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APOTHERE

Zorbaligin Gélgesinde, Teselli ve Telafi Yiikseliyor

Gunumdiz diinyasi, blyUk bir kaosun icine bogulmus durumda; dyle ki,

bu entropik doga, Darwin’in “en uyumlu olanin hayatta kalmasi” yasasini
“en gicli, en acimasiz ve en gaddar olanin egemenligi” haline gelecek
sekilde déntstirmis gibi gériintiyor. Zorbalarin, siddet yanlisi gliclerin

ve baskici varliklarin hassas ruhlar, sakin kisilikler ve rasyonel zihinler
Uzerinde en ylksek kontrol bicimlerini uyguladigi bir cagda sunu sormaliyiz:
Nezaket, anlayis ve empatinin gtinimuzdeki degeri nedir? Telafi ve teselli,
himanist bireyselligin sekillenmesinde ve saglikli, demokratik bir toplumun
tesvik edilmesinde nasil bir rol oynar? Bu baglamda, telafi kavrami kayip,
dengesizlik veya eksikligin giderilmesinin &tesine gecer; &fke ve intikam gibi
hislerden giiciin yeniden kazanilmasina ve yetilerin olumlanmasina dogru
bir déntustimu ifade eder. Bu, kisisel, mesleki veya siyasi alanlarda bozulmus
olani onarmaya calisan proaktif bir tepkidir. Ote yandan, teselli kavrami
daha ince ama ayni derecede giicli bir sey sunar — iziintli, keder veya
hayal kirikligini yatistiran duygusal bir merhemdir. Sikintili anlarda, &ézellikle
de kelimelerin tek bagina yetersiz kaldigi durumlarda teselli saglayan sey,
yalnizca rahatlik degil ayni zamanda derin bir empati bicimidir.

Telafi ve Teselli

Kriz zamanlarinda telafi ve teselli prensiplerine umutsuzca ihtiyag duyulsa
da, bu prensipleri bulmak ve uygulamak giderek daha ender ya da zor
gérinmekte. Ancak, en karanlik anlarda bile umut asla sénmeyecek bir 1sik
olarak varligini strdurir. Sanat, bilim ve egitim uzun zamandir bizi ¢alkantili
firtinalar arasinda yénlendiren birer isik olmus, zorluklarin riizgarlarina
karsi direncle ayakta durmustur. Dogu Ozgiin'iin Ferda Art Platformdaki
son kisisel sergisi Apotheke (Almanca Eczane), hem 6zel hem de kamusal
hayata niifuz eden zorbalik ve tahakkim karsisinda teselli ve telafi
kavramlarinin ic ice gecmis dogasini arastiriyor. Sanatsal pratigi, adalete
duydugu derin ézlemden beslenen Ozgiin, her tiirlii zorbalik ve baskiya
karsi verdigi bitmek bilmeyen micadelesini eserleri araciligiyla yansitiyor.

Ozgiin, 2015 yilinda ilk kisisel sergisi Palimpsest Hafiza’da, tarihin éncelikle
guclulerin eylemlerini kaydettigi fikrini elestirel bir sekilde inceledi Gece
Provasi'nda (2020) insan olmayan varliklarin varolugsal miicadelelerini
arastirdi ve Takma Biyik'ta (2023) zorbay: sevgisiz, ihmal edilmis veya
yoksun birakilmis bir cocuk olarak ele aldi.



Dogu Ozgiin, Apotheke sergisinde zorbayla yillardir gerek zihninde
gerekse yuz ylze yasadigi icsel ve digsal catismayi yansitiyor. Bu stiregelen
mucadele, sanatcida sirekli kaynayan bir 6fke olarak tezahlr etmekte.
Sanatgi bu sergiye dair bir réportajinda, zorbaliga direnmenin onu da
zorba haline getirebilecegini kabul eder. Almanyanin ikinci Diinya Savasi
sonrasi gecirdigi déntisim, onun telafi arayisini ve bilgi yoluyla teselliyi
bulma cabasini derinden etkiler. Ulkenin gecirdigi derin sosyal, kiltiirel
ve politik degisimler, sanatciya &fkesini serbest birakma konusunda

ilham verir ve bu stire¢ hem sanatcinin kendisini hem de diinyanin genel
durumunu daha iyi anlamasina yardimci olur.

Ozgiin igin serginin 6zii “Telafi ve teselli zorbaliktan daha biydiktiir”
ctimlesinde 6zetleniyor. Ozgiin bu ifadeyi, Berlinde gecirdigi bir siire
zarfinda formile eder; Almanya’nin fasist gegmisinin vahsetine, ytkimina ve
zorbaligina ragmen, savas sonrasi saglikl bir yenilenmenin ve demokratik
olarak yeniden insanin ancak kisisel ve kolektif bir telafi streciyle —
tesellinin kabuliiyle — miimkiin olabilecegini fark eder. Ozgiin, bu tarihsel
yansimayi savaglar, zorunlu gégler, soykirimlar ve ekolojik felaketler de
dahil olmak lzere giinlimUz kiresel catismalarina ve evrensel krizlere
kadar genisletiyor. Ozgiin séyle bir sonuca variyor; hem kisisel gelisim
hem de kolektif iyilesme i¢in, sorumluluk almak ve olumlu degisimi tesvik
etmede aktif bir rol oynamak, telafi ve teselliyi hayati katalizérler olarak
benimsemeyi gerektirir.

Anlamli bir toplumsal déntistim, devrimlerin ve kiltirin birlesimine bagli
oldugu kadar sanatsal evrimlere de baglidir. Ozgiin'e gore sanat ideolojik,
sosyolojik ve ekonomik direnisi temsil eder ve dogasi geregi her tirli
baski sistemine karsi yikici bir glice sahiptir. Sanat, kisinin diinyaya kék
salmasinin ve kendini, gercekligi alternatif perspektiflerden algilamasinin
bir aracidir. Sanat ayni zamanda toplumdan, bireylerden ve manipulatif
odul ve ceza mekanizmalarindan geri adim atarak, degisimi tetiklemek
icin mevcut yapilara meydan okuyan fikirlerin yaratiimasina olanak tanir.
Sonugta sanat, baskici sistemlerin dayattig baskilari azaltir, 5nemsizlestirir
ve onlara meydan okur; hem de bunu onlarin kisitlayici araglarina
basvurmadan yapar.

Apotheke

Apotheke sergisi, cesitli tematik gruplar halinde diizenlenmis on bes
resimden olusan bir secki sunuyor. Serginin baslig, Dogu Ozgiin'in bir
iyilesme mekani olarak yorumladigi Almanca eczane kelimesine génderme
yapiyor. Bu baglamda Apotheke sergisi, izleyicilerin kendi rahatlama ve
iyilesme bicimlerini arayabilecekleri bir alan olarak gériilebilir. Ozgiin,
Kalndeki Kolumba Muzesi'nden esinlenerek Yabanci ve Tiranlik resimlerini
uretir. Bu olaganisti binayi ziyareti sirasinda, mimarin yikima karsi
duydugu “merhamet” onu ¢ok etkiler.
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Sanatgi, kirillan, yipranan ya da hasar géren her seyin hizla
degersizlestirildigi ve atildigi bir diinyada, mikemmellik ve tstin verimlilik
arayisinin ana akim ve glic merkezleri diginda kalan her seyi -yaslilar,
kadinlar ve hatta hayvanlar da dahil olmak tzere- sistematik olarak
marjinallestirdigini gézlemler. Ozgiin'e gére Kolumba Miizesi, gecmis ve
Steki icin empatiyle insa edilmis bir yer; yikimin silinmedigi, varolusun

bir parcasi olarak kabul edildigi bir kurum. Sonsuza dek ayakta kalmaya
calismaz, aksine koruma ve birlik yoluyla stirekliligi saglamaya calisir.

Yabanci'nin uzun ve dar tuval formati nedeniyle, tasvir edilen kadin,
devasa bir tas heykeli andirir. Ozgtiniin figiiriin ylizeyine isledigi rolyefler,
Kolumba Muizesinde bulunan kalintilarin ve katedral duvarlarindaki
karmasik oymalarin ¢agdas birer yankisi olarak okunabilir. Figtirtin
bedeninde yer alan imgeler katedralin icindeki Isa’nin vakur ikonlarini
cagristirir ve bu imgeler askerler ve esirlere gonderme yapar. Ozgiin bu
calismasi, savasin ve baskinin etkilerini, bir gogmenin zihnine kazinan
kalici korku ve kederi yansitmaya calismaktadir. Figlir, gegmise duyulan
aci dolu bir 6zlem ile bir zamanlar aradigi seyden kagmasi gerektiginin
kabull arasinda sikismig gibi gériintr. Bacaklarinda grafiti tarzinda yazilmisg
incilden bir ayet okunmaktadir: “Yabancilara konukseverlik géstermeyi
unutmayin, ¢linki béyle yaparak bazi insanlar bilmeden meleklere
konukseverlik géstermis olurlar” (ibraniler 13:2). Bu ayet, acik fikirli
olmanin, bilinmeyene nazik davranmanin ve yeni insan baglantilarini korku
ya da ényargi olmadan kucaklamanin gerekliligi ve degerini vurgular.

Bize yabanci olanlara iyilik yapmanin 6nemini ve yeni kisilerarasi iliskileri
korkusuzca, 6nyargisizca kucaklamanin degerini hatirlatir.

Modern kiyafetler giymis geng bir kadinin tasviri, bedeninin gri, blok
benzeri yapisiyla keskin bir tezat olusturur. Kadin, blyik tas pargalarindan
olusmus gibi gérinir ve bu pargalar, birbirlerine tam olarak oturmayan,
uglari ve birlesim noktalari disa tasan bir bigimde birlestirilmistir. Bu
parcali yapi ona kirik ve dengesiz bir gérintm verir. Elbisesinin Gzerindeki
kabartma benzeri oymalar antik caglardan ve yabanci kilttrlerden
motifleri cagristirir. Sag bacaginin ve omzunun bazi kisimlari ya zamanin
gecmesi ya da gegmisteki ikonoklast eylemler nedeniyle aginmis gibi
gériindr. Bu modern figiir siddet dolu bir tarihin izlerini ve kalintilarini tasir,
aci ve yikim onun déntsimini sekillendiren kuvvetlerdir. Kadin gériintste
tastan oyulmus olsa da, ¢oklstin esigindedir. Bacaklarindaki grafitiler
figirtin varhgini, cagdas kentsel yasama baglar; tipki metropoliin anonim
beton diinyasinda genclerin duvar yazilari ve sokak sanatiyla kendilerini
gorindr kilmalari gibi, bu figiir de kendi kimligini tasa kazimaktadr.

Figiir durumunun farkinda degil gibi goziikiir. izleyiciye yiiziinii dénmez,
bu da herhangi bir dogrudan iletisimi imkansiz kilar. Figlirtin sadece sirtini
ve basinin arkasini géririz, sanki gériinmeyen bir seye dalmis gibi 6ne
dogru egilmistir.
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Belki telefonuna bakiyor, cantasindan bir sey aliyor ya da sadece énlindeki
yere bakiyordur. Gergek eylemleri belirsizligini korur. Modaya uygun glines
gozltklerinin ardina gizlenmis gozleri, bakislari ve niyetleri hakkinda higbir
ipucu vermez. Bu belirsizlik ona evrensel bir nitelik kazandirir — modern
insanligin bir sembolu haline gelir, gegmisin harabeleri tizerinde ayakta
durmaya calisan ¢agdas toplumun bir anitina dénustr. Ve yine de o hala
bir yabancidir —pargalanmis ve uzak.

Arka plan, kompozisyon icinde ¢arpici bir kontrast saglar. Yumusak
turuncu ile hafif menekse tonlari arasinda degisen sicak renkler,

kadinin opak grilerine dogrudan karsitlk olusturur. Kadinin tizerinde
durdugu zemin ve arkasindaki bosluk pop art, kitsch ve reklam estetigini
animsatan renklerle boyanmistir. Ancak bu gevre, belirli bir mekan ve
zamana dogrudan génderme yapmaz ve arka plani hem mekansal hem
de zamansal olarak belirsiz kilar. Bu baglam yoklugu, figliriin estetik ve
kavramsal dogasiyla mikemmel bigimde iliskilenir. Figtir, yabanci bir
cevrede kaybolmus, anonim bir “yerinden edilme aniti"dir.

Dogu Ozgiin ne sanatsal iisluplara bagli kalir ne de kendisini herhangi bir
ekol ya da sanat akimiyla 6zdeslestirir. Yine de, Alman ve Kuzey Avrupa
resim ve heykel tarihine duydugu hayranlik, figir kullaniminda ve siklikla
ahlaki, etik veya elestirel boyutlar tasiyan eserlerinin anlatisal karakterinde
belirgindir. Ancak Ozgiin, tslup kavraminin kendisini basli basina absiirt
bulur. Taklit edilme riskinden kaginarak, kategorize edilmesi kasitl olarak
zor bir sanatsal dil gelistirmistir. Ona gére turler ve Usluplar performatif bir
dogaya sahiptir— turler ve Usluplar dinamik, akigskan ve stirekli dontistim
halinde olmalidir. Ozgiin'iin figiire parcali yaklasimi, hem gercekgilik hem
de gercekusticulikle baglanti kurar, didaktik ve polemikgi tutumdan
kaginir. Eserler gercekgiligin kuralci anlatilara ve ideolojik talimatlara

olan yénlendirmeleri reddeder. Ayni sekilde, Surrealizm’in bilingaltina
yonelik kagisini ve insan ruhunun gizli gerceklerini agiga ¢ikarmak gibi
itopik bir iddiayl benimsemez. Bunun yerine Ozgiin'in calismalari, tarihin
tutarsizliklari ve gagdas hikaye anlatiminin uydurmalariyla elestirel bir
sekilde ilgilenerek temel varolugsal sorular ortaya atar.

Tiranlk adl resim de benzer bir sanatsal yaklagimi yansitmaktadir. Ancak
bu kez figir izleyiciye dénuktir, yine de kimligi klasik antik dénemi
animsatan mimari tas unsurlarin altinda gizlidir. Yari anit, yari insan figtirt
olan &éznenin kollari var, bacaklari yok, gévdesi var ama basi yoktur.
Hareket edemez, konusamaz ya da géremez. Sessizlige mahkum edilmistir,
hareketsizdir ve ne bir hatip ne de otoritenin kesin bir temsili olarak

islev gérebilir. Tagin ylUzeyini kaplayan harfler, parcalanmis sézctkler ve
anlamlar bulmacasi gibidir. Gergekligi kavramamizi saglayan temel sistem
olan dil, burada “islevsiz” hale getirilmistir. Birbirine bagli, rasyonel bir yapi
olusturmak yerine, tutarsiz parcalara ayrilmistir.
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Tiran isiltili yildizlarla dolu bir gecenin kubbesinde hakimiyetini
kaybetmistir. Eserde yer alan heykelsi referanslar artik gérkemli glic
sembolleri olarak degil, anlamsizliga yenik diismus bir diinyada kaybolmus,
unutulmus bir medeniyetin i¢i bos kalintilari-anitlari olarak durmaktadir.
Ozgiin'iin resimlerinin temsile ve somuta yéneldigi Apotheke'de bile,
portre serisi Telafisi Olmayanlarda gérildugi gibi, resimler muglakligini
ve esrarengiz dogasini korur. Sanatgi bu seride, tedirgin edici bir gercekle
yuzlesen ti¢ geng kadinin hikayesini neredeyse dingin glilimsemelerle
anlatir. Kadinlar aglamak ya da sikayet etmek yerine, sebep olduklari
yikimin sorumlulugunu kabul eder ve ileriye bakmaktadirlar. Ozgiin,
erkek egemen bir toplumda dezavantajli olduklarini distindGgu igin

kadin kahramanlari bilincli olarak se¢mistir. Ozgiin'e gére erkekler cabuk
Sfkelenir, kolayca tizllir ve hiddetlenmeye yatkindir, kadinlar kendi
iclerinde hem telafi hem de teselli bulma konusunda ¢ok daha buytk bir
kapasiteye sahiptir.

Resimler, kadrajin digindaki bilinmeyen bir olaya veya figiire dogru
gulimseyen geng kadinlarin yart monokrom, bas ve omuz portreleriyle
karakterize edilmistir. Ylzleri hafif firca darbeleri ve ince boya katmanlar
ile taslak benzeri bir sekilde boyanmistir. Serideki her arka plan tek renkli
bir renk alanindan olusur. Belirgin bir doku ya da jestten yoksun bu diz
yuzeyler, 6n plandaki los, incelikle islenmis yuzlerle carpici bir kontrast
olusturur. Yabanci ve Tiranlik’ta oldugu gibi, arka plan hem mekansal hem
de zamansal olarak tanimsizdir ve ezici bir kayip ve yerinden edilme hissini
guclendirir. Kahramanlarin gegcmisleri ve kisisel anlatilari gizemini korurken
kimlikleri bilinmez. Portrelerin tizerinde, Uniformali geng kadin imgeleri,
semsiyelerin altinda toplanmig insan gruplari ve buz pateni yapan cift gibi
ek unsurlar yer alir. Bu ¢cok katmanli kompozisyon eklektik, cogulcu ve
heterojen bir estetik yaratir. Bu gérsel pargalarin karsilikli etkilesimi, birden
fazla anlati ve boyutun ayni anda bir arada var oldugu ¢agdas gercekligin
parcalanmis, buttinsel dogasini yansitir.

Dogu Ozgiin, portre resmine yenilikgi bir yaklagim getirerek onu
geleneksel temsil islevinden kurtarir. Ozgiin'iin eserleri, sabit bir hikiyeye
sahip belirli bir bireyi yakalamak yerine, acik u¢lu bir yorumlama
platformuna doniisir. izleyiciyi kendi deneyimlerini ve duygularini

tuvale yansitmaya davet ederek sanat eseriyle derinlemesine kisisel bir
iliski kurmasini saglar. Benzer bir strateji, Dr. Bekleyis ve Kaba Sakalda
goriiliir; burada Ozgiin farkli nesne ve sembolleri tek bir kompozisyonda
birlestirerek ¢coklu yorum olanaklari sunar. Sanatgi, tanidik bir pop

kiltir referansini tersine cevirerek, Temel Reis’in mucizevi gliciiniin
gercek kaynaginin ispanak degil, Bati'nin sanayi glicti oldugunu, bunun
da konserve gida tGretme kapasitesiyle sembolize edildigini agiga cikarir.
Bu resim, sézde “barbarca,” “ilkel” veya “sert” glicin nihayetinde sanayi
retiminin iktidariyla dizginlendigini gosterir. Kaba Sakal resmindeki figtr
kaybetmekten bikar ve sonunda konserve ispanak yemeyi kabul eder.
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Bu 1spanak, gliciint arttirmak yerine onu tiras ederek temizler. Artik
purlzsiuz bir ylize, modaya uygun gézliklere ve Gap markali bir tisorte
sahip olan Kaba Sakal déntismis —modern, Batililasmis bir erkek olarak
Safinaz'in dikkatini cekmeye hazirdir. Bu baglamda ispanak, kaybettigi
benligin telafisinin bir sembold, kiltirel asimilasyon ve endistriyel
tuketim kiltirinin dayattigl uzlagsma ve déntisimlerin bir metaforu olarak
karsimizda belirir.

Dogu Ozgiin'in Dr. Bekleyis'i beklemekten bitap dismiis bir kadinin
portresidir. Kadinin hayal kirikligi, baginin Gzerinde duran ¢aydanliktan
yukselen ve burnundan kacan buharla gérsel olarak ifade edilir ve hem
bastirilmig 6tkeyi hem de zamanin yavas gecisini simgeler. Resim, ¢iirtime
ve bozulmaya katlanan birinin zorluklara ragmen ayakta kalma miicadelesini
yansitmaktadir. Nihayetinde eser, sabir ve zamanin iyilesmeyi getirdigini
éne siirer. Ozgiine gére kadin teselliyi hemen harekete gecmekte degil,
zamanin sessiz tahammuliinde arar. Apotheke'deki bir diger ilgi cekici

seri, Ozgiin'iin satranc serisi olarak adlandirdigi, kayip deneyimiyle basa
ctkmanin farkl yollarini arastiran bir seridir. Bu seri endise, korku, kayg

ve dehset gibi duygularin kisinin gerceklik algisini nasil carpittigini inceler.
Ozgiin, insan figlirlerini bir satrang tahtasi tizerine dizer ve onlari satrang
taslari gibi konumlandirir. Hepsi birbiriyle temas halinde olsa da, higbirinin
net bir stratejisi veya yonu yok gibi gérinmektedir.

Ozgiin, Evhamlar, U¢ Acayip Kafadar ve Kural Tanimaz Siiriiciide
cocukluk ya da ilk genclik dénemindeki figtirleri bir oyun oynar gibi
resmeder. Ancak beden dilleri ve ifadeleri, sanki zaman durmus gibi,
kaskati ve donuktur. Hareketsiz, kendi varoluslari igcinde hapsolmus gibi
dururlar, hareket edemez, kimildayamaz ya da o andan kurtulamazlar.

Bu (¢ resimde yinelenen bir diger motif de satranc tahtasidir. Ozgiin

icin satrang, prensipler, stratejik diisinme ve kesin hedef gerektiren

bir oyundur. Bir oyuncu oyunda kalmak icin odaklanmay ve disiplini
strdirmelidir. Genel olarak oyunlar streklilik, rol dagilimi, kargilikli keyif ve
rekabet saglayan yapilandirilmis kurallar tizerine insa edilir. Ancak Ozgiin,
satran¢ oyununda rekabet heyecani, oyun keyfi ve hatta kazanma azmi gibi
duygularin bastirildigini ve stratejinin kati mantigina yénelindigini vurgular.
Duygusal durtiler islevlerini yitirir, hedef odaklilik her seyden énemli hale
gelir. Hizalanmis bir tren gibi, tim parcalarin yapilandiriimis bir sistem
icinde uyumlu sekilde galismasi gerekir.

Ancak Ozgiiniin resimlerinde hicbir sey diizenli ya da mantiksal bir sirayi
takip etmez. Satrang tahtasi, yapilandirilmis bir oyun alani olmaktan ziyade,
bir belirsizlik ve dizensizlik alani haline gelir. Oyunun iki temel bileseni olan
anlam ve algi belirsizlik icinde ¢ézulur.



Strateji, diizen ve dnceden hesaplanmasi gereken bir sonraki hamle gibi
satrang oynamak icin gerekli temel kavramlar Ozgiin‘in resimlerinde
dnemini yitirirken, figiirlerin rolleri de gizemini korumaya devam eder. Bir
kez daha, resimsel anlatima yonelik pargali yaklasimi, resimlerin dogrudan
veya aninda yorumlanmasini engeller. Bunun yerine, izleyiciye dagilmis
parcalari bir araya getirme ve kendi alg ve gerceklik oyununu kurma firsati
sunulur — bu oyun, geleneksel bilgi tretme ve bilgi aligverisi ydontemlerini
asan bir deneyim yaratir.

Ozgiin'e gére, satrang serisinde resmedilen cocuklar, oyunu devam
ettirmek igin fedakarliga, isbirligine ve ortak cabaya agiklardir. Ancak,
kazanmak icin gerekli olan stratejik distinceden uzaktirlar. Gergek bir
isbirligi icin gereken rasyonaliteyi kavrayamazlar. Bu sekilde, Ozgiin onlari,
benmerkezci ve nihayetinde yénsiiz olan amansiz bir rekabet déngtistine
hapsolmus olarak sunar. Resimler, bagskahramanlarin oyunu strdiirmeye
ve zafer kazanmaya gereginden fazla odaklandiklarini éner surer, bu asirihik
sebebiyle basarili olmak icin gerekli olan eylemleri gézden kagirirlar.
Apotheke sergisinde ¢cocuk, diinyanin nasil kavranilacagini sekillendirecek
kritik kararlarin ve belirleyici anlarin esiginde duran — amator bir oyuncu
tavriyla, sembolik bir figiir olarak ortaya cikar.

Parcalanma, Ozgiiniin kahramanca eylemleri ve trajik fedakarliklari

icin agir bedellere katlanan bazi mitolojik kahramanlara odaklandig
mozaik benzeri resim serisinde 6nemli bir rol oynar. Sanatgiya gére bu
“bedel” sadece aciyi degil, gercekligin kabuliini temsil eder ve tesellinin
baslangicina yénlendirir. Bu eserlerde mitolojik kahramanlar gecikmis,
anlagilmasi zor ve eylemlerinin sonuglariyla ytuzlesmek icin miicadele eden
kisiler olarak gortnurler.

Anlatilari ne gérkemli ne de ytceltilmistir; bunun yerine, kader ve
sorumluluk hakkinda derin bir belirsizligi ortaya koyarlar. Estetik agidan
kompozisyonlar stirekli olarak eksik kalir; imgelerin parcali dogasi tam bir
butinlige direnmektedir. Cogulcu ve heterojen referanslari nedeniyle
bu eserler, tarihsel ve cagdas gorsel dilleri bir araya getirerek katmanl ve
bitiinsel bir deneyim yaratir. Ozgiin, mozaik, geleneksel Tiirk sanati ve
seramik tekniklerinden bicimsel unsurlari, grafiti, endustriyel malzemeler
ve mimari yapilar gibi cagdas referanslarla kusursuz bir sekilde birlestirir.
Sonug, tekil yorumlari reddeden, bunun yerine ¢oklugu ve celiskiyi
kucaklayan sanatsal bir dildir.

Ozgiin mitolojik dykilerin yalnizca bigimini degistirmekle kalmaz, icerigini
de yeniden yapilandirir. Theseus ve Minotorda kahraman Theseus ile
labirentin canavar tutsagi Minotor arasindaki karsilasmayi yeniden hayal
eder. Ozgiin, bu karsilasmay siddetli bir yiizlesme olarak tasvir etmek
yerine, bir ask hikdyesinin ilk karsilasmasina dénustirar.
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Ozgiin'e gore Theseus ve Minotor, dogrudan adalet temasini isledigi icin
Apotheke icinde 6nemli bir eser. Ozgiin, adalete keder merceginden
baktiginda, sergi boyunca stiren tartismanin -dogal olarak- teselli ile
ekonomi, hukuk, egitim ve saglik gibi sosyal gercekler arasindaki iliskiye
kaydigini savunur. Sanatgi, haksizliga ugramis birinin intikam arzusuyla
yanip tutustugu durumlarda, hicbir seyin tesellinin kendisi kadar tatmin
edici -ya da onarici- olamayacagini, bu gibi durumlarda tesellinin bir adalet
bicimi olarak islev gérdugini éne sirer.

[simsiz I, Antik Yunan efsanesi Iphigeniadan ilham aliyor. Hikaye, Kral
Agamemnon'un askeri bir seferin arifesinde, av tanricasi Artemis igin
kutsal sayilan bir geyigi 6ldirmesiyle baslar. Bunun tzerine Artemis bir
firtina géndererek filosunun denize agilmasini engeller. Havanin dizelmesi
icin tek bir sart sunar: Agamemnon, kizi Iphigenia’yr onu yatistirmak igin
kurban etmek zorundadir. Resim, mitolojik anlatilarin cogunda merkezi
bir tema olan “bedel deme” kavramini irdelemekte. Ozgiin, hatalar

ve sonuglari arasindaki kaginilmaz bagin altini ¢iziyor — her ikisinde de
bedel 6denmesi gerekiyor. Ancak, iki tir 6deme arasinda bir fark gézetir:
isteyerek yapilan ddemeler, ézgiirliige yol acabilirken; ertelenmis bedeller
ise sonunda lanet olarak kendini gésterir.

Resim, ormanda dzglirce kosan bir geyigi tasvir etmek yerine, eksik
pargalarin ve uyumsuz unsurlarin her tirld tutarhlik duygusunu bozdugu
parcalanmis bir sahne sunuyor. Higbir parca digeriyle mikemmel bir
sekilde hizalanmiyor; her parca bitisigindeki muadiline ¢cok benziyor

ama asla tam olarak buttinlesmiyor. Bu gorsel kopus, telafi igin sanatsal
bir metafor iglevi gérir. Kompozisyonun bitini, gegmis trajedileri geri
almak mumkiin olmasa da, bir tir telafinin -ne kadar kusurlu olursa olsun-
erisilebilir oldugunu dustinddrir.

Ozgiin, estetik, kavramlar ve temsil bicimleriyle olan iliskisinin Gtesinde,
resimlerin bir sergi mekaninda sergilenmesinin geleneksel yollarini

da sorgular. Buna karsilik, resimlerin duvarlara geleneksel olarak
yerlestirilmesine meydan okuyan deneysel sunum yéntemleri gelistirmistir.
Tuvallerine heykelsi bir bakis agisi getirerek, onlari galeri duvarinin statik
sinirlarindan fiziksel olarak ¢ikarir ve t¢ boyutlu uzama entegre eder.

Ornegin, Yabanci ve Tiranlik'ta Ozgiin, tuvalleri yiik arabalarina monte
ederek birbirlerine dogrudan karsit olarak konumlandirir. Bu diizenleme,
magduriyet ve baskinin sabit durumlar degil, daha genis sosyo-politik
manzarada degisen roller oldugunu 6ne surerek, temalarinin akigkanligini
ve degistirilebilir dogasini pekistirir.
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Sergi mekaninda, Telafisi Olmayanlar serisinden li¢ portre, bir glivenlik
kamerasi sistemini andiracak sekilde diizenlenmistir. Ozgiin bu resimleri,
mikemmel isleyen bir gézetleme agini, galeri ortamini tedirgin edici bir
kopuklukla izleyen, her zaman tetikte, her yerde hazir ve nazir bir gliic
olarak tasavvur eder. Aldiklari egitim sayesinde bu figiirler, duygulardan,
korkulardan ya da kisisel kayiplardan etkilenmeden mutlak bir kontrol
saglar.

Sanatci onlari kasith olarak telafi, teselli ve hatta fiziksel bag kurma
ihtiyacindan yoksun, sogukkanli figiirler olarak resmeder.

Apotheke, sergi ziyaretgilerine Dogu Ozgiinin cok katmanli galismalarina
kendilerini kaptirmalari i¢in cazip bir firsat sunuyor. Sanatginin farkli
estetik ve kavramsal yaklagimlarla kurdugu olaganistu iliski, eserlerine
derinlik ve anlam katar. Resimleri, figliratif ve temsili resmin geleneksel
sinirlarini asarak estetik cogulculuk, bicimsel eklektizm ve entelektiel
buttinselligin heyecan verici bir etkilesimini kucaklar. Calismalarinin

cok katmanli dogasi, yasamin strekli degisen akisinin 6zini yakalayarak
gercekligin entropik durumunu yansitir. Polemige ya da didaktizme
basvurmadan, Ozgiin'in calismalari cagdas diinyamiz tizerine elestirel bir
yansima sunar.

Estetik anlamda sundugu aciklik, izleyicileri kendi yasam deneyimlerini
esere tagimaya davet ederek son derece kisisel ve yorumlayici bir
etkilesimi tesvik eder. Ayrica, yenilikgi bicimsel stratejileri geleneksel
sanatsal kategorilere meydan okur. Belirli eserlere heykelsi unsurlar
entegre ederek, resmin geleneksel sinirlarini genisletir ve hem gérsel
etkisini hem de kavramsal erisimini arttirir. Bu yaklagimiyla Ozgiin, resmin
bir arac olarak kapsamini yeniden tanimlar ve siiregelen evrimine aktif
olarak katkida bulunur.

Nihayetinde Apotheke, telafi ve tesellinin hem bireysel hem de kolektif
refahin sekillenmesindeki temel roltinii 6n plana cikartir. Dogu Ozgiin'in
karanligin ortasinda 15181 bulmaya olan sarsilmaz inanci ve zorbaliga

karsi direnisi, eserlerinde glicli bir sekilde yankilanir. Zorba ancak

biz kendimizi hor gérilmeye, korkutulmaya ve manipule edilmeye

izin verirsek kazanabilir. Zorbalar zayif, pasif ve sessiz olanlari avlama
egilimindedir. Bu ytizden giiclu, aktif ve yliksek sesli olalim!
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APOTHERE

In the Shadow of Bullying, Consolation, and Compensation Rise

Today's world is engulfed in overwhelming chaos, where its entropic
nature appears to have mutated Darwin's law of “survival of the fittest”
into a brutal doctrine of “dominance of the strongest, the cruelest,

and the most ruthless.” In an era where rowdies, violent forces, and
oppressive entities exert the highest forms of control over sensitive
souls, composed personalities, and rational minds, we must ask:

what is the current value of kindness, understanding, and empathy?
What role do compensation and consolation play in shaping humanist
individuality and fostering a healthy, democratic society? In this context,
the notion of compensation extends beyond mere reparation for loss,
imbalance, or deficiency; it signifies a transformation from anger and
revenge to the reclamation of strength and the affirmation of abilities.

It is a proactive response, striving to restore what has been disrupted

in personal, professional, or political realms. On the other hand, the
concept of consolation offers something subtler yet equally powerful—it
is an emotional balm that soothes sorrow, grief, or disappointment. It

is not merely comfort but a profound form of empathy that provides
solace in moments of distress, especially when words alone fail.

Compensation and Consolation

The principles of compensation and consolation are desperately needed
in times of crisis, yet they often seem increasingly rare or difficult to find
and implement. However, even in the darkest moments, hope persists
as an unwavering light that can never be extinguished. Art, science, and
education have long served as beacons guiding us through turbulent
storms, standing resilient against the winds of adversity.

Dogu Ozgiin's latest solo exhibition, Apotheke (German for Pharmacy),
at Ferda Art Platform, explores the intertwined notions of consolation
and compensation in the face of bullying and domination that pervade
both private and public life. His artistic practice emerges from a deep
yearning for justice, with Ozgiin reflecting on his relentless and ongoing
struggle against all forms of tyranny and oppression. Already in his first
solo exhibition, Palimpsest Memory in 2015, Ozgiin critically examined
the idea that history primarily records the actions of the powerful. In
Night Rehearsal (2020), he explored the existential struggles of non-
human entities, and in Fake Mustache (2023), he unveiled the bully as a
loveless, neglected, or deprived child.
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In Apotheke, Dogu Ozgiin reflects on his years of internal and external
conflict with the bully, whether in his mind or face-to-face. This ongoing
struggle has manifested as a constant, simmering anger. In an interview
for this exhibition, the artist admitted that resisting bullying could have
led him to become a bully himself. Nevertheless, his search for paths

of compensation and his willingness to embrace consolation through
knowledge were deeply influenced by Germany’s post-World War Il
transformation. The country’s profound social, cultural, and political shifts
inspired him to release his anger, helping him to better understand both
himself and the broader state of the world.

For Ozgiin, the essence of the exhibition is encapsulated in the phrase
“Compensation and consolation are greater than bullying.” He formulated
this statement during a stay in Berlin, where he recognized that despite
the brutality, destruction, and tyranny of Germany’s fascist past, it

was only through a process of personal and collective compensation—
paired with the acceptance of consolation—that a healthy renewal and
democratic reconstruction were made possible in post-war Germany.
Ozgiin extends this historical reflection to contemporary global conflicts
and universal crises, including wars, forced migrations, genocides, and
ecological disasters. He concludes that taking responsibility and playing
an active role in fostering positive change necessitates embracing
compensation and consolation as vital catalysts for both personal growth
and collective healing. Any meaningful social transformation depends on
a combination of revolutions and cultural as well as artistic evolutions.
For Ozgiin, art embodies ideological, sociological, and economic
resistance, possessing an inherently disruptive power against any system
of oppression. While art is a means of rooting oneself in the world and
perceiving reality from alternative perspectives, it simultaneously offers
the ability to step back from society, from individuals, and from the
manipulative mechanisms of reward and punishment to allow for the
creation of ideas that challenge existing structures to trigger change. In
the end, art reduces, trivializes, and challenges the pressures imposed by
oppressive systems—without resorting to their restrictive tools.

Apotheke

Apotheke presents a selection of fifteen paintings, organized into various
thematic groups. The title refers to the German word for pharmacy,
which Dogu Ozgiin interprets as a place of healing. In this context, the
Apotheke exhibition can be seen as a space where viewers may seek their
own forms of relief and restoration. Inspired by the Kolumba Museum

in Cologne, Ozgiin created the paintings Stranger and Tyranny. During
his visit to this extraordinary building, he was struck by the architect’s
“compassion” for destruction.
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In a world where anything broken, worn out, or damaged is quickly
devalued and discarded, he observed that the pursuit of perfection and
supreme efficiency systematically marginalizes everything outside the
mainstream and the centers of power—including the elderly, women,
and even animals. For Ozgﬂn, the Kolumba Museum is a place built with
empathy for the past and for the other—an institution where destruction
is not erased but acknowledged as part of existence. It does not attempt
to endure indefinitely but rather seeks to ensure continuity through
protection and unity.

Due to the long, narrow canvas format of Stranger, the depicted woman
resembles a massive stone sculpture. Ozgiin rendered reliefs across the
figure's surface, interpreting them as contemporary echoes of the ruins
found in the Kolumba Museum and the intricate carvings on the cathedral
walls. The imagery on her body refers to soldiers and captives, evoking
the solemn icons of Christ inside the cathedral. Through this work, Ozgiin
seeks to reflect the effects of war and despotism—the lingering fear and
grief imprinted on the mind of a migrant. The figure appears caught
between a painful longing for the past and an acceptance of the need to
escape from what she once sought.

On her legs, a scripture from the Bible, written in graffiti style, reads: “Do
not forget to show hospitality to strangers, for by so doing, some people
have shown hospitality to angels without knowing it” (Hebrews 13:2). This
verse underscores the necessity of remaining open-minded, extending
kindness to the unknown, and embracing new human connections
without fear or prejudice. It emphasizes the importance of being open-
minded and doing good for those who are unknown to us. Additionally, it
underlines the value of embracing new interpersonal relationships without
fear or prejudice.

The image of a young woman dressed in modern clothing starkly contrasts
with the gray, block-like composition of her body. She appears to be made
of large stone pieces, loosely assembled so that their edges and meeting
points extend beyond each other’s limits. This fragmented structure gives
her a broken and unstable appearance. The relief-like carvings on her
dress evoke motifs from ancient times and foreign cultures. Portions of
her right leg and upper shoulder appear eroded, either by the passage of
time or due to past iconoclastic acts. The modern figure bears the scars
and remnants of a violent history, where pain and destruction have served
as forces of transformation. Though seemingly carved from stone, she

is on the verge of collapse. Her legs are marked with graffiti, linking her
presence to contemporary urban life, where young people inscribe their
existence onto the anonymous concrete jungle of the metropolis through
street art and public inscriptions.
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The protagonist seems unaware of her condition. She does not face

the viewer, making any form of direct communication impossible. We
see only her back and the back of her head, tilted forward as if she is
absorbed in something unseen. Perhaps she is looking at her phone,
retrieving something from her bag, or simply staring at the ground in front
of her. Her true actions remain ambiguous. Her eyes, concealed behind
fashionable sunglasses, offer no insight into her gaze or intentions. This
lack of clarity imbues her with a universal quality—she becomes a symbol
of modern humanity, a monument to contemporary society that stands
on the ruins of the past in an attempt to remain strong. And yet, she is
still a stranger—fractured and distant.

The background provides a striking contrast within the composition.
The warm tones shift between a soft orange and a gentle violet, directly
opposing the opaque grays of the woman. The ground she stands on, as
well as the space behind her, is infused with colors reminiscent of pop
art, kitsch, and commercial advertising. Yet, her surroundings do not
reference any specific location, rendering the background both spatially
and temporally undefined. This absence of context aligns perfectly with
the aesthetic and conceptual nature of the figure as an anonymous
monument to displacement, lost in an unfamiliar environment.

Dogu Ozgiin neither adheres to artistic styles nor aligns himself with
any particular école or art movement. Nevertheless, his admiration for
the history of German and Northern European painting and sculpture
is evident in his use of figuration and the narrative character of his
works, which often carry moral, ethical, or critical dimensions. However,
Ozgiin considers the concept of style itself as absurd. He has cultivated
an artistic language that is intentionally difficult to categorize, avoiding
the risk of imitation. For him, genres and styles possess a performative
nature—they are dynamic, fluid, and in a constant state of transformation.
His fragmented approach to painterly figuration establishes connections
to both realism and surrealism, yet without succumbing to didacticism
or polemics. His works reject realism’s inclination toward prescriptive
narratives and ideological instruction. Likewise, they do not indulge in
Surrealism’s escapism into the subconscious, with its utopian claim of
unveiling the hidden truths of the human psyche. Instead, Ozgiin's work
poses fundamental existential questions, critically engaging with history’s
inconsistencies and the fabrications of contemporary storytelling.

The painting Tyranny reflects a similar artistic approach. This time,
however, the figure faces the viewer, yet their identity remains obscured
beneath architectural stone elements reminiscent of classical antiquity.
Half monument, half female figure, the subject possesses arms but no
legs, a torso but no head.
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She is incapable of movement, speech, or sight—rendered mute,
immobilized, and unable to function as an orator or a definitive
representation of authority. Letters cover the stone surface like a
fragmented puzzle of words and meanings. Language, the fundamental
system by which we comprehend reality, is rendered useless here. Instead
of forming a cohesive, rational structure, it lies shattered into incoherent
fragments. Against the backdrop of a luminous, star-filled night sky, the
tyrant has lost her dominion. The sculptural references embedded in the
work no longer serve as grandiose symbols of power but stand as hollow
remnants—monuments of a forgotten civilization, lost in a world that has
succumbed to meaninglessness.

Even in Apotheke, where Ozgiin's paintings lean toward representation
and concreteness, as seen in his portrait series The Irrecuperabile Ones,
the works retain their ambiguity and enigmatic nature. In this series,

the artist narrates the story of three young women who confront an
unsettling truth with composed, almost serene smiles. They have agreed
to take responsibility for the destruction they caused. Rather than crying
or complaining, the women accept accountability and look forward.
Ozgiin deliberately chose female protagonists, as he perceives them to
be more disadvantage within a male-dominated society. He believes that
men are quick to anger, easily upset, and prone to fury, whereas women,
in his view, possess a greater capacity to find both compensation and
consolation within themselves.

The paintings are characterized by semi-monochrome, head-and-
shoulders portraits of young women who smile toward an unknown event
or figure outside the frame. Their faces are painted in a draft-like manner,
with light brushstrokes and thin layers of paint. Each background in the
series consists of a monochrome color field. These flat, painterly surfaces,
devoid of prominent texture or gesture, create a striking contrast with
the dim, delicately rendered faces in the foreground. As in Stranger

and Tyranny, the background is both spatially and temporally undefined,
reinforcing an overwhelming sense of loss and displacement. The history
and personal narratives of the protagonists remain shrouded in mystery—
their identities are unknowable. Layered atop the portraits are additional
painterly elements, including images of young women in uniform, groups
of people huddled under umbrellas, and pairs of artistic ice skaters.

This multilayered composition creates an eclectic, pluralistic, and
heterogeneous aesthetic. The interplay of these visual fragments reflects
the fractured, holistic nature of contemporary reality, where multiple
narratives and dimensions coexist simultaneously.
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Dogu Ozgiin has developed an innovative approach to portrait painting,
liberating it from its traditional function of representation. Instead of
capturing a specific individual with a fixed story, his works become
platforms for open-ended interpretation. They invite the viewer to project
their own experiences and emotions onto the canvas, allowing for a deeply
personal engagement with the artwork.

A similar strategy is evident in Dr. Waiting and Bluto, where Ozgiin merges
diverse objects and symbols into a single composition, opening multiple
avenues for interpretation. The artist subverts a familiar pop culture
reference, exposing that the real source of Popeye’s miraculous strength

is not spinach but the industrial might of the West, symbolized by its
ability to mass-produce canned goods. The painting reveals that so-called
“barbaric,” “primitive,” or “rough” strength is ultimately subdued by the
power of industrial production.

In Bluto, the rough beard eventually grows weary of losing and finally
agrees to eat the canned spinach. This spinach, rather than merely
enhancing his strength, shaves him clean. Now, with a smooth face,
fashionable glasses, and a branded Gap T-shirt, Bluto is transformed—
ready to attract Olive Oyl's attention as a modern, Westernized man. In
this context, spinach emerges as a symbol of compensation for the self he
has lost, a metaphor for the compromises and transformations imposed by
cultural assimilation and industrial consumerism.

Dogu Ozgiin's Dr. Waiting serves as a portrait of a woman exhausted from
waiting. Her frustration is visually expressed through the steam rising

from the teapot balanced on her head and escaping through her nose,
symbolizing both suppressed anger and the slow passage of time. The
painting reflects the struggle of someone enduring decay and deterioration
while holding on despite the challenges. Ultimately, the work suggests that
patience and time bring healing. For Ozgiin, the woman seeks consolation
not in immediate action but in the quiet endurance of time itself. Another
compelling series within Apotheke is what Ozgiin refers to as his chess
series, a group of paintings that explore different ways of coping with the
experience of loss. The series examines how emotions such as worry,

fear, anxiety, and dread distort one’s perception of reality. Ozgiin arranges
human figures on a chessboard, positioning them like chess pieces.
Though they are all in contact with one another, none appears to have a
clear strategy or direction.
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In Worries, Three Odd Fellows and Reckless Driver, Ozgiin depicts figures
in childhood or early youth, seemingly engaged in a game. However,

their body language and expressions are stiff and frozen, as if time itself
has stopped. Immobilized, they stand as if imprisoned within their own
existence, unable to act, move, or break free from the moment.

A recurring motif in these three paintings is the chessboard itself. For
Ozgiin, chess is a game that demands principles, strategic thinking,

and a definite goal. A player must maintain focus and discipline to stay

in the match. In general, games are built upon structured rules that
ensure continuity, role distribution, mutual enjoyment, and competition.
However, Ozgiin emphasizes that in chess, emotions—such as the thrill

of competition, the joy of play, or even the determination to win—are
subdued and redirected toward the strict logic of strategy. Emotional
impulses lose their function, as loyalty to the plan becomes paramount.
Like a well-aligned train, all the pieces are meant to function harmoniously
within a structured system.

However, in Ozgiin’s paintings, nothing follows a regular or logical order.
The chessboard, rather than serving as a site of structured play, becomes
a space of uncertainty and disorder. Sense and meaning, two fundamental
components of the game, dissolve into ambiguity. Fundamental concepts
essential to playing chess like strategy, order, and calculated movement
lose their significance in Ozgiin's work, as the roles of the figures remain
shrouded in mystery. Once again, his fragmented approach to pictorial
narration prevents a straightforward or immediate interpretation of the
paintings. Instead, the spectator is invited to assemble the scattered
pieces, constructing their own game of perception and reality—one that
transcends conventional modes of knowledge production and information
exchange.

According to Ozgiin, the children depicted in his chess series are open
to sacrifice, cooperation, and shared effort to keep the game going.
However, they remain detached from the necessary strategic thinking
required to win. They are unable to grasp the rationality needed for
true collaboration. In this way, Ozgiin presents them as trapped within a
cycle of relentless competition—one that is self-centered and ultimately
directionless. The paintings suggest that the protagonists are so focused
on sustaining the game and achieving victory that they lose sight of the
very actions required to succeed. Within the Apotheke exhibition, the
child emerges as a symbolic figure—an amateur player standing at the
threshold of crucial decisions and defining moments that will shape their
understanding of the world.
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Fragmentation plays a crucial role in Ozgiin's mosaic-like painting series,
where he focuses on certain mythological heroes who endure heavy
costs for their heroic acts and tragic sacrifices. For the artist, this “price”
represents not just suffering but an acceptance of reality, marking the
beginning of consolation. In these works, mythological heroes appear
delayed, elusive, and struggling to come to terms with the consequences
of their actions. Their narratives are neither grandiose nor glorified;
instead, they reveal a deep uncertainty about fate and responsibility.
Aesthetically, the compositions remain perpetually incomplete—the
fragmented nature of the images resists total cohesion. Due to their
pluralistic and heterogeneous references, these works weave together
historical and contemporary visual languages, creating a layered

and holistic experience. Ozgiin seamlessly fuses formal elements

from mosaics, Turkish traditional art, and ceramic techniques with
contemporary references, such as graffiti, industrial materials, and
architectural structures. The result is an artistic language that refuses
singular interpretation, instead embracing multiplicity and contradiction.
Ozgiin does not merely alter the form of mythological stories—he
reconfigures their content as well. In Theseus and Minotaur, he
reimagines the encounter between Theseus, the hero, and the Minotaur,
the monstrous captive of the labyrinth. Rather than portraying their
meeting as a violent confrontation, Ozgiin transforms it into the first
encounter of a love story.

For Ozgiin, Theseus and the Minotaur is a pivotal work within Apotheke,
as it directly engages with the theme of justice. He argues that when
justice is viewed through the lens of grief, the discussion naturally shifts
toward the relationship between consolation and social realities such as
economy, law, education, and healthcare. The artist suggests that when
someone who has been wronged is entirely consumed by a desire for
revenge, nothing can be as fulfilling—nor as restorative—as consolation
itself, which, in such cases, functions as a form of justice.

Untitled | draws inspiration from the ancient Greek myth of Iphigenia.
The story begins with King Agamemnon, who, on the eve of a military
campaign, kills a deer sacred to Artemis, the goddess of the hunt. In
response, Artemis sends a storm, preventing his fleet from setting sail.
She offers only one condition to restore the weather: Agamemnon must
sacrifice his daughter, Iphigenia, to appease her. The painting explores
the notion of “paying a price,” a central theme in most mythological
narratives. Ozgiin highlights the inescapable link between mistakes and
consequences —both demand payment. However, he differentiates
between two types of payment: those made willingly, which can lead to
liberation, and those that are delayed, which eventually manifest as a
curse.
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Rather than depicting a deer freely running through the forest,

the painting presents a fractured scene where missing pieces and
mismatched elements disrupt any sense of coherence. No single part
perfectly aligns with another; each fragment closely resembles its
adjacent counterpart but never fully integrates. This visual rupture
functions as an artistic metaphor for compensation. The overall
composition suggests that while it is impossible to undo past tragedies,
a form of restitution—however imperfect—remains within reach.

Beyond his engagement with aesthetics, concepts, and modes of
representation, Ozgiin also interrogates the conventional ways in which
paintings are displayed within an exhibition space. In response, he

has developed experimental presentation methods that challenge the
traditional placement of paintings on walls. He introduces a sculptural
perspective to his canvases, physically removing them from the static
confines of the gallery wall and integrating them into three-dimensional
space.

For instance, in Stranger and Tyranny, Ozg(]n mounts the canvases
onto freight carts, positioning them in direct opposition to one another.
This arrangement reinforces the fluidity and interchangeable nature of
their themes, suggesting that victimhood and oppression are not fixed
states but shifting roles in the broader socio-political landscape.

Within the exhibition space, the three portraits from The Irreparable
Ones Series are arranged to resemble a security camera system.
Ozgijn envisions these paintings as a perfectly functioning surveillance
network—an ever-watchful, omnipresent force that monitors the gallery
environment with an unsettling detachment. Thanks to their training,
these figures maintain absolute control, remaining unaffected by
emotions, fears, or personal losses.

The artist deliberately portrays them as cold-blooded figures, devoid of
the need for compensation, consolation, or even physical connection.
Apotheke offers exhibition visitors a compelling opportunity to immerse
themselves in the multilayered work of Dogu Ozgiin. His extraordinary
engagement with diverse aesthetics and conceptual approaches imbues
his oeuvre with depth and significance. His paintings transcend the
conventional boundaries of figurative and representative painting,
embracing an exciting interplay of aesthetic pluralism, formal
eclecticism, and intellectual holism. The multilayered nature of his
work mirrors the entropic state of reality, capturing the essence of the
ever-changing flux of life. Without resorting to polemics or didacticism,
Ozgiin's work offers a critical reflection on our contemporary world.
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His aesthetic openness invites spectators to bring their own life
experiences into the work, fostering a deeply personal and interpretive
engagement. Additionally, his innovative formal strategies challenge
traditional artistic categories. By integrating sculptural elements into
certain pieces, he expands the conventional limits of painting, enhancing
both its visual impact and conceptual reach. Through this approach,
Ozgiin redefines the scope of painting as a medium, actively contributing
to its ongoing evolution.

Ultimately, Apotheke foregrounds the fundamental role of compensation
and consolation in shaping both individual and collective well-being.
Dogu Ozgiin's unwavering belief in finding light amid darkness and his
resistance to tyranny resonate powerfully throughout his work.

The bully can only win if we allow ourselves to be patronized, frightened,

and manipulated. Bullies tend to prey on those who are weak, passive,
and silent. So, let us be strong, active, and loud!

23



Yasadisi // lllegal, 2025

Kagit Uzerine yagl boya // Oil on paper

Kayin agaci cerceve + Kayin agacindan 6zel Gretim bisiklet + Mize cami
Beech Wood frame + Museum glass + Custom-Made bicycle from Beech
Wood

55 x 55 cm
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Ariadne // Ariadne, 2024

Kagit Uzerine yagl boya // Oil on paper
Cilali Masif Limba ahsap + Mize cami
Polished solid Limba Wood + Museum glass
70 x 90 cm
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Theseus ve Minotor //Theseus and Minotaur, 2024

Kagit Uzerine yagl boya // Oil on paper

Masif ahsap cerceve Uzerine metal gérinimli boya + Muze cami
Solid Wood frame with Metallic-Look paint + Museum glass

84 x 64 cm
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Kural Tanimaz Saract // Reckless Driver, 2024
Kagit Uzerine yagh boya // Oil on paper

Ayous agaci + Lake kaplama + Muze cami
Ayous wood + Lacquer coating + Museum glass
70 x 75 cm (Cercevesiz // Without frame)

90 x 95 cm (Cergeveli // Framed)
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Uc Acayip Kafadar // Three Odd Fellows, 2024
Kagit Uzerine yagh boya // Oil on paper

Ayous agaci + Lake kaplama + Muze cami
Ayous wood + Lacquer coating + Museum glass
70 x 75 cm (Cercevesiz // Without frame)

90 x 95 cm (Cergeveli // Framed)
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Evhamlar // Anxieties, 2024

Kagit Uzerine yagh boya // Oil on paper

Ayous agaci + Lake kaplama + Muze cami
Ayous wood + Lacquer coating + Museum glass
70 x 75 cm (Cercevesiz // Without frame)

90 x 95 cm (Cergeveli // Framed)
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Doktor Bekleyis // Doctor Waiting, 2024
Tuval Uzerine yagh boya

QOil on canvas
100 x 80 cm

30




Kaba Sakal I-Il // Bluto I-Il, 2024
Tuval Uzerine yagh boya

QOil on canvas

70 x 50 cm (Her biri)

70 x 50 c¢m (Each)
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Telafisi Olmayanlar lll // The Irrecuperabile Ones Ill, 2024
Tuval Uzerine yagh boya

Oil on canvas

80 x 55 cm
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Telafisi Olmayanlar Il // The Irrecuperabile Ones Il, 2024
Tuval Uzerine yagh boya

Oil on canvas

80 x 55 cm
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Telafisi Olmayanlar // The Irrecuperabile Ones, 2024
Tuval Uzerine yagh boya

Oil on canvas

80 x 55 cm
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Guvenli Gegis // Safe Passage, 2024
Tuval Uzerine yagh boya

QOil on canvas
80 x 66 cm
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Tiranlik // Tyranny, 2024
Tuval Uzerine yagh boya
Oil on canvas

170 x 68 cm
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Yabanci // Stranger, 2024
Tuval Uzerine yagh boya
QOil on canvas

170 x 68 cm
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