
from within, the artist transforms the digital residue and
spectral layers suppressed by polished surfaces into
material that is aesthetically and politically charged.

Limen constitutes a riposte that seeks to restore dignity
to queer+ images that are subjected to systematic
abasement, persistently othered, targeted, and stripped
of their right to exist and to seek shelter. It achieves

this by deviating from parameters and forms of
representation deemed “normal” or “acceptable’.

The portrait Liminal Woman from the Limen series
dismantles the sacred virgin-whore archetype, much
like the carnivalesque worlds of Angela Carter’s novels,
revealing the “sacred” within the so-called “profane’

These works are accompanied by a Shahmaran figure
crafted by the artist’'s mother, along with a protective
incantation she advises one to speak upon encountering
a snake:

“Oh, long creature! By the head of the Shah and
Shahmaran—you never saw me, and | never saw you.”
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Safak Sule Kemancr'nin yerlestirmesi, Brugmansia
namidiger Melek Borazani bitkisinden ilhamla vicuda

geliyor. Bu bitki, Pleistosen déneminde yasayan ve artik

yok olan memeliler aracihigiyla tohumlarini yayardi.
Fil benzeri dev yaratiklar (gomphotherium) bu bitkinin
meyvelerini yiyip tohumlarini kilometrelerce uzaklara
tasirlardi. Ancak, o zamandan beri Brugmansia
dogada tukendi, meyveleri artik yerde kuruyup nesil
birakmadan ¢uriyor. Bitki héld burada, ama bir
hayalet gibi. Evrimsel ortadi olmadan yagayan bir
anakronizm, zamansiz bir beden.

Brugmansia’nin gigekleri geceleri agar, sarkan
borazanlar gibi yere bakar.

Sanatgl icin Brugmansia, birden fazla zaman dilimine
ayni anda uzaniyor: Pleistosen’e, kayip megafauna’ya,
unutulmus mutualist iligkilere, samanlarin ritGellerine,
psikotropik tip tarihine, kolonyal bastirmaya ve ayni
zamanda simdiki varligina, yani bir sus bitkisi olarak
bahgelerde yagsamaya devam etmeye.

Brugmansia sabit bir kimlige sahip degildir. Ne
tamamen vahsi bir bitki ne tamamen evcildir. Ne
tamamen iyi ne tamamen koéti. Hem ilag hem zehir.
Hem kutsal hem lanetli. Hem canli hem 610, ¢inko
dogada yok olmus ama kiltirde hayatta. Sanatgi, bu
donisUmIU hibrit hali kuir bedenin politik stratejisine
benzetiyor: siniflandirmaya direnme ve kategorilerin
disinda kalma.

Paul B. Preciado contrasexual manifestosunda
bedenlerin nasil teknolojiler ve sdylemlerle inga
edildigini sdyler. Brugmansia’nin bedeni de 6yledir.

Onu megafauna'yla birlikte evrimlestiren dogal segilim,

onu simdi sus bitkisi yapan kiltirel segilim,

onu psikotropik bir 6gretmen yapan samanik bilgi,
hepsi bu bitkinin maddesini sekillendirmistir. Beden
higbir zaman sadece “dogal” dedildir. Her zaman
iliskiseldir, tarihseldir, siyasidir.

Brugmansia’ya 6ykUnen bu dev yerlestirme, 1sigin
altinda golgesiyle mekani kaplamak istiyor. Canavarin
vaadi budur: zehirli olmak, tehlikeli olmak, 61Gmcul
guzellikte olmak ve tam da bu ybzden unutulamamak.
Brugmansia’nin anitsallagmasi, 6tekilestirilen
bedenlerin sessizce kaybolmayi reddetmesidir.
Canavar olan, kategoriyi bozan, siniflandirmaya
direnen beden aslinda en radikal yagam bigimini 6nerir.

Kemancr'nin eseri, yerlestigi mekanda bir ekoton
yaratiyor. Ve bu esikte duran herkes canavarin
vaadini duyabilir. Hayatta kalmak, José Esteban
Munoz'un dedigi gibi, heniz burada olmayana dogru
vzanmaktir. Kuir gelecek tam olarak ulasilabilir bir
yerden ziyade hissedilen bir ufuktur. Brugmansia’nin
bedeni de boyledir. Ne gegmisine dénebilir ne de tam
olarak simdiye yerlesebilir. Ama tam da bu askida
kalig héli, bu heniz “bilingsiz” olan dUzlem, bize baska
bir zamansallik, baska bir var olma bigimi vaat eder.
Canavarin vaadi, gelecekte mikemmel bir dinyada
olmak degil, simdi, bu eksik ve kirik halimizle bile,
birbirimize tutunarak o ufku hissetmektir.

Safak Sule Kemancr's installation takes its inspiration
from the Brugmansia plant, also known as angel’s
trumpet. During the Pleistocene, Brugmansia dispersed
its seeds through now-extinct mammals. Elephantine
creatures such as gomphotherium would eat its fruit
and carry its seeds across vast distances. Since then,
Brugmansia has disappeared from the wild; its fruit
now dries and decays without being able to reproduce.
The plant still exists, but like a ghost—an evolutionary
anachronism living without its mutualistic partner.

Brugmansia’s flowers bloom at night, hanging
downwards like trumpets, facing the earth.

For the artist, Brugmansia stretches across multiple
temporalities at once: to the Pleistocene era, to extinct
megafauna, to forgotten mutualisms, to shamanic
rituals, to the history of psychotropic medicine, to
colonial suppression, and to its present life as an
ornamental garden plant.

Brugmansia has no fixed identity. It is neither fully wild
nor fully domesticated; neither wholly good nor wholly
bad; it is both medicine and poison; both sacred and
cursed; both alive and dead; extinct in nature yet kept
alive by culture. The artist likens this shifting hybridity
to the political strategy of the queer body in resisting
classification and remaining outside categories.

In Countersexual Manifesto, Paul B. Preciado explores
how bodies are constructed through technology and
discourse. Brugmansia’s body is no different. Natural
selection affecting its mutualistic megafauna, cultural
selection as an ornamental plant, and shamanic
psychotropic practices have all informed its material
existence. The body is never purely “natural’; it is always
relational, historical, and political.

Taking its cue from Brugmansia, the sprawling shadow
of Kemanci’s installation seeks to invade the room

it occupies. This monster promises to be poisonous,
dangerous, devastatingly beautiful, and unforgettable.
Brugmansia’s monumentalisation here becomes a
refusal of marginalised bodies to disappear quietly.
What ultimately proposes the most radical form of life
is a monstrous body—one that disrupts categories and
resists classification.

Kemanci's work creates an ecotone inside the room it
inhabits, where those standing at the threshold can hear
the promise of its monster. Survival, as José Esteban
Mufioz reminds us, is an act of reaching towards what

is not yet here. The queer future is not a place of arrival,
but a horizon glimpsed. Brugmansia’s body embodies
this condition: unable to return to its past or fully settle
in the present. Yet it is precisely this state of suspension
in an as-yet-unconscious plane that promises another
temporality, another way of being. The monster
promises not a perfect world in the future, but the flicker
of another horizon visible if we hold onto each other,
even as we remain broken and incomplete.
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Kumas, karigik malzeme
Untitled, 2026

Fabric, mixed medium
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Yasam Sasmazer’in yerlestirmesi, insan, bitki ve
mitolojik varliklar arasinda kurulan gegisken bir
bedensellik alanina isaret ediyor. Sanatginin pratiginde
merkezi bir yer tutan dénusim, gegicilik ve sinirlarin
belirsizligi, bu projede Udagan figiuru etrafinda
somutlasiyor. Mogol kiltirinde kadin samanlara
verilen bir ad olan Udagan, hem samanlara atfedilen
farkli varliklarin bigimlerini alabilme yetisini hem

de DUnya Ana/Etigen figiriyle kurulan kadim bagi
cagristiriyor.

Yerlestirmenin bedeni, birbirine dolanmis mor salkim
(Wisteria sinensis) govdelerinin gogaltiimasiyla
olusuyor; yere ve gége ayni anda uzanan dallari, kékleri
ve protez bir bacakla birlesen insan vzuvlariyla melez
bir varlik olarak beliriyor. Bu beden, hem bitkisel hem
tensel, hem yarali hem direngli, hem kirilgan hem de
dirayetli. Kontrol edilemeyen dallari ve kokleriyle, sabit
kimliklere ve normatif beden algilarina direnen bir
shapeshifter’a donisiyor.

Mor salkima atfedilen yeniden dogdus, dayaniklilik

ve sureklilik anlamlari bu hibrit bedende yeniden
yorumlaniyor. Sasmazer, “tarihsel ilerlemenin kéhne
merdiveninin” uzandigi Batili, beyaz, saglam ve
bUtinlUk fikrine dayali insan tasavvurunu askiya aliyor.
Bu calisma, insani ayricalikli ve merkezi bir 6zne olarak
konumlandiran anlatilarin karsisinda kirilgan, akigkan,
donUsebilir ve miphem bir varolus bigimi 6neriyor.

insan, insan disi ve dogal 6zelliklerin i ice gectigi bu
yapi, Donna Haraway’in becoming with kavramini
cagristiran bigimde, birlikte var olma, birlikte dénisme
ve karsihkl bagimhhk héllerini gérunir kiliyor. Udagan,
samanik déndsum pratiklerinden ekolojik disinceye
uzanan bir hatta, insanin dogayla, diger canlilarla ve
maddesel dinyayla kurdugu karmasik iligkileri yeniden
diusinmeye davet ediyor.

Yasam Sasmazer’s installation gestures towards a
transitional field of embodiment moving between
human, plant, and mythological forms. Themes

central to the artist’s practice, such as transformation,
impermanence, and blurred boundaries, converge here
in the figure of Udagan. A term used to refer to female
shamans in Mongolian culture, Udagan represents both
the ability of shapeshifting attributed to shamans and
their ancient connection to the figure of Mother Earth/
EtUgen.

The body of the installation is comprised of coiled
Wisteria sinensis trunks. Featuring a prosthetic leg
entwined with branches and roots reaching both to the
ground and the sky, the sculpture emerges as a hybrid
being. Both vegetal and made of flesh, wounded yet
resilient, fragile yet enduring, it becomes a shapeshifter
resisting fixed identities and normative understandings
of the body.

Meanings associated with the wisteria plant, such as
rebirth, endurance, and continuity, are reinterpreted

in this hybrid form. Refusing to climb up “the rickety
ladder of historical progress’, Sasmazer reworks the
Western ideal of the human as white, robust and able-
bodied. In place of narratives that centre the human
as a privileged subject, the work proposes alternative
ways of being that are fragile, fluid, ever-changing, and
indeterminate.

Blending human, non-human, and natural features,

the installation evokes Donna Haraway’s concept of
becoming with, making visible states of co-existence,
co-transformation, and interdependence. Tracing a line
from shamanic practices of transformation to ecological
thought, Udagan invites a rethinking of the complex
relationships humans form with nature, other living
beings, and the material world.

Udagan, 2026

Agag dali, ahsap merdiven, protez bacak, silikon, elastik bandaij, sargi bezi,
sUnger, poliuretan, elyaf, aliminyum tel, zincir, kanca, kantar, dikis ignesi, iplik,
yosun, toprak

Sanatgi ve Zilberman Galeri'nin izniyle

Udagan, 2026

Tree branch, wooden ladder, prosthetic leg, silicone, elastic bandage, gauze,
sponge, polyurethane, fibrefill, aluminium wire, chain, hook, hanging scale, sewing
needle, thread, moss, soil

Courtesy of the artist and Zilberman Gallery
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Anatomik gizimleri parcalara ayirip kegeyle yeni
formlar Greten Zeynep Kiling, kurallari bozup yeni kural
seti olusturarak ve var olan formlari iglevsizlestirerek,
bozuk olanin icindeki potansiyel dizenin ve kural digi
olanin estetiginin izini surbyor. Bir organizmanin sonsuz
sayida potansiyel algoritmayi bUnyesinde barindiriyor
olmasi ve bu olasiliklarin ne zaman “hatali” addedildigi
meselesi ilgisini gekiyor. “Bir sanatgi olarak, talimatlara
uyup kusursuz bir sey yapmak yerine, neden o
talimatlari bozmayi segiyorum? Beni o givenli alandan
cikartan dirtd ne?” diye soruyor.

Victor Frankenstein mezarlik ve mezbahalardan
parcalar bulup birlestirince bitin bir insan Gretmeyi
hayal eder ama yamali bir ucubeye sahip olur. Zeynep
Kiling ise bedenin nasil olustugunu anlamak igin onu
pargalara bolup sonra bu pargalari kuralin digina
cikarak bir araya getiriyor. Ancak, Frankenstein’dan
farkl olarak sanatgl, “bozuk” olana imkan taniyor.
Sanatgiya gore, yeninin olusmasi ve varyasyonun
c¢ogalmasi igcin mutasyon gereklidir. Hepimizin
canavarlara ihtiyaci vardir. Canavarlar, aslinda
dizenin kendi sinirlarini korumak igin icat ettigi
otekilerdir. PUrUzsiz uyumu bozan her canavar, aslinda
sistemin ¢atlaklarini gésterir ve tam da o ¢atlaklardan
yeni bir soluk sizar.

ihtimal Uretim Atélyesi, 2024-2026
Kege, yon, kagit, atolye malzemeleri

The Workshop of Possibilities, 2024-2026
Felt, wool, paper, studio materials

Normatif olan dUzgin islerken bir sey 6gretmez;
ama ne zaman ki bir yapi aksar, canavarlasir veya
beklenmedik bir form alir, iste 0 zaman sistemin
esnekligi test edilir. Canavar, normalin bittigi yerde
baslar. Pirizsuz uyum, bir tir 610m sessizligidir.
Canavar ise kaostur, harekettir. Arada bir yerde
kalarak bir yere ait olmaz.

Zeynep Kiling'in “benim evcil canavarlarim” dedigi
keceden heykelleri, hafizasin yitirerek yeniden bir
araya gelmis paramparga formlardir. Sanatginin
Ihtimal Uretim Atélyesi adini verdigi alanda bir araya
gelen, mUkemmel formun uzaginda, konusamayan ve
yuriyemeyen bu varliklar, kendi eksikliginde yeni bir
varolus alani agiyorlar. Sanatginin amaci bir iktidar
kurup tanricilik oynamak degil, tuhafliklar ve farkhhklar
karsisinda duydugu hayreti ve meraki belgelemek ve
gostermektir.

Zeynep Kiling traces the aesthetics of irregularity by
disassembling anatomical drawings and reworking
them into new forms using felt. Disrupting rules,
rendering existing forms dysfunctional, and constructing
alternative systems allows the artist to explore the
latent order contained within what appears fragmented.
Kiling is drawn to the idea that an organism contains

an infinite number of potential algorithms, and to the
question of when and how these permutations come to
be labelled “defective’. As an artist, she asks: “Why do |
choose to break instructions rather than follow them to
produce something flawless? What impulse pulls me out
of that comfort zone?”

While Victor Frankenstein scavenges graveyards and
slaughterhouses for bodies, he dreams of creating a
complete human being; yet what he brings into being

is a patchwork creature. In turn, Kiling deconstructs the
body in order to understand how it comes into being.
Yet unlike Frankenstein, she allows room for “defects”.
For Kiling, we all need monsters, as mutation is essential
if something new is to emerge and variation is to
proliferate. Monsters are the “others” invented by the
system to protect its own boundaries. However, they can
also disrupt harmony and expose cracks in the system;
cracks through which new possibilities can seep in.

When normative order functions smoothly, it teaches us
nothing. But when a system falters, mutates, or takes on
an unexpected form, its flexibility is tested. The monster
rears its head where normality ends. Seamless harmony
is a deathly silence; the monster is chaos, movement,
and inhabits the in-between, without ever fully belonging
anywhere.

The felt sculptures Kiling refers to as her “domestic
monsters” are fragmented, amnesiac forms that have
been reassembled anew. Gathered in what the artist
calls The Workshop of Possibilities, these beings—unable
to walk or speak, and freed from ideals of perfection—
open up new modes of existence through their very
incompleteness. The artist’s aim is not to exert control or
play god, but to record and share her sense of wonder
and curiosity in the face of strangeness and difference.

Mutatis Mutandis, 2026

Kege, yin, metal konstriksiyon
Mutatis Mutandis, 2026

Felt, wool, metal framework




A. Serkan Aka

A. Serkan Aka (d. 1982, Isparta), istanbul'da yasayan ve illiistrasyon,
enstalasyon ve performans alanlarinda ¢alisan bir sanatcidir.
Bogazici Universitesi Endiistri Miihendisligi Béliimiinden mezun
olan Aka, giindelik ve bulunmusg nesnelerden kusurlu ve kontrol
edilmesi zor diizenekler kurarak heykeller, enstriimanlar ve
yerlestirmeler iiretir. Dikkat, farkindalik ve hatirlama araci olarak
kulland1g: ses, pratiginde hem yonlendirici bir unsur hem de
iglerinin temel ¢iktisini olugturur.

Kendi tirettigi enstriitmanlar ve ses diizeneklerini kullanarak, parcasi
oldugu Tophane Noise Band ile birlikte ¢esitli performanslarda yer
ald1. 11k kisisel sergisi Havada'nin (Schneidertempel, 2024) ardindan
Polifonik Bir Bahge (istanbul, 2024) karma sergisinde yer alds; Subat
2025’te katildi1g1 konuk sanat¢1 programinin sonrasinda Briiksel'de
Moussem Nomadic Arts Centre’da Somewhere Around Here (2025)
sergisini agt1. Son Kisisel sergisi Where Things Linger, Mayis 2025te
Kiraathane istanbul Edebiyat Evinde acild1.

A. Serkan Aka (b. 1982, Isparta) is an artist based in Istanbul, working
across illustration, installation and performance. A graduate of the
Industrial Engineering Department at Bogazici University, Aka
produces sculptures, instruments and installations by reassembling
everyday and found objects into imperfect, hard-to-control systems.
Sound plays a central role in his practice both as a guiding element
and as a form of expression, serving as a medium for attention,
awareness and remembrance.

His self-built instruments and sound objects feature in performances
by Tophane Noise Band, of which he is a member. In 2024, Aka
presented his first solo exhibition Skybound at Schneidertempel, and
took part in the group exhibition A Polyphonic Garden. He presented
Somewhere Around Here (2025) at Moussem Nomadic Arts Centre in
Brussels following an artist residency. His most recent solo exhibition,
Where Things Linger, opened in May 2025 at Kiraathane Istanbul
Literature House.

saryderSorq | 1oyeiSohig

Canavar

Canavar 1990 yilinda Ankara’da dogdu. ilkégrenimini Gebze'de
tamamladi1 ve Marmara Universitesi Giizel Sanatlar Fakiiltesinde
Grafik Sanatlar egitimi ald1.

Canavar, iiretimlerinde kent yasaminin, ailevi ve sosyo-kiiltiirel
zorluklarin insan psikolojisi iizerindeki etkilerini gozlemler;
aidiyetsizlik, marjinallesme ve sikismiglik gibi temalara odaklanir.
Canavar’in iglerinde goriilen figiirler, sanat¢inin kendi duygular:

ve diirtiilerinden tiireyen, hem tekinsiz hem de giivenli bir alan1
mesken tutar. Atolyesinde farkl: teknikleri bir araya getirerek
iretimini siirdiiriiren Canavar, sehrin merkezi noktalarindaki duvar
resimleriyle de sokakla dogrudan temas halindedir.

Canavar was born in Ankara in 1990. The artist completed his primary
education in Gebze and studied Graphic Arts at Marmara University’s
Faculty of Fine Arts.

Canavar’s artistic practice examines the impact of urban life, familial 43
pressures and socio-cultural challenges on human psychology,

focusing on themes such as non-belonging, marginalisation and
entrapment. The figures that appear in Canavar’s works are shaped by

the artist’s own emotions and impulses, inhabiting a space that is at

once precarious and safe. Alongside Canavar’s studio practice, which
brings together a range of techniques, Canavar maintains a direct and
ongoing engagement with the street through producing murals in the

city’s central areas.
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Hilal Polat

Hilal Polat, Hacettepe Universitesi Giizel Sanatlar Fakiiltesi Heykel
Boliimiinde bir sene okuyup ayni iiniversitenin Resim Béliimiinden
mezun oldu. Sanatta disiplinlerarasi ortak diller olusturmaya
inanan Polat, tasarim, tiyatro, performans ve sanat yonetmenligi
gibi yaraticilia alan acan pek ¢ok imkani deneyimleyerek, iiretim
bi¢imini farkli perspektiflerle sekillendirmeyi arastirmaktadir.
islerinde “gelenegi” ¢ikis noktasi olarak kullanan ve plastik
sanatlardaki formlar1 diger sanat dallarinin imkanlar: ile
birlestirmeye inanan Polat, icinde yasayacagi kendine ait bir diinya
kurma amaci ile ¢aligmalarina devam etmektedir.

Hilal Polat studied Sculpture at Hacettepe University’s Faculty

of Fine Arts for one year before graduating from the university’s
Painting Department. Polat believes in forging shared languages
across disciplines, and explores ways of shaping her practice through
engaging with design, theatre, performance, and art direction. Taking
“tradition” as her starting point, the artist draws inspiration from
other disciplines and across the plastic arts, developing a practice
rooted in the desire to create a world of her own.

irem Aydin

irem Aydin, istanbul ve Berlin'de caligmalarini siirdiiren tiyatro
yonetmeni ve yazardir. Caligmalari agirlikli olarak kuir ve go¢
temalarinin kesisimine odaklanir; otobiyografik deneyimleri siirsel
ve spekiilatif anlatilara doniistiirmeyi merkezine alir. istanbul
Universitesinde ispanyol Dili ve Edebiyati egitimi almis, ardindan
Ispanya’daki Carlos ITI de Madrid Universitesinde Tiyatro Yaratimi
Yiiksek Lisansini tamamlamistir.

Kuir Gogmen Perspektifinden Spekiilatif Gelecek Anlatilar
arastirmasiyla Ziirih Sanat Universitesinde doktora éncesi
Peers Programini tamamlamstir.

2019'da Almanya’ya taginmasindan bu yana projeleri Berlin
Senatosunun Weltoffenes Fonu (Waves, 2020), Soziokultur (Waving
Bodies, 2021) ve Fonds Darstellende Kiinste (A View from a Window,
Cruising Galaxies, Planet Lubunya) tarafindan desteklenmigtir.
Yonetmenligini iistlendigi Kent Melodien adli yapim Kasim 2021'de
Karlsruhe Sehir Tiyatrosunda promiyer yapmuis, kuir bilim kurgu
tiyatro yapimi Planet Lubunya 2022'de Ballhaus Ost’ta, Benim
Dilim Ofke 2024'te Ballhaus Prinzenallee’de, Goethe-Institut'un
destegiyle Bulutlarin Ustiinde: Yeralti oyunu ise ayni1 yi1l istanbul’'da
sahnelenmistir. 2025 yilinda STRUKTUR davetiyle The Rehearsal
and The Playbook projesi kapsaminda gergeklestirdigi The Blue Bed
adli performanslar Performistanbul ve SAVVY Contemporary'de
sahnelenmigtir.

Berlin Theatertreffen - International Forum (2018), INTERPLAY
- Young Playwrights Festival (isve¢), Hamburg Kampnagel
Sommerfestival - Artists Lab ve Danimarka’daki Det Frie Felts
Festival gibi uluslararas: platformlara davet edilmistir. Ayrica
Ispanyolca'dan Tiirkce'ye gevirdigi Arsimet Prensibi adli oyun 2025
sonunda Tiirkiye promiyerini gerceklestirmistir.

irem Aydin is a theatre director and writer based between Istanbul
and Berlin. Their work focuses on the intersection of queer and
migration-related themes, centring on the transformation of
autobiographical experiences into poetic and speculative narratives.
They studied Spanish Language and Literature at Istanbul University
and completed an MA in Theatre Creation at Universidad Carlos I1I
de Madrid.

Aydin completed the pre-doctoral Peers Program at Zurich University
of the Arts with an artistic research project titled Speculative and
Futuristic Narratives from Queer Migrant Perspectives.

Since moving to Germany in 2019, Aydin’s projects have been
supported by the Berlin Senate’s Weltoffenes Fund (Waves, 2020),
Soziokultur (Waving Bodies, 2021), and Fonds Darstellende Kiinste
(A View from a Window, Cruising Galaxies, Planet Lubunya). Kent
Melodien, which they directed, premiered in November 2021 at
Karlsruhe State Theatre. Aydin’s queer science-fiction theatre work
Planet Lubunya was staged at Ballhaus Ost in 2022; Meine Sprache
heifSt Wut was presented at Ballhaus Prinzenallee in 2024; and
Above the Clouds: Underground, supported by the Goethe-Institut,
was staged in Istanbul later that same year. In 2025, their The
Blue Bed performances, realised as part of The Rehearsal and The
Playbook project by invitation of STRUKTUR, were presented at
Performistanbul and SAVVY Contemporary.

Aydin has been invited to international platforms including Berlin
Theatertreffen - International Forum (2018), INTERPLAY - Young
Playwrights Festival (Sweden), Hamburg Kampnagel Sommerfestival
- Artists Lab, and Denmark’s Det Frie Felts Festival. The play
Archimedes’ Principle, which they translated from Spanish into
Turkish, premiered in Turkey at the end of 2025.

Lara Ogel

Lara Ogel (d. 1987), heykel, yerlestirme ve video araciligiyla degisen
ve belirsiz diinyalarda var olma bigimlerimizi aragtirir. Duygu,
mitoloji, bellek ve malzemeden beslenen pratigi, kisisel anlatilar
ile evrensel sembolleri bir araya getirir. Edebiyat, arkeoloji ve inang
sistemleri lizerinden ilerleyen arastirmasi, sezgi ve rastlantinin
rehberliginde agilir; diinyadaki yerimizi ve anlamlandirma
bicimlerimizi diigiinmeye davet eder. Ogel, mitik olanla giindelik
olanin, kisisel ile kolektif olanin ortak bir gorsel dilde bulustugu
siirsel ve duyusal alanlar acar. Eserleri, bilincin, doniigiimiin ve
varolusun i¢ i¢e ge¢mis hallerinin séyleme direndigi bir noktada yer
alir. Ogel lisans egitimini Clark Universitesinde Film ve iletisim
Boliimiinde tamamladi ve Londra Slade School of Fine Arts'ta
Intensive Summer Foundation’a katild1.

Son donem kisisel sergileri arasinda Eko (Bilsart, 2023), Uzerimdeki
Yildizli Gokyiizii ve icimdeki (Galerist, 2023), Suya Burakilnus Dizeler
(Ariel Sanat, 2019), Kamusal Sirdaglik (Sekerbank Acikekran, 2019),
Imtidad (Galata Rum Okulu A¢ik Okul Kiitiiphanesi, 2018), Geri Dén!
Her Sey Affedildi (Protocinema, Paris, 2016) ve Mutlu Vasat (Oktem
Aykut, 2014) yer almaktadir. Yakin donemde eserleri Yanardag
Sevdalisi (Galerist, 2025), Distilled From Scattered Blue (Galerist, 2024),
Kalintlann Sifast (Zeyrek Cinili Hamam, 2023), Kamusal Iyilesme
(Metrohan, 2023), Koyun Koyuna (Arter, 2022), Cimenin Vaadi (5.
Mardin Bienali, 2022), Buras: (Yap1 Kredi Kiiltiir Sanat, 2021), Giiniin
Sonunda (OMM, Eskisehir, 2020), Mushrooms (Somerset House,
Londra, 2020), I Remember (Hannah Barry Galeri, Londra, 2019),
Biiyiik Cayir (riverrun, 2018) ve Driftwood, or how we surfaced through
currents (Atina, 2017) basta olmak iizere cesitli grup sergilerinde yer
almigtir. Sanatgi, Delfina Foundation (Londra), Cité Internationale
des Arts (Paris), PRAKSIS (Oslo) ve Beirut Art Residency (Beyrut)
misafir sanat¢i programlarinda yer almistir. Lara Ogel istanbul’da
yastyor ve liretiyor.

Lara Ogel (b. 1987) works with sculpture, installation, and moving
image to explore how we navigate shifting and unstable worlds.
Rooted in feeling, mythology, memory, and material, her practice
draws on personal narratives and universal symbols. Guided by
intuition and serendipity, her research unfolds through literature,
archaeology, and belief systems, reflecting on how we place ourselves
in the world and make meaning. Ogel’s environments open poetic,
sensorial spaces where the mythic and the everyday, the personal

and the collective transact in a shared visual language. Her works
dwell in what resists articulation—consciousness, transformation,
and the entangled conditions of being. She completed her BA in Film
and Communications at Clark University and attended the Intensive
Summer Foundation at London Slade School of Fine Arts.

Her most recent solo exhibitions include Echo (Bilsart, 2023), Starry
Heavens Above Me and Within Me (Galerist, 2023), Verses on Water
(Ariel Art, 2019), Public Confidentiality (Sekerbank Agikekran, 2019),
Imtiddd (Galata Greek School Open School Library, 2018), Go Back! All
is Forgiven (Protocinema, Paris, 2016) and The Happy Average (Oktem
Aykut, 2014). Recently, Ogel’s works have been included in the group
exhibitions The Volcano Lover (Galerist, 2025), Distilled From Scattered
Blue (Galerist, 2024), Healing Ruins (Zeyrek Cinili Hamam, 2023),
Collective Healing (Metrohan, 2023), Rounded by Sleep (Arter, 2022), The
Promise of Grass (5th Mardin Biennial, 2022), This Place (Yap1 Kredi
Culture and Art, 2021), At the End of the Day (OMM, Eskisehir, 2020),
Mushrooms (Somerset House, London, 2020), I Remember (Hannah
Barry Gallery, London, 2019), Great Meadow (riverrun, 2018) and
Driftwood, or how we surfaced through currents (Athens, 2017). The artist
took part in residency programmes at Delfina Foundation (London),
Cité Internationale des Arts (Paris), PRAKSIS (Oslo) and Beirut Art
Residency (Beirut). Lara Ogel lives and works in Istanbul.

Omer Tevfik Erten

Omer Tevfik Erten namidiger OTE (d. 1990, Mardin), fotograf
merkezli calisan disiplinlerarasi bir sanat¢idir. Cinsiyet, beden ve
mekanin varoluguna iliskin anlatilarda sinirlarin ve gegigkenliklerin
izini siirer.

OTE sorularla calisir. “Yer var mi?” (2013-2022) sorusundan,

giincel pratigini insa ettigi “Sinir ihlal edildiginde imge neyi
cagirir?” sorusuna uzanan iretimi, dijital yiizeyin altindaki hayalet
katmanlar1 aciga ¢ikararak, gercek ile muhayyelin es zamanli

var oldugu 6te yerde, ara alanda sozlegir. Sanat¢inin imgelerine
kutsanmay1 reddeden, geri gelme yontemlerine dahi siipheyle
yaklasan, radikal ve kirilgan oldugu kadar parcalanmiglig1 ile bir
biitiin, goz kamastirici hayaletler musallat olur. Onun igin sinir,
fotografin temsil tarihine ve izleyicinin gorme aligkanliklarina kars:
acilmig, 151k s1zan bir yariktir.

Through The Window Project (2020-2023) kuir dayanigma aginin

eg kiiratorliigiinii iistlenen sanat¢y; Trans X Turkey Grand Prize
(2013), Prince Claus Fund Seed Awards (2022), PREE Fertile Ground
Writing Competition (2024) ve 43. Akbank Giiniimiiz Sanatgilari
Qdiilii (2025) dahil olmak iizere pek ¢ok 6diil almistir. istanbul'da
yasayan fotografci, Mimar Sinan Giizel Sanatlar Universitesi
Fotograf Boliimiinde akademik temsilin i¢ini oymaya, yeni oyun
alanlar1 aramaya ve iiretmeye devam etmektedir.

Omer Tevfik Erten, also known as OTE (b. 1990, Mardin), is an
interdisciplinary artist working primarily with photography. Their
practice traces boundaries and thresholds within narratives shaped by
gender, the body, and the production of space.

OTE works with questions. Informed by inquiries like “Is there
space?” (2013-2022) and the guiding question of their current practice,
“What does the image invoke when a boundary is breached?”, OTE’s 45
work reveals the spectral layers beneath digital surfaces, summoning
an in-between elsewhere where the real and the imagined coexist
simultaneously. Their images are haunted by luminous spectres that
refuse sanctification, regarding even the possibility of resurrection
with suspicion. These ghosts appear both radical and fragile,
fragmented yet whole. For OTE, the boundary is a fissure in the
history of photographic representation and in ways of seeing, a crack
through which light leaks.

Between 2020 and 2023, the artist co-curated the queer solidarity
network Through The Window Project. OTE’s work has been recognised
with numerous awards, including the Trans X Turkey Grand Prize
(2013), Prince Claus Fund Seed Awards (2022), PREE Fertile Ground
Writing Competition (2024), and the 43rd Akbank Contemporary
Artists Prize (2025). Based in Istanbul, the photographer continues

to challenge academic modes of representation at the Photography
Department of Mimar Sinan Fine Arts University, while seeking out
new playgrounds for expression.
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Secil Epik

Segil Epik, istanbul merkezli yayinci, editor ve yazardir. Tiirk Dili
ve Edebiyat1 egitimi almig; on yil1 agkin siiredir edebiyat, yayincilik
ve kiiltiirel iiretimin kesigiminde ¢aligmalar yiiriitmektedir. Tiim
caligmalari siir, kurmaca ve melez bi¢imlerle dili merkezine alan bir
yaklagima dayanir.

2016-2019 yillar1 arasinda K24'te editorliik yapt1 ve Kiraathane
istanbul Edebiyat Evinin kuruculari arasinda yer alarak burada
kamusal etkinlikler diizenledi, editoryal projeler gelistirdi ve
Tiirkiye'nin ilk bagimsiz edebiyat mekéanlarindan birinin olusumuna
katkida bulundu. 2020-2024 yillar1 arasinda ¢evrimigi giincel sanat
yayin1 Argonotlar’da editdr olarak gorev yapti. Bu siiregte, Tiirkiye
giincel sanat sahnesini haritalayan yillik basili yayin Almanak’in
editorligiinii iistlendi ve yayinin tiim iiretim siirecini yonetti. Yazi
ve elestirileri Sanat Diinyamiz, Art Unlimited, Istanbul Art News ve
IAN Edebiyat gibi dergilerde yayimlandi.

Kuruculari arasinda yer aldigi Umami Kitap (2020), Tiirkiye'nin
o6nemli kuir feminist yayinevlerinden biridir. Ceviri eserlerin
yani sira yayinevi, 2024 yilinda Londra merkezli fourteen poems
ile birlikte British Council Yaratic1 isbirlikleri Hibe Program1
destegine deger goriilmiis; proje kapsaminda Tiirkiye'nin ilk
acik cagrili kuir siir antolojisi Fourteen Umami Poems’i (2025)
yayimlamistir.

2024’te yonetmen ve yazar irem Aydin ile birlikte gelistirdigi
Bulutlarin Ustiinde: Yeralti adli spekiilatif okuma performansi,
Goethe-Institut destegiyle sahnelenmis ve 2025’te Berlin'deki TOP
e.V. mekaninda bir yerlestirmeye doniistiirillmiistiir. 2025 yilinda
Tiirkce kuir bir 6ykii seckisi hazirlamak iizere Grand Camp Maisie
Fund destegi aldi. Su an Umami Kitap'in bir sonraki yayin1 olacak
kuir Oykii Antolojisi iizerine caligmaktadir.

Secil Epik is an Istanbul-based publisher, editor and writer. She
studied Turkish Language and Literature and has been working

for over a decade at the intersection of literature, publishing and
cultural production. Her work is grounded in an approach that places
language at its centre, engaging with poetry, fiction and hybrid forms.

Between 2016 and 2019, Epik worked as an editor at K24. She was also
among the founders of Kiraathane Istanbul Literature House, where
she organised public programmes, developed editorial projects and
contributed to the formation of one of Turkey’s first independent
literary spaces. From 2020 to 2024, she served as an editor at the
online contemporary art publication Argonotlar. During her stint

at Argonotlar, Epik edited Almanak, an annual print publication
mapping Turkey’s contemporary art scene, overseeing the entire
production process. Her writing and criticism have appeared in Sanat
Diinyamiz, Art Unlimited, Istanbul Art News and IAN Edebiyat.

Umami Kitap, which she co-founded in 2020, is one of Turkey’s
leading queer feminist publishing houses. In addition to publishing
works in translation, Umami, in partnership with the London-based
publisher fourteen poems, was awarded support in 2024 by the British
Council Creative Collaborations Grant Programme. This culminated
in the publication of Turkey’s first open-call queer poetry anthology,
Fourteen Umami Poems (2025).

In 2024, the speculative reading performance Above the Clouds:
Underground, which she developed together with director and writer
irem Aydin, was staged with the support of Goethe-Institut, and was
later transformed into an installation at TOP e.V. in Berlin in 2025.
That same year, Epik received support from the Grand Camp Maisie
Fund to compile a Turkish-language queer short story collection.
She is currently working on this anthology, which will be Umami'’s
forthcoming publication.

Safak Sule Kemanci

Farkli mecralarda calisan Safak Sule Kemanci sanat pratiginde,
oyunsulukla filizlenen cesitliligin normatif sinirlar eritirken
yepyeni olasiliklar yarattig1 kuir ekosistemler kurar. isleri baskiya
kars1 cogalmayla yanit veren doganin stratejilerinden ilham alarak,
sabit kimliklere ve kategorilere meydan okur. Kemanci'nin yarattigt
hibrit formlar, 6tekilestirilen bedenlerin varolusunu kutlar.

Kisisel ve karma sergileri arasinda Ug Ayakh Kedi (istanbul Bienali,
istanbul, 2025), Sex Reenchanted (Heidelberger Kunstverein,
Heidelberg, 2024), Queerreality (Kulturbunker K6ln-Miilheim, Koln,
2024), Pretty Doomed (Ugly Duck, Londra, 2023), yaslan bana yeryiizii
agaci (Ka Atélye, Ankara, 2022), Hayat, Oliim, Ask ve Adalet (Yap1
Kredi Kiiltiir ve Sanat, istanbul, 2022), Bir Tutam Zapt Edilemez
Karmagiklik SANATORIUM, istanbul, 2022) ve biitiin kuslar benim
bahgeme gelir (Depo, istanbul, 2021) yer aliyor.

2001 y1linda Central Saint Martins College of Art and Design’in
Tekstil Tasarimi Béliimiinde lisansini, 2008 yilinda Goldsmiths,
University of London’in Plastik Sanatlar Boliimiinde yiiksek
lisansin1 tamamladi. Sanatgi, istanbul’da yasiyor ve calistyor.

Working across different media, Safak Sule Kemanci constructs queer
ecosystems where a sense of playful diversity dissolves normative
boundaries and opens up new possibilities. Drawing inspiration

from nature’s strategies of proliferation under pressure, their work
challenges fixed identities and categories. The hybrid forms Kemanci
creates celebrate the existence of othered bodies.

Their solo and group exhibitions include The Three-Legged Cat
(Istanbul Biennial, Istanbul, 2025), Sex Reenchanted (Heidelberger
Kunstverein, Heidelberg, 2024), Queerreality (Kulturbunker Koln-
Miilheim, Cologne, 2024), Pretty Doomed (Ugly Duck, London, 2023),
lean on me earth tree (Ka Atdlye, Ankara, 2022), Life, Death, Love and
Justice (Yap1 Kredi Culture Centre, Istanbul, 2022), A Bit of Unruly
Complexity SANATORIUM, Istanbul, 2022), and all the birds would
come to my garden (Depo, Istanbul, 2021).

The artist received a BA in Textile Design from Central Saint Martins
College of Art and Design in 2001, followed by an MFA in Fine Art
from Goldsmiths, University of London in 2008. The artist lives and
works in Istanbul.

Yasam Sasmazer

Yasam Sagmazer (d. 1980, istanbul) insan, insan dis1 varliklar ve doga
arasindaki kargilikli iligkileri arastirir. Heykel ve yerlestirmelerini
agirlikli olarak ahsap, kil ve kagit gibi dogal malzemelerle iiretir; bu
iretimlere siklikla organik ve buluntu 6geleri dahil eder. Organik
malzeme kullanimi ile zamana bagli, gegici ve bozulabilir siirecler
araciligiyla sinirlarin belirsizligini ve gecisliligini goriiniir kilar.

insan ve insan dig1 niteliklerin kaynastig;, ic ice gecen ve doniisen
bedenler araciligiyla insan/insan dis1, canli/cansiz, organik/
inorganik gibi ikiliklerle iligki kurar ve insanin kendini diinya i¢inde
konumlandirdig1 merkezi role elestirel bigimde yaklagan anlatilar
inga eder.

Sagmazer’in en giincel kigisel sergisi 2025 yilinda Berlin'de
Zilberman Gallery'de gergeklesti. isleri Arter (Tiirkiye), Mesher
(Turkiye), Odunpazart Modern Miize (Tiirkiye), Kunstmuseum
Ahlen (Almanya), Kiinstlerhaus Palais Thurn und Taxis (Avusturya),
Havremagasinet (isvec), Hilsingland Museum (isvec), Torrance Art
Museum (ABD), Museum Schloss Moyland (Almanya), Kunstverein
Ingolstadt (Almanya) ve Saatchi Gallery (Birlesik Krallik) gibi
kurumlardaki sergilerde yer almigtir.

Yagam Sagmazer (b. 1980, Istanbul) explores the reciprocal
relationships between human beings, non-human entities, and nature.
Her sculptures and installations are primarily produced using natural
materials such as wood, clay, and paper, often incorporating organic
and found elements. She foregrounds the ambiguity and transience

of boundaries through organic materials and time-bound, ephemeral
processes.

Through enmeshed and transforming bodies that merge human and
non-human qualities, Sagsmazer engages with dualities such as human/
non-human, animate/inanimate, and organic/inorganic, constructing
narratives that question the central position humans assign
themselves within the natural world.

Sagmazer’s most recent solo exhibition was held at Zilberman Gallery,
Berlin (2025). She has shown work at institutions including Arter
(Turkey), Mesher (Turkey), Odunpazari Modern Museum (Turkey),
Kunstmuseum Ahlen (Germany), Kiinstlerhaus Palais Thurn und Taxis
(Austria), Havremagasinet (Sweden), Hélsingland Museum (Sweden),
Torrance Art Museum (USA), Museum Schloss Moyland (Germany),
Kunstverein Ingolstadt (Germany), and Saatchi Gallery (UK).

Zeynep Kiling

Zeynep Kiling 1994 yilinda istanbul'da dogdu. istanbul
Universitesinde Peyzaj Mimarlig1 egitimi aldiktan sonra lisans
derecesini Yildiz Teknik Universitesi Bilesik Sanatlar Programinda
tamamladi. Egitimi siiresince Bauhaus University Weimar'da
degisim dgrencisi olarak bulundu. Halen Sabanci Universitesi
Gorsel Sanatlar ve Gorsel iletisim Tasarimi Béliimiinde yiiksek
lisans egitimine devam etmektedir. Uretimlerini istanbul merkezli
siirdiirmektedir.

Born in 1994 in Istanbul, Zeynep Kiling studied Landscape
Architecture at Istanbul University before completing her
undergraduate degree in the Combined Arts Program at Yildiz
Technical University. She spent part of her education as an exchange
student at Bauhaus University Weimar. Currently pursuing an MA in
Visual Arts and Visual Communication Design at Sabanci University,
she continues her artistic practice in Istanbul.

Ezgi Hamzagebi

Lisans derecesini Bogazigi Universitesi Bat1 Dilleri ve Edebiyatlar:
Boliimiinde tamamladiktan sonra modern Tiirk¢e edebiyat alaninda
calismaya bagladi. Yiiksek lisans derecesini Insan Olmayanlarin Edebi
Temsili: Yere Diigen Dualar ve Yeryiizii Halleri’'ne Ekoelestirel Bir
Yaklagim baglikl: teziyle ayni iiniversitenin Tiirk Dili ve Edebiyat1
Boliimiinden aldi. Doktorasini ayni boliimde Canavarlarin Vaatleri:
Tiirk¢e Feminist Spekiilatif Kurmacaya Musallat Olanlar baglikli
teziyle tamamladi. Bu tez, Ekim 2025'te Metis Yayinlar: tarafindan
kitap olarak basildi. Yazilar1 bir¢ok derlemede yayimlanmig

olan Hamzacebi, 2019 yilindan bu yana Ozyegin Universitesinde
ders veriyor, feminist spekiilatif kurmaca, canavar ¢aligmalari ve
ekoelestiri lizerine arastirmalarina devam ediyor.

After completing her BA in Western Languages and Literatures at
Bogazi¢i University, Ezgi Hamzacebi began working in the field of
modern Turkish literature. She received her MA from the Department
of Turkish Language and Literature at Bogazici, with a thesis titled
The Literary Representation of the Non-Human: An Ecocritical Approach to
Yere Diisen Dualar and Yerytizii Halleri. Hamzecebi went on to
complete her PhD in the same department with a dissertation titled
The Promises of Monsters: Those Haunting Turkish Feminist Speculative
Fiction, published by Metis in October 2025. Hamzagebi’s writings
have appeared in numerous edited volumes. Since 2019, she has

been teaching at Ozyegin University and continues her research on
feminist speculative fiction, monster studies, and ecocriticism.
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