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ThisPlay 

Drawn from the Arter Collection, the group exhibition ThisPlay 
revolves around the concepts of childhood and play. The 
exhibition aims to explore the liberating aspect of play, its 
defiant capacity to suspend and reconstruct reality, and 
the ways it transcends the humdrum of daily life to create 
unique systems and structures of meaning of its own, within 
the context of artworks, and the experiences they offer. 
Approaching art both as a maker and breaker of play through 
concepts such as competition, tension, chance, imitation, ritual, 
magic, trance, and pleasure, ThisPlay opens up space for 
both adults and children to indulge in a play where there is no 
winner, or everyone wins.

Throughout the exhibition, the journey of play and related 
concepts, starting with their inception in the imagination 
of the artists until their manifestation in the form of a 
completed artwork, is accompanied by different ways of 
thinking, interpretation, and alternative production processes.  
Changing the rules of the game with their unusual forms and 
sizes, unexpected encounters and surprising ways of forming 
relationships, some of the works featured in the exhibition 
convey the idea of play itself and its tools to the context of art, 
and act as intermediaries for new meanings, propositions, and 
questions. Other works that are presented in ThisPlay highlight 
the methods, attitudes and approaches of the design and 
production processes of art by putting forth its similarities with 
the nature of play that defies the daily flow of life and welcomes 
chance, ambiguity and chaos while creating its own language 
and order. 

Taking place in Arter’s first and second floor galleries, the 
exhibition also interprets, through playful interventions, the 
architecture of the spaces occupied by the artworks. By 
attempting to open a door that swings both ways, ThisPlay 
aspires to bridge the worlds, oscillating between reality and 
fantasy, of a child who takes dreaming seriously and a grown-
up who never gives up playing.
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Nevin Aladağ’s practice, encompassing installations, 
sculptures, performances and videos, focuses on ethnic, 
sexual and cultural identities, as well as urban space. In her 
works, the artist explores issues such as modes of play and 
staging and the traces of actions, along with the limits and 
politics of sculpture. 

Aladağ produced the series Stage for her solo exhibition 
held in 2012 at Arter’s previous building on Istiklal Street. 
The series consists of artificial hairpieces hung at the 
ceiling height of the exhibition space and presented in 
various ways reminiscent of different hairstyles. Bearing a 
resemblance to stage curtains, these giant wigs are named 
with numbers and colours in a way similar to hair dye 
catalogues. Aladağ’s curtains of artificial hair both serve 
as a stage open to the performance of audience and allow 
space to reflect on the performative quality of gender. 
Presenting performativity as a playful medium of change,  
as well as being a subject and a way of expression, the 
series Stage which includes six variations adaptable to 

Stage series, 2012
Aluminium rod, artificial hair
Colours, forms and dimensions variable
(Stage exhibition view, Arter, 2012)

NEVIN ALADAĞ
1972, Van (Turkey)
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the gallery space will welcome visitors in different colours 
and forms (clamped on the side, braided, or in a ponytail) 
throughout the exhibition.

ThisPlay also includes two works from the series Carpetball 
for which Aladağ covers basketballs with pieces of carpet, 
creating hybrid objects by combining the popular American 
team sport of basketball with traditional Eastern motifs.

Nevin Aladağ’s series Pattern Matching is also presented 
in the exhibition ThisPlay and can be viewed in Gallery 1 on 
Arter’s first floor.

Carpetball series, 2010
Basketballs covered with carpet
26 cm ø
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Appropriating found objects and images and incorporating 
them into his own works, Volkan Aslan used the seven days of 
the week as the backbone for his solo exhibition Don’t Forget 
to Remember held at Arter in 2013. For the exhibition, the artist 
connected each day to his own personal experiences and 
perceptions by associating them with ready-made objects and 
templates, thus infusing the days of the week with his personal 
rhythm and sense of time. In Sunday: Fragile, one of the seven 
works in the series, Volkan Aslan plays with the light and loose 
rhythm of weekends – times to forget rather than remember – 
and forms a strange collection of trinkets featuring distorted, 
mutant figures. Some were broken when he bought them 
and others he deliberately broke himself. These figurines 
and trinkets collected from flea markets the artist visited 
on Sundays were later obsessively glued together in unique, 
hybridised forms, transforming a fun weekend leisure activity 
into a free and creative process. In Sunday: Fragile, Aslan 
creates a rich narrative plane intertwining nostalgia, hobby, 
childhood, belonging, home and family.

Volkan Aslan’s Games Games Games is also presented in the 
exhibition ThisPlay and can be viewed in Gallery 1 on Arter’s 
first floor.

VOLKAN ASLAN
1982, Ankara (Turkey)
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Sunday: Fragile, 2013
Porcelain and ceramic statuettes
Dimensions variable
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Handan Börüteçene’s works, spanning from 1980s to this day, 
pull back the veil of historical heritage in order to render 
the memory of the earth and the forgotten past visible. 
Problematising the effects of speed imposed by the system, 
as well as the ecological and global policies, her works 
offer alternative readings for the present and the future. In 
My Mother’s Show, Börüteçene takes a journey to her own 
individual history and recalls a tablecloth from her childhood 
memories, a keepsake handed down from her mother Hesna 
Hanım, who was an adept embroiderer. The artist invites the 
women of her family around the table, where in her childhood, 
her mother would be tying on beads at one end while she 
painted at the other. Börüteçene, her elder sister, aunts, cousin 
and a very close friend of her mother’s lay the old crystal 
beads, sequins and pearls on the table and sew them to the 
tablecloth, reviving and reworking onto the fabric memories 
loaded with resonations of childhood, home, work, a working 
woman’s stance on life, and loneliness. The artist marks her 
usual place at the table by stitching to it with golden thread 
a watercolour painting she had made when she was six years 
old; and her mother’s place, with a plate of glass bearing her 
handprint. Photographs of the women who carried out the 
embroidery are also inserted amongst the beads, integrating 
them into the tablecloth’s memory. When My Mother’s Show 
was first displayed at the Sheshow exhibition curated by 
Beral Madra and Maria Vassileva at the ATA Contemporary 
Art Center in Sofia in 2002, Handan Börüteçene asked to be 
featured as the executor of the work, and her mother Hesna 
Börüteçene as the artist.

HANDAN BÖRÜTEÇENE
1957, Istanbul (Turkey)
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My Mother’s Show, 2002
Textile, mixed media
112 x 121 cm



12

Having attended John Cage’s experimental composition 
classes at the New School for Social Research in New York 
in the 1950s, George Brecht started experimenting with 
chance processes and included object-oriented events 
following his first musical scores. The artist encouraged the 
audience to be participants and composers of the “event 
scores” conceived as a performance series. Brecht wrote 
scores for short acts based on daily movements as lists of 
instructions which were then published as an artist’s book 
titled Water Yam Box in 1963 and presented in a box designed 
by George Maciunas. One of Brecht’s scores of simple 
instructions which can be performed in both the public 
and private sphere is centred on a portable ladder. The 
partition can be performed in front of others, and is open to 
personal experimentation as well as the imagination of the 
participants. The instructions for the score to Ladder read:

Paint a single straight ladder white
Paint the bottom rung black
Distribute spectral colours on the rungs between

The ladder exhibited at ThisPlay was created by René Block, 
following Brecht’s instructions, for the 8th Sydney Biennial  
in 1990.

Ladder, 1960
Wood, lacquer
220 × 45 × 5 cm
This work is donated to the 
Arter Collection by René Block.

GEORGE BRECHT
1926, New York (USA)–2008, Cologne (Germany)
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Having started out in the realm of abstract painting, Jacob 
Dahlgren later gravitated towards well-defined geometric 
forms and bright colours borrowed from everyday life, and 
incorporating these elements into his practice in the form 
of ready-made objects. His works include interactive, three-
dimensional pieces created with mass-produced objects, such 
as striped t-shirts, colourful scales and tin cans. Dahlgren’s 
installation I, The World, Things, Life consists of dartboards 
that cover an entire wall like an enormous painting and boxes 
full of darts inviting viewers to participate in the game. The 
perfect geometry of the regularly placed dartboards creates 
an abstract image that slowly deteriorates as viewers throw 
the darts. Those participating in the game where it is nearly 
impossible to miss the target are both spectators and co-
creators of the work as they help to change the image with the 
darts they throw.

I, The World,  
Things, Life, 2007

Dart boards and arrows
Dimensions variable

JACOB DAHLGREN
1970, Stockholm (Sweden)
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The rhythmic compositions are of primary importance in 
Cevdet Erek’s works which use sound to inhabit the space in 
his site-specific interventions. The artist not only turns rhythm 
into a sound experience peculiar to the exhibition space, 
but also produces works that allow rhythm to be discernible 
through objects, a visual image, or graphic language. The 
first version of Kolon was realised by Erek in the context of 
the exhibition Tactics of Invisibility (2010) at Tanas, Berlin. 
This installation, in which the artist added an imitation to 
the existing concrete columns of the Tanas building, was 
recreated the following year for the cylindrical columns 
at Arter’s previous building on Istiklal Street. In these two 
earlier presentations, Kolon was featured as a deceptive, 
fake architectural element which did not offer any hints to 
its existence apart from the subtle sound that emanates 
imperceptibly from the TV speakers placed inside the column 
and bears reminiscence to the instructive beeping sound of 
traffic lights found in certain German cities. The exhibition 
ThisPlay brings back the cylindrical version created for Arter 
in 2011, like a structural element that have lost its function, this 
time referring not to the space where it is presented, but to its 
own memory. 

Kolon, 2010 
TV speakers, 4-channel sound, 
wood, paint
Ed. 1/5 + 1 AP

CEVDET EREK
1974, Istanbul (Turkey)
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As a co-founder of the artists’ group and gallery SÚM 
established in 1965 in Reykjavík to function as a community 
and art space supporting Icelandic contemporary art on both 
the local and the international scenes, Hreinn Friðfinnsson 
has been an acclaimed figure among the pioneers of Icelandic 
avant-garde. Experimenting with three-dimensional mediums 
and problematising the reliability of visual data, his works 
play with our understanding of space and time through the 
subtle modifications he makes to ordinary materials and 
ready-made objects. Rounding the Corner is a sculpture that 
employs reflections and visual illusions. The spatial dimensions 
of the hollow glass object presented within an open-faced 
tetrahedron made of three triangular, steel mirrors are difficult 
to discern due to the surrounding reflections. Designed to be 
placed in a corner of the exhibition space, the work gives the 
impression of endless depth. This optical illusion created by 
Friðfinnsson with the dual use of reflective and transparent 
surfaces suggests an alternative mode of communication 
between the eye and the mind, as well as an ambiguous 
terrain between what is seen and what is perceived.

Rounding the Corner, 2001–2011
Glass object, wood, steel mirror
70 × 70 × 99 cm

HREINN FRIÐFINNSSON
1943, Baer Dalir (Iceland)
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Thesaurus, 1997 
C-print on MDF and enamel on canvas
2 pieces; 70 × 70 × 4.5 cm each

LEYLÂ GEDIZ
1974, Istanbul (Turkey)

The conceptualisation of an image takes precedence over the 
image itself in Leylâ Gediz’s paintings. Ideas and concepts 
initiate the artist’s working process, with their origins often in 
her own past, her childhood and memories, or objects that 
recall these to the present. Interested in questions concerning 
the materiality of painting, its association with time, and its 
place in our lives, she often incorporates into her artistic 
process the spaces where she produces and displays her 
works, as well as giving form to her painting within three-
dimensional spaces. 

Three of Gediz’s works in the Arter Collection are from the 
time she was a student in the 1990s, when her adventure with 
painting was just beginning. As its title implies, Thesaurus is 
a diptych that examines the effort to create convergence, 
sameness and correspondence between the image and 
its representation through the multiple layers of meaning, 
medium, memory and time. While one part of the piece is 
enamel on canvas, to its left is a same-sized photograph Gediz 
took before finishing the work. The photograph is a frozen 
document of the production process, reminding the work of 
its own past; while the painting, gazing over its shoulder at its 
neighbour, seems to be reflecting on what it once was. The two 
parts of the diptych look very similar, yet they are different; and 
despite being incompatible, they are still very much the same. 
Gediz simultaneously contemplates the temporalities of the two 
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different mediums of photography and painting, and reveals the 
layers of the work which oscillate between the before and after. 
The bunny ears that dreamily emerge from the darkness on 
both sides remain blurred between an object transported from 
childhood memories and a popular image from the adult world.

Pacman and Comet were also produced when Gediz was a 
student, a period during which she created works about painting 
itself and its performative aspect. Pacman, the iconic 1980s video 
game character who tries to eat everything in its path while 
evading ghosts and monsters, becomes more abstract, turning 
into a dark, uncanny figure in Gediz’s work. Comet also has a 
dark background, with only partially visible forms that appear 
as though they were scratched into the surface, reminiscent of 
memories that dissolve before they can break the surface.

Leylâ Gediz’s installation Jump Cut is also presented in the 
exhibition ThisPlay and can be viewed in Gallery 1 on the first 
floor of Arter.

Comet, 1997 
Oil pastels and 
enamel on canvas
84 × 84 × 4.5 cm

Pacman, 1998  
Oil pastels and 
enamel on canvas
127 × 127 cm
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Şakir Gökçebağ creates new structures through dismantling, 
multiplying and combining everyday objects in his 
photographs, sculptures and installations. The artist frequently 
uses ordinary items such as belts, clothes pegs, brooms, 
buckets, umbrellas, carpets, shoes and even toilet paper 
rolls in his pieces, humorously suggesting reorganisations 
of the relationship between people and things, as well as of 
how we perceive objects. Gökçebağ’s practice is based on the 
repetition and transformation of selected items, reinterpreting 
objects through visual rhythms and striking arrangements by 
detaching them from their original functions. 

In his work titled Prefix & Suffix 1, the two umbrella handles on 
the wall next to a closed, black umbrella gradually descend as 
if on the rungs of a ladder. Reinterpreting an everyday object 
through an exploration of its constituent parts like prefixes 
and suffixes which assign new meanings to the words they 
precede or follow, the work plays with the visual grammar 
of the umbrella image and the functions surrounding it. At 
the first step, the umbrella’s canopy and inner structure 
disappear. With further descent that follows this diminution, 
Prefix & Suffix 1 suggests the possibility of total disappearance.

Şakir Gökçebağ’s Resistance 1  
is also presented in the 
exhibition ThisPlay and can be 
viewed in Gallery 1 on Arter’s 
first floor.

Prefix & Suffix 1, 2010
Installation with umbrellas
83 × 38 × 6 cm

ŞAKIR GÖKÇEBAĞ
1965, Denizli (Turkey)
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In her works which are conceived in groups or series, 
Asta Gröting investigates the body’s individual, collective 
and political roles. To render the emotional and physical 
chasms between people and things visible, she transforms 
voids, internal parts, and inner sounds into concrete forms 
and reinterprets what is inside. In her group of works titled 
Monkey Dance, hundreds of jackets the artist found at a 
textile export-import store in Düsseldorf in the 1980s are sown 
together; either in a line, or, reminiscent of the choreography 
of a dance, in the form of a circle. The jackets manufactured 
from processed sheepskin and designed for the human 
body are made to stand on their four legs again. After being 
skinned and tanned in Anatolia, sown in Istanbul, and finally 
shipped to Germany, these leather jackets are returned to 
their original animal forms and symbolise how the capitalist 
system runs through global networks. Due to their uncanny 
anthropomorphic forms, these lined up jackets also remind 
us of leapfrog, a local game in which the strong ones enduring 
the weight of the others win.

ASTA GRÖTING
1961, Herford (Germany)

Monkey Dance 
(Affentanz) 4, 1993
28 leather jackets,  

iron structure
61 × 40 × 1278 cm
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Carla Guagliardi’s works are explorations around the concepts 
of time and space. The artist creates sensory territories to 
experiment with the possibilities offered by invisible physical 
elements, such as gravity, balance, tension, space, density, 
air and fluidity. Utilising a wide variety of materials like 
water, glass, cotton, rubber, plastic, steel, copper and wood, 
Guagliardi deals with concepts such as continuity, interruption 
and discontinuation in relation to the physical behaviour of 
the materials used. With Partitura II (vertical), an assemblage 
made of wooden boards articulated by piano hinges on 
the wall and foam balls that are not fixed, she explores the 
interdependence and fragility of physical structures, raising 
questions about a delicate equilibrium that can be disrupted 
at any time. The work’s title has musical connotations as the 
Portuguese word “partitura” means a full musical score with 
each instrument’s part printed on a separate stave. Different-
sized foam balls which seem to defy gravity and fill the spaces 
between the wooden boards form a rhythmic composition on 
an unequally spaced vertical stave.

CARLA GUAGLIARDI
1956, Rio de Janeiro (Brazil)

Partitura II (vertical), 2014 
Wood, metal and foam balls
180 × 60 × 40 cm
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One of the pioneers of Icelandic contemporary art, Kristján 
Guðmundsson started his artistic practice as a member 
of SÚM, an Icelandic artist group inspired by the Fluxus 
movement and conceptual art. While the artist’s early work 
is based on formalist references and non-impressionistic 
approaches, he later focused on expanding the idea of   
drawing, emphasising the tools and materials he uses in the 
process rather than the end result. Kristján Guðmundsson’s 
installation Seven Days / Sculpture for a Man with a Dog 
humorously focuses on the methods used to demarcate 
space and the construction of boundaries through everyday 
practices. In the seven collages that comprise the installation, 
a man pulling a fence is accompanied by his dog. With each 
completed section of the fence, the dog defecates, as if it 
wants to claim this new, ever-expanding area. The materials 
used in the construction of the fence, such as timber, a 
hammer and nails, are also positioned on the ground.

Seven Days / Sculpture for a Man with a Dog, 1971
Installation with 7 collages and various objects: wood, hammer, 
brush, cardboard box, nails, a can of green paint, dog shit
Dimensions variable

KRISTJÁN GUÐMUNDSSON
1941, Snæfellsnes (Iceland)
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DENIZ GÜL
1982, Izmir (Turkey)

Incorporating the space and gestures related to tactility, 
contact, and traces as an integral and inseparable part 
of her practice, Deniz Gül is interested in the ways words 
and narratives find their objects, reclaim their body, and 
establish physical and imaginary bonds with space. The 
relationships between discursive-bodies, formative-bodies, 
and language in the broadest sense hold a prominent place 
in much of her work.

Werzalite Chair is a work from Deniz Gül’s solo exhibition 
5 Person Bufet, held at Arter in 2011. In 5 Person Bufet, as 
for many of her works, Deniz Gül took a cue from a text 
she had authored herself to confront questions concerning 
borders, geography, interior-exterior, domestic life and forms 
of power, language, expression and narrative. Offering an 

Werzalite Chair, 2011
Five-unit chair, spot weld

75 × 250 × 50 cm
Ed. 1/2 + 1 AP
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experiential space in which the claustrophobia of introvert, 
small spaces and the agoraphobia of getting out, of overflowing 
oneself coexist, 5 Person Bufet opened and expanded the 
private into the public and the interior outward, through 
various spatial interventions and the furniture that form the 
main body of the installation. It also addressed ways in which 
public space permeates with the domestic and private space.

For Werzalite Chair, Deniz Gül welded together five ordinary 
chairs similar to those found in public places like hospitals, 
schools, banks and government offices as if someone had 
just sat on them and then left. In ThisPlay, Werzalite Chair is 
placed in the gallery space for the use of visitors for waiting, 
watching, interacting, taking a break, or perhaps passing time 
in conversation or in silence.
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Nilbar Güreş works in various mediums, including collage, 
painting, drawing, photography, video and sculpture, 
to examine systems of injustice built on identity, social 
domination and oppression. The artist constructs provocative 
scenes that focus on being seen and ignored in the public 
and private spheres, and explores ways to transform these 
experiences into possibilities of resistance.

In her Unknown Sports, a series of photography, collage 
and video, the domestic space women are confined through 
tradition and social prejudices is restaged in a gym – a place 
the hegemonic perspective generally identifies with men. In the 
games taking place in the absurd setting which brings together 
items used for housework with sports equipment designed 
to display one’s physical prowess, both the athletes and 
spectators are housewives, dressed in their everyday clothing. 
In her work titled Balance Board from this series, a young 
woman in red high heels and a bra worn backwards tries to 
maintain her balance on the handles of a pot placed on a 
balance beam covered with lace, while she performs acrobatic 
movements. Unknown Sports reverses the social codes and 
prejudices associated with genders by combining domestic 
activities ascribed to women with athletic gestures which 
require intense practice, strength, discipline and dexterity. 
Balance Board is presented as a single work at ThisPlay, 
although it is part of a triptych with two other pieces, Pommel 
Horse and Girl’s Parallel Bar.

NILBAR GÜREŞ
1977, Istanbul (Turkey)
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Girl’s Parallel Bar (from the series Unknown Sports), 2009
C-print
3 pieces; 120 × 120 cm, 120 × 180 cm, 120 x 120 cm
Ed. 2/5 + 2 AP

Balance Board (from the series Unknown Sports), 2009
C-print
3 pieces; 120 × 120 cm, 120 × 180 cm, 120 x 120 cm
Ed. 2/5 + 2 AP

Pommel Horse (from the series Unknown Sports), 2009
C-print
3 pieces; 120 × 120 cm, 120 × 180 cm, 120 x 120 cm
Ed. 2/5 + 2 AP
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Inspired by mundane objects and situations in his production 
of sculptural objects, site-specific installations, photographs 
and drawings, Pravdoliub Ivanov starts from ideas that 
oscillate between everyday life and fantasy while resisting 
definition in either genre. The unexpected and surprising 
encounters of materials, objects and situations that the artist 
brings together in his installations are not only humorous but 
also uncanny and confusing.

In Fairy Tale Device Crashed, Ivanov uses a Persian carpet 
which also appears in some of his other works. The carpets in 
Ivanov’s oeuvre, whether appearing as if shoved under a wall, 

PRAVDOLIUB IVANOV
1964, Plovdiv (Bulgaria)
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fragmented like a window pane shattered by a stone or, as in 
Fairy Tale Device Crashed, as a struck down, crumpled flying 
carpet, highlights a reality which deconstructs the exoticising 
gaze of the West rather than adopting the idyllic, decorative 
associations attributed to the East.

The objects that comprise Rise to Score can be recognised at 
first glance, yet are intertwined in a way that creates a strange, 
symbiotic relationship. A palm tree in a plastic pot appears to 
develop and grow upside down with its trunk running through 
a basketball hoop. Merging the palm tree – which could 
be interpreted as a geographical element symbolising the 

Fairy Tale Device Crashed, 2013
Cut carpet, aluminium construction 
mounted on wall
274 × 420 × 92 cm
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vegetation of the Eastern cityscape – with the hoop, an integral 
part of basketball, one of the most popular team sports in the 
US and Europe, the work establishes an extraordinary unity 
between these two geographically distant objects. Even though 
both retain their individual identities while entrapped by each 
other, they begin to take on other meanings depending on the 
particular viewer, and one’s experiences.

PRAVDOLIUB IVANOV
1964, Plovdiv (Bulgaria)

Rise to Score, 2011
Metal construction, basketball set, palm tree 
with artificial leaves, plastic pottery
h: 480 cm
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ŽILVINAS KEMPINAS
1969, Plungė (Lithuania)

Since the beginning of the 1990s, Žilvinas Kempinas has used 
ordinary items which have a life of their own and bear the 
potential to go beyond their unassuming qualities. Among all 
of these materials, magnetic tape holds a dominant place in 
the artist’s works. Kempinas employs the delicacy, lightness, 
malleability and reflectivity of the black tapes obtained from 
videocassettes, and uses them as abstract lines to produce 
sculptures and installations that activate architectural space. 
In Beyond the Fans, two loops of magnetic tape surrender to 
air currents produced by a pair of fans facing each other. The 
strips of tape assume ever-changing circular shapes against 
the wall and magically hold their balance as they remain 
suspended in mid-air. This perpetual motion of VHS tape, the 
wind and sound generated by the fans, transform the entire 
space into a site of sensorial experience.

Beyond the Fans, 2013
Magnetic tape,  
industrial fans

Dimensions variable
Ed. 3/6 + 2 AP
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Žolt Kovač’s artistic practice frequently carries references to 
the visual narrative techniques of comic books, images of city 
life, and Pop Art. In his series Empty Time, the artist presents 
moments from the spare time of two people sharing the same 
space. Empty Time consists of oil paintings on aluminium 
plates that resemble sequential segments of a story. Depicted 
with the simple lines and colours of the comic book aesthetic, 
these scenes focus on moments of serenity and intimacy spent 
at home. Freezing the fast-paced flow of the modern city and 
the intensely busy working life which leaves no time for leisure, 
Kovač opens up space for play, hobbies, reading, having a 
chat, and spending time with loved ones. The works in Empty 
Time suggest slowing down our lives, winning back the time lost 
in daily hustle, and creating more opportunities for the simple 
little things that we often neglect. 

ŽOLT KOVAČ
1975, Pančevo (Serbia)
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1. Wine and Conversation
100 x 100 cm 

2. Coffee
100 x 100 cm

3. In the Kitchen
100 x 100 cm

4. One Pot Dish
47 x 47 cm

5. Sunny Side Up
47 x 47 cm

6. Laptop, Money and Flower
47 x 47 cm

7. Backgammon
47 x 47 cm

8. Valden
47 x 47 cm

9. Bowl with Fruit
47 x 47 cm

10. Little Plants
47 x 47 cm

11. Ricoré
47 x 47 cm

12. Books
47 x 47 cm

Empty Time 
series,
2007–2008
Oil on aluminium



32

As one of the leading figures of Fluxus, George Maciunas 
attracted many artists from the United States, Europe and 
Japan in the 1960s to gather around the idea that art should 
be accessible, easy to understand, and entertaining. His 
works draw on interactions between various fields, such 
as experimental music, architecture, literature, linguistics 
and the visual arts. Maciunas’ Flux Ping-Pong presents an 
unconventional table and a set of rackets – the table has been 
cut in half, tilted, has holes, and no net; while the rackets also 
contain holes or are modified with various materials attached 
to them which make them unhandy to use in a customary 
way. Competition is automatically done away with as the rules, 
as well as the physical and strategic skills needed to play and 
win, have been invalidated. The work has now become the 
harbinger of a new game in which players must invent their 
own rules, and winning is replaced by mutual enjoyment.

GEORGE MACIUNAS
1931, Kaunas (Lithuania)–1978, Boston (USA)
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Flux Ping-Pong, 1976
Reworked ping-pong table and rackets
135 × 275 × 76 cm
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In his works which take their cue from images of popular 
culture and explore the meaning of art, Jonathan Monk 
reinterprets concepts such as authorship, originality 
and creativity. The artist often uses ready-made objects, 
reappropriating the works and ideas of leading artists such 
as Ed Ruscha, Sol LeWitt and John Baldessari. Monk’s work 
titled The Odd Couple (Bornholm Version) draws upon his 
personal history and a pendulum clock engraved in his 
memory from visits to his grandparents. The two clocks facing 
one another situated at very close proximity neither let us 
read the time, nor get synchronised and toll at the same time. 
The Odd Couple conveys the joyful manner in which the artist 
manipulates time and space.  

JONATHAN MONK
1969, Leicester (United Kingdom)

The Odd Couple  
(Bornholm Version), 2011
Clocks
Grandfather clock: 
210.5 × 58.5 × 21.5 cm, 
Grandmother clock:  
197.5 × 57.5 × 23 cm
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Created as part of a collage series, The World in Handkerchiefs 
uses various textiles including linen and rags. Drawing upon 
the Italian conceptual artist Alighiero Boetti’s Mappa, a 
series of maps embroidered with country flags, Monk offers 
an alternative map of the world against a background of 
handkerchiefs. Monk’s atlas replaces flags with flower motifs 
and embroideries, suggesting a novel way to imagine and 
represent the world as one on a two-dimensional surface. 

The World in Handkerchiefs, 2011
Textile
132.5 × 177 cm
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Exploring urban life, consumption habits and social issues, 
Sirous Namazi suspends the daily functions of the objects he 
deconstructs through art. With the references in his works to 
architecture, the history of art, and minimalism in particular, 
Namazi focuses on the relationship between the whole and its 
constituent parts, the distinction between public and private 
space, and the concepts of interior and exterior as defined 
by architectural structures and national borders, as well as 
migration and social transformation. Created by assembling 
a number of structural units differentiated in terms of their 
colour, and at first glance resembling a huge Rubik’s cube, 
Untitled (Modules) is a work where Sirous Namazi reinterprets 
a spatial prototype reminiscent of the architecture of mass 
housing through various hues and volumes. The artist 
differentiates the identical architectural units formed of steel 
rods from each other by coating them with bright, industrial 
paints, thus questioning whether it is possible to identify a 
unique element in a block formed of repetitions.

Untitled (Modules), 2008
Steel, lacquer
100 × 100 × 100 cm

SIROUS NAMAZI
1970, Kerman (Iran)
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Navid Nuur explores sensory and physical experiences 
both in the production processes of his works and in 
the context of the relationships the audience establishes 
with them. Rather than associating his practice with any 
particular medium, Nuur defines his works, which examine 
the bodily, spatial and temporal possibilities surrounding 
physical experience, with the word “intermodule” – an 
expression coined as a combination of the words “interim” 
and “module” to connote intermediate space. His work titled 
Inside the Void of Universal Friction directs the viewer’s gaze 
through a small box to the depths of space. The installation 
consists of a slide projector holding pieces of crumpled and 
perforated aluminium foil, a styrofoam box and a ball of 
aluminium foil placed on the slide tray like a planet or a star. 
Thus, the slide projector projects an image resembling the 
twinkling stars of a night sky. A playful reconstruction of the 
macrocosm within a microcosm, the crumpled aluminium 
foil ball on the slide tray also spins as the tray turns, rotating 
on its axis like an imaginary celestial body.

Inside the Void of Universal Friction, 2005–2008
Styrofoam box, aluminium ball, dia projector and 
removal blanket
Dimensions variable

NAVID NUUR
1976, Tehran (Iran)
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Füsun Onur explores form, space, time and the relationships 
between them with an extraordinary variety of materials. 
In her collage Water by the Sidewalk (1981), she provides a 
maverick view of everyday life as seen from the bottom up. In 
the first of her plexiglass plates, cut in the form of a puddle 
coloured with various materials, the reflection of a girl jumping 
over the water as she plays with a ball is seen. The other plate 
has the reflection of a cat drinking water from a puddle. Just 
next to them, an early sculpture by the artist lies directly on 
the gallery floor. Consisting of a circular form attached to the 
end of a rod, Untitled (1970) is one of Füsun Onur’s sculptures 
she describes as “abstract geometric objects of space”. 

Water by the Sidewalk, 1981
Collage on plexiglass
100 x 30 cm, 100 x 40 cm

Untitled, 1970
Wood, plaster, paint

110 × 60 cm

FÜSUN ONUR
1938, Istanbul (Turkey)



39

Onur’s only video work Pink Boat (2014) is based on an 
unrealised project from 1993. In the eight-hour video, shot in 
a single, uninterrupted take, is an inflatable pink boat left in 
the waters of the Bosphorus with three pink and rectangular 
objects behind it. Despite the constantly changing direction 
of the strong current and winds, the boat and the objects 
surprisingly maintain their position and don’t move any 
further. The video runs the length of the exhibition’s visiting 
hours during which the pink quartet tries to keep pace with 
the Bosphorus’ turbulent, ever-changing rhythm, creating 
a journey that begins and ends in water without reaching 
anywhere.

Füsun Onur’s Dream of Old Furniture is also presented in the 
exhibition ThisPlay and can be viewed in Gallery 1 on Arter’s 
first floor.

Pink Boat, 1993 [2014]
Video (colour, silent)
8 hours
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Spaghetti Chair, 2008
15 spaghetti sticks, glue
25 × 25 × 50 cm

SERKAN ÖZKAYA
1973, Istanbul (Turkey)

Serkan Özkaya explores concepts and strategies such as 
originality, copying, multiplication and appropriation to 
problematise what art is and how it works. By playing with the 
criteria of authenticity, exhibition value and institutionalisation 
of the work, his practice nullifies canonical structures and 
often carries references to iconic works from art history. 
His chair, made in simple lines with sticks of spaghetti and 
aptly titled Spaghetti Chair, is striking not only in terms of its 
unusual material but also due to its connotations of the idea 
of representation. The pioneering conceptual artist Joseph 
Kosuth’s One and Three Chairs (1965), which consists of a 
wooden chair, its photograph, and its dictionary definition, 
informs Özkaya’s work. Identifying spaghetti as a substance 
common and accessible to everyone, Özkaya also used this 
material and its different varieties to create a comprehensive 
project titled One and Three Pastas in collaboration with 
George L. Legendere, the author of the book Pasta by Design. 
In this work, Özkaya exhibits different pasta varieties placed 
on shelves like works of art, together with their mathematical 
equations and perfect plastic versions produced in relation to 
these equations.
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Sugar Chandelier, 1998
Blown sugar, steel

160 × 180 × 180 cm

Suggesting an almost impalpable, abstract formalism, Ebru 
Özseçen’s works explore the relationships between the body, 
space and architecture by means of daily practices, social 
norms and rituals examined within the context of sexuality 
and pleasure. Sugar Chandelier, exhibited for the first time 
at Hagia Irene as part of the 6th Istanbul Biennial (1999), 
is composed of custom-made sugar forms individually 
suspended from a steel frame designed by the artist. 
Özseçen’s encounter with a chandelier in a London antique 
store inspires similar forms created with different materials 
and mediums, as in the works Balls (1997), Bitter Chocolate 
Love (1998), Sugar Chandelier (1998), Beyoğlu (2001), Kısmet 
(2010), Şerbet (2010), and True Love Soul Mate (2012). Like in 
many of her other works, these fluid forms which resemble 
condensed liquid frozen in the course of dripping, or sacks 
sagging under the weight of their contents bring the ornate 
forms of a classic chandelier together with an unusual yet 
delicious material. Suspending the pleasures and tastes it 
promises, Sugar Chandelier awakes expectations and keeps 
them alive from its unattainable height. 

EBRU ÖZSEÇEN
1971, Izmir (Turkey)
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Dieter Roth started to use organic material in his works in the 
1960s. The malleability of chocolate, which he incorporated in 
his practice through different methods, and the decomposition 
process of sugar, bread, milk and other organic materials 
which he frequently used play a significant role in Roth’s 
production. In Duck Chase, the small toy figures depicted in 
a scene of conflict with relatively huge ducks and roosters 
appear to have been stuck in a sudden flood of doughy 
chocolate. This swamp made out of chocolate poses a 
threat for the duck hunters. Yet, on closer examination, both 
sides are seen to have sustained casualties. Despite all its 
positive and pleasurable connotations, chocolate turns into a 
frustrating mass for those who are stuck in it. 

Duck Chase, 1972 
Box with plastic figures and chocolate
65 × 55 × 5 cm
Ed. 20

DIETER ROTH
1930, Hanover (Germany)–1998, Basel (Switzerland) 
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Stuart Sherman is best known for his performances called 
spectacles which he began to perform in the mid-1970s. In 
these performances, Sherman would stage scenarios using 
various objects like toys, rolls of tape, pages of a newspaper 
and wind-up teeth, which he would take from a suitcase and 
arrange on a small, portable table. Stuart Sherman’s work 
Suitcase is also in dialogue with his “spectacles”, which have a 
prominent place in the production of the artist’s oeuvre. In this 
instance, the suitcase in which he carried the small objects 
and toys of his “spectacles” is the focus. The work consists of 
a suitcase left on the floor with three more of the same kind 
just above it, rising on the wall like the steps of a staircase. 
Carried by nobody, the suitcase sets off on its own journey and 
disappears into the wall in three steps.

STUART SHERMAN
1945, Rhode Island (USA)–2001, San Francisco (USA)

Suitcase, 1984
Fake leather suitcases

200 × 70 × 50 cm
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The materials Kata Tranker frequently uses in her work 
include paper, clay, and wood which she complements with 
found objects, everyday items, and archival photographs. 
In her conceptual installations, the artist’s focus is on 
human evolution and our gradual alienation from nature, 
the boundaries between reality and image, and the search 
for identity. The narrative dimension in her works, which 
bears traces of personal memories, is based on associations 
and sensations rather than events. In the video titled Short 
Program, which Tranker produced early in her artistic career, 
as the pages of a flipbook turn, a figure skater depicted in 
watercolours spins in mid-air, falls, and gets up. The work 
takes its name from the standard figure skating programme 
in which skaters are required to perform predetermined 
jumps, spins and moves, and are therefore unable to display 
their individual talents and strengths. With this video, Tranker 
follows an indirect path, indicating the artists’ position and 
conditions in which they work, as well as her own practice.

Short Program, 2013
Video (colour, silent)
22”
Ed. 1/1 + 1 AP

KATA TRANKER
1989, Székesfehérvár (Hungary)
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Gabriela Vanga works with various mediums including 
photography, video, sculpture and installations to explore the 
boundaries between reality and fiction through the concepts 
of space and time. In pursuit of the unreal and dubious over 
the tangible and incontestable, she incorporates optical 
illusions in her practice.  

Gabriela Vanga’s No Second Thought neutralises one of 
humankind’s oldest weapons by drawing it into the colourful 
world of play. Although the bow and arrow made of Lego 
blocks seem harmless, the work highlights how the tendency 
towards violence and war is normalised throughout human 
history and rooted in our lives right from our childhood.

Gabriela Vanga’s Mirare is also presented in the exhibition 
ThisPlay and can be viewed in Gallery 1 on Arter’s first floor.

GABRIELA VANGA
1977, Târgu Mureș (Romania)

No Second Thought, 2011 
Lego bricks

175 × 63.5 cm
Ed. 1/5 + 2 AP



Mariana Vassileva transforms mundane objects or behavioural 
patterns into questions open for reinterpretation, based 
on her observations of the conditions which determine 
the rhythm of life. Investigating themes of migration, 
deterritorialisation, flight and freedom in a plain, accessible 
manner, Vassileva masterfully combines poetry, melancholia 
and humour. Having spent her early years in Bulgaria, the 
artist has settled in the large metropolis of Berlin, where in 
most of her works she refers back to her childhood – to reveal 
a naïve, merry, curious world teeming with new discoveries. 
‘The tree with windblown leaves,’ a frequently encountered 
theme which is repeated across different mediums in her 
practice, points towards the tension between the desire to 
settle down and take root, and to be deracinated and exposed 
to new worlds. In Vassileva’s work Leaves, cables rising above 
a wall turn into the trunk of a tree whose branches are bent 
down by the wind, while shoes painted in white illuminated by 
LED light bulbs from inside turn into the leaves of the tree. The 
work, despite its plain form and childlike lightness, evokes the 
experience of migration, tragic destinies and flickering hopes. 

Leaves, 2011
Cables, LED,  
13 painted shoes
Dimensions variable

MARIANA VASSILEVA
1964, Antonovo (Bulgaria)



Encompassing various mediums such as photography, 
film and painting in his practice which is situated at the 
intersection of art, design and architecture, Stefan Wewerka 
is best known for the chairs he bends, breaks, takes apart 
and reassembles, echoing his idea that “it is necessary to 
be able to look crookedly to do something right”. Wewerka’s 
distorted chairs, some without seat or back, some with legs 
bent instead of standing upright and others which can only 
be completed with a mirror, engage the imagination and the 
idea of play on the threshold between sculpture and furniture. 
In his work Mass + Space, which presents a chair coupled 
with a mirror, Wewerka reinterprets the act of sitting which we 
repeat everyday without paying any attention while working, 
eating, watching something or travelling. The wooden chair 
the artist cuts in half both completes itself and stays balanced 
with the help of the mirror against which it rests. It is, however, 
also stuck between physical space and illusion, incapable of 
fulfilling its function. To sit on a two-legged chair gazing upon 
its own reflection, one must first dare to step through the 
looking glass.

Mass + Space, 1961
Halved chair and mirror
Chair: 24 x 37 x 80 cm, 

Mirror: 72.5 x 3 x 120 cm

STEFAN WEWERKA
1928, Magdeburg-Wilhelmstadt (Germany)–2013, Berlin (Germany)
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Light and shadow play an important role in Maaria Wirkkala’s 
site-specific installations and works in which she references 
the exhibition space in a subtle manner. Various forms and 
objects that give the sense of having being evoked from 
memories, childhood and dreams are repeated as motifs 
in Wirkkala’s practice, founding emotional and mental 
connections between her works. Among these motifs are 
illuminated, transparent shacks, chairs and swings, as well as 
glass ladders.

The fragility of the glass and the sense of ascent evoked by the 
ladder in Wirkkala’s Untitled diminishes the distances between 
the earthly and the divine, the material and the spiritual, 
light and dark, along with the permeable and impermeable. 
Suspended in space, neither planted nor extending anywhere, 
the ladder with its shadow clearer and more visible than itself 
is impossible to climb. 

Untitled, 2013
Glass
289 × 43 × 4 cm

MAARIA WIRKKALA
1954, Helsinki (Finland)
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Backstage (Water Piano), 2009
Piano parts, wallpaper and plastic zebra
150 × 140 × 90 cm

One of the images the artist borrows from her childhood is 
the angel images she drew when she was five years old. In 
Wirkkala’s installation Backstage (Water Piano), the golden 
angel figures printed on wallpaper cover an upended grand 
piano partially filled with water. The landscape is completed 
with a plastic toy zebra that comes to drink water at the edge 
of this small pond.



ThisPlay exhibition view, 2022.
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