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I invited Hera Büyüktasciyan to participate at the Pavilion of Armenia during 
the 56th Venice Biennale, together with eighteen fellow artists. The Jury of the 
Biennale praised the pavilion with the Golden Lion for best national 
participation. In this context, together with her work Letters from the Lost 
Paradise, Büyüktasciyan published precious artist book Ay, Pen, Kim., in 
memory of her education in Istanbul. 
  
In the spring 2016, when Giuliano Gori proposed me to suggest some artists 
coming from different horizons in connection with his collection in the context 
of Villa Celle’s park, Hera’s book Ay, Pen, Kim., came into my mind and, 
somehow the journey of the Byzantines in Tuscany in the XV°century.  At this 
time, Büyüktasciyan was working on a sculpture at Küçükyalı Arkeopark, a 
Byzantine archaeological site in the heart of Istanbul, therefore, I was sure 
that she would be amazed by the poetic of artworks spread all around, and 
would be inspired by the diversity and the beauty of landscape. 
She came to visit Villa Celle last April to create Echo, a large sculpture along 
an alley surrounded by olive trees and vineyards. 
  
Thus Hera’s rich cultural background, as well the absence of representation in 
her most recent works, inspired me to pose her the following few questions. 
  
Adelina von Fürstenberg: Abstraction is considered by the artist as the 
negation of the world of objects. Through abstraction, the artist seeks 
something deeper and non-objective (Malevich). Is this also the case for 
you? 
Hera B Büyüktasciyan: Abstraction is a language that helps the artist to 
always question or at least feel the urge to search for something that is 
invisible and beyond  physical reality. It is a state of mind that is connected to 
the sense of sight which becomes a connection point between the physical 
and the virtual reality. In this sense, abstraction is very much related to sight / 
the act of seeing and experiencing a certain state of blindness. In this sense, 
similarly in Malevich’s practice, Byzantine iconography has been the best 
guide for me to understand the relation between the physical and the virtual, 
the seen and the unseen, the abstract that is beyond the physical world. In 
terms of the matter of sight, the icon proposes the spectator/audience the 
opposite/reverse perspective that connects what is beyond time and space 
with our current reality, that helps two different realities meet in between a 
timeless ground/structure. Icons propose us to become invisible spectators of 
the physical world, who transform it by rebuilding new virtual topographies. In 
this sense the artist is the one that has the continuous urge to follow the 
unknown by seeking the depths of invisible landscapes and manifest its 
reflections within a physical entity/reality. 
  
AvF: It is often said that there are two forms of abstraction, a gesture 
that is used as a symbol of the collective unconscious and the rational 
form that uses the symbols of Platonic geometry and the Golden 
Section. Which of these two forms are most appropriate to your work? 



  
HB:When I think of my own practice, I guess it would be correct to say that 
my works derive from certain gestures that are often manifested through their 
relationship with space, time and an accumulation of the remembrance of 
certain forgotten fragments of history. Through this approach, they become 
reminders of collective or personal memories that appear as if they begin a 
sentence for things that have remained unsaid and let it continue its narration 
and existence within other people’s (or the audience’s) minds.  
I work with a wide range of materials that mostly share a similar gestural 
approach, which mainly directs and guides me through their own dialogue / 
relation with the space that they collaborate with. Each material has their own 
physical entity, yet they are also loaded with certain references that connect 
with voiceless fragments of collective memory. Yet, while working on the 
forms that derive from these aspects, I also think that most of them do carry 
their own Platonic geometry and Golden Section, which actually support their 
gestural position more strongly and creates an equal energy flow with the 
space that they are in. 
  
AvF: Could we consider your installations as sort of ‘quotations’? 
HB. Sometimes they are quotations and sometimes they are question marks. 
The quotations derive from certain histories or fragments of memories/stories 
that have remained silent or invisible for a certain period of time. They give a 
voice to these matters of invisibilities and let them to exist with their own 
lifespans. The ones who are like questions are again like small gestures that 
both become reminders of forgotten aspects of memory but also enable them 
to create new sentences and meanings in depth through the gaps that are 
filled. 
  
AvF: In your work, monochrome forms are often paired with historic 
urban spaces, such as in the Old City of Jerusalem in 2015,  or at 
Küçükyalı Arkeopark, Istanbul recently in June 2016. 
HB: Yes, interestingly both spaces share a similar functional identity, yet with 
relatively different stories within totally different geographies. 
To begin with, ‘’A Recovery for an Early Water’’ is a site specific project 
focusing on Hezekiah’s Pool which is today called “The Patriarch’s Pool.” It 
was one of the ancient water supplies to the city, which no longer contains 
any water today. Kind Hezekiah brought water to the city by building up many 
cisterns and water supplies by connecting the Gihon Spring to the city. While 
at war with Assyrians, in order to weaken and keep his enemy at bay, he 
changed the direction of the water spring by building an underground tunnel 
which is now referred to as “Hezekiah’s Tunnel.” With this act of hiding, a 
living element became invisible with the passage of time. The site-specific 
piece was inspired by the blue tents of the city’s bazaar. I tried to create a 
water path as if the hidden spring were flowing outside back to its origin. By 
reviving the memory of water with an architectural intervention, “A Recovery 
of an Early Water” could be seen as a way of commemorating the social, 
political and historical memory of the city as well.  The invisible aspect of 
water is turned into a virtual reality by allowing it to flow from the windows as if 
history were flowing out from the place it had been hidden.  During the site 
visits and installation phase of the work, I realized that the piece not only 



became the embodiment of a lost source, but also created an alternative 
public space. The site, though one of the largest alternative public spaces 
within the Old City of Jerusalem, is sadly not accessible by the public, nor by 
the residents living around the ancient water supply due to politics of the 
region. Through the show, just as many other sites became visible and 
accessible for the public, the pool became an open space to experience. 
During the installation of the work, many of the residents, especially children, 
came down from their houses and spent time around the blue virtual water, 
floating in the wind. Just as riverbanks have been gathering points for people 
for centuries, similarly the tent, like virtual water as well as an open cistern, 
became a platform around which the residents could congregate . 
  
Which brings me to my second site specific project at Küçükyalı Arkeopark in 
Istanbul, entitled ‘’Rising…a small height from the ground’’. 
The Arkeopark is the most extensive archeological site to date on the Asian 
side of Istanbul, where the Satyros Monastery was discovered in 2001. 
Thought to be built by Ignatius, the patriarch of Constantinople (AD 847-857 
and 867-877) in the second half of the 9th Century, the site is now surreally 
located in a highly populated and constructed area of the city, surrounded by 
contemporary life. 
Once a neighborhood associated with summer holidays for its views of the 
sea, and beautiful gardens and mansions, Küçükyalı is now a neighborhood 
obstructed by time and urban development. ‘Rising…a small height from the 
ground,’a quotation from the poem Aretai'dedicated by Anna Komnena to the 
gardens of the Asian side of the city, focused on the multi layers of history that 
have become an organism which absorbs all these fragments of time 
internally and has gradually grown. This mystical organism speaks to the idea 
of the invisible and the unknown history that lay below our feet in the creation 
of an imaginary creature. The being lives in an invisible world, accumulating 
lost urban and spatial memories, only reappearing as a reminder of that which 
is forgotten and left buried. 
In both projects there are forms which emerge from a hidden spot, as if they 
came from the depths of history to make themselves visible in today’s 
circumstances; both hidden spaces within the urban landscape which opened 
to public within a gestural time. 
  
AvF: However, in Celle, your installation is sited in the agricultural area 
of the park, exactly at the large vineyard. Why did you chose that 
location? 
HB: Olive groves have always been an point of attraction to methroughout my 
life as I believe that olive trees have a different aura than all other trees, 
mostly because of their quality of being the carriers of the seeds of ancient 
cultures, as well as their sense of immortality. Walking in the pathways of the 
olive groves, I felt that I was walking across echoes of time that resonate...as 
if witnessing a dialogue between the trees, a never ending dialogue with 
history. While gazing at one of the pathways, I began to imagine a form out of 
these invisible echoes that both resembled an ancient creature, and the ghost 
of the spine of a creature. So I decided to let the space captivate me within 
itself.  



AvF: Can you conceptualize the relationship of this specific work of 
yours with the vineyard? 
HB: Echois a site-specific intervention that divides the olive grove into two 
portions, creating an echo within the void that has a physical reality as well as 
an incorporeal one. The movement of the circles carries the effect of a drop of 
water nurtured by going deep into the depths of time.  Like the olive trees, it 
imbibes an accumulation of time that vibrates within the space like sound 
waves coming from the movement of the nature and time.  
The abstraction of the form offers the possibility to create a new sense of 
environment that is beyond time and space which still remains unknown to 
us.  Each circular wave of the Echo continues to move under the ground, 
below our feet while we pass through, continuing its cyclic movement of the 
wholeness of flowing time. The cyclic form is self contained and it continues 
its constant move from the invisible to the visible world as well as from what is 
inside to outside, as if it takes from the soil and gives back to the universe as 
a reminder of the immortality of memory and the cycle of the world.      
  
AvF: You were born in Istanbul and the influence of this ancient city has 
marked your art since the beginning of your career. Was it relevant for 
you to incorporate in your work at Celle this encounter of your culture 
with the Italian Renaissance? 
HB: While visiting Celle and contemplating during my long walks within its 
grounds, I oft felt as if I was moving within an iconographic landscape similar 
to Chora’s frescoes and mosaics, with a timeless ground which makes one to 
feel the existence of invisible entities. Each element within nature has come 
together in a wholeness like that of a glass mosaic surface. As if the trees, the 
soil, the cloudy sky and even the sound layers of Tuscany have become silent 
observers of all these different timelines existing within one sphere. Whenever 
I was gazed at a different angle, I recalled specific moments while gazing at 
the eternal limitless landscapes on the domes of Chora standing like canopies 
above my head. 
Certain pathways, the olive trees on misty hills hosting flowing areal 
movements, reminded me of the mysterious landscapes that stood on the far 
background of a Domenico Ghirlandaio painting beyond a window, or a far hill 
detail from a Piero della Francesca narration. All these visual aspects were 
creating an intersection within my mental space, full of references both from 
my own geography, as well as with the Italian Renaissance which are already 
connected through historical links with each other, given the huge cultural 
influence of Byzantine art in the formation of the Italian Renaissance. 
  
AvF: And to conclude, how would you place yourself as a contemporary 
young artist crossing several cultures and knowledge? 
HB:  I see myself as a detached observer who becomes a story teller or a 
hidden narrator at times, as well as someone who tries hard to both preserve 
the essence of my own culture, as well as standing as my own self between 
all the corpus of these collective histories to create my own universal 
language. I also think that like every artist, I am a seeker of the unknown who 
sometimes works like an archeologist or a historian that tries to put together 
fragments of time .  
	  


