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Conceived around the relationships between the 
artist, the art institution,  the artwork, and the viewer, 
Precaution focuses on practices of art production, 
preservation, and exhibition through the works selected 
from the Arter Collection. The exhibition explores the 
preparation and negotiation processes the audience 
rarely witnesses; the power dynamics shaped by 
cultural, ideological, hierarchical, and economic 
contexts; as well as the weaknesses, sensitivities, 
fragilities particular to the field of art. The exhibition 
features  13 works by 11 artists in the Arter Collection.

Presented at a time when the pace of daily life, our 
social relations, our modes of work, the distances 
between us and the world have changed, our range 
of movement has been limited and even our physical 
appearance has been masked, Precaution takes its 
name from Canan Tolon’s work in the exhibition and 
draws inspiration from the word “precaution,” heard 
and used so frequently across different contexts 
including economy, security, energy, and especially, 
public health today. “Global anxiety” has completely 
taken every aspect of life hostage, and its effects have 
disrupted art and art institutions’ working modes, 
accessibility policies and communication practices. 
Faced with ever-changing “new normals”, art has 
been forced to seek out not only precautions for 
sustainability, but also new ways and mediums for 
experience, different communication strategies, and 
alternative infrastructural and financial solutions. 

Given their dates and the issues they problematise, 
the works featured in this collection-based exhibition 
might not make direct reference to the problems 
and concepts brought about by the conditions of the 
pandemic, yet they will still be experienced according 
to the rules and limitations mandated and specified by 
these conditions. By way of the relationships they forge 
with one another and with the institutional space where 



3

they are temporarily exhibited, they will encourage 
us to reconsider not just the meaning of precaution, 
which has permeated into our everyday language and 
reshaped our lifestyles, but also many other concepts 
and phenomena that define the arena of contemporary 
art today: relations of production in the art and 
business worlds, hierarchical and bureaucratic systems, 
conflicts/conjunctures between the personal and the 
institutional, communication and negotiation, inclusion 
and exclusion, blockbuster exhibitions and queuing 
crowds, publicity, the value of the artwork, intellectual 
property rights, methods of preservation and 
conservation, security, construction and destruction, 
social distancing, and masks…

Cover:
Canan Tolon, Precaution, 2011 [2021].
Halil Altındere, Guard, 2012.

Photos:
flufoto
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1 Canan Tolon, Precaution, 2011 [2021]

2 Hamra Abbas, MoMA is the Star!, 2004

3 Halil Altındere, Guard, 2012

4 Ali Kazma, Noah’s Ark, 2019–2021

5 Serkan Özkaya, Dear Sir or Madam, 1996-ongoing

6 Lamia Joreige, Under-Writing Beirut – Mathaf, 2013

7 Walid Raad, Preface to the Fourth Edition, 2013

8 Walid Raad, Preface to the Third Edition  

 (version française)_Commentary IV, 2013

9 Alicja Kwade, Hubwagen, 2012/2013

10 Rogelio López Cuenca, Copy W/B, 2011

11 Burak Delier, Crisis and Control, 2013

12 Nasan Tur, Police Painting No. 1, Istanbul June 2013, 2014

13 Canan Tolon, Loss, 1988–2010
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Precaution, 2011 [2021]
Installation
Courtesy of the artist

Canan Tolon produced and exhibited Precaution in 
2011 for the first time as part of Second Exhibition at 
Arter, previously located on Istiklal Street. Ten years 
later, the installation is being brought to life once again, 
adapted to the institution’s architectural context in its 
new location in Dolapdere. Although it is the only work 
that is not a part of the collection, Precaution lends its 
name to this collection-based group show to offer the 
viewer an entry point for introducing the context of the 
exhibition. 

The installation bears similarities to its earlier version 
and connects Arter’s two gallery floors with a rusty 
scaffolding, seemingly suspending and strengthening 
the art institution against structural weaknesses and 

CANAN TOLON
(1955, Istanbul)
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vulnerabilities to various external factors and pressures 
as well as potential problems it might eventually 
encounter. The uncertainties and similarities between 
“construction and destruction” inherent in this work, 
as in many of Tolon’s projects, cast doubts on her 
intentions behind this spatial intervention. As a matter 
of fact, this cumbersome, unsightly, almost menacing 
structure, installed here to repair, protect and reassure 
– an embarrassment on behalf of the institution for 
causing this temporary disturbance to its surroundings – 
exposes on the other hand its transience, fragility, and 
helplessness. The aberrant presence of Precaution, 
which contaminates and soils the usually pristine and 
polished environment of the art institution, rouses 
suspicions: “Is there a problem here?”, “Did something 
go wrong?”, “Is the place not ready yet?”, “Where is the 
fault or who is at fault?” 

Canan Tolon’s background in architecture prior to 
her artistic career, both in her education and in her 
brief practice, manifests itself in her work, both on the 
surface of her canvases as well as in her installations, 
where she employs architectural material together with 
open spaces. Allowing impermanent materials that have 
their own life cycle – such as grass, soil, sand, mold, 
rust – to bloom, react, and expire on various surfaces, 
she creates the opportunity for her work to generate 
and complete itself. In this exhibition, drawn from the 
Arter Collection, Canan Tolon’s Precaution is put in 
dialogue with her installation titled Loss – acquired for 
the institution’s collection following its display in Second 
Exhibition (2011, Arter).

CANAN TOLON
(1955, Istanbul)
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MoMA is the Star!, 2004
Video (colour, sound)
4’22”
Ed. 1/5

HAMRA ABBAS
(1976, Kuwait)

MoMA is the Star! is based on the footage of queuing 
crowds on the last day of the exhibition Das MoMA in 
Berlin [MoMA in Berlin] at the Neue Nationalgalerie, 
Berlin. The exhibition was held during the extensive 
renovation and expansion of The Museum of Modern 
Art (MoMA) in New York and more than 200 of MoMA’s 
most significant works from its collection were displayed; 
a first-time-ever opportunity an audience outside of 
the United States ever had. In her video, Hamra Abbas 
reviews art museums as sites of cultural hegemony 
and blockbuster exhibitions as endorsement factors for 
their institutional reputation. With music and voiceover 
taken from the commercial video about the making of 
Das MoMA in Berlin, the artist’s handheld camerawork 
playfully concentrates on the people adamantly 
enduring the long waiting hours outside to see what is 
inside. By focusing on a fast-forwarded, endless line of 
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MoMA is the Star!, 2004

crowds killing time with various lively happenings and 
activities at the entrance of the gallery, Abbas draws 
attention to the boredom spectacles also generate.

Hamra Abbas’ artistic practice draws from a myriad 
of sources and takes a diversity of forms. Her works 
originate from encounters and experiences – an image, 
icon or gesture – that are manipulated in scale, function 
or medium. Using a versatile range of materials and an 
extensive set of mediums including miniature painting, 
sculpture, installation, sound, video, and photography, 
Abbas deconstructs the act of seeing by recreating 
images that form part of a collective memory. With an 
interest in cultural history and customs, she interprets 
and re-contextualises texts, images, sounds and objects 
belonging to the popular iconography of everyday. 
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Guard, 2012
Wax sculpture
120 x 40 x 30 cm

HALİL ALTINDERE
(1971, Mardin)

Similar to other institutions open to the public, art 
institutions operate according to a framework of 
standard rules, practices, and guidelines necessitated 
as much by their obligations to their visitors and 
employees as to the works they exhibit. The many 
precautions that seem necessary for a safe visit, 
from security cameras to emergency exit signs, 
from warnings that remind visitors not to touch the 
artworks to the barriers erected in front of them, from 
heat and moisture control systems to alarm devices, 
and most recently, the practices necessitated by the 
pandemic, such as masks, track-and-trace codes, social 
distancing signs, and hand sanitisers, have become by 
now ordinary practices in the visual and experiential 
domain of art, extensions of an anxious world. Among 
the precautions taken to mitigate the potential for any 
kind of danger, accident, or damage, Halil Altındere 
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chooses the most visible of these, a private security 
guard, rendered at smaller dimensions in the form 
of a hyper-realist figure made of wax, and places it in 
the middle of the other works. This miniature figure, to 
whom the works in the exhibition as well as the visitors 
themselves are entrusted, seems at first glance to be 
a little childlike, almost cute, because his size doesn’t 
quite match the customary standards of the work he 
performs, but due to his strange, unsettling, uncanny 
form, he doesn’t exactly inspire feelings of security. 

Halil Altındere interrogates all kinds of authoritarian 
structures as well as social and political mechanisms of 
surveillance with humour and irony, pursuing an artistic 
practice in which they are turned upside down, paying 
no heed to hierarchy among material and media. His 
first solo exhibition at the Yapı Kredi Kazım Taşkent Art 
Gallery incorporated wax figures into the diversity of his 
oeuvre, which encompasses photography, sculpture, 
video, and installations; these figures were led by Pala 
the Bard, in his strange clothes and bushy moustache, 
whom tourists lined up on Istiklal Street to take pictures 
with. In a series of wax figures that followed Pala the 
Bard, including Guard, Altındere gives space not to 
the famous, as at Madame Tussauds, but to nameless 
and marginal people, portrayed always in uncanny 
situations or states of mind.
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Noah’s Ark, 2019–2021 
Video (colour, sound)
32’
Ed. 1/3 + 2 AP

ALİ KAZMA
(1971, Istanbul)

Noah’s Ark was filmed at Arter, shortly before the 
opening of its new building in September 2019. Ali 
Kazma, who proposed recording the processes 
of installing the inaugural exhibitions in the newly 
constructed, still-empty galleries, visited the building 
over the course of two months, bearing witness with 
his camera to the crews at work. In the broadest 
sense, Noah’s Ark focuses on the transformation of 
empty space through the collaboration of “art” and 
“craft” encompassed by the concept of tekhne, which 
expresses the human capacity to produce. The film 
brings us back to the production processes which 
precede the actual experience of the visitor and remain 
unwitnessed. Insofar as Noah’s Ark draws attention to 
the physical agency that a team bridging a multitude 
of professions, such as artist, curator, conservator, 
technician, carpenter, mason, painter, has on space, 
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it also foregrounds the ways in which these people 
relate to works of art, to space, and to one another, 
as well as the intellectual and emotional kinesis that 
finds expression in their attentive looks and bodily 
gestures. Ali Kazma’s video renders visible not only the 
artists and crews whom the visitor rarely encounters, 
as well as the indecisions, excitements, disagreements, 
and negotiations that transpire in the process, the 
workings of the hierarchy, the anxieties created by 
unexpected obstacles, and the ongoing repetitions of 
small accidents, tensions, anticipations, and moments of 
exhaustion. 

Ali Kazma’s videos, when considered as a whole, offer 
a map that shows the diverse modes of physical and 
symbolical production people have developed and the 
diverse spaces in which this production takes place. 
Accompanied by concepts of time, space and body, 
this almost cartographic work continues to expand in 
different directions with every new piece; one of the 
areas in which it has deepened is the various ways 
and places that enable or drive artistic production. 
Alongside different fields of production that vary from 
industry to education, health to textiles, sports to 
gastronomy, Ali Kazma turns his camera to the creative 
processes and spaces particular to different disciplines 
of art and extends his collaboration with craftsmen, 
artists, dancers, actors, writers and thinkers, filming 
them at work.
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Dear Sir or Madam, 1996-ongoing
Letters, documents

Dear Sir or Madam is composed of letters that Serkan 
Özkaya has sent to museums and cultural institutions 
proposing projects that are impossible to realise 
and the responses he has received. No matter how 
absurd, illogical, or inconsequential his proposals are, 
they never go without reply. These institutions, which 
fastidiously follow bureaucratic rules, respond to 
Özkaya’s applications, in which it is unclear how much 
is real and how much is a joke, with the formality, 
politeness, and distance warranted by institutional 
communication. Hanging Leonardo’s Mona Lisa, which 
gathers long lines of visitors, upside down; wrapping 
the Reichstag with fabric again even though only two 
years had passed since Christo and Jeanne-Claude’s 
project had done the same; drawing a dollar sign 
over Mondrian’s painting Broadway Boogie Woogie at 
MoMA – even if it’s covered in acetate – immediately 

SERKAN ÖZKAYA
(1973, Istanbul)



15

after Alexander Brener had been arrested for painting 
a dollar sign on a Malevich painting at the Stedelijk 
Museum, Özkaya leaves such proposals which 
couldn’t possibly receive positive responses to the 
cycle of institutional communication, collecting and 
archiving copies of his letters and the originals of the 
responses he receives alongside other visual materials 
concerning the projects he proposes. From this 
ongoing and expanding project and archive the artist’s 
correspondence with three institutions dated 1996 and 
1997 are presented.

Serkan Özkaya’s works are usually predicated upon 
concepts and strategies such as originality, copying, 
multiplication, and appropriation, problematising what 
art is and how it functions. In Dear Sir or Madam, 
Özkaya uses similar strategies on the projects he 
proposes, taking them to a level so ambitious and 
exaggerated that they almost cannot be taken seriously; 
with the applications he “courageously” sends to the 
biggest institutions in the world, he playfully trips up 
the bureaucracy of culture and art and puts these 
stumbles on display, presenting them to the audience 
as the documents of “dismissed projects.” Serkan 
Özkaya’s work titled What a Museum Should Really Look 
Like (2000) accompanies Dear Sir or Madam at Arter, 
even if only for a brief period of time. In this installation, 
which is featured in the exhibition On Celestial Bodies 
drawn from the Arter Collection and will continue on 
the ground floor of Arter until 25 July 2021, Özkaya 
covers the gallery’s glass façade facing the street with 
44,000 slides that show various exhibitions, artworks, 
and art institutions and raises questions about the 
inclusivity and exclusivity of museum practices. 
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LAMIA JOREIGE
(1972, Beirut)

Under-Writing Beirut is an ongoing project which looks 
at historically and personally significant locations within 
Beirut’s present. Like a palimpsest, it incorporates 
various layers of time and existence, creating links 
between the traces that record these places’ previous 
realities and the fictions that reinvent them.

Mathaf, the Arabic word for “museum”, is the first 
chapter of the project and focuses on the artist’s 
neighbourhood in Beirut. The area, known as Mathaf, 
is home to the National Museum of Beirut. Opened 
in 1942, the museum is located along what was once 
the Green Line, which divided East and West Beirut 
throughout the Lebanese Wars (1975–1991). Once a site 
meant to represent national union, the museum and 

Under-Writing Beirut – Mathaf, 2013
Multimedia installation
Ed. 2 + 1/1 AP
Commissioned by Sharjah Art Foundation, 2013
Project assistant: Nadia Al Issa
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its area became a symbol of the country’s division and 
the backdrop for sectarian violence. During the wars, 
and despite preservation efforts made by the museum 
conservator to protect the collection (by building walls 
and concealing objects with concrete), the museum’s 
building and part of its small yet impressive collection 
were severely damaged, looted, or lost.

Under-Writing Beirut – Mathaf responds to the 
impossibility the artist faced while attempting to 
access artifacts in the museum’s storage as well as its 
archives, and to the only objects made available – the 
damaged “Good Shepherd Mosaic” and a photograph 
documenting it from the time of the wars, when a sniper 
made a hole into it to have a strategic view onto the 
museum crossing and immediate surroundings.

By reenacting the sniper’s line of sight, the video 180 
Degree Garden View puts us in the position to imagine 
what the sniper saw and whom he may have killed 
through the hole. 

Object of War, on the other hand, is the negative of 
the sniper hole cast as a concrete sculpture. The 
sculpture was produced by a digital model created 
from the photographs and precise measurements 
taken of the sniper hole. Rather than standing in as a 
replica, the sculpture moves away from the exactness of 
reproduction towards the freedom of reformulation. 

Then, as if impersonating this sniper and envisioning 
his perspective of the city, the artist created pinhole 
camera views ‘shooting’ at the museum from the 
window of her apartment, in the series Views of Museum 
Square.



18

All the Objects from the National Museum of Beirut is 
partly inspired by the inaccessibility of the museum 
storage. It dwells by default on the only part of the 
collection that is visible, the entirety of the display 
on 15 December 2012. By reproducing every caption 
identifying the objects on view, the work ironically and 
vainly attempts to represent the museum’s holdings in 
one image, uncovering the politics of historiography and 
questioning the museum as a foundation for national 
identity.

Objects Missing from the National Museum of Beirut 
relates to the stories heard and unheard about the 
museum’s disappeared objects. This closed leather 
book emphasises the secrecy surrounding their 
disappearance and the inaccessibility of pertinent 
information. It highlights the potential for imagination 
to fill in such fissures and culminates in an archive that 
may or may not have existed.

Lamia Joreige is a visual artist and film-maker who lives 
and works in Beirut. She uses archival documents and 
elements of fiction to reflect on history and its possible 
narrations, and on the relationship between individual 
stories and collective memory. In her practice, rooted in 
her country’s experience, she explores the possibilities 
of representing the Lebanese wars and their aftermath. 
Her work is essentially on time, the recordings of its 
trace, and its effects on us.
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Museum Crossing, 2013
Silkscreen, 31 x 44 cm
Based on a photograph by Ibrahim Tawil, 1976
® An Nahar Documentation Center – Beirut

Objects Missing from the National Museum of Beirut, 2013
Leather book, 38 x 28 cm

All the Objects from the National Museum of Beirut, 2013
Inkjet print mounted on Aludibon, 150 x 300 cm

Object of War, 2013 
Concrete sculpture, 40 x 45 x 40 cm
3 digital prints, 13 x 18 cm each

180 Degree Garden View, 2013 
Video, 14’ (loop)

Views of Museum Square, 2013 
10 pinhole camera prints
Black and white, variable dimensions

Under-Writing Beirut – Mathaf, 2013
Booklet

https://arter.egnyte.com/dl/r9j70quxdw/?
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WALID RAAD 
(1967, Chbanieh)

Preface to the Fourth Edition, 
2013
Single channel video projection 
12’48”(loop)
Ed. 2/7 + 2 AP 

Preface to the Third Edition 
(version française)_ 
Commentary IV, 2013
Archival colour inkjet print
119.4 x 92.7 cm
Ed. 2/3 + 2 AP

Precaution presents two works from Walid Raad’s series 
Scratching on Things I Could Disavow, an ongoing 
project on the history of art in the “Arab world”. In this 
series, Raad interrogates cultural, ideological, material 
and economic dimensions related to the emergence of 
the new infrastructures for the arts and large Western-
brand or styled museums built in the Middle Eastern 
cities. Mostly based on speculative accounts elaborated 
with evidential and convincing details, each work in the 
series blurs the boundaries between reality and fiction 
without resolving one within the other.  

“In 2017, The Louvre Abu Dhabi opened. But the museum 
did not have enough objects to fill its display cases. 
This was expected all along, and the Paris Louvre had 
prepared 300 objects to travel to Abu Dhabi for the 
museum’s opening. Of the 300 objects, 22 were affected 
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by the journey in very strange ways: the objects’ outline 
remained intact, but their façade (or skin) was that 
of another object. Needless to say, this puzzled all 
concerned, and the event remains unexplained.”

In his video Preface to the Fourth Edition, Raad 
documents what may have happened to the objects 
as they were being transported from Paris to Abu 
Dhabi. The images of transformed objects merge and 
morph into chromatic and geometric abstractions, 
alternating at various speeds and densities of blurs 
and stripes, suggestive of the objects’ colours, shapes, 
and surface patterns. Preface to the Third Edition 
(version française)_Commentary IV belongs to a set 
of  photographs showing the state of the objects soon 
after their arrival in Abu Dhabi. In this triple-layered 
composite photograph, a blue-and-white porcelain 
surface pattern is overlaid onto a metal chandelier, 
and the semi-translucent blue-colour splashes over 
the object can be imagined as skins transposed from 
Persian miniatures.
 
Walid Raad In part, an artist and a Professor of Art 
in [the still-charging-tuition, and the school should 
stop doing so now before yet more debt burdens 
more students who are not the ones who mismanaged 
the school’s finances – its Board of Trustees and 
administrators did so for decades (check out the 
lawsuit against the Board)] The Cooper Union. The list of 
exhibitions (good, bad and mediocre ones); awards and 
grants (merited, not merited, grateful for, rejected and/
or returned); education (some of it thought-provoking; 
some of it, less so); publications (I am fond of some of 
my books, but more so of the books of Jalal Toufic. 
You can find his here: jalaltoufic.com), can be found 
somewhere online.
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ALICJA KWADE
(1979, Katowice)

Pallet trucks are commonly used in workplaces 
and warehouses for lifting, lowering, steering and 
carrying goods on pallets safely from one place to 
another. They are one of the most essential and 
ubiquitous vehicles also for art handling. In her 
sculptural piece Hubwagen, Alicja Kwade alters the 
shape, the context, the function and the status of 
this apparatus. Produced in yellow, blue and red 
colours, Kwade’s pallet trucks are slightly bent, thus 
funnily unstandardised and made inappropriate to 
perform their usual job. They are no longer capable 
of fitting into pallets and bound forever to spin in 
circles. The slight modification Kwade employs on the 
standard shapes of these familiar objects not only 
makes them dysfunctional, but gives them almost an 

Hubwagen, 2012/2013
Pallet trucks, coated metal
Yellow: 123 × 135 × 85 cm 
Blue: 123 × 210 × 85 cm
Red: 123 × 156 × 85 cm

https://www.google.com/search?sxsrf=ALeKk03Cu-Ycdrh1OT4fKBO4q8xsQ6tbKA:1616498342201&q=ubiquitous&spell=1&sa=X&ved=2ahUKEwj11t3LpcbvAhVmhosKHZBLCrwQkeECKAB6BAgBEDA
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anthropomorphic character. Their new form evokes 
bodily gestures, as if they are stretching out their 
legs or arms towards their sides, or giving a side-eye 
to what is happening around. In Hubwagen, what is 
normally put into the service of art is recontextualised 
and playfully transformed into a work of art.

Alicja Kwade’s practice deals with the borders of 
reality, and includes installations and sculptures, as 
well as photography, video, sound, and performance. 
Her works are concerned with challenging the ways in 
which reality is perceived or accepted by articulating 
different fields of knowledge like philosophy, science, 
sociology and astronomy. Kwade is interested in 
universal concepts and social agreements, such as 
time, distance, gravity, motion and balance. She uses 
a wide range of materials, including metal, stone, 
mirrors, and glass, as well as various found objects. 
In her works, she often employs acts of repetition, 
mirroring, rotation, bending, casting, pulverisation, and 
dismantling in order to activate alternative modes of 
perception through gestures that intend to challenge 
the human senses.
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ROGELIO LÓPEZ CUENCA
(1959, Nerja)

Copy W/B, 2011
Oil on canvas 
165 x 133 x 4.5 cm (framed)

Rogelio López Cuenca’s Copy W/B is a large-scale 
painting of a pop-up notification that appears often in 
digital platforms when an image is not legally permitted 
for viewing. Extracted from its original digital space 
and written on the canvas in white letters against a 
black backdrop, this familiar and almost standardised 
notice is now transformed into an original oil painting 
and therefore starts being protected under the rules 
of copyright law. Even though it is taken from the 
public sphere and hence free from authorship, once 
reproduced in a new intellectual and material context, 
it becomes part of an authentic work of art, which by 
law cannot be reproduced, distributed, performed 
or displayed publicly without the permission of the 
copyright holder. In Copy W/B, Cuenca playfully 
questions the originality, hence the inaccessibility of an 
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image by copying a copyright notification directly onto 
the canvas, the most conventional artistic medium for 
creating images and making them accessible for others. 

Rogelio López Cuenca works across a wide range 
of mediums such as painting, installation, video and 
urban interventions. Following similar trajectories 
with institutional critique practices, he creates works 
around the issues of migration, collective memory, 
postcolonial critique, as well as institutions of power, 
mass communication, advertising, and the originality of 
the work of art. Being a poet himself, language always 
occupies an important place in the work of Cuenca and 
is employed in various contexts and mediums taking 
different forms and techniques such as text collages, 
appropriations and détournements. He subverts the 
assumed nature of coded meanings and usages of 
everyday iconography by appropriating advertising 
imagery, urban signage, corporation and product logos 
into slogan-like words or found poems. 
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Crisis and Control, 2013
Video (colour, sound)
14’12”
Ed. 2/5 + 1 AP

BURAK DELİER
(1977, Adapazarı)

Crisis and Control, filmed by Burak Delier in a plaza 
office, brings together six performances from the 
business world. Six people speak to the camera while 
in yoga positions that require them to focus on their 
“inner worlds”, talking about their “business worlds”, 
their education, the difficulties of working life, their 
professional performance and goals, and their career 
plans. Delier, who foregrounds the relationship the 
individual forges between their working conditions, 
their labour, and their body in many of his works, 
collaborates with white-collar workers of the business 
life, who regularly practise yoga in order to manage the 
bodily and spiritual damage that working life can cause. 
Crisis and Control overlaps the institutional discourse 
that perceives “career” and “self actualisation” almost 
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as identical with an entirely individual practice like  
yoga, which propounds “inner peace” and “bodily 
healing”, offering a striking commentary on the 
congruences and contradictions between institutional 
and personal worlds.

Burak Delier takes life itself, in the broadest sense, 
as the foundation of research for both his individual 
practice as well as the collective projects he realises 
through various collaborations. Delier transposes the 
mechanisms of power that control political, economic, 
and cultural space into the context of art with the help 
of strategies borrowed from the street, everyday life, 
and the business world, reinterpreting and reenacting 
that power in his work. His works problematise art and 
artist’s identity, rendering visible the relations between 
capitalism and contemporary art practices; they 
provoke absurd intersections that hybridise the different 
relations of production belonging to the art and 
business worlds. Delier also explores ways of creating 
spaces for socialisation, solidarity, and expression that 
offer alternatives to the lifestyles imposed by existing 
socioeconomic systems.
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Police Painting No. 1, Istanbul June 2013, 2014
Grey paint on wall
Approx. 320 × 200 cm

NASAN TUR
(1974, Offenbach)

Many of Nasan Tur’s works are shaped through 
interaction with the public sphere, bridging street 
language with the language of art and translating them 
into one another. In this series, which duplicates the 
methods authorities use in several cities around the 
world to deface street writing and graffiti, the artist 
transports the repressed voice of the street into the 
artistic realm as abstract, monochrome paintings. This 
blotch, transposed on a gallery wall in the exhibition, 
makes direct reference to a photograph of a wall taken 
in 2013 amidst the Gezi protests, a period marked by 
street demonstrations and clashes in the public sphere. 

Nasan Tur’s works, which incorporate the public 
sphere into his practice or directly intervene on the 
public sphere, are inspired by the anonymous traces 
and interventions that occupy the cultural, visual, and 
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linguistic texture of the city, or permeate the city’s 
routine. The performances and videos of his early 
works, such as The Puddle and the Blue Sky (2001),  
in which he lied in a puddle of rain on the street as  
if swimming backstroke, or Somersaulting Man 
(2001–2007), in which he passes through crowds in 
big cities by somersaulting, render urban space itself 
as the stage for the work. One of the most pivotal 
examples of the artist’s reciprocal exchange with 
the street is Public Sculptures (2008), in which he 
produces ceramic sculpture pairs of trash gathered 
from the street and covers them in gold; one of the 
two is to be left on the street, allowing for passers-by 
to take it, while the other is to be exhibited in a gallery. 
Tur, who frequently involves graffiti and street writing 
in his works, has a series titled City Says… that has 
been performed in different parts of the world since 
2007, in which the artist sprays hundreds of graffiti 
messages gathered from the streets on top of one 
another, thereby transforming what the city’s walls say 
into abstract blotches of colour and recording them 
on the gallery walls.
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Loss, 1988–2010
Installation with various 
damaged works

CANAN TOLON
(1955, Istanbul)

A myriad of artworks never get to see the light of day 
as a result of artists’ personal decisions to discard 
them while still in studio, or as a consequence of the 
eliminating blows struck by “art authorities” and “art 
lovers” after a brief, single showing. Call it fate or 
misfortune, negligence or carelessness; as a result of 
these incurring various irreversible accidents, a great 
deal of artworks are lost forever…

In this installation titled Loss, Canan Tolon gives another 
chance to her works, which have been destroyed during 
the San Francisco Bay Area earthquake of 1989, during 
shipping accidents due to inadequate packaging, or 
due to poor storage conditions that rendered them 
worthless in the eyes of the art market or representing 
galleries. Considered no longer relevant and only good 
for disposal, these expired works have been put back 
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under the spotlight in this exhibition, with their scarred 
and bruised presence. After being shown previously in 
Second Exhibition (2011, Arter), Loss was added to the 
Arter Collection and is now on view once more.  

Canan Tolon often uses impermanent materials 
that tend to decompose and alter her work due to 
their natural life cycles and reactive processes. What 
preoccupies her more than her works’ physical 
subsistence is to reveal new potentials through her 
exploits of their transitory existence and various 
transformations suffered over the course of time. 
In Loss, Tolon draws attention to issues such as the 
permanence of works of art; their immortality, the 
value of their exposure, and their potential gains 
or losses in value, despite the protectionist and 
conservative methods of museums and other art 
institutions seeking, in vain, productive remedies to 
such loss. Marking both the beginning and the end of 
the exhibition, both of Canan Tolon’s works are in a 
continuous discourse, especially considering their titles 
(Loss and Precaution) and the concepts they share, 
such as “construction” and “destruction”.
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