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The invisible
architecture
of sound:

Mustafa Hulusi’s solo exhibition
Breathing in the World, on view at
Dirimart Pera from May 23 to June 22,
2025, brings together photorealistic
paintings and a sound installation.
Through this convergence, the
exhibition opens up a space to think
about the spatial memory of sound
and what it can express within
Hulusi’s practice

Acoustic memory and
aesthetic resistance .

Mustafa Hulusi, Latin Cyprus Lemons 2, 2023, 76.5x51 cm

This is not a text about architecture—but it does try to grasp an invisible structure: one
waoven by a frequency too fine to hear, hovering just behind what we attempt to see. This
journey begins with Mustafa Hulusi's exhibition Breathing in the World, and follows the ar-
chitecture of a sound that echoes beyond the image. The correspondence that followed Hu-
lusi’s exhibition—continuing a conversation we began in 2019 around his London show—
has shaped the path of this text. Since then, the intersections of sound, space, and memory
in Hulusi's work seem to have deepened. This essay can be read as a form of thinking that
unfolds in the echo of that initial encounter.

Breathing in the World sets an action in motion the moment you hear its name: some-
thing like a deep breath, a pull that spreads across the senses. This is not an exhibition you
simply look at—you listen to it, you breathe with it. What first caught my ateention in the
exhibition text was the phrase "an experience that appeals to all the senses” Reading this
before visiting the show transformed my approach. It turned the exhibition into something
closer to an auditory vibration than a linear narrative. There was an invisible rhythm thread-
ing between the images on the walls and the sound works diffused throughout the space.
These works triggered both visual memory and auditory sensation. Gaps, transitions, and
silences held as much meaning as the images themselves,

In this context, Mustafa Hulusi expands the boundaries of visual art by incorporating
the spatial effect of sound in this exhibition, compared to his previous shows. The space
no longer remains just a field to be observed; it transforms into a volume to be listened to.
The exhibition almost evokes the atmosphere of a record store. Images, much like flipping
through album covers, penetrate the space and create a kind of visual-sensory choreography
when combined with the sound works playing in the background.

Hulusi's engagement with sound is not new. A sound-based work he produced in the
mid-1990s during his studies at Goldsmiths marks an early point of contact with the me-
dium. Around the same time, while walking through the Victoria & Albert Museum in Lon-
don, he encc d orientalist ambient music playing in the Islamic Art Gallery. The sound
design, echoing discreetly in the background, left a mark on him. It was in that moment that

the realization emerged: sound is not merely something heard—it is also a political and cul-
tural image. This awareness has since shaped his relationship to space. In the exhibition, the
sound works are not mere accompaniments or atmospheric layers; they actively transform
the structure of the space. They intervene, they occupy. Though physically invisible, sound
becomes spatially concrete—it claims corners with a tone, bounces off walls with a thythm,
reshapes volume with silence.

So this exhibition becomes more than an aesthetic experience—it asks a question of spa-
tial belonging. Much like the installation with television screens in his 2019 solo show Cy-
prus Realism in London, or the flag monument in Cyprus, Hulusi’s work continually returns
to the same questions: How is space claimed ? Through which sounds, which images? These
questions are not confined to geography; they intersect with memory, the body, and aes-
thetics. The title Breathing in the World, rather than merely naming a physical act of breath-
ing, points toward a kind of invocation—an embodiment. When selecting the title, the art-
ist intentionally emphasized the collective and bodily nature of breathing. To him, it is a
kind of ritual: taking the world in, transforming it, then releasing it again. This gesture can
be read as a movement akin to what happens in acid house culture—where the individual
merges into collective thythm through the body.

The “merging with rhythm” that defined rave culture in the late 19905 offers a potent
foundation for Mustafa Hulusi’s aesthetic thinking, The bodily memory of those years still
reverberates through his work. In this exhibition, sound is not just a backdrop—it carries
an invitation: to let go, to vibrate with the space, to breathe with the image. In this sense,
Breathing in the World proposes a kind of choreography that shifts the viewer from passive
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Breathing in the World, view from
the exhibition. Phota: Nazh Erdemirel

Mustafa Hulusi, Afyon and Enter
(Red and Purple), 2025, 73.5x94x7.5 cm

Mustafa Hulusi, Melides Grapes 01
Gold & White Expander, il and acrylic
on canvas, 2021, 73.5x%4x7.5 cm

observer to active listener. The senses work in tandem; the eye follows the thythm of the ear.
“The porous relationship between image and sound completes itself through its resonance in
the viewer's body. The sound installations dispersed throughout the exhibition space don't
just offer an auditory ground; they construct an atmosphere charged with politics and emo-
tion. The hums, muffied vibrations, and fieeting bursts that travel through the space are not
simply background noise—they resonate in the body, at times unsertling, at times enveloping.
These sounds move through the space like invisible sculptures. Sometimes they accumulate in
a corner, sometimes they drift along a wall, sometimes they condense in the center.

The invisible architecture Hulusi builds through sound also produces a tension with his
wisual works, which engage overtly with political imagery. In particular, references to Cy-
prus—flag monuments, symbols of borders, identity codes—ripple across the sonic plane
as abstract waves, while remaining sharp, loaded, and precise on the visual level. This clash
destabilizes the viewer's position—no fixed point of observation holds. The exhibition space
ceases to be a static frame and becomes a body in motion: circulating, shifting, porous. Itis
here that Gilles Deleuze and Félix Guattari's concept of the refrain—a rhythm, a structur-
ing motif—becomes key to understanding the layered structure of this space woven with
multiple sounds and traces.

The refrain is not merely repetition; it marks a rhythm that both protects and delimits
space. In this light, Hulusi's flag monument may be read as an intervention that disrupts and
interrogates this thythmic structure. The flag, a symbol of national sovereignty and visual
hegemony, appears here transformed—into a sign of silence, of conflict, of resistance. This
gesture reminds us that space is never neutral. It is occupied, layered with memory, con-
tested through struggles over identity.

In tandem with all these images, sound begins to operate as a form of resistance. Silences,
breaks, and echoes are not empty—they carry weighe, b ing political g inth |
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Faced with traces of British colonialism and contemporary militarist imagery, the viewer
is confronted not only with historical knowledge but also with a visceral, bodily response.
Through these small gestures, we begin to sense not just the act of hearing, but the ways in
which sound is carried. This becomes especially clear in Hulusi's works addressing Gaza—
picces he often referenced in our conversations. Here, the aesthetic experience offered to
the viewer starkly contrasts with the background of violence and trauma. The surface-level
"beauty” offered by mainstream representations is fractured in Hulusi’s work. These frag-
ments expose the reality that postcolonial suffering and Western privilege are entangled—
that the comfort of one is built on the cost to another. The presence of British military
bases and the unresolved Cyprus issue broaden the spatial and historical dimensions of this
aesthetic-political tension. In Hulusi’s work, these topics are not merely represented—they
are felt. His aesthetics act as a kind of warning, prompting us to hear the cracks and silent
wviolence beneath what appears beautiful.

This is why Breathing in the World can be understood not just as an exhibition, but asa
spatial experience. Images seep into the body; sound encircles the mind—activating a lay-
ered rhythm that connects the past to the present. It resembles the structure of a piece by the
French musician Mezerg, who uses clectronic music and improvisation to generate bodily
interaction: stacked layers, sometimes dissonant, sometimes harmonic, but always alive.
And the exhibition carries this rhythm, inviting us not only to look—but to participate.

In other words, Mustafa Hulusi's works offer more than an aesthetic encounter; theyalso
prompt us to think through aesthetic and political contradictions via the spatial memory
of sound. In his work, sound reveals the invisible layers that reverberate within a space. It
brings us into contact with the vibrations of memory and identity. 'This is the sound of an
intuitive call to perceive what cannot be seen. It is the sound of shared memory and shared
conflict. In a sense, it is the very experience of “breathing in the world” &€




