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DIKEN UZERINDE EGZERSIZLER

Giines Cinar’m Diken Uzerinde Egzersizler sergisi ii¢ yillik bir gézlem ve doga tefekkiiriiniin sonucunda ortaya
¢ikmis ve sanatgi kent yasamindan uzaklastigi bu donemde, insan-doga iliskisinin 6ziinde yatan celigkilerle
yiizlesiyor ve bizimle bu yiizlesmenin ¢iktilarin1 paylasiyor. Sanatci adina bu siiregte hayranlik ve hitkkmetme,
yakinlik ve yabancilagma gibi ikilikler celiskili bir bicimde bir araya geliyor. Yaputlar, 6ziinde, bu celiskilere dair bir
aragtirma ve meditasyon niteligini tagtyorlar. Cinar’m perspektifinde doga bir yansima ve hatira, ekolojik travmaya
taniklik eden ve bunu yenilenme potansiyeliyle atlatan yarali bir beden gibi goriiniiyor.

Sanat¢inin kavramsal yaklasiminin temelinde doganin ikiliklerini gdsteren bir motif olarak diken yer aliyor. Diken
izleyiciyi kendisine ceken ve uzaklastiran; bir yanda koruyan diger yanda yaralayan bir nitelige sahiptir. Ornegin
giizel bir giil davet eder ve uyarir, ama diken yaralama olasilig1 nedeniyle dikkat gerektiren bir giizelligi simgeler. iste
sanatg¢1 bu zengin sembolizmi yakaliyor ve yapitlari, dogayla iliskilerimizde var olan gerilimi goriiniir kilan, hakiki
ve mecazi dikenler, bosluklar ve gatlaklarla dolu gériiniiyor. Ayrica Diken Uzerinde Egzersizler giiniimiiziin ekolojik
krizinin insanhigin kolektif smavi oldugunu gosteriyor. Ormanlarin yakilmasi, sularin kirlenmesi ve hayvanlarm
yok olmasi giinliimiiziin smavlaridir ve doganin dokusu kadar insan varligmm gelecegini tehdit etmektedir. Diken,
burada bir isaret ve umuttur.

Sergi salt dogayla ilgili gibi gorlinse de sanatginin Onceki ¢aligmalarinin bir doniisiimii olarak goriilmelidir.
Gegtigimiz yillardaki projeleri kentsel doniisiim bolgeleri ve yikim alanlarina odaklaniyordu ve belirli imajlar,
kentsel ¢iiriimenin icinde doganm direnisinin mesajlarrydi. Diken Uzerinde Egzersizler, bu bakis agismi tersine
ceviriyor. Cinar artik sehirden dogaya degil, dogandan insana bakiyor. Bu asama bir siireklilik olarak okunmali:
Sanat¢inin kozmolojisinde sehir ve doga celigkili kavramlar degildir, ikisi diyalektik olarak deneyim alanlaridir.
Sergi kent bellegini dogaya tagimaktadir ve yapitlarda yikilmis binalarm hayaletlerini ve arazilerin ruhunu
hissedebilirsiniz. Simdi vurgu organik olana kaymustir; sanat¢1 doganin kendine has ritmini dinlemistir. Zira dogada
zaman yavaslar ve sehirdeki yiizeysellik kendini derinliklere birakir. Iste bu sessizlik, yapitlarda duyumsanan bir
doku haline dontisiiyor. Manzaralar sanat¢imim kendi igsel diisiinceleriyle bir tiir rezonansa giriyor ve sergi gozlemci
ile gbzlemlenen, sehir ile doga, bellek ile madde arasmdaki sinir1 ortadan kaldirtyor.

Sanatginin calismalarindaki bigimsel strateji, yiizeyi ele alis bigiminde yatiyor. Ornegin pastoral manzaralari
cagristiran Terra Incognita’ya yakindan bakildiginda yiizeyin sanki makine siddetiyle parcalandigi goriilityor. Etkisi
sarsicidir ve sanat tarihinde akla Lucio Fontana’nin tuvallerine attig1 kesikleri getirir. Ama Fontana’nin kesikleri
uzamsal sonsuzlugu ifade ediyordu, Cmar’m kesikleriyse yarali diinyayi isaret ediyor. Karsimizda bir manzara
var, ama bu imaj, doganin romantik idealizasyonundan vazgegis adma bilingli olarak zayiflatilmistir. Yapittaki her
catlak aym zamanda bir agiklik, potansiyel bir iyilesmeyi gosterir. Sanat¢i rolyefteki manzaray1 yaralayarak, yapitin
nefes almasini saglar. Ote yandan dikenli ahilarin {istiinde yer aldig1 kayalarin gatlaklarmdan organik bir maddenin
temsilinin ¢iktigi goriiliir. Bu kirik kayadan ¢ikan bir fidedir ve dayanikliligin gorsel olarak somutlagmig halidir.
Ciinkii ekosistemler bozulmanin ardindan yeniden canlanabilir; yaralar tam anlamiyla diizeltilemez; ama tanikliklar,
katlanilanlarin fiziksel kayzitlari olarak kalir.

Sanat¢1 yaban hayatimin yonetimine dair uygulamalarin farkli vechelerini hatirlatiyor ve bu eylemlerin her birinin
iz biraktigin1 animsatiyor. Bunlar, ihtimam ve siddet arasinda gidip gelen, doga ile aramizdaki pargalanmis iliskinin
belirtileridir.



Izleyici adina bu yaprtlarla karsilasmak dnemli bir deneyim olacaktir. Ornegin sergiye admni veren Diken Uzerine
Egzersizler, Cayir, Kagit, Tilki ve Zehirli Bahce calismalari agirbash bir giizellige sahipler. Bu estetik bastirilmus,
yirtilmig ve ardindan sessizce iyilesme olasiligini vurgulayan bir niteliktedir. Sanat¢i bdylece bizi sorular sormaya
itiyor: Bu yaralar iyilesebilir mi? Dogay1 yeniden evimiz haline getirebilecek miyiz? Yapitlar bize cevap vermiyor,
ama daha iyi bir sey yapiyorlar: Soruyu somut bir cerceve i¢inde sormamizi sagliyorlar ve sanatci tabiri caizse
bizi dikenin kenarina yerlestiriyor. Ote yandan Cinar’mn temalar1 dogal gevre ama plastik, regine, pleksiglas, beton
ve pasli metal malzemeler endiistriyel bir sozliikten geliyorlar. Yapitlarin ¢ogu gri tonlarda ve bu renk doganin
betimlenmesine uygun goriilmeyebilir. Ama Glines Cinar’m amagladigi tam da bu zitliktir. Modern teknoloji ve
kent yasamiyla iliskilendirilen malzemeler ve tiretim tekniklerini kullanarak giiniimiiziin doga algisimi bilingli bir
bigimde yansitiyor. Teknolojik iiretim dilini doga temsillerine uygulayarak bu hakikati yansitiyor ve dogal ve yapay
arasindaki sinir bulaniklastyor.

Sergi ayrica gecmis manzaralari igererek katmanlar olusturan yapitlari da iceriyor Ornegin sanatgi Aegidius
Sadeler’in graviirii Aziz Francis’le Kayalik Manzara’y1 yeniden kullaniyor ve bu pastoral sahneyi pleksiglasla
kapli katmanh pargalara ayiriyor. Baska bir yerde, Tavsan Avli Orman veya Coban ve Dort Keci Olan Selale isimli
kompozisyonlart da benzer sekilde klasik pastoral tablolardan 6diing almig, ancak bunlari kesintiye ugratmak
adma birden fazla diizleme boliiyor. Ardindan bu fiziksel bosluklarla statik sahneler, seffaf ve bosluklarla dolu hale
getirilmis. Cinar, bunu yaparak, sanat tarihindeki pastoral bolluk ideali ile ekolojik kirtlmanin hakikati arasinda bir
diyalog baglatmaktadir. Eski ustalarin resimlerinde yer alan yemyesil ormanlar ve mutlu hayvanlar burada yeniden
baglamlandiriliyor: hala mevcutlar, ama modern malzemelerle parcalanmustirlar.

Sanat¢iin yapitlart bir ayna tutuyor ve bizler hayvanlarda ve dogada kendimizden bir seyler, kendimizde ise
hayvanlar ve dogadan bir seyler goriiyoruz. Donna Haraway’in insanlig1 diger tiirlerle akrabalik kurmaya ve
antropomerkezci diinya goriisiinii yeniden-diisiinmeye ¢agirdigi gibi Ciar’mn Onerisi acil goriiniiyor. Melez figiirler,
insan ve doga arasindaki smirin ¢ok muglak oldugu, kimliklerin akiskan oldugu ve tiirler arasinda paylasildigi bir
gelecegin sembolleri olarak duruyor. Bu melez formlar bedensel hafiza ve travmaya deginiyorlar.

Diken Uzerinde Egzersizler bir yanda bireysel diger yanda kolektif bir karsilasma halidir. Bireyseldir, ciinkii
sanat¢min ig¢sel yolculugundan, yiizlesmesinden ve igindeki sehir ile g¢evresindeki ormanla uzlagmasindan
kaynaklanir. Kolektiftir, zira ¢evresel, etik ve varolussal bir ikilemin dikenleri iizerinde duran, bir esik aninda
yasadigini hissedenlere hitap eder. Sergi daha c¢ok diisiinme ve 6grenme igin bir alan sunuyor. Sergiyi gezerken,
kirilgan dallar hissetmemiz, ¢atlaklar ve golgeleri gormemiz, sessizlikteki sesleri hayal etmemiz isteniyor.

Diken batar, ama ogretir. Egzersizler, serginin Otesinde giinliik secimlerimizde, riizgari dinleme seklimizde
veya kaldirimdaki bir yabani otun direnisini fark etme seklimizde yatar. Sergi sanatin ayni zamanda tahribatin
tamg1 ve yenilenmenin tohumu olabilecegini hatirlatiyor. Diken iizerinde bu egzersizleri deneyimledikten
sonra nasil ilerlemeye karar verecegiz? Ya geri donilip uzaklasacak ya da kirilanlart onarmak igin umut dolu
girisimlerde bulunacagiz. Diken bizi bekliyor, bize meydan okuyor, bizi motive ediyor ve sonugta doniigiime
dogru yonlendiriyor.
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EXERCISES ON THORNS

Exercises on Thorns, Giines Cinar’s exhibition, emerges from three years of observation and contemplation
of nature. During this period of withdrawal from urban life, the artist confronts the contradictions inherent
in the human nature relationship and shares the outcomes of this confrontation with us. For Cinar, opposing
forces such as admiration and domination, intimacy and alienation, come together in a conflicted manner.
At its core, the body of work functions as an inquiry and a meditation on these tensions. In the artist’s
perspective, nature appears as a reflection and a memory a wounded body that bears witness to ecological
trauma while simultaneously overcoming it through its potential for renewal

At the heart of the artist’s conceptual approach lies the thorn, a motif that embodies nature’s dualities.
The thorn both attracts and repels; it protects on one hand and wounds on the other. A beautiful rose, for instance,
both invites and warns, while the thorn symbolizes a beauty that demands caution due to the possibility of
injury. Cinar captures this rich symbolism, and the works appear filled with literal and metaphorical thorns,
gaps, and fissures that render visible the tension embedded in our relationship with nature. Exercises on Thorns
also reveals the contemporary ecological crisis as a collective trial for humanity. The burning of forests, the
pollution of waters, and the extinction of animals constitute the tests of our time, threatening not only the fabric
of nature but also the future of human existence. Here, the thorn functions as both a sign and a source of hope.

Although the exhibition may seem to focus solely on nature, it should be understood as a transformation
of the artist’s earlier practice. In previous years, Cinar’s projects centered on sites of urban transformation
and destruction, where certain images carried messages of nature’s resistance within urban decay. Exercises
on Thorns reverses this perspective. The artist no longer looks from the city toward nature, but from nature
toward humanity. This phase should be read as a continuity: in Cinar’s cosmology, the city and nature are not
opposing concepts but dialectical fields of experience. The exhibition carries urban memory into nature; within
the works, one can sense the ghosts of demolished buildings and the spirit of the land itself. The emphasis
has now shifted to the organic; the artist has listened to nature’s intrinsic rhythm. In nature, time slows down,
and the superficiality of the city gives way to depth. This silence transforms into a palpable texture within the
works. Landscapes resonate with the artist’s inner reflections, dissolving the boundaries between observer and
observed, city and nature, memory and matter.

The formal strategy in Cinar’s practice lies in her treatment of surface. In Terra Incognita, for example, a closer
look at the pastoral landscape reveals a surface seemingly torn apart by mechanical violence. The effect is
unsettling and recalls Lucio Fontana’s slashed canvases in art history. Yet while Fontana’s cuts evoked spatial
infinity, Cinar’s cuts point to a wounded world. What we see is a landscape whose image has been deliberately
weakened as a rejection of the romantic idealization of nature. Each crack simultaneously functions as an
opening, signaling the potential for healing. By wounding the relief landscape, the artist allows the work to
breathe. Elsewhere, from the fissures of rocks upon which thorny bushes rest, an organic substance emerges
a sapling breaking through stone, visually embodying resilience. Ecosystems can revive after devastation;
wounds may never fully disappear, but traces remain as physical records of what has been endured.

The artist also recalls various practices related to the management of wildlife, reminding us that each of these
actions leaves a mark. These marks oscillate between care and violence and stand as symptoms of our fragmented
relationship with nature

For the viewer, encountering these works constitutes a meaningful experience. Pieces such as Exercises on
Thorns, Meadow, Paper, Fox, and Poisoned Garden possess a restrained beauty.

Their aesthetics emphasize suppression, rupture, and the quiet possibility of healing. The artist thus urges
us to ask questions: Can these wounds heal? Can we make nature our home once again? The works do not
provide answers, but they do something more profound they allow us to pose the question within a tangible
framework, positioning us, so to speak, at the edge of the thorn. While Cinar’s themes revolve around the
natural environment, her materials plastic, resin, plexiglass, concrete, and rusted metal derive from an
industrial vocabulary. Most of the works are rendered in shades of gray, a color not traditionally associated
with representations of nature. Yet this contrast is precisely Cinar’s intention. By employing materials and
production techniques linked to modern technology and urban life, she deliberately reflects our contemporary
perception of nature. Applying a technological language of production to natural imagery blurs the boundary
between the natural and the artificial

The exhibition also includes works that form layered compositions incorporating past landscapes. For
instance, Cinar reuses Aegidius Sadeler’s engraving Rocky Landscape with Saint Francis, fragmenting this
pastoral scene into layered sections encased in plexiglass. Elsewhere, compositions such as Forest with Rabbit
Hunt or Waterfall with Shepherd and Four Goats are similarly borrowed from classical pastoral paintings but
are divided into multiple planes to disrupt their continuity. These physical gaps transform static scenes into
transparent, fragmented spaces. Through this process, Cinar initiates a dialogue between the pastoral ideal of
abundance in art history and the reality of ecological rupture. The lush forests and content animals of the old
masters are recontextualized here: they still exist, but are fractured by modern materials

The artist’s works function as a mirror. We recognize something of ourselves in animals and nature, and
something of animals and nature within ourselves. Echoing Donna Haraway’s call for humanity to form kinship
with other species and to rethink an anthropocentric worldview, Cinar’s proposition feels urgent. Hybrid figures
stand as symbols of a future in which the boundary between human and nature is profoundly blurred, identities
are fluid, and existence is shared across species. These hybrid forms speak to bodily memory and trauma

Exercises on Thorns is both an individual and a collective encounter. It is individual, as it stems from the artist’s
inner journey, her confrontation, and her reconciliation between the city within and the forest around her. It is
collective, as it addresses those who feel themselves standing on the thorns of an environmental, ethical, and
existential dilemma at a threshold moment. The exhibition offers a space for reflection and learning. As we
move through it, we are invited to sense fragile branches, see cracks and shadows, and imagine the sounds
within silence

Thorns wound, but they teach. The exercises extend beyond the exhibition into our daily choices, the way we
listen to the wind, or how we notice the resistance of a weed pushing through the pavement. The exhibition
reminds us that art can be both a witness to destruction and a seed of renewal. After experiencing these exercises
on thorns, how will we choose to move forward? We may retreat and turn away, or we may undertake hopeful
efforts to repair what has been broken. The thorn awaits us, challenges us, motivates us, and ultimately guides
us toward transformation.
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