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UNTITLED is where materials such as light, glass, wood, threads
intertwine through a variety of media such as photography, neon, video,
stained glass.
Sarkis names his exhibition which brings together images, sounds, and
lights that reflect the uncertain atmosphere of seemingly irrelevant
social and cultural issues UNTITLED, with red capital letters.

Sarkis (b. 1938). A graduate of Mimar Sinan University of Fine Arts,
Istanbul, he had his first exhibition at the Istanbul Art Gallery in 1960.
He then moved to Paris. His works have been exhibited worldwide
in established institutions, such as Centre Georges Pompidou, Paris;
Guggenheim Museum, New York; Musée d’Art Moderne de la Ville de
Paris; Kunst-und-Austellungshalle, Bonn; Musée du Louvre, Paris; Bode
Museum, Berlin; Fondazione MAXXI, Rome; and Kunsthalle Düsseldorf.
Important group exhibitions include When Attitudes Become Form,
Kunsthalle Bern (1969); documenta VI & VII, Kassel (1977 & 1982); and
Venice, Sydney, Shanghai, São Paulo, Moscow, and Istanbul biennials.
Among his recent solo and group exhibitions are What Time Is It?,
ARTER, Istanbul (2019); Paradjanov with Sarkis, Pera Museum, Istanbul
(2018); Mirror, Dirimart, Istanbul (2017); Sarkis avec Paradjanov, Villa
Empain-Fondation Boghossian, Brussels (2016); Il Grido, Galerie Nathalie
Obadia, Brussels (2016); Istanbul: Passion, Joy, Fury, Fondazione MAXXI,
Rome (2015); Salt Water, 14th Istanbul Biennial (2016); Respiro,
56th Venice Biennale, Turkish Pavilion (2015); Armenity, 56th Venice
Biennale, the Armenian Pavilion group exhibition (2015); Sarkis–Cage/
Ryoanji Interpretation, ARTER, Istanbul (2013); Site, Istanbul Museum
of Modern Art (2009). His works are held in numerous museums and
private collections. The artist lives and works in Paris.
Fotoğraf: Thierry Lefébure

“As the writer of the Psalm has said, ‘Your word is a lamp to my feet
and a light to my path.’ He will show us the way with his staff, and just
as his hand breaks up the darkness with light, so we will break up the
nightmares that descended upon us.”
—Rakel Dink. Sarkis: Respiro, ed. Defne Ayas. Istanbul: IKSV, 2014, p. 132.

The flame appearing from a palm
2020
Augmented reality filter
Dimensions variable

Tattoo
2020
Vinyl sticker, neon
420 x 1609 cm; 72 x 72 cm

Tattoo comprises a red-filtered installation image from his 2019 Paris
exhibition at Galerie Nathalie Obadia titled Mobile Vitraux du Sarkis
featuring sixty-one stained-glass works from various series, with a
seven-colored neon rainbow attached to its far end. The images in
those stain-glasses gather issues and concepts that augment Sarkis’
art. Tattoo starts with the stain-glass titled Respiro Self-portrait at
the upper left corner. In his exhibition Respiro (2015) at the Pavilion
of Turkey in the Venice Biennial, Sarkis directs his camera to the
mirror featuring children’s fingerprints made using the colors of the
rainbow and passes himself through the neon rainbow placed vis-àvis. Right below is a stain-glass featuring a photograph of his studio.
Somewhere in the middle is a stain-glass that reads Kriegsschatz,
the German word meaning spoils of war, a central concept in Sarkis’
art since 1976, written with scabs. A neon seven-colored rainbow
in abstract-form placed at the far right end of Tattoo points to a
breaking point, a miracle, opening past images into the future.

The future begins to form but as fragments; Sarkis renders the
photographs he took on the streets of Istanbul with irregularly cut
glass segments held together by lead strips within a frame. As the lead
lines wander across each image, making them appear more like jigsaw
puzzles than photographic documents, the panels challenge essential
meaning we might presume each image to hold, transforming
hermeneutic wholes into parts, confounding the meliorist logic
of reparation (unbroken, broken, repaired). For stained glass is an
art form of parts. It begins as pieces of glass, and its partiality is
marked by lead even in its finished form. Its parts are never “broken,”
rather originally and forever partial. With this exhibition in which the
memory stands at the very beginning of a new formation, Sarkis offers
an opportunity to have a glimpse at today through stories told from
history.

“His stained glass series is created with a medieval technique, so as to frame, contour, capture, and encapsulate the
image within it very precisely; so as to eclipse the history of art starting in the 15th century with that of photography
and of politics, while light is continuously let in. His photographs and found images stipulate a request, a walk from
image to image, like paging through the leaves of a book; the images ask on to tune into a pictorial orchestra, which
paves the way into a shared consciousness with anyone who comes close to them […] As the months passed we talked
about the cornucopia of personal and collective, albeit trans-historical and cross-cultural references that fed these
images; we talked about how he sourced them from his journeys. It was his intention to turn his handpicked scenes and
situations into icons, so as to draw visitors deeper into our contemporary lived experience. Images, after all, have the
potential to deeply wound, but will also hopefully heal.”
—Defne Ayas. Sarkis: Respiro, ed. Defne Ayas. Istanbul: IKSV, 2014, p. 24-26.

Aliye Berger’s Fire (September, 1955)
that she painted thrilled at the sight of
her studio on fire, a painting that evokes
Munch’s The Scream (1893), becomes
another stained glass of Sarkis.

“Passionate expression of man his trouble,
mourning, sorrow or desperation—is
caught in the image of a creative gesture.”
—Uwe Fleckner, Sarkis Külliyatı Üzerine Bellek
ve Sonsuz, ed. Uwe Fleckner, İstanbul: Norgunk,
2016, p. 205.

Red stained glass series no: 8
2020
Glass, lead, steel, LED (by Charlie)
49 x 62,6 x 10 cm

A found Istanbul photograph depicting a
scene that seems to show the aftermath
of a big explosion or an earthquake: an
upturned car, papers scattered around
the streets, and a smoking man in the
middle of all, staring at the camera,
foregoes the same process. This is an
archival photograph of the aftermath of
the pogrom against Istanbul minorities
that took place on the 6-7 of September
1955. The columnated building behind
the smoking man, on the left hand side, is
Narmanlı Han. Aliye Berger’s studio was in
that building.
Red stained glass series no: 1
2020
Glass, lead, steel, LED (by Charlie)
49 x 76 x 10 cm

“Angels shine not only in the heavens;
they can be found in places abandoned by
everybody and everything.”
—Karin Karakaşlı. Sarkis: Respiro, ed. Defne Ayas.
İstanbul: IKSV, 2014, p. 76.

Red stained glass series no: 6
2020
Glass, lead, steel, LED (by Charlie)
49 x 69 x 10 cm

Side-by-side caricatured figures open and
close their mouths, perhaps parodying a
scream.

Red stained glass series no: 4
2020
Glass, lead, steel, LED (by Charlie)
49 x 65,3 x 10 cm

Red stained glass series no: 5
2020
Glass, lead, steel, LED (by Charlie)
49 x 65,3 x 10 cm

This stain glass suggests the
paradoxical relation between the
door of Aya Nikola Church in the
multi-cultural Galata neighborhood
and the raw bulgur balll chain
restaurant next to it.

Red stained glass series no: 2
2020
Glass, lead, steel, LED (by Charlie)
49 x 73,5 x 10 cm

Red stained glass series no: 3
2020
Glass, lead, steel, LED (by Charlie)
49 x 73,5 x 10 cm

Red stained glass series no: 7
2020
Glass, lead, steel, LED (by Charlie)
49 x 67 x 10 cm

Red stained glass series no: 9
2020
Glass, lead, steel, LED (by Charlie)
49 x 72,3 x 10 cm

Âbidin Elderoğlu
Çiçek
1948
Kâğıt üzerine
suluboya ve mürekkep
22 x 15,5 cm

A red watercolor mark made on paper
with the tip of a wet brush slowly begins
to dry as Morton Feldman’s fifteen-minute
composition dated 1976 inspired by the
story of a mythical carpet woven for the
Sassanid ruler Khosrau I, and which is
said to have depicted a luxuriant garden
named Spring of Khosrau bearing the
same name plays in the background. An
Iranian carpet with animal and tree motifs
is laid in front of the video. And the red
mark on the screen, formed like an eye, is
watching over.

Spring of Khosrau
2020
Single channel video, 14’ 40”;
watercolor on canvas, 20 x 30 cm;
carpet, 450 x 296 cm

Living in Paris since 1964, Sarkis was
invited by Maçka Art Gallery in 1992 to
held a solo exhibition. He scorches a crate
that is used in the transport of art works
and writes his birth year plus a 0: 19380
reads in neon letters, hence relieving the
artist from limits of life and death, carrying
him to another time (or timelessness). On
the opposite side reads 19920, the year
when the crate had emerged plus a 0.

19380-19920-20200
1992-...
Wood, neon, ceramic
206 x 128 x 42 cm

Today, on one side of the scorched crate
positioned on wheels, ready to set into
motion, at the center of the gallery, 19920
becomes 20200. A circuit inside the crate
varies the light level of the neon: as if they
breathe in their rhythm.

On the crate’s lid, a blue ceramic bowl
containing two houses, one painted
with green, one with red watercolor and
placed in water, rotates, thus allowing
the colors to mix. In the Sarkis dictionary,
red represents hot and the East, whereas
green, cold and the West. In Istanbul
waters where the East and the West meet,
green and red mix.

Davide Balliano
İSİMSİZ_0146
2019
Ahşap üzerine alçı, gesso ve lake
50,8 x 40,6 cm

Water of the exhibition
2020
Water and glass
Dimensions variable

“Everything burns in Sarkis’ world (burning: one of his favorite words),
everything catches fire. Looks and objects all melt into a flame; the heaviest
and motionless matter is charged. Water burns where it touches; sound
heats the space’ creates light; fire liquifies what it eats, or has the capacity
to freeze; air submerges in light. In this theater of metamorphosis, light is,
indisputably, one of the main particular themes. The scene where Sarkis
acts is preferably dim; submerged into a natural twilight reminiscent of
a marvelous, deep silence abundant with screams and songs, with the
incandescent transparence of everything touched, awoken, filled, fathomed
by the rhythmically repeating green and red explosions susceptible to a
miraculous deed. The space, although constrained and rather organized,
keeps breathing, keeps being fluid with a deliberate shadow-light,
dark-illuminated transformation recalling a harmony thoroughly,
emotionally calculated.”
—Henry-Claude Cousseau, Sarkis Külliyatı Üzerine Bellek ve Sonsuz, ed. Uwe Fleckner
Istanbul: Norgunk, 2016, p. 273.

Library for Memory and Eternity, which
was first exhibited in 2005 at Aksanat,
bears Sarkis’ books and catalogues. Time
of this hall that hosts the library is the
time of Sarkis’ mythology. Aliye Berger’s
Fire (September 1955) is hung on one of
its walls. And a copy of the sixth issue of
Aç Yazı magazine with Sarkis’ cover, a glass
of water, and a book-clock are placed
on a shelf. The water is refreshed every
morning.

Fragments from A Sarkis Glossary compiled by Christian Bernard in
Sarkis Külliyatı Üzerine Bellek ve Sonsuz:
Istanbul. The city he was born (1938). Only city settled on both Europe and
Asia. Sarkis starts painting after seeing a reproduction of Munch’s Scream
in 1955. Later, he comes across reproductions of cave paintings in Ajanta,
India. He would locate himself between these two poles: Between the
expressionist cold of northern countries and the erotic heat of eastern
countries. Between hot and cold.
Red and Green (from 1979). Warm sea touches cold sea. Red hand warms
cold hand. Green light tries to pull red to the darkness.
Light. Artificial (non-personal), artificial (personal), day light. A light
attached to another creates a third in it, and it goes. The light doesn’t want
to petrify. An ideal fellow traveler for Kriegsschatz.

CRISE (en rouge et vert), 1979, Galerie Sonnabend, Paris

Kriegsschatz (from 1976). Spoils of war. It is an answer (antidote) to
objects, collected from various cultures generally by force, piled up,
exhibited in one architecture, in the same temperature, under the
same light source. My objects, sculptures, installations fight against
this petrified state.
Memory. Works are in motion with their experiences. Experiences
become memory. Every work has its own memory, that keeps
enriched from one place to another, one country to another.
Studio (in Paris). Vergniaud Street, since 1971. The place of reflection
on exhibition concepts, of preparation. All projects are conceived
here. My entire archive is here: catalogues, correspondences,
negatives (from 1965), diapositives of all exhibitions (from 1968).
The place where many of his works take a rest together with other
objects or works from other cultures (from South America, Africa,
India, Byzantine, Ottoman, Japan, etc.) And the loudspeakers are
there for music.
e.n. Sarkis, had worked at his Studio at Vergniaud Streed untill 2000.
Since then, he has been working at his new studio in Villejuif.

Film n°022, 1998

Music. All works, all objects are washed with music. Only 16th to 19th century music plays at the studio. Another place, a smaller room that I call “water color
room” is dedicated to the 20th century music.
Staging. Installation art is a way of staging that invites many interpretations. Each time you move an installation to another location it needs another
interpretation, which is true for all my installations. For instance, I re-interpreted my exhibition Ma Chambre de la Rue Krutenau à San Lazzaro again and
again at Krutenau Street in Venice (San Lazzaro Island, 1990), in Grenoble (Magasin, 1991), in Utrecht (Centraal Museum, 1992), in Bonn (Kunst-und-Austellung
Halle, 1995), and in the Écart exhibition in Ferme du Buisson. Interpretation is the only way to keep an installation alive.
Cinema. Fassbinder: How he included the theatrical into the cinematographic space (see Querelle). Straubs: How they look at history from today. Theirs is
a form of resistance. Tarkovsky: “Zone” in Stalker; miracle of the look in Solaris; the word of man in icons in Andrey Rublev; nostalgia becoming an illness in
Nostalghia; decision in Sacrifice. Paradjanov: Melted the intolerance in his work that opens into a multitude of language and culture —Armenian, Georgian,
Turkish, Azeri, Chechen, etc. (NOTE: In some of his exhibitions Sarkis showed movies of Straubs, Paradjanov, Tarkovsky, Rossellini, also presented a repertoire
of music. In his Bonn exhibition, two concerts of Giacinto Scelsi quartets, a concert of Cage quartet, and a concert of the Hindu singer Kishori Amonkar were
given.)

Water colors. Autonomous works born on the space of white paper. His first big water color exhibition titled 103 Aquarelles took place in Strasbourg Museum
of Modern and Contemporary Art (1989). Water colors appeared around the same time as the colored lights in Sarkis installations (1979): At one side, water
that is colored with paint material, at the other, light that is colored with filters. (NOTE: All his installations are painted with water color as a project.)
Sacred. Silence of his exhibitions gives this feeling. It is experienced through the light of the exhibition, development of his work in time, invitation to the work:
a moment that excludes war.
Dates. Before the dates: an immense blurriness. After the date: a potential of progress. 19380: my birth date reflected to future. It is made of neon, it
illuminates the future, like 19970. The title of the Bonn exhibition is 26.9.19380 (1995-1996).
Titles. Almost all Sarkis exhibitions have a title. In a sense, they “illuminate” the exhibition. As a matter of fact, lightning suddenly appears: le Décalage entre
la lumière de l’éclair et le bruit du tonnerre (Centre Georges-Pompidou, 1993-1994). Other titles: Opération Organe (1972), Crise (en Rouge et Vert) (1979),
Réserves sans retour (1980), De Lascaux à Kriegsschatz (1982), Ma mémoire est ma patrie (1985), Chambre sourde (1986), la Source éclaire toujours (1988),
les Douze coins du monde (1991), Scénes de jour, scénes de nuit (1992), Froid, au dos (1993), etc.
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