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In the 1980s, ethnographer Keith H. Basso embarked on a 
journey in the White Mountains Apache reservation, following 
an invitation by the tribal council. His task consisted in mapping 
the land in the Apache fashion. Unlike the “white man” way of 
proceeding, Basso took an overtly subjective stance, fuelling 
his map with ancestral narratives, and indigenous knowledge, 
practices, images, and location names. Basso’s map never 
came to completion. Nevertheless, his journey led him to the 
conclusion that landscapes are a product of language; that all 
places are keepers and transmitters of gestures made, actions 
done, images formed. In that sense, no land is uninhabited, 
no island is deserted. In other words, even the “wildest” places 
are imbued with culture once they are named, imagined or 
represented.

Spread over Arter’s 4th and 3rd-floor gallery spaces, the 
exhibition Locus Solus takes the idea of “nature” as its centre 
with the aim of exploring its facets through the lens of facts, 
fictions and emotions. The exhibition is concerned with the ways 
in which nature and culture permeate and affect each other; 
how organic processes and natural environments intersect with 
human agency and edifices. In the exhibition, “nature” stands 
primarily as a relational notion which enables to rethink the vast 
array of connections between places, non-human and human 
beings. It unfolds as a multi-layered construct which is shaped 
by shared narratives, rituals, elements from the collective 
unconscious, and individual experiences; and which in return, 
mirrors human fears and desires. Addressing our contrasted 
relationship with the places, beings and processes we generally 
refer to as “nature”, the works on display stage the reciprocal 
interplay between heterogeneous realms and formulate 
a network whose constituents, whether material or not, 
interconnect. Here, past mirrors future, fantasy encapsulates 
reality, the physical bonds with the metaphysical, the visible 
echoes the invisible, that which exists conveys the memory of 
that which is gone and foreshadows what is yet to come. Above 
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all, the exhibition is grounded in the realisation that nature 
isn’t merely a catalogue of things and beings that exist, grow, 
and perish outside of us, and the conviction that the natural 
character of nature can no longer be taken for granted.

Locus Solus is conceived at once as a place and a journey. 
It brings together selected works from the Arter Collection 
with several large-scale installations, including site-specific 
new productions. The title of the exhibition, meaning “solitary 
place” or “unique place” in Latin, is borrowed from the novel 
with the same name by Raymond Roussel which takes the 
reader on a stroll among  eerie man-made inventions and 
marvellous artefacts installed in the park of a villa. Alluding to 
the theatrical universe of Roussel’s novel, the title Locus Solus 
sheds light on the spatial emphasis of the exhibition while 
opening up a territory in which images and symbols travel 
beyond physical borders. 

Locus Solus is a solitary place, provided that no place is 
uninhabited, and no island is deserted. In other words, this 
place is solitary in a deceptive sense. It is populated with 
plenty of realms and territories of various scales, since a 
single place would not suffice to contain the many solitudes. 
Each exhibited work presents a world in its own right, in which 
the natural and the artificial don’t merely cohabitate; they 
also mingle and collide. Visitors who step into the exhibition 
may find themselves wandering among extinct territories, 
subconscious landscapes, foreign lands, fictive rooms, heres, 
elsewheres and nowheres, wonderlands, heavenly, earthly and 
subterranean realms, and places that cities hardly provide 
– mountains, forests, islands, deserts, and even paradises. 
While journeying among these existing or imagined, physical 
or mental spaces, they may eventually sense that they are 
walking in the footsteps of past lives, inherited practices, 
perpetuated images and discourses.
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Referencing the idea of “nature”, these works position us at 
a crossroads between human and non-human realms, while 
allowing us to experience space and geography from an 
affective perspective. On the basis that nature and culture 
are far from being mutually exclusive categories, they are 
keen on breaking with the fixity of established categories. 
At the same time, however, they refrain from casting aside 
the deep-rooted dichotomies that have been established 
throughout history. Rather, they turn these dichotomies into 
an active struggle which generates novel forms and brings 
forth new connections. In so doing, they offer the possibility 
to problematise, expand, renew the relationships between 
mineral, vegetable, animal and human existences; and disclose 
non-linear kinships between inert things and sentient beings. 
Articulating darkness and light, growth and decay, oblivion 
and remembrance, tragedy and wonder, the journey provides 
us with a circular itinerary reminiscent of the cyclical iterative 
structure of myths and tales. Should this journey without a 
destination have an aim, it would intend to liberate imagination 
from subordination to the linear, progress-driven course of 
contemporary societies.    

Cover: Maddalena Ambrosio, Untitled, 2013.

Photos:
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Jean-Luc Petit [44, 45, 46, 47]; Sena Nur Taştekne [16, 28, 32-33, 37, 39, 50, 
52-53, 59, 60-61, 63].
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Mostly working with organic materials such as grass, wood, 
mud/soil and rocks, Maddalena Ambrosio is interested 
in the transformations triggered by biological or physical 
phenomena, metamorphoses that organic and inorganic 
beings undergo in the course of their interactions. The 
artist explores the possibilities provided by the vitality of 
the materials she uses, the potentialities of transformation, 
and motion inherent in them, which allow her sculptures 
to extend/expand/change within a given space. Combining 
fragility and strength, her works highlight, trigger or subvert 
the encounters between human-made environments and 
objects, and natural processes. 

Untitled is a sculptural installation consisting of a wooden 
chair with roots growing on its frame and legs. Referencing the 
tree that provided the wood for the realisation of the chair, the 
work confronts the inertia of a manufactured object with the 
vitality of a natural organism, while embodying the qualities 
of transformation and motion that materials most often lose 
when they become sculptures. The roots that extend out from 
the chair’s frame and legs seem to be attempting to spread 
throughout the space, grounding the work in the space it 
inhabits. Untitled embodies the tension between mobility and 
inertia, dealing in passing with issues of belonging, dwelling 
and transience. A functional item widely used in daily life, 
the chair has been employed by many contemporary artists, 
including Joseph Kosuth and George Brecht, in sculptures, 
installations and performances. Ambrosio integrates the 
cultural and art historical references associated with this 
functional object into her practice in order to reveal the 
inherent potentials of its raw material. 

MADDALENA AMBROSIO
1970, Naples (Italy)
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Untitled, 2013
Wood, resin and roots
85 × 90 × 95 cm
Arter Collection
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Werner Zellien, who turned his camera towards individuals 
in his early photographic works, later moved away from the 
human figure, realising that he was “more interested in taking 
pictures of beings that are no longer here”. From then on, his 
photographs began to track absence, disappearance or loss 
through traces left such as, for instance, the footprints of an 
animal or a human being. 

Werner Zellien’s Utøya consists of 45 images produced in 
remembrance of the mass-killing perpetrated by Anders 
Behring Breivik on the Utøya island (Norway), on 22 July 2011. 
69 people from the Workers’ Youth League (AUF), the youth 
wing of the Norwegian Labour Party, lost their lives and 110 
were injured in this massacre, which went down in history as 
one of the most violent mass shootings perpetrated by a single 
gunman in the 21st century. Zellien contacted the Workers’ 
Youth League a few months after the killing, expressing his 
willingness to produce a photographic work with the objective 
of preserving that which is going to disappear. In pursuit of 
lives gone, he was allowed to go onto the abandoned island 
at the darkest time of the year, when the sun only rises at 
around 10 am. Alone on the island covered with a thin layer of 
snow, Zellien photographed, from 7 am until noon, every place 
where the victims of the killing were shot and left dead by the 
perpetrator. 

Conceived by the artist as “a pendulum of grief and 
mourning”, the series begins in pitch-black darkness and 
ends with the sun just above the horizon; however, one can 
look at the photographs in both directions, from darkness to 
brightness and back to darkness. The following excerpt from a 
poem by Friedrich Rückert accompanies the 44 photographs:

Now the sun prepares to rise as brightly,
As though no misfortune had befallen in the night.
The misfortune befell me alone,
The sun, it shines on all mankind

(Translated by Richard Stokes) 

WERNER ZELLIEN
1952, Westfalen (Germany)
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Rückert (1788–1866), who was a poet, translator and professor 
of oriental languages, mastering 30 languages, stands as 
a representative of multiculturality, in opposition to the 
perpetrator’s extremist, white-supremacist ideas. In 1834, he 
wrote 428 poems gathered under the title Kindertotenlieder 
[Songs on the Death of Children] to grieve the death of two of 
his children who had died of scarlet fever. 

Articulating darkness and light, despair and hope, Utøya 
restores the massacre, at the same time paying homage to 
those who lost their lives, and also to the island: keeper of the 
few traces left that bear witness to the massacre. Questioning 
what place this tragedy occupies in individual and social 
memory, the work stands as an attempt to lament and mourn 
all acts of destruction and violence inflicted by human beings.

Utøya, 2012
Cotton paper, Epson fine art paper, ultra-smooth matte
45 pieces; 42 × 59.5 cm each
Ed. 1/5
Arter Collection
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Keen on “giving voice to the past”, Thomas Geiger’s works 
consist of performances, performative action sculptures, 
and site-specific temporary interventions conceived in urban 
environments, private, public or institutional spaces. Mostly 
involving poor, even banal materials, which are inscribed in 
daily life, Geiger’s works engage with the history and common 
uses of the spaces he intervenes in, unfolding as means for 
collaboration, confrontation or conversation with the public. 
The artist, co-founder of the Mark Pezinger Books that 
publishes artists’ books including his own, has also worked 
with books as material for his works. 

THOMAS GEIGER
1983, Schopfheim (Germany)

The Tree of Man, 2010
Modified book cover
Dimensions variable
Arter Collection

Judas Tree, 2010
Modified book cover
Dimensions variable
Arter Collection

The Lonesome Tree, 2010
Modified book cover
Dimensions variable
Arter Collection

The Forest, 2011
Modified book cover
Dimensions variable
Arter Collection
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For this series, Thomas Geiger has transformed various book 
covers into small-scale tree sculptures and a sculpture in 
the form of a house. The titles of the books that the artist 
has selected for this series include the words “tree”, “forest” 
or other words with associated meanings. Looking like bare 
trees, the sculptures form a fragile forest of books, a miniature 
fictive landscape. Placed together, the works highlight the 
relationship between the source material (wood from trees 
transformed into paper) and the end product (a tree sculpture 
made of paper).

The Empty House, 2010
Modified book cover
Dimensions variable
Arter Collection

The Evergreen, 2011
Modified book cover
Dimensions variable
Arter Collection

A Tree in Chicago, 2010
Modified book cover
Dimensions variable
Arter Collection

What Kind of Tree Is This?, 2010
Modified book cover
Dimensions variable
Arter Collection
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OSMAN DİNÇ
1948, Denizli (Turkey)

Using various materials, especially glass, iron, aluminium, 
steel, wood, and stone in his abstract sculptures consisting of 
geometric and archetypal shapes, Osman Dinç’s works highlight 
the geological formation processes of these materials, as well 
as their historical and cultural backgrounds. The techniques 
used in the transformation of materials into tools and objects 
in the Iron Age occupy an important place in the artist’s 
practice. References to Arte Povera’s ways of handling organic 
or inorganic natural materials and Minimalism’s suggestions for 
translating concepts, objects and spaces into basic geometric 
shapes are also included in the works produced by the artist 
based on his personal narrative, his close relationship with 
nature, and the question of time on a universal scale. 

Osman Dinç, who worked as a shepherd during his childhood 
in Denizli and lived a life closely connected to nature, often 
addresses his own experiences and imagery related to rural 
life, agriculture, and processes in nature, together with 
autobiographical references. In his work Nightmare of the 
Shepherd Who Fell Asleep – 2, the artist places a piece of 
carved onyx marble on a sheepskin he laid on the floor, like a 
gravestone. In the first version of the work, Dinç used a sheepskin 
belonging to his grandmother, which had served as a prayer 
rug. Creating a defined space where it is placed, Nightmare of 
the Shepherd Who Fell Asleep – 2 presents a surface on which 
different times stratify, on which life and death, human and 
animal, dream and reality, physical and spiritual intersect. As its 
title suggests, the work not only reminds us that falling asleep is 
the ultimate nightmare of a shepherd, but also signals a disaster 
that may occur in a moment of weakness or absence of mind. 

Nightmare of the 
Shepherd Who Fell 
Asleep – 2, 1983–2017
Sheepskin, onyx 
marble 
Dimensions variable
Arter Collection
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MURAT AKAGÜNDÜZ
1970, Izmit (Turkey)

Murat Akagündüz, whose works including natural and urban 
landscapes examine the memory of the geography in which 
he lives, focuses on how political and cultural conditions and 
current technology transform people’s perspectives. The artist 
derives his paintings –created through the abstraction and 
reconstruction of ready-made images– from photographs, his 
own travel impressions and memories, and even from Google 
Earth images. 

Akagündüz produced the paintings in his series Island-
Continent simultaneously with the series Homeland-Anatolia 
between 2010 and 2012. Containing references to modern 
art and cultural policies, the paintings in Homeland-Anatolia 
emphasise the historical and cultural aspects of a landscape, 
based on the images he captured and the sketches he made 
during his trip to Anatolia. In the Island-Continent series, 
created with resin on canvas, Akagündüz sets off from his 
childhood memories of the Istanbul-Yalova trips he made with 
his father. Inspired by Sivriada, the smallest island off the 
coast of Istanbul, these paintings aim to look at a rock through 
abstraction, to concentrate on a personal journey based on 
the political narratives surrounding a particular geography. 
The island motif turns into an inner journey for the artist, 
implicating concepts such as near and far, heaven and hell, 
isolation and loneliness. Working with pitch in this earlier series, 
Akagündüz takes advantage of the transparency of resin, and 
of its sensitivity to heat and light. This organic material, which 
conceals the brushstrokes, enables the artist, and therefore his 
paintings, to achieve an anonymous quality. 

Island-Continent I, 2010
Resin on canvas
200 × 250 cm
Arter Collection

Island-Continent II, 2010
Resin on canvas
200 × 250 cm
Arter Collection
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Ella Littwitz investigates political, social, and cultural 
landscapes by appropriating and shifting specific elements 
connected to the land. Pivotal to her practice is the constant 
desire of humans to create sovereign ideologies by drawing 
limits, borders, and frontiers, sometimes even controlling 
nature and moving soil. Littwitz’s interest in a specific stretch 
of land – namely Israel and Palestinian territories – stems from 
its status as a crossroads of religions, geography, and politics; 
water, soil, and sky; mythologies, beliefs, and momentous 
transitions. It is precisely this sense of ambiguity which fuels 
the work, which is essentially about displacement, or how a 
simple shift in context can suddenly reveal the cracks.

In 1941, the botanist Michael Zohary published The Weeds of 
Palestine and Their Control, where he described 143 weeds 
that needed to be eradicated for the sake of the successful 
agricultural endeavours on the soil that would several years 
later become the State of Israel. Following the language of 

ELLA LITTWITZ
1982, Haifa (Israel)
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Carl Linnaeus, Littwitz raises important questions about 
contemporary political cleavages. She collected an archive of 
the seeds listed in Zohary’s book and placed them between 
small glass plates or in flasks used in laboratories. Botany 
takes surprising narrative turns when political connotations 
are considered, particularly in the survey of flora growing on 
the borders of Israel. Like the control of occupied territories 
in the complicated political geography of the region, the 
seeds acquire a human quality, representing the ‘unwanted’ 
native biology of the landscape. While Zohary’s original 
research was intended to serve agricultural development, 
whether he was conscious of it or not, it directly relates to the 
notion of creating an organised, anthropologically controlled 
‘civilisation’ according to the specific understanding of the 
political actor ‘civilising’ the area. It is interesting to note, that 
a direct translation of the book’s original Hebrew title, would 
read: The Bad Weeds of Israel and How to Get Rid of Them. 

Uproot, 2015
143 species of seeds, wood
21 × 430 × 5 cm
Arter Collection
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Obsessed with flight and flying engines of all sorts, 
Panamarenko formed his pseudonym by associating the 
abbreviation for Pan American Airlines, “Pan Am”, and the 
name of a Soviet politician, Panteleimon Ponomarenko. In the 
1970s, the artist started developing his practice around natural 
sciences and innovation, with a particular interest in space 
and aviation. Panamarenko designed motorised units and 
flying engines such as spaceships, zeppelins, aeroplanes and 
mechanised wings from model studies inspired by the natural 
sciences and already-existing technologies. Materialising 
the encounter between kinetics and imagination, his works 
embody motion, acceleration, rotation, duration, and balance.

PANAMARENKO
1940, Antwerp (Belgium)–2019, Brakel (Belgium)

Meganeudon II, 1973
Wood, metal and other materials in a 

plexiglass box, engine
50 × 25 × 22 cm

Ed. 46/50
Arter Collection

This work is donated to the  
Arter Collection by René Block.
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Meganeudon II is a motorised mechanism that imitates 
an insect’s morphology and flight. Since the early 1970s, 
Panamarenko has realised experiments around the flapping 
motion of insect wings in order to make use of this particular 
mechanism for human-powered, pedal-driven light aircraft. 
With varying complexities, his studies were carried out in 
series and referred to as Chisto, Umbilly and Meganeudon. 
For this work, Panamarenko morphed the name Meganeudon 
from Meganeura, a giant dragonfly species, in order to 
make it sound prehistorical. The two wings, which look like a 
membrane, are connected by means of a spring, thus keeping 
each other in balance. The air that is caught in the wings when 
they open is subsequently pushed back by the spring-loaded 
recoil of the wing, which is a highly efficient way of flying.
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JANANNE AL-ANI
1966, Kirkuk (Iraq)

After tackling the fetishisation of the female body in 19th-century 
Western orientalist art, Jananne Al-Ani shifted her focus 
towards the representation of Middle Eastern landscapes, taking 
the 1991 Gulf War as a starting point – the first major conflict in 
which the view from the air dominated media representations 
of modern warfare. In this research-based body of works, 
which includes film, video and photography, Al-Ani explores 
the impact of aerial surveillance and military technologies on 
the representation of territory and the ways in which aerial 
perspective allows for the disappearance of the physical body 
in landscapes affected by conflict. Offering to take a critical 
standpoint on contemporary representations of contested 
territories, she is keen to debunk the Western-centred 
orientalist imagery that depicts the Middle-Eastern landscape 
as uninhabited, devoid of history and signs of civilisation. 

Excavators, 2010
Digitised Super 16 mm film (colour, silent)
2’30”
Ed. 1/3 + 1 AP
Arter Collection
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In her single-channel video piece titled Excavators, Jananne 
Al-Ani shows from a bird’s eye view a colony of industrious 
ants busy building their nest in the sand. The work is part 
of a larger ensemble titled The Aesthetics of Disappearance: 
A Land Without People. Drawing her inspiration from Paul 
Virilio’s The Aesthetics of Disappearance (1980), and one of the 
most enduring and contested mythologies of the early Zionist 
movement, that of Palestine being “a land without a people for 
a people without a land”, this project explores the language 
of cartography and images of aerial surveillance, while 
attempting to repopulate the landscapes they depict as barren 
and unoccupied. Excavators also plays on Al-Ani’s interest in 
the ambiguities of scale that the aerial perspective offers and 
provides the viewer with a representation that contradicts the 
usual depiction of the desert – it replicates the point of view 
of a fighter plane or drone while drawing parallels between 
human and non-human activity in the landscape that could be 
overlooked or go unnoticed.
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Continuing his art practice in Diyarbakır, where he was born 
and grew up, Cengiz Tekin produces photographic works and 
videos casting light on the political, cultural, and social status 
of a geography and the contradictions it holds. The works of 
the artist not only offer a critical view of daily life through 
elements of fiction, play and humour, but also contain a 
universal dimension. Tekin, who frequently includes the natural 
aspects of the region and the living spaces of individuals in his 
photographs, emphasises the role that ecological issues play 
in political decisions. 

The photograph titled Here Is No Water, But Only Rock consists 
of a landscape which, at first glance, lacks any spark of life. 
This drought-stricken scene of stone piles is a deceptive image 
hiding an utterly different truth. A closer look at the photo 
reveals that there are people and plants among the stones. 
Stone is an item that we quite often come across in Tekin’s 
production, with its meanings and connotations regarding 
both social and geographical space. With its mise-en-scène, 
Here Is No Water, But Only Rock invites the audience to rethink 
the political meanings of geography and landscape through 
plants and people struggling for life in an arid land. 

CENGİZ TEKİN
1977, Diyarbakır (Turkey)

Here Is No Water, But Only Rock, 2010
C-print on dibond
80 × 150 cm
Ed. 1/5
Arter Collection
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The photograph Untitled is associated with a video work 
Tekin produced in 2013. Shot in Fiskaya, a neighbourhood 
in Diyarbakır and the birthplace of the artist, this video 
depicts the events that unfold after a tractor filled with 
standardised plastic balls, resembling watermelons, enters 
the neighbourhood. An increasing number of children coming 
from the neighbourhood try to catch the balls that start to 
roll downhill once the tractor is unloaded. In Untitled, Tekin 
introduces the tractor filled with watermelon-looking plastic 
balls in an area of farmland, as if referring to the tradition of 
landscape representation. The watermelon meets the audience 
as a layered motif in Tekin’s work. Widely grown in Diyarbakır, 
it has a significant place both in the artist’s memory and in 
the geography in which he lives. Creating a permeable zone 
between reality and fiction, the work presents an uncommon 
landscape which renders the common representations of a 
geography tenuous through illusion and play. Tekin’s work also 
indirectly alludes to the fact that the future of the watermelon 
is in danger due to the region’s political climate and its current 
ecological transformation. 

Untitled, 2013
C-print
79 × 125.5 cm (framed)
Ed. 1/5 + 1 AP
Arter Collection
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Endre Tót, who gained his reputation with his Art Informal 
paintings in the 1960s, ceased painting around 1970–1971 and 
started making conceptual, text/sign-based works. These 
“absent pictures” that establish nothingness and absence as 
two poles of Tót’s works consist for the most part of drawings; 
they also include installations, actions, film and video 
works, as well as works using non-traditional media such as 
telegrams, postcards and banners. An emblematic figure of 
Conceptual Art, Mail Art and Stamp Art, Tót aimed at making 
his practice “TÓTally against official art”, in his own words. 
Addressing state control mechanisms and totalitarianism, 
his oeuvre deals with issues related to censorship, isolation, 
communication and privacy. 

Endre Tót’s Adam and Eve and Adam in Paradise without Eve 
interpret Albrecht Dürer’s “Adam and Eve” (1507), a two-
panelled painting that represents these two biblical figures 
standing nude in full-scale. The two works are representative 
of Tót’s “erasure” method, a conceptual tool he uses to 
remove the figurative aspects of the painted subject. In both 
works, Tót paints two frames and inserts the caption as 
text on the canvas, providing only a single painterly point 
of reference to Dürer’s original composition. This pictorial 
element is the leaf (a key biblical motif associated with 
the tree of knowledge of good and evil) that is traditionally 
represented to hide both figures’ genitals. Re-framing and 
re-contextualising Dürer’s painting on an empty white canvas, 
the artist suppresses all figurative elements – except one 
–, leaving an abstract bare surface that visualises a void. 
Deviating from the conventions of traditional painting, these 
two works belong to Tót’s Absent Paintings, which enable 
him to accomplish a return to painting but with an aesthetic 
of absence and disappearance. Deceptive in their title, 
both works provide the viewer with a non-representation of 
paradise that contrasts with the habitual depictions of the 
heavenly place from which humanity has been expelled.

ENDRE TÓT
1937, Sümeg (Hungary)



10

27

Adam in Paradise without  
Eve, 2005

Acrylic on canvas
150 × 100 cm

Arter Collection

Adam and Eve (after A. Dürer), 
2005–2006

Acrylic on canvas
200 × 125 cm

Arter Collection
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Addressing gender roles, class identity, family structure, 
vulnerability, desire/pleasure, and sense of belonging in his 
works, Erinç Seymen offers a critical view of the historically 
established mechanisms of domination and the class-related 
control strategies that define and repress individuals. Focusing 
mainly on the mediums of drawing and painting in his practice, 
the artist creates spatial installations and new media works by 
making use of techniques such as silkscreen and digital print.

The series Sketches for a Paradise, which consists of four prints 
made with the silk-screen technique, includes collages created 
by Seymen from the illustrations in 19th-century encyclopaedias. 
Examining issues of ownership, belonging, welfare and desire 

ERİNÇ SEYMEN
1980, Istanbul (Turkey)
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management, the series shifts its focus from the familial to 
the social scale, opening the idea of paradise to discussion. 
In this series, Seymen explores the relationship between the 
idea of paradise, seen through the lens of capitalist ideals, 
with colonial practices and a certain understanding of nature. 
Although the imaginary landscapes portrayed in Sketches for 
a Paradise seem exuberant and savage, they in fact generate 
a topography occupied by human beings and constructed 
to serve human desires. Approaching the idea of paradise 
in four stages, the work highlights the questions of invasion, 
exploration, invitation, settlement, and hospitality, while 
presenting a critical rendering of the colonialist’s relationship 
with a specific geography. 

A Sketches for a Paradise: 
A Bright Future, 2013  
Silkscreen on paper  
41.5 × 60 cm  
Ed. 5/10 + 2 AP  
Arter Collection

B Sketches for a Paradise: 
Nova Atlantis, 2013 
Silkscreen on paper  
61 × 70 cm  
Ed. 5/10 + 2 AP  
Arter Collection

C Sketches for a Paradise: 
Fear No Evil, 2013  
Silkscreen on paper  
32 × 70 cm  
Ed. 5/10 + 2 AP  
Arter Collection

D Sketches for a Paradise: 
A Distant Threat, 2013  
Silkscreen on paper  
51 × 53 cm  
Ed. 5/10 + 2 AP  
Arter Collection
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Yüksel Arslan, who aimed to “paint by taking the paths that 
have never been taken before”, mostly produced paintings 
on paper by merging the techniques he encountered in 
an art book focusing on the prehistoric period with the 
paint recipes he prepared. Using materials such as raw 
pigments, herbs, tobacco, tea, urine, oil, blood, marrow, egg 
whites, honey, petrol, soil, and tile, the artist incorporates 
encyclopaedic illustrations, animal-human figures reminiscent 
of representations in anatomy and botany books, as well 
as structures and narratives that have symbolic historical 
and social significance. Arslan entitles his works “arture” 
by combining the word art with the suffix “-ure” as used in 
the French word peinture, meaning painting, or the word 
“sculpture”. With this gesture, he not only points out that art 

YÜKSEL ARSLAN
1933, Istanbul (Turkey)–2017, Paris (France)

Arture 647, Pline l’ancien, New Influences, 2008
Mixed media, natural materials, pencil, ink on paper
29 x 58 cm
Arter Collection

Arture 546, Walseries, New Influences, 2001
Mixed media, natural materials, pencil, ink on paper
20 x 46 cm
Arter Collection
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is an action but also underlines the relationship between the 
work he creates and the act of art. Arslan’s works, in his own 
words, are “situated between painting, poetry, and philosophy.” 

Moving to Paris in 1961, Arslan begins producing his first 
“artures” in 1962. In his series of “artures” titled Influences, 
painted in the early 1980s, he focuses on writers, thinkers, 
poets, and musicians from prehistoric times to the present 
who have influenced his own identity and art. Combining 
different disciplines, traditions, and cultures, these “artures” 
epitomise the encyclopaedic aspect and approach, which also 
has an important role in Renaissance thinking. The artist’s 
interest in sexuality, the human body and psychology also 
becomes a focal point in the series Influences. In the 2000s, 
Arslan returns to the readings that have affected him and 
produces a new series titled New Influences. This new series, 
in addition to elaborating on inspiring writers and thinkers, 
includes themes such as insanity, illness and anxiety, which 
Arslan has been scrutinising in his practice for many years. 
The references in the works titled Arture 546, Arture 647, and 
Arture 735, centre on the relationship between the human and 
nature: Robert Walser, who wrote about the countryside and its 
various landscapes in his short stories, stopped writing in the 
last years of his life, spent in a psychiatric hospital, and died 
while having one of his daily walks in the snow; The Ancient 
Roman historian and naturalist Pliny the Elder is known as the 
author of Naturalis Historia, the first and most comprehensive 
encyclopaedia of his time.

Arture 735, Sans 
Titre, Journal, 2013
Mixed media, natural 
materials, pencil, ink 
and collage on paper
49 x 64.6 cm
Arter Collection



32

İNCİ EVİNER
1956, Ankara (Turkey)

Created in various mediums such as photography, video, 
performance and installation, as well as drawing, since 
the 1980s, İnci Eviner’s works are inspired by mythology, 
history, literature, and philosophy. Inquiring subjecthood, 
relations between the body, power and authority, gender, 
and modernisation, the artist uses organic materials such as 
wax, copper and leather, and incorporates motion picture 
techniques and performance into her practice. 

In 1993, Eviner exhibited a series of “object-paintings” under 
the title Geography, which translated the two dimensions (of 
paper) into to the three dimensions (of object). These works, 
each in the form of a hill and exhibited for the first time at 
Taksim Art Gallery, create a map-surface that interconnects 
the images and symbols of the earth and humanity. Eviner’s 
hills, turning into human bodies, unify geography and the 
human body on a single surface, in a single form. The series 
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Body Geography, which consists of seven grand hills, provides 
a landscape of humanity that brings together the terrestrial 
and the celestial and a portable geography. Portraying figures 
with copper, acrylic, asphalt and leather on curved and raised 
plywood surfaces, Eviner invites the audience to explore the 
human body through the concept of geography with the forms 
she creates based on found images and anatomical drawings. 
Establishing a network of relations between nature and 
culture, these works also aim to heal – through images and 
symbols – a bond damaged due to the modernisation process. 

Body Geography is a series of paintings that arise at an 
intersection at which the surface is converted into form. 
When they come together within the space, the works which 
resemble dynamic forms of nomadic culture ready to change 
their location at any moment evoke a moorland landscape.

Body Geography, 1995
Copper acrylic, 
asphalt and leather 
on plywood
260 × 210 cm
Arter Collection
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Jytte Høy mainly produces installations and sculptures, 
employing ordinary materials or everyday objects in order 
to create expressive structures and forms in connection 
with geometric shapes. The notions of drawing and line 
occupy a special place in her practice, including in her 
three-dimensional pieces. Høy generally works in the form of 
series, which develop strong ties to one another – one series 
may in fact serve as a source of inspiration or material for 
another. Emphasising tactility and humorous formal gestures, 
Høy’s works take a stance against artistic movements which 
encourage abstract geometric forms by erasing the traces of 
the artist’s hand and the materiality of the object. 

JYTTE HØY
1951, Copenhagen (Denmark)

Sketch for the Structure of Peace #2, 2006
Bronze, marble, red paint, grey painted wood
133 × 120 × 80 cm 
Bronze: 110 × 50 × 38 cm, marble: 120 × 80 × 3 cm, 
plinth: 80 × 120 × 96 cm
Arter Collection
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Jytte Høy’s Sketch for the Structure of Peace is a series 
consisting of two-dimensional pieces and sculptural works, 
which juxtaposes various objects and found materials. Keen 
on exploring situations that actualise the encounter between 
“sense” and “nonsense”, the artist proceeded by following a 
precise scenario, which serves as the point of departure for 
the work. Sketch for the Structure of Peace #2 is inspired by a 
piece of blotting paper with a pencil drawing which is exhibited 
in the Imperial Museum of War in London. The drawing 
that triggered Høy’s interest was done by Lloyd George, the 
British representative at the Peace Conference which took 
place at Versailles (France) in 1919, immediately after the 
First World War. Translating a two-dimensional drawing into 
a three-dimensional sculpture, the work sheds light on the 
transformation of form and meaning that occurs during the 
translation process. Questioning what the structure of peace 
might be, the work materializes at the same time the space 
between the place one translates from and the place one 
translates to. Høy, who stretches the fact that, being a sculptor, 
she works with space, is particularly interested in spaces in-
between, where “sense” and “nonsense” bump into each other 
– spaces that contain various possibilities and offer many 
possible directions. Merging natural forms (tree branches) with 
artificial means (bronze), Sketch for the Structure of Peace #2 
seeks ways to simplify and streamline complex relationships, 
and methods to alter the meanings and functions of objects. 
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CLAUS BÖHMLER
1939, Heilbronn (Germany)–2017, Hamburg (Germany)

Involved with the Fluxus movement since the 1960s, Claus 
Böhmler has further developed his experimental practice by 
investigating the intersections of text, sound, performance 
and conceptual art. His installations, video works, 
performances and readymade sculptures, which often 
feature communication devices such as radios, television 
monitors or photocopy machines, question ironically the 
mechanism and potential applications of a device by drawing 
attention to the rules and functions that shape perception. 

Claude Money – Under the Poplars is a performative 
installation work in which Claus Böhmler reconstructs with 
sound, various objects and devices a Claude Monet painting 
which was reproduced on the cover of an LP featuring music 
by Debussy and Ravel. During his performance, Böhmler 
sat on a chair as Claude Money, and painted over the 
cover of the LP record that he placed on a music stand-
cum-easel, by using a brush and a palette. Listening to 
the music of Debussy while painting the part of the LP that 
was covered up by lettering, he occasionally looked with 
binoculars to a non-existent landscape and to the woman 
dressed in Impressionist style who was reciting texts about 
the relationship between original and reproduction, and 
the difference between passively viewing art and actively 
grasping it. Böhmler’s performance is a re-enactment that 
can be interpreted as a re-production/re-manufacturing 
of the landscape, which has been alienated by culture. 
Investigating the relationships between appearance and 
reality, authenticity, artificiality and reproduction, the 
artist restored the landscape in the form of a reproduction 
through the act of painting over a textual content. By 
referring to Claude Monet, the Impressionist painter who 
revolutionised landscape painting by seeking light and 
movement in the representation of nature, his performative 
installation reaffirms in passing that landscape is an artificial 
construction, shaped by human artefacts. The objects that 
are on display in the exhibition Locus Solus stand as remains 
of Böhmler’s past performance.
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Claude Money – Under the Poplars, 1999
Painted record cover on music stand, binoculars, record, 
record player, calendar sheet, palette, brush and video 
documentation of the performance (colour, sound)
Arter Collection
This work is donated to the Arter Collection by René Block.

16 For Cengiz Tekin, Untitled, please see p. 25.
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Usually minimal in form, Miklós Onucsán’s conceptual 
interventions are concerned with daily shifts and, on a 
broader scale, with the cultural and social fractures generated 
by Eastern European politics, the collapse of utopias, and 
the shortcomings and ideals of past and actual political 
regimes, including his home country Romania’s transition from 
communism to a capitalist system in the 1990s. Embedded 
in a historical context, Onucsán’s works often bear titles that 
are more than mere names: they act as an entry point to the 
works’ conceptual frame and to their possible interpretations. 
Using language as a material, the artist engages with 
semantics, verbalism and syntax as a way to address and 
bring to the surface issues that go unnoticed in everyday life. 

The photograph Here Rests the Grass depicts what its title 
desolately suggests, presenting the viewer with a bleak winter 
scene in a graveyard. In the centre of the image, a haystack 
stands among the population of tombstones. Reminiscent of an 
anonymous/non-monumental funerary marker, the haystack 
bears an inscription that reads “HERE RESTS THE GRASS 
03.2008–06.2008”. The work outlines a space that seems at 
first sight external and foreign to the space of the living, where 
a different temporality rules supreme. However, filled with 
signs that are meant to define space and time, Here Rests the 
Grass reconnects past lives with present time, rethinking at 
the same time the customs and beliefs that surround death. 
Transitioning from a human-centred commemoration ritual 
into a non-discriminatory and non-hierarchical honouring 

MIKLÓS ONUCSÁN 
1952, Gherla (Romania)

Here Rests the 
Grass, 2002–2009
Photograph
100 × 120 cm
Ed. 1/5 + 2 AP
Arter Collection
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of mortality, the photograph marks out the human and non-
human unnameable losses that the earth bears. 

What Falls from the Sky Is What You Throw into the Sky is a 
neon light installation of a truism hovering below the ceiling. 
Engaged in writing both meaning-wise and visually, this work by 
Miklós Onucsán presents us with an atemporal sentence written 
with contemporary means (neon light), while conceptually taking 
us back to a time before text and image became separated. 
Representative of the many works in which Onucsán uses 
language as a working material starting from the very titles of 
his works, this installation invites the viewer to undertake an 
unusual perspective by looking upwards, towards the ceiling, 
in order to gaze at an artwork. Linking ground and sky with a 
self-explanatory and thought-provoking sentence related to the 
law of gravity, What Falls from the Sky Is What You Throw into 
the Sky provides an idea with a material form whilst reorienting 
perception. The concept finds its concrete form in neon, a 
material conventionally used for signage.  

What Falls from the Sky Is What You Throw into 
the Sky, 2009
Neon
224 × 18 × 8 cm
Ed. 1/3 + 1 AP
Arter Collection
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HALİL ALTINDERE
1971, Mardin (Turkey)

Shedding light on hegemonic political and historical narratives, 
constructed identities, symbols produced by the structures of 
power, and the contradictions of the modernisation process, 
Halil Altındere uses an ironic and at times provocative 
language that resorts to absurdity as a means of expression. 

The work titled Carpet Land takes its cue from a photograph 
Halil Altındere saw in the window of a carpet shop in Istanbul’s 
Grand Bazaar. Tracing this bizarre landscape consisting of 
carpets lined side by side on a field of hundreds of acres, the 
artist finds out that the carpets which are the source of the 
photograph are situated in a village in Antalya’s Döşemealtı 
district. These carpets, produced in various regions of Turkey, 
are aged in a short period of time by exposure to the sun so 
that they have a more antique appearance. Local people rent 
their lands to carpet manufacturers for this process during 
what they call the “second harvest” season. At the end of the 
summer, these old-looking new carpets are sent to the Grand 
Bazaar and to other touristic areas of Turkey to be sold under 
the label of “authentic antique carpets”. Altındere reveals the 
big picture as he documents this landscape formed at the 
intersection and interaction of agriculture and tourism from 
a bird’s eye perspective, using a 20-metre crane. Referring to 
the ways in which touristic capital, consumption and culture 
transform the ecological system, the work presents a space 
in which the natural and artificial, the real and surreal are 
intertwined, turning established dualities upside-down. 

Carpet Land, 2012
Diasec photograph
100 × 170 cm
Ed. 1/5 + 1 AP
Arter Collection
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EVA JOSPIN
1975, Paris (France)

Eva Jospin’s practice mainly consists of three-dimensional 
works which range from small-size sculptures to large-scale 
immersive environments. The artist has been using cardboard 
since 2007, exploring the artistic potentials of this material of 
poor value, generally used for packaging and relatively easy 
to handle and shape, which can be worked with precision and 
virtuosity. Proceeding by means of cutting, assemblage and 
layering, Jospin “fabricates” imaginary forests, spectacular 
landscapes and environments that embody a sharp contrast 
between the banality/poorness of the material they are made 
of, and the profusion of their details. 

A former resident of the Villa Medici in Rome, Jospin has 
developed a strong interest in the classical art historical 
themes, antique myths and deities favoured by Renaissance 
art, and in the Italian “capriccios”: 18th-century paintings 
representing imaginary landscapes that combine ruins, 
architectural elements and vegetation. Pivotal to her work 
are the interactions between illusion, reverie and reality 
and the crossroads between nature and culture – naturally 
grown or formed elements and human-made, “fabricated” 
constructions. Fuelled by Italian Renaissance gardens and 
the caves favoured by Mannerism, the nature that is at the 
core of Jospin’s works meets with artificiality and imagination 
by means of timeless and universal spaces that allow the 
surfacing of fears and dreams.  

Panorama (detail)



EVA JOSPIN
1975, Paris (France)

Eva Jospin’s Panorama is an immersive installation of 
circular shape that connects sculpture and architecture. 
Made of several individual panels assembled together, this 
monumental construction hosts a hidden forest entirely 
sculpted in cardboard. Jospin’s work is inspired by 18th-
century “panoramas” consisting of large-scale circular 
paintings displayed inside a rotunda. Invented by the Scottish 
painter Robert Barker, the first panoramas were also called 
“nature at a glance”, providing the viewers with 360-degree 
panoramic views of Scotland’s capital city Edinburgh. These 
devices inaugurated a new type of representation that became 
rapidly popular across Europe during the 19th century and 
were further developed along with the birth of photography 
and cinema. Paying tribute to these art historical references, 
Jospin’s “viewing machine” recreates the architecture and the 
viewing conditions of the initial panoramas by allowing visitors 
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to contemplate a fabricated dense forest, a human-made 
“natural” landscape, while maintaining a distance between the 
viewer and the object of representation. 

As well as situating the viewer at the junction between illusion 
and reality the work articulates surface and depth by offering 
discovery of its complex layers. It also actualizes a reversal 
between exteriority and interiority by bringing to life an 
outdoor space (a forest) inside an enclosed space, reminding 
us in passing that nature was mostly experienced in such a 
manner before modern painters went outdoors to commune 
with it. Panorama is conceived as a device to travel in space 
and time, much further than reality, beyond what the eyes 
can see, somewhere in between everywhere and nowhere. Its 
physical space opens up into a mental space where the mind 
is invited to escape and wander freely.    

Panorama, 2016
Wood, cardboard, glue
5.20 x 9.12 m ø
Courtesy of the artist and 
Noirmontartproduction Collection

20 For Miklós Onucsán, What Falls 

from the Sky Is What You Throw into 

the Sky, please see p. 39.



44

Comprising sculptures, embroidery works and drawings, 
Xuefeng Chen’s practice is concerned with building ties 
between mythical narratives, ancestral rituals, traditional 
crafts, and contemporary artistic practices. Pivotal to her 
works, which bring to life totemic figures, deities, chimeras and 
hybrid beings of various sorts by means of mixed techniques, 
is the notion of transmission. For Chen, who grew up in a rural 
part of the Yunnan province of China before settling in France, 
the relationships between imagination and reality, the known 
and the unknown, chaos and cosmos are crucial components 
of her artistic practice. The hybrid character of the forms 
shaped by the artist materialise a sense of osmosis/wholeness 
between different species and realms, as well as between 
non-human and human beings, with an aim of restoring a lost 
connection with natural elements and forces. Embodying the 
rich diversity of forms existing in nature, her sculptures and 
drawings embrace the cycle of life and death that enables 
the perpetuation of species, while engaging in a process of 
metamorphosis that allows the genesis of novel forms. Chen’s 
works, which are often adorned with vivid colours, additionally 
connect universal/primal forms that travel through ages and 
cultures with the colourful, imaginative universe of childhood.  

XUEFENG CHEN
1975, Kunming, Yunnan (China)

Ŏrigŏ, 2020–2021
Site-specific installation 
with 12 sculptures
Dimensions variable
Courtesy of the artist

The Leaf, 2021
Resin, metal
115 x 210 x 103 cm

Seed of the Sea, 2021
Resin

30 x 97 x 37 cm
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Ŏrigŏ is a site-specific installation consisting of 12 sculptures 
of various sizes (some of which have animated parts) that the 
artist has produced in the context of the exhibition Locus Solus, 
and an older embroidery work titled Two Moons. Displayed 
on the 4th floor, both on the open-air terrace and in an 
adjacent indoor space, Chen’s installation articulates notions 
of exteriority and interiority and can be experienced as a 
threshold between physical and symbolic worlds. Ŏrigŏ, which 
derivates from the Latin word “origo”, meaning “beginning”, 
“source” or “origin” in Latin, is based on a cosmogonic view 
that positions nature as a force of genesis and transformation. 
Chen’s body of works originates in ancestral narratives, 
founding myths that tell the origins of species and natural 
forces, the mingling of non-human and human beings. Each 
bearing a name of their own, the 12 sculptures form a world 
in its own right as they come together, connecting existing and 
imaginary forms, building a relationship of complementarity, 
correspondence and harmony between natural elements and 
heterogeneous beings. On the other hand, playing with the 
proportions and scale of things, Ŏrigŏ draws attention to the 
infinitely small (a seed, a cell, the details of a leaf) that human 
eyes are unable to see and that go unnoticed in everyday life. 
The installation, which stages a state of infinite possibilities, 
invites visitors to take a journey across realms, while reflecting 
upon the origin, formation and evolution/transformation of 
things and beings. 

Two Moons, 2013
Hand embroidery
140 x 130,4 x 3 cm



XUEFENG CHEN
1975, Kunming, Yunnan (China)

Eye, 2021
Resin
115 x 120 x 65 cm

Sea, 2021
Resin
55 x 95 x 63 cm

Calabash, 2021
Resin, metal
108 x 65 x 67 cm

Flying Fish, 2021
Resin, metal

115 x 215 x 64 cm

Ocean, 2021
Resin

128 x 147 x 136 cm
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Phoenix, 2021
Resin, metal
102 x 105 x 56 cm

The Hand, 2021
Resin
67 x 68 x 35 cm

Face, 2021
Resin, metal, electronics
40 x 34 x 37 cm

The Wave of Arles, 2021
Resin, engine, automatic 

water spray system
210 x 150 x 150 cm

Ipomoea, 2021
Resin, electronics
135 x 135 x 118 cm
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In his works produced with a cinematographic language, 
Bülent Şangar questions – through images of tension such as 
sacrifice, violence, crisis and accident – the power systems 
embedded in individual, family, and state relations. Calling 
attention to the fact that systematic violence is constantly 
reproduced in daily life, the artist defines his photographic 
series as “obsessively replicated and aligned images where the 
narrative is noncontinuous, and being oppressed corresponds 
to the gaps created in consciousness”.

In this photographic work, Şangar focuses on the historical 
and everyday references that surround the notion of sacrifice. 
Through actions related to tradition, religion, belief, and 
submission, he points out the sacrifice and sacrificial rituals 
existing in society. By tracing the violence in attitudes and 

BÜLENT ŞANGAR
1965, Eskişehir (Turkey)

Feast of Sacrifice, 1997–1999
Photograph mounted on forex
6 pieces; 70 x 100 cm each
Ed. 1/5 + 1 AP
Arter Collection
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behaviours in daily life caused by intellectual divergences and 
differences, he problematises the sacrifice (being sacrificed) 
and documents it without aesthetic concerns. Consisting of six 
photographs taken from a distance, the work deals with the 
sacrificial ritual performed on the side of a highway in a city 
centre during Eid al-Adha. In the background, on a hill with 
mass housing, the sacrificed animals are seen being portioned 
out, the remains buried, and another animal brought to the 
site to be sacrificed. While documenting a social phenomenon, 
the artist brings the changing urban topography and the 
new social constructs up for discussion. He also examines 
the possibilities of photographic narrative in this landscape, 
which he created by establishing a new architectural structure 
through the city with the multiple photographs he combined.  
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Exploring issues and situations related to urban life, forced 
migration and cultural re-orientation, Mariana Vassileva’s 
practice is very much impacted by her personal experience. 
Growing up with her grandparents in a small Bulgarian town 
before moving to Berlin, the artist developed an interest 
in notions of movement, change, speed and loss. Working 
across a variety of media including video, sculpture, 
installation and drawing, Vassileva recollects her childhood 
memories or takes inspiration from present-day living 
conditions/situations, opening them to re-interpretation. 

Puddle by Mariana Vassileva is an installation that consists 
of a dark, rectangular silicon block, which bears tyre tracks, 
and inside which water has been placed; a lonely light bulb 
hanging above is reflected by the water surface, looking like 
a full moon in the sky. Vassileva’s work creates, with minimal 
means, a melancholic environment evocative of muddy 
village roads full of puddles. Addressing living conditions she 
was familiar with during her childhood in her home country 
Bulgaria, Vassileva creates an affective and reminiscent 
space that holds a universal and timeless dimension at 
the same time. Bringing the sky onto the ground, Puddle 
produces, on a broader level, a dramatic tension between 
presence and absence, life and death, human finitude and 
cosmic infinity, the known and the unknown, allowing us in 
passing to see light in darkness. 

MARIANA VASSILEVA
1964, Antonovo (Bulgaria)

Puddle, 2011
Silicon, water, lamp
250 x 105 x 10 cm
Arter Collection
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Ahmet Doğu İpek’s process-based, multi-dimensional, and 
multi-layered opus spans from sculptures and installations to 
watercolour works which often present drawings made with 
black ink, graphite, or charcoal. Including motifs such as 
stones and knots through variations into his production, these 
works bring together historical, geological, and universal time 
through abstraction at both micro and macro, individual and 
collective levels. Usually produced in series, they document the 
political and societal climate in which they belong. 

In his work titled Stars – created as an extension of his series 
Black Water Records – Days, which he started to produce in 
2016 – Ahmet Doğu İpek covers the surface of a large-scale 
cotton paper with black Indian ink and then notches and 
indents the black surface using a stitching awl. Exposing the 
white surface of the paper through an action which gives birth 
to light out of darkness, the artist creates a configuration by 
extraction and reduction, rather than piecing together various 
materials. Relating to concepts such as the void, time and 
space, Stars obtains its depth starting from the surface, and 
opens the delimited field of the paper to the infinite space and 
time of the universe.

AHMET DOĞU İPEK
1983, Adıyaman (Turkey)

Stars, 2017
Scores on acid-free cotton paper covered with Indian ink
130 × 357 cm
Arter Collection
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In her work, spanning installation, video, photography, 
sculpture and drawing, Thu Van Tran explores issues of 
colonialism and identity from a historical perspective, and 
particularly with reference to the colonial relation between 
Vietnam (her country of origin) and France (where she moved 
with her family as a refugee in 1981, aged two). Tran, who 
incorporates histories of violence and exploitation in her 
practice, deals closely with language and literature. Her works, 
which draw attention to the duality of language in a colonised 
culture, inquire into ways of materialising words and writing. 

Thu Van Tran’s installation titled Heart of Darkness is based 
on Joseph Conrad’s novella of the same name. The novella 
presents the testimonies of a young British officer working 
for a Belgian company up the Congo River, which was one of 
the main transport routes for the colonisation of Africa. The 
exotic setting of the novella, the depiction of a pre-civilised, 
wild nature inhabited by savages, mirror the colonial ideology 

THU VAN TRAN
1979, Ho Chi Minh City (Vietnam)



25

53

that was predominant. Conrad, who spoke Polish, French 
and English, chose to write Heart of Darkness in English (the 
language he was the least familiar with) in order to break the 
aphasia he experienced back from his journey to Congo due 
to what he witnessed there. With her installation, Thu Van 
Tran undertakes a return journey by translating Conrad’s 
novel from English to French – her own language of exile. 
She presents her subjective translation on 60 pages that 
become progressively darker and less legible from one page 
to the next. This visual change and progressive drift towards 
darkness not only visualizes/materializes the darkness that 
is at the core of the book itself but also emphasises, on 
a broader scale, the role of translation as a political act. 
Providing a postcolonial reading of Conrad’s novella in order 
to express her own subjectivity and voice, on the other hand, 
the artist creates new experiences for memory, pointing to 
the fact that forgetting is an inherent, constitutive part of 
remembering. 

Heart of Darkness, 2013
60 A4 paper sheets, 120 glass sheets, 
4 Hevea wood planks
Dimensions variable
Arter Collection



54

Yehudit Sasportas’ practice consists mainly of multi-layered 
site-specific installations that combine sculptures, photography, 
drawings, video and sound, providing an experience of intense 
sensory immersion. Concerned with mapping and bringing to 
the surface the subconscious, the artist’s oeuvre can be seen 
as a translation process, undertaking the transfer of non-
verbalised emotions into a form, an object or a material. 

Closely related to Sasportas’ personal history and often imbued 
with cultural and art-historical references, the works reach a 
universal dimension by means of abstraction; they bond with 
concealed, discarded, unspoken or alienated aspects of human 
existence, as a means to help with the healing of individual and 
collective traumas. Their imagery forms a complex network 
of recurring forms, persistent elements, and paradigmatic 
sites of emotional charge (such as forests, swamps, bunkers, 
deserts). This mental, affective territory, which bridges the 
visible and the unseen, operates as a tool to monitor and 
process reality. Another pivotal component of Sasportas’ 
oeuvre is time. Exploring the ways in which the collective and 
individual subconscious invades the space of lived action and 
of discourse, her works undertake the suspension or slowing of 
time in order to synchronise the past and the present. 

YEHUDIT SASPORTAS
1969, Ashdod (Israel)

No Man’s Land  
(Liquid Desert Project)
Site-specific installation with 
various works
Dimensions variable
© Yehudit Sasportas and VG 
Bild-Kunst
Courtesy of the artist, Galerie 
EIGEN + ART and Sommer 
Contemporary Art Gallery

Hashavat Aveda No. 1, 2019
Archival pigment print
120 x 90 cm each (framed)
Ed. 5
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Produced in the context of the exhibition Locus Solus, No 
Man’s Land is a site-specific, room-scale installation that 
articulates existing works of various media by Sasportas, thus 
materialising a junction between image, sound, sculpture and 
architecture. 

The installation is an integral part of the Liquid Desert project 
that the artist has been elaborating on over the past 7 years 
with the aim of mapping individual and collective subconscious 
space. Conceived as a conceptual apparatus for investigating 
the mechanisms of the human psyche that enable one to 
participate in reality or to forget, reject, and deny it, the Liquid 
Desert project brings to the surface a negative subterranean 
site – a bunker virtually situated in the Negev Desert (in 
southern Israel), consisting in total of 3 underground levels 
and 49 rooms. Featuring the Room No. 10, the installation 
presented at Arter is structured by two black walls that 
function as dividers and thresholds, supports and surfaces. 
The architectural structure of the room serves as a container 
for repressed/non-verbalised emotions, while the works that 
take place in it activate/transform an unspoken life material 
which exists in the collective subconscious outside of language 
and time. These works explore the invasion of the surface by 
suppressed subconscious material, and in doing so, inquire 
into the unsettling correspondence between unspoken, unseen 
subconscious life materials, and the ways in which these 
layers of information activate and establish the psyche’s visible 
surface. They enable the act of witnessing by communicating 
materials of tension, contradiction, conflict and crisis: 
materials that charge the system energetically but cannot be 
verbally expressed.

With No-Man’s Land, Sasportas pursues her years-long, 
process-based project building complex correspondences 
between the human psyche, human-made architecture and 
natural sites. Conversing with her site-specific installations that 
have been exhibited during the past years in various spaces, 
contexts and settings across Europe, the installation presented 
at Arter provides visitors with a new reading of Liquid Desert’s 
architectural structure and its wider cultural context.
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YEHUDIT SASPORTAS
1969, Ashdod (Israel)

A Resonance Sound Boxes / Black Magnets, 2015  
Plywood, black matte varnish, black cables 
Dimensions variable

B Hashavat Aveda No. 1, 2, 6, 2019  
Archival pigment print  
120 x 90 cm each (framed)  
Ed. 5

C The Owls No. 1, 3, 4, 5, 6, 2019  
Archival pigment print  
64 x 87 cm each (framed)  
Ed. 5

D Cad-Ot No. 1, 2, 2019  
Archival pigment print  
53 x 73 cm each (framed)  
Ed. 5

E Room No. 10, 11, 13, 15, 16, 18, 2019  
Graphite drawing on archival pigment print  
62.3 x 86.8 cm each (framed)

RESONANCE SOUND BOXES / BLACK MAGNETS

THE MAGNETIC HEARTS

THE OWLS
HASHAVAT AVEDA

CAD-OT

KELIM

TFILIN

RESONANCE SOUND BOXES / BLACK MAGNETS
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F Magnetic Shaky Table, 2013  
Two-channel full HD video, including sound  
Part A & B, 26’ 27”

G The Witnesses No. 1, 2, 3, 4, 2020  
Graphite drawing on paper  
73.2 x 53.2 cm each (framed)

H Kelim 1A, 1B, 2A, 2B, 3A, 3B, 2019  
Archival pigment print  
80 x 120 cm each (framed)  
Ed. 5

I Tfilin No. 2, 2015  
Black MDF, black lacquered wood, vertical diptych  
300 x 200 cm

J The Magnetic Hearts, 2008  
Two engraved MDF discs, acrylic, lacquer  
200 cm ø each

RESONANCE SOUND BOXES / BLACK MAGNETS

THE OWLS

CAD-OT
ROOM

THE WITNESSES

MAGNETIC 
SHAKY TABLE

KELIM

RESONANCE SOUND BOXES / BLACK MAGNETS
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As an artist whose works focus on the human condition, 
Yaşam Şaşmazer probes both the obscure and bright sides of 
humanity, its inner battles, and the relations with which humans 
bond with each other, with the non-human and with nature. The 
practice of the artist, who mainly produces three-dimensional 
works related to space and time, comprises sculptures and 
installations along with works on paper. Colours obtained 
from natural and raw materials are prominent in Şaşmazer’s 
production. Proceeding by addition, inclusion or conjunction, 
the artist incorporates organic materials such as stone, fungus, 
dirt, moss, lichen or tree branches to some of her wooden 
sculptures. Having recently leaned on the use of paper as a 
primary material in her sculptures, Şaşmazer has diversified the 
constitutive elements of her works, bringing the multiple layers 
between figurative language and abstract expression into focus.

Ignited by the “idea of nature” that the Locus Solus exhibition 
embraces, Sojourn is a site-specific installation produced by 
Yaşam Şaşmazer within the framework of the relations between 

YAŞAM ŞAŞMAZER
1980, Istanbul (Turkey)

Sojourn, 2021–2022
Earth, moss, lichen, live plants, fungi, stones, 
unbaked mud, papier mâché, styrofoam
190 x 490 x 240 cm
Courtesy of the artist and Zilberman Gallery
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nature and culture. In this large-scale installation shaped 
around the motif of the “island”, which has inspired countless 
representations and narrations throughout history and given 
rise to discourses, thoughts and ideas by nourishing imagination, 
the artist places bodies created out of mud and stones made of 
paper, together with such natural materials as moss, stones, tree 
branches and plants on a terrain made of soil. This imaginary 
island, created by means of artificial and natural materials in 
a delimited space, generates a distinct geography, a habitat, 
and even a world of its own. Through the theme of the “desert 
island”, a frequent trope in the history of literature, philosophy 
and art, the work summons such concepts as loneliness and 
remoteness, presenting the viewer with a multi-layered terrain 
that allows for a questioning of the human-centred perspective, 
and for a reflection on the multiple ways in which human and 
non-human beings, living and non-living singularities can be 
associated. Being both a product of the human hand and of 
imagination, Sojourn may also be experienced as a threshold 
between paradise and hell, nature and culture, existence and 
extinction, the physical and symbolic worlds. 

The topography conceived by Şaşmazer also differs from the 
motif of the “deserted island”: in this particular place, where 
frontiers and categories fade, sliding toward abstraction, 
heterogenous beings, the natural and the artificial, the human 
and the non-human, are almost indistinguishably interwoven, 
positioned in a state of interaction so as to form a whole. The 
artist, who ensures the colour unity of the body parts she has 
produced from mud and the stones made of paper, points 
to the mutual belonging between living and non-living things. 
Highlighting the concepts of temporality and mortality through 
the mud bodies that will dissolve in time, the work renders 
visible processes inherent in the various materials it employs 
and enables the transformation of forms. Although it may 
seem to place the viewer face-to-face with a timeless, universal 
landscape, Sojourn, through the natural materials it is made of, 
actually creates an earthly non-place, vulnerable to erosion  
and destruction, subject to time.

The artist would like to thank landscape architect & urban 
designer F. Begüm Zaimoğlu.
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Tacita Dean, who primarily works in celluloid film, is interested 
in photo-chemical analogue modes of image-making. Her 
works actualise slow and complex production processes that 
keep track of the effects of time on human beings or natural 
elements. Along with her works in film and photography, Dean 
has produced chalk drawings on blackboards and paintings on 
postcards and photographs, as well as optical sound recordings 
and installations. Often in series of sequential images, these 
non-filmic works also explore the filmic medium and its 
temporality. Pivotal to Dean’s practice, which is driven by 
chance encounters and the unconscious, is the materialisation 
of time, history, memory, disappearance and obsolescence. 

In 2014–2015, Tacita Dean lived in Los Angeles as an artist-
in-residence at the Getty Research Institute. Soon after her 
arrival, Dean noticed the peculiarity of the clouds in the 
Californian region. Unlike the clouds she was accustomed 
to in Europe, these white clouds moving in the picturesque 
Californian blue sky never turn grey; disconnected from rain, 
they rather depend on the activity of the winds. Inspired by the 

TACITA DEAN
1965, Canterbury (UK)
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grandeur of this celestial landscape, Dean produced a series 
of works depicting various clouds in several media, such as 
chalk on black cardboard, overpainted postcards and, later 
on, by using the technique of colour lithography. Dean first 
produced a body of work titled Concordance of Fifty American 
Clouds (2016), a series consisting of fifty pieces. The six works 
included in the Arter Collection, whose titles refer to William 
Shakespeare’s plays containing the word “cloud”, belong to 
this series. Although they hold a photographic appearance, 
the set of colour lithographs titled LA Exuberance originate 
in hand-drawn images. Like a Summer’s Cloud belongs to the 
series of slate works which Dean produced in conjunction 
with the LA Exuberance series. Singled out in a picturesque 
blue sky, Dean’s clouds situate the viewer above ground 
level. Abstracting the clouds from temporal and spatial/
geographical references and arresting their movement, the 
works capture the ephemerality and fugacity of a natural 
phenomenon by means of a still image, while offering a 
contemplative moment in order to reflect upon change and 
permanence.

A LA Exuberance 4, 2016  
Hand-drawn 3 colour 
blend lithograph  
75.8 × 75.8 cm  
Ed. 25/36 
Arter Collection

B LA Exuberance 5, 2016  
Hand-drawn 3 colour 
blend lithograph  
75.8 × 75.8 cm  
Ed. 25/36  
Arter Collection

 

C LA Exuberance 12, 2016  
Hand-drawn 3 colour 
blend lithograph  
75.8 × 75.8 cm  
Ed. 25/36  
Arter Collection

D Like a Summer’s 
Cloud, 2016  
Spray chalk, gouache 
and charcoal pencil 
on slate  
81.4 × 109.3 × 7.5 cm 
(framed)  
Arter Collection

E LA Exuberance 14, 2016  
Hand-drawn 3 colour 
blend lithograph  
75.8 × 75.8 cm  
Ed. 25/36  
Arter Collection

F LA Exuberance 13, 2016  
Hand-drawn 3 colour 
blend lithograph  
75.8 × 75.8 cm  
Ed. 25/36  
Arter Collection
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SARKİS
1938, Istanbul (Turkey)

Sarkis’ works deal with concepts of memory and time by 
way of materials which take their cue from art history 
or daily life, and the artist’s own life story. Presenting a 
cultural and historical accumulation to the exploration of 
the audience through objects, sounds, images, and scenes, 
the artist seeks out ways of carrying this accumulation into 
the future. The installations he has created since the 1980s 
establish a strong dialogue with the architecture, history 
and memory of the space. In these installations, Sarkis 
who acts with objects and events belonging to his own 
past and to the common history of humanity allows the 
objects positioned within the exhibition space to re-emerge 
in a different context and initiate their own dialogues and 
experiences. 

Calling (To the Bees) I is a work Sarkis has produced in 
the context of his exhibition İkiz | Twin, which took place in 
Gallery Manâ in 2013. Consisting of a bell and a honeycomb 
embedded in a copper chamber, the work expands into 
the space with the sound and vibration from the periodic 
rise and fall of the bell suspended from the ceiling. While 
honey – treated by Sarkis as a symbolically multi-layered 
material – stands out with its naturalness and vitality, the 
honeycombs embody a perfect order. Sarkis’ call to the 
bees figuratively invites nature into a cultural space. The 
work can also be read in the context of the “extinction of 
bees”, indicating a current ecological disaster.  
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Calling (To the Bees) I, 2013
Copper, bell, honeycomb
7 × 35 cm
Arter Collection
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