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Surekli Cesitlenmeler

Ali Akay

Surekli Cesitlenmeler sergisi; Ayse Erkmen, Seza Paker ve Fisun Onur'un kisisel
boyutunu gosteriyor; ortaklasa bir baglama dayali ve birbirine ickin olabilme

gliciine sahip olmasina ragmen heterojen olan eserleri bir araya getiriyor. Strekli
Cesitlenmeler bir yaratim ve diizenleme bicimi sayilmalidir. Mizikte, 6zellikle barok
muzikte cesitleme, bir temanin ortaya siirdigu degisiklikler ile meydana gelen cesitli
mizikal cimleleri Uretmeye olanak saglayan bir ileri strtistir. ABA, ABACA veya
ABACADA. Temalarin sayisi bir isten digerine cesitlenebilmekte ve varyasyonlar
olusturmaktadir.

Sanatcilar bu alani seslerin ve imgelerin her seferinde kacisip durdugu bir bdlge

gibi kullaniyorlar. Dizenlemeler, sesler ve imgeler birbirinden ayriliyor ve kacis
noktalarinin kendi aralarinda bir diizen olusturdugu mekéansal zemine dogru kendilerini
savuruyor, dagitiyorlar. Sanatcilar tarafindan olusturulan fikirler ve zihindeki imajlar
birlesmeyen bir sentez ortaya koyuyor. Bu cok sayida parcalanma, sayillamayacak
kadar klclk parcalara ayiracak sekilde donuUstiirmeye devam ediyor. Bu (¢ sanatci icin
Surekli Cesitlenmeler, hareketler, isaretler, ¢izgiler ve arayislardir.

Continuous Variations

Ali Akay

The Continuous Variations exhibition presents personal aspects of Ayse Erkmen, Seza Paker and
Fisun Onur; it brings together works founded on a common context yet possessing the strength to

be integrated with one another while remaining heterogeneous. Continuous Variations should be
considered as a mode of creation and composition. Variation in music, especially in baroque music,
presents a proposition that would enable the construction of various musical statements emerging out
of the alterations evoked by a “theme”. Like ABA, ABACA or ABACADA. The number of themes change
from one work to the next creating variations.

The artists make use of this zone as an expanse where sounds and images are unleashed.
Compositions, sounds and images are separated; dispersing and scattering towards the spatial ground
where their distinct vanishing points generate a common order. The ideas and mental images created
by the artists present a synthesis that is not coalescing. These multiple breaks continue transforming
through shattering into uncountable small pieces. For these three artists Continuous Variations are
moves, signs, lines and enquiries.
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Burada rastlantilara bagli olarak isleyen, makine etkisi yaratarak calisan bir
tertibat karsimizda durmaktadir. Sanatin tanimindan uzaklasan bir devirde
iliskiler Uzerinden olusan form ses ve gorintlyd yan yana getirmektedir.

Sanatin ne oldugu sorusunu sormaktan ¢ok, sanatin hangi 6gelerle iliskiye
girebileceginin sanatsal boyutu sanatin isleme tarzini ortaya koymaktadir. Mikro
iliskiler bu anlamda makro iliskiler ve degistirici, donusturtci bir sanat anlayisini
ikame etmeye baslamis gorinmektedir. Mindr bir sanat yapma bicimi dnct bir
sanatin devrimci gicuniin yerine yerlesmeye baslamistir. Azlik ve azinlik olarak
bakabilecegdimiz bu yeni iliskiler biitintiinde temellik etmeler ve yerini almalar
siyasi olaylarla kesismektedir.

Fusun Onur, farkli malzemelerle tablolar ve yerlestirmeler gerceklestiriyor;

ki sunmakta oldugu geometrik bicimlere sahip tablolarinin renkleri “Estetik
Uygulamalar” adini verdigi bu tuvallerin dokulari ve malzemesinin renginden
baska bir sey degil. Kumaslari ve nesneleri bir araya toplayarak meydana
getirdigi yerlestirmenin adi Haykirma. Bu sessiz bir eser ancak sanat¢inin
icinden gelen sesten dolayi cok blyuk bir gurtltd ¢ikarabilme potansiyeline

sahip . Buradan bakilinca sanatcinin eserinin zamanin 6tesine gecmis oldugunu
soylemek mimkin. Yerel bir malzemenin kendi tekilligi icinde uyumlandigi
“Estetik Uygulamalar” renkler ve zamanla yapilan bir hesaplasma olarak
durmakta. Zamanin katmanlarinin simdiki zamanda bulustugu, intimist renklerin
parcalanmasiyla olusan formlarin her biri bizi farkli zaman birimlerine tasimakta,
bu formlar bellek ile yeni iliskileri simdiki zamana cekerek islemekte.

We are facing an apparatus operating on coincidences akin to the working of a machine. In a
phase evolving out of the definition of art the form created from relations brings sound and
images together. Rather than enquiring about what art is, the artistic aspect of what art could
relate to reveals the way in which art operates. In that sense micro relations have started to
replace macro relations and an understanding of restructuring and transforming art. A minor
mode of making art has begun to substitute for the revolutionary power of an avant-garde art.
In these new interactions that could be perceived through the terms of minimal and minority
appropriations and substitutions coincide with political events.

Fusun Onur is making tableaus and installations with various materials; the geometric shaped
tableaus she presents, titled “Aesthetical Implementations”, are coloured nothing else than the
colour of the texture of the canvas material. The installation called Scream, made by bringing
together fabrics and objects is a silent work that has the potential to create an enormous noise
due to the inherent sound of the artist embedded in it. From this perspective the work of the artist
has gone beyond time. “Aesthetical Implementations”, where a local material is accorded in its
singularity, stands as a settling of accounts with colour and time. Each and every one of the forms
created through the diffraction of the intimist colours that bring the layers of time to the present,
transport us to various different divisions of time, processing memory and new interactions by
drawing them to the present. e
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. i i = Ayse Erkmen
~ Birarada, Together, 2011

33 adet porselen hayvan biblo, 2 vitrin
33 porcelain animal bibelots, 2 glass cases
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Seza Paker

Venedik Giardini’de Daniel Buren’in “Tonelle”i etrafinda gezinti,

A Stroll Around Daniel Buren’s “Tonelle” in the Giardini in Venice, 2007
Video, 3'22”



A stroll around Daniel Buren's "Tonelle" in the Giardini in Venice 2007
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i i X . . "KIOSK"u... Inmal edilmis... ve bos bir konusma balonuna benziyor... bu patikalarda,
parktaki kavisli yollarda agir adimlarla bir asagi bir yukari yiirimeye devam ediyorlar,
bir anlamda Richard Long'un “Labirent” fotograf serilerini animsatarak... Agacli yollari
sayisiz kez, her glin hicbir amagc olmadan bir asagi bir yukari yirtimek, yalnizca bir jest,
bir yirayls; ayni sahneyi... Tipki bir Beatles sarkisinin baslangici gibi: “Uzun ve dolambacli
Parkin disinda, giris kapilari boyunca yirimek... Ozgt]rl'uk kendilerini dylesine

bu parkta bulan, bekleyen, iletisim kuran, cep telefonuyla konusan ve biitiin giin enerji
icecegi icen bu Afgan miltecilerin naif bir eylemi midir? Bekleme halinin yeni versiyonu...
Koru(n)ma... 6zgiirligu... birdenbire bireysel bir cikar haline mi geldi? Bir parkin icindeki
|ZINSIZ GIRILMEZ'in, DIKKAT in anlami nedir? Gecilmez, belki Gzerine oturulabilir... Sinir
hatti mi? Bahar ve tomurcuklanma zamani; tarlalarda afyon tohumlarinin gelismeye
baslama mevsimi. Parkta da bahar zamani; bu kiclk bahcedeki farkli tirden ciceklere
etrafta oturanlar tarafindan bakiliyor, ortadaki bu cennet...

Seza Paker
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taken care of people who live nearby, this little eden in the middle
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Seza Paker




Is bir yandan da seyircinin katiimini beklemekte; yukaridan asagiya dogru sarkitilmis ip sallandiginda, inceden bir can sesi
duyuluyor. Nicolas Bourriaud “Iliskisel Estetik” olarak adlandirdigi kitabinda 1990°li yillarda baslayan bir sanat yapma biciminden

s0z etmekte. Bir heykelin dncelikle simgesel olarak her an iliskiye acik olma gerekliligine ragmen, burada, kitapta belirtilene de
benzer bir sekilde, belli bir sire icinde seyircinin katilimiyla gorilebilir ve duyulabilir bir iliski ortaya ¢citkmakta. Eser ve esere bakan
arasindaki iliski birbirini tamamlamaya baslamakta. Sanatci her an belirli bir zaman icin bakani esere istirak etmeye cagirmakta.
Haykirma duyulmayan ama duyulma potansiyelini icinde barindiran ve esere bakani bu potansiyeli aciga cikarmaya ¢agiran bir is
olarak islemekte. Duchamp “sanat randevularinda” belirli bir saatte, eline gecirdigi bir nesneyi bir ready-made nesneye cevirecek ani
belirlemekteydi. Bu eserde Fiisun Onur randevu vermiyor; her an randevuya acik bir sekilde, potansiyel olarak seyircinin dokunacagi
ipin sallanmasiyla sesi duyulacak bir nesneyi heterojen olarak diger nesnelerle birlestiriyor ve iliski kendi kendisine randevu anini
beklemekte.

“Sessizlik” adli ve bir odayi distindiren 2011'de yapmis oldugu eserinde, Fisun Onur kendi dilinde zamanin katmanlarini
hareketlendiriyor. Bir oda gibi ele alinan ve duvarlari olmayan bir mekana génderme yapan bu enstalasyon yine sanat¢inin sirdas
dinyasina ait olarak duruyor. Sessizlik ve sesin ayni anda var olabildigi bir yaklasima yaslaniyor. Sessizlik bir bakima muzigin
olmadigr, ama sesin her zaman mevcut oldugu bir ortama ait bir durumu imliyor. John Cage giinimtize fetisleserek gelen 4'33" adli
eserini bir sessizlik isi olarak gerceklestirdigi 1952'de, damarlarinda dolasan kanin ve viicudunun sesini duymaktaydi; sessizlik ile
ses birbirlerine karsit olmaktan cok birbirlerini tamamlayan, biri varken digerinin daha az duyuldugu ve digeri sessizlestiginde ise
sesin yine kendisini duyurdugu bir ortama bagli olarak calismaktadir. Robert Rauschenberg, 1949'da benzer bir deneyime girdiginde,
“rengin bana hizmet etmesini istemiyorum” diyerek, tamamen beyaz veya siyah monokrom tablolari yaptiginda, imaj ve renk
olmamasina ragmen tek rengin Uzerine gelen tozlarin dahi rengi degistirmekte oldugunu vurgulamisti.

It also reaches out for the participation of the viewer, in addition when the hanging rope is swung it is possible

to hear the fine chime of a bell. In his book titled “Relational Aesthetics” Nicolas Bourriaud was mentioning a
mode of art making emerging in the 1990s. Although a sculpture must be primarily functional on a symbolical
level at all times, as it was outlined, here a relationality that becomes visible and audible for a certain time with
the participation of the viewer emerges. The relationship of the viewer and the work start to complement one
another. The artist calls out to the viewer to participate in the work at a given moment in time. Scream operates as
an inaudible work that calls out with its inherent potential to become audible. In “art encounters” Duchamp was
waiting to seize the moment to turn an object he had his hands on into a ready-made. In this work, Fisun Onur is
not making an appointment, she summons together an object potentially ready for an appointment with the touch
of a viewer that will make it heard, with other objects in an heterogeneous way, while the relationality awaits the
moment of encounter.

In her work titled “Silence” realised in 2011, reminding us of a room, Fisun Onur mobilises the layers of time in her
own language. This installation regarded as a room and referencing a space without walls belongs to the artist’s
world of confiding. It rests on an understanding where silence and sound could simultaneously coexist. Silence
somehow indicates a condition of the absence of music, yet the ever presence of sound. When John Cage realised
his fetishised 4'33" as a piece on silence in 1952 he was hearing the sound of his blood travelling in his veins and
the sounds of his body; rather than being opposites, silence and sound operate in tune with an ambience where the
presence of one hinders the audibility of the other and the quietening of the other lets the sound to be heard. When
Robert Rauschenberg went through a similar experience in 1949, he started making monochrome paintings totally
in white or black, saying “I don’t want colour to serve me”, but although there were no images and no colour, he
was emphasizing the fact that even the dust collected on top of the single colour was producing a change of colour.




Rauschenberg hiper-duyumsal tablolarinda ‘havanin aynasini’ gérmekteydi. Burada, Fiisun Onur'un Oda’sinda da ses duyulmuyor
belki, ama muazzam bir ciglik atildiginin farkindayiz. Oda her seyin gectigi, duvarlarin olmadigi bir mekana ait. Potansiyel her turlu
hikayeye acik bir sekilde duruyor.

“Flamenko” adli eserdeyse, sessizlik ve ses ve ritim arasindaki virttel iliskileri strdirtyor. Sanatcl, cekiclerden yapilmis ayaklarin
hareketlerini, yavaslik ve hizlanmalarla, saga ve sola hareket edercesine diizenliyor, oturma ve dans arasindaki sessiz iliski
vurgulaniyor; bellek ile iliskileri simdiki zamana cekiliyor. Her bir ayak darbesiyle Nietzsche'nin “cekic darbeleriyle” diye adlandirilan
dislncesine dogru bizi yonlendiren demir malzeme ayni zamanda el zanaatkéarlarinin diinyasina da yolluyor bizi. Her ne kadar

artik cekicler el zanaatkarlari tarafindan Uretilmiyor olsa da, sanayi toplumlarina ait bir sanatsal ready-made olarak kullanilan

bu malzeme, yine de eski tarihlerde yer altinda yasayan ve demircilikle ugrasan samanlari da distindirmeden gecmiyor. Endilus
halklarinin muzigi olan Flamenko, bu sarkilarin esliginde yapilan bir dans olarak, bir folk tiri olmanin 6tesine gecen kompleks ve
yogun bir kilturel gelenege sahiptir. Ispanya’ya 6zgu oldugu bilinmesine ragmen, aslinda Endilis bolgesi kiiltirine ait olan bu dans,
gocebeligi, yerlesmemeyi ifade etmektedir. Diger eserindeki virtiel odanin yerlesikligi ifade etmesinin tersine bu sefer Flamenko
cingene miziginin kokenlerine gonderme yaparak, kovulmusluk hissini, yerlesiklige karsi girisilen micadeleyi isaretlemektedir.
Endilisld yerlilerin bir dansi olarak burada yasayan bircok halki icine almaktadir. Mislimanlar, Yahudiler, Basklar, Girci asillilar
ve tabii ki kokenleri icabi Hindistan'dan geldikleri iddia edilen Cingeneler tarihin bu cografyadaki izlerini olusturmaktadir. Her bir
halk, bu anlamda, dislanmislar icindekilerdir, kovulmus olanlardir, 6zellikle Yahudiler ve Cingeneler ile birlikte Basklar siyasal

tarih boyunca kamplara tikilanlardir; gocmenler veya gocebeler, hepsi bir bakima multeci kamplarinda yasayanlardir. Flamenko
danscilarinin ayak hareketleri kadar kiyafetlerinin de dnemli olmasi dolayisiyla, Fiisun Onur'un ¢ekiclere giydirmis oldugu yoresel
kiyafetler ayni zamanda kendi sanat dilinde kullandigr malzemelerin kendileridir de.

In his hin his hyper-sensitive paintings Rauschenberg was seeing the “mirror of air”. Here, in Fiisun Onur’s Room there
is perhaps no sound, but we are aware of her devastating scream. The Room is where everything happens; it is a place
belonging to a space without walls. It remains open to all sorts of stories, potentially.

In her work titled “Flamenco” she continues delving on the virtual relationships between silence, sound and rhythm.

The artist arranges movements of feet made from hammers, through slow and speedy paces, as if moving to the right
and moving to the left, the silent bond between sitting down and dancing is emphasized; their relationship to memory

is drawn towards the present. With every stomp of the feet we are reminded of Nietzsche's thought on “the beating of
the hammer” while the iron material also transports us to the world of the craftsmen. Although these hammers are

no longer produced by craftsmen, the material that is utilised as an artistic ready-made belonging to the industrial
society still reminisces of the shamans living underground and working as ironmongers in the olden times. Flamenco

as a dance made alongside the songs of Andalusian people goes well beyond being a genre in folk with its complex and
intense cultural traditions. Although it is generally associated with Spain, it is actually rooted in the Andalusian region
culture, having connotations of nomadism and not settling. In contrast to the expression of settlement through the virtual
room in the other work, Flamenco references the origins of the gypsy culture, the feeling of being cast out and a struggle
against being settled. As a dance of the native Andalusians it embraces various peoples that have lived there. Muslims,
Jews, Basques, people of Georgian descent and Gypsies who are claimed to be originally from India make up for the
traces of history in this geography. Each and every one of these peoples are among those who are cast out, expelled;
especially the Jews, Gypsies and the Basque people have always been the ones stuck into camps throughout political
history, be it immigrants or nomads it seems these people have always been among those living in refugee camps. While
the costumes of the Flamenco dancers are as significant as the movements of their feet, the local clothes that Flisun
Onur dresses her hammers with are the materials that she utilises within the vocabulary of her artistic language.






Seza Paker’in calismasinda (Tonnelle-Kiosk, yani kamusal alanda 6zglirce s6z
soyleme Uzerinden) Avrupa'nin ve kiresel diinyanin temel sorunlarindan birisi
olan milteciler ve kamplar ele alinmakta (6zgiir alanlara yerlestirilen 21. yizyil
miltecileri, giindizleri Paris'te bahcelerde yasiyorlar, geceleri ise kopri altlarinda
yatip uyuyor ve kicik islerde calisiyorlar).

Seza Paker’'s work [Tonnelle-Kiosk, considers the issue through
freedom of speech in public areas) deals with refugees and camps; one
of the primary problems of Europe and the global world (the refugees
of the 21st century are placed in free areas, in Paris they live in gardens
during the day, spending the nights sleeping under bridges and they
work is small jobs).




Tonnelle-Kiosk yuvarlagi kamusal alana ait bir s6z syleme mekani; Daniel Buren'in Tonnelle-Pergola’si icinden bir cocuk geciyor;
bir kadinla bir erkek parkta konusuyorlar; cocuk yine orada, birden kayboluyor; sonra yine baska iki kisi daha; ama cocuk yine

oradan geciyor. Sonra bir cocuk ve Daniel Buren yine Tonnelle'in yanindan yurtyerek geciyor. Paker, Daniel Buren'in Tonnelle'ini
kullanarak, donUstiriyor. Orada bulunan cocugun rastlantisalligina bir rastlantisallik daha katarak, Daniel Buren ve cocugu temellik
ettigi isinin icine katip, hikayeyi kendisine cekiyor. Buren, Tonnelle'inin aktori iken, Seza Paker’in eserinde rol aldiginda bu sefer
kendi Tonnelle’inin yanindan gecen biri olmaya basliyor. Bu, akla hemen Seza Paker’in 1987 yilinda gerceklestirdigi La Hune adli bir
fotografini akla getiriyor: Burada bir evsiz barksiz; La Hune adli kitapcinin 6niinde kafasinda Fransiz sanatc¢i Ben'in yazilarini tasiyan
bir bere ile duruyor; 6ntinden yine biri geciyor; tekrar bir gecis ve rollerin karsilikli bir sekilde degistirildigi bir anlatim.

The Tonnelle-Kiosk sphere is a space of utterance in the public realm; a child walks through the Tonnelle-Pergola of Daniel Buren; a woman and a man
are talking in the park; the child is there again, then all of a sudden he disappears; again two other people are there; the child passes through yet again.
Later on, a child and Daniel Buren walk by the Tonnelle. She utilises and transforms Daniel Buren's Tonnelle. Building on the random presence of the child
by adding another random layer, she appropriates Daniel Buren and the child into her work and draws the narrative towards her. While Buren is initially
the actor of his Tonnelle, he becomes someone passing by his Tonnelle through his role in Seza Paker’s work. This immediately reminds us of another
photograph of Seza Paker titled La Hune, from 1987: This time a homeless stands in front of La Hune bookshop wearing a cap covered with inscriptions of
the French artist Ben; somebody passes in front of him; passing again and a narrative mode transposing the roles.




Flisun Onur

Flamenko, Flamenco, 2011
Cekig, til, kumas, tel
Hammer, tule, cloth, wire



Milteciler s6z konusu oldugunda siyasetin icindeyiz demektir, demokrasi ve insan
ve yasam haklarindan s6z etmekteyiz. Avrupa’'nin demokrasisi 21. yizyilda nerede
duruyor? Seza Paker, uzun zamandan beri siyasi bakisi ve anlatimi géstermeden
anlatiyor; gosteren ve gosterilen iliskisini kullanmadan, gdstereni gosterilene dogru
tasiyarak, dili agramatikal bir hale sokuyor ve bu islem esnasinda soru isaretlerini,
Uc¢ noktanin devamuligini ve ayni zamanda bunun sanallikla iliskisini kurarak,
sorularin devamUligini hissettiriyor bize.

Park videosunda - ki bu iki is birbirlerine tamamen bagli bir sekilde calisiyor -,
Paris'te 10. mahallede, Quai de Valmy'de parktayiz. Burada Afgan miulteciler
‘takiliyorlar’. Bazen kagit oynuyorlar, bazen telefonda kendi lisanlarinda tlkeleriyle
konusuyorlar; ama asilisin ilginci onlarin oldugu parkta gercek bir Kiosk var; fakat
onlarin kamusal alanda sozleri yok, siyasetleri yok, siyasal olarak insan haklarindan
paylarina sahip olarak degil, tersine haklardan yoksun bir sekilde orada duruyorlar,
butin gln ve her mevsim. Yaninda piknik yapanlar; sarap icenler, cocuklarini
gezdirenler, parkta cocuklarini oyun alanina birakip, onlarla oynayan ebeveynler.

Daniel Buren'in Venedik'te Giardini'deki Tonnelle'inde de, Paris'te Quai de Valmy'deki
Kiosk'ta da cocuklar var, haklar var, eglence var ve de suskunluk var; kimsenin
anlamadigi bir dilden konusan Afgan miltecilerin hissedilir varligr var.

When the subject is refugees it is clear that we are within the realm of politics; we are
dealing with democracy and human rights and rights to standards of living. Where

does European democracy stand in the 21st century? For a long time Seza Paker has
been recounting a political view and narrative without pointing at it, without utilising the
relationship between the signifier and the signified, by drawing the signifier closer to the
signified; she renders language agrammatical and during this process she retains the
question marks, the continuity of ellipsis, and their relationship with virtuality, making us
aware of the intransience of the questions.

In the park video —in fact the two works function in conjunction with each other- we are in
the 10th Arrondissement in Paris, at the park on Quai de Valmy. Here, the Afghan refugees
are ‘hanging out’. Sometimes they are playing cards, occasionally calling home speaking
on the phone in their language, but what is most important is that there is a real Kiosk in
the park; yet they have no say in the public realm, they have no politics, they do not have
their share in the human rights politically, on the contrary they remain there absent of

all rights, all day everyday and at all seasons. Next to them are people out on a picnic;
drinking wine, strolling with their children, parents taking their children to the playground
in the park and playing with them.

Both in Daniel Buren’s Tonnelle at the Giardini in Venice and in the Kiosk at Quai de Valmy
in Paris there are children, there are rights, there is enjoyment and there is silence; there
is the presence of Afghan refugees talking in a language alien to all.




Seza Pak

isimsiz (Son Avrupali) (Faydalanin, halen bekari




Fransizlar veya turistler veya yabancilar burada ortak olan dillerde anlasirlarken, multeciler, Afgan, Tajik vb. hepsi Afganistan
Pakistan sinirindaki savaslardan kacmislar. Ozgiirliik ve yasam ve iletisim arayisindalar. Hepsi erkek, yollari kat ederek buralara
kadar gelmis bulunuyorlar. Seza Paker sinirlari ve buradaki maceralari degil, geldikleri yerdeki dislanmayi, sembolik degil, ¢ciplak
hayata ait bir siyaseti ve haklari olmayan kisilerin yasamini gozler 6niine getirerek, sorulari bazen Foucault'dan, bazen Arendt'ten,
bazen ise Agamben’den gelen bir bicimde tekrarliyor: Biyo-politika ve disindakiler; biyo-iktidar ve sozleri olmayanlar. Spivak
sormuyor muydu: “Magdurlar konusabilir mi?” diye.

Seza Paker'in Park (2011) adli videosunda bélimlendirdigi bir sekilde, Bahar, afyonun ekildigi ay olarak duruyor. Bu aylarda baslanan
afyon ekimine yapilan bu gonderme, 1979'dan bu yana buytyen ve diinya pazarini itk elden kontrol eden Afgan uyusturucu diinyasina
yolluyor bizi. Yesil cimen tepeleri tUzerinde uzaktan bir savasta, bir siperdeymiscesine goziken Afgan miltecilerin kafalari bize onlarin
yasam sartlarina dair bir imge olarak geri dondyor. Yollar, Seza Paker’e gore, bizi hicbir yere gotirmuyor. Tipki Seza Paker'in bir
baska eserinde, “Exit Music (like a film)" (2003) adli videosunda oldugu gibi, cikis hicbir yerde; her yerde kapanmis vaziyetteyiz: “no
exit, ¢ikis yok!”. Burada yine cagdas sanat tarihine bir gonderme var: Richard Long'un Labirent olarak adlandirdigi fotograflarina
yapilan gonderme; veya Heidegger'in kitabinin basligina yapilan gondermeler: Hicbir yere gitmeyen yollar. Parmakliklar diyor, Seza
Paker, sanki parklar en 6zgur yerler ve milteciler burada parmakliklarin arkasinda, Afgan milteciler burada ‘takiliyorlar’. Tonnelle
veya Kiosk olarak bu mekan soziin bosaltildigi yer, giinesin girmedigi yer: Ne glines ne de soz. Bosluk. Trafik seritlerinden yapilan
bir plastik engel: Girilmez, mania, tehlikeli! Seza Paker ile konusmamizdan ¢ikan bu basliklar, Park (2011) adli video ¢alismasinin
bolimleri olarak durmakta.

Seza Paker'in bir yandan Daniel Buren ile iliskisi devam etmekte (Tonelle-Kiosk'a yaslanarak, kamusal alanda 6zglrce s6z séyleme
Uzerinden bunu distinmekte), diger yandan ise, Avrupa'nin ve kiresel dinyanin temel sorunlarindan birisi olan miilteciler ve kamplar
ele alinmakta (6zgur alanlara yerlestirilen 21. ylzyil multecileri, giindizleri, Paris'te bahcelerde yasiyorlar). Bir bakima, biyo-
politikanin ve onun bir uzantisi gibi goztiken “Denetim Toplumu“nun dizenlemesi “Gosteri Toplumu” diye adlandirilan 1960l yillara
ait bir toplumsalligin da yerini almis oldugu, bu anlamda, ortaya konulmaktadir.

While the French, the tourists and other foreigners were reaching an understanding through some common language here, all of the refugees, Afghans,
Tajiks etc. were fleeing the wars at the borders of Afghanistan and Pakistan. They are in search of freedom and life and communication. They are all men
and they have travelled a long distance and come all the way here. Seza Paker is not exposing borders and their adventures here; she presents the rejection
at their place of origin, not symbolically, but through revealing the lives of these people who have no political positions or rights on this bare life that they
lead, repeating questions setting off sometimes from Foucault, from Arendt and sometimes from Agamben: Biopolitics and outsiders; biopower and those
without a say. Wasn't Spivak asking the question: “can the subaltern speak?”.

As in the chapter with the same title in Seza Paker's video Park (2011), Spring, is the season when opium is planted. This reference to the planting of

opium casts our minds towards the Afghan drug world that has been expanding since 1979 and having a first hand control over the world market of drug
trafficking. The heads of the Afghan refugees barely seen behind the green grass covered mounds as if they were hiding in a trench in war, returns as an
image about their living conditions. Just like in Seza Paker’s video “Exit Music (like a film)” (2003) there is no way out, we are closed in: “no exit, no way
out!”. There are various references to the history of art; to the photographs of Richard Long titled Labyrinth, or to the title of a book by Heidegger: Paths that
Lead Nowhere. Railings says, Seza Paker; its as if the parks are the freest of all places and the Afghan refugees are ‘hanging out’ behind the railings. The
Tonnelle or the Kiosk is the place where speech is disgorged, where the sun does not shine: Neither the sun nor speech. Emptiness. A plastic barrier made
from traffic barricade ribbon: No entry, mania, danger! These headings derived through a conversation with Seza Paker appear to be the chapters of the
video, Park (2011).

Seza Paker's interaction with Daniel Buren continues [Tonnelle-Kiosk, considers the issue through freedom of speech in public areas) and on the other
hand she deals with refugees and camps; one of the primary problems of Europe and the global world (the refugees of the 21st century are placed in free
areas, in Paris they live in gardens during the day). To a certain degree, it illustrates the fact that biopolitics and its ostensible extension “the Society of
Control” and “the Society of the Spectacle” both social constructs of the 1960s have been established.
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Estetik Uyarlamalar, Aesthetic Adaptations, 1988
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Agamben’i takip edersek, Arendt insan haklari ve milteci arasindaki iliskiyi ele aldigi kitabinda “insan haklarinin kaderiyle
ulus-devletin kaderini” birbirleriyle ilintilendirmektedir. Emperyalizm ile iliskili olan bu durum 19. yizyil somurgeciliginin Grinu
olmaktan cok daha uzak eski kesiflere kadar giden bir siirecle alakali olmasina ve 1789 Fransiz ihtilalinin insan ve Vatandaslik
Haklari Beyannamesine ve de irk, ulus-devlet, emperyalizm ve multecilik degisim streci ile iliski icinde olmasina ragmen bir
miteakip duruma isaret etmektedir. “Insan ve vatandaslik birlikte mi islemektedir yahut ayri midir?” sorusunun arkasinda

yatan ulus-devletin getirmis oldugu zaruri durumda bir miphemlik s6z konusudur. Agamben, bu iki kavramin “1789 La Fayette
projesinde, birbirlerini icerdiginin mi, yoksa disladiginin mi” asil soru oldugunu vurguladiginda bu muglaklia dikkat ¢cekiyor. Yine
Agamben, bunun ardindan, Foucault'daki ‘ciplak dogal hayat' ile ‘insan” arasindaki yakinliga dokunuyor ve “insanlarin 6zgur ve
esit olarak dogduklar” fikrinin Beyanname'deki mevcudiyetine ragmen, bunun filli olarak gerceklesememe pratigine deginiyor.
Dogal haklar vatandas figlirine yaslandigi zaman, haklari koruyan da ayni sifati tasiyan bir kisi oluyor ve dolayisiyla, muilteci
figirintn haklarini yok ediyor. Bu anlamda, ulus yani nation kelimesinin nacare ile, yani yasamak Uzere dogmakla yakinligina
deginiyor. Eski Rejimde “tebaa” olanin devrimle ve Beyanname ile birlikte “vatandas” olmasiyla beraber, dogum, yani “dogal
ciplak hayat” [bios) ve siyasal yasam (zoe] iliskilerinde, vatandasa siyasal yasam ve orali/yerel olmayan yabanci/miilteciye de
“ciplak yasam” (bios) kalmakta. Siyasal haklari olmayan, ¢iplak yasama ait olan multeci, bu anlamda, biyo-politikanin vatandasiyla
birlikte denetlenen ve ayni zamanda da dislanan kisisi olmakta; clinki vatandasin denetlenmesiyle miltecinin denetlenmesi
kosullari ayni gozikmiyor. Haklara sahip, emegini 6zglirce satabilen ve haklarindan yararlanarak emekli olabilecek vatandasla,
bu haklara sahip olmaksizin ancak kacak/gizli isci olarak calisma imkanlarina sahip olan ve bu anlamda da haksiz yere 6zgir
olmadan calistirilan milteci figird, icerme ve dislanma iliskilerinde one ¢cikmakta ve anlasilmakta. Icerme, ¢clinki yabanci Ulkeye
ve topraklarina girebilmistir; dislanma ¢inkil ancak bazi yerlerde, denetlenmis bir sekilde yasayabilmektedir.

Following Agamben we would realise, in the book where Arendt considers the relationship between human rights

and refugees, she relates “the fate of human rights to the fate of the nation-state”. This condition that is connected to
imperialism goes well beyond being a product of 19th century imperialism, having links to a process going all the way
back to earlier inventions, and even though it takes place in the process of transformation following the 1789 French
revolution’s Declaration of the Rights of Man and of the Citizen and the notions of race, nation, state, imperialism and
refugees it also implies a condition of consecutiveness. The compulsory condition imposed by the nation-state implicit
in the question “if the man and citizenship operate in unison or are they separate?” beholds an ambiguity. When
Agamben emphasises the fact that the real question is “whether these two notions in the 1789 LaFayette project contain
or exclude one another?” he is actually highlighting this ambiguity. Once more Agamben touches on the proximity of
“bare natural life” and "human beings” according to Foucault and stresses that although the fact that the Declaration
contains the statement that “human beings are born free and equal” the practice does not follow. When natural rights
rests on the notion of the citizen, the one who protects these rights also becomes a person with the same designation,
and therefore annulling the rights of the refugee figure. In that context he mentions the connection of the word nation
with nacare, to be born to live, highlighting their closeness. With the transformation of what was the “subject” in the
Old Regime into the “citizen” together with the Declaration, in the dealings of birth, that is "bare natural life” (bios)

and political life (zoe) what befalls onto the citizen is political life while “"natural life” (bios) is left to the foreign/refugee
who is not from there/not local. The refugee without political rights who belongs to natural life is controlled together
with the citizen of biopolitics while at the same time being excluded; because the conditions of being controlled does
not seem to be equal for the citizen and the refugee. The citizen with rights, who could freely sell his labour and could
become retired through utilising his rights, and the refugee who has none of these rights and who could only work as
an illegal worker working secretively and who is made to work unfair and not free become apparent in the relationships
of inclusion and exclusion. Inclusion, because he is allowed into the country and the land; exclusion, because he is only
allowed to live in certain designated areas and under control.
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Haykirma, Shouting, 2007
Tiller, zil, bebek

Tule, bell, doll
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Ulus ve dogum [¢Iplak hayat) arasindaki iliski vatandasa,
bu sayede, haklarini vermekte ve miilteciye ise
kagitlarini alamiyorsa bu haklari vermemekte. Jussoli
ve jussanguinis arasindaki bu fark bir zamanlarin
Avrupa’sinda Almanya ve Fransa arasindaki farka
tekabil etmekteydi. Milteciler bu anlamda ne topraga,
ne de kana bagli olmadiklarina gore, ulus ile dogum
arasindaki “farki” ortaya cikarmakta ve ciplak hayati
ortaya koymaktalar. Arendt’e gore milteci, bu haklara
sahip olmasi gereken asil 20. ylzyil insanidir.

Her ne kadar bugin emperyalizmden s6z etmenin
zorluklari olsa bile, tipki Negri ve Hardt'in belirtmis
olduklari gibi multeci, 21. ytzyilin ana sorunu olarak
“insan” ve sonrasinda da, Foucault'nun dikkatimizi
cekmis oldugu gibi, “yasam haklari” bakimindan temel
sorunun kendisi olmaya devam ediyor. Miilteciler,
vatansizlar olarak, ulus-devletin kendi vatandaslarina
hak olarak verdigi bircok haktan yoksundur; hatta
gelmis olduklarr Ulkede degil calismak, neredeyse
yasama haklari bile yoktur.

Thus the association between nation and birth (natural life) grants
the citizen his rights and denies them to the refugee if he cannot
get his papers. This difference between jus soli and jus sanguinis
was defining the difference between Germany and France in
Europe at a certain time. As refugees are neither linked to soil
nor to blood, they make the “difference” between nation and birth
apparent and present the bare natural life. According to Arendt
the refugee is the real 20th century man who should be holding
these rights.

Even though there are difficulties in talking about imperialism
today, the refugee remains as the fundamental problem of

the 21st century both in terms of the "human being” as Negri
and Hardt have mentioned, and later on, in terms of “rights to
standards of living” as Foucault has drawn our attention towards.
As stateless people, refugees are deprived of many rights that
the nation-state grants to her citizens; and they are not denied
the right to work in their country of origin but to a certain degree
denied the right to life.




Ayse Erkmen
Islaktan Kuruya, Wet to Dry, 2008, 2009
Video, 8'04"’, 10°04”



Seza Paker'in The Last European adli tcli fotograf calismasinda somurgeye bir gonderme olarak Fransiz lejyonerleri, bu sefer baska
bir parkta genc bir kizla birlikte goriinmekteler. Kizin boynundaki yazida “Faydalanin, halen bekdrim” yazmakta. Avrupa Ulkelerinin
19. ylzyildaki somiirge meselesine dogru uzanan bu fotograflarda Avrupa'nin gincel sorunu olan “sémiirge-sonrasi” ve “goc-
sonras!” bir durum s6z konusu edilmekte. “Son Avrupali”, bir bakima glinimiz Avrupa’sinin sikintilarina deginmekte ve de post-
kolonyal durumda artik faydalanilacak, somiurtlecek bir yerin kalmamis olmasina dikkat cekmekte.

Ayse Erkmen'in U¢ ekranli videosunda, tekrar tzerine kurulu gorintilerde tg¢ degisik kizin (esmer, kumral, sarisin) sa¢ kurutma
hareketleri gosteriyor. Tekrar edilen hareketlerde ¢ ayri kiz her biri baska bir sac rengine sahip olarak ele aliniyor; ayni hareketin
Uc degisik goriintide gosterilmesi, aslinda, minimalizme yakin bir tavirla benzerliklerin her zaman nianslardan olusmakta oldugunu
ima ediyor. Ampirik dinyanin hareketlerinin yarattigr kicuk olaylar, sirecler, esikler alegorik bir forma yaslaniyor. Hareketin sozcesi
bastan verilmis degil, ancak sirecte okunabilir oluyor. ster rasyonel veya tuhaf olsun, isterse askin ve gecisli olsun bastan verili bir
hareket icinde degiliz hic bir zaman. Isin icine girdikce farklilasmalari yasamaya ve gormeye basliyoruz. Minimal yapinin kurgusu en
basindan beri hikayeyi arka plana atmaya calismakta. Onun yerine isaretleri, yapilari, eserin anlamini belirleyen, gosteren hikayenin
yerine ikame ediliyor. Anlam hikayeyi sanal olarak vermeye baslamakta, bu tavirdan itibaren. Ortak mevcudiyetler ve virtiellik,
farklarla isleyen glncelden daha cok virtiel olani dne ¢ikaran bir yaklasima yaslaniyor. Yapi: giincel olmadan reel, soyut olmadan
ideal Uzerine yerlesmeyi biliyor. Kavramsal alanin olusturdugu alana yerlesen, yapi olmakta bu anlamda. Coklu bir sembolik iliskiyi
iceren yapi kavrami, hareketin anlamini belirleyen cogalmalarla farkliliklari meydana getiriyor. Yoruma acilmayan bir isaretler
sistemi giindelik hareketlerin icini doldurmaya basliyor. Anlam aramak degil, isaretleri takip etmek daha 6nemli bir hale geliyor. Ayse
Erkmen’in kurdugu Gc ekranli videoda saclarini kurutma makinesiyle kurutan, onlara bir form verirken dagitan glindelik hareketin
kendisi ndanslarla isleyen bir yapiya sahip. Is 6zel bir anlam degil, isaretlere yaslaniyor ve bizi okumaya ¢agiriyor.

In Seza Paker’s photographic triptych titled The Last European, as a reference to colonialism we see French legionaries together with a girl in another park.
The bill around the neck of the girl reads “Take advantage while | am still single”. In these photographs reaching back at the 19th century colonialism of
European countries, current issues on the condition of “post-colonialism” and “post-migration” are dealt with. In a way, “The Last European” deals with the
concerns of the present-day Europe, underlining the fact that there is no place that could be colonised in our current post-colonial condition.

Ayse Erkmen’s three screen video, founded on repetitions, presents three different girls (a black haired, a brunette and a blond) drying their hair. In these
repetitive movements the three different girls are differentiated through the colour of their hair; in a nearly minimalist fashion, the same actions on three
different screens suggest that similarities always comprise of nuances. Minute events, processes, thresholds created by the movements in an empirical
world rest on an allegorical form. The utterance of the action is not predetermined; it becomes readable through the process. We are not facing

a preordained movement, be it rational or odd, transcendental or transitive. We begin to experience and understand the differences as we go further in.

The minimal construction of the structure has been striving to avoid the narrative. It has been substituting the narrative with signs, structures, and a
signifier that determines the meaning of the work. With this attitude, the meaning started to convey the narrative in a virtual way. Common existences and
virtuality rests on an approach emphasising the virtual rather than the contemporary that operates on differences. Structure: manages to reside on the real
without being contemporary, and on the ideal without being abstract. In that sense, it is the structure that dwells on the area created by the conceptual.
The concept of structure that involves a multiple symbolic relationship produces the differences that give meaning to actions through their multiplication.

A system of signs that is not open to interpretation has started to permeate everyday actions. It has become more important to follow the signs rather than
pursue a meaning. In the three screen video of Ayse Erkmen the everyday activity of blow-drying the hair, of tossing and stirring while trying to give form has
a structure that operates on nuances. There is no special meaning, the work resides on signs and lures us into reading them.




; > Anlamin rejiminin igcinde bir degisinim (mutation) gerceklestirerek, tematik olanin yerine anlamin disina tasan, bilingdisi, makinesel
> bir dizenlemeyi getiriyor. Ayse Erkmen isi askin bir anlama dogru tasimak yerine, ickinliginde bir anlam Uretimini isaretlere bagli
olarak isleme koyuyor. Bir bakima antropolojik bir hareketi ve ickin bir isareti birbirlerine yakinlastirarak, anlami yerin altindan
ilerleyen bir vaziyette 1siga cagiriyor. Ayse Erkmen anlamin esasindan veya unutulusundan cok, anlatimi bir tretim olarak distnuyor

ve bu bakimdan minimalist bir yaklasimi devam ettirmeyi tercih ediyor.

By realising a mutation within the regime of meaning, she substitutes the thematic with an arrangement that overflows beyond meaning, that is

' unconscious and mechanical. Instead of moving us towards a transcendental meaning, Ayse Erkmen immanently commits the production of meaning in
: | relation to signs. On a certain level, she draws an anthropological movement and an immanent sign closer together to shed light on meaning while it still
- moves underground. Rather than perceiving narrative as the essence or the forgetting of meaning, Ayse Erkmen identifies it as a mode of production and
therefore chooses to pursue a minimalist approach.



Bu bakimdan anlam ne askin, ne yorumsal, ne de i¢inde sakli
bir sekilde durmaksizin her zaman giincellesecek bir sekilde
ylzeyde dusundliyor. Anlam bir bakima imajlarla isleyen bir
tipografiye yaslanarak ve iliskisel bir sekilde, kendi kendisini
dretiyor. Yeni bir dislince imgesini Uretebilmek icin Fransiz
sairi Stephane Mallarme'nin siirinde ifade edildigi sekilde
“Dustinmek bir zar atiimiyla yapilan hareketin kendisidir”;
clnkd, ancak bu sekilde, her diisiince bir rastlantiyla, bir sans
aniyla karsilasma olarak tretimi genisletebilir. Ug ayri video
ekranindaki imajlar birbirleriyle giristikleri farklilasmalarda
ve ndanslara yaslanan hareketlerde iki tirll duruyor: Zamana
yayilmis bir sekilde hem virtiel, hem de aktlel. Virtlel aktiel
olanin ne nedeni, ne 6zU, ne de ilkesi olmaktan cok, aktuel

ile kurdugu iliskide kendisini kurmakta. Her bir hareket diger
benzer, hatta ayni hareketlerle birlikte isaretlerle islemekte:
VirtUel farklilasmalar ve ampirik giincellesmeler. Bir kadinin
saclarini kurutmasi esnasinda kafasindan gecmeye baslayan
disinceler, giincellesmis, aynadaki sanal imajindaki
duslncelerle birlikte, potansiyel ve gliincel olarak farklilikla
birlesmekte, dislnce billurlasmaktadir.

In that sense meaning is conceived to be neither
transcendental, nor interpretational, or intrinsically
hidden, but appearing on the surface to be updated at
all times. In a sense, meaning rests on a typography
operating on images, creating itself in a relational
way. Just like the process of producing the image

of a new thought was expressed in the French poet
Stephane Mallarme's poem; “All thought expresses
a throw of the dice”; for, in that way, each thought
expands production with the likelihood of a chance
meeting. The differences of the images on the three
screens and the movements residing on nuances
appear in two ways: In due time they are both virtual
and actual. The virtual is neither the cause, nor

the essence, or the principle of the actual; it rather
constructs itself in its relationship with the actual.
Every action operates through signs, together

with similar and at times identical actions: Virtual
differentiations and empirical updates. The thoughts
on awoman'’s mind while she dries her hair and the
updated thoughts of her virtual image on the mirror
potentially and concurrently unite with differences;
thought crystallises.










Ayse Erkmen hayvanlar dinyasiyla daha 6nce kurdugu iliskiyi tekrar ele aliyor.
Ayse Erkmen’in calismalarinda hayvanlarin bir yeri var. Ketty ve Assam projesinde,
Almanya’da, Essen’de kaplanlari kullanmisti. Santral, bir sekilde, sanayi ve
hayvanlar arasinda var olan bir iliskide disidnulmustd. Kafes genisligiyle bir sekilde
6zgur gibi duran ama ayni zamanda hapis altina alinmis; izleyicilerin gozlerinde
disarisi ve icerisi arasinda bir benzerlik ve ayrilik kurmaktaydi. iki kaplan teshir
edilmekteydi, bu gercek anlamda teshir edilmekti, ¢cinku elektrik santralinde
onlara mekansal olarak cok yakindan bakilabiliyordu. Elektrik santralini bu sekilde
cevirdigi an islev degismekte, buna bagli olarak espas da degismekteydi.

Bu sefer kendi koleksiyonuna ait kiicik hayvan figrlerinden/biblolarindan olusan
yerlestirmesinde, heykel formundaki vitrinlerin ayaklarini yine hayvan formlarini
kullanarak gerceklestiriyor. Burada da, Essen’deki gibi, bir teshir soz konusu, ama
bu sefer ayakli bir vitrin kullaniyor; ayaklar teshir edilen hayvanlarin formu tzerine
disinilmus ve tasarlanmis. Bu is ile “degisimi yaratida nasil gosterebilirim?”
sorusunun altini ¢iziyor.

Bu bir olus hareketi olarak insanin hayvan-olusuna baglantilandirilabilir. Ayse
Erkmen vitrinlere yerlestirdigi hayvan figlir-biblolariyla cografyalar-asiri bir sekilde
sanata bakis acisini bize sunarken, ayni zamanda her cografi alani ilgilendiren

ve bir ulusal sinir icinde sakli kalmayan, yerele odaklanmayan bir sanatsal tavri,
bakisi kullanmakta, sirdirmektedir.

Ayse Erkmen revisits her interest in the animal kingdom. Animals have a special place in Ayse
Erkmen’s work. In her project Ketty and Assam, she used tigers in Essen, Germany. The power plant
was somehow considered in a relationship between industry and animals. The cage was vastly looking
free but captivated, and it was drawing on a similarity and a detachment between the inside and the
outside in the minds of the viewers. There were two tigers on show, they were on show in the literal
sense of the word, because in the space of the power plant they could be looked at real close. The
moment when she transformed the power plant in this way, the function was changing and so was the
space.

This time in her installation consisting of small animal figures/statuettes from her private collection,
the legs of the statue shaped display cabinets are also realised in the form of animal feet. Here, there
is again an act of exposing like in Essen, but this time what is on show is a display cabinet on legs,
with legs thought of and designed according to the forms of the animals on display. She stresses the
question "How could | exhibit change?”.

As a movement of becoming this could be related to humans being animals; while Ayse Erkmen
presents her trans-geographical view of art through the animal figurines she places in display cabinets,
she also continues sustaining an artistic stance and perception that relates to the geographical and
which is not confined within national boundaries and is not focusing on the local.




Gramaji belli bir leblebi paketinden aldigi leblebilerin
fotograflarindan olusan bir baska projede ise Ayse Erkmen
yerken yapilan hareketler Uzerinden islevsiz bir sekilde her
leblebinin farkliligi Gzerine bir ic distinme gelistirmekte.
Tipki sacini kurutan kadin gibi leblebiler de fark edilmeyen ve
potansiyelleri icinde tasiyan glndelik hareketlere dair. Onlari
agzimiza atip yerken aciga ¢ikan makinesel hareketlerde
sakli olan bir isaretler bitlnu olarak bize dénen leblebiler
yine minimal bir sekilde ela alinmakta; her birinin farki
gozler onine serilirken ayriliklari ve bireysellestirilmeleri
akla geliyor. Bu eserde her bir leblebi tanesinin bir monad
olarak ele alinabilecegi, kalabaligin icindeki bir insan gibi
bakilabilecegi bir okumaya oturabiliyor Ayse Erkmen’in bakisi.
Sanatcilar bu alani seslerin ve imgelerin her seferinde kacisip
durdugu bir bélge gibi kullaniyorlar. Dizenlemeler, sesler
ve imgeler birbirinden ayriliyor ve kacis noktalarinin kendi
aralarinda bir diizen olusturdugu mekéansal zemine dogru
kendilerini savuruyor, dagitiyorlar. Sanatcilar tarafindan
olusturulan fikirler ve zihindeki imajlar birlesmeyen

bir sentez ortaya koyuyor. Bu cok sayida parcalanma,
sayllamayacak kadar klcuUk parcalara ayiracak sekilde
donlstirmeye devam ediyor. Bu ¢ sanatcr icin Surekli
Cesitlenmeler hareketler, isaretler, cizgiler ve arayislardir.

In a project consisting of photographs of roasted
chickpeas from a pre-weighed package, Ayse Erkmen
generates a process of inner thought on the difference of
each and every chickpea through the insignificant act of
eating. Just like the girls drying their hair the chickpeas
also belong to the realm of everyday activities that are
overlooked and that only carry a potential within. The
chickpeas that come back at us as a composition of signs
embedded in the mechanical actions as we put them into
our mouths and eat them is again collected in a minimal
structure; their differences from one another is made
clear, we are made to think about their separateness and
individualisation. Each and every single chickpea in this
work could be considered as a monad, Ayse Erkmen’s
perception could rest on a reading that would relate them
to a single individual in a crowd.



Ayse Erkmen
Ardi Ardina, After One Another, 2011
80 slayt, 80 slides
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