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Blacks are a world.

Henri Michaux1

In the field of physics, black ceases to be a hue and becomes 
an absence. It qualifies what absorbs light or does not reflect 
it, that which, as a consequence, is unobservable to the naked 
eye. Black bodies, black holes, dark energy, dark matter: 
designated as dark because they evade our naked eyes, these 
phenomena indicate that black is the name we give to the 
unknown/that which binds matter and mystery.

In Arter’s -1 exhibition floor, where daylight does not reach, 
a world is taking shape; a world only just born yet already 
brimming with countless experiences, a multitude of 
narrations, innumerable revolutions both past and still to 
come, microscopic and grandiose transformations, quantities 
of small and grand destructions. The works created by Ahmet 
Doğu İpek between 2020 and 2022 for the exhibition A Halo 
of Blackness Upon Our Heads place us at the crossroads 
between various spaces, times, forces, scales, fields and 
speeds. Gathered in a physical space which one may easily 
cover by foot, they form a world which both possesses its own 
logic and is pervious to the reality of our times. There, cohabit 
that which exists in dream and in reality, that which occurs/
keeps occurring; and the states of matter reflect the evolutions 
undergone by societies as well as the flow of emotions. 
There, one runs across what usually dwells outside of the 
walls, far from cities and hermetic chambers. Stones, rocks, 
suns, volcanos, liquid and celestial expanses, subterranean 
environments, distant territories. One will only need take a 
few steps in order to browse infinite distances and unlimited 
times, travel across geological times, political periods and the 
humdrum rhythm of succeeding days and nights.

A Halo of Blackness Upon Our Heads finds its source in the 
absence of light, as well as in the entropic force that spawns 
deterioration, disorganisation or, more broadly speaking, 

1 Henri Michaux, Infinite Turbulence, trans. Michael Fineberg (London: 
Calder and Boyars, 1975).

Ahmet_Dogu_Ipek_Rehber.indd   2Ahmet_Dogu_Ipek_Rehber.indd   2 11.05.2022   12:4011.05.2022   12:40



3

the transformation of systems.2 Although figurative for the 
most part, İpek’s works reflect the climate of an epoch, ours, 
by means of abstraction, emphasising in a covert manner 
the small and broad-scale events that impact our lives. In a 
broader sense, they allow us to reach that which our hands or 
our eyes cannot grasp. Skys, darknesses, subterranean forces, 
tectonic movements, buried memories, the infinitesimal, the 
immensely big, the far-off, the too near. The shapes, forces 
and movements that unfurl within the exhibition space form 
İpek’s cosmology; they also weave bonds with his previous 
works. One will undoubtedly enter the exhibition with wide 
open eyes, but one should not settle for what is visible. 
Because every tangible object that has been placed here 
is linked to countless immaterial emotions, scores of lives 
forgotten or yet unborn. Because everything that exists is 
many things else at the same time. What is lighter than air 
is loaded with the weight of lightless days. What is hotter 
than embers warns us that we are going through a dark and 
more-than-cold age. Finally, what stands here, immobile and 
voiceless, speaks the language of millenia, revealing that what 
has disappeared comes back again sometimes. The Ancient 
Greeks called cosmos the ordered and hierarchised world 
between the spaces dedicated to gods and humans, the 
living and the dead. They opposed it to the primordial chaos 
where confusion rules because nothing is distinguished yet, 
nothing has a name yet, and, as a consequence, nothing has 
a meaning yet. In origin myths, cosmos and chaos are, like day 
and night, both antagonists and allies, and the very effort of 
humans consists in preventing chaos from returning by means 
of language, technique and politics. Through the exhibition 
A Halo of Blackness Upon Our Heads, İpek emphasises the 
reciprocal kinship between chaos and cosmos. The world 
which his works articulate is a chaosmos 3: a threshold where 
creation and destruction converge, where everything that is 

2 The notion of entropy was first propounded by physicist Rudolf 
Clausius in the field of thermodynamics in 1865, before it became 
widely used to designate the degree of disorder and dispersion of 
energy within a closed system.  

3 The portmanteau word “chaosmos” was forged by James Joyce 
in his novel Finnegan’s Wake (1939), and later theoretised by Félix 
Guattari and Gilles Deleuze, who emphasised the mutual kinship 
between order and disorder.
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born irremediably runs towards its own death/at different 
speeds/sometimes in silence sometimes in splendour. That 
threshold corresponds to a situation rather than a place. The 
world created by İpek is subjected to the same laws of physics 
as ours. The earth orbits around the sun and rotates on itself; 
things, beings and lives are subjected to gravity; forms are 
born, evolve and eventually die so that new ones may be born, 
evolve and die in turn; the forces of attraction cause beings 
to encounter and collide; life and the living are in a perpetual 
state of change and matter goes from state to state. Yet, this 
place is also an elsewhere. The sun does not rise/does not 
set; colours are scarce because light is hindered. Things are 
suspended for an unknown duration. The worst as well as the 
best may equally occur, since what occurs 
ends up occurring sooner or later.

Devised around different densities of 
black and shades of obscurity, A Halo 
of Blackness Upon Our Heads derives its 
name from a verse of the poem “Tragedies 
III” (in Tragedies, 1964) by Edip Cansever. In 
this poem, where “us” and “you” oscillate, 
Cansever enunciates the fall of a world 
order, the collapse of values, the solitude, 
the anxiety and weariness that gnaws away 
at the individuals who are confronted with 
social transformations, industrialisation 
and ferocious urbanisation. From 
Cansever’s poem, İpek retains the “us” that 
is the subject of a collective eclipse, of an 
existential cold that spares no one. He also 
retains the necessity to bury the dead in 
order for them to be reborn from their 
ashes, as well as the possibility to create 
with what remains when the rest is gone. 
The works that articulate the exhibition do 
not grant us a stable position, whence we 
would be able to seize the world, decipher it and make use 
of it as we please. They invite each and everyone to stand on 
the intangible threshold where subjects and objects restlessly 
adjust their distances and mutually affect one another by 
weaving their relations in multiple ways; to open their eyes 
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wide from within darkness in order to let it take over them; and 
to see that, everyday, again and always, we are losing our own 
world. As Victor Hugo phrased it, “Peoples, like planets, possess 
the right to an eclipse. And all is well, provided that the light 
returns and that the eclipse does not degenerate into night.”4

Because in these brownish evening hours
We relate everything with the coldest degrees

With the notion of a faraway inn. With a traveller
In the womb of the inns, a salamander

And we are going through a cold age. Through ages
A halo of blackness upon our heads.5

4 Victor Hugo, Les Misérables, trans. Charles E. Wilbur  
(New York: The Modern Library, 1992).

5 Edip Cansever, “Tragedyalar III”, in Tragedyalar  
(İstanbul: De, 1964), p. 16.

Artist's studio, Istanbul, 2022
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Zephyr I / Zephyr II

Located at the entrance of the exhibition, the video installation 
Zephyr I bears the name of one of the four winds in Greek 
mythology. Zephyr was the son of Astraeus (Titan of the stars) 
and Eos (goddess of the dawn). His realm encompassed “these 
places where the evening star rises, where the sun casts its 
last flames”; his name most probably comes from ζόφος 
(zóphos), meaning “darkness” or “dark region”. Depicted as  
a violent wind in Homer’s Illiad, Zephyr gradually evolved into a 
soft breeze, announcing the arrival of the spring. Zephyr I  
and Zephyr II, the two video works created by İpek for this 
exhibition, invite us to contemplate the fascinating spectacle 
of the unabated circulation of matter from one state to the 
next. While recording the movements of an amount of ink 
inside a large glass of water, İpek plays with scales, generating 
artificially and with very modest means that which nature, 

states and peoples 
bring about at their 
own rate. From the soft 
wind it drew its name 
from, the work retains 
the driving force and 
the unpredictable 
movement that are 
capable of disrupting 
the existing order and 
generate change. As it 
isolates the movement 
of matter without 
showing its cause, Zephyr 
acquires an abstract 
and universal dimension: 
this dynamic, elusive 
form which ceaselessly 
metamorphoses and 

Zephyr I, 2021
Single-channel video 
10’35”
Composer: Ah! Kosmos 
Production: Onur Kolkır, Emre Başak
Post-production: Onur Kolkır
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unfurls of its own accord before our eyes, could equally invoke 
a tornado, a sandstorm in an arid environment, or materialise 
a desire, turmoil or revolt. Like all the works exhibited, Zephyr 
establishes a connection between the material and the 
emotional, the field of physics and that of metaphysics. What 
we face is a stratified image which intertwines yesterdays and 
tomorrows, hopes and potential tragedies. In this respect, the 
work enacts what Aby Warburg designated as pathos formula 
(pathosformeln): figures and images of gestures or expressions 
(connected with fear, power, the unknown or pity) which 
migrate across cultures, bearing new significations as they 
reappear at certain points and periods in history. Zephyr I  
and Zephyr II grant each and everyone the possibility to 
contemplate the spectacle of cataclysms, equally capable 
of unleashing irreversible destructions or emancipating 
transformations. As though tasked to remind us that “nothing 
is permanent except change”,6 this untamable force also casts 
light on the tragic risk inherent to every interaction between 
bodies and individuals, and every manifestation of beauty.

6 Phrase commonly attributed to Heraclitus of Ephesus.

Zephyr II, 2021
Single-channel video
10’
Composer: Ah! Kosmos 
Production: Onur Kolkır, Emre Başak
Post-production: Onur Kolkır
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From faraway and always series

“So, on this dark winter’s morning, when the real world has 
faded, let us see what the eye can do for us. Show me the 
eclipse, we say to the eye; let us see the strange spectacle 
again”.7 In the early hours of 29 June 1927, as thousands of 
Britons scrutinising the skys, novelist Virginia Woolf was about  
to experience a total eclipse of the sun. A year later, as she 
recalled this “strange spectacle” of the night falling in the  
middle of the day, she wrote: “This was the defeat of the sun”.

The series From faraway and always, which İpek created over a 
period of two years, translates the absence of light through this 
recurring phenomenon caused by the alignment of the sun and 
the moon. Juxtaposed on the wall so as to form a whole, İpek’s 
eclipses use a minimal and abstract language. When seen from 
a distance, each one consists in a black, opaque circle painted 
on a surface of paper. When seen up close on the other hand, 
each one reveals a wealth of details and unique colour palette. 
İpek does not represent the sun but rather the obscuring of 
its light, by means of a circle of black oil painting, whose oil 
gradually spreads across the paper surface until it forms a 
translucent halo. The operation which he accomplishes sparks 
a two-fold process. Fluctuating between veiling and unveiling, 
opacity and transparency, the series simultaneously presents 
the sun it conceals. We enter the realm of night and darkness 
through the path paved by the black; yet, these drawings are all 
but monochromous. Every eclipse displays variations of hues and 
shapes. Proceeding through precise and repetitive movements, 
İpek then grants his materials the freedom to interact, evolve 
in time and transgress the frontiers drawn by the edges of 
the circle. Thus, From faraway and always becomes an “open 
work”, bearing a performative dimension: each eclipse will 
continue to take shape and evolve, beyond the artist’s gesture 
and intervention, throughout the duration of the exhibition. 
The work presents formal as well as conceptual affinities with 
the series Days, which İpek produced between 2015 and 2017 
following a similar principle, along with a will to record the 
socio-political climate of a given period by way of abstraction. 

7 Virginia Woolf, “The Sun and The Fish”, in The Captain’s Death Bed and 
Other Essays (New York & London: Harvest/HBJ Book, 2022), p. 212.
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Combining repetition and difference, it brings to light the 
portion of unknown that our lives and the life of societies 
include, by incorporating the undetermined. As the title of the 
series suggests, İpek’s approach equally aims at representing 
duration and at materialising repetition and distances. 
Granting us access to the spatio-temporal distances of the 
universe, the work allows us to reach the sun, this ultimate  
far-off hanging over our head, which our bodies will never 
come close to.

“The sun quits us, we are forsaken by light”.8 Reconnecting 
with the thought tradition that viewed the eclipse as an omen, 
and with the beliefs associating it with doom or melancoly, 
From faraway and always also confronts us with a specific 
form of obscurity. Indeed, İpek’s blacks extend the darkness 
of the cosmos itself. They both embody the absence of colours 
and the transparency that allows for light to travel. But more 
importantly, by placing the representation of the sun under 
the aegis of sight, the work operates a profound reversal. 
Through this shape, reminiscent of an eye wide open, the 
series provides us with innumerable eyes/innumerable suns, 
as though to allow us to better see our own blindness as well 
as the entropic logic which rules the course of societies and 
our individual lives. Under İpek’s strokes, the defeat of the 
sun pronounced by Virginia 
Woolf metamorphoses into the 
advent of new suns, plural and 
profane, which we may look at 
a direct angle and come close 
to without risking to burn our 
wings. At the entrance of the 
exhibition, an “albino” sun, 
which belongs to the same 
series yet differentiates itself 
from the rest of the works 
with its distinct technique 
and dimensions, stands bare 
naked.

8 Anne Carson, “Totality: The Color of Eclipse”, Cabinet Magazine, 
issue 12, Fall/Winter 2003. https://www.cabinetmagazine.org/
issues/12/carson.php.
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From faraway and always, 2020–2022
Oil paint, linseed oil and crayon on paper
142 pieces; 76 x 56 cm each
6 pieces; 76 x 108 cm each
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Albino Island / Caecus Volcano

Since the dawn of times, black and white have faced one 
another within the myths and symbols humans have produced. 
Black has been associated with ignorance and awe-inspiring 
darkness, while white was associated with knowledge and 
reassuring clarity. Yet, obscurity, which compels us to grope our 
way forward, is akin to the excess of whiteness, also a form of 
blindness.

Once upon a time, there was an island far out in the Southern 
Pacific Ocean, where no one will ever set foot. The Albino Island, 
imagined by İpek, hosts an active volcano that constantly 
spurts a dense black smoke. Its antique-sounding name 
comes from the Latin adjective “caecus”, meaning “blind”. 
By projecting us elsewhere and in another time, both Albino 
Island and Caecus Volcano seem to place us at a safe distance 
from the catastrophe which they depict as occurring with very 
scientific precision. Something which took place at a particular 
moment on this stretch of land has unhinged the ordinary 
way of things. The black smoke that emanates from the crater 
forms a dark shroud, hanging above the island’s territory, 
blocking the sunlight. Everything that is born, grows and dies 
on this island is white. The name of the island, a reference 
to albinism,9 indicates that the whiteness in question actually 
designates much more than the quality of that which is white: it 
pronounces an “anomaly” caused by the privation of light which 
dissolves differences as it cancels the colours.

Albino Island and Caecus Volcano provide us with the necessary 
distance to become able to see, and realise that on this island 
that is blind because it has been blinded, one might open their 
eyes as wide as possible, one would still see nothing else than 
a screen of smoke. Both works extend the absence of light, 
which constitutes one of the main themes of the exhibition, 
to the scale of a whole territory. We have entered the era of 

9 Derived from the Spanish word “albo”, which itself comes from the 
Latin “albus”, both meaning “white”, the term “albinism” designates 
a phenomenon, considered an anomaly by modern science, caused 
by a deficit/lack of melanin (the substance responsible for the skin 
pigmentation) in the case of humans and animals, and by a deficit of 
chlorophyle in the case of plants.
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Albino Island, 
2021–2022

Charcoal, pen 
and adhesive 

letters on paper
370 x 125 cm
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Caecus Volcano, 
2022
Charcoal, pen and 
adhesive letters on 
paper
370 x 125 cm
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monochromy, which is also the era of the same monotony 
and dullness that Edip Cansever unfolds in his Tragedies. 
This elsewhere could equally be nowhere and anywhere, of a 
specific time and of all times, everywhere where days follow 
and resemble one another, where nothing distinguishes a thing 
from its absence. Both drawings submit two different points of 
view, both distinct and complementary, on one same subject. 
Reproducing the scientific language of topographic maps, 
Albino Island is connected to the island’s territory and with 
surface, i.e. the visible part of things. The work, which assumes 
an aerial point of view, represents the territory on a smaller 
scale, indicating topographic features, place names and 
distances between particular points. As for Caecus Volcano, 
which reproduces the vertical lines of geological cross-
sections, it deals with the volcano, with depth, i.e. the invisible 
part of things. There, İpek indicates the different terrestrial 
strata and introduces colour in order to signal the volcano’s 
subterranean activity. In both drawings, smoke is represented 
with the help of the same technique: in the shape of a 
column, connecting the ground and the sky, whose twisted 
movement reminds one of the tornado in Zephyr. In order 
to “produce” this smoky mass, İpek uses its very material so 
to say: graphite, a mineral related to carbon, which forms 
naturally through the combustion of organic matter. Albino 
Island ushers us in the midst of whiteness by means of the 
colour black, thus sealing the mutual kinship between the two 
poles of our lives. In the field of physics, being black means 
being undetectable, in other words going unnoticed; but in the 
field of existence, what assumes the colour black is most often 
more endowed with existence than the rest. Albino Island and 
Caecus Volcano both appropriate the tools of science in order 
to provide existence and reality to that which lacks them, yet 
both works are far from being a faithful, objective translation 
of reality. İpek’s maps remind us that forever, humans have 
invented both possible worlds and the means to believe in 
them, that they have built quantities of elsewheres in order to 
escape, tackle or simply reflect the world they lived in. İpek, 
who forged the names related to his imaginary island out of 
the places where he spent his childhood in the east of Turkey, 
confirms that the gap that separates that which is from that 
which is not, that which has been from that which will be, may 
span from the infinitesimal to the infinite.
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Second Harvest, V8, 2020
Pencil on paper 
170 x 125 cm
Courtesy of Art in Embassies, U.S. State Department
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Figures series / Subjected series

If I say “stone”, I may circumvent it, viewing it as an obstacle, 
or seize it as an opportunity. If the stone which I speak of is 
of a reasonable size, I may hold it inside the palm of my hand 
or leave it on the ground, so that in turn, someone else/my 
neighbour may circumvent it, viewing it as an obstacle, or 
seize it as an opportunity. I may also hand it, this stone, over 
to you, so that it connects our distinct beings; that it binds our 
fates as a hand shake would.

One does not always represent what they fancy, but İpek 
happens to be fond of stones and draw them. He likes them 
whatever their age, size, hues, weight or provenance might 
be. Most often, he observes them in their natural habitat. But 
every once in a while, a friend might offer him or he himself 
may bring one to his studio. The studio is located in the 
very centre of the city; all around, skyscrapers and building 
sites have sprouted, which İpek has long drawn without 
necessarily taking any liking in them. Asphalt and concrete 
have progressively outcast the stones of the city; now, one 
must travel great 
distances in order to 
find uncivilised ones. 
Inside the workshop, 
natural stones and 
artificial stones stand 
alongside the eclipses, 
stars, smokes, days, 
nights, insects, knots, 
dots, lines, circles 
and squares that İpek 
has created. Hung 
on the walls, placed 
on shelves, stored 
in drafting drawers, 
they present a variety 
of sizes and shapes. 

Figures: Stone I, 2021–2022
Watercolour on paper

200 x 137 cm
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Specifically for the exhibition A Halo of Blackness Upon Our 
Heads, İpek has drawn several stones in black watercolour. 
These have absorbed obscurity in order to be able to convey 
an account of it in their own way. Five of them have made 
the journey all the way to this place where stones are not 
accustomed to dwell. Five drawings of human dimensions. 
Five stones numbered in roman digits. And as many figures. 
Every one of them bearing unique features; if they were faces 
or hand palms, one might state that each one has its proper 
“character”. On this wall where they stand side-by-side, 
the stones seem to be supporting one another. How many 
individuals are needed to form a society, a community or 
an army? Some have the same skin as those who have long 
lived or struggled, others resemble faraway planets. Probably 
because these immobile, only just born stones have already 
seen, heard, sustained much and travelled a lot. They stand on 
the white surface of the paper as though hanging in the void; 
yet, those works placed close to the ground look as if they, 
too, were submitted to gravity. Each one is a block of opacity. 
According to humankind, the stones’ fault or priviledge is to 
have neither front nor back, neither top nor bottom, neither 
inside nor outside, to be “without meaning in any practical 

Figures: Stone II, 2021-2022
Watercolour on paper
230 x 137 cm

Figures: Stone III, 2022
Watercolour on paper
230 x 137 cm
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world order”.10 İpek does not tame the stones he creates, he 
strives not to teach them to speak and yet for them to spark 
in us a desire to hear them. His “figures” are caretakers of 
times, bearing witness to what has occurred/what will occur. 
Their ridges and strata certify that nothing progresses or 
goes in reverse, that everything settles and accumulates 
instead. To those who still think that stones are mute, 
deprived of a world and will, 11 poet Paul Celan retorted that 
stones speak, only to no one.

10 Francis Ponge, “Le galet”, in Le parti pris des choses (Paris: NRF/
Gallimard, 1972), p. 98.

11 Philosopher Martin Heidegger considered that, unlike humans, 
who are “world-forming” (weltbildend), animals are “poor in world” 
(weltarm), and stones are completely deprived of it (weltlos). Martin 
Heidegger, The Fundamental Concepts of Metaphysics: World, 
Finitude, Solitude, trans. W. McNeill & N. Walker (Bloomington & 
Indianapolis: Indiana University Press, 1995), p. 255.

Figures: Stone V, 2022
Watercolour on paper
230 x 137 cm

Figures: Stone IV, 2022
Watercolour on paper
230 x 137 cm
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Subjected: 75 kPa / 1130 kg, 2022
Sponge, natural stone
80 x 350 x 200 cm

Everything already fell, long before the apple that allowed 
Newton to prove the law of universal attraction: the stones 
previously considered invincible, the suns and gods people 
thought eternal, the buildings deemed solid; everything 
falls, and keeps falling, including words, feelings, certainties, 
theories and ideologies. The two stones of the installation 
Subjected have landed on a soft and synthetic surface 
without our knowing how or why. İpek did not conceive them; 
nature took care of it. Neither did he create the two sponge 
blocks which each stone exert pressure on; the industry 
manufactured them en masse. What İpek did was to provoke a 
collision between both readymade “objects”; thereby artificially 
producing what both the universe and life bring about with 
their own means, on different scales, as is the case in the 
work Zephyr. Through the encounter between a natural and 
a synthetic material, Subjected juxtaposes distinct times: the 
stratified time of the stone, which took several millenia to take 
shape, comes in contact with the time of the sponge, that 
was produced mechanically. Finally, Subjected prolongs those 
transformation processes that silently operate throughout 
the exhibition: while From faraway and always proceeds 

Subjected: 75 kPa / 1490 kg, 2022
Sponge, natural stone
80 x 400 x 235 cm
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through obscuring, Subjected proceeds through pressure 
and compression, by placing a hard and heavy object on a 
softer, lighter one. As the title of each installation indicates, 
the consequences of this encounter are objectively mesurable 
and mathematically quantifiable on a physical scale; they 
correspond with the ratio between the volume and weight of 
the stone (measured in kg)/the density of the sponge and 
its resistance force (measured in kPa). Incidentally, every 
visible and quantifiable phenomenon that occurs within the 
limits of these two islands/these two areas of interaction is 
also an abstraction which translates the indescribable and 
unquantifiable transformations that closely affect our lives.

Selen Ansen

Cover: Figures: Stone V (detail), 2022
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Ahmet Doğu İpek in his studio, Istanbul, 2022
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