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Bu sergi, ﬂhuiai'bhwdlr Oyunun kurallanni nh&ball
Bu oyunun iginde, iic sanate) kendi kurgularim mekana gire..
sekillendirir. Mekan, bu kurgularla isler; yiizeyler hphlll 'Idm
eklenir, katmanlar kanlir. Mekan hndihmllilmmmng:

lurgu alanlan acar. Izleyen de bu oyunda yerini alir:
hl;l.lrndlmqg "algy tarafindan tekrar yanlr,

“_JJQL,. merxdn

Mzﬂi:u is a game ahktsp
guall game, three artists sh
. This space

surfaces are covered, grounds are articulated, layers are lmnhid.
The space opens up places of fiction without losing its own identity.

Tkspl:tmﬁaiesplamlihsguwnl.thespmupmmd
o by the “perception’ which it tries to reshape.
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TAKILMISLAR / THE ATTACHED

Eser Selen "Takilmiglar” adh yapitryla bu sergide, onceki
galigmalarinda izledigl temarin - derin dilzeyde -bir
devamimi sunuyar. Bu calisma dncekilerden higim olarak
farkhlasirken, diger yandan, anlamsal agidan bir timleyici olarak keliriyor.

Bir leitmotive olarak bedensizlegme, "Takilmislar"da "donusim” alarak karsimiza

cikiyar, Bir bedensiz ve kimliksiz varlik elarak giysi, varhin, nceki durumunda eldugu gibi,
sfirdiirmek amaciyla ugurtmaya déniisiiyor ve givsinin bedene "talalis” gibi, bu kez tavana "talalyor”.

Eser Selen’'s installation named "The Attached” which designed
for "Ground: Space_Surface_Layer” can be said to be the
continuation of her previous works at a deeper level. Although
"The Attached™ differs from the previous ones, it seems to be a
f,f ,'f kind of "complement” from the point of "meaning”. Bodylessness

as a leitmotive appears as transformation in "The Attached".
Clothing as a bodyless and unidentified being, changes into a kite in order to continue its previous
existence and it attaches itself to the ceiling just like the clothing attaching te the "bedy”.

E aygegill glghan

o223 ERER B28 RAE ARQAER

"Clothing, and especially if it is worn out, aims a mutual interaction between
bodies and "sharing“of an object with another body. These used clothes which
several people have used, old and cut-dated, are detached from their identities
and have become parasites. The kite shaped structure, which the work exhibits,
resembles both constantly growing organic structures, consisting of cells, and
parasites in the society which we may or may net recognize, or ignore. These
parasites threaten the whale and the system, because they are the mirror images
of self. All parasites show themselves when the system (body) becomes weak. In fact, they are always
there. Each parasite threatens the body in which it resides, as it is in this work. A system which will
disintegrate with the whole space. Although these bodies are designed to fly, they can not, they are
"attached”, and they have lost their real identities. This work allows the viewer to be controlled like a
puppet by the work itself. The ceiling is the most neglected place in the space, and parasites start to
grow in neglected and untouched places. This work is a dialog of the body with the space”.

vlolslalrlaftlc].]

"Giysi, dzellikle de giysilerin kullanilmig olmas, bedenler arasidaki "alig-veris” bir nesneyi bagka bir bedenle
"paylagmayl” amaglar. Cesitli bedenler tarafindan kullamilmig, mivadim deldurmus bu nesneler, giysi
kimliklerinden kopanlmis ve birer parazit olmuslardir. .

Isin sundufu ueurtma bigimi verilmig vap, bir yandan
hilcrelerden olusmus, siirekli blylyen orgarizmalar,
bir yandan da igerisinde yasaciiimiz toplumda farkinda
aldugumuz ya da elmadigimiz, olup da gérmezden
qeldigimiz parazitlerl cagngtine. Bu parazitler, bitinil
ve sistemi tehdit eden unsurlardir glinkd parazitler;
kisinin aymadaki vansimasidir. Tum parazitler kendilerini
ancak sistem (beden) zayif distiginde gosterir.
Gergekte ise onlar her zaman oradadir. Her parazit
yerlestigi bedeni tehdit eder, bu ‘is"te de oldudu gibi.
Bitin mekan ile beraber yok olacak bir sistem. Me
yagayan, ne de 8l0 elan bu nesneler ugmak igin | .
tasarlanmig olmasina ragmen ugamayan bir durumda arada "takiip kalmug ve bedenlerinden a}rrlla rak "sBzde
ruh” tagirken gergek kimliklerini kaybetmiglerdir. Bu ig, izleyicisine, isin kendisi tarafindan bir kuklaymig gibi
yanetilme alanag tanir, Tavan ise her hangi bir mekarin en gz ardi edilen yeridir, parazitler ise dokunulmayan,
erigilemeyen ve hep gbz ardl edilen yerlerde Uremeye baglarlar, Bu ig bedenin mekan ile olan dialogudur”.

gcer celen E
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Zeven Goktan'm isinde basamaklanin iglevsiz kilinmasi ashinda merdivenin ne ise yaradigina
dair bir sorgulamaya gitmemize yol agabiliv. Basamaklarin dzerindeki mezar formunu ammsatan
elemek kiifll yigmlan basamaklan "yer” olma durumuna sokarak her basamadgn ashinda bir bagka
mekan olarak okumamiza elanak tamiyer. Tam bu anda ise, basama&in kendi of reach, an interzone. In this work, as a starting
formuna baktifimizda bir tabutun zemin va da kapak formunun tekrar edildigini point, | have considered the above methaphorical
gormemiz mezar-tabut iligkisinin tersine cevr(ldigini gasteriyor. Her basamagim similarities. Then, | have questioned the relation between up and down and also their tidal action by

bagka bir yere ya da kata tekabill ettigyini diigiinecek olursak, merdivenin placing meldy bread heaps on the stairway steps, on which colour seperation is applied”.
ne oldufu sorusu ortaya cikiyor ve tavana wlagsan merdivenin sonunun

olmadigimi fark etmemiz ise merdivenin tavandan santa nereye
gidebileceqini akla getiriyor, Bogluktan baslayan ve neveye gittigl
bilinmeyen bir merdivenin hayata dair géndermeleri ise ilk
basamaktan en son garebildigimiz basamafa kadar koyulasarak
giden ekmek kifleri ile bir yandan farkh havyatlaras
tabutlara/mezarlara dair bir s6zii tagirken diger yandan da sanki
bir insamin yagaminin evrelerinifkatmanlarim anlatiyor...

oH2 EESR ABE BAA AEQEAED

"At the first sight, the relation between earth and
sky is similiar to the one between ground and
ceiling, however, there can be only a
metaphorical relation between a stairway to the
sky and a stairway to a ceiling. Indeed, a stairway
is a tool which helps people to reach the one out

s vie Wslalrlaltic])

Grave-like moldy bread heaps on steps of a stair in Zeren "ver ve gik arasindaki iliski ile bir odanm tavani ve

Goktan's installation leads one to relate every step to the tabani arasindaki iliski, ilk bakigta birbirine benzer.

“earth,” At this point, it is possible to speak about the inversion Fakat bir odanin tavanina glkan bir merdiven ile goge

of the relationship between a coffin and a grave after noticing gikan bir merdiven arasinda yalnizea metaforik bir

the coffin-like form of the steps. If every step, as a flat surface, benzerlik vardir. Merdiven insanlan ulasiimaza ulagtiran
is a flat, whereabouts of the stair after the ceiling becomes hard to reveal. bir aragtir, bir ara mekandir. Bu iste yukanda sézi
Then, having a stairway going to nowhere or everywhere after the ceiling, edilen metaforik benzerlikten yola gikip, renk ayrimina tabi tutulan ekmek kiifleri merdivenin basamaklan
the color scale of moldy bread that darkens as one follows the steps up dzerine yerlestiverek, asad ve yukan arasindaki mekansal iliski ve gidis gelisleri sorguladim®,
has a word on lives/coffins/graves, while at the same time speaking
about phases/layers of one’s life.

cavay arslan 2. zeren giktan -
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Bir kilvatdr ve lig sanatpmim Fransiz Pasaji ndaki "Sanat Mekan"nda gerceklestirdikleri etkinligi "mekana iliskin
bir oyun sireci” alarak tammlamak oldukeca dogru gorindyor. Kuskusuz, buradaki "oyun”, adimm
cafristirabilecedi amatarlik ve gocuksuluklardan eldukga uzak ve tUmil de sergi deneyiming sahip dért
profesyonelin, bir yandan mekanin bellegi ve kimligi, diger vandan bu bellek ve kimlige génderme yapan
siireq Uzerine tarhiymalan bigiminde gelisiyor.

Serginin katilan sanatgilarmdan Z.Z, Goktan yagam-alum arasimdaki inig-gikiglan simgeleyen merdiveni ve
silrece gonderme yapan skmek kilfiiyle; £, Selen bedenin ilinedi olan givsilerin dénidserek kendilering beden
edinme gabalarn ve paraziti efretileyen ugurtmalarnyla; M. Tirkyilmaz kisisel bellegi ile mekansal bellegin
kesisimi olan ve mekanda iz birakan yazilanyla mekanla biv eyuna girigicken, serginin kiiratorl Basak Senova,
kitrattiriin serginin olusum sirecindeki rold dzerine kendi kimligini sovunsallagtirarak oyuna katiliyor.

serginin adimin da imledigi gibi, Zemin: Mekin_Yiizey_Katman oyununda sahnedeki eyuncular g
safnatginin birbirine gndermelerde bulunan ve yizeyden derin katmanlara dogru igleven yapitlar,
Ancak, sanatplann tumdndn de yaprilann kurgularken mekan géz éninde bulundurduklan disinildiginde,
fizerinde bir oyunun sergilendigi sahnefmekanim da bir oyuncu olarak roli kelirginlik kazamir.

Bu oyunda izleyici de sahnede roliinit oynamaya hazirhikh clmak durumunda. Serginin hazirhk siirecinden
itibaren bu etkinlikte izleyiciye diisen rol, azimsanmayacak olgiilerde; ciinkil sergi yerde degil, gdkte
gerceklesiyor ve izleyiciden beklenen, degisik koordinatlarda oynanan oyunu, yeni boyutlanivla ve yeni

bir algi tzerinden yeniden yazmas,
A EifE BOECEESEEE A BEREE

It seems to be convenient to define Ground : Space_Surface_Layer as realised by a curator and three artists
in French Passage as"a play-process concerning a space”. There is no doubt that, this “play” should
not be approached as a childish and amateur play, but one acted by four professionals who have the
experience of realizing the activities according to the space.

While Z.Z. Géktan realizes a stairway symbelising the descent and ascent between the earth and the heaven
using meold on it referring to the "process” itself, E. Selen, preferring a metapherical expression, stresses
the similarity of attaching attitudes and lives of kite and of clothing. The problematic of M. Turkyilmaz
seems to be the intersection of the personal memory and the memory of the space, that of Basak
senova guestions the role and the identity of the curator in the process of an exhibition.

As the name of the exhibition indicates, the actors of this "play™ are the three works referring to each other
"working” from the surface towards the deeper layers. But, if it is considered that the artists are in a
process of constructing their works considering the space, it can be said that the space is an actor in
this play, too.

The spectator of this exhibition should be well-prepared to "act” as an actor. The role of the spectator is
thought to be one of the main roles from the very beginning; because the activity is realized not on
the ground, but on the ceiling. The spectator is supposed to percept the different-coordinated "play”
through a different perception.

aygeglll glighan

’ I Tarimlayan, tanimlarken tekrar tammlanan bir mekan. Cevreliyor/gercevelivorkapsiyar, Fiziksel
E! !!EE ve zihinsel tiim hareketleri belirliyvor. Yergekiminin hitkiimranhg, alginin hiyerarsik yaptinmin
destekliyer. Algiya karst, mekanla ishirlig! yaparak bir oyun tasarliyorum ancak b ayle bir oyun ki, 2aman iginde kendi
kurallarin kendisl kovacak. Cok gepmeden kilratorund segen sanatfilar oyundas verlesing alivar. Artik bu dérdumiziin oyunu,

Her g sanatgl da, hem sinislayan hem de agimlandiginda sonsuz izlekler sunan bir kavram etrafinda galigt,
Oynayacaklar oyunda rel dadlimi yaparcasina tasarladilar iglerini. Insa edilirken digerleriyle etkilesen, kendini
tarimlarken digerlerine eklemlenerek mekan yeniden kurmay isteyen igler ortaya koydular. Sanat mekaninim
kalrplagmig tanmini, izleyicinin kodlanmig yaklagmmim ve algilayisimi, mekana ait kavramlan karngtiravaks!
kargilagtirarak/cakigtirarak oynarken, bormay denediler. Tammlanmg ig mekan, insanin semsuz evrene olan
uzantilarimi kesen, sonlandimilmig, kesin gizgllerle kapatilrg, " daraltilmis” bir evrendir, Zemin tavanla, alt
lstle, yer duvarla yer degistirmeye basladifinda catismaya baglayan sadece algisal gergeklik dedildir. Igleri
bosalmaya baglayan dider kavramlar da adihiklarini yitirerek go§e dodru yikselmeye baglar. Yeni cekim
alanlarinim arayisiyla isler de hig alizimadik noktalara hareket eder. Eser’in sahipsiz ruhlar, tamimi sagmis bu
mekanda kendilerini yeni biv manyetik alana kaptmrlar. Hig de kalici olmayacad kesin olan bu manyetizma,
her an yer dedigtirerek, ya da yok olarak ugurtmalari eski birer elbise gibi yere dilgirebilir, Goge dogru uzanarak
yukari ve aga arasmda gerilimli bir kdipril kuran Zeren'in merdiveni de, basamaklanna yifjilan ekmek kiiflerinin
yikinid belledinde tagir. Her basamak bilinmeze dedru giden yollar igin bir aradir ve sahiplenilemez topraklan
betimleyen ekmek kiifleviyle yolu tikar. Mirdvvet'in yazilan bitdn mekam kapsayan ve bag sonu belli clmadan
yayilan bir sireci anlatir. Insanm varhigin, orada bulunmuslugunu imleyen yan, bu mekann timine yaylirken
sadece mekanda varalmay dedil, mekani hissetmis almanin, onunla kurulan yakm iligkinin de kanitidir. Mekana
girildiginde, yukandan gelen gizli basing, yazim siirecinde sanatgimin inatla yergekimine direnen elinin,
tavanin dekusuna islemis agirhdima estir. Islerin tami birbirine katlanir. Oykileri mekanda dalagir.

EEEHEE i i! Ema A defining space which is redefined in its definition.

surrounds/frames/inclodes. It depicts all physical and mental
actions. The hegemony of gravity supports the hierarchical obligation of perception. I am designing a game in
colaboration with the space against perception, but, this is such a game that it will set up its own rules over time.
Artists who have chosen their curator, take up their places in the game. Now its our game.

All three artists have worked around the concept which is both limiting and displaying infinite paths when it
is elucidated. They have designed their works as if to cast roles in the game. While playing it, they have
tried to break down the petrified definition of art space, the codified nature of spectators interaction. A
defined inner space is a2 "confined” cosmes, When the ground and ceiling, bottemn and up, the wall and
ground exchange places, it is not only the perceptional reality but also the other concepts which lose
their meaning and rise up to the sky. The works move to unexpected corners in search for other graviational
focii. Eser's diverted souls could get lest in a new constantly changing or disappearing and appearing
magnetical field inside this space of lost meanings, and the kites are in constant danger of falling down
to the ground as plain worn out clothes. Zeren's stairway constructs a bridge of suspension between sky
and earth and also carries the memory of moldy bread heaps lying on the steps. Every step is an interzone
for reaching the unknown, and helds the way with the mold. Miirivvet's scripts are the proof of an intimate
relation between her body/soul and the space, signifying a process spreading over time. All the works
get layered over each other, and their stories flow around the space.

baseak senova
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YERIN KULAGI VAR/GROUND CAN HEAR -

Tavan, dzerine yazi yazilmak igin yapilmamigtie. Tavanin orada olmasinin
sehebi, iceridekini korumak, igerdifini saklamak ve ic hacmi kapsamakdtir.
Ancak sanatg tavana yazi yazma eylemiyle kargimiza gikiyer. Burada
sanateimin bedenindeki aci, zibmindeki metnin anlamim ortaya keymay
daha da giliglestiren diiginceyle kesisiyor, Bu kesigimin tarmii olan ve
sanatgimim bedenini tagiyan "ara=nesne” ahgap iskele, yazma siireci
boyunca orada bulunmug. Simdi tarmkhgm izleyicive devrediyor ve
yolculuguna haritayva benzer, organik gorundmli, simuaklibocek izi
hissi veren yazi rehberlik edivor.

The ceiling is not made to write on it. The ceiling is there to protect
the inside, to encapsulate and close the inner velume. On the contrary,
the artist appears in the action of writing on the ceiling. Pain from
the body of the artist interferes with the mind making it harder to
put meaning in the text. An “inter-object”, a wooden frame on which
the body of the artist lied while the writing process was taking place,
has been there all the time to witness this interference. Now, the work
has the speetators as the witnesses and their jaurney is guided by the
map-like appearance and organic look, snail trace feeling of the text.

neyEen oHEgu
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“isimin malzemesi “yan”. Yau bellegimi resmederken, olugturdugu
resim, belledimin gergevesini kirar, Yazi izdir, Yazdiklarim, hacmi dar,
birbiri igine gegen, sikisik ve belli vank olmayan izlerdir, Bu izlerle ]
irettigim igler kendi mekanin ve zamanimi igermektedin; belli bir
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BEE ZEEE ARE EME AREASE

"The material is "script™. As the script pictures my memory, the picture it
constructs destructs the frame of my memory. Script is the trace. My script is
tight, small in volume, consisting of intermingled traces which have no particular
direction. With these traces, my werk contains its own space and time; it has
ne specific tale. But, as the memory of the space starts to appear in the process
of writing, the emerging shape gives the impression of a map. | inscribe, draw,
serateh, order, dig, and leave traces. In this exhibition, | cover the ceiling of the
gallery with pencil writings. | have constructed a wooden frame in order to
write to the ceiling, and this frame is showed in the space as a necessary item.
The wooded frame, while it is a tool for the writing process, becomes a part of
it, its complement. A journey is at hand due to the appearance of it as a sub-
object "annex”. When this journey comes together with the script, a map of the
space is drawn, and each viewer moves with this map inside the space”.

dykiisii yoktur. Fakat yazma strecinde mekanin belledi olusmaya
baslarken orta ya pikan gizim, harita etkisini verir. Karalanm, egelerim,
dizerim, kazanm, iz birakinim. Bu sergide, galerinin tavanin kursun
kalemle yazarak kaplyorum. Bu yaziy gergeklegtirmek igin mekan iginde
ahsap bir iskele kurdum ve bu iskele isin gergeklesmesi igin gerekli bir
Age olarak mekanda gisteriliyor. iskele yazma siirecinin bir araciyken,
bir parcas ve tamamlayicist haline geliyor. Mekan iginde ara-nesne
olarak beliven iskele sayesinde bir yoleuluk s8z konusu, Bu yaleuluk
yazi ile birlestiginde, mekanin haritasi ¢lziliyar ve her seyircl mekan
igerisinde bu haritasgizim ile hareket ediyor”,

nilrdvvet tlrkyilmasz
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Bu sergi bir oyundu: Gerek kavramsal kurulusu
asamasinda, gerekse iglerin mekanja
ergeklestiriimesi siirecinde, kurallan birlikte
onmug, yeni, sagirhics, algisal kalhiplan
bozmay tesvik eden plastik bir gergekligi
hedeflivordu Ancak cyunun kurallan hem
kurator hem de sanatgilar igin denevime agik
bir siireg Bngdriiyordu. Bir tema olugturup,
bu tema igin yapilan igleri se'r?i mekanina
yerlestirmenin cok Gtesinde, islerin olusum
siirecinde hirlikte calismak ve ortak bir dil
olusturmak mimkin clabilir miydi? Isler ve
sanatﬁl lar kendi kimliklerinden &din
wermeden, serginin kavramsal hﬁtﬂnlﬂ?[’mﬂ.
de koruyarak bunu nasil gergeklegtirebilirlerdi?
Olusum slivecinde Iﬁ.m%u cetrefilli sorulara
cevap ararken her cevap yeni sarulan cagird),
iskele bu siivecin sancilarindan biriydi. Benim
- oyundaki rollerim dediskendi: kimi zaman
hakem, kimi zaman oyun kurucu, kimi zaman
oyuncu, kimi zaman izleyendim, lskelenin
sokiimiyle, slusum siirecinde bir ara=nesne
; > olarak da yer aldim. Ancak iskele"ve iligkin
e - — = stirecin ve gelinen noktamin, hem sergi
alusumu, hem de kiratérin konumu dzering, bu serginin simiflanndan tasan yeni sorular tretivor olmasi, bu
sergiyl kendl lizerine disiinen ve dilziindiikge agimlanan bir oyun haline getiriyor. This exhibition was a game:
It aimed a plastic reality in which the rules were determined all together (that were new, shocking, and
encouraging the distraction of perceptual dogma) throughout the processes of conceptual development
and the construction of the art works. However, the rules of the game ;.uresa.w an experimental progression
both for the artists and the curator. Could it be possible to work together and develop a commaon language
in the process of designing and producing the exhibition, far beyond hanging up artwarks according to
a given theme? Then, hew could the art works and the artists realise this task without losing their identity
and preserving the conceptual unity of the exhibition? Throughout the process of construction of the
exhibition, while we were seeking for the answers of these complex questions, new ones flourished. “The
wooden construct” exemplifies one these problems we have faced. My roles in the game were changeable:
a referee, a programmer, a player, and sometimes a spectator. With the wooden construct, | participated
as an sub-object. Hence, the process of pulling down the wooden construct signifies a point that this
exhibition is a game, which meditates en itsz?f and elucidates new issues concerning the process of
designing an exhibition and the position of the curator.

bazak genova

Isi plugturma siirecimde énem kazanan iskele benim igin buradaki eylemimi saglayan "ara-nesne”ydi. Onunla
yazi-haritamda bir yolculuk yagadim ve isimin bir parcasi haline geldi. Iskele’yi mekanda tutmaya karar
werdim, Ancak ayunun diger ac?»unculaﬂ tarafindan bu karar tepkiyle karsiland), Ginlerce serginin kansepti,
isim ve iskele dzering tartisldi. Tartigmalar sonunda yasanan tikamkhk belli bir sonucw da beraberinde
getiriyardu, Burada kiiratér bu oyuna aktif olarak katilacak ve benim de onayimla iskeleyi yikip, mekandan
pikaracakti. Bu oyuna yeni bir boyut katiyordu ve yeni sorular dogurueyordu. Sorun bir sergi mekanim tasanm
mantiginin dtesine tagimaktir, Uyum kadar uyumsuzluk da dnemlidir. Onemli olan sergi kurma, sergi paylagma,
sergi "slvecini” rahat birakma bilincinin alugmasidir. The weoden construct has become significant for me
during the J:moess of producing the art-work as an ‘inter-object” which enables my action. | have
experienced a journey through out my text-map and it has become a part of my work. So, | decided to
keep it inside. However, this caused an objection by the other participants of the game. We have argued
about the concept of the exhibition, my work and the wooden construct, !eini stucked after the discussions
have come to a Enmt of resolution. Here, the curator would merge into the game and pull down this
construction with my permission. This situation articulates new dimensions to the game and flourishes
new questions. The problem is to carry the exhibition beyond its design logic. Discordance is as important
as harmeny. The impertant thing is to build the consciousness of building up and sharing an exhibition

and leaving this process to its natural flow,
miirlivvet ftirkyilmaz

Ug sanatgn ve bir kiratér ortak bir u;alltma ile, artak bir dil alugturarak, artaya konulan konsept Dzerinden bir
sergi tasarladilar. Bu ortak dil ve ortak oyun iginde, sanatg kimligini ve konsepti ezmeden oyunu kurdulay,
Bu slireg iginde ortaya gikan iskele oyunun kurallar iginde yerini kaybetti. Oyunun sonraki asamasinda yikilan
iskele, benim igin dnemli bir soruyu tartigmaya agiyor: Bir sergi bagtan tasarlanip, dilzenlenebilir mi, yoksa
olusum sirecl iginde tasarlanandan bagimsiz olarak sergi kendi dilini Uretebilic mi? Three artists and a curator
have designed an exhibition around a concept by creating a commen language and common waork.
have constructed a game within 2 common language without losing the identities of the artist and the
concept with collaboration. The wooden construct which has emerged in this process has lost its place.
When it has been destructed at a later stage of the game, a question emerges which seems important to
me. Could an exhibition be designed and planned ?IN'I'I the start, or could the exhibition create its own
language as independent from what had been designed at the beginning? ses

Za. Zoran g an

Bu sergide, kiratdrin g’Elf;ﬁTdiﬂ konsept zerinden eszamanh galigmalar yapildi. Bu eszamanhibk, her sanatgimm

endi Iﬁlnln alusum asamasinda diger sanatgilarn islerini de goz ninde bulundurmasim kapsiyerdu. Her ig
difer isler hakkmda stz sahibi olabilecek ve birbirleriyle koﬂss!r]tin biitinlagine uymak kaydiyla konusacakt:,
Ancak iskele, yercekimini vurgularcasima heykelleserek diger islere ve sergiye aykim dilsen bir "konsept-iskele”
olmugtu. Serginin baginda kavramsal olarak ters diz Edi|ml?f1 istenen ALT-UST iliskisi istenenin tam tersi bir
etki olusturuyordu. Bu durum birlikte oynanan oyunun kurallanindan ¢ok uzakta, ;ilimin dénisiminii
gerektiriyordu. Dolayisiyla bu noktada kilrat@riin bir g6ziim bulmasi gerekliydi.. Within this exhibition three
synchronous works have been produced in terms of the concept that was developed by the curator, Baﬁ:k
senova. This synchrenicity offers an epportunity for every artist to consider other works within the
concept. However, the wooden construct brought about the possibility of becoming a heavy sculpture-
|i|t2djnl'm, “concept,” as if emphasizing gravity which is in opposition to the concept and other works
by zstrur)rin? the GROUND-CEILING relationship. This might have lead to the transformation of my work

and the curator had to find a solution to that... .
eser selen




ZEMIN- mekan yiizey katman
GROUND: space surface layer
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istanbul'da, belirli bir program olmadan, disiplinleraras: sanat galigmalanna timiyle agik biv mekan, Her tir

isitzsel ve gorsel platform igin atalye, sahne, sergi, dinleti ve gosteri mekani olarak gekillenen bir dikkan.

It is a place in lstanbul, open te interdisciplinary art activities without a specific programme. A store which is
designad for every kind of audio and visual platform as studio, stage, performance, concert and exhibition place
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