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Introduction
by Silvina Der-Meguerditchian

In a global context where mo-
bility and the wvirtual world
challenge established identifi-
cations with national societies,
ethnic groups or religions, Ar-
menicns con be considered a
good example of a group with
a long, cosmopolitan and glo-
balized history. The exhibition
"GRANDCHILDREN - new geog-
raphies of belonging” intends
to look closer at personcal and communal dffilictions in the Armeniom
transnation, the mechanisms that empower and nurture the diasporic
identities and its patterns of representation as well. The today diasporic
redlity of the Armenians is consequence of different historic events!, but
no event has influenced the life of Armenions as their tragic fate, their an-
nihilation cnd deportation under the Regime of the Young Turks in 1915.

For this exhibition I invited artists with diverse backgrounds cnd Arme-
nian affiliations to do a show at DEPO in September/October 2015, paral-
lel to the 14th Istanbul Biennial.

Since 2006 a landscape has emerged that encompasses artists cooperat-
ing within different structures?, realizing virtual visual dialogues followed
by real exchanges in the form of exhibitions, symposiums and meet-
ings. This lendscape is made up of independent artists with Armenian
affiliations living in different countries and of philosophers, sociologists,
art theory specidlists and thinkers with diverse national backgrounds.
During various events over the last years, discussions have focused on the
potential for forming identities beyond national borders, traditions and
longuages, the relevance of new media as a field to experiment with
different affiliations, art as an expression of new tendencies, how to foster
solidarity, or strategies to build collectives, etc.

These artists’ approach to Armenia goes beyond the idea of a nation
being geographically or genetically defined. Their current redlity, result
of a process of displacement rooted in the beginning and the end of the
20th Century, is framed trough the tension between a plurality of pora-
doxes: presences and absences, the richness cand opportunities posed by
multilingualism and cultural diversity and the cultural spacelessness for
"Armenicn” contemporary ort, the necessity of conserving culture and
at the same time the urgent need to shape new cultural landscapes, the
chances and traps of an identity nurtured by the shelter of the difference.

In the years long discussions between the participating artists, a series of
questions aroused again and again: What is behind this common cul-

1 Since the first great dispersion
started after the year 1045, the
Armenian people have gone through
multiple and varied forms of migration
and exile. The diversity of words used
in the Armenian language to name

the diaspora, according to Khachich
Toldlyan, is a testimony to and a

result of this plurality of experiences.
Spurk, arderkir, tz'ronk, gharib, gaghut
-suggestively related to the Hebrew
term galut- are each related to different
moments and modes of life in foreign
lands. The lexical proliferation is a
mark of this complex and multilayered
history. A plurality to be associated

not so much with lack and longing,

but with the vitality and dynamism of
the diasporic condition. A dispersion,
as any other dissemination, acquires
through language a fecund meaning.
As if spreading seeds, migration allows
the expansion of cultural artefacts

and values and turns the diaspora

into a fertile space. The word, this
portative treasure able to extend,
adapt, and be fruitful in remote places,
enabled those moments of great
cultural development that Armenian
communities enjoyed around the
world. Thus, the first newspaper written
in Armenian language, published in
Madras, India in 1794, is a sign of this
vitality and shows how common shared
culture offered spaces to recreate itself
and, hence, symbolic realms to inhabit.
This permanent recreation of Armenian
existence in the diaspora, together
with the increasing discrediting of the
concepts of “nation” and “identity”,
nowadays displaced by notions such as
global deterritorialization and cultural
hybridity, led to the current turn to the
idea of Armenia as a transnation. The
diaspora can be no longer viewed as
exile and orphanhood, a peripheric
missing of the distant homeland,

but rather as a net which includes,

but exceeds, the physical Armenian
territory; not a geographically located
place, but the collective weaving of an
endless web. Not a promise projected
to the future but a permanent
construction today. (Text fragment

from Estela Schindel’s text to the
catalogue Underconstruction: Visual
dialogue Talking about identities in the
Armenian Transnation)

2 The virtual platform www.
underconstructionhome.net, the artist
run space www.interiordasein.de, the
fifth floor cultural group and others.



tural inheritonce, or what choices does this inheritance give us? Is this
inheritonce a choice or an obligation? Do we have a choice?

The artists find at last one consensus: “We think that there must be place
for contradictions cnd we have the right to enunciate them. Why should
we shut up because, we feel and think contradictory ideas? May be in
the tension between two opposite or distant points (national identity/
cultural identity) we can experience a bit of truth. As Derrida says in
his last interview with J. Birnbaum 'T don't see why I would renounce a
contradiction beccause one or the other journalist doesn't understand me.
To renounce an ided, only because it contradicts cnother would mean
to deny myself.”

How to deal with the cultural heritage including absences and the trau-
mata that our people had suffered the last century? Which topics or ways
to understand life” links them to ecach other beyond the cultural heritage
of the Armeniaon nation/culture?

Those born under the Soviet block experienced the disintegration of the
USSR as a source of instability, which deepened a certain sense of lack
and loss. Those coming from the Diaspora tended to rebel against the
supremacy of an identity based in terms of the tension between home
cnd periphery. The artists agreed to focus on the positive things that
displacement brings to the individual: its influence on everyday life,
thoughts ond choices.

For the proposed exhibition I invited artists to think about how the polit-
ical ond social chonges taking place in Turkey and Armenia influence
their attachments and dffiliations. Relationships to the “old lond” and the
"new” Republic of Armenia play a crucial role in any constitution of
"Armenicnness”. Both reference pillars, the Republic of Turkey (almost
empty of its Armenicm population) and the former Soviet Armenia, have
been going through large social tromsformations over the last twenty years.
Both places constitute important “longing re/sources” for the Armeniomn
diaspora. Both geographic places have also become “real” by becoming
differently accessible: On the one hand, Soviet Armenia somewhat sta-
bilized the formation of a “healthy™ national identity. Yet only for a few
diaspora Armenicns from the West did it represent a real alternative.
After the collapse of the iron curtain and the establishment of indepen-
dence, a growing number of members of the diaspora made Armenia
their home. Confronted with ‘reality”, their dreams were crushed and
they left the country again. Mecnwhile, economic difficulties led to cn
exodus of over a million Armenions, which flooded the traditional diaspo-
ra destinations (Moscow, Los Angeles, etc.). In the last five years, a new
generation of Armenions from the diaspora, bring their know-how and
try to shape the democracy through activism and education.

3 the eastern territory of the former
Ottoman Empire

4 Of course, this has to be understood
in the context of the Soviet Union’s
cultural policies, in juxtaposition to
Western Armenia’s destruction in the
Ottoman Empire and regarding the
identity erosion consequence of the life
as minority in Western countries like
USA, France or Germany.

On the other hand, Turkey was the place of pain and void during the last
nine decades. The country never stopped to drain even the last remnants
of its Armenion population®. At the same time it has been a projection
screen for legends: the apricots were the sweetest and the sheep the fat-
test and the water the most crystalline.

Together with the opening of EU accession talks, Turkey has also wit-
nessed certain efforts at democratization. The situation has chcmged: sud-
denly the children cnd grandchildren of survivors can visit the places
of origin of their families ond have real contact with “Turks”. Changes
within Turkish society have also opened doors. Descendants of survivors
are now able to confront the genocidal destruction, but also to find frag-
ments of their own history and to encounter citizens eager to question the
official truth about Armenions in the country. As another aspect to take
in consideration, I would like to add the ongoing disintegration process
that is taking place in the first shelter of the Armenioms after the Genocide
since the 70/80, in Lebanon and Syria. These places were the last micro-
cosm where the new build community of survivors could recrecte the
most “similar” environment ond keep the language and traditions alive.
With the Syrian civil war, a catastrophic destruction of the social falbric,
heritage ond archives are disappearing to never come back.

We are at a turning point.

With this exhibition I would like to develop a critical discourse that can of-
fer an alternative to nationalistic, one sided, superficial cnd unpromising
circulating thoughts on the issue® I also hope that we can enrich the on-
going discussion concerning freedom of speech, memory, responsibility
cand justice linked to issues connected to Armenia/Armenians in Turkey
ond create the fundamentals of a sustainable space for exchange.

Previous to the exhibition a one-week workshop took place during June
2014. Some of the artists came to Turkey for the first time to participate in
the workshop. The participonts were engaged in an exchange of ideas,
the meeting was filmed and fragments of the documentary “Constructing
belonging” will be shown in the exhibition as well.

The exhibition encompasses artworks from the artists who participated in
the workshop and five new positions. The heterogeneous works are dis-
played on the first and second floor of the building. The crt historiom and
curator Barbara Hoffer, who follows this cultural loandscape since 2005
will discuss the works of the artists in her text following this introduction.

The exhibition includes also a “room of sorrow”. I invited the artists to
discuss with me and suggest a minicture work with the goal to build a
common sentence related with their fears, troumas, or interior demons
that might be related to the year 1915, or not.

5 The few Armenians who remained in Anatolia
after the Genocide were obliged to leave during
the 30, 40’ till 60’ies. The only Community
that remained is the one in Istanbul, today with
around 60.000 people.

6 In this context the lack of communication/
bad communication since decades between
the Republic of Turkey, the Republic of
Armenia and Diaspora Institutions has to be
considered, but it would be too detailed in this
text to focus in this topic, that of course will be
part of our conversations.

Image P 5: Silvina Der-Meguerditchian
Heros | Videostill | 2015
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Preface
by Barbara Hoffer

It is a utopian londscape, one even resembling a fomtasy world, that visitors to the exhibition
"GRANDCHILDREN - new geographies of belonging” initiclly experience when they approach the
DEPO cultural centre, whose facade combines urbon and organic shapes into new and exceptional
formations. Architectural ond floral elements blend in a fertile mcmner — they sprawl, grow, and
bring forth the most extraordinary fruits. The visual point of departure for the facade installation
created by the artist Maria Bedoian, who lives in Argenting, is the Tower of Babel, a symbol of the
confusion of tongues — the variation of humaon language — and the scattering of humanity across
the globe. Here, however, the tower forms the root of a thriving and vibrant tree bearing all differ-
ent kinds of leaves. And this tree continues to grow. It itself becomes a network of roots for various
types of plants that not only offer the promise of great fertility, but whose thorns produce pain and
suffering as well. This work by Maria Bedoian very effectively sets the mood for an exhibition that
seeks to present a new type of cartography, explore new forms of identity and memory, and thus
redefine the geographies of belonging in a manner that extends beyond longuage barriers and
national borders.

Regardless of where the artists presented in this exhibition were born, or where they currently
live as global nomads and citizens of the world — whether in Armenia, Turkey, Lebanon, France,
Argentina, or the USA— their lives and their work always remain connected with what is often a
subconscious personal and collective memory of the land of their cncestors. As descendants, gromd-
children of survivors of the Armenicn Genocide, they are searching for the opportunities, possibilities
ond potential offered by a tramsnational Armenion geography. Each artist has his or her own indi-
vidual story, yet each is also connected to dll the others through a common cultural heritage, and it
is within such a context that this geography is repectedly surveyed, discarded, and explored once
again. Which forms of cohesion, performative reconstruction or even ‘restaging” can be observed
here? What is it like to live with a “hybrid identity”, and what types of creative cction does such an
identity make possible?

The first part of the exhibition (on the first floor) presents a design matrix that lends this varied and
even conflicting landscape its own form. The works of art displayed here serve as islands of en-
counter and interaction, stability and self-reassurance in a public setting. From the bird's eye view
of a cartographer, these topographies appear to be free and independent, yet in certain ways also
connected to one another by fragile elements, which, like footbridges, allow one to cross normailly
unpassable land. In this manner, a disparate trail of belonging is created, one full of paradoxes
ond absences.

One of these islonds contains a photo installation created by Scout Tufankjion, a photojournalist
who was born and raised in the USA. The installation’s framed photos, which are placed on two
overlaid round shelves, are reminiscent of the family photographs one might find on a living room
shelf or fireplace mantle. They reaffirm the cohesiveness and solidarity of the people in them across
space and time. The photographs show children and teenagers in normal everyday situctions —
on their way to school, for example, or playing on the street. Also featured are common ritualistic
activities such as the stuffing of grape leaves in accordance with a traditional Armenicm recipe.
However, the photos also show special moments such as holidays on which boys and girls in tradi-
tional Armenian costumes spend the day together in accordance with old Armenion traditions. All
of the photos on display are part of a longstanding project, throughout the course of which Scout
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Tufomkjiom visited Armenicn Diaspora communities in more than 20 different countries. The variety
of pictures makes visible the common membership in an "Armenion Fomily”. Indeed, a common
collective treasure of memory seems to flash in the eyes and faces of those photographed in the
snapshots. Scattered across the globe, the “family members” remain connected through their past,
their cultural heritage and their rituals and language. Her mony years of research in the field have
made one thing clear to Tufankjicm: "Of course, we were still one people; one vast extended family.
Those ties are impossible to erase in a mere 100 years, no matter how far we have been scattered
across the globe.”(S.T.)

Along with the ever-present point of reference in the form of the common trauma, the exhibition
also presents lively forms of cooperative interaction, in some cases in a quite novel manner, the
point being that such interaction also generates a feeling of belonging. Silvina Der-Meguerditchicm
explores such forms of coopercative interaction in her 14-part video installation, “Still alive”.

Each monitor represents a different location in the world, and each displays a performomnce of Ar-
menian dance in a different form — from a stage production and a public performance to a dance
rehearsal or a dance at a family celebration. In this monner, the videos form an imaginory map
of a transnational Armenia that stretches from Toronto to Sidney, Washington, Lyon, Beirut, Buenos
Aires, Yerevan... The locations serve as points of orientation in the midst of a non-determinable no-
man'’s land. The dancers repeatedly perform the same gestures and movements. They reconstruct
a language of the body that recalls the time before the trauma of persecution ond cnnihilation. The
memory of this pre-traumatic condition revedls itself through the continually updated form and the
associated physical experience. For the dancers, the act of the dance and the treasure of physical
memory it preserves represent a strategy of performative resistance that strengthens their identity
ond underscores the fact of their own existence.

The space around the installation itself also becomes an island of musical encounter, where tea is
offered from a samovar in a gesture of hospitality. The visitors, too, become part of the installation,
as they are able to choose from among historical recordings of Armenion folk music made between
1916 and 1950, thus creating a new atmosphere with new sounds each time a new selection is
played. They can experience and enjoy these Armeniom sounds “from cnother world” while lying
in hammocks, which are suspended between columns in the room ond join visitors together in a
community within the exhibition landscape. The Armenian folk songs are like cn acoustic archive
that visitors con awake from a deep sleep. The melodies are a reflection of life in Armenicn villages
— songs about shepherds, work, love and donce, as well as children’s songs. The story of the long-
standing Armenicn tradition of travelling professional musicians who brought their music to even
the most remote villages is told here as well, and in this manner is given new meaning. A musical
yearning manifests itself ond oscillates between the pain of loss and a great emotional affinity.

Marie Zolamian, who was born in Beirut and now lives in Belgium, documents fictional (hi)stories.
Her subtle series "Nous partout”, an arrcmgement comprising a family portrait and 13 sets, trans-
forms the family in its recurring solid composition as a micro-community into a metaphor of belong-
ing in tramsition. The posture and arrangement of the womam and children remain largely fixed;
only their clothing changes in the various settings. One time the group is seen on a ship, then at a
swimming pool, in front of a palace, or under a bridge. Sometimes the group con be seen in the
foreground, other times it is barely recognizable in the background. In some of the paintings, the

group seems to merge with its surroundings, only to clearly distinguish itself in clear contours from
the latter in others. The message is one of an existential experience of dislocation in a globalised
world. Much like a scientist, the artist explores the structure of performative hybrid identities, the
interaction between the protagonists and the alien environment that surrounds and changes them.
The serial approach taken by the artist becomes a series of attempts ct belonging, which in this case
oscillates between its own futility and the promise of ever-new possibilities. This fragile construction
corresponds to the presentation of the work itself, which acts as sensitive connecting element within
the exhibition landscape.

The ability to endure and then dissolve contradictions in a healthy way; linking the old with the new
— Silvina Der-Meguerditchion addresses this challenge in her work with paper, which combines
photographs, drawings, documents cnd visions. The base materials for her work "Oddities” are old
photographs of lemdscapes cnd buildings in Anatolic, ond a book about medicinal plonts. The artist
decorates the old photographs with enlarged drawings of male and female plant reproductive or-
gans. With their larger-tham-life symbols of fertility, the plants appecr surreal, or even cas messengers
from cnother galaxy. Nevertheless, they blend in harmoniously with their new photographic sur-
roundings cnd incorporate the latter's longuage of form into their own growth in a visionary mcmner.

Oscillation between healing and vulnerability is also the defining element of the composition pre-
sented by Achot Achot, who was born in Yerevan and has been living in France since 1993. Three
works from his "AFACTUM" cycle are on display in the exhibition. These works utilise different ces-
thetic forms of expression to present contradictory yet connected perspectives and points of view
related to the fact of being Armenion. Achot’'s multi-piece composition, which consists of compart-
mentalised image formats, is a synthesis of painting and drawing. The acrylic skin-coloured back-
ground has been marked or completely drawn over in various places with a coloured pencil in dif-
ferent shades of red. The imagery brings to mind bleeding or slightly scabbed and healing wounds
on the skin. The body, pain and the tremendous significonce of the skin as a symbol of cultural
processes ond the attribution of identity — all of this invokes Beuys’ "Show Your Wound”. Neverthe-
less, the elements of the composition remain abstract and reference a superordinate ond spiritual
moment of art. The large-format image in the "AFACTUM" cycle has an energetic and associative
effect: It brings to mind a lush, magnificent head of hair whose strands are entwined, thereby cre-
ating an exceptional multidimensionality and emotional force.

As one leaves the first part of the exhibition, one notices two unusual fragments on the right that seem
to belong not just in another place, but also in another time. The installation "A Desecrated Museum”
created by the Berlin-based Armenicon crtist Archi Galentz is part of a series of cut-out walls that Ga-
lentz has been working on since 2002. The installation consists of two wall fragments violently torn
from their former museum context, whereby the fragments display heterogeneous works of art and/
or objects and patterns in a manner much like cabinets of curiosity. A portrait of a womaomn, which
was painted by the Armeniom artist Armine Baronian, stonds out from among these heterogene-
ous objects. Baronion was an artist who had to flee to Syria as a child end later immigrated to the
Armenion Soviet Republic. She travelled extensively until her death and her biography is a perfect
example of an identity full of fractures and contradictions. The rigid framed flags in the installation
might be perceived as fossils of a handed-down symbol of a national identity, were it not for the
accomponying abstract element dominated by bright red tones (that also recall a flag), which lends
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the flags an almost menacing significcnce in the present. The wall cut-outs act as a sculpture in this
exhibition narrative. However, they also make visible the memory of the former exhibition formart
and its power of interpretation, while at the same time critically questioning the new format and its
own ability to create meaming (i.e. interpret for the observer). What significance do these works of art
hold as fragments? What new context are they placed in ond what story do they tell?

As visitors move towcard the second part of the exhibition, they withess a ritual that offers the prom-
ise of healing: The video projections created by Achot Achot show the bare soles of the feet of a
kneeling individual who is wearing an ornamental garment. Honey flows slowly down the person'’s
feet, after which the latter are covered with petals. This imagery is reminiscent of Hindu rituals, but
it also brings to mind the cnointing of the feet of Jesus as told in the New Testament. The gesture is
thus lent on almost universal meaning — wholeness and healing appecr within reach.

This harmonious imagery stonds in stark contrast to the emotions visitors are confronted with in the
Room of Sorrow, an almost completely enclosed small room located directly at the entrance to the
second floor of the exhibition: Whereas the works presented in the exhibition tend to look towards
the future and the multi-faceted potential offered by multiple geographies of belonging, the Room of
Sorrow was set aside for a "miniature” display of the artists’ individual and collective feelings of grief.
As if under a magnifying glass, the pain, suffering and sorrow of the Armenian trauma manifest
themselves. Hera Buyuktascrycm, who lives in Istanbul, repeatedly makes use of the scme gesture
of a pointing hand in her wall installation, thus calling attention to a most painful subject over and
over again. Such repetition, which is a common thread of many of the works presented in GRAND-
CHILDREN, conjures up the memory of the painful loss. The black flag from Archi Galentz makes
use of the ritual of a flag at half-mast as a symbol of collective or state mourning. This mourning
appears to be particularly ennobled by the fine framing of the object. The theme of the “precious-
ness of loss” is also addressed in the elaborate paper crown designed by the artist Linda Ganjion,
who lives in the USA. The crown serves as a fragile and almost paradoxical symlbol of dominance
that emits power ond grandeur, even as the material it's made of creates a sense of vulnerability
— of something threatened with destruction. The aquarelle painted by Maria Zolamion evokes a
feeling of physical powerlessness in the face of the unimaginable suffering of the Armenion people.
At the same time, it archives the pain — the death; the heads of the countless corpses are piled on
top of one another on shelves cnd recall a well-known photograph of decapitated Armenions thort
is part of the collective Armenicm memory. Powetlessness and emptiness as existential feelings re-
sulting from the Armenion catastrophe and its consequences are taken to the extreme in the video
installation by Karine Matsakian, who lives in Yerevon. A woman wecring oan indefincble white
mask incessantly tries to sew the parts of her own body without ever achieving a satisfying result.
It is her body that recalls the pain cnd emptiness over and over again. In the minicture works of
art presented by Arman Tadevosyan, traces and imprints of the body are displayed on a canvas
whose superimposed paint applications bring to mind a weathered house facade or concrete wall.
The physical gestures cmd cultural emotionalism of sorrow and pain, such as a crucified figure and
writhing or falling bodies, thus become part of a mural on this “wall”. Between them is a couple
kissing. The body is thus recalled and tremsformed into a location of memory itself.

Outside the Room of Sorrow, the exhibition area offers a wide-open space with works of art loosely
arranged. This generosity of space encbles new perspectives and shapes and unusucal movements

and connections. The visitor is disturbed on the way to this open space by a faint “tock, tock, tock”
emanating from a small sheltered partition on the left side of the room. The point of departure for
the sound and object installation by Ani Setycm, who lives in Turkey, is a very personal memento of
the artist: Her gromdmother’s came serves as a symbol of movement and support on a difficult road
travelled. Tock, tock, tock — "this sound accompcanies a body moving heavily, helps it reaching
from one place to another.” The cane, whose shadow on the wall serves as both a memory and a
preview of things to come, itself becomes an image in which the past, present and future merge.
Tock, tock, tock — "getting up, walking from one place to another, trying to get to the target, walk-
ing, sound of the knocks, the left, the right ond the cane.” (A. S.) The searching, cumbersome move-
ment forms the focal point of this work; the walking, the joy of the crrival, the destination, and then
the departure into the unknown once again: “Tock, tock, tock...”

Mikayel Ohcmjcmyan'’s artistic explorations focus on the question of form cnd space in relation to the
social redlities of people. His sculptures are spatial installations that interpret actions, symbols, signs
ond discourses as being the result of social practices. The artist uses a constructivist perspective in his
attempt to capture and examine personal and social spheres. In this sense, Mikayel Ohcnjonyon is
a geographer who creates in his spatial installations a multidimensional reality full of tension, con-
tradictions ond altered perspectives. Ohcnjcnycm, who was born in Yerevan and now lives in Italy,
was mainly inspired in his work by the rich contrasts of the lamdscape in his Armenion homelond.
He created an expansive sculpture measuring more than six metres for the exhibition: “Senza titolo”
consists of two cube structures made of metal that are held in balance by a smaller cube at the
centre of the space they jointly occupy. Fine threads maintain the tension between the two metal
cubes. At the same time, this tension has a dramcttic effect on the small culbe in the centre by caus-
ing it to deform appreciably. This work is based on an experience the artist had: A friend of his once
claimed that the Armenion Genocide never happened — dall of it was made up by the Armenion
Diaspora. In his experimental arrongement, Ohcnjonyon addresses the forces that affect existing
forms and structures: What effect do ignorance and political manipulation have on the identity and
self-understanding of the individual cnd on social interaction cnd cohesion?

Along with this conflict-laden work, Ohonjonyon also contributed a second sculpture, “Labirinto
spaziale”, which can be viewed as a spatial model of new perspectives and spaces of belonging.
The open structure of the sculpture creates transparent spaces that communicate with one another,
whereby the use of small doors lends these spaces an eerie yet promising component. It invites the
visitor to enter and embark upon a journey to as yet undiscovered dimensions.

The work known as "Blind Topographia” that was produced by Hera Buyuktasciyan, an crtist who
resides in Istanbul, also takes the observer on a journey to on imaginary lond. The artist becomes a
storyteller here, making use of historically ond culturally handed-down tales.

Buyuktascryan's delicate works on paper were created with a special printing technicque that uses
simple photocopies. The resulting prints are supplemented and covered by drawings. Their pres-
entation in display cases gives them the appearance of historical documents, with parts that are
unreadable, or even erased. Thus are the "blind elements” crected, and it is these empty spaces ond
suggested absences that generate such tension in the works. The protagonists in the tales that are
told include famous figures such as Jonah (with the whale) and Saint Christopher. Their stories seem
to connect various eras, the visible and invisible, that which is present and that which is absent. A
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prominent red ribbon here not only marks the link between memory, space and time but also the
direction of the journey towards what is still an indiscernible future. Water plays a key role as the
constituent element of the geographies presented — it becomes a metaphor of memory, as well as a
source of memory and an instrument for its nurture. We can feel the existence of invisible spaces of
memory when we observe the water, which is also a common vital factor in the lives of all species.

What is concealed underneath the water, the place where the memories of primordial time are
preserved? Maria Bedoion appears to be attempting to answer this question in her "Coral Galoxia”
installation, which references the varied shapes and unimaginable range of orgamnic structures thart
can be found in water: These plaster pieces of various sizes are reminiscent of objects one might
collect on a beach; taken together they appecr as fossilized memories of a hidden and vibrant un-
derwater landscape. However, this impression is deceiving, as the shapes are solely the product of
the artist’s imagination cnd therefore not directly based on models from nature. The question as to
whether the variety of shapes developed over time or were instead the result of a single creative act
is irrelevant here, as long as the structures remain visible and perceptible.

Linda Ganjian's coloured drawings on transparent foil also present a utopicn londscape, albeit an
extremely contradictory one. “Sick Man of Europe” has two inspirational sources: the floral deco-
rations of the famous Iznik tilework and a passage from Grigoris Balakicn's *Armenian Golgothar:
Memoir of the Armenian Genocide”, where he describes the untended orchards and gardens of the
village of Hadjin after its Armeniaon residents had been deported. The ornamental design and the
actual content form a dialogue in which the floral decorations, which have a specific shape and
texture, begin to proliferate and increasingly take on the form of a wild landscape. The stylised
plont shapes appear to defy the delineations that are meant to create order, as if they want to break
out of their own decorative structure. This cross-cultural approach creates an interplay between the
decoration cnd ornamentation of the traditional artisan craftwork of the Middle East and its own in-
herent significance. Traditional symbols are referenced and then shifted cnd altered in the direction
of a new structure that establishes meoning and identity.

Karine Matsakyan's video projection injects a disturbing element into the utopian landscapes ond
galaxies. This work, which was crected only ten years after the fall of the Iron Curtain and the ex-
tensive changes this brought about in the Republic of Armenia, shows a womaem playing with a doll.
However, this is not a normal doll that looks like a child. Instead, the doll is an old woman whose
face bears the scars of a difficult life. The video focuses on the ambivalent relationship between the
protagonist and her “toy”, which she appears to be quite familicr with, and which she seems to take
care of in the way a mother takes care of her child. Then the mood begins to change back and forth.
At one point the womaom grins diabolically. She teases and mocks the “child” entrusted to her care
by braiding the old woman's hair to make her look like a schoolgirl. Where's the respect here? Later,
she once again appears to be furious with the old woman she continues to corry around with her.
What will she do? Will the old woman accompany her through all the chamges in her life, or will the
“doll keeper” dump the old woman like an empty sack that has lost all mecming and significance?

Armaon Tadevosyan, who was born in Leninakan, Armenia, also addresses in his work the painful
history of his homeland in the Caucasus ond the geopolitical upheavals and turmoil the region
has experienced over the last few decades. Tadevosyan is secrching for alternative forms of ex-
pression and action for dealing with this situation, as well as alternative forms of togetherness and

coopercation. His "Transformation” installation invites the observer to experience an unusual type of
encounter, the site of which is the city of Kars — the capital of a Turkish province of the same name
that borders on Armenia in the region where Eastern Anatolia ond Transcaucasia meet. In one of
the video projections, the artist con be seen walking through the disparate urban lemdscape of Kars.
At the top of a hill stands an expansive castle. An old Ottoman town once sat upon the hillside here,
but it was torn down several years ago. The centre of Kars still retains elements reminiscent of the
city’s former role as home to a Russion military outpost that was built there more thon 120 years
ago. Along with large mosques, old Armenian churches and elaborately decorated villas, one con
also find remnants of Baltic ond Georgian architecture in Kars. As the artist explores the city in the
video, he meets local residents and talks to them albout the city’s history and architecture. He then
runs into a group of children who are at first unwilling to talk to him about history, which is an un-
popular subject in school. However, they then start singing songs about the heroic deeds of Atatiirk
ond the grandeur of the Turkish nation: “The star of my nation will shine forever.” In the mecmtime,
a second video can be seen on the opposite side of the room. In this video, a child can be heard
saying: "Dying for Armenia is a hero’s octh for us.” The child is Arman Tadevosyan ds a young boy.

A divide thus opens up — but then the observer’s attention is attracted by a wall with light boxes
that link the two projections. The dark imprints show the traces of an almost intimate encounter —
two human faces facing each other with trust, linked to one another and flowing into one cmother...

“Les voici réunis, Mehmet et Arman, le turc et I'arménien, le modéle et I'artiste,
1'Un et I'Autre, un étre humain... et un autre étre humain!

Et on pourrait les relier ainsi & l'infini, les voisins, les habitants d'une terre autrefois une, et cujo-
urd'’hui coupée d'une ligne-frontiére qu'on ne franchit pas... ferméel"(A.T.)

Talin Buyukkurkciyom Demirci's dance performance, 'I was here', questions in an enjoyable and
humorous way the ncature of identity, and of belonging to a certain country or nation. The basis
for her work is a fable in which three cnimals that each believe they actually belong to a different
species than is obviously the case enter a land that they all claim is the unique lomd of their ances-
tors. Nevertheless, the prevailing feeling among all three is one of foreignness, an eerie sense of not
belonging. In this era of the global migratory society, the question of which one true lond a person
belongs to seems almost anachronistic. The key questions are of a different nature: "“What makes
a place a land?” In which way of owning a lemd makes it home? To be lived, to be shared, how
many generations?’(T.B.) The message I was here’, which is written in different languages on a
wall, transforms the remnant of the performative work in the exhibition room into a self-confident
statement.

The artistic works presented in "GRANDCHILDREN — new geographies of belonging”, while having
a very powerful presence, also offer alterncative creative models for addressing the paradox that is
the Armenian “trans-nation”. In the space between poles of absence that have been set in motion
and a presence that continually recreates itself, visionary spatial structures come to life — visual
ond musical spaces of belonging, as well as landscapes of encounter and interaction in the form of
utopias, models, or fragments of a viable and resistomt tramscultural future.
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Achot Achot




Achot Achot

God does not mean a particular word, idea or religion. God
is a perfect personality. It is insufficient to act on behalf of His
name - one has to act out of love to Him. Then our motherland
flourishes since people lead a life which is pleasing to God and
thus everyone is happy. My motherland is beyond the mate-
rial existence. There is no disappointment or any historically
formed situation in which you can find genocide or exploita-
tion of human beings by other humaon beings on the plea of
scientific development. My motherland is ready to give shelter
to everyone for the whole eternity, yet you do not want to go
there. You are trying to create a new perfect society on the ba-
sis of new laws or newly branded philosophies of brotherhood
and equality, a society which is impossible among imperfect
creatures such as we cre. One mistake begets cnother mis-
take: a blind man leads a blind man, a satiated person leads
a hungry one, a strong man leads a broken reed...One can
become perfect only by association with the Perfect. Human-
ity exists for ages and it naively thinks that one day it will be
cble to create a perfect society without God. If in History differ-
ent attempts to create a perfect society with God failed, it was
only because people needed God as a curtain, as a means to
justify their sins.

Art is a powerful weapon in fighting against human vices yet
modern artist is easily bribed by various structures of dictator-
ship of Contemporary Art cond he masterfully participates, in a
conscious or in an unconscious way, in the politicians’ lies and
hypocrisy, politicioms who control this world of consumption.
The artist’'s naivety forces him to act in such a momner, yet in
general he is forced by his desire to rise in the world. This is
a wrong way. We can chamge any unfortunate situation by
changing one’s heart. For this, there is no better method than
art. Yet in order for crt to become pure, one has to learn to scc-
rifice oneself for the sake of others. One does live for the other's
sake only when one lives for God.

Statement written by Achot Achot during the flight from Is-
tanbul to Paris on July 3rd 2014. Translated from Russion by
Mykyta Steshenko.
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P21 AFACTUM | oil, acrylic, paper on canvas | 200 x 151 cm | 2015
P 23: AFACTUM | videostil | 4 min | 2008
P 24:. AFACTUM | acrylic, pencil on cardbocrd | various sizes | 2015
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Achot Achot
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Marica Bedoian
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Maria Bedoian

When I'was achild I decided to be an artist. I was drawn
to the chance to be creative and travel the world, inter-
acting with people from other cultures, speaking other
languages. Perhaps I could speak to them in my “ort”
language.

Ever since, I have not ceased to draw, to express emo-
tions, to investigate. Through my art I've developed my
identity; one that spreads, adapts and chonges forms
but is always founded in the genealogy of my work,
like an ever-reaching vine that draws nourishment
from its roots. Belonging to a project that gathers artists
from the so-called Diaspora means delving into ques-
tions of my family history that have always intrigued
me, but which I've never tackled explicitly.

The concept for this piece is a Babel tower that nurtures
cosmopolitanism, with all its richness and dislocations.
Though I always prepare for a mural with pictures of
the walls, measurements, plans and multiple sketch-
es, I've found that the real thing, the final coordinates,
happen once I'm up the ladder, feeling the space,
brecathing the air, absorbing smells and sounds and
seizing up that uniqueness. I guess it's either because
I belong to the space while I perform, or perhaps be-
cause the viewers and I are within reach ond can start
talking.
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P 27, 29: Sketches to be realized in September 2015 on the facade of the DEPO building
P 30: From the series "Coral Galaxia” | plaster objects in different sizes | 2014
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Talin Buyukkirkciyan Demirci

UNCANNY

There’s a story of a hawk which is a donkey in real. Then a
rhinoceros who is actually a sheep and one iguona who's an
artist who makes hammocks and sunbeds. One by one they
go and sit on a hill thinking that this land was their ancestor’s
strange and unique land.

In this story there’s a lond that can not be shared by three ani-
mals who are actually not themselves. They are all something
different inside. We're dll different inside ond bring so mony
genes from here and there. Nobody knows who is who these
days. When one thinks he is French is he really purely French
or how much he has been mixed throughout ages? And whart
makes one French, what does it mean? Or Armenian, or Geor-
gicm, or Turkish?

Home is precious. What makes a place a land? In which wary
of owning a lond makes it home? To be lived, to be shared,
how mony generations?

This piece is a humorous outcome of people’s understanding
about what happened in history, seen from an animal’s point
of view. There's no need to write the history over and over
again. True is one. Instead of telling the history again this
piece will give glimpses of ideas and a general understanding
of human nature.

CONCEPT & CHOREOGRAPHY: Talin Buyukkurkciycm Demirci
STORY WRITTEN BY: Ccamberk Karacay, Gulce Oral, Talin
Buyukkurkciyon Demirci.

DANCERS: Huseyin Korkma, Gulce Oral, Talin Buyukkurkci-
yon Demirci.

MUSIC: Ozguir Yilmaz and Kristina Golubkova

CONCEPT: There are three characters entering the space, not
knowing where they are. They are feeling unconny, feeling
strange but they exist in there. Will they be able to make the
space their own or leave it as it is ond go?
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P33
P 35:
P 36:

I Was Here | performance, installation: voice recording, video | 2015
I Was Here | rehearsal images
I Was Here | Story
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Talin Buyukkirkciyan Demirci

I WAS HERE!

Once upon a time there was a donkey. This donkey one day got into a forest where there were very
long trees. The trees were so thick and tall that the donkey wasn't able to see the sky. These trees started
to go more and more thicker that they compressed the donkey badly. They have compressed in a way
that new trees started growing from the earth and this time they started compressing him from below.
This is why his feet, body cnd head started to get smaller and smaller slowly. Later on they start growing
from two sides and closing the top part the sky and kept on compressing him. This is why his belly and
body started to get smailler. That forest that had birds, trees, thousand of coloured flowers compressed our
donkey, his head, legs and his tail as well. The donkey wasn't like he have entered to the forest but now
getting out of the forest like gliding over the clouds. The gliding hawk, passing over the springs, on the
other side of the high hills, lond on a rock on a mountains peak. There was a writting on the rock. "I was
herel”. The hawk on the rock from the drawing understood that this rock has been owned by his grand
grand grandfather. This historical meeting has excited him ond opening his wings started to fly over the
mountain shouting ai ai ai ... His voice echoed on the plateaus, tree hollows, mountain foots. After the
echo of the donkeys braying there happened to be an act of silence. No wind flow, no leaf budged and
suddenly from for away a big voice of rhinoceros foot steps was heard. The rhinoceros stopped in front of
the rock that the hawk was sitting. The hawk got off cnd flew over the rhinoceros 10 times and land on
the horn of the rhinoceros. The rhinoceros suddenly screamed from pain: meeeeee....

Then

R: "Did you recognize me?” he said.

D: "No, I didn't recognize you did you recognize me?” said the donkey.

R: "No I didn't recognize you” said the rhinoceros. “Who cre you?”

D: I'm the grandchild of the hawk generation that protected this rock for thousands of years. What wind
have brought you here?

R: We everybody were migrating, I left behind.

D: Ah ahh... had a sigh the donkey.

At this moment of time the stomach of the rhinoceros was so hungry that he wanted to taste the meadow
grass that was just there. Slatternly he set to eat the grass and the dead nettles in between was the salt cnd
the paper of the food. Thereupon the hawk opening his wings started to glide over the clouds. Suddenly
sawing the cage for poultry started to shout ond scream ai ai ai. The rhinoceros was very busy with the
sound of the grass that he didn't at all hear this scream. The hawk flew to the cage for poultry and said:
H: Sorry can you have a look? I guess you have forgotten a rhinoceros of yours behind.

At that time the presider of the flock was the rain dear. He assigned the iguoana who is traveling on the
neck of the giratfe, travelling at the very end of the flock.

36

Rain dear: "My sharp eyed iguoma sister go and have a look if we had left a rhinoceros of us behind?”
Iguana quickly not loosing any time got down the neck of the giratfe, got his tool box from the right front
leg of the giraffe, wear it in his back, walk with a patter stared to head towcrds the hill. Iguona was
walking double-quick that our hawk hardly reached her flying. They passed next to the spring that had
the most becutiful flowers of that region, over the hill, walked and walked. Iguona didn't stop cnywhere
until they came to the corner of a dry, worthless, ordinary, pongy marshy place. Iguona started to sing a
song in a longuage that the hawk haven't heard (iyaa, yaa, yaa... hele meeee tipsy mountains, tipsy tipsy
mountains...) The hawk got bewitched, turned ond asked to the igucna:

H: What nibbled your Shell this much?

I Ah ah, do you see that tool box of mine? With this tool box, you've just seen that cage for poultry, when
they weren't migrating, throughout all summer when they were sitting over their buts, that hammocks,
sunbeds, they were all my work.

The hawk first time in his life was seeing this much sentimental, competent and gifted animal.

Iguana kept on telling:

"Look, you take this sedge and pluck it from the bottom. These have moist ends.” Taking the pen behind
her ear she marked the sedge from different places started to tell the story, in a way that the hawk will
loose interest after a while, of how to build a sunbed three days and three nights. The hawk who has slept
three days and three nights when opening his eyes saw the iguana on the sunbed that she has made. She
was smoking her cigarette and suddenly remembered the rhinoceros. The iguana who has an amazing
responsibility awcareness got the iguana with his talons heading to the grass where the rhinoceros is
feeding himself. But on that grass there was nobody. When he lifted his head ond looked at the hill on top
of the mountain saw the rhinoceros bigger than the rock twined on that rock.

Iguana: Aaa rhinoceros you redlly were left herel

Rhinoceros: What do you mecn you were left here, no [ was always here. Who are you?

Hawk: You have lost your cage for poultry, asked help from me, begged to me for going ond finding your
tribe...

Rhinoceros showing the writing on the rock said: "Don't you see, we were always here. I'm the 18th
generation guarding here.

The hawk got very angry that he lost his lomd and storted shouting “ai ai ci” with screcming.

Iguana for the first time was seeing a crow shouting with donkey voice. She figured out that there was
something going wrong in this land. A rhinoceros who thinks he is the mountains hawk, a bird making
donkey sounds, the letters writing on the rock... Iguana has understood! Here was the strange and unique
lond that her ancestors were talking about for thousands of years.
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Hera Buylktasciyan

"Blind Topographia” is an ongoing drawing serie from
2014 - 2015 which focuses on the notion of mapping in-
visible or unknown perspectives through aspects of time,
history and geography.

The term topography in ancient Greece is originated as
the detailed description of a space. The word comes from
the Greek words TOMOG (topos, “place”) oand -yPXPIx
(-graphia, “writing”). In classical literature this refers to
writing about a place or geographies, what is now largely
called “local history”.

Oral history, whose storytellers and protagonists change
throughout time ond space, enables future inheritors to
transmit those narratives by neither destroying but re-
building history or the past. Through this recreation, invisi-
ble fragments of history as remainders within memory are
situcated in different existential topographies.

The iconographic elements and figures within "Blind Topo-
graphia”, who are either blinded or covered by records of
time, seems as if they unconsciously or forcefully move
towards unknown londscapes. Icons which have a spe-
cial role within daily life since centuries as objects that not
only reflect spiritual knowledge but mainly as invisible
spectators of the physical world, who keep on recording
every aspect of life. Within this series they become the
storytellers that reenact the reconstruction of memory as
inheritance of time.

Each unseen step of the figures towards the invisible per-
spectives, defines new routes for mapping history. The fact
of future, being the unknown, creates a sense of blind-
ness, yet eventually as it is said “all rivers fall into the sea”.
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P 39, 41, 42: Blind Topographia | a drawing serie | various sizes | 2015
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Silvina Der-Meguerditchian

When I went to film the amateur dance group Gaycané in
Buenos Aires (2013), I had my prejudices: I thought, why are
these forty youngsters meeting every week to dance hundred
years later, 10.000 km away, the saome Armenicn donces as
their great grandparents without changing the choreography,
or the minder movement? I thought, “these guys are stubborn,
they are stuck in place and time.”

After being there for a while and interviewing some of them,
I understood that I was wrong: in their movements there is
resistance, they share the desire to enjoy togetherness and
experience something that goes beyond longuage, some-
thing inherent to the body, reminiscences of an intact body.
They perform a wish to restore justice. Later I developed this
14-chcmnel installation with images of the Armenicn Diaspora
dancing in Toronto, Sidney, Beirut, Washington, Lyon, Buenos
Aires, Yerevan...

Movements as abstract resistance against forgetting: ges-
tures and sequences of movements that keep a soul, they
remember us how it was to be an entire body

Dancing as resistomce manifested this summer in Yerevan
when people went out to the streets to protest agcainst the
hiking of electricity. The crowd used the slogan #electric-
yerevan and the dancing practice to get their voice heard.
This experience has potential for a future if we dare to use
these movements without sacralizing nor the movements, nor
the experience where they come from.
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P 45:
P 47:

P 48:

Still doncing | Videostill | 2013
Still doncing | 14 channel video installation | 5:30 min in loop | 2013

Photo: Vivi Abelson: Performative installation Mjasin: Verflechtungen, Ballhcusnaunynstr., Berlin
From the series "Oddities” | 26 x 39 cm | photography, ink, punched paper and gold foil | 2015
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Archi Galentz

"A Desecrated Museum” is a site-specific wall installation,
questioning the practice of exhibiting crt works international-
ly. The arrongement of art-pieces and nature-formed objects
into a complex form of an old museum wall beweeps the na-
ive attitude of using visual art for didactic purposes to form cn
old-fashioned humanistic narrative in most of the local mu-
seums worldwide. This museum was obviously violated by
cutting out some of its parts and tromsporting them caway for
a presentation.

Since 2002 I have been exhibiting artworks (paintings, pho-
tography and objects) together with the wall-remaining of
these art-piece once was created for, stressing the antagonism
of the former consolidation and contemporary deconstruction
tendencies. Wall-cut-outs that stond as a sculpture on the floor
of the exhibition’s space, whole living room corners with walls
cnd floor or just smaller objects that hemg on the exhibition
wall. Art in a wall on a wall...

Being skeptical toward the globalized art practice forming a
recognizable brond and spreading the product world-wide on
the local markets, as an acceptable formula for own artistic
activity, I decided to show in a Tutin Deposu (Tobacco Ware-
house) exhibiting a portrait by cn Armenion artist among oth-
er visual objects. The painter - Armine Baroniomn was born in
1920 in Adapazari as a daughter of a rail road engineer and o
school teacher. Leaving at age of 4 to Syria as a refugee, she
studied art in Lebanon and in 1946 she immigrated to Soviet
Armenia, where she lived and worked, traveling abroad ex-
cessively before and after the collapse of the republic till she
passed away in Yerevan, 2007. I am dedicating this exhib-
ited portrait of an unknown woman from late 70ies or early
80ies which is in my possession to the prominent archaeologist
whom I honour in my provincial "Museum of Appeal Fossil-
ization”.

52

P 51: A Desecrated Museum | a sketch for on installation from the series "Cut Out Walls” |
plasterboard, oilpainting, textile, wooden frame, paper, natural stones| size adaptable | 2015

P 53: Fossilized Banners | reconstructions and remainings, natural formed stones, natural ond
artificial pigments | 2015

P 54: Not Red Banmners | installation | textile, wooden frame | size adaptable | 2009
Photo Vivi Abelson: exhibition "A Toast to Mnemosyne!”, Gorki Theater, Berlin 2015
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Linda Ganjian

My work in general arrives at the monumental through the
accumulation of the minicture. These minictures re-interpret
Middle Eastern and American craft traditions in unexpect-
ed medida, such as clay, paper, cement, and digital prints.
Through these patterned arrongements of forms, I present an
index of memories and impressions of the urbon landscape,
the specific history of a site, or a more personal ncrrative. My
work draws upon the formal structure as well as the embed-
ded meaning within carpets, quilts, and calligraphy as a
guide and as inspiration. My sculptures can be seen as utopi-
an landscapes -an attempt to bring order and becuty to my
surroundings, to organize the anarchic disarray of forms and
textures around me, as well as the histories embedded within
them, into a harmonious whole.

The imagery in Sick Man of Europe is based on Iznik tilework,
but the composition is inspired by a passage from Grigoris Bal-
akian'’s Armenicn Golgotha: Memoir of the Armenion Geno-
cide, where he describes the untended orchards and gardens
of the village of Hadjin after its Armenion inhabitants had
been deported. The wild, overgrown gardens choking with
weeds struck me as a powerful metaphor for the absence of
the Armenicn population, and the fate that met them. Adapt-
ing the Iznik imagery into a disordered landscape, I'm trying
to point at the sickness of the empire as well, as it descended
into its own chaos.
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P 57: The sick momn of Europe (drawing 1) | drawings on mylar | detail | 2015
P 59: The sick man of Europe (drawing 2) | drawings on mylar | 122 x 122 cm | 2015
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In the first video presented in the exhibition we see a woman
playing with a doll. Looking closer we understand that the
doll is an old woman. The woman take different positions: the
woman is caring, plays joyfully with her «oy» but for moments
the atmosphere becomes unconny, we don't know if in the
next moment she will tear the doll apart.

(Silvina Der-Meguerditchion)

My art is a bundle of petty-bourgeois idleness which includes
compulsive thoughts and “serious” discussions on cart, also
standard moral preaches about life and promising cnd loud
mamnifestoes. It grows monotonously cnd imperceptibly at the
expense of your vanity and your boring pursuit for survival, ot
the expense of the hysteria of faithful wives and of the propri-
ety relations of the jealous parents. My art is about the wrap-
per of not fully eaten chocolates, crumpled cigarette boxes,
morning coffee rituals and genital hygiene. At the speed of
Internet connection it opens up a wide road of overall albsorp-
tion in front of you; it reserves the tracks to itself the memorial
monuments of non-permanent things.
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P 61, 63: No Title | Videostill | 4:40 min | 2000
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Mikayel Ohanjanyan
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Mikayel Ohanjanyan

In my artwork, I wish to concentrate my resecrch on the form
and the space relating them to a person cnd his/her physical
and psychological perceptions. This inspiration comes from
my experiences matured in Armenia, the country with strong
nature, that has been always tronsmitting me a sensation of
rhythm of the space. Throughout my works, I fry to corry the
visitor to a multidimensional reality, full of contrasts cand ob-
served from a personal cnd social point of view. I present two
works, both of them conceived explicitly for the show "GRAND-
CHILDREN".

"Senza titolo” is based on a conversation I had with a friend of
Turkish origin about the question of the Armenicm Genocide. In
her opinion the Genocide was merely cn invention of the Ar-
menicn Diaspora. I was not so much touched by her statement
but rather by its social implications: identity formed through
bad education between ignoronce cnd complexes, without
cny kind of perception of the redlity that is being mamipulat-
ed for political reasons. Through my work I intend to draw the
visitor's attention to this redlity, present not only in Turkey or
Armenia but also in the rest of the world and often being the
cause for incomprehensions, conflicts ond dramatic events. This
piece is a simple but impressive sculptural installation, based
on two cubic structures out of metal that are held together by
a little cube placed at the center of their common space. The
tension that keeps up the two big structures is the same that
converges onto the small cube, metaphor for the idea of identi-
ty, completely deforming it.

“Labirinto spaziale” is a work through which I try to reflect upon
the psycho-physical dimension of humon maonkind. There cre
“empty” interconnected rooms beyond ony logical structures,
where, notwithstonding the transparency of the spaces, the
presence of closed doors creates a psychological tension. With
this work I womnt to bring the visitor's attention to the complex-
ity of any person and to invite him to a psychological voyage
through these unknown dimensions.
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P 65: Senza Titolo | detail | 2013
P 67: Labirinto spaziale | sculpture sketch | 2015
P 68: Senza Titolo | sculpture sketch | 2015
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Ani Setyan
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Ani Setyan

tock tock tock, sound of three knocks;
left foot, right foot, cane - coming

left foot, right foot, cone - walking
left foot, right foot, cane - getting on the road
left foot, right foot, cane - climbing
left foot, right foot, cone - going
walking...

walking, walking

walking with a limp,

going - returning

left foot, right foot, cone

tock tock tock - withering

ICAME

Sound of three knocks, a sound joins the two sounds coming
from a couple of feet, this sound accompanies a body moving
heavily, helps it reaching from one place to another... echo-
ing are the sounds of the left foot, the right foot and the came
following them.

Getting up, walking from one place to another, trying to get to
the target, walking, sound of the knocks, the left, the right and
the cane Arriving! the one thing that is hoped for after getting
on the road even when it is back braking... to the door, to
the street, to the loved ones, to the children, to the city, to the
country... For coming... for going...

To an unknown...
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WORK
P71, 73: Geldim (I Came) | Installation | walking stick, sound ond lights | size adaptable | 2015
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Arman Tadevosyan
*1983 Gyumri, Armenia
Lives and works in Nancy, France




Arman Tadevosyan

But what is this universe of fleshless silhouettes sitting, stcmd-
ing, dancing, or static...

It would appear for some people that they evoke a somewhat
clinical universe — do they interpret "X-rays” — redoubled again
here, by the light-lbox which is also pcrt of the medical arsenall.

So for the artist is it an echo of hidden fears? Is the body not the
idedal territory for anguish... the source of an intense feeling of
precariousness?

Others, more metaphysical; speak of another world beyond
reality, the universe of the dead ...or that of the angels... But
the artist leaves us to our own interpretations! Burdening us
with some titles which are none the less precious guides for the
spectator, in fact he reveals to us a universe where the vector
is the imprint.

The imprint is like the negative of a photo that remains for a
long time invisible, forgotten in a drawer. The imprint is the
redlity reversed and at the same time, the limit of transience...
man's actions, confrontations or allionces... The imprint is the
mark of on ephemeral present that as soon as lived, swings
back into the past: it is perhaps the evocation of a Memory.

Emmanuelle Costet = Ll I) Cl AW riSC Ll l‘)q
CNcein '

P 75: Frozen, lightbox, plexiglas, LED, 40 x 30 x4 cm | 2015
P 77: No title (fragment edited from the family crchive) | videostill | 2 min | 1992

P 78: Tromsformation (fragment edited from the documentary) | videostill | 1 min | 2007
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Arman Tadevosyan

For
~15

78

d

the

Armenians

thorn in the

Sultan
eye,

P -
Caop; rise

W

-

all wall

u
C

5

fe

There was no Atatur:
rand a lot of enimies’

:
/,‘
K

o

Dying «for
P | Tero's

Armenia

oath

for

us

79



Scout Tufankjian




Scout Tufankjian

Growing up, I was fascinated by my fellow Armeniomns.
I pored through books and newspapers, looking for glimpses of
Armenian school kids in Kolkata, soccer players in Argentinag,
or dancers in Aleppo, and wondered: did our Armenicn-ness
connect us or had the different paths taken by our refugee
grandparents separated us in some way?

In 2009, I set out to try to answer these questions, beginning
a journey that took me to over twenty different countries to
photograph Armenion communities on six different conti-
nents and create a portrait of today’s Armenian family — LA
drag racers, Syriom refugees, Lebanese revolutionaries, Italian
monks, Ethiopian jazz singers, Russion boxers, French singers,
and Indian rugby players, presented here in the same way
Armenicn families cround the world display pictures of their
loves ones, crowding our mantles ond overflowing from our
shelves.

And we were still one family, even after 100 years of exile. Did
the credit lie with the church and the language; the traditions
and the food? Or was it something else? A mom in Framce, said,
“You know, when I meet an Armenian, it's like we have been
friends forever...The connection is there right away due to our
ancestors and history.”

And he was exactly right. Until then, I had been thinking of
100 years as being a long time, but we had lived our lives
together for over four thousand years. Compared to that, 100
years was nothing. The trees that we had planted were still

alive. The grooves in Kharpert's hillside that once held our
homes stood in testament to the thouscmds of Armenians, who
once called that city—now a tiny village—home.

Of course, we were still one people; one vast extended family.
Those ties are impossible to erase in a mere 100 yecrs, no mart-
ter how far we have been scattered across the globe.

There is Only the Earth: Scout Tufankjian

P 81, 83, 84: The Armenian Diaspora Project - Catedral Apostdlica Arménia Sdo Jorge - SGo Paulo, Brazil

Photography | size adaptable | 2014
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Marie Zolamian

SN

s

86 87



Marie Zolamian

My work can be seen as a series of sequences that ultimate-
ly will constitute an experimental documentary of a fictional
ethnology. I experience self-uprooting in a globalized world
that crosses western and eastern lifestyles, thoughts and sto-
ries. I try to seize the heritage of on elected community that
is unknown to me, ond question the notion of belonging to a
community, to a territory. These "chosen exiles” in micro-com-
munities bring forward micro-stories. They mostly rely on a
story, a testimony that affects the individual and the com-
munity, based on a subjective attachment to a place or an
inherited object. In the end, these are repecated integration at-
tempts, during which discordant relationships are established
between identity, tradition ond authenticity, between locality
cand culture. The work process is based on serial production of
portrcits, of links between the environment cnd a personal or
collective history. Each series is a visual archived trajectory,
starting from an unknown here moving to on unknown there.

In the "GRANDCHILDREN" exhibition I will show a series of
paintings dating from 2007-2008, the “we everywhere”. "nous
partout” (“we everywhere”) is a cycle of 13 oil paintings on
linen canvas (prepared with rabbit skin glue). They are a
result of on crrangement, between the portrait of a formily
core and 13 sets, coming from other black and white photos
from the sixties and seventies. The family group, a tricngulcor
composition of 4 children concentrated around a grown-up
woman (mother or grandmother), remains immovable in 13
sets inspired by one or several photos. The characters seem
unchanging (only the colour of their clothes varies). But under
the obvious indifference for the places in which they appear,
is born little by little the sensction that they are the creators
more than the creatures. It is a reformation and constont cnd
mutual deformation which takes place between the content
cnd the container.

88

P 87: From the series "Nous Partout” | Oil on canvas | 26.8 x 21.2 cm | 2008
P 89: From the series "Nous Partout” | Oil on canvas | 22.8 x 28.7 cm | 2008
P 90: From the series "Nous Partout” | Oil on canvas | various sizes| 2008
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Marie Zolamian
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Room of sorrow
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1 Marie Zolamion

2 Arman Tadevosyon

3 Linda Ganjian

4 Hera Buyuktascrycn

5 Silvina Der-Meguerditchiomn
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Room of sorrow B

8 Karine Matsakyan
9 Maria Bedoiom

Video 36’
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Achot Achot - CV

Born on October 24th 1961 in Yerevan, Armenia. He
began drawing as soon learned to hold a pencil in his
hand. Since childhood, he was attracted by the nature
of man and the hidden secrets of the universe. As a
child he asked a lot of questions, and most of them
found no one to give answers. The search for the spi-
ritual in art deepened and in his adolescence Achot
began to study the holy scriptures. All these searches
have affected his works: endorealism, evangelical pe-
riod, Veda ... In his works Achot creates necessary vi-
tal meditative space with which everybody can realize
his true self. For him color has great healing power:
“l am most likely a doctor, not an artist ...” - Achot
Achot joked. In 1987, with his friends he creates an
underground group, “Third floor,” which he leaves in
1991. His philosophy beliefs and aesthetic views for-
ced him to leave Armenia in 1993 and he moved to
live in France, where he continues to create and exhi-
bit. Achot expresses his thoughts and feelings throu-
gh painting, photography, installation, video, books,
and lectures on philosophy, art and psychology.

Sanatct metni

Tanri, 6zel bir kelime, fikir ya da din anlamina gelmez. Tanr
muikemmel bir sahsiyettir. Onun namina hareket etmek yeterli
degildir - kisi 0’na olan askiyla hareket etmelidir. iste 0 zaman
anayurdumuz serpilip gelisir, zira insanlar Tanr’’nin memnuniyet
duyacag) hayati surer ve bodylelikle herkes mutlu olur.

Anayurdum maddi mevcudiyetin étesindedir. Bilimsel gelisme
bahanesiyle icinde soykirim ya da insanlarin baska insanlar
tarafindan somuriimesine rastlayabileceginiz herhangi bir
hayal kirikligl ya da tarihsel bir durum yoktur.

Anayurdum herkese, ebediyete kadar kucak agmaya hazir
ama yine de oraya gitmek istemezsiniz. Yeni yasalari veya

yeni dolasima girmis kardeslik ve esitlik felsefelerini temel
alan, yeni ve mikemmel bir toplum yaratmaya calisiyorsunuz;
bizim gibi kusurlu yaratiklar arasinda olusturmasi imkansiz
bir toplum. Bir hata baska bir hataya yol aciyor: kér adam koér
adama, tok acga, glcli adam guvenilmez olana yol gosteriyor...

Kisi, yalnizca Mikemmel olanla yakinlik kurarak mikemmel
hale gelebilir.

insanlik asirlardir var ve safca bir giin Tanrisiz, milkemmel
bir toplum yaratabilecegine inaniyor. Eger Tarih’te Tanrih
muikemmel bir toplum yaratmaya yonelik farkli cabalarda
basarisiz olunmussa, bu sadece insanlarin Tanri’ya bir perde
olarak, glinahlarini mesrulastirmanin bir araci olarak ihtiyac
duymasindan kaynaklanmistir.

Sanat, insani kusurlara karsl miicadelede kuvvetli bir silah,
ancak modern sanatgi da Cagdas Sanat diktatorlGgunin
cesitli yapilaryla kolayca satin alinabilir ve boylelikle

bilingli veya bilingsiz bir sekilde politikacilarin -bu tiketim
dunyasini kontrol altinda tutan politikacilarin- yalanlarinin ve
ikiyzIGlGgunlin maharetli bir pargasi haline gelir.

Sanatginin naifligi onu béyle davranmaya mecbur kilar, lakin
genelde dinyada yikselme ihtirasi onu buna zorlar. Bu yanlis
bir yoldur.

Her talihsiz durumu, kisinin kalbini yonlendirmek suretiyle
degistirebiliriz. Bunun i¢in de sanattan daha iyi bir yontem
yoktur. Ancak sanatin saf bir hale gelebilmesi igin, kisinin
kendini baskalarinin yararina feda etmeyi 6grenmesi gerekir.
Kisi yalniz Tanri igin yasadiginda baskalari ugruna yasar.

Achot Achot (istanbul-Paris ucusu sirasinda 3 Temmuz 2014'te
yazilmistir.)

Updtunmwgbinh funupn

Wunywé hunup sk, qunuithwp jud ypnt: Qundwo
Juunwpu) wua B Aujwpuwn sE punhwdbup gnpét) hp
wtnLuhg: Mawp £ gnpot] Uundn uhpnig npnjus: Wn
dwdiwtwy huyptuhpp pwpquywéantd E, pwth np wytntin
pninpp wypnid G wunyjwéwhwén Yyuupny, G pnnpu £y
tpowuhy Gu:

bu 3wyptuhpp Wnrpwlwt gnynipejniuhg nnipu B Wawntn
sjw hhwupwhnipnLt jud yuundwwt hpuyhwyubp,
npuntin htwpwynp £ ginuuwwunipjnit jud dwpnne
2whwanponidp dwpnne Ynnihg ghnwjuwt wnwepupwgh
wuwnpyuyny:

bd 3wyptuhpp Wwnpwuwn E dunujut wywunwpwy
wnw] pnnpht, puyg nnip stp nigned: dnep guujuuned Gp
Junnirgh) Juunwpjw) hwuwpwynipynit tnp optupttiph
Juwu tnpwypnipjwi G hwjwuwnpnipjut Junuenifu
wtiunLpynLuttinh ypw, npt wuhtiwp E dtq tdwt wujuunwp
wpwpwoéubph dhety : ULY upuwip untinénid £ dniup’
Unypp wpweunpnned £ Ynypht, Ynipunp unjwshi, nidbnp
pPnyht ... Ywntw) juwnmwpyuy htwpwynp £ dhwyu ppytnyg
Juunwpjwh htw:

Uwpnynipjniup gnjnipynit nLuh nuptp Qupniowy G
dhwdhw E dnwoéty], np vh op tw Jupnn E unnighy
Juunwpju) hwuwpwynipynit wnwug Wuwnon:

Gpt wwwndnipjwl thnpatpp Junnigh) junwpuw) hwuw-
pwynipnLt Wuwndn htin awhunnytght , wyw dhuyt wyu
wwwnéwnny, np Yunjwd whwnp Ep dhwyt hppty th
Junwgnyn, npytiugh wpnupuiguh e 6woéyh hptug dtnptpp:

Upytuwp hgnp qtiup £ dwpnuyhtt wpuwwnubph nbd
wuwypwnbnt hwdwp, vwuytu wyuopyw tuphsp
htiunnipjudp jupwnynid £ dudwuwlwyhg wpytunh
(ART CONTAMPORAIN) nhynnwwnnipwh Junnygutipnny
tiL yhpuining, ghnwygupwp Jud waghnwygupwnp,
utipgpwyynid £ uyu uywndwt wphuwphp yapwhuynn
pwnupwwu gnpéhyutinh unh nL GphuywnnLpjwut dte:

Llwpsht wyuwntin npnnied E Gpphdt hptt dhwdwmnpyniup,
puwyg hhdtwjwuned upw hwennnipjut hwutbne
gwuynipjnLup: Fw uhuw) Gwuwwwpht

Uttip Yunpnn tup thnputi ndpwhun hpwyhGwyn thnputiing
dwpnne uhpup: Udth juy dbenn, pwt wpytunp syu:
Uwyuwyt, npytugh wpytuwmnp duw dwpnep, dtup yhwnp £
Jupnnwuwup kg gnhwpbipt) hwunitt nephputph: Qupkg
nLphputinh hwdwp htwpwynp £ dhwyt wypting Qunon
hwdwp:

(gnytig huptuwpehnh vty bunnwdpni] ®wphq dwuw-
wwnhht 03.07.2014)

Kunstler-Statement

Gott bedeutet nicht ein spezielles Wort, eine spezielle Idee
oder Religion. Gott ist eine perfekte Personlichkeit. Es genugt
nicht, in Seinem Namen zu agieren - man muss es aus Liebe
zu Ihm tun. Dann wird unsere Heimat blihen, weil Menschen
ein gottgefalliges Leben flhren und alle glicklich sind.

Meine Heimat besteht jenseits ihrer materiellen Existenz.

Es gibt keine Enttauschung oder irgendeine historisch
geformte Situation, in der es unter dem Vorwand
wissenschaftlicher Entwicklung zu Genozid oder der
Ausbeutung von Menschen durch andere Menschen kommt.

Mein Vaterland ist bereit, jedem bis in alle Ewigkeit
Unterschlupf zu gewahren, aber trotzdem mochte keiner
dorthin gehen. Ihr versucht, eine neue, perfekte Gesellschaft
auf der Basis neuer Gesetze oder neu geschaffener
Philosophien von Briiderlichkeit und Gleichheit zu schaffen,
eine Gesellschaft, die unmdglich ist angesichts der
unvollkommenen Geschopfe, die wir sind. Ein Fehler erzeugt
einen weiteren Fehler: ein Blinder flihrt einen Blinden, ein
satter Mensch fiihrt einen Hungrigen, ein starker Mann fuhrt
ein gebrochenes Schilfrohr ...Nur durch die Assoziation mit
dem Perfekten kann man perfekt werden.

Die Menschheit existiert seit Ewigkeiten und ist so naiv zu
glauben, eines Tages eine perfekte Gesellschaft ohne Gott
schaffen zu kénnen. Wenn in der Vergangenheit derartige
Versuche gescheitert sind, dann nur, weil die Menschen Gott
als einen Schleier brauchten, als ein Mittel, um ihre Siinden
zu rechtfertigen.

Kunst ist eine machtige Waffe, um menschliche Laster

zu bekampfen. Dennoch lasst sich der moderne Kinstler
leicht durch verschiedene Strukturen der Diktatur der
zeitgenodssischen Kunst bestechen, und er versteht es
meisterhaft, sich bewusst oder unbewusst an den Ligen und
der Heuchelei der Politiker zu beteiligen, der Politiker,

die diese Konsumwelt lenken.

Die Naivitat des Klnstlers zwingt ihn zu einem solchen
Verhalten, trotzdem ist er im Allgemeinen von dem Wunsch
getrieben, in der Welt aufzusteigen. Das ist der falsche Weg.
Wir kdnnen jegliche missliche Lage andern, indem wir unser
Herz andern. Dazu eignet sich keine Methode besser als die
Kunst. Damit die Kunst rein wird, muss man lernen, sich flr
den anderen zu opfern. Man lebt nur fir den anderen, wenn
man fur Gott lebt.

Achot Achot (aufgeschrieben am 03. Juli 2014 wahrend des
Flugs von Istanbul nach Paris)
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Maria Bedoian - CV

Born in Buenos Aires, 1978. Her works comprise sculp-
ture, installation, drawing and urban intervention. Mix-
ing the urban and the organic, abstraction and figura-
tion. She co-directs the artist-run exhibit space “Meta!
Galeria” since 2013. She obtained a BA in Fine Art at
London Metropolitan University, in 2004, and resided
in London for her studies period. Back in Buenos Ai-
res, she won a grant at CIA, Centro de Investigaciones
Artisticas taking part of workshops with prestigious in-
ternational artists. In 2014, sculptures from her series
Coral Galaxia were selected for the Salén Nacional,
Palais de Glace, and the Itad Cultural Prize, Argenti-
na. She has made permanent and lengthy site-specific
works at several art institutions in Buenos Aires, such
as the large scale fagade mural “Células de vida” com-
missioned by the Ministry of Culture of Buenos Aires.
Her works have been exhibited in Argentina, Brasil,
Chile, México, Germany, Spain, Holland, USA and UK.

100

Sanatct metni

Daha cocukken sanatg¢i olmaya karar verdim. Yaraticilig esas
aldigindan, benim icin uygun bir meslek olacagini disindim.
Ayrica diinyanin her tarafinda yapilabiliyordu, ki bu da benim
baska kulturlerden gelen, baska diller konusan insanlarla
etkilesime girmeme imkan taniyacakti. Belki de onlarla kendi
“sanat” dilim araciliglyla konusabilecektim.

O tarihten beri, resim yapmaktan, duygulari ifade etmekten,
arastirmaktan vazge¢cmedim. Sonra birdenbire imgelerimle
bir kimlik gelistirdim. Yayilan, bicim degistiren, sartlarima
veya mkanlarima uyum saglayan ama kokleri her zaman
kokenimin soyagacinda yatan. Diaspora olarak isimlendirilen
topluluktan sanatgilari bir araya getiren bu projeye dahil
olmak, aile tarihceme iliskin hep ilgimi cekmis ancak acikca
ele alinmamis olan sorular didiklemem anlamina geliyor.

Bu yapitin konsepti, tim zenginligi ve yer degistirmislikleriyle
kozmopolitanizmi besleyen ve buylten bir Babil kulesi.

Bir duvar resmine her seferinde, duvarlarin fotograflari,
Olglimler, planlar ve ¢ok sayida eskizle hazirlanmaya
baslamama ragmen, hep 6nemli olanin, nihai koordinatlarin,
ben merdivenin tepesinde mekani hissedip, havayi teneffls
ettisimde, kokular, sesleri igcime ¢ektig§imde ve o benzersizligi
yakaladigimda cereyan ettigini gormisimdar. Sanirim bunun
sebebi ya benim calisirken o mekana ait olmam, ya da belki
izleyicilerle yakinligimiz ve her an konusmaya baslayabilecek
olmamiz.

UnnLGunmwgkbmhtu juoupp

Mquhy nmwphpku npnpwéd Eh wpnitunwgbn nuintwy:
Un Jupoékh np wpniLbunwgbmh gnpédp, untindwagnpd
dhwph hp hhdtwwt gnpéwédnLptwt ptpnidny, hudh
Jupdwp gnpd dp whwh ppjwp: 8tnn) wpuwphh ypuy
NLN Wi pfjwp, wju gnpop Jupbih whwh ppjwp put, hush
htwpwrnpniphrt ywhwnh nwp wyp Quynputpne Ypnn
dwpnng htin pthnedutip nLutuwgneg, wy) (Ggniubp fuoubine:
(@tiptiLu hptug htin yuptuwgh fjuouh) «wpniLtump» hd
lGgnLnyu:

Wuyk h Jtp yb64 nunpwo gobik, wypnidubin
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wwwytputpnyu hupuniphrt dp dkowmtn ptph:
bupuniphiu dp, np Yp mwpwoéneh, hp atickpp Yp thnpuk, yp
Juwpdnih G Yp jupdwph hd hwiquiwuputpniu jud hd
Jupbhniphirtutpniy, pwjg dhpnn wpdwnwernpniwé yp
dtwy htimpwohphu dutnupwunLptwu dke: Uwu Juqub)
wyju bwhuiwghdht, np h dh Yp ppkE wpnibunwgkbnutp
wjuyku Ynynrwé Uthhinpkd, Yp Gputwyt unpwdnifu
pllw] punwibut yuwwundniptwiuu yepupkpnn
hwpgnrdutpny 4k, npnup ghu dhpwnn httnwppppwéd-
dunwhnquwd Gu, puyg npnug pwguwywjwnonktu ytup
wunpunwpawsd: Wu untinbwgnpéniphwl jnugpnp
pwpbnubwt wpmwpwy dpt £ np Yp fupwtkE
pwquwqgniphrup’ hp pninp hwpuwniphLuutpny ni wtin-
w-fuwhinnidutpny:

3wjuwnwy wunp np npdtwtwywnph dp hudwnp
twhiwywwnmpwuwniphruu dhpw Yp ujuhd ywwnbpneu
uyuwpubpny, ywihnirdutipny, jJunwywghdtpny Gr wjjuquit
utiwghputpny nr nipnrwghédtipny, dhpwn wy jtunny mbubip
td np hujwywip, yapeuwlwt nnttwjutpp yp ywwnwhhu
Gpp Gu Guupwuht ypwt Gy, Gpp Yp qqud mwpwoniphiup,
Up 2tytid onp G Yp ukipodtd pnipdniuputipt ne hnunkipp,
awyutipt nL hughLutitpp Ge Y'puyutd wyn Gquyhniphirup:
Yhupwnpbd np jud wjt wwnwneny £, np junwpdw
dwdwltwy tu yp yunuihd nmwpwéntphwl, Jud w
ptptiLu wunp hwdwp, np mbuunnutipp G Gu wudwwngbjh
sGUup hpwpne G Yptwtp uuhy gpnegbpne:

Kunstler-Statement

Als Kind beschloss ich, Kiinstlerin zu werden. Ich dachte,
das sei der passende Beruf fir mich, weil ich dabei meine
Kreativitat ausleben kann. Auerdem kdnnte ich diesem
Beruf Uberall auf der Welt nachgehen, ich hatte die
Maoglichkeit, mit Menschen anderer Kulturen und anderer
Sprachen zu interagieren. Vielleicht wiirde ich in der Sprache
meiner Kunst mit ihnen sprechen kénnen.

Seitdem zeichne ich, driicke Geflihle aus, forsche. Plotzlich
begann sich mit meinen Bildern eine Identitat zu entwickeln.
Eine ldentitat, die sich ausbreitet, ihnre Form andert, sich an
meine Umsténde oder Moglichkeiten anpasst, doch stets in
meiner Herkunft verwurzelt ist. Teil dieses Projekts zu sein,
das Kinstler aus der sogenannten Diaspora zusammenfuhrt,
bedeutet, in Fragen lGber meine Familiengeschichte
einzutauchen, die mich stets fasziniert haben, die aber
niemals explizit angepackt wurden. Das Konzept dieses
Werks ist ein Turm zu Babel, der Weltoffenheit nahrt, mit all
ihrer Vielfalt und ihren Verwerfungen.

Obwohl ich bei meinen Vorbereitungen fiir ein Wandgemalde
immer mit Bildern der Wande, Messungen, Planen und
diversen Skizzen beginne, stelle ich jedes Mal fest, dass sich
das Wahre, die endgliltigen Koordinaten dann einstellen,
wenn ich auf der Leiter stehe, den Raum splre, die Luft
atme, Geruche und Gerdusche aufnehme, dieses Einzigartige
einfange. Ich vermute, es liegt entweder daran, dass ich,
wahrend ich performe, diesem Raum angehore, oder weil
der Betrachter und ich in greifbarer Nahe sind und wir
miteinander reden kénnen.
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Talin Buylkkirkciyan Demirci - CV

An independent choreographer, improviser and per-
former in Istanbul, graduate of European Dance De-
velopment Center, Anhem/Holland on the subject of
dance and choreography, one of the initiators and the
coordinator of Transit Istanbul Improvisation Days. She
has worked with David Zambrano, Wim Vandekeybus,
Jan Marushi, Esther Gal, Martin Sonderkamp, Mar-
cus Grolle, Kirstie Simson, Julyen Hamilton, Daniel
Lepkoff on improvisation and composition and with
Marry O’Donnel, Eva Karczak, Tony Tacher on release
technique, tai-chi, chi-kong, alexander technique and
hands on. In her artistic work she develops defined
performative concepts that use twists in perception
creating pieces that are poetic, humorous, intimate
and political at the same time. In her solo work she
explores intimacy with story telling standing in the
between fiction and reality. In 2009, Talin member of
Cati Association created the collaborative project Lost
& Founds with Sisypeheureux/France and Tenerifed-
anzalab/Canary Islands, performed in these three
countries. Continues to teach Movement Techniques
classes at istanbul Bilgi University Performing Arts De-
partment and is graduated from the Cultural Studies
Master Program at istanbul Bilgi University in 2011.

Selected Works: “If you open the 40th room...” (2008,
Marseille Dansem Fest.); “Topsy-turvy” (2008 Bonn
Biennale); “Upside - down” (16’th Istanbul Int. Theater
Fest.); “Mechanisms” (iDans Festival); “Issue” (17’th
Istanbul Int. Theater Fest.); “Turkish Delight” (18’th
Istanbul Int. Theater Fest.)
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Tekinsiz

Sahinin gercekte esek oldugu bir hikaye var. Gerdedan da
aslinda bir koyun. Bir de sanatci olup hamaklar ve sezlonglar
yapan bir iguana var. Bu tepenin kendi soylarinin garip ve
essiz topraklari oldugunu distinerek farkl zamanlarda teker
teker gidip bir tepenin Uzerine otururlar.

Bu hikayede aslinda kendileri olmayan hayvanlar tarafindan
paylasilamayan bir toprak parcasi var. Hepsi de iclerinde farkli
biri. Hepimiz icimizde farkliyiz ve genlerimizin nerelerden
geldigini tam olarak bilemeyiz. Kimin kim oldugunu kimse
bilmiyor. Birisi Fransiz oldugunu diisindligiinde acaba o
gercekten Fransiz midir ya da asirlar boyu genleri ne kadar
karismistir? Bir insani ne Fransiz yapar, bu ne demek?
Ermeni, Glrcu, Turk?

Yuva cok degerlidir. Bir toprak parcasini ne yuva yapar? Bir
yeri ne sekilde sahiplenirsek orasi bizim yuvamiz olur? iginde
yasamis olmak mi, paylasmis olmak mi? Kac jenerasyon
boyunca?

Bu gosteri insanlari anlamanin mizahi bir disa vurumu ve
tarihte neler yasanmis oldugunun farkli bir insanlik boyutunda
anlatimi. Tarihi tekrar yazmaya gerek yok. Gercek tek. Tarihi
tekrar anlatmaktansa bu gosteri fikirlere ve insan dogasina
g6z atmanizi saglayacak.

Konsept & Koreografi: Talin BlyUkkirkciyan Demirci

Hikaye yazilimi: Canberk Karacgay, Gllce Oral, Talin
Buyukkurkciyan Demirci

Dansgllar: Hlseyin Korkma, Gulce Oral, Talin BUyukkUrkciyan
Miizik: Ozgiir Yilmaz ve Kristina Golubkova

Konsept: Uc karakter nerede olduklarini bilmedikleri bir
mekana girer. Tekinsiz ve garip hissetmektedirler fakat
orada var olurlar. O mekani kendilerinin yapabilecekler mi
yoksa bulduklari gibi birakip gidecekler mi? Esyalar mekani
kendilerinin yapar mi ya da kendileri esyasiz var olamazlar
mi? Evleri esyalarinin oldugu yer midir yoksa atalarinin onlara
sOyledigi yer midir?

UpnLtunmwgbwnht juoupn

Unpwnwnng

Muwuiniphrt up Juy pugkh dp dwuht, np hpuuwunepbwt
ubo b upt £ 8tinny nuqtinohiph up, np hpwjwuntpbwu
ke nyhuwp dpt £ G hgniwth dp, np guugwéobtip Go
wpbLwdwhhautp 2hunn wpnLbunwgkwm dpu E: UEY wn dEy,
wnwppbp dwdwuwyubpny, wiunup Yappwt Ge Yp tunht
pinLph Up ypwy® dnwstiny np wyu hnnp hpkug twhithubpne
wnwpophtwy Gr dhwy hnnp Gnwé £

Wu ywuwwndniptiwt dke hnn dp Yuy, np yh Ypuwp
thwuht gnpéwénLh) iptip wuwuniLuutpne Ynndk, npnup
hpwywuniptwu dky hupghuptht yGu: Wantup pnpnpu wp
wmwppbp pwutip Gu tGpukbt: Anpnpu wy tkpukEt nwpptp
tlp GL Ypuwup sghntwy pE nLpyt Yp ptiptup dtp
ohutipp: Ny UEY ghwnkt pE ny ny E: Gpp dkyp Yp dnnwdk
np hupp $pwiuwgh £, hupp quuphia pwiuwgh” E
hpuwywinLptwi dke, yud nppw’t fuwntwshtnLphLl tnwué
E nupbpnL ppwgphu: buly husk™u £ np dEyp $putiuwigh
U'pLiwy, huep ghip $pwiivwigh Y'plk, hy Yp lpuitwyk
dnwitiuwigh ppjwy. Yud huy, Yud Yypugh, ud pnipg:

SnLup, o6wpup pwulwght kP Uyt £ np Juypp hnnh Yp
Jtpwék: 3nnh Up ubthwywuniphiip nibtbwp h'uy Yapw
quju ninLbh Yp Yypwsk: Np wwpneh” hnt, Shwuht np
pwdhu hwnth pninph’t, pwith” utipniim:

Wu wphuwnwtpn upwdhn ypouwnpnhrup dpt £ dwpnng
dwuht L yuwwndniptwt pipwgpht yuwwnwhwédh dwuht,
pwyg phipnLwé wy) Ywpnwuhpwwi nwppbpwyny:
Yuphp squwy ywwndniphiup tnptu G Ypyhu gpbpne:
Bdwpuniphrup ey E G dhwl: Mwwndniphrup

unpEt wwwndbne thnfuwpkEt wyu gnpdp whunh iy
qunuwthwpubtpne tpnjjutip Gr dwpnne punjpht dwuht
npunhwtnip hwujwgnipehet dp:

Utijuwpwudwt dky Gptp Yapwywp dninp Yp gnpotu
wnwpwédnLphUE dp tkpu’ wnwug ghnbnt pE n'Lp Gu:
Upwnwnng pljwnt ggugnedp nLuht, hptup ghptiup
wnwpophtiwy Yp gquili, puyg gnyniphit nLuha hnt,

wyn nwpwénLptwt Uke: Mhnh Juptuw'u wyn
wnwnwonLphLup Yyipwét) hphug mwpwéniptiwi, pE”
huswku np £ whwnh aghit be Gppwt: fwukpp 'oqut™y, np
hptugp nupatutt mwpwonLphLup, Jud Ypuw’a hptup
agnyniphLt nLutitiw) wnwug pwutpne: bptug winitup hnt
E nip hptig pwiknt b, pE” hnt, nup hptlg twhuthutipp
pubip Gu hptug np Y& qununth:

8nwgpp b wwpwnpniphup® @wihu Mhyhrpphippatwut
Stdhpéh Mwundniptwt htnhtw" Uwbwbpp Lwnwywy,
Yhipuk Opuwy, (Guht Mhyhrpphippatiwt SEdhpah
Muwpnnutp’ 3phutht Lnppdw, Yhijut Opwy, (Fwhu
Mhyhrpphipptiwt SEdhp6h GpwdynniphLup Eoqlhip
Gppdwgh G Lphuphtuw Ynppypnyu

Kunstler-Statement

Unheimlich

Es gibt eine Geschichte, in der der Falke in Wahrheit ein Esel
ist. Und das Nashorn ist eigentlich ein Schaf. Und es gibt
einen Leguan, der ist Klinstler und bastelt Hangematten

und Liegestuhle. Einer nach dem anderen gehen sie zu
verschiedenen Zeiten auf einen Hiigel, setzen sich nieder
und denken dariber nach, dass dieses seltsame, einzigartige
Land einstmals ihren Vorfahren gehorte.

In dieser Geschichte gibt es ein Stlick Land, das drei Tiere,
die nicht sie selbst sind, nicht miteinander teilen kénnen. Tief
in ihrem Inneren sind sie alle etwas anderes. Wir alle sind in
unserem Inneren etwas anderes und kdnnen nicht wissen,
woher wir unsere Gene haben. Keiner weif3, wer er ist. Wenn
jemand meint, er sei Franzose, ist er wirklich rein franzdsisch,
oder wurde er Uber die Jahrhunderte vermischt? Und was
macht jemanden zu einem Franzosen, was bedeutet das? Zu
einem Armenier, Georgier oder Tirken?

Ein Heim ist sehr wertvoll. Was macht einen Ort zu einem
Heim? In welcher Form eigenen wir uns einen Ort an, damit
er unser Zuhause wird? Indem wir dort leben, den Ort teilen,
Uber wieviele Generationen?

Dieses Stuick erzahlt auf humorvolle Weise und in einer
anderen menschlichen Dimension, wie man die Menschen
verstehen kann und was sie in der Geschichte erlebten.
Die Geschichte muss nicht immer wieder neu geschrieben
werden. Es gibt nur eine Wahrheit. Anstatt die Geschichte
neu zu erzahlen, liefert uns dieses Stiick Einblicke in die
Ideenwelt, ein allgemeines Verstandnis der menschlichen
Natur.

Konzept & Choreografie: Talin BlyukkUrkciyan Demirci
Geschichte: Canberk Karacay, Gllce Oral, Talin
Buyukkurkciyan Demirci

Tanzer: Hiseyin Korkma, Gulce Oral, Talin BlyUkkirkciyan
Musik: Ozgiir Yilmaz und Kristina Golubkova

Konzept: Drei Figuren betreten einen Raum, ohne zu wissen,
wo sie sich befinden. lhnen ist unheimlich, sie flhlen sich
merkwurdig, aber sie existieren dort. Wird es ihnen gelingen,
sich diesen Raum anzueignen, oder belassen sie ihn so wie
er ist, und gehen? Machen Gegenstande den Ort zu ihrem
eigenen, oder kénnen sie nicht ohne Gegenstande existieren?
Ist ihre Heimat dort, wo sich ihr Besitz befindet, oder ist sie an
dem Ort, den ihre Vorfahren als Heimat bezeichneten?
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Hera Blyuktasciyan - CV

Born in Istanbul, 1984. Graduated from Marmara Uni-
versity, Faculty of Fine Arts, (2006). Lives and works in
Istanbul. The artist uses the notion of the “other” and
combines it with the concepts of absence and invis-
ibility, in order to compose an imaginary connection
between identity, memory, space & time through “the
other”. In her recent works to inquire the meaning of
“absence” within the collective memory, she focuses
on urban transformation, which causes disappear-
ance, invisibility, isolation and otherness within the
framework of communities, history, timespace and
memory.

Selected exhibitions she participated in include: “Envy,
Enmity, Embarrassment” (ARTER, Istanbul, 2013); “In
Situ” (PiST///, Istanbul, 2013); “The Land Across the
Blind” (2014, Galeri Mana, Istanbul); “The Jerusalem
Show” (Jerusalem, 2014); “Fishbone” (State of Con-
cept, Athens, 2015); Century of Centuries (SALT, Istan-
bul, 2015); 56th Venice Biennale, Armenian Pavillion
(Venice, 2015)
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“Kor Topografya” zaman, tarih ve cografya agilarindan
gorinmez veya bilinmez perspektiflerin haritasinin ¢ikariimasi
kavramina odaklanan, 2014-2015 tarihlerine ait, slirmekte
olan bir desen serisi.

Antik Yunan’da topografi kelimesi bir yerin ayrintili tarifinden
ortaya ¢ikmistir. Kelime, Yunanca T6m0g (topos, “yer”) ve
-ypooia (-graphia, “yazma”) kelimelerinden gelmektedir.
Klasik yazinda bu, simdi yaygin sekilde ‘yerel tarih’ olarak
adlandirilan, bir yere veya cografyaya iliskin yazilari ifade eder.

Hikaye anlaticilari ve kahramanlari zaman ve mekan boyunca
degisen s06zIU tarih, gelecekteki varislerin bu anlatilar
bozmaksizin, tarihi ya da gecmisi yeniden insa ederek
iletmesini saglamaktadir. Bu yeniden yaratma araciliglyla,
hafizalardaki kalinti seklindeki gérlinmez tarih parcalari, farkl
varolussal topografyalarda konumlandiriimaktadir.

“Kor Topografya”nin iginde bulunan ve zamanin kayitlari
tarafindan ya Usti 6rtiimus ya da korlestirilmis ikonografik
unsurlar ve sekiller, adeta bilingsizce veya zorla bilinmez
manzaralara dogru hareket eder goriinlyor. Yuzyillardir
yalnizca ruhani bilgiyi yansitan nesneler olarak degil, aslen
yasamin her ydonunin kaydini tutmayi strduren fiziksel
dlinyanin gériinmez izleyicileri olarak glindelik hayatta 6zel bir
role sahip ikonlar. Bu seri kapsaminda onlar, zamanin varisleri
olarak, hafizanin yeniden kurgulanmasini canlandiran hikaye
anlaticilari haline geliyorlar.

Sekillerin gérinmez perspektiflere yonelik gorilmeyen her
bir adimi, tarihin haritalandiriimasi igin yeni yollar tanimlyor.
Gelecegin gercegi olan bilinmez olmak, bir korlik hissi
yaratiyor ama nihayetinde sdylendigi gibi “su akiyor, yolunu
buluyor.”

UpnLtunmwgbwnht juoupn

«4njp mbnwgpniphLup» 2014-2015 pniwwutbpn
qowgnniphLuttpnL pupwgnn Qwpp dpt k np
ytnpnuwgwé £ winmbuwth jud wiywyn
wwwnytpwgnrdutip dwdwtwyh, wwwndniptwl Ge
wphuwphwgpniptwt Gptuwyutpny ywthwgpbne
hwuljwgniptwt Yypuwy:

Topography-StnwgnpnrphLt tqpnjep hht 3nLtwuwnwth
ke 6unLun wnwo E hppbL mwpwonLptwl dwiupwiwut
ujwpwgpniphirt: fwnp jnLuwptt 16nog (enthnu, «ntiny)
LL -ypaia (-npwdhw, «gpkip) puntpkt Jugquniws

E Twuwut gpujuunipbwt dke minugnnipehrup
J'wntynih Juyph dp jud wphuwphwgpniphruutpne
dwuht gpbniy, wyt huyp np hhiw punhwupwwku
«nbnuywt ywwmdniphru» Yp Ynsnih:

Puwtwrnp ywwndniphrup, npnit ywwndwuwgubipn G
gnpoénn wuatpp dwdwtwyh G mwpwédnLptwt Uk

Up thnhunLht, htwpwinpniphLt Ynr nwy wywquy
dwnwugnpnutpnit wyu ywwndniphruutpp wewunk)-
thnfuwigijne ny pE gwipnb-thaptind, wy) wwwndniphrup
Jud wugbwp yapuytpmbny: Yu yap-w-wpwpnidh
pundkbokbt wwwndniptwl wuntuwubh paynputbp,
nputu jhpnnniptiwl dke dtwgnpnpe, Yp mbnujuwynih
gnjuywunuwjut nwppbp mnugpniphiruutpne dk:

«4njn mbnuagpniptwt» UEvh uppuwywwnytpwyhtu
wmwnptpt ne yapyuwptbpp, npnup ud Ynipgwd Gu, jud
dwiwtwyh wpawuwgpniphruutpny ywwnniws, Yp pnih
pE wughnwygwpwn Jud wipnne pwihny §’'puputwt
nEwh wiguwyn puwphuwphutp. uppwwywwnytputp, npnup
nwntpk h ytp juwnney ntip ntuht wnoptiwyg Yawupht

uke ny thuwyu npwku hnglitnp ghntijhp wpunwgninn
wnwpyuubp, wj] dwtwrwn thrptnEt wtuwphh
wlwnbuwibh hwunhuwwmbutbp, npnup Yp upnLuwytu
wpawtwgnt) Ytwuph hrpwpwighip Gphiuwyp: Yu
2wppht Uk wuntp §p nunuwt wjt wwwndiwuwgubpp,
npnup Ypyhtt Yp pwnupytijhpnnniptwt
Jtpwywnnignidp hpptic dwdwtwyh dwnwugniehru:

Ubpwwpubpne nkyh wuonbuwubh htnwuuputp
hLpwpwtyhip wumbu pwypn wwwndnphrup ywthwgpbne
unp Gwtwwwnphtutp yp vwhdwuk: Uyguquyh

thwuwp, wiywynp ppjwiny, Yp unbnoék ynipnipbwt
qqugnnniphil. L uwuyt, htswktu Y’pukl’ pninp ghntpp
ony Yp puwithht:

Kunstler-Statement

,Blinde Topographie“ ist eine von 2014 bis 2015 fortlaufende
Serie von Zeichnungen, die sich mit der Kartierung
unsichtbarer oder unbekannter Perspektiven unter dem
Gesichtspunkt von Zeit, Geschichte und Geografie befasst.
Der Begriff Topographie entstand im antiken Griechenland
als detaillierte Beschreibung eines Orts. Das Wort stammt
aus den griechischen Wortern Tomog (topos, Ort) und -ypa@ic
(-graphia, zeichnen). In der klassischen Literatur bedeutet es
das Schreiben Uber einen Ort oder Gebiete, was man heute
weitestgehend als ,lokale Geschichte® bezeichnet.

Die oral history, deren Geschichtenerzahler und Protagonisten
sich nach Ort und Zeit andern, erméglicht den kinftigen
Erben, diese Narrative nicht durch Zerstérung, sondern
vielmehr durch die Wiederherstellung der Geschichte oder
der Vergangenheit zu Ubertragen. Durch diese Neuschépfung
werden unsichtbare Fragmente der Geschichte als
Uberbleibsel des Erinnerns in verschiedene existenzielle
Topografien platziert.

Die ikonografischen Elemente und Figuren in ,Blinde
Topographie“, die entweder geblendet oder Uberdeckt wurden
von den Uberlieferungen der Geschichte, scheinen sich
unbewusst oder energisch auf unbekannte Landschaften
zuzubewegen. Symbole, die seit Jahrhunderten eine
besondere Rolle im Alltagsleben spielen, als Objekte, die
nicht nur spirituelles Wissen reflektieren, sondern die
unsichtbaren Betrachter der physischen Welt sind, die jeden
Aspekt des Lebens aufzeichnen. In dieser Serie werden sie

zu den Geschichtenerzahlern, die die Wiederherstellung der
Erinnerung als Erben der Zeit vorantreiben. Jeder unbemerkte
Schritt der Figuren in Richtung der unsichtbaren Perspektiven
definiert neue Routen fiir das Geschichts-Mapping. Die
Zukunft als das Unbekannte schafft ein Geflihl der Blindheit,
doch wie heifdt es so schon: ,Alle Flisse flieBen ins Meer*.
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Silvina Der-Meguerditchian - CV

Born in Buenos Aires, Argentina, in 1967 and lives
and works in Berlin. The artist is the grand-daughter
of Armenian immigrants to Argentina. Her artistic work
deals with issues related to national identity, memory,
the role of minorities in the society and the potential
of a space “in between.” Der-Meguerditchian is inter-
ested in the impact of migration in the urban space
and its consequences. Her work uses different medias
such as installation, video, sound, rugs, and perfor-
mance. She is initiator of the platform for Armenian
artists Underconstruction. Since 2010 she is artistic
director of Houshamadyan (www.houshamadyan.org),
a project to reconstruct Ottoman Armenian town and
village life. Her projects were awarded with scholar-
ships from the European Cultural Foundation (ECF),
Soros Foundation, Heinrich Boll Foundation, Tufenkian
Foundation, Gulbenkian Foundation, the Kulturakad-
emie Tarabya in Istanbul, a residency program of the
German Foreign Ministry and the Goethe Institute.
In 2015 she participated in Armenity, the Armenian
Pavilion at the 56. Venice Biennial awarded with the
Golden Lion.
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Video yerlestirmem “dansa devam” hakkinda

Amator dans grubu Gayané’yi Buenos Aires’te filme cekmeye
gitti8imde (2013) 6nyargilarim vardi: bu kirk gencin yiz yil
sonra, 10.000 km uzakta, tipki blytkanne ve blylkbabalari
gibi, ayni Ermeni danslarini sunmak Uizere -koreografisini veya
hareketlerini degistirmeksizin- neden her hafta bulustugunu
merak ediyordum. Kendi kendime “bu gencler resmen

dik kafall, zamana ve mekéana saplanip kalmislar” diye
distinmustim.

Bir sire orada bulunduktan ve bazilariyla gérustikten sonra
hatall oldugumu anladim: hareketlerinde direnis var, birlikte
olmanin zevkine varma arzusunu paylasiyorlar ve dilin
Otesinde bir seyi, bedenin 6ziinde olan, bltlin bir bedenin
hatirasini deneyimliyorlar. Adaletin yeniden kurulmasi
temennisini ortaya koyuyorlar. Daha sonrasinda ise Toronto,
Sidney, Beyrut, Washington, Lyon, Buenos Aires ve Erivan’da
dans eden Ermeni Diasporasi’'na ait goruntulerle, bu
14-kanall yerlestirmeyi gelistirdim.

Unutmaya karsi soyut bir direnis olarak hareketler: bir ruhu
saklayan jestler ve hareket dizileri, bize tam ve butun bir
beden olmanin nasil bir sey oldugunu hatirlatiyorlar.

Erivan’da insanlar bu yaz elektrik fiyatindaki ylkselisi protesto
etmek Uzere sokaklara ¢iktiginda direnislerini ortaya koyma
bicimiydi dans. Kalabaliklar, #electricyerevan sloganini ve
dansi, seslerini duyurmak icin kullanmisti.

Bu deneyim gelecek icin bir potansiyel tasiyor; tabii eger bu
hareketleri ve icinden geldikleri tecriibeyi kutsallastirmadan
kullanma cesareti gosterebilirsek.

UpnLtunmwgbwnht juoupn

Gnp Yippuwh MnLkunu Wptuh Guwjhwuk

uhpnpuwywt ywpwhinidpp tupwhwubne (2013),
Uwhiwwwpwpnidubp nLukh, htsn’y,- Yp dnwskh,- wyu
pwnwunLl Gphnwuwpnutpp hwphip mwph wag,

10 000 pu htinwirnpniptwl Yypwy wdkt Qupwpe Yn
hwirwpniht yuwptne tnju hwyjuywt ywpkpp, np hpkug
wyniywytnp Yp yupkht' wnwtg thnfutne ywph
ptdwnpniphLup jud wdttwnniqu pwyjjt nL updnidn:
«Wu Jwpnhyp judwn Gu,- Yp dnwokh,- dwdwuwyh Go
wtinh Uk hupnLwo-duwguwd Gux:

Npnp dudwtwy hntt wugpub|k G wiunugdk pwth dp
hnghh htun hwpgwqgpnyg pubjt Gnp hwuyguy, np Yp
uhuw)kEh: Ppttg pupdnidutpnitu ke nhdwnpniphru
Juwp, wunup pninpt wy nLubht thwutinephrup Juybjbine
thwithwipp GL Ywynkht pwt dp, np jignit wy Yp
quiugk, pwt dp np tbpwwnney E dwpdhtuht G yp jnpk
wlhniy Jwpdhtht dwuht: Uunup wpnupnptwt
Jtpwywugqunidh dwnpwuph dp étup Yp uwnwpkht:
tnwquyht wyu 14-channel mtnwnpniup punjujutgh
huyyuywt Uthhinpp h (@npnupo, Uhnth, MEpnpe,
Nrwphuypent, Lhnt, Mnikunu Ujptu, Gptrwd... qupbne
pupwgpht wwwnytpnn tyuputpny:

cwndnriutipp nptu yipugujwu nhiwnpniphru
punntd Unnwgniptiwl’ Qupdnidubp b pupdnidubpn
htippwwuntphLuttp, npnup ngh Yp wwhwywuku, npnup
utigh Yp jhpigutit pE hy pwitt Ep wdpnnowwt dwpudhu
pLwn:

Muwntp npyku nhdwnpniphrt npubinpniigur wyju wiwn
GptLwth dky, tipp dwpnhy thnnng nnipu Gjut pnnnpbjnc
Glyunpwywt hnuwuph ghutpne pwpapwgnidhu

nkd: Wdpnfup hp awyup ubih nwpaubne hwdwp

nhutg «#electricyerevan» Jupquwhuouht Gr ywpkn
Yhpwnpytnii:

Wu thnpawnniehrup wywquy Up nLubuwne ubpned
Uptwy nLukuwy, GrE dtup jutunquhtup wju Qupdnidutpp
gnpowdknL wnwug tnthpuwjwtwgubne ny updnidubpp,
ny w)] thnpawnntphrup, npdk dtwéd Gu wuntp:

Kunstler-Statement

Uber meine Video-Installation “still dancing”

Ich hatte so meine Vorurteile, als ich mich 2013 aufmachte,
die Amateur-Tanzgruppe Gayané in Buenos Aires zu filmen.
Ich fragte mich: Warum treffen sich diese vierzig jungen

Leute jede Woche, um hundert Jahre spater und in 10.000
Kilometer Entfernung dieselben armenischen Tanze zu
tanzen wie ihre UrgrofReltern, und das, ohne die Choreografie,
ja nicht einmal die geringste Bewegung zu verandern?

Ich dachte: Diese Leute sind stur, sie sind in Ort und Zeit
steckengeblieben.”

Nachdem ich eine Weile dort gewesen war und einige von
ihnen interviewt hatte, begriff ich, dass ich mich geirrt
hatte. In ihren Bewegungen liegt Widerstand, sie teilen

den Wunsch, die Gemeinschaft zu genielen und etwas

zu erleben, das Uber die Sprache hinausgeht, etwas, das
dem Korper innewohnt: die Erinnerungen an einen intakten
Korper. Sie stellen den Wunsch dar, die Gerechtigkeit wieder
herzustellen. Spater entwickelte ich daraus diese 14-Kanal-
Installation mit Bildern der armenischen Diaspora, wie sie
tanzt in Toronto, Sidney, Beirut, Washington, Lyon, Buenos
Aires, Eriwan ...

Bewegungen als die abstrakte Rebellion gegen das
Vergessen: Gesten und Bewegungssequenzen, die eine Seele
bewahren, und die uns daran erinnern, wie es war, ein ganzer
Kdrper zu sein.

Tanz als Widerstand war ein fester Bestandteil dieses
Sommers in Eriwan, als die Menschen auf die StraBe gingen,
um gegen die Strompreiserh6hung zu protestieren. Die
Massen benutzten den Hashtag #electricyerevan und das
Tanzen, um ihrer Stimme Gehor zu verschaffen. Wenn wir es
wagen, diese Bewegungen zu nutzen, und dabei weder die
Bewegungen noch ihren Ursprung hochstilisieren, dann hat
diese Erfahrung ein enormes Potential fur die Zukunft.
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Archi Galentz - CV

Born in Moscow in 1971 in a family with a long artistic
history. In 1988, he took his A-level in Moscow and in
1989 entered the State University of Arts and Theatre
in Yerevan, Armenia. In 1992 he was invited as a guest
student to Berlin University of Arts (UdK Berlin) and
studied fine art until 2000 obtaining a Master degree
(1997 under Professor Klaus Fussmann) and pre-di-
ploma in Industrial Design (2000). He lives and works
in Berlin, Moscow and Yerevan.

A recurrent theme that is central to his artistic work is
the question of Armenian identity and the resurgence
of awareness especially in relation to political factors
such as the demise of the Soviet Union

Since 1989, Archi Galentz has exhibited his works in
more than 80 international exhibitions mostly in Ber-
lin. Among them are: group shows in MoCA Skopje
(Macedonia, 2004 and 2006); MoCA Belgrade (Serbia
2005); City Museum Helsinki (2005); MoCA Medellin
(Columbia 2005); various exhibitions in Yerevan (Ar-
menia 2005, 2006, 2007, 2008); additional event ex-
hibitions to Venice Bienalle in 2007, 2009 and 2011.

In a 2012 solo exhibition at the Society for the Pro-
tection of Human Dignity (GBM Galerie Berlin), he re-
ceived the Arshile Gorky Medal from Diaspora Ministry
of Armenia.

In 2000 he started curating. He has begun writing
articles for mass media since 2003. And since 2006
he has been teaching art. Since 2008 he has been
running an exhibition space in Berlin-Wedding (www.
interiorDAsein.de). His personal website is www.arri-
eregarde.org
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“Kutsalligi bozulmus Miize”, sanat yapitlarinin uluslararasi
dlzeyde sergilenmesini sorgulayan mekana 6zgl bir duvar
yerlestirmesidir. Sanat yapitlarinin ve doganin sekil verdigi
nesnelerin eski bir mlze duvarinin karmasik hali seklinde
dizenlenmesi, diinya capindaki bircok yerel miizede, eski
moda insancil bir anlati olusturmak igin gérsel sanatin
didaktik amaglarla kullanilmasina yonelik saf¢ca tutuma
yaziklaniyor. Bu mizenin kutsalligl, bazi kisimlarinin kesilerek
cikariimasi ve bir sergi icin alinip géturilmesi neticesinde,
belirgin bir sekilde bozulmustur.

2002’den bu yana, sanat yapitlarini (resimler, fotograflar ve
nesneler), bir zamanlar bu sanat yapitinin tzerinde yer almak
Uzere yaratildig duvar kalintilari ile birlikte sergiliyor, daha
onceki konsolidasyon ve ¢agdas yapibozum egilimlerinin
uzlasmazligini vurguluyorum. Birer heykel olarak sergi
mekaninda yerde duran duvar kesitleri, duvarlari ve yeriyle
birlikte salonun tim kdseleri veya sadece sergi duvarlarina
asili daha kuclk nesneler. Duvara asili duvarin igindeki
sanat...

Taninmis bir marka olusturup, Grinind diinya capinda yerel
pazarlarda yayan kiresel sanat pratigine karsi kuskucu
yaklasarak ve kendi sanatsal faaliyetime dair kabul edilebilir
bir forml olarak, Tutlin Deposu’nda, diger gorsel nesnelerin
yaninda bir Ermeni sanatc¢inin portresini sergilemeye karar
verdim. Ressam Armine Baronyan 1920’de Adapazari'nda,
bir demiryolu miihendisi ile bir okul 6gretmeninin kizi olarak
diinyaya gelmis. Dort yasinda Suriye’ye milteci olarak
gitmis ve Libnan’da sanat okumus. 1946 yilinda yasamay!
ve calismay slirdirecegi Sovyet Ermenistani’na gog etmis.
2007’de Erivan’da 6lene kadar, cumhuriyetin dagiimasinin
Oncesinde ve sonrasinda sik sik yurt disina seyahat etmis.
Ben sahip oldugum ve sergilenmekte olan, 70’lerin sonu

ya da 80’lerin basindan kim oldugu bilinmeyen bir kadini
resmeden bu portreyi, “Fosillesmeye Muracaat Muzesi” adli
yapitimda onurlandirmis oldugum seckin arkeologa ithaf
ediyorum.

Updtunmwgbinh funupn
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Kunstler-Statement

LEin entweihtes Museum* ist eine standortspezifische
Wandinstallation, die die internationale Praxis der Ausstellung
von Kunstwerken infrage stellt. Die Anordnung von
Kunstwerken und Steinobjekte in der komplexen Form einer
alten Museumswand beweint die naive Haltung, visuelle
Kunst flir didaktische Zwecke einzusetzen, um in fast allen
Museen der Welt einen altmodischen humanistischen
Narrativ zu schaffen. Dieses Museum wurde offensichtlich
geschandet, indem manche Teile herausgeschnitten und

fUr eine Ausstellung wegtransportiert wurden. Seit 2002
stelle ich Kunstwerke aus (Gemalde, Fotografien und
Objekte), und zwar zusammen mit den Wandresten, fir

die die Kunstwerke urspriinglich geschaffen wurden, um

den Antagonismus zwischen der einstigen Konsolisierung
und den gegenwartigen Tendenzen der Dekonstruktion
hervorzuheben. Wandausschnitte als Skulpturen auf

den Boden des Ausstellungsraums platziert, ganze
Wohnzimmerecken mit Wanden und Fuboden, oder kleinere
Objekte, die an der Ausstellungswand hangen. Kunst in der
Wand an einer Wand ...

Skeptisch gegenlber der globalisierten Praxis im Umgang mit
Kunst, die wiedererkennbare Marken formt und deren Werke
weltweit zu vermarktet, entschloss ich mich, neben anderen
visuellen Objekten,das Portrat einer armenischen Kiinstlerin
in einer Ausstellung im ehemaligen Istanbuler Tabakdepot
vorzustellen. Das war fur mein kiinstlerisches Schaffen eine
akzeptable Form.Die Malerin - Armine Baronian - wurde 1920
in Adapazari geboren, als Tochter eines Eisenbahningenieurs
und einer Schullehrerin. Im Alter von 4 Jahren fliichtete sie
nach Syrien, studierte Kunst in Libanon und emigrierte 1946
in die Sowjetrepublik Armenien, wo sie lebte und arbeitete,
vor und nach dem Zerfall der Sowjetunion intensiv reiste,

bis sie im Jahr 2007 in Eriwan verstarb. Ich widme dieses

in meinem Besitz befindliche Portrat einer unbekannten

Frau aus den spaten 1970er oder friihen 80er Jahren

dem berlihmten Archdologen, den ich in meinem Provinz-
»,Museum der versteinerten Appell“ die Ehre erweise.
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Linda Ganjian - CV

New York-based visual artist, focusing mainly on sculp-
ture. She was born in 1970 in Boston, shortly after her
parents emigrated from Istanbul. She studied at Bard
College (BA) and Hunter College CUNY (MFA) in New
York.

She has shown her work nationally and abroad, includ-
ing at the National Academy of Design, NYC; Socrates
Sculpture Park; Queens Museum; Storefront for Art
and Architecture; Brooklyn Museum; Stedelijk muse-
um de Lakenhal in Leiden, Holland, and the Armenian
Center for Contemporary Experimental Art in Yerevan.

She has received grants from the Queens Council on
the Arts, Pollack-Krasner, Artslink, and fellowships to
MacDowell Colony, Millay Colony. Her work has been
reviewed in Art in America and The New York Times,
among other publications.

She recently completed a commission for a NYC
school. She’s currently working on a commission for
the NYC subway.
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isim, genel anlamda minyatir olanin birikmesi sonucunda
anitsal olana ulasiyor. Bu minyatrler, Ortadogu ve Amerika
zanaat gelenegini kil, kagit, cimento ve dijital baskilar gibi
beklenmedik malzemelerle yeniden yorumluyor. Bicimlerin
bu diizenlemesiyle, bir anilar dizini ve kentsel peyzaja, bir
yerin kendine 6zgu tarihine veya daha kisisel bir anlatiya dair
izlenimler sunuyorum. Yapitim, bir kilavuz ve esin kaynagi
olarak halilar, yorganlar ve kaligrafinin icinde sakli anlam
kadar bicimsel yapidan da yararlaniyor. Heykellerim UGtopik
manzaralar olarak, gevreme bir diizen ve glizellik getirme,
etrafimdaki bigimlerin ve dokularin iclerinde sakl tarihleri
kadar, anarsik dizensizligini de ahenkli bir bltin seklinde
dizenleme girisimim olarak gorulebilir.

Avrupa’nin Hasta Adami'ndaki imgelem, iznik cinilerini

temel aliyor ancak kompozisyon, Grigoris Balakian’in Ermeni
sakinleri stirgiin edildikten sonra Hadjin kdytnin bakimsiz
kalmis bag ve bahgelerini tasvir ettigi Ermenilerin Golgothasi:
Ermeni Soykiriminin Anisi adli eserinin bir pasajindan ilham
aliyor. Otlara bogulmus vahsi, orman gibi bahceler, Ermeni
nifusun yoklugu ve baslarina gelen akibet bakimindan beni
gliclli bir metafor olarak etkilemisti. iznik imgelerimi, perisan
manzaraya uyarlayarak, imparatorlugun kendi kaosunun igine
dUstigu zamanki hasta haline de isaret etmeye galisiyorum.

UpnLtunmwgbwnht juoupn
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Kunstler-Statement

Meine Arbeit erreicht das Monumentale durch die
Zusammensetzung von Miniaturen. Diese Miniaturen
reinterpretieren handwerkliche Traditionen des Nahen
Ostens und Amerikas mit ungewdhnlichen Mitteln wie Ton,
Papier, Zement und Digitaldruck. Durch diese gemusterten
Anordnungen von Formen prasentiere ich eine Palette an
Erinnerungen und Eindriicken der urbanen Landschaft, die
konkrete Geschichte eines Orts, oder ein eher personliches
Narrativ. Als Leitfaden und als Inspiration bedient sich mein
Werk sowohl der formalen Struktur als auch der in Teppichen,
Quilts und der Kalligraphie inharenten Bedeutung. Meine
Skulpturen kdénnen als urbane Landschaften betrachtet
werden, als Versuch, Ordnung und Schdnheit in meine
Umgebung zu bringen, das anarchische Gewirr an Formen
und Beschaffenheiten um mich herum zu organisieren,
sowie die darin schlummernden Geschichten zu einem
harmonischen Ganzen zu formen.

Die Symbolik in ,,Der kranke Mann Europas* basiert auf
Izniker Keramik, die Komposition aber ist inspiriert von einer
Passage aus Krikor Balakians ,Das armenische Golgotha“:
Erinnerung an den armenischen Genozid, in dem er die
vernachlassigten Obsthaine und Garten in dem Dorf Hadjin
(Saimbeyli) nach der Deportation der armenischen Bewohner
beschreibt. Die wilden, Uberwucherten Garten sind eine
kraftvolle Metapher fir die Abwesenheit der armenischen
Bevélkerung und das Schicksal, das sie ereilte. Durch

die Einbettung der Izniker Symbolik in eine ungeordnete
Landschaft mdchte ich auch auf die Krankheit des Reichs
beim Absturz in sein eigenes Chaos hinweisen.
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Karine Matsakian - CV

Born in Leninakan in Armenia and studied at the
Yerevan art and theatre institute. Matsakian describes
her art as being “against the Neo patriarchal tendency
in our world.” Using advertising images— from maga-
zine cover pages, wallpaper, and other disposal ma-
terials—Matsakian questions the lifestyle choices of
modern society, and the illusions that the surfaces of
modernity present. She lives and works in Armenia.

My art is a bundle of petty-bourgeois idleness which
includes compulsive thoughts and “serious” discus-
sions on art, also standard moral preaches about life
and promising and loud manifestoes. It grows monoto-
nously and imperceptibly at the expense of your vanity
and your boring pursuit for survival, at the expense
of the hysteria of faithful wives and of the propriety
relations of the jealous parents. My art is about the
wrapper of not fully eaten chocolates, crumpled cig-
arette boxes, morning coffee rituals and genital hy-
giene. At the speed of Internet connection it opens
up a wide road of overall absorption in front of you; it
reserves the tracks to itself the memorial monuments

of non-permanent things.
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Sanatim, zorlayici distiinceler ve sanat Uzerine “ciddi”
tartismalarla, yasam Uzerine ahlaki vaazlar, imit veren ve
mubalagali manifestolar iceren bir demet kiiglk burjuva
aylaklig.

Sanatim, kibriniz ve hayatta kalmak icin sikici ugrasiniz,
kocalarina sadik karilarin histerisi ve kiskan¢ ebeveynlerin
terbiye iliskileri pahasina, monoton ve fark edilmez sekilde
buyuyor. Sanatim, heniiz tamami yenmemis gikolatalarin
ambalaj kagitlari, burusturulmus sigara kutulari, sabah
kahvesi rittelleri ve genital hijyen hakkinda.

internet baglanti hiziyla éniinlizde genis bir genel hazmetme
yolu aciyor; kulvarlari, kalici olmayan seylerin anisina yapiimis
anitlan kendine ayirarak.

Self-Servis videosunda, maskeli bir kadin durmaksizin dikerek
kendi bedeninin pargalarini Uretiyor ve arkaya asiyor. Bu
tekrarlayan eylem herhangi bir sonuca isaret etmiyor, sadece
var olusun boslugunu gosteriyor.

Bu, Self-Servis video sanatinin performansi. Var olusun
boslugu ve anlamsizligina karsl micadelemi sergiliyorum
ve bu durumdan ¢ikmanin bir yolunu bulamadigim igin

de, annemin rahmine geri donlyorum. Sonra yapay biri ...
beyaz yzll, beyazlar iginde, kimliksiz bir kisi olarak yeniden
doguyorum. Performans 40 dakika siruyor.

Updtunmwgbinh funupn
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Kunstler-Statement

Meine Kunst ist ein Bundel kleinburgerlichen MiRiggangs,
das geschnirt ist aus Zwangsgedanken und ,ernsten”
Debatten Uber Kunst, aber auch den Ublichen Moralpredikten
Uber das Leben und aus vielversprechenden und lautstarken
Manifesten. Es wachst eintdnig und unmerklich auf Kosten
unserer Eitelkeit und unserem 6den Streben nach dem
Uberleben, auf Kosten der Hysterie treuer Ehefrauen und

den anstandigen Beziehungen eifersuichtiger Eltern. Meine
Kunst handelt von der Verpackung nicht aufgegessener
Pralinen, zerknullter Zigarettenschachteln, allmorgendlichen
Kaffeeriten und Genitalhygiene. Mit der Geschwindigkeit
einer Internetverbindung eréffnet sie Ihnen eine breite Strafle
allumfassender Absorption, die Wege zu den Denkmalern
flichtiger Dinge behalt sie fir sich.

In dem Video ,Self-serving” stellt eine maskierte Frau ihre
eigenen Korperteile her, indem sie sie selbst ndht und dabei
nicht nachkommt. Diese wiederholte Tatigkeit flhrt zu keinem
Ergebnis, sondern zeigt nur die Leere der Existenz.

Diese Performance ist ein Stick ,eigennitziger” Videokunst.
Ich demonstriere meinen Kampf gegen die Leere und
Bedeutungslosigkeit des Daseins, und weil ich keinen Ausweg
finden kann, kehre ich in den Schof3 meiner Mutter zuruck.
Dann werde ich wiedergeboren als ein Kunstwesen, eine
Person mit einem weiffen Gesicht, liberall weifs und ohne
jegliche Identitat. Die Performance dauert vierzig Minuten.
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Mikayel Ohanjanyan - CV

Born in Yerevan, Armenia in 1976. He attended the
Terlemezyan state college of Fine Arts and then he
studied at the Yerevan (1995) state Academy of Fine
Arts (2001). In 2000 he moved to ltaly, entering the
Academy of Fine Arts of Florence (graduated with hon-
ours in 2005) where he still lives and works.

During his artistic activity he participated in various
exhibitions, both national and international, such as
56th Venice Biennale of Art in 2015 / National Pavilion
of Armenia, 54th Venice Biennale of Art in 2011 /Col-
lateral Event, 12th Venice Biennale of Architecture in
2010 / National Pavilion of Armenia, and he obtained
some important recognitions and prizes, as Golden Lion
/ Best National Participation - 56th Venice Biennale of
Artin 2015, 1st Prize / Premio Henraux 2014 (ltaly), 1st
Prize / Premio Targetti Light Art 2009 (ltaly), 1st Prize
/ MOVIN’UP 2006 (Italy) and 3rd Prize / 13th Dante’s
International Biennale of Ravenna 1998 (ltaly).

Member of the Art for the World (Geneva) and UNES-
CO’s International Association for Plastic Arts (Paris).

His works can be found in the private and public collec-
tions in Vatican, Armenia, Italy, Germany, Canada, the
Netherlands, Belgium and USA.
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Sanat yapitimdaki arastirmamda, bicime ve bunu bir kisiyle
ve kisinin fiziksel ve psikolojik algilamalariyla iliskilendiren
mekana odaklanmak istiyorum. Bu esin, Ermenistan’da
olgunlasmis deneyimlerimden kaynaklaniyor, kuvvetli bir
dogaya sahip, bana her zaman mekanin ritmi hissini gecirmis
bir Glkeden. Tim ¢alismalarimda ziyaretgiyi, zithklarla dolu ve
hem kisisel, hem de toplumsal bakis acisiyla gézlemlenmis
¢ok boyutlu bir gergeklige tasimaya ¢alisiyorum. Sundugum iki
is de Ozel olarak “TORUNLAR” sergisi icin tasarlandi.

“Senza titolo” Turk kdkenli bir arkadasimla Ermeni

soykirimi meselesi lzerine yapmis oldugum bir sohbete
dayaniyor. Onun dusuncesine gore soykirim, sadece Ermeni
Diasporasi’na ait bir icattl. Bu agiklamasindan ziyade, bunun
toplumsal ¢cikarimlarindan etkilenmistim: siyasi sebeplerle
manipule edilmekte olan gerceklik hakkinda herhangi bir
alglya sahip olmaksizin, cahillik ve kompleksler arasinda
kalmis kétil bir egitimin sekillendirmis oldugu kimlik. isimle,
ziyaretcinin dikkatini, sadece Turkiye veya Ermenistan’da
degil, ayni zamanda diinyanin geri kalaninda da mevcut olan
ve sik sik anlayissizlig§in, catismalarin ve dramatik olaylarin
sebebi olan bu gerceklige cekmek amacindayim. Bu yapit,
ikisinin ortak alaninin merkezine yerlestirilmis kiglk bir kip
araciliglyla bir arada tutulan metalden iki kiibik yapiyi temel
alan basit ama etkileyici bir heykel yerlestirmesi. iki daha
blyUk yapiyr ayakta tutan gerilim, kicuk klpun Gzerinde
birlesenle ayni ve bicimini tamamiyla bozan kimlik fikrine dair
bir metafor.

“Labirinto spaziale”, onun araciliglyla insanoglunun psiko-
fiziksel boyutu Gizerine dlisinmeye ¢alistigim bir yapit.
Burada, mekanlarin seffafligina ragmen kapali kapilarin
mevcudiyetinin psikolojik bir gerilim yarattig|, herhangi

makul bir yapinin 6tesinde birbiriyle baglantili “bos” odalar
bulunuyor. Bu yapitla, ziyaretcinin herhangi bir kisinin
karmasikliginin farkina varmasini istiyor ve onu bu bilinmeyen
boyutlarin icinden psikolojik bir yolculuga ¢cikmaya davet
ediyorum.

Updtunmwgbinh funupn

UwmtindwgnpoénLpnLutiiphu Ut swjwp L mwpwonLpyniup
ytpniobnt guuynipjniiu’ gnignpnywd dwpnne
dhghywywt W hnghipwuwwt puuwnidttph no
wphuwpwhuwywgph htin, quihu E3wjwunwuned
altwynpywé hd thnpahg W mywynpnipjnLutiphg:
Uqgntghy punipjudp odnJwé vh Gpyhp, npu hua

uhpwnn hwnnpnt) E mupwéwwu nhpuh hgnp
qqugnnnipjnLt: Wphuwwnwtpttphu thengny thnpanid

td nhwninnht ttipgpuyt) wtdtwjut L hwuwpwuyuwu
wnbtuwilynLuhg nruntdtwuhpyws, hwwunipyniuutpny jh,
funphpnwti;uyut, puquwpnjwunuwy dh hpwwuntpjuu

utip: GRANDCHILDREN twhiwgdht ubpjuyuguniyd td
hwwniy wju gntguhwuntuh hwdwp hpwjwtwgywé Gpyne
wphuwnwup”

“Senza titolo”, nph qunuthwpp wnwowgt) £ wggnipjudp
pnLnp th puytpnihne htwn hwytiph 1915 . ginuuwwunt pjut
onLne dwywjwd dbp gpnygh dudwuwy, npntin pun hpau®
Jwyng StnwuwwunipEnLup utyninph Ynnuihg htwpwéd
wwuwndnipnLt B Wn Jupyuép hua hwdwp nipwugpuy En ny
wjupwu hp dhunnnuywinLpjut hwdwp, nppwt unghwy -
hngpwuwywi nhinwytnhg ytpneétine wnnidny: funupu
hpwywunipniup hpunbtunptu puuybne nttwynieiniuhg
qnLpy, wunbnuynipjut W pwpnnyputph dto ptph
altwynpywé hupunipejwt ntuwyh dwuht E npt E) hwwhu
oguwgnpoynLy £ punwpwljut tnwppbp Qwhwpynidutph
tyuwwnwyutpny: Wu wphuwnwupny guuywuned Gd

nhwnnh niwnpnipynLup gpuyt tdwb futinph 2nipg, npp

ny thuyt wnluw E (@nipphuynid L 3wjwunwtney, wy) twle
nno wphuwnphney, hwéwh nuntwiny hwyuwunteyniuutph,
wnwpwawyunipnLiutph W npudwwnhy hpwnwpantpynLuttiph
wwwnwn: Whuwnwipp putnuuyhtt wwpg, puyjg
hwgbgwé pnjutnuynipjudp htunwjughw £ juqigué
tGpyne dtnwnt punwyniuh dwywjutiphg, npnup ywhned

Gl hptug wuuynit hwjwuwpwpnnipeynitp punphhy dky
wy” wytilh thnpp pwnwyniuh Swywyh, npu £ gqnugned £ wyu
tpyniuh nwpwodwywu dthetwytnnid: LwpyuénLpniLup,
npp hwjwuwpynnid £ Gpyne dwup dbnwnt dwdwjutpp,
dhlLunyu dwdwtwy jhunpnuwuned £ hupunipyjut
funphpnuitih? thnpphy pwpwyniunt ypuwr' utinuipgniptiny wyi:

“Labirinto spaziale”, npintin thnpanLy Gl nLuntduwuhpbyp
dwpnnt hnghpwtwywu L $hghjujut nmwpwédnLpynLuutpp:
Whnwnwupt hptuhg tGpjuywguned E npudwpwtwljut
alLtiphg nnipu hjnrujwé nmwpwowyjwt ublywyutp, nputn
stuwywd nwpwodnLpwl «pugupawly numwpynLpuuny,
thwy nnutiph wnjuwynieinLup untnénid £ hnghipwtwyw
Jwnpywéntpeinit: Wu wpjuwnwiupny guuywiuned Gd nhnnh
nwnpnLRjwup wpdwuwgub] dwpnne tGpwphuwphh

pwpn Enipyniup, hpuwyghptijing tpwt hngpwtwuw th
Gwlwwwphnpnnipwt’ nhyh wuswune dthewyuwyp:

Kunstler-Statement

Meine klinstlerische Suche konzentriert sich, basierend

auf meiner Kindheit und Jugend in Armenien, auf Form und
Raum in Relation zum Individuum und seinen physischen wie
psychologischen Wahrnehmungen. Armenien, gepragt durch
seine einzigartige Landschaft, hat mir immer ein starkes
Geflihl von raumlichen Rhythmus vermittelt. Mit meinen
Arbeiten mochte ich den Besucher in eine vielseitige Realitat
voller Kontraste entflihren, die aus einer personlichen wie
sozialen Perspektive entspringt. Ich prasentiere zwei Werke,
die beide speziell fur die Ausstellung ,GRANDCHILDREN*
konzipiert worden sind:

»Senza titolo“ beruht auf einer Unterhaltung, die ich mit einer
Freundin tirkischer Abstammung in Bezug auf den Genozid
an den Armeniern hatte. Ihrer Meinung nach sei der Genozid
nichts weiter als eine Erfindung der armenischen Diaspora.
Ich war nicht so sehr durch die Behauptung getroffen als

viel mehr wegen des sozialen Faktors, der dahinter steckt:
eine ldentitat, die durch eine fragwirdige Erziehung geformt
worden war, ohne jegliche Wahrnehmung der Realitat, die
wiederum fast immer fur politische Absichten manipuliert wird.
Mit meiner Arbeit mochte ich den Besucher zum Nachdenken
Uber dieses Dilemma anregen, das nicht nur in der Tirkei
oder Armenien existiert, sondern auch im Rest der Welt und
Anlass vieler Missverstandnisse, Konflikte und Tragddien ist.
Die Arbeit ist eine schlichte, aber doch pragnante Installation,
die aus zwei kubischen Strukturen aus Metall besteht, die
durch einen kleinen Wurfel im Zentrum ihres gemeinsamen
Raums im Schwebezustand gehalten werden. Die Spannung,
die die groRen Kuben aufrecht erhalten, ist dieselbe, die sich
auf den kleinen Wurfel, Metapher fiir Identitat, auswirkt und
ihn dabei vollkommen verformt.

,Labirinto spaziale* ist hingegen ein Werk, mit dem ich Uber
die psychisch-physische Dimension des Menschen reflektiere.
Es handelt sich um ,leere”, untereinander kommunizierende
Raume, jenseits jeder logischen Struktur, in denen trotz der
raumlichen Transparenz das Vorhandensein von Tiren eine
psychologische Spannung erzeugt. In diesem Fall méchte

ich die Aufmerksamkeit des Besuchers auf die Frage der
Komplexitat einer Person lenken und ihn dazu einladen, eine
psychologische Reise durch diese unbekannten Dimensionen
zu machen.
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Ani Setyan - CV

Ani Setyan was born in 1965 in Istanbul where she
currently lives and works. She completed her under-
graduate degree in 1993 and her master’s degree in
1998 at Mimar Sinan University Fine Arts Faculty Ce-
ramic Department. She has been participating in na-
tional and international contemporary art exhibitions
since 1995. Among them she showed at “Mythologies”
3rd Mardin Biennial, Mardin, Turkey (2015) / “Small
is Beautiful” Kuad Gallery; istanbul, Turkey (2014) /
“Fictions and Dissentions” 3rd International Canak-
kale Biennial”, Turkey (2012) / “Lives and Works in
istanbul” with Sophie Calle, istanbul (2010) / “Nuit
Blanche a istanbul”; French Cultural Center; Ley-
la cafe; istanbul, Turkey (2007) “The Force of Lan-
guage>ll: Becoming> Minor”; Diyarbakir Art Center,
Kegciburcu, Diyarbakir, Turkey (2004) “She Show” Ata
Center for Contemporary Arts; Sofia, Bulgaria (2002)
/ Biennal of Gyumri, Armenia (2000) / “The Other”,
Contemporary Art Exhibition , International Association
of Art-Turkey, Antrepo; istanbul, Turkey (1996)
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Tak tak tak, U¢ tak sesi;

sol ayak, sag ayak, baston - gelmek,

sol ayak, sag ayak, baston - ylirimek,
sol ayak, sag ayak, baston - yola ¢cikmak,
sol ayak, sag ayak, baston - tirmanmak,
sol ayak, sag ayak, baston - gitmek,
yarimek...

yurimek, yarimek,

ayak sUruyerek yurimek,

gitmek - gelmek,

sol ayak, sag ayak, baston...

tak tak tak - yitip gitmek...

GELDIM

3 tak sesi...YUrUrken bir ¢ift ayagin ¢ikardigl sese eslik
eden bir Gigiincl ses, bu ses ylrirken zorlanan bir bedene
eslik eder, bir yerden bir yere varmasina yardim eder...
etrafta yankilanan ses; sag ayak, sol ayak ve ona eslik eden
bastonun sesidir...

Bulundugu yerden kalkmak, bir yerden baska bir yere dogru
yola ¢ikmak, hedefledigi yere varmaya calismak, yirimek,
tak tak sesleri... sag ayak, sol ayak ve baston... Varig! Yola
¢ikildiktan sonra zorlu da olsa gerceklesmesi umut edilen

sey... kaplya, sokaga, cana, evlada, sehre, llkeye...Gelmeye...

Gitmeye...

Bir bilinmeyene...

UpnLtunmwgbwnht juoupn

(dwp pwp pwp, tptip pwpeh awjl...
awfu nunp, wo nnp, qurwqui - quy,
awfu nunp, wo nnp, qurwuqui - puyt,
awfu nup, we nnp, qurwqui - Gwdpwy by k),
awfu nunp, we nnp, quruqui - dwqighy,
awfu nunp, w9 nnp, qurwqui - Gppw,
puhi...

puti, puiti,

nunp pupynntiny puiti,

tnpw|-quy,

awpu nunp, w9 nnp, qurwuqud...

Pwp Pwp pwp - dnjnppy Gppuwy...

Guus

Gptip pwph awytbp... Gppnpn awju dp, np pwbne
pupwgpht Y’puytpwuwy gnjg dp nnpbpne awyuht... Wu
awjup Y'puytpwtwy dwpdth dp, np Yp ndnrwpuiwg
puwytnt... odwunwyk, npyktugh hwuth wntnk dp nkwyh
wy] wkn... Upawquiugnn awjup Yp yunuwth wo nnph,
awfu nunph GL wunp puytpwgnn qurwquuh awyud k...

Stinku G )6], Gwdpwy G)16) nEwyh wyp nunnniphey,
tywunwuwyktn hwutbne swtwy, pwyb), pwp-pwph
awyjubin... awhu nnp, we nnp nL qurwuqui... Iwuthy; Yo
pwiup, npnL hpwwuwgnidp, hng sk pE ndnLwp ppjwy, Yp
JnLuwtip... nkwh nnin, nEyh Gwdpwy, nkwh upptih, nkwh
quiLwly, pwnuwp, nfwh Gpyhp... Gppwne... Gwine...

QEwh wudwlop...

Kunstler-Statement

tack tack tack , das Gerdusch von drei Tacks;
linker FuB rechter Fuf Gehstock - kommen
linker FuB rechter Fuf Gehstock - laufen
linker FuB rechter Fu8 Gehstock - losgehen
linker FuB rechter Fu8 Gehstock - klettern
linker Fuf rechter Fu Gehstock - gehen
laufen...

laufen, laufen

dahinschlurfen,

gehen - kommen

linker FuB rechter Fu8 Gehstock

tack tack tack - verschwinden

ICH KAM

Dreimal tack ... Auf das Gerausch von zwei Schritten folgt ein
drittes Gerausch, das einen sich mihsam fortbewegenden
Korper begleitet, ihm hilft, von einem Ort zu einem anderen
zu gelangen... das Echo des Gerauschs. Rechter FuB, linker
Fu, und das begleitende Gerausch des Gehstocks...

Von seinem Platz aufstehen, von einem Ort zu einem
anderen gehen, versuchen, das Ziel zu erreichen, laufen,
das Gerausch von Tacks ... Rechter Fuf3, linker Fuf, und der
Gehstock. Die Ankunft! Das, was man sich erhofft hat, als
man sich, wenn auch nur unter Miihen, auf den Weg machte
... Zu gehen ... Zu kommen ... zur Tir, auf die Strafe, ins
Leben, zum Kind, in die Stadt, in das Land ...

Ins Unbekannte ...
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Arman Tadevosyan - CV

Born in Leninakan (Gyumri), Armenia in 1983, lives
and works in Nancy, France since 2010. In 1988, when
he was 5 years old, an earthquake hit Leninakan. The
destruction and despair that he saw after the earth-
quake has been engraved in his memory. In 2008,
he completed his studies at Gyumri Academy of Art in
the department of visual art. Currently, he is working
in a spectrum of visual arts, which includes paintings,
video, photography. Arman Tadevosyan is co-founder
of 5th Floor Cultural Group, which was established in
2006. This group was formed because young artists in
Gyumri needed a platform that provided an outlet to
express themselves outside of the restrictions that ac-
ademics placed on them www.5thfloorculturalgroup.
blogspot.fr

Alternative ways of interpreting the geopolitical trans-
formation in the Caucasus region has been an import-
ant creative challenge for Arman Tadevosyan. In 2010,
he started to work for Nancy Film Festival (Aye Aye)
to create a screening of Eastern European films and
directors. Since then, many projects has been curat-
ed and released by Arman Tadevosyan, serving as a
bridge between artists in the South Caucasus region
and France. In 2011, he initiated « Frozen » project, art-
ist residency in Kars-Gyumri-Diyarbakir. Between 2012
and 2014 he did a coordination of « Transkaukazja »

project in France. His work has been shown in many
exhibitions around the world, including, but not limited
to, France, Germany, Armenia and Turkey.
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Fakat bu oturan, duran, dans eden veya kipirdamayan kansiz
cansiz sillietler alemi de neyin nesi? Bazi insanlara, oldukc¢a
klinik bir alemi harekete gegiriyor gibi gortinebilirler - burada
tibbi cephaneligin de bir pargasi olan i1sik kutusu ile zuhur
eden “réntgen filmlerini” mi yorumluyorlar? mi. Oyleyse bir
sanatgl icin bu, sakh korkularin bir yankisi midir? Beden,
istirap igin ideal bir alan degil midir? ...yogun bir glivencesizlik
hissinin kaynag?

Digerleri, daha metafizik yaklasanlar; gercekligin 6tesinde
baska bir diinyadan bahsederler, dlller aleminden ...veya
melekler aleminden...

Ancak sanatgl, bizi kendi yorumlarimizla bas basa birakir!
izleyici igin her seye ragmen degerli bir yol gésterici olan
basliklarin agirligl altinda aslinda bize vektoriin baski oldugu
bir alemi ifsa eder.

Baski, uzun siire gériinmez kalan, bir cekmecede unutulmus
bir fotografin negatifi gibidir. Baski tersine gevrilmis gerceklik
ve ayni zamanda da gegiciligin siniridir. ...insanoglunun
eylemleri, yizlesmeleri veya ittifaklari... Baski yasanir
yasanmaz gecmise geri savrulan kisa dmurlu bir simdiki
zamanin isaretidir: belki de Hafiza’nin ¢agrisimidir.

Updtunmwgbinh funupn

Puyg htswb"u hwulwiwg hynLéywd, tunwd, Juuguws,
wwnnn jud wipupd nipjugdtiph wyu wphuwphp... Ndwug
wyt hhpigunid E yjhuhjuywt dhowywyp, pwth np
nLpjugoétipp tdw Gu nkunghywt wwwnytpubphy.

dh wphuwph, npt wyuwntin funpnpwgyt £ inruwghtt
wpynniy, npp unyuybu pd2yuywt ghtwingh punwnphy
E: Uhgnight uw wpytunwgtnh puptwé Juputph
wnawqu’upt £ Upnynp dwpdhup mwglwwh pugwpauly
wnwnwopn oE W wiuyniincpyut nLdghtt gquigiw
wnpjnLpp... Ugtjht. ndwup £ dinwdbhghjuyjwt
dunwhuwytignnnipjwdp fununtd G hpwwunipjniihg
wunht dtnjwjutiph yud £ hpunwyutiph wfuwphh
dwuht...Uwljuwjt wpytunmwgbtmp dtg htwpwynpnipyniu
E nwjhu dGytwpwtb)ng, htyytu judikuwup: Uh pwth
Jtptwgptp hnptiny, npnup dhLunytu dwdwtwy
quwhuwwntih nLntigniygutp G nhnnnh hwdwp,
hpwywuntd tw dkp hwywgpht £ hwuauntd dh

wphuwnh, nph yGyunpp npndt £ Fpnpdp incuwajuiph
ubquunhyht E tdwt, npp Gpup dwdwiwy duwgh)

E wunbuwubh, innwgywéd dh nupuyned: Fpnpdp
nojwd hpwywunepeiniut E, wugnnhy tplunyputph
hunwgywé pwpnLtwuywinipyniup * utdwu

dwpnyuyht gnpénnnipynLuutpht, tpwug pwhunidutphu
Juwu dapatgdwup... pndp yunwughy ubpyuyh

Wuwut £, npu wypywé hubntt yhu yuwnuwuned

E wugjuiht: 3twpwynp £ np wyt ngbynynidu £
3hpnnnipjwu: Edwunit) Ynunb

Kunstler-Statement

Was ist aber dieses Universum fleischloser Silhouetten, die
dastehen, dasitzen, tanzen oder statisch verharren? Manchen
Menschen konnte es so vorkommen, als evozierten sie eine
Art klinisches Universum - interpretieren sie ,Rontgenbilder”

- verstarkt durch den Lichtkasten, der ebenfalls zum
medizinischen Arsenal gehort! Fur den Kinstler ist es also
ein Echo verborgener Angste? Ist der Kérper nicht das ideale
Terrain fir Qualen? Die Quelle eines intensiven Geflihls von
Unsicherheit?

Andere, metaphysischer Naturen, sprechen von einer
anderen Welt jenseits der Realitat, dem Universum der Toten
... oder der Engel...

Der Kinstler aber Uberlasst uns unseren eigenen
Interpretationen! Er befrachtet uns mit Titeln, die dennoch
wertvolle Wegweiser sind; tatsachlich offenbart er uns ein
Universum, in dem der Druck als Vektor dient.

Der Druck ist wie das Negativ eines Fotos, das lange Zeit
unsichtbar bleibt, vergessen in einer Schublade. Der Druck
ist die umgekehrte Realitat und gleichzeitig die Grenze

der Verganglichkeit ... des menschlichen Handelns, der
Konfrontationen oder Verbindungen ... Der Druck ist das
Zeichen einer flichtigen Gegenwart, die, sobald sie gelebt
wurde, in die Vergangenheit zuriickgleitet: vielleicht das
Wachrufen einer Erinnerung,.
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Scout Tufankjian - CV

Born in 1977 in Boston, USA. Although best known for
her work documenting the Barack Obama campaigns,
Scout Tufankjian has spent the bulk of her career
working in the Middle East, covering the second intifa-
da from Gaza and the Arab Spring in Egypt. Her book
on the 2007-2008 Obama campaign, Yes We Can:
Barack Obama’s History-Making Presidential Cam-
paign was a New York Times and LA Times bestseller.
In the summer of 2012, she returned to the campaign
trail as a photographer for President Barack Obama’s
re-election campaign, where she took an image of the
President and the First Lady hugging that shattered all
social media records at the time. Her new book, There
is Only the Earth: Images from the Armenian Diaspora
Project, is the culmination of six years documenting
Armenian communities in over 20 different countries.
She is based in Brooklyn, NY and more of her work can
be seen at www.scouttufankjian.com.
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Buyurken tim Ermeniler beni blyulerdi. Kitaplari ve gazeteleri
inceliyor, Kalkuta'da okula giden Ermeni cocuklarinin,
Arjantin’deki futbolcularin veya Halep’teki dansgilarin
goruntllerine bakiyor, Ermeni-ligimizin bizi birbirimize
baglayip baglamadigini, ya da milteci blylklerimiz tarafindan
secilmis farkli yollarin bizi bir sekilde ayirip ayirmadigini merak
ediyordum.

2009’da bu sorulara yanitlar bulmak Uizere yola ¢iktim

ve boylece beni, alti farkl kitada Ermeni topluluklarini
fotograflamak ve buglinin Ermeni ailesinin bir portresini
olusturmak Uzere, yirmi besin Uzerinde farkh Ulkeye goétlren
yolculugum baslamis oldu. Los Angeles’taki araba yariscilari,
Suriyeli miilteciler, Liibnanli devrimciler, italyan kesisler,
Etiyopyali caz sarkicilari, Rus boksorler, Fransiz sarkicilar

ve Hint rugby oyunculari, hepsi burada, diinyanin dort bir
yanindaki Ermeni ailelerinin, séminelerinin Ustlerini, raflarini
susleyen aile resimlerine benzer sekilde sunuluyor.

Ve biz hala bir aileyiz, 100 yillik stirglin sonrasinda bile. Bu
kilise ve dil, gelenek ve yemekler sayesinde mi oldu? Yoksa
baska bir sey miydi? Fransa’da bir adam “Biliyor musun,
bir Ermeni ile karsilastigimda, ezelden beri dostmusuz gibi
oluyor... Atalarimiz ve tarihimiz nedeniyle o bag aninda
olusuyor” demisti.

Ve tamamen hakliydi. O zamana kadar, 100 yilin uzun bir
siire oldugunu disiniyordum ama bizler bin yili agkin

bir stre birlikte bir yasam surmustik. Onunla mukayese
edildiginde, 100 yil hi¢hir seydi. Diktigimiz agaclar hala
yasiyordu. Kharpert'in yamaglarinda bir zamanlar evlerimizin
oldugu yerler, eskiden o kente -simdinin klguk bir kdyu- yuva
demis olan binlerce Ermeni’nin bir kaniti olarak hala yerinde
duruyordu.

UpnLtunmwgbwnht juoupn

Uwuynipbwtu hpuwnipniwo Eh hd hwypttwyhgutpnyu:
Shpptip e pughpliip Yp qUuEh’ thuwnking
wwwnwnhyutp Ywijupwih hwy nypnguwt yquhyubnk,
Unpdwiphuh ke $nipun] wnwgnnutpk yud Iwtyh
wwnnn-ywpnrhhubpk G hupghuphu Yp hwpgukh.

utip hwy-niphiip Yp Shwgk’n dtg hpwpnt, pE” dtp
qunpwwu Utdé huyp-utd duyptpne ppuwd mwppkp
Gwdipwubipnp npn) wnnedutpny dkq Yp pwdukbht hpwpdk:

2009-ht Gwdpwy hujw) wju hwpgnidutpnLu
wwwnwupuwbbp thunnbing, G dwyp wnwe
Gwuipnpnniphit Up, np ghu Whnh mwukp wikih put
puwl tpyhp" yig mwpptp gudwpwdwubpne ypuwy

hwy hwdwjuptbp (nLuwtyuptine G wjuopniw huy
punwuhpht nhdwuywpp untnédbnL. «inpwy pkEhu»-h
dpgwpurnpnubp Lnu Wubk)tukt, qunpwywuttp
Uniphwyktl, jinuihnfuwjuutip Lhpwtwukd,
Juwlwwuttp buwhwyky, Guqg tpghsttip Genywhwyky,
pnugpwdwpuhyutp nruhwykl, Gpghytin Spwtuwyku
tiL nwywhh dwpghyutp 3unuuwnwiky, pnpnpp wjunbn
utipquywgnrwd Gt wyuwku htywyku wdpnng wphuwnphh
hwy punnwthputpp Yp gnigunptitt hptug uhpbhutpniu
wuwwnytputipp® junnting dtp pncjuwphubpp nu jnpoting
utip nupwyubtipku:

GL dtup mwywirht &up By puinwuhp, tnjuhuy hwphep
wmwnnLwt wpunpk Gunp: Upntop wju Gytntghht G
lagnLh’t Junphpt £ wiwunnyputpnLt G nunbijhph™a
>unphtpt £ @ nLph) put Jup: Spwtuugh dke dwpn

up puwl. «Ghwt"u his, Gpp Gu huyne dp hwanhwpy,
Jupoétu pE dkup dhpnn puytpttp Gnwo ppuip... Ywwn
wudhowwku Yp untindneh, wnweht huy yuypytwuky, dtp
twhuthutpnit G dGp ywwndniptwt pipnidng»:

GL Inht hpwrwgh Ep hupp: Uhty wyn Gu 100 nwpht Quwn
Gpyup dwdwuwy Yp wuwnytpwgukh, puyg dtup dbp
Ytwupn dthwuht wypwé Gup wiekjh pwt snpu hwqup
wnwph: Qnnp htn hwdtdwnws 100 mwupht pwit dp ok
Utip muuwé éwntipp ntin nne Gu: lvwppbpnh uwpwjwish
wnLpwyutipp, nup dwdwuwyht dtp wnincutipt Eh, uugniu
Juwyutpu Gu hwqupwenp huytpniy, npnup dwdwuwyhu
wju pwnwpen - wydd thnpphy ghinp- Ynstip G «inincuy:
Wupnipw, dhup tnwuiht kY dnnnynipn Gup' dky dtd
gtipnwuwnwt: Wu uwbpp wuywptih £ euet) punwdktup
100 mwpnrwt dke, nppwt wy ipypwqunny dky hpwpdk
htinnL uthnnrwé ppwtp:

- Yuy dhwyt kY Gpypwgniun. Ujunin @nedwipabut

Kunstler-Statement

Als Heranwachsende war ich fasziniert von meinen
armenischen Landsleuten. Ich stéberte in Bichern und
Zeitungen auf der Suche nach armenischen Schulkindern
in Kalkutta, FuBballern in Argentinien oder Tanzern in
Aleppo, und fragte mich: Verbindet uns unsere armenische
Abstammung, oder hatten die Wege, die unsere Grofeltern
auf der Flucht einschlugen, uns irgendwie voneinander
entfernt?

2009 brach ich auf, um Antworten auf diese Fragen zu
finden. Ich begab mich auf eine Reise, die mich in mehr als
20 Lander flhrte, und auf der ich armenische Gemeinden
auf sechs verschiedenen Kontinenten fotografierte, um

ein Portrat der heutigen armenischen Familie anzufertigen

- Dragster-Fahrer in LA, syrische Fllchtlinge, libanesische
Revolutionare, italienische Mdnche, athiopische Jazzsanger,
russische Boxer, franzdsische Sénger und indische
Rugbyspieler - dargestellt in derselben Weise, in der
armenische Familien UGberall auf der Welt Bilder ihrer Lieben
auf Kaminsimsen oder in Regalen zur Schau stellen.

Wir waren noch immer eine Familie, selbst nach Hundert
Jahren Exil. Beruhte diese Verbundenheit auf der Kirche
und der Sprache, den Traditionen und Speisen? Oder war es
etwas anderes? In Frankreich sagte mir ein Mann: ,Wissen
Sie, wenn ich einen Armenier treffe, ist es, als waren wir
schon ewig Freunde. Die Verbindung ist sofort da, aufgrund
unserer Vorfahren und unserer Geschichte.”

Und er hatte vollig recht. Bis dahin hatte ich hundert Jahre
flr eine lange Zeit gehalten, aber wir hatten doch mehr als
viertausend Jahre zusammengelebt. Im Vergleich dazu waren
hundert Jahre gar nichts. Die Baume, die wir gepflaznt hatten,
lebten noch immer. Die Furchen in den Hangen von Kharpert,
in denen einstmals unsere Hauser standen, sind Zeugnis fir
die Tausende von Armeniern, die diese Stadt - heute ist es
nur mehr ein winziges Dorf - ihr Zuhause nannten.

Naturlich waren wir noch immer ein Volk, eine weit verzweigte
Familie. Diese Bande lassen sich nicht einfach in hundert
Jahren ausradieren, egal, wie weit versprengt wir auf dem
Globus sind.

-Es gibt nur die Erde: Scout Tufankjian.
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Marie Zolamian - CV

From an Armenian descent, Marie Zolamian was born
in Beirut (Lebanon) in 1975. She lives and works in
Belgium since 1990. She studied marketing and fine
arts in Liege from 2001 to 2005, and did her aggrega-
tion in 2009 at La Cambre in Brussels.

She is since two years an art teacher at the Academy
of Fine Arts of Liége. Exhibitions of her work have been
shown at the Nadja Vilenne Gallery (Liege), Kiinstler-
haus Bethanien (Berlin 2013), Qalandiya Internationa
(Palestine 2012), NowBelgiumNow (Antwerp 2011),
Mamac (Liege museum 2009), and in other site spe-
cific spaces.

Marie Zolamian keeps trying to document the history
of others. Through the medium of drawing, but also
installations, videos and sound art pieces, the artist
addresses the issue of identity, integration, memory
and uprooting.

In an approach that draws its raw material from inter-
connecting experiences, the artist invites us to ques-
tion our beliefs and convictions through the Other in
order to broaden the range of possibilities.
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Sanatct metni

Benim isim, nihai olarak kurgusal bir etnoloji hakkinda
deneysel bir belgesel teskil edecek bir dizi kesit olarak
gorulebilir. Batili ve dogulu yasam bigimlerini, diistiinceleri
ve hikayeleri kesistiren kiiresellesmis bir diinyada, kendi
kokimden sokilmeyi deneyimliyorum.

Bana yabanci olan sec¢ilmis bir toplulugun mirasini
yakalamaya ve bir topluluga, bir topraga ait olma kavramini
sorgulamaya calisiyorum. Mikro topluluklardaki bu “secilmis
surglnler” mikro-hikayeleri ortaya ¢ikariyor. Bunlar
cogunlukla, bir yere veya miras kalmis bir nesneye yonelik
6znel bir bagliligl temel alan, bireyi ve toplulugu etkileyen bir
hikayeye, tanikliga dayaniyorlar.

Sonugta bunlar siireg icinde, kimlik, gelenek ve otantiklik
arasinda, yerel 6zellikler ve kultlr arasinda uyumsuz iligkilerin
kuruldugu, tekrarlayan bitiinlesme cabalaridir.

Calisma slreci, portrelerin seri Uretimini, cevre ile kisisel veya
kolektif bir tarih arasindaki baglantilari temel aliyor. Her dizi,
buradaki bir bilinmezden baslayarak oradaki bir bilinmeze
giden, gorsel olarak arsivlenmis bir yol.

“TORUNLAR” sergisinde 2007-2008 tarihli resimlerden
olusan, “biz her yerde” serisini sergileyecegim.

“nous partout” (“biz her yerde”) kanvas Uzerine 13 yagliboya
resimden olusan bir déngu. Bunlar bir ailenin ¢ekirdegi ile
60’lardan ve 70’lerden gelen baska siyah beyaz fotograflara
ait 13 setin dizenlenmesinin bir sonucu.

Aile grubu, yetiskin bir kadinin (anne veya blylkanne)
etrafini gevrelemis dort gocuktan olusan tggen seklinde bir
kompozisyon, bir veya birgok fotograftan ilham almis 13 sette
de sabit kalyor.

Karakterler degismez goriinliyor (sadece giysilerinin rengi
degisiyor). Ancak igcinde goériindikleri ortamlara karsi belirgin
kayitsizliklarinin altinda, ufak ufak onlarin yaratiklardan
ziyade yaraticilar oldugu hissi uyaniyor. Bu, i¢erik ve onu
iceren arasinda meydana gelen bir yeniden diizenlenme ve
sabit, karsilikh bir deformasyon.

UnnLGunmwgkbmhtu juoupp

bu wphuwnwitpp uptifh E nhunwpyty dh $hpdh
Jwonpnniphwl wku, np h Yytpop Yp Juqdk thnpatwju
Juwrtpwgpwyuwi dh Ytnd wgqupuountphrt: Gu Yp
thnpawpytd huptwwnwywpdwt wpdwwnwhihp
gnpwhqugniwéd wppuwpniy dky, np Yp huwntnipnk
Upbrdnbwi G Upbrbbwt wypbuytpup, dnpbpp Go
wwwnuinLphLutitpp: Up thnpatid Jonbuw) punpniwod
hwdwjuputiptt dwnwugniLphLutpEt npnup onwp Gu
hua, hwpgwpettt) td hwuugniphrip unwutyniptwd,
hwdwjuph G vh Gpyph wunwdwygniphrup: Yu
«punpniwd wpunputipp» dwup hwdwytputpnet dke

Up hwinhytgutu dJwup wwwndniphruubp: Lpwug
punhwinip wnwudatwywuniphrup hhdunLwd £
wwwnintptwt Ypwy, yyuyniphrut £ np wgnned £
wlhwwnht nL hwiwyupht, hhduntwé b Gipuyjujuuu
Juwwygniiht dwunwiquwd ntnnid n opjywnh htwn:
tpop, npwup hunkgpdwt Ypyuned thnpatp Gu, npuntin
tpptdt wuhwiwwywwnwupiw jupwpbpnirphLuttpp
hwuwnwwnt) G, hupuniptwt, wrwunnipbwt Go
Juirtpwwuntptwl dheti, ntnh e Qwynjph dheti:

Whiwwnwiph gnpépupwgp hhduniwé E uiphwywu
nhidwujuwpubpne wpunwnpnipbwt Yypuy, 2pewuy
dhowywynph G wuatwuwt jud hwrwpwluwt
wwwndnLphwl Juwtph ypwy: brpupwship puppp
wnpfuhywugynid nbGunnuyjuu htnwghs £, ujuned vh
ownwn wju ntnkEu mtnuthnhubne £ nfyh wyuwywn hnu:

«@FNOFLEN» gniguwhwunktuh pupwgpht gnyg whnh nwd
uh pnjwitnuy uuputp 2007-2008 pnLwwikly, «dtup
wuiku nbn»:«dtup wdtt mbn»-n 13 Gt Gk hcquubpy
Juwh ypwy (unpuwunniwd twwywunwyh unuhua htim)
ujuwnubp Gu: Gwppp wpnhitp B yGpujugqiuybpudwd,
punwutwt hwenph nhdwuwnph Ge 13 qupntpne
udhotit, GYwd niphp ubiL G uyhwnwy 60-70 nmwphutpne
ujwputpkt: Lunwuhpht funwdpp, Gnwuyhrt Juquiniwd

E, 4 qurwyutp yanpnuwgniwé G tnwuphpnun Juny pnipo
(Juyp Juwd dtéd dwyp), np Yp duwy Juyned, 13 pupnitwy
qupnuuuwnputipp tbppusniwé Gt 4By jud with
quuniwo |nLuwtwputipk:

StintipnLt dwupnuwwwnytputpp wumwpptp Y'Gpkehu,
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Kunstler-Statement

Mein Werk kann als eine Serie von Sequenzen betrachtet
werden, die am Ende eine experimentelle Dokumentation
einer fiktionalen Ethnologie schafft. Ich erlebe die
Selbstentwurzelung in einer globalisierten Welt, die westliche
und ostliche Lebensformen, Gedanken und Geschichten
miteinander kreuzt.

Ich beméchtige mich des Erbes einer gewéhlten
Gemeinschaft, die mir fremd ist, und stelle dabei den Begriff
der Zugehorigkeit zu einer Gemeinschaft, zu einer Region

in Frage. Diese ,gewahlten Exile* in Mikrogesellschaften
bringen Mikrogeschichten hervor. Sie stiitzen sich zumeist
auf eine Geschichte, ein Zeugnis, das das Individuum und
die Gemeinschaft beeinflusst, auf der Basis einer subjektiven
Verbundenheit an eine Person oder ein ererbtes Objekt.

Letztlich handelt es sich um wiederholte Integrations-
versuche, bei denen disharmonische Beziehungen zwischen
Identitat, Tradition und Authentizitét, zwischen Ortlichkeit
und Kultur entstehen. Der Arbeitsprozess basiert auf einer
Serienproduktion von Portréats, von Verbindungen zwischen
der Umgebung und einer personlichen oder kollektiven
Geschichte. Jede Serie stellt ein visuelles Archiv einer
Zeitschiene dar, die in einem unbekannten Hier beginnt und
sich in ein unbekanntes Dort bewegt.

In der Ausstellung ,ENKEL“zeige ich die Reihe ,wir Uiberall*,
Gemalde aus den Jahren 2007-2008.

,Nous partout* (wir tberall) ist ein Zyklus von 13 Olbildern
auf Leinen-Canvas (grundiert mit Hasenleim). Sie sind das
Ergebnis eines Arrangements zwischen dem Portrat einer
Kernfamilie und 13 Sets, bestehend aus anderen Schwarz-
Weifl-Aufnahmen aus den Sechzigern und Siebzigern.

Die Familie, eine Dreieckskomposition mit vier Kindern, die
sich um eine erwachsene Frau (Mutter oder GroRmutter)
versammeln, bleibt in allen 13 Sets unveranderlich, inspiriert
von einem oder mehreren Fotos.

Die Charaktere erscheinen gleichbleibend (nur die Farben
der Kleidung variieren). Doch unter dem augenscheinlichen
Desinteresse an den Orten, an denen sie sich befinden,
entsteht ganz allmahlich der Eindruck, als seien sie die
Schépfer und nicht die Erschaffenen. Es ist eine Erneuerung
und permanente und gegenseitige Umgestaltung, die sich
zwischen dem Inhalt und dem Behaltnis abspielt.
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Introduction

by Silvina Der-Meguerditchicm

(TR)

TORUNLAR - aidiyetin yeni cografyalar

Mobilitenin ve sanal diinyanin, ulus, etnik grup ya da din
temelli 6zdeslesmelere meydan okudugu klresel baglamda,
Ermeniler uzun, kozmopolit ve kuresellesmis tarihe sahip
gruplarin iyi bir 6rnegi olarak kabul edilebilir. TORUNLAR, yeni
aidiyet cografyalar sergisi, Ermeni ulusasir toplumunda kisisel
ve ortak baglantilara, diaspora kimliklerini gliclendiren ve
besleyen mekanizmalara ve bunlarin temsil sekillerine daha
yakindan bakmayr amacliyor. Ermenilerin buginki diaspora
gercekligi farkl tarihsel olaylarin sonucunda ortaya ¢ikmis
olsa da, bunlarin hicbiri Ermenilerin yasamini, 1915 Jon Tlrk
Rejimi esnasindaki, yok ediligleri ve tehcirleriyle sekillenen
trajik akibeti kadar etkilememistir.

Bu sergi icin, Eyllil/Ekim 2015'te DEPO’da, 14. istanbul
Bienali’ne paralel etkinlik olarak diizenlenecek sergide yer
almak Uzere farkli gecmislerden gelen ve Ermeni baglantisi
bulunan sanatcilari davet ettim.

2006'dan bu yana, sanatgilarin farkl yapilar? icinde is

birligi yapmasina, sanal gorsel diyaloglari izleyen sergiler,
sempozyum ve toplantilar seklinde gerceklesen ortakliklar
kurmalarina imkan veren bir manzara ortaya ¢iktl. Bu gériinim,
farkll Ulkelerde yasayan, Ermeni baglantisi olan bagimsiz
sanatgilardan ve turll ulusal gecmislerden gelen felsefeciler,
sosyologlar, sanat teorisyenleri ve dlslinlirlerden olusmakta.
Son yillardaki cesitli etkinliklerde tartismalar, ulusal sinirlarin,
geleneklerin ve dillerin 6tesinde kimlikler olusturma potansiyeli,
farkli baglantilarla gerceklestirilecek deneyler igin bir alan olarak
yeni medyanin uygunlugu, yeni egilimlerin ifade bigimi olarak
sanat, dayanismanin nasil tesvik edilecegi veya kolektifler
olusturmaya yonelik stratejiler gibi konulara odaklandi.

Bu sanatgilarin Ermenistan’a yaklasimi, cografi ve genetik
olarak tanimlanmis bir ulus fikrinin étesine gegciyor. Kokleri
yirminci yuzyilin bagi ve sonuna dayanan bir yerinden edilme
surecinin sonucu olan su anki gerceklikleri, bir dizi paradoks
arasindaki gerilimlerle ¢cercevelenmis durumda: mevcudiyetler
ve eksiklikler, cok dillilik ve kiltirel gesitliligin sagladig
zenginlik ve firsatlar ve “Ermeni” cagdas sanatinin kiltirel
mekansizhgl, kiltirin korunmasi geregi ve ayni zamanda yeni
kiltirel manzaralar sekillendirme ihtiyacinin aciliyeti, farklihgin
buyutup gelistirdigi bir kimligin sanslar ve tuzaklari.

Yillar icinde, katimci sanatgilar arasindaki uzun tartismalarda,
bir dizi soru tekrar tekrar su ylziine ¢ikti: Bu ortak kiilturel
mirasin ardinda yatan nedir, ya da bu miras bize ne tir
secenekler veriyor? Bu miras bir segim mi, zorunluluk mu? Bir
secenegimiz var mi? Sanatgilar sonunda bir konuda uzlastilar:
“Celiskilere imkan taninmasi gerektigine inaniyoruz ve bizim de
bunlar telaffuz etmeye hakkimiz var. Karsit fikirler hissettigimiz
ve distindigimiz icin neden susmamiz gereksin ki? Belki de
iki karsit veya uzak nokta arasindaki gerilimde (ulusal kimlik/
kultirel kimlik) bir nebze olsun hakikati deneyimleyebiliriz.
Derrida’nin J. Birnbaum ile son réportajinda soyledigi gibi: “O
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veya bu gazeteci beni anlamadigl i¢in neden bir celiskiden
feragat etmem gerektigini anlayamiyorum. Sadece bir digeriyle
celiskiye dustugu icin bir fikirden feragat etmek, kendimi
reddetmem anlamina gelir.”

Son asirda insanlarimizin yasadig! yokluklar ve travma da dahil
olmak Uzere, kiltirel mirasimiz nasil ele alinmali? Hangj konular
veya “yasam”1 anlama bigimleri, onlari Ermeni ulusunun/
kiltlranln kiltlrel mirasinin Gtesinde birbirine baglyor?

Sovyet bloku déneminde diinyaya gelenler, SSCB'nin
parcalanmasini, bir istikrarsizlik kaynagi olarak yasadilar ve
bu da iclerindeki belirgin eksiklik ve kayip duygusunu daha da
derinlestirdi. Diasporadan gelenler ise, memleket ile periferi
arasindaki gerilimi temel alan bir kimligin egemenligine

karsl baskaldirma egilimindeydiler. Sanatgilar, yerinden
olmanin bireye kattig olumlu seylere; bunun glindelik yasanti,
dlsunceler ve secimler Uzerindeki etkilerine odaklanmak
Uzerinde hemfikir oldular.

Onerilen bu sergi igin sanatgilar, Tirkiye ve Ermenistan’da
gerceklesmekte olan siyasal ve toplumsal degisimlerin onlarin
yakinlk ve baglantilarini nasil etkiledigi izerine disinmeye
davet ettim. “Eski vatan”® ve “yeni” Ermenistan Cumhuriyeti
ile olan iligkiler herhangi bir “Ermenilik”in olusumunda cok
6nemli bir rol oynar. Referans alinan her iki taraf da; Turkiye
Cumhuriyeti (neredeyse tim Ermeni nifusunu kaybetmis)

ve eski Sovyet Ermenistani, son yirmi senedir blyUk capli
toplumsal dénustimlerden gegiyor. Her iki yer de Ermeni
diasporasi icin 6nemli “hasret kaynaklari” teskil ediyor. Ayrica,
her iki cografi konum da, farkli sekilde erisilebilir olmak
suretiyle “gercek” hale gelmis: Bir tarafta Sovyet Ermenistani,
“saglikh” bir ulusal kimligin sekillenmesini bir nebze
saglamlastirmis. Ancak bu, batidaki diaspora Ermenilerinin
sadece az bir kismi icin gercek bir alternatif teskil etmis.
Demirperdenin ¢okusiinden ve bagimsizligin kurulmasindan
sonra, artan sayida diaspora mensubu, Ermenistan’ yuva
bellemis. “Gerceklik”le yuzlestiklerindeyse, hayalleri suya
dusmds ve Ulkeyi tekrar terk etmisler. Bu sirada ekonomik
zorluklar, bir milyonu askin Ermeni’nin geleneksel diaspora
istikametlerine (Moskova, Los Angeles, vs.) akin ederek toplu
gocline neden olmus. Son bes yilda, diasporadan yeni nesil
Ermeniler know-how’larini getiriyor ve demokrasiyi aktivizm ve
egitim araciligiyla sekillendirmeye calisiyor.

Diger yandan, son doksan yil boyunca Tirkiye, acinin ve
boslugun yeri durumundaydi. Ulke, Ermeni niifusunun son
kalintilarini dahi tahliye etmekten hi¢ vazgecmedi®. Bu, ayni
zamanda efsaneler icin uygun bir projeksiyon ekrani oldu:
kayisilarin en tatlisi, koyunlarin en besilisi ve suyun en billuru
oradayd!.

AB’ye girme muzakerelerinin baslamasiyla birlikte Turkiye,
demokratiklesmeye ydnelik cabalara da taniklik etti. Durum
degisti: birdenbire hayatta kalmis olanlarin cocuklari ve
torunlari artik ailelerinin geldigi yerleri ziyaret edebiliyor ve
“Turkler”le gercek temaslar kurabiliyorlardi. Turk toplumunun
icindeki degisimler de kapilar agti. Hayatta kalmis olanlarin
soyundan gelenler, artik soykirnmin yikimiyla yuzlesebiliyor,
ayni zamanda kendi tarihleri ile ilgili parcalar bulabiliyor ve
lilkedeki Ermenilerle ilgjli resmi hakikati sorgulamaya hevesli

vatandaslarla karsilasabiliyorlar. Bir baska dikkate alinmasi
gereken husus olarak, Ermenilerin soykirnrmdan sonraki ilk
siginagl olmus olan Libnan ve Suriye’de 70/80’lerden beri
sliren parcalanma surecini eklemek istiyorum. Bu yerler,
hayatta kalanlar tarafindan yeni kurulmus toplulugun en
“benzer” ortami yeniden yarattigi ve dilleri ile geleneklerini
canli tuttugu son mikrokozmoslardi. Suriye i¢ savasinin yol
actigl sosyal dokudaki korkung tahribat, kiltiirel mirasi ve
arsivleri bir daha geri gelmeyecek sekilde yok ediyor.

Bir doniim noktasindayiz.

Bu sergi araciliglyla, meseleye iliskin dolasimda olan milliyetci,
tek tarafl, ylzeysel ve umut vermeyen dustncelere alternatif
sunabilecek elestirel bir sdylem gelistirmek istiyorum$® Ayni
zamanda, Ermenistan/Turkiye’deki Ermenilere iliskin, ifade
0zgurltgu, hafiza, sorumluluk ve adalet meseleleri ile baglantil
konularda suregiden tartismalari zenginlestirebilecegimizi

ve surdurllebilir bir degis tokus ortaminin temellerini
atabilecegimizi umuyorum.

Sergi 6ncesinde, Haziran 2014'te bir haftalik bir atdlye calismasi
gerceklestirildi. Sanatgilardan bazilar galismada yer almak
Uzere Turkiye'ye ilk kez geldiler. Katihmcilar fikir aligverisine
dahil oldular, bulusma filme alindi. “Aidiyeti insa Etmek” adli bu
belgeselden alintilar da sergide gosterime sunulacak.

Sergj, atélye calismasina katilan sanatcilarin yapitiarini ve bes
yeni pozisyonu kapsamakta. Heterojen yapitlar binanin ilk ve
ikinci katlarinda gosterilecek. Bu klttrel manzaray 2005'ten
beri takip eden sanat tarihgisi ve kiiratér Barbara Hoffer
benim bu katalogdaki girisimin sonrasinda sanatgilarin islerini
ele alacak.

Sergide, ayni zamanda bir de “karanlik oda” bulunmakta.
Sanatcilari, 1915’e dair olsun ya da olmasin, kendi
korkularina, travmalarina veya iclerindeki iblislere iligkin bir
ortak climle kurmak amaciyla benimle tartismaya ve minyatir
bir is 6Gnermeye davet ettim.

1ilk biyik dagiimanin basladigi 1045 yilindan bu yana Ermeniler cok sayida,
cesitli goc ve surglinler yasamislardir. Ermeni dilinde diasporayi adlandirmak
icin kullanilan kelimelerin gesitliligi, Khachich Tol6lyan’a gére bu deneyim
cogullugunun hem kaniti, hem de sonucudur. Spurk, arderkir, tz'ronk, gharib,
gaghut -ibranice galut terimiyle ilintili olarak- kelimelerinin her biri yabanci
llkelerdeki farkli anlar ve yasam bigimleriyle ilgilidir. Sozciksel cogalma,

bu karmasik ve cok katmanli tarihin bir gostergesidir. Eksiklik ve 6zlemden
ziyade diasporaya iliskin kosullarin canlihgl ve dinamizmi ile iliskilendirilecek
bir ¢cogulluk. Bir dagilma, herhangi baska bir yayiima gibi dil araciliglyla
dogurgan bir anlam kazanir. Tipki tohumlarini atar gibi gog, kltlrel yapitlarin
ve degerlerin yaylimasina imkan tanir ve diasporayi verimli bir yere dontstarar.
Sozcikler - uzak diyarlara uzamaya, uyum saglamaya ve oralarda bereketli
olma kabiliyetine sahip bu portatif hazine - diinyanin her yerindeki Ermeni
topluluklarin keyfini ¢ikardigl mithis kilturel gelisme anlarini mimkiin
kilmistir. Nitekim, Ermeni dilinde yazilan ve Madras, Hindistan'da 1794
yilinda yayinlanan ilk gazete, bu canliigin bir isaretidir ve ortak paylasilan
Kulthrin kendini yeniden yaratmak ve icinde yasamak (izere nasil sembolik
alanlar kurdugunun gostergesidir. Ermeni mevcudiyetinin diasporada,

bu slrekli yeniden yaratimi, buglinlerde yerini kiresel yurtsuzlastirma ve
klttrel melezlik gibi kavramlara birakan “ulus” ve “kimlik” kavramlarinin
itibarindaki dustisle birlikte, Ermenistan’in bir ulusdtesi olduguna dair mevcut
fikre donilmesini beraberinde getirmistir. Diaspora, artik strglnlik ve
Okslizlik, uzak anayurdun periferik bir 6zlemi olarak degil, daha ziyade fiziksel
Ermeni topragini iceren ama ayni zamanda da asan bir ag; cografi olarak
konumlanmis bir yer yerine sonsuz bir agin kolektif halde dokunmasi olarak
gortlmelidir. Gelecege yonelik bir vaat degil, simdinin icinde kalici bir yapi

olarak. (Metin alintisi Estela Schindel’in “Yapim Asamasinda: Gorsel Diyalog”
katalogundan yapilimistir.) Ermeni ulusotesindeki kimlikler Gzerine konusmak

2 sanal platform www.underconstructionhome.net, sanatci mekani www.
interiordasein.de, besinci kat kiltir grubu ve digerleri

3 Osmanli imparatorlugu’nun dogu bolgeleri

4 Tabii bunun, Sovyetler Birligi'nin kiltir politikalar baglaminda, Bati
Ermenistan’in Osmanli imparatorlugu’ndaki yok edilisi ile ABD, Fransa ve
Almanya gibi batili tilkelerde azinlik olarak yasamanin bir sonucu olan kimlik
erozyonunun da dikkate alinarak ve yan yana koyularak degerlendiriimesi gerekir.

5 Soykirimdan sonra Anadolu’da kalan az sayidaki Ermeni, 30’lar ve 40’lardan
60’lara kadar gitmeye zorlanmistir. Kalan tek cemaat, bugtin 60.000 kisi
civarinda olan istanbul’dakidir.

6 Bu baglamda Turkiye Cumhuriyeti, Ermenistan Cumhuriyeti ve Diaspora
kurumlari arasinda on yillardir sirmus olan iletisim eksikligi dikkate
alinmalidir, ancak konusmalarimizin gayet tabii bir parcasi olacak bu konuya
odaklanmak, bu metin icin biraz fazla ayrintili olacaktir.

(AR)

ENOLEL - yuwmjuubh ptwb inp wpuwpwgnniphrubtp
Swdwphuwphwyht 2pewnpyh dp dky, nip pupdniLuniphrup
GL mwphpuywt wphuwphh dwupnwhpwirEpp wgquyht
hwuwpwynLphLuttpny, EpuhYy funtdptpne jud Ypotukpne
htin hupunLptwt tnjuwwiwgunidutp hwunwwmwo

LU, hwytpp Yuptbh £ ubwb) jue ophtiwy funidph dp,

np Gplun, puqiwpwnwpwgh e hwdwhuwphuyght
wwwnuinLphLu nLuh: «@FNFLEL wuwwnwibhniptwl unp
wphuwphwgpniphrutiipy gntguhwunktuht tywwnwyn
wikijh downkt twyh) £ hwy wunpwqght dkp watwyw

G hwdwjupwihtt yunwubhnipbwl Juwtpnel,
uthhLpptiwt hupuniphLuutpp jhwgonpnn Gr utinn
qgnpéplpwgutpnLy, htywku twbe wuntg Wwwnytpdwu
ophtwswthniphruutpnit: 3wybpnit wyuopnLwu
uthhLpptiwt hpwwuniphrup htnbrwtp Eyunmdwuu
wnwpptip nEwptpne, puwyg ny kY hpwnwpaniphri
unjupwt wgnwé £ hwytipnit ytwupht ypwy, nppwtl
hptug nnpipqujut dwjwwnwaghpp, hpttg wukwgnidip
L mtnwhwuniphrup 1915-ht Gphwnpnipptpne
Jupewjwpght wnwly:

Wu gniguwhwuntuht hpwrhpwé Gd wjjuquu
Yttuptpwgutp wypwos Gr huyjuyw
wwwnywubhniphruttp ntutignn wpnibunwgkwntp,
npwkugh ubwtwndptp-hnyuntdptp 2015-ht bupwuwnh
14-pn Mhtutwitht gniquhtin «DEPO»-h dkp
gnrLgunpniphrt dp tbpjuwjugutt:

2006-tu h ytp gnyuyh@wy dp Yp wwwnytpnih, np
U’pungpykt mwpptip yurnygutpne dke hwdwgnpdwygnn
wnnLbunwgkbnubp. yapehtuttipu Y’hpwgnpotu
wmtunnuwt nwuphpwyw Gpyhuountphruttp,

npnug Yp htwntLht hpwywi pthnedutip G thnpah
thnjuwtiwyniy’ gntgwhwunktuttipny, ghnwdnnnyutpne
GiL hwunhynedttipne nbupny: Wu gnjuyhwyh
«gnpoéonn wuatpp» huwyjuywu dwgned Gr
wwwnywubhniphit ntubgnn, mwpptp Gpyhpttpne

U wypnn hwy wnLbunwgbnutp Gr wjjuquit
pwqgdwqqg thnpawnniphLuttpne wkp, thhihunthwutp,
puytpwpwtbp, wpnLbunwpwitbp Ge Gnwonnutp

Gt Wughw) mwphttpnit pipwgpht mtinh nLutgwud
pwquwphL atntwplutpne pupwgpht pE pundketu mtinh
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nLutigwé putwpynidutpp gjjuwrnpwpwp Yinpnuwgué
Fht whnmwlwt uwhdwubpk, wewunnypubpk G kgniutpk
wunht hupuniphrutiip Yapuntne tbpnidht puunhpht Yypuwy,
unp hwnnpnudhengutipne nL hwnnpnwihswywypkpnt,
npwku mwpptp wunyuwbjhniphruutpne thnpawpydwu
nupw , wknht ppjw-pjwine futinhphtt ypuy, wpnitunh
Jpwy® hpptie tnp dhinnidubpne wpunuwywynntphwd,

Juu «pE huywktu Yuntbih E thuythuyt] gopwygniphrup»
futinhpht ypwy, jud hwrwpwwuniphrututp untndtine
nwquwywpnrphrulbpne ypuy, Gr wyt:

Wu wpnibunmwgbmutpnit 3wywunwuh hwunky nLubgud
dowmbignrup Yp quugk wqgh dp wphuwphwgpujwuonku
Juwd dtwpwtwlwtopktt uwhdwiniwéd pyjwne
qunuwthwpp: Uunug wydunt hpwwuniphrup, np wpnhrup
E puwttinnpn nupne wnweht Gr yapeht mnwphutpnit ke
wndwwnwernpniwd mbnuihnpunitphrutpne gnpoépupwgh
up, npwku ppowtiwy nLuh jupniwéniphiup, np wnlwy £
pwquwphr hwjwuniphruttpne dhebii. GGpJuwyniphLuttp
GiL pwgwuwyniphiutbp, puqiwitgniniptiwt G
dywynipwiht wjjuquuniptwl puatnwé hwpuwnniphLuu
nL htwpwinpniphLulbpp G «<hwyyuuiy dudwtwyjwyhg
wnnLiunh Quynipuwht mwpwopwgnipy yhawyn,
dywynjpep Wwhwywibnt wuhpwdtwniphrup o
dhwdwdwtwy Quynipuwyht unp gnjuuywwnytpubp
ytpuntnt hpwwnmww yuphpp, mwppbpniptwt
wwwunwuny utuncnn hupunLpbwt yupqwsé wnhputpt no
npnquypltpn:

Uwutwygnn wpnitunmwgkbnutbpnit dhotic nwphutp
wntiLwo pulwupynidutipnit pupwgpht upp Up
hwpgnrdutip nupatwy] nL ypyht Yp npnetht. wyu
hwuwpwy jujnwpwp Guynipwjht dwnwugnLpbwl
twnpt h "y Yuy, ud h°y puunpniehLt ne wypunpuupubn
UnL wnwy dtgh wju dwnwugniphrup: Wu dunwugniphrup
Utigh hwdiwp punpw’ip E pE wwpunwnpwip: NLuh’up
uttp wypuunpwuph upbihniphi:

UpniLtunwgknutpp h ytpeny juynuwptptght dky
hwdwpuinhwwt Ggp. «4p updtup, np wkwnp £ wnbn
p1lwy hwywuntphruttpne hwdwnp, G dkup hpweniup
nLuhup quiinup pupapwawjubne: huynL wkwp £
awjutipthu Yupwd ptup Gpp dkup hpupne hwjunwy
Ytpwny Yn qquitip ni yp junphhtip dkyu dhruhtt
hwlwunn qunuthwputpny: (¢tiptru Gpyne hwwnhp
GiL htinwenp YEwmbpnit dhotic (wgquyhtt huptniehiu/
dywynipwjht hupuniphil) Ypuwip GUupunniptut
thoniph dp thnpawnniphiup wwppg: huswktu hp

ytipoht hwpgwgpnjghtt ke Y’'puk dwp Stphnwu(dwt
Mhptwwnidht nniwd)' QW hwuluwp® huen’y, Gpp wyu
Yuwd wyt jpugpnnp ghu sh hwultwp, whnh hpudwnphd
hwlwuniptUE Up: Gunuthwpk dp hpwdwph) yuwpquuyku
wtnp hwdwp np nLphp qunuthwph dp yp hwuuk yp
Wwuwyk hupghuphu hwrwwmwphd ypp g

huswt"u Jupnehy wynipught dwnwigniptwut’ thpuntiug
pwgwyuyniphLruttpnit Gr wyt wdpnne gugnidutpniu Go
hwpnrwoéttpnit htin, npnup hwuwt dGp dnnnynipnhu
wlgbiw) nupnit ppwgpht: N thiptpp Yud «yawippy»
hwuuwnt Yepwtpp hwy wggh/Guynjph Gywynipuyht
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dwnwugniptutt wunht ghpwp Yp yuwkt hpwpne:
funphpnuyhtt Uhniptwt jud wunp wppwtiwy
tpyhputpniu dke stwoéttpp fwUU-h thinLgnidp
wwnbgwu npyku wuuwynLuniptwt wnphip, pwt dp,
nn funpugnig pwgh G ynpuntiwt qqugnnniphruutpp:
Uthhinptt Gynnutpp wnhwuwpwy Y'wuwyunwdptht
«nwl» GL «dwypninpuht» thebie jupniwdnLptwu
wnnriht ypwy hhdtuntwd hupuniptwt gipuuyniptwut
ntd: Upnitunmwgknutpp hwdwawyuniptwl Ghwu
ytnpnuwlwne mnuithnpuniptwt’ wihwwnht nnLwd
npwlwt pwttpnit ypwy, wyuhtipt wnoptiwy Yawupht,
qunuwthwputpnit G punputputpnit ypuwy wunp gnpoéwd
wqgnbgniLptwt Yypuwyj:

Wu wnwowpynrwd gniguhwunktuhtt hwdwnp
wnnLiunwgbnttpp hpwiehptgh junphne wyt dwuht,
pE @niLpphn) G 3wjwuwnwih dke mtinh nLutignn
pwnwpwlwi GL hwuwpwlwlwi thnthnnniphruutpp
h'ty Ytpw Ywgntt hpttg yuuynrwoéniphLuttpnit Ge
hptug wwwnywubjhnipbwt jupwptpniphruutpnit ypuy:
«Epynh» GL 3wjwunwuh «unp» 3wtpuwwybnnphwl

htiwn jupwptpniphruttpp hwy-niptwt nptLkE
pwnunpniptwu dky ydnwwi ntp Yp hhwnuv: 3wy-
niptw jndwt nL Ynndunpndwu tpyne uhLukpp®
(@nLpphny hwtpwwtwnniphrup (wuop gpbpek
widpnnontphwdp ywpuwnirwod hp hwy puwyyniphukt)

tiL twhuyht funphpnuyhtt Iwywuwnwup , Gpnipt wy
wltgtiw] puwtt mwphtbpnit puyGpwyht Juytwdwrwy
thnihnjuniphrittp wypws Gu: Gpyne Juyptpt wy
hwjyuwywt Uthhippht hwdwp Yupbinp «qupowh hhdu/
wnphepy G Whuowphwgpujwt Gpyne yuyptpt wy twbe
«hpwwi» nupaws LU wy) Yhpy dwmnytjh nuntiuwny.
uky ynnuk funphpnuwjht Iwywuwmwup npnp atieny yp
Juynruwgnigwo £ wgquyht «wnnno» hupuniptwt up
Juquniphiip: 6L uwuyt Uptrdninph ik wypnn
dhwyu dh pwuh uthhtnpwhwyne hwdwp wu hujuywu
wyjnunputp whwh nuntwn: Gpyuptw) yupwgnpht
Jtpwtw)kt tr wuwhniptwt hpywynidkt Gnp
UthhLoph' hilmghtunk wiLkh d6é phiny wunwdutip
Awjwunwup hptug minLup nupanightt: «bpuwjuneput»
pwhunitiny’ wintg tpuqutpp gwpnnethynip Gnw,

GiL winup wuquu dp Gru jptight Gpyhpp: Uhty wyn
mtunbuwluwt ndnrwpniphruutpp wieth pwt dky dhihnt
huwynr wpnwqunpht ywwnwn Gnu, Ge Japohuttpu
uthhLpptiwt wrwunuywt hwugtwyuwyptpp nnnntght
(Unuynrw, Lnu Wuak)tuy, G wyju): Lhpehtu hhug
wmwphutpnLt pupwgpht uthhitppwhwjtpne tnp ukpnLun
up hp atinthwuniphiup Yp pbpk h uywu Iwywunwuhu Ge
Up thnpak dnnnypnwyupnephrt Yapunt] Ypeniptwt Go
hwuwpwlywywt gnpédyniptiwt Gwdpny:

Uhru ynndt’ ytpoht hup mwutwdtwyubpnia

(@nLpphwt guih Gr nuunwpyniptwt Juyp Ep: Gpyhpp
snuinptignig hnt wypnn hwy ptwyniptukbt (Wnjuhuy
ytpoht dtwgnpnutipkt) ywpwtine gnpoépupwgn: G
dhwdwdwuwy @nipphwt wnwuwbjubpne wpmwgniwu
gnLguwwuwnwn Ep. hnu Ep wpfuwphh wdttwpwngnp
ohpwutbpny, wdtbwwwpwpun nshuwpubpne G
wuikuwphLptintuwy oniptipne hnnp:

GU-ht wunwdwygtne dwuht pttwpynidutpne
utjuwpynidht gniquhtn @nLpphwt twbe
dnnnypnuyjwpwuuwgdwl npn) swupbn
wpawtwgnptg: Ywgniphrup hnjunitwd E jutupd
JGpwwpnnutph qurwyubpu nL pnnubpp Ypuwu

wyght) hptug punwuhpttpnit Swgniduwyuwypbpp G
yptwt hpwywu pthnid nLutw) «pnipptpniu» htwn:
(Fppwlwt hwuwpwyniphukl utipu wntnh nLutkgué
thnithnpuniphruutpp unjuwku nnintp pugwo tu:
Jhpwwnpnnutipne ubpniunutpp wydd Yptwt wnbptunchy
ghinwuywlwywu wrkpht htin, puyg twbe hpttg

hul ywwndniptukt ptynputip qunuk) G hwunhwhyp
pwnwpwghtubipnt, npnup twhiwtawhiinhptt Gpyhpht
huy dEe hwjtpne Jwuht yuwpwotuwwt Gdwpuniphrup
hwpguywuh nmwy nubtny: Npuyktu tru JEY Gphuwy,

qnp wkwmp E tjuwnh nLuttwy, §'nigkth wekgutyp
nwppwnunpiwt Qupnibwwyuwt gnpéptpwgp,

np 1970-1980-wwutbtptu h ybp wntnh Y'nLuttwy
Stnwuyuwuniphutt tnp hwytpnr wpweht wywuwnw
hwinhuwgwéd Lhpwtwth G Uniphny dke: Wu Juyptpp
ytpoht dwupwhuwphutpt Eht, nip yaGpuwpnnupniu
unpwgn) hwdwjupttipp Yptwyht yapunbindt) wdtuku
«udwt» vhewyuwypp G jGgnit nL wrwunnputpp Yaunwuh
wwhtp: Uniphny punuwpwghujuwt yuwmbtpwqguh,
hwuwpwywywu hhruntwéph wnkwmwih Yynpdwunidhu
htin dwnwugniphLut nL wpfuhLutpp Yp yopwtwu no
J'wiuhtunwtwt wuytpunwpa:

Utup ppownupah up wnobi Gup:

Wu gngwhwuntuny Yp thwthwphd deyuwpyty
plUlwnwunwywu-puwpynn fuounjp up, np Ypuwy
wynunpwitip junwyg ptiptij wju thipht 2nLpg 2pgwquynn
wqqujuwyuwy, thuwynniwih, dwytptuwght GL ny
hununnirduwihg thnptpnit nhdwg : Up jnruwd twb,
nn dttp ywhnh juptiwup hwpunwgub] 3wywunwth
GiL pppwptwy hwytpne nL fuouph wquunLptwd,
Jhpnnniptwt, uunwuhiwtwwneniptwt GL wpnupniptwt
htwn uuwnrwé hutnhputpne dwuht ptpwugnn
pltwpynrdutipp G untindt) hnpah hnfuwtwydwu
nbLwjuwynLt mwpwénLptwu Up untnddwu hhdptpp:

Wu gnLguwhwunktukt wnwy by Qwpwptwy
wphuwwnwdnnny dp wbnh nLutguwr 2014-h jnithuht: Npn)
wpnLhunwgbnutp wpwehtt wuquu ppjwiny @nLpphw
Glwt wunp dwutwygtne hwdwnp: Uwutwyhgubpp
dhwnptpne hnpjuwtwyned ntuigut, hwinhwnidp
tjupwhwunitguwe, Gir «Mwnyuwithniptwt japumned»
thwunwgpuuu duwwrkuEu hwnniwsdutip unjuwku
whwh gnigunpniht gniguwhwunkuht pupwgphu:

8nLgwhwunktup Y’pungpyk wphuwwnmwdnnnyhu
dJwutwygwé wpnitunmwgkmutpne te hhuig unp
winLutbpne untndwgnponLphLuttpn: Fugqiwna

wju gnpotipp gnigunpniwd G pEuph wnweht Go

tpypnpn jupytpnit ypuwy: Upniiunh yuwndwpwt Ge
gnLgwhwintuh hwdwnpnn Mwpwwpw Itodtipp, np 2005-
Eu h ytp yp htmbrh wyu duynipuyhtt gnjuuywnybph,
wnnLhunwgbnutpne untindwgnpénLphLuttpp whuh
putlwpyk wyu juynnwgpugppnjyh hd utipwontpetwiu
htwnbinn hp gpniptwt dky:

8nLguhwunktup twhL «ubic wnwuatwutubwy»

up Y’pungpyt: Upnitunmwgknmutpp Yp hpwehptd

htitnu putiwpybne G wnwowpytine dwupwytpun
untinéwgnpénLphil dp® htnbrbw] tywwnwyny. uintindty
«hwuwpwlwg nwunjp» Up yuwynrwd hptug yuwubpnil,
hngtigugnidutipniy, ubippht ntLtpnit htw, npnup Ypuwt
Juynrwo pppwg jud sppjwy 1915 pniwjutht htu:

1 WUnwyoht utid gpoupku h Ytip (1945) hwy dnnnynipnp qunph G
wpunph pwgnuy b pugqiwquit atikpny wagwd E: wytpkuh dke
«uthhLnp»-p YnginL Swnwynn pwntpne wjjuquuntphrup, pun
fuwghy fetojbfojiwtht, thnpawnniphruutpne wju puquiwphLnLptwl
L Jyuw L, pE” wpnhiupp. «uthhinpy, «aputpyhpy, «gnotpy,
«nquphp», «qunnip» (Gupwnpupwp Juwniwd Gppuytpku «qunip»
tqpht) hepwpwishipp Juwniwsd G owmwp hnnh Yypwy wuyptne
wnwpptp ywhtpne Ge mwppbp wypbGuytpybpne: funwhtt wyu
Qupuwynrip tpw dpt £ uwyu pwpn be puqiutipn yuwwndnephiwb:

Wu jnquwyhniphrup wknp £ juwywygh] ny wjupwt pwght o
Juwpowht, nppwt uthhrpphiwt jugniptwt Yauuntbwynipbwt

GL wphunidniptiwt htitn: 8penedp, husubu pninp nwpwénidubipp,
ltgnih dhenguw ppph htwuwn Yp qghiine: Ywpdtu utipdtpp pwun
wnwiny’ qunpp wehp Yptatnk Quwynipuwyht hptpne, tdnubpne

tiL wpdEputipne swrwnidht G uthheppp Yp ybpwsk wpquuwpbp
wnwpwénLphwl: Pwnp-pwtn’ agh-agnitine, jupiwpbn-yun)wakne
GiL htnwinp Juyptpne dke wjunnwipkip ppjune wnwly wyu Qupdwyjuu
quuap, htwpwinp nupancg Wuwynipwjht wju dkd qupqugnidutipp,
qnpu huguywt hwdwytputpp wyptgw h uthhrnu wphuwnphh: Upn,
Uwwnpuwuh ik Runuuwmnwi) 1794-htt hpuwwnwpwyniwd wnweht
Inwaghpp wyu Yhtuntbwyniptwt dky tpwtb E e gnjg Yni wmwy, pk
nppwt juwh hwuwpwywg Wwynjep wnwewnpwé £ hupghupp
Jtpwuwntindtint mwpwonLphruttp, hbnbLwpwn, puwenpnitne
hunphpnwtpuywt whpnyeutin: Uthhinph dke hwy gnjh wju mbrwu
Jbpwuwntindnidp, huywtu twkie «wqgr» Gr «hupuniphLuy jnugpubne
utip optipnLt hwdwhuwphwyht wywwnwpwépwytwgnidh G
dwynipwjht wntwshuniptiwt tdwi jJypugpttipne Ynndk wuwntnh
nupawé wénn Jupyugpynedp, jutighigut 2pgwnwnah nkuh
«ujuunwip’ wiunpuqg» qunuthwpp: Uthheppp wyjticu yh Yptiwnp
nhunihy hpptic wpunp G nppnphit, htinwenp hwyptuhph wwyunn
Suypninpu, wyjp gwug up, np Yp ywpthwyk, puyg wekht £ pwt
huyyuywt $hghpwjutt nwpwdpn. ny pE whuwphwgpuywtonktu
nbnuiuyniwo Juyp, wy] wuhnit nunwytuh dp hwrwpww hhrunedp,
ny pE wywquyht wpnwagniwd fununned, wyp uuwlwi junnigned
wyuon (hwwnnrwd Eupljw Shunth' «Underconstruction Visual dialogue
»h Jujnwgpugnppniyh hwdwp ywwnpwuwmnwd «Talking about identities
in the Armenian Transnation» (wy wunpwqgh dke hupuniphruutpne
putwpynidp) gpnpbuku:

2 www.underconstructionhome.net tnwuphpwyw hwppwyp,
wpnLtunwgbnutipne Ynndk intiophininn www.interiordasein.de wnhpnjep,
«5th Floor Cultural Group» uintindwgnpdwwt funidpp, Ge wyp:

3 Lwphuyht Oudwubwt uyupniptwt wpbrbbwt mwpwoputpp:

4 Wupniyw, wyu tpticnjpp wiwpe £ hwuyuw) lonphppughtt Uhneptwt
WuynLpuwjhl pwnwpwwintphruttpne Jpewnpyht dky' jupwygbny
Oudwtbtwt Juyupniptwt ynnit Uptrdntwt 3wjwunwih pwunnidhu
biL wpbrdntwt Gpyhputpne dke (ophtwy WUL, dpwtuw Jud
Qtpdwuhw) wypbne htnbrwipny hupuniptwt Ywynidht htw:

5 Stinwuuwuntptutt tnp Wtwwnnihwh dke duwgwé phy pniny
huwytipp 1930-1940 enrwywuttptt ujutiwg dhusgte 1960-wljwuttpp
umhynnnirpbwt nmwy phght nwpwoépn: @nLpphny nwpwophu
duwgwé dhwy hwy hwdwytpp bupwiwneh hwy hwdwyupt £, np wjuop
dowmnwirnpwwku 60 0000 hngh Yp hwpnik:

6 Wu 2nppwnyht dke wkwp £ uyuwnh ntubuw) (@nipphn)
[wiupwybinnptw, Iwjwunwih Iwtpuwbnniptwl Go
uthhtpptiwt hhduwnpyutpne dhetie hwnnpnwygneptwt wwlwup/
g2 hwnnpnuygniphrip, puyg wju gpnptiwt dkg uyu thipht ynuwy
ytnpnuwtw)p Qwn dwupwdwutniphruttpne Uk whwnh mwth dkq:
Wupnipwn dtip gpnjgutipnLu pipwgpht wunp whwnh winpunwnuwup:
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(DE)

ENKEL - neue Geographien der Zugehorigkeit

Im globalen Kontext, in dem die Mobilitat und die virtuelle Welt
Herausforderungen fur bestehende Zuordnungen zu nationalen
Gesellschaften, ethnischen Gruppen oder Religionen
darstellen, sind die Armenier ein geeignetes Beispiel flr eine
Volksgruppe mit langer, kosmopolitischer und globalisierter
Geschichte. Die Ausstellung ,ENKEL - neue Geographien der
Zugehorigkeit“, mochte einen tieferen Blick in die persénlichen
und gemeinschaftlichen Beziehungen in der armenischen
Transnation werfen, in die Mechanismen, die die diasporischen
Identitaten und ihre Reprasentationsmuster starken und
nahren. Die heutige diasporische Realitat der Armenier ist

das Resultat verschiedener historischer Ereignisse?, doch
nichts hat das Leben der Armenier so sehr beeinflusst wie ihr
tragisches Schicksal, ihre Vernichtung und Deportation unter
der Herrschaft der Jungtlrken im Jahr 1915.

Im Rahmen dieser Ausstellung habe ich verschiedene Kiinstler
mit armenischen Beziehungen unterschiedlicher Herkunft
eingeladen, um im September/Oktober 2015, parallel zur 14.
Istanbuler Biennale, ihre Werke im ehemaligen Tabaklager
DEPO zu prasentieren.

Seit 2006 entwickelt sich eine Landschaft aus Kiinstlern,
die in verschiedenen Strukturen zusammenarbeiten?. Sie
fUhren virtuell-visuelle Dialoge, die in einem realen Austausch
in Form von Ausstellungen, Symposien und Konferenzen
munden. Diese Landschaft besteht aus unabhangigen, in
verschiedenen Landern lebenden Kinstlern armenischer
Abstammung sowie aus Philosophen, Soziologen,
Kunsttheoretikern und Denkern unterschiedlicher nationaler
Herkunft. In den vergangenen Jahren konzentrierten sich
auf diversen Veranstaltungen die Diskussionen auf die
Maoglichkeit, Identitaten Uber die nationalen Grenzen,
Traditionen und Sprachen hinaus zu entwickeln, auf

die Bedeutung der neuen Medien als Raum, um mit
unterschiedlichen Zugehorigkeiten zu experimentieren, und
auf die Kunst als Ausdruck neuer Tendenzen; darauf, wie
Solidaritat gefordert werden kann, auf Strategien zur Bildung
von Kollektiven etc.

Die Kinstler nahern sich dem Thema Armenien mit einem
Denkansatz, der Uber die Vorstellung einer geographisch
oder genetisch definierten Nation hinausgeht. Die derzeitige
Realitat als Resultat aus einem Prozess der Vertreibung,

die zurtckreicht in den Anfang und das Ende des 20.
Jahrhunderts, wird bestimmt von der Spannung unzahliger
Paradoxen: Anwesenheit und Abwesenheit der Fiille und
Méglichkeiten, die Vielsprachigkeit und kulturelle Vielfalt
bieten, dem fehlenden kulturellen Raum flir ,armenische*
zeitgenossische Kunst, der Notwendigkeit des Erhalts der
Kultur und gleichzeitig dem dringenden Bedarf, neue kulturelle
Landschaften zu schaffen, den Chancen und Fallen einer
Identitat, die sich aus Unterschiedlichkeiten nahrt.

In den jahrelangen Diskussionen der teilnehmenden Kinstler
tauchte eine Reihe von Fragen immer wieder auf: Was steckt
hinter dem allgemeinen kulturellen Erbe, beziehungsweise,
welche Wahl lasst uns dieses Erbe? Ist dieses Erbe Wahl
oder Verpflichtung? Haben wir Gberhaupt eine Wahl? Endlich
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finden die Klnstler einen Konsens: ,Wir glauben, dass es
einen Raum geben muss fur Widerspruche, und wir haben
das Recht, sie zu artikulieren. Warum sollten wir schweigen,
wenn wir widerspruchliche Gefiihle und Gedanken hegen?
Vielleicht kdnnen wir im Spannungsfeld zwischen zwei
kontraren Punkten (nationale Identitat/kulturelle Identitat)
einen Hauch von Wahrheit erfahren. Wie Derrida es in seinem
letzten Interview mit J. Birnbaum formulierte: “Ich sehe keinen
Grund, warum ich einen Widerspruch leugnen sollte, nur weil
der eine oder andere Journalist mich nicht versteht. Eine Idee
zu verleugnen, nur weil sie einer anderen widerspricht, wiirde
bedeuten, mich selbst zu verleugnen.”

Wie soll man mit einem kulturellen Erbe umgehen, zu dem
auch Abwesenheiten gehéren und Traumata, die unser Volk im
letzten Jahrhundert erleiden musste? Welche Themenbereiche
oder Wege, das ,Leben“ zu verstehen, verbindet es tber

das kulturelle Erbe der armenischen Nation/Kultur hinaus?
Die zu Zeiten der Sowjetunion Geborenen erlebten den

Zerfall der UdSSR als eine Quelle der Instabilitat, was ein
gewisses Gefuhl an Mangel und Verlust noch verstarkte.

Die aus der Diaspora Stammenden wiederum neigten zur
Rebellion gegen die Vorherrschaft einer Identitat, die auf dem
Spannungsfeld zwischen Zuhause und Peripherie beruhte.
Die Klnstler beschlossen, den Fokus auf die positiven Dinge
zu legen, die die Vertreibung flr das Individuum mit sich
brachte: den Einfluss auf das Alltagsleben, die Gedanken und
Entscheidungen. Fir diese Ausstellung lud ich Kunstler ein,
Uber den Einfluss der politischen und sozialen Veranderungen
in der Trkei und Armenien auf ihre Verbundenheit und
Zugehorigkeit nachzudenken. Beziehungen zur ,alten
Heimat“® und der ,neuen“ Republik Armenien spielen fur
jeglichen Zustand von ,Armenischsein“ eine entscheidende
Rolle. Beide Bezugspfeiler, die Republik Turkei (fast vollig
ihrer armenischen Bevélkerung entledigt) und die frihere
Sowjetrepublik Armenien, haben in den letzten zwanzig
Jahren weitreichende gesellschaftliche Veranderungen erlebt.
Beide Lander stellen eine wichtige ,,Quelle der Sehnsucht*
flir die armenische Diaspora dar. Beide geographischen Orte
wurden ,real”, weil sie auf unterschiedliche Weise zugénglich
wurden: Einerseits festigte die Sowjetrepublik Armenien ein
Stlck weit die Bildung einer ,gesunden“* nationalen Identitat.
Dennoch stellte sie nur fir wenige Armenier in der westlichen
Diaspora eine echte Alternative dar. Nach dem Fall des
Eisernen Vorhangs und der Unabhéngigkeit machten eine
wachsende Anzahl von Mitgliedern der Diaspora Armenien

zu ihrer Heimat. Konfrontiert mit der ,Realitat“, wurden ihre
Traume schnell zerschmettert, und sie verlieRen erneut ihr
Land. Wirtschaftliche Schwierigkeiten fuhrten wahrenddessen
zu einem Exodus von mehr als einer Million Armeniern, die

in die traditionellen Zielorte der Diaspora (Moskau, Los
Angeles usw.) stromten. Seit etwa finf Jahren setzt eine neue
Generation von Diaspora-Armeniern ihr Know-how ein und
versucht, mit den Mitteln des Aktivismus und der Bildung die
Demokratie zu formen. Die Tlrkei andererseits war in den
letzten neun Jahrzehnten der Ort des Leids und der Leere
gewesen. Das Land hat nie aufgehort, auch noch die letzten
Verbliebenen der armenischen Bevélkerung zu verdrangen.®

Gleichzeitig bot es eine Projektionsflache fur Legenden: Seine
Aprikosen waren die siiesten, seine Schafe die fettesten, und
sein Wasser war am kristallklarsten.

Mit der Aufnahme der EU-Beitrittsverhandlungen erfuhr auch
die Tlrkei bestimmte Bestrebungen zur Demokratisierung.
Die Lage hat sich geandert: Plétzlich kénnen die Kinder
und Enkelkinder der Uberlebenden die Herkunftsorte ihrer
Familien besuchen und haben echten Kontakt zu ,Tirken“.
Der Wandel in der turkischen Gesellschaft hat auch Tore
gedffnet. Die Nachkommen der Uberlebenden kénnen sich
nun mit der genozidalen Zerstorung auseinandersetzen,
aber auch Fragmente der eigenen Geschichte entdecken
und Burger treffen, die allzu gern die offizielle Wahrheit im
Land Uber die Armenier infrage stellen. Ein anderer Aspekt,
den es zu Bedenken gibt, ist der anhaltende Zerfall seit den
70ern und 80ern, der sich in den ersten Zufluchtsorten der
Armenier nach dem Vélkermord abspielt, im Libanon und in
Syrien. Diese beiden Lander waren der letzte Mikrokosmos,
in dem die neu aufgebaute Gemeinschaft von Uberlebenden
eine weitestgehend ,ahnliche” Umgebung schaffen und die
Sprache und Traditionen am Leben erhalten konnte. Mit
dem Burgerkrieg in Syrien kam es zu einer katastrophalen
Zerstérung des Sozialgefliges und dem unwiederbringlichen
Verschwinden des kulturellen Erbes und der Archive.

Wir befinden uns an einem Wendepunkt.

Mit dieser Ausstellung méchte ich einen kritischen Diskurs
anstofien, der eine Alternative zu den kursierenden
nationalistischen, einseitigen, oberflachlichen und wenig
verheifungsvollen Gedanken zu dem Thema bildet.® Ich
hoffe auBerdem, dass wir die Diskussion Uber die laufende
Debatte bezuglich Meinungsfreiheit, Erinnern, Verantwortung
und Gerechtigkeit im Zusammenhang mit Armenien/den
Armeniern in der Turkei bereichern und die Basis flr einen
nachhaltigen Austausch legen kénnen.

Im Vorfeld der Ausstellung fand im Juni 2014 einwdchiger
Workshop statt. Flir ihre Teilnahme an dem Workshop
besuchten einige der Kiinstler die Turkei zum ersten Mal in
ihnrem Leben. Die Teilnehmer traten in einen Ideenaustausch
und wurden dabei gefilmt. Teile der Dokumentation
,Constructing belonging - Zugehorigkeit schaffen werden
wahrend der Ausstellung ebenfalls gezeigt.

Die Ausstellung umfasst Werke von Kiinstlern, die an dem
Workshop teilgenommen haben, sowie finf neue Beitrage. Die
heterogenen Werke werden im ersten und zweiten Stockwerk
des Gebaudes ausgestellt. Die Kunsthistorikerin und Kuratorin
Barbara Hoffer, die diese kulturelle Landschaft seit 2005
beobachtet, wird sich im Anschluss an meine Einfihrung in
diesem Katalog in ihrem Text mit den Werken der Kunstler
eingehend auseinandersetzen.

Zu der Ausstellung gehért auch ein ,room of sorrow- schwarzes
Zimmer*. Ich habe die Kinstler eingeladen, mit mir zu disku-
tieren und eine Miniatur vorzuschlagen, mit dem Ziel, einen
gemeinsamen Satz zu formulieren, der Bezug nimmt auf ihre
Angste, Traumata oder inneren Dadmonen, die mit dem Jahr

2015 in Zusammenhang gebracht werden kénnten - oder nicht.

1 Seit der ersten grofen Vertreibung, die auf das Jahr 1045 folgte, erlebte
das armenische Volk zahlreiche und unterschiedliche Formen von Migration
und Exil. Die Vielfalt der Worter im Armenischen flir den Begriff Diaspora ist
laut Khachich To6l6lyan Zeugnis und Resultat dieser Vielzahl an Erfahrungen.
Spurk, arderkir, tz'ronk, gharib, gaghut - bedeutsamerweise verwandt

mit dem hebraischen Ausdruck galut- stehen alle im Zusammenhang

mit verschiedenen Lebensphasen und -formen in fremden Léndern. Die
lexikalische Proliferation ist ein Zeichen dieser komplexen und vielschichtigen
Geschichte. Eine Vielfalt, die nicht so sehr mit Mangel und Sehnsucht in
Verbindung steht, sondern vielmehr mit der Vitalitat und dem Dynamismus
der diasporischen Situation. Wie bei jeder anderen Aussaat, erlangt die
Verstreutheit der Menschen durch die Sprache eine fruchtbare Bedeutung.
Als wiirde Saatgut ausgebracht, erlaubt Migration die Verbreitung kultureller
Guter und Werte und verwandelt die Diaspora in fruchtbare Erde. Das Wort,
dieser tragbare Schatz, der imstande ist, sich zu verbreiten, anzupassen und
sogar an entlegenen Orten fruchtbar zu sein, machte diese Momente grofRer
kultureller Entwicklung mdglich, deren sich die armenischen Gemeinschaften
Uberall auf der Welt erfreuten. Die erste Zeitung in armenischer Sprache, die
1794 im indischen Madras veréffentlich wurde, ist ein Zeichen dieser Vitalitat
und demonstriert, wie alltaglich geteilte Kultur R&ume zur Selbsterschaffung
offneten und damit symbolische Bereiche, um sie zu bewohnen. Die
unabléssige Neuschaffung armenischer Existenz in der Diaspora gemeinsam
mit der zunehmenden Diskreditierung der Begriffe ,Nation“ und ,Identitat”
und deren Ersetzung durch Begriffe wie globale Entréumlichung und
kulturelle Hybriditat fihrten zu der aktuellen Wende hin zu der Idee eines
transnationalen Armeniens. Die Diaspora kann nicht l&nger als Exil oder
Verwaisung betrachtet werden, als peripheres Fehlen der fernen Heimat,
sondern als ein Netz, das das armenische Territorium einschliefit, ja sogar
Uiberschreitet; es ist kein geographisch zu lokalisierender Ort, sondern das
kollektive Weben eines endlosen Netzes. Kein in die Zukunft gerichtetes
Versprechen, sondern gegenwartig und permanent im Bau. (Fragment aus
Estela Schindels Textbeitrag fiir den Katalog Underconstruction: Visual
dialogue, Talking about identities in the Armenian Transnation)

2 (die virtuelle Plattform www.underconstructionhome.net, der vom Kinstler
geflihrte Ausstellungsraum www.interiordasein.de, die Kulturgruppe The Fifth
Floor und andere)

3 das Ostliche Gebiet des Osmanischen Reiches

4 Dies muss naturlich im Zusammenhang mit der Kulturpolitik der
Sowjetunion verstanden werden, in Juxtaposition zur Zerstérung des
westlichen Armeniens im Osmanischen Reich und mit Blick auf die Erosion
der Identitét als Folge des Lebens als eine Minderheit in westlichen Landern
wie USA, Frankreich oder Deutschland.

5 Die wenigen nach dem Volkermord in Anatolien verbliebenen Armenier
waren in den 30er, 40er bis in die 60er Jahre gezwungen, das Land zu
verlassen. Die einzige noch existente Gemeinschaft ist die in Istanbul, mit
etwa 60.000 Angehdrigen.

6 In diesem Kontext miissen die jahrzehntelange fehlende oder schlechte
Kommunikation zwischen der Republik Tlrkei, der Republik Armenien und
den Institutionen in der Diaspora berticksichtigt werden, aber es wiirde zu
weit flihren, diesen Aspekt in diesem Text zu behandeln. Das Thema wird
selbstverstandlich Teil unserer Gesprache sein.
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Preface

by Barbara Hoffer

(TR)

“TORUNLAR - aidiyetin yeni cografyalari” sergisi ziyaretgilerine
Utopik ve fantastik gérinen manzaralari ile hos geldiniz diyor.
Sergiye ev sahipligi yapan DEPO istanbul binasinin cephesinde
kentsel ve organik kaliplar olagandisi olusumlarda birlesiyor.
Mimari ve floral elementler verimli bir iliskiye giriyorlar; cali-
cirpilasarak buyume olaganisti meyveleri meydana getiriyor.
Arjantin’de yasayan sanat¢i Maria Bedoian’a ait bu duvar
calismasinin ¢ikis noktasi - dil karmasasi ve yeryliziine
dagilmis insanlarin semboll - Babil Kulesi’dir. Burada kule,
hayat taslyan, cicek agan ve bir¢cok birbirinden farkli yapraklari
bunyesinde taslyan bir agaca donismektedir. Ve o biuyimeye
devam eder, buyuk verimlilige isaret etmekle kalmayip,

kendini dikenleri ile agri ve aciya sebep olan, heterojen bitki
cesitlerinin kokler birligine donulsturir. Maria Bedoian’a ait bu
calisma, baska bir tur kartografi gelistirmeye calisan, aidiyet
ve hatirlamaya yonelik yeni ydntemleri arastiran ve bu sekilde
dil sinirlarinin ve ulusal sinirlarin 6tesine gegerek ait olma
duygusunu pekistirip yeni cografyalar olusturmaya yonelik
duslinceleri hayata geciren bir sergiye kuvvetli bir giris sagliyor.

Sanatcilarin nerede dogduklarindan veya bir global gocmen
olarak nerede o Ulkenin Uyesi olup yasadiklarindan bagimsiz,
yasamlari veya sanatsal ¢alismalar ister Ermenistan, Turkiye
veya LUbnan’da, ister Fransa, Arjantin veya Amerika Birlesik
Devletleri'nde, biling altinda hep kékenlerine yénelik kisisel ve
kolektif hatiralari ile bir bag olusturuyor. Sanatgilar bu sergide,
Ermeni soykirimi sonucunda hayatta kalabilenlerin torunlari
olarak, uluslararasi gegislere elverisli bir Ermeni cografyasina
acihim saglayabilen olasiliklarin, sanslarin ve potansiyellerin
arayis yolculuguna cikiyorlar. Sanatgilarin bireyler olarak
yerellesmesi ve sanatgilari birbirine baglayan kultirel mirasin
gerilim alani iginde, bu cografya sik¢a yeniden hesaplaniyor,
ret edilip yeniden sondalaniyor. Peki, ne tir bir bag,
performatif yeniden yapilanma veya yeni sergilenme sekilleri
gozlemleniyor? Melez kimlikle yasamak ne anlama geliyor ve
bu olusum ne tir hareket alanlarina agihm sagliyor?

Serginin birinci bolim (1. kat) bu cok yonli ve geliskili
cografyaya yapisal bir sekillenmeyi saglayan bir matris sunuyor.
Sanatsal calismalar, agik mekanda karsilasmayi, istikrar ve
saglamligl ve 6zglveni sergileyen adaciklari temsil ediyor.
Kartografin kus bakisi altinda bu tipografiler 6zglr ve bagimsiz
gorlnuyorlar; ancak kismen birbirleri ile baglantil, gecilmez
arazilerin Uzerinde gegcis saglayan kuglk kopriler gibi kiriigan
elementlerle baglilar. Boylece aidiyete yonelik paradokslar ve
kayboluslarla dolu farkli bir parkur olusuyor.

Bu adaciklardan biri ABD’de dogan ve yasayan foto muhabiri
Scout Tufankjian’a ait bir fotograf enstalasyonuna ev sahipligi
yapiyor. Cercevelenmis fotograflar Ust Gste konumlandiriimis iki
yuvarlak raf tabaninda sergileniyor, oturma odalarinda bulunan
raflarda veya sémine 6nuinde sergilenen aile fotograflarina
hatirlatma yapiyor. Onlar bu insanlarin bagina mekan ve
zaman araciligl ile sahitlik ediyor. Fotograflardan ¢ocuklarin ve
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genclerin gunliik hayatin icindeki okula gidisleri veya sokakta
oynarkenki halleri yansiyor.

GuUnluk hayatin icinde yer alan, eski bir Ermeni tarifi ile yapilan
bir yaprak dolmasi sarmasi ayini gosteriliyor. Fotograflarda
ayrica 6zel anlarin kareleri de yer aliyor; 6zel Ermeni
kostlimleri ile beraberce Ermeni geleneklerine gére bayram
ginlne baslayan Ermeni kizlarin ve oglanlarin fotograflari. Bu
fotograflar, Scout Turankjian’in diasporanin dlinya Uzerinde
bulunan 20’yi geckin farkli Ermeni topluluklarina yapmis
oldugu ziyaretler sirasinda elde ettigi, uzun sirecli bir projenin
parcalari. “Ermeni bir aileye olan aidiyet” ¢ok yonlu fotograflar
araciligl ile gérinir kiliniyor. Enstantane fotograf karelerinde
sik¢a ortak hatiralara yonelik defineler beliriyor. Tim dlinyaya
yayllmis bir sekilde tim “aile bireyleri” gecmisleri, kultar
miraslari, rittelleri ve dilleri ile baglantida kaliyor. Fotografci
icin uzun slreli saha arastirmasinin sonu cok belirgin: “Elbette
biz héala tek bir halkiz; buyuk bir genis aile. Bu baglari sadece
100 yilda silmek imkansiz, dlinya lzerine ne kadar ¢ok yayllmis
olsak da.” (S.T.)

Siregelen ve devamlili§ini saglayan ortak travmanin yani
sira sergide, aidiyet duygusunu pekistiren beraberligin canli
Ornekleri gosteriliyor ve deneyimleniyor.

Beraberligi simgeleyen bu yontemi Silvina Der-Meguerditchian
14 bélumden olusan video enstalasyonu ile takip ediyor.
Diinyada farkli yerlesimleri temsil eden monitorlerde bir

aile kutlamasi sirasinda cekilen, sanatsal koreografiden,
performans ve provalara uzanan, Ermeni danslari ve
sunumlarina ait videolar yer alyor. Videolar burada uluslararasi
Ermenistan’in hayali haritasina dénlsuyor: Toronto, Sydney,
Washington, Lyon, Beyrut, Buenos Aires, Erivan... . Bu yerler,
belirlenemeyen bir sahipsiz topraklar birliginin oryantasyon
noktalari gibi beliriyor. Danscilar strekli ayni jest ve hareketleri
tekrarhyor. Onlar, takip edilmenin ve yok edilmenin travmasina
isaret eden yeni bir beden dili olusturuyorlar. Bu 6n travmatik
hale yonelik hatiralar, bedensel deneyimle de baglantili olarak
surekli glincellesen seklinde var oluyor. Dansin eylemi ve onun
icinde barindirdig) bedensel hatiralara yonelik deger, danscilar
icin performatif direnisin bir stratejisi haline dénusuyor ve Var-
Olus’un kuvvetlendiriimesine yonelik destek sagliyor.

Muzik karsilasmalarinin mekanini da, misafirperverligin bir
gostergesi olarak, semaverden cay ikram edildigi bir baska
ada olusturuyor. Ziyaretciler bu adada kendileri aktorleri
olusturuyor: 1916-1950 yillarina ait tarihi kayitlardan
Ermeni halk muzikleri arasinda secim yaparak, tum sergi
mekaninin atmosferine degisik tinilarla renk katabilirler.
“Farkli bir dinyadan gelen” Ermeni tinilarinin tadina, sergi
mekaninda bulunan ve canli baglanti elemanina dénustirilen
sUtunlarn arasina asilan hamaklarda yatarak varabilir ve
deneyimleyebilirler. Melodiler Ermeni kdylerindeki hayati
yansitiyorlar ve ¢oban, ¢alisma, ask, dans ve hatta ¢cocuk
sarkilarini kapsiyorlar. Cok eski Ermeni geleneginin parcasi
olan, muziklerini en Ucra koselere dahi tasiyan profesyonel
gezgin muzisyenleri, burada da anlatilir ve bdylece anlam
kazandirilir. Ozlem duyulan tinisal mekanlar belirir ve kaybin
acisi ve buyuk duygusal yakinlik arasinda salinirlar.

Beyrut'ta dogan ve buglin Belgika’'da yasayan sanatci Marie

Zolomian, kurgusal tarih belgeselcisi. Bir aile portresini

ve 13 setten olusan ince calismalari iceren aranjmani,
“Nous partout” da, kati bir kompozisyon cercevesinde

aile; bir mikro-topluluk olarak kendini tekrarlayan, degisen
aidiyetlerin metaforunu olusturur. Kadinin ve cocuklarin
duruslari hareketsizdir, cesitli dizenlerde yalnizca kiyafetleri
degistirilir. Bazen grup bir gemide, sonra havuzda, bir sato
oninde veya kopru altinda gorindr. Bazen 6n planda, bazen
de neredeyse taninmayacak sekilde bir arka plan olusturur.
Bazi fotograflarda grup bulundugu cevre ile birlesir, bazen de
kendi cercevesi ile net bir sekilde ayrisir. Burada ifade edilen
ise, kdklerinden sokillp atilmanin varolussal bir deneyimidir.
Sanatcl bir bilimci gibi, fotograflarinda yer alan performatif
melez kimlikleri ve kahramanlari ve bu kahramanlari
degistiren yabanci gevreleri ile etkilesimlerini irdeler. Seri
yaklasimi, caresizlik ve yeni firsatlarin arayisi arasinda gelip
giden, aidiyete yonelik yeni denemelere sebep olur. Kiriigan
konstriksiyonu, yara alabilen birlestirme elemani olarak
calismanin sergi mekanindaki sunumu ile 6zdeslesir.

Celiskilere dayanma glict ve bunlari iyilestirici bir sekilde
eritmek, yeni ve eskiyi birbirine baglamak; bu meydan
okumaya sanatgi Silvina Der-Meguerditchian fotograf ve
cizimleri, dokiiman ve vizyonun birlestigi kagit calismalari

ile direniyor. “Tuhafliklar” adli eserinin ana malzemesini
Anadolu’dan edindigi manzara ve mimari kayitlar ve bir

de sifal bitkiler kitabi olusturuyor. Sanatgi fotograflari,
bitkilerin, erkek ve kadinlarin cinsiyet organlarinin gizimleri ve
buyultilmeleri ile tamamliyor. Bitkiler muazzam dogurganliklari
ile gercekdisi bir etkilesim veya diinya disi bir galaksinin
haberci goriintisiini sagliyorlar. Buna ragmen armonik bir
sekilde yeni foto grafik cevrelerine uyum sagliyor ve vizyoner
yap! dilini kendi gelisim ve blyume sireglerine katiyorlar.

Erivan dogumlu ve 1993 yilindan bu yana Fransa’da yasayan
sanatci Achot Achot da sifalandirma ve yaralama arasinda
hareket ediyor. Bu sergide “AFACTUM” adl ¢calismasindan

¢ eser yer aliyor. Bu eserler, cesitli estetik ifade teknikleri

ile, Ermeni olma gercegine yonelik celiskili ve buna ragmen
birbiri ile baglantili perspektif ve bakis agisi barindiriyor.
Kicuk parcal fotograf formatlarindan olusan ¢ok parcali
kompozisyonunda sanatgl, resim ve cizimle bir sentez
olusturuyor. Ten renginde sivanan akrilik arka plan, bir renkli
kalem aracilig ile cesitli yerlerde degiskenlik gosteren kirmizi
tonlari ile isaretlenir ve Ustu boyanir. Deride kanayan veya
hafif iyilesen yaralara dair kavramlar belirir. Bedensellik, aci
ve kulturel sireclerin ve kimlik olusumun adresini simgeleyen
derinin - Beuysch’un “yarani goster” - yoniindeki olaganisti
anlami cagristiriliyor. Ancak eserler yine de soyutluluk igcinde
yer aliyor ve sanatin bir Uist katmaninda yer alan ruhsal bir
momentine basvuruyor. “AFACTUM”a ait dev boyutlu resim
enerjik ve cagristiric bir etkilesim sagliyor: percemleri birbirine
dolanmis ve bdylece alisagelmisin disinda ¢ok boyutluluk ve
duygusal bir kuvveti cagristiran dolgun bir sa¢i hatirlatiyor.

Serginin birinci boliminden ayrilirken sag tarafta yer alan
olagandisi, yalnizca mekanin disinda degil, zaman disinda
kalmis gibi gortinen iki parca goze batiyor. Berlin’de yasayan
sanatci Archi Galentz’e ait “Kutsalligl Bozulmus Miize” adli
enstalasyonu, 2002 yilindan bu yana sanatciya eslik eden

“Cut out walls” adli calismasindan bir parcayi olusturuyor.
Sergide, heterojen sanat ve bulgularin sergilendigi mize
sergisine yakisir eski yapisindan zorla duvardan sokilen
duvar fragmanlari yer aliyor. Heterojen objelerin arasindan,
Ermeni sanatci Armine Baronian’a ait bir kadinin portresi goze
batiyor. Cocuk yasta Suriye’ye kacan, daha sonralari da Sovyet
Ermenistani’'na go¢ eden ve 6limiine dek sikca seyahatlere
citkan sanatcinin biyografisi, kirllmalar ve celiskiler iceren

bir aidiyeti 6rneklemektedir. Tastan olusan ve gergevelenen
bayraklar, acik kirmizi tonlar aracilig) ile dominant kilinan
maddesel yapisi itibari ile de bayraklari animsatan soyut
resimlemeler ile tehditkar bir glincellik kazanan ulusal
aidiyetin geleneksel sembolline ait fosiller gibi etki ediyorlar.
Duvar kesitleri, daha 6nceki sergileme yontemlerine
hatirlatmalar yapan, yorumlama glictini gorindr kilan ve

ayni zamanda sanatglya ait yapici sergileme yéntemine
yeniden anlam kazandiran bu sergi konsepti ¢cergevesinde bir
heykele donuslyor. Bu eserler fragmanlar olarak hangi anlami
taslyorlar? Hangi baglama aitler ve hangi tarihi anlatirlar?

Serginin ikinci bélimine dogru ziyaretgiler, adi sifalanma
olan bir ayinsel jeste sahitlik ederler. Sanatgi Achot Achot’a
ait video projeksiyonunda diz ¢éken bir kisinin ayak tabanlari
gosterilir. Kadinin viicudu suslerle bezenmis bir kiyafetin
icindedir. Cicek yapraklari ile kaplanmadan 6nce, ayaklarinin
izerine yavasca bal dokillr. Bu kare Hinduizm’de dint
eylemleri hatirlatiyor, ayni zamanda yeni ahit anlatilarinin
icinde yer alan ayaklarin mesh edilmesini de. Bu jest bdylece
neredeyse bir evrensellik kazaniyor; bitlnlik ve sifalanma el
ile uzanilabilir sekilde yakin.

Bu armonik sahne, neredeyse tamamen kapali bir kabinde
ikinci sergi katinda yer alan “Room of sorrow”un ziyaretgilerine
hissettirdikleri ile bir kontrast halindedir. Sanatsal calismalarin
sergiye kattig| gelecege yonelik bakis acisi ve aidiyete

dair goklu cografyalarin ¢ok yonli potansiyelinin yani sira
sanat¢ilara - en miniature - burada yaslarina dair bireysel ve
kolektif duygularini ifade edebilecekleri bir mekan sunuluyor.
Bir blyUtecin altindaymis gibi Ermeni travmasinin sanci, aci
ve yas! gériinlr kiliniyor. istanbul’da yasayan sanatci Hera
Buyuktasclyan, duvar calismasinda surekli isaret eden bir
elin ayni jestini yeniliyor ve parmagi bdylece yeniden yaraya
sokuyor. “TORUNLAR” sergisinde yer alan ¢cok sayidaki
eserlerin arasinda kirmizi bir iplik gibi beliren bu tekrar aci ile
yasanan kayba yonelik bir hatirlatma yapiliyor. Archi Galentz’e
ait kara bayrak, yas bayraklarinin ¢cekilme ayinini kolektif ve
devlet tarafindan tutulan yasin bir isareti olarak ele alyor. Bu
yas objenin asil gergevesi ile yiceltiliyor. Bu kaybin degeri,
ABD’de yasayan sanatci Linda Ganjian tarafindan ustaca
tasarlanmis kagit tag ile tematize ediliyor. Sanatgl, glc ve
onur yayan, malzeme ozellikleri agisindan ayni zamanda
kirllgan ve yok edilme ile tehdit edilen, neredeyse paradoksal
bir hakimiyet sembol( yaratiyor. Maria Zolamian suluboya
calismasinda Ermenilerin tahmin edilemez acilari karsisinda
bedensel bayginligin duygusunu uyandiriyor. Ayni zamanda acl
ve 6lUm arsivleniyor; sayisiz Olilere ait kafataslari raflarda st
Uste yigiliyor ve kafalari kesilmis Ermenilerin kolektif hafizaya
kazinan o ¢ok bilenen fotografini cagristiryor. Erivan’da
yasayan sanatcl Karine Matsakian’a ait video ¢alismasinda
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felaket ve sonuglari karsisinda yasanan bayginlik ve bosluk
zirveye tasiniyor. Tanimlanamayan beyaz bir maske tasiyan
bir kadin, kesintisiz bir sekilde ve hicbir zaman tatmin edici
bir sonu¢ elde etmeksizin kendi bedeninin parcalarini dikiyor.
Kendi bedeni aci ve boslugu yeniden ve yeniden hatiralara
cagiriyor. Arman Tadevosyan’a ait minyatir calismalarda
beden, Ustl Uste kullanilan renklendirme ile dagiimakta olan
bina veya beton duvari andiran tuval lizerinde iz ve baskilar
birakiyor. Yas ve carmiha gerilisin acisini ceken bedenin
hareketleri ve kiltiirel beden dili, kivranan veya diisen
bedenler gibi duvarda yer alan izlere doénlsuyor. Bunlarin
arasinda da birbirine donik ve dpusen bir ¢ift yer aliyor. Beden
hatirlamaya yonlendiriliyor ve ayni zamanda kendi iginde
hatiranin mekanini olusturuyor.

“Room of sorrow”dan ¢ikildiginda, sergi mekani agiliyor.
Mekana rahatca dagitilan sanatsal calismalar araciligl

ile perspektifler ve alisa gelmemis hareket ve baglantilari
mumkdn kilan yeni formlarin yaratiimasina dair bir comertlik
yaratiliyor. Ziyaretci agik mekana dogru ilerlediginde, mekanin
sol tarafinda korunakli alanda beliren kisik bir “tak tak tak”
sesi ile rahatsiz edilir. Bu ses ve obje enstalasyonunun

cikis noktasi, Tlrkiye'de yasayan sanatcl Ani Setyan’a ait
kisisel bir hatira objesidir. Blylkanne'ye ait baston, torunu
icin zorluklarla dolu yolda hareket ve destegin sembolini
olusturur. “Tak, tak, tak” “bu ses agir sekilde hareket eden bir
bedene eslik ediyor, ona bir yerden bir yere ulasirken yardimci
oluyor...”

Hatiraya dair golgesini ve ayni zamanda gelecegi duvara
yansitan bu baston, gecmisin, giiniin ve gelecegin birbirine
aktig) bir resim olusturur. “Tak, tak, tak” “Kalkiyor, bir yerden
bir yere yuruyor, hedefe gitmeye gabaliyor, yirlyor, kapiya
vurma sesleri, sol, sag ve baston.” (A.S.) Arayis isinde olan
zorlu hareket bu ¢alismanin merkezini olusturuyor; ylriyus
ve varmanin sevinci, hedef ve yeniden bilinmeze dogru ¢ikilan
yeni yol “tak, tak, tak...”

Mikayel Ohanjanyan’in sanatsal arastirmasi, sekil ve mekanin
insanin sosyal gercekligi ile orantisina yonelik soruyu
iceriyor. Sanatciya ait heykeller, eylemleri, sembolleri, isaret
ve sdylevleri sosyal ve toplumsal uygulamalarin sonuglari
olarak yorumlayan mekan konstriksiyonlardir. Kisisel ve
toplumsal etki alanlarini sanatgi, yapici perspektiflere
dayandirarak algllamaya ve arastirmaya calisir. Bu baglamda
Mikayel Ohanjanyan mekansal konstriiksiyonlarinda gerilim,
celiskiler ve degisken bakis acilarini iceren ¢ok boyutlu bir
gerceklik yaratan bir cografyaci. Erivan’da dogan ve bugiin
italya’da yasayan sanatgl, burada 6zellikle Ermeni vataninin
kontrastlarla dolu cografyasindan etkilenir. Bu sergi icin alti
metreyi gecen genis capli bir heykel yaratti. “Senza titolo”
adli calismasi ortak mekanda balansta tutulan kicuk bir zar
aracilig ile tutusturulan metalden olusan iki kiibik yapidan
olusur. Hassas ipler iki metal kiipuin arasindaki gerilimin
olusmasini sagliyor, ayni zamanda bu gerilim, merkezde
bulunan kiiclik zari dramatik bir sekilde etkiler ve belirgin
bir sekilde deforme eder. Bu ¢calisma sanatgiya ait bir
deneyime dayanir. Bir arkadas! Ermenilere yonelik soykirimin
Ermeni diasporasinin uydurmasindan 6te olmadigini iddia
eder. Deneyim surecinde sanatgl, var olan sekil ve yapilara
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etki eden kuvvetleri tematize eder. Tanimazlik ve politik
manipllasyonlarin, her bireyin aidiyeti ve 6zelestirisi ve

sosyal beraberligin lizerindeki etkisi nedir? Bu ¢ekismelerle
dolu calismasinin yani sira “Labirintospaziale” adli eserinde,
aidiyete dair yeni perspektifler ve alanlar olusturan ve
mekansal model olarak algilanan ikinci bir heykel gelistirdi. Bu
yapl, daha kiguk kapilarin varlig ile Girpertici ve ayni zamanda
umut verici bilesenlerden olusan ve birbiri ile etkilesimde

olan seffaf alanlar yaratiyor. Buyurun iceri girin ve bilinmez
boyutlara olan bu yolculuga ¢ikin.

istanbul’da yasayan sanatci Hera Bilyiiktasclyan'a ait eser
“Kor Topografya” da ziyaretcileri hayali bir Ulke yolculuguna
¢ikariyor. Sanatgi burada hikaye anlaticisina donlsip tariht
ve kilturel 6geler iceren geleneksel hikayelerle oynuyor. Hera
BlyUktasclyan’a ait zarif kagit calismalari, basit fotokopiler ile
calisan ¢ok 6zel bir baski teknigi sonucunda yaratilir. Olusan
baskilar, cizimlerle ve yazilarla tamamlanir. Vitrinlerde, bazi
yerleri okunmaz veya silgi ile silinmis olan tarihi dokiimanlari
andiriyorlar. Kér noktalar olusuyor. Onlar su gerilim dolu
calismaya sebep olan bosluklar ve yokluklar. Bu anlatimlarin
kahramanlari Jona ile Balina veya Kutsal Christopherus

gibi figlirler. Hikayelerinde cesitli zamanlar, gériinen ve
goriinmeyen, var olan ve olmayan birbiri ile baglantida
gorinmekte. Isildayan kirmizi bant, yalnizca bellek, mekan

ve zamani birlestiren noktalara isaret etmekle kalmiyor,

ayni zamanda gorinmez gelecege dogru seyahatin yonine
isaret ediyor. Burada su, bu cografyalarin yapici bir eleman
tasi olarak 6nemli bir rol stleniyor. Su hafizanin metaforu
haline geliyor, hatiralari besleyen kaynagin ve enstrimanin.
Varolusun tiim gesitlerini birbirine baglayan suyu izledigimizde,
hafizanin gériinmeyen alanlari tahmin edilir oluyor. ilkel
zamana dair tim hatiralarin canli tuttugu mekan suyun altinda
neler gizliyor? Maria Bedoian bu soruya “Coral Galaxia” adli
enstalasyonu ile cevap vermeye ¢alisiyor. Cok cesitli formlarin,
tahmin edilmeyecek kadar zengin organik yapilarin kaynagini
burasi olusturuyor. Cesitli buyUkllkteki al¢i parcalari kendi
bltunlikleri icerisinde, deniz kenarinda toplanan parcalari
andiriyor ve gizlenmis, canli su alti diinyasini hatirlatan
fosillere donusiiyor. Ancak bu izlenim yaniltiyor, bu formlar
sanatg¢inin hayali yaratimlaridir ve dogada bulunan 6rneklerine
bagli kalinmadan Uretilmistir. Yapi taslarinin gériinir ve
hissedilebilir kilindiklari stirece sekillerin bu ¢ok cesitliligi,
uzun surecler boyunca mi yoksa yaratici bir anda mi Gretildi
sorusu anlamsizlasiyor.

Seffaf folyolar Gizerinde yer alan renkli gizimlerinde sanatci
Linda Ganjian da, bircok celiskiyi icerse de hayali bir cografyayi
tasarliyor. “Avrupa’nin Hasta Adami” iki kaynaktan etkileniyor.
Bir taraftan iznik seramiginin ciceksi dekorasyonundan, diger
taraftan ise Grigoris Balakian’a ait “Ermenilerin Golgothasi:
Ermeni Soykirnminin Anisi”’nda yer alan bir pasajdan. Balakian
burada, Ermeni kdy sakinlerinin straldigi ve sinir disi edildigi
Hadjin adl kdye ait terk edilmis ve vahsilesmis bahceleri
betimler. Susli betimleme dili ve somut icerik bir diyaloga girer.
Cesitli form ve sekilleri takip eden ciceksi dekorasyon hizla
¢ogalmaya baslar ve gittikge vahsilesen bir cografyaya donUsur.
Stilize edilen bitkisel formlar, dlizenleyici kisitlamalar tarafindan
engellenmeden, kendi dekoratif yapilarina zarar verecekmis

gibi belirir. Sinirlari asan bu irdeleme, Ortadogu’nun geleneksel
el sanatinin dekorasyon ve sislemesi ve iginde barindirdig|
anlami arasinda bir oyunun baslamasini sagliyor. Geleneksel
semboller ele aliniyor ve yeni anlam ve aidiyet bagislayan bir
yapiya dogru kaydirihp degistiriliyor.

Sanatcl Karine Matsakyan video projeksiyonu ile hayali
cografya ve galaksilere esrarengiz bir giris yapiyor. Demir
perdenin ¢ékisunden ve Ermeni Cumhuriyeti igerisinde buna
eslik eden derin degisimlerin yalnizca on yil sonrasinda olusan
bu calisma ile bir kadinin bir bebekle oynamasi sergileniyor.
Ancak bu bebek alisilagelmis cocuk kalibinda bir bebek
olmaktan ziyade hayatin yliziine derin izler biraktig bir yasli
kadin bebegidir. Videonun ana merkezinde kahramanin ona
cok yakin olan, ona bir annenin cocuguna baktigl gibi bakan
ve korudugu, “oyuncagi’na yonelik ikilemli iliskisi vardir.
Ancak defalarca bu sahne ¢okuyor. Kadin bir anda neredeyse
seytansi bir hal alir. Bir ilkokul kizina 6rilen saglari 6riip
elindeki ve ona emanet edilen yasli ile dalga gecer. Saygi
nerede kalmistir? Sonra birden, halen elinde tasidig yasli
kadina kizmis gibi gortinlir. Ne yapacaktir? Bu yasli kadin ona
tim bu degisimler boyunca eslik edecek mi yoksa onu anlam
ve manada kaybolan eski ve bos bir guval gibi dislrecek mi?

Ermeni kenti Leninakan’da dogan sanat¢i Arman
Tadevosyan'in eseri de Kafkas vatanina ait ve son yillarda o
bdlgede yasanan jeopolitik kirllmalarin aci dolu hikayesini
irdelemektedir. Bunu yaparken, yeni beraberlikler ve bundan
dogan durumlarla basa cikabilmeyi saglayan, alternatif

ifade ve hareket olasiliklarini arastirir. “Déntsim” adh
enstalasyonu, sergiyi ziyaret edenleri olaganisti bir yaklasima
ait bir sireci beraberce deneyimlemeye davet eder. Bu
karsilasmanin mekanini, dogu Anadolu ve Trans Kafkasya
arasinda bulunan sinir bélgesi, Ermenistan sinirina yakin ili,
Kars kenti olusturuyor. Bir video projeksiyonunda sanatci Kars
kentinin farkli sehir cografyasini dolasir. Bir tepede, kudretli
bir kale bulunur, bu tepenin eteklerinde de, bir zamanlar var
olan ve birkag yil 6nce yikilan, eski bir Osmanli kenti bulunur.
Sehrin merkezi 120 yil 6nce kurulan eski Rus garnizon

kentini hatirlatir. BlylUk camilerin, eski Ermeni kiliselerin ve
sanatsal bir sekilde suslenen villalarin yaninda, Baltik ve
Gurcu mimarisinden kalan kalintilara rastlanir. Arastirmaya
yonelik bir sehir gezisinde kent sakinlerine rastlar ve onlarla
yerleskeler ve mimari tarih hakkinda konusur. Sonra -
sevilmeyen ders - tarih ile ilgili onunla konusmak istemeyen
bir grup ¢ocuga rastlar. Cocuklar sarki sdylemeye baslarlar,
Atatlrk’tn kahramanliklari ve Trk ulusunun biyUklGgine
isaret eden sarkilar. “O benim milletimin yildizidir parlayacak”.
Karsi tarafta bulunan duvarda bir ikinci video bulunur. Bu
videodan bir ¢cocuk sesi duyulur: “Ermenistan icin 6lmek
kahramanlarin andidir”. Videoda sanatgi ki¢lk bir oglan
cocugu olarak gorilir. Bir bosluk belirir. Ancak sonrasinda

iki projeksiyonu birbirine baglayan isik kutularinin bulundugu
duvara bakilir. Karanlik baskilar, iki birbirini taniyan ve giivenle
birbirlerine yonelen, bagli, birbirlerine akista olan, neredeyse
samimi iki insan ylzUnin karsilasmasina dair izleri gosterir.

,Les voici réunis, Mehmet et Arman, le turc et I'arménien, le
modéle et I'artiste,
I’'Un et I'Autre, un étre humain... et un autre étre humain!

Et on pourrait les relier ainsi a I'infini, les voisins, les habitants
d’une terre autrefois une, et aujourd’hui coupée d’une ligne-
frontiére qu’on ne franchit pas... fermée!“ (A.T.)

Talin BlyUkkirkciyan Demirci “I was here” calismasi ile zevkli
ve esprili bir sekilde, kimligin dogasini ve belirli bir tilke veya
ulusa yonelik aidiyeti sorguluyor. Bu ¢alismanin zeminini,
farkli bir sey olduklarina inanan, bir tlkeye gelen ve bu lkenin
atalarinin yegane vatani oldugunu iddia eden ¢ hayvanla

ilgili masal olusturuyor. Yine de yabancilik hissi ve Urperti

agir basiyor. Go¢ toplumunun tam merkezinde gercek Ulkeye
yOnelik olusturulan soru neredeyse kronik hatalarla dolu
gorunuyor.

Sorular baska: “Bir toprak parcasini ne yuva yapar? Bir yeri
ne sekilde sahiplenirsek orasi bizim yuvamiz olur? iginde
yasamis olmak mi, paylasmis olmak mi? Ka¢ jenerasyon
boyunca?” (T.B.) Su not ile: “| was here”de, duvarda gesitli
dillerde goriintlilenenle, sergi mekaninda yer alan performatif
calismaya ait kalintilar 6zgliven iceren bir ifadeye dénusuyor.

“TORUNLAR - aidiyetin yeni cografyalar” ¢ercevesinde yer alan
sanatsal calismalar, gugcll bir varligl korumakta ve bununla
birlikte, paradoksal Ermeni ¢ok uluslulugu ile bas edebilmeye
yonelik alternatif yaratici modeller yaratmakta. Yoklugun ve
kendini strekli yeniden yaratan varligin harekete gegmis uclari
arasinda gorsel mekan yapilari, aidiyete dair gorsel ve mizikal
mekanlar ve direngli klltlirlerarasi bir gelecege isaret eden,
beraberligin cografyalari Gtopik modeller veya fragmanlar
seklinde olusuyor.

Barbara Hoffer
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unbinénLh wwwnwibhniptiwt wihwiugkn wpwhbn dp®
hwlwuniphrutipny nL pwuguwuwyniphruttpny jGgniu:

Wu ynqtiwyubpktu dEynLt ypuy £ UUL duwd b hwuwy
wnwo [nLuwuyuphs-ipugpnn Ujwnen @nrutptwuh
InLuwtuiputipne mnunpnedp: SEnunpdwt ppewtwyniwd
|nLuwtwnutpp, npnup gintnniwd Gl nupu-nwpu

Gpyne Ynp nupwyutpne ypuwy, jnipupynedutn Gu
punwttyut nruwtjupubpng, npnup upbh £ wntutb
tunwububwyh nupwyutpnit yud pnchuwphht ypuyg: Wu
InLuwtuputpp Yp Jipuwhwunwnbt dudwuwyht Ge
nwpwonLptwt punuikeEt dnnnynipnht wipwynniphrut

nL hpwpwqopwygniphrup: Lntuwtwnputipp dwuncyutip

nL Wywwnwuhtutp Yp yunytptt wnoptwy hpwyhwyubpne
Ube" nupng qugwd wnkl, ophtwy, ud thnnngp jpunugusd
wwnbl: 3nu twhe tbpjuyugniwé G unynpujut Shuwyw
gnpoénnnLphLuttp, huywku ophtiwy huyjuwit wrwunuywu
pwnunpwwunduh Up htintirtny nppwwnniuyh nbptbrutpne
Jgnuncdp: Uwuyt wyu inruwijuputpp twbe junney ywhbp
Un wwwnybpkt, husku ophtwy motwwwnwpniphLuutp,
nnnug pupwgpht huyjuwt wrwinuut nwpwq

hwqué dwietipll nL wnehyutpp opp thwuht wugpubu®
huyyuywu hht wrwunnputpne htnbLtny: Snigunpniwd
pnnn [nLuwtuiputipp Gpuipudtuy twhuiwghsh dp

dwu Yp Juqutt. wyju twpuwghsh shpkt ttipu Ujwnin
(FnLdwupatwp wygbjws £ huyuywt uthhrnph wikjh pw
20 tpyhputipne qunniputp: Mwwytputpne wjjuquuncphrup
wnbuwtbh Yp nupauk «Quyuyjut pinwuhph» dp
hwuwpwywg wunwdwywgniphrup: Wupniw, jhynnniptiwt
hwuwpwiwg hwrwpwyuwi quta dp Yp pnih pE Yp nnpnnuy
wju Wwh jurtpdwgunn nruwtuputpne «htpnuutpniuy
wsptinnLt ke tie Gptuttipnit Ypwy: Wphuwphny dky
uthnnrwd wyu «punwuhph wunwdubpp» hptug wugbwyh,
hptug Wuwynipwiht dunwugniptiwy, hptug dtubpniLu

tiL jigniht pundkEekEu hpwipne Juyniwé Yp duw: Gu
plwqurwntt tutipu hp pwgiwdtiugy hGnwgowmwywt thnpap
FnLdwtpiwtht hwdwnp UEY pwt ywing nupanitguo k.
«JUpnpw, Uklp tnwjuirhtt 0EY dnnnynipn Gup® dky dkd
glipnuuwnwt: Wu Juwtpp wuywpkh £ ougk) punwdkup 100
wnwnpniw uky, nppwt wy tpypwqunny UEy hpwpdk hinne
uthnnrwd ppjwip:» (U.a-)

Jwuwpwywg hwpnrwshu (npurdwyht) mtupny jupwwnbic
utipyuy jniwt Yenht gniquhtin gniguwhwuntup twb Yp
utipyuywgut hwdwgnpdwyguyht thnpupthnidh Ytunwuh
atiLkp, npnp Wwpwquutpne' purwuiht Gnpupup
Ytpwtnpny, wyt tuwnwnniedny, np wju whyh 2thnidp
unjuyktu yuwwnyuubhniptwt gqgugned yp 6uh: Uhphtuw
Sktp- Uypunhstwtp wyu hwdwgnpdwyguyht thnpupthdwt
atiLtpp Yp muwnnk hp «Still alive» (ntin nno) 14-dwutiuy
wntuwwnbnunpdiwu Jdky:

bLpwpwtship gniguywunwn Yp ubpuyugul wppuwphh
Unpwy wnwpptip Juyp dp, GL hrpwpwiishpp Yn gnigunpk

wnwnpbp atich huyjuywt ywph Junwpned dp' pidwut
tinyeku uhuytiL hwupwyht pnLpowwin, wwnh thnpa jud
wuwp punwubiwi hwrwpn)ph pupwgpht: Yuuwhuny
wbuwbphqutipp Gpirwuyulwt pupunku dp Yp gdt
wunpuqquyht 3wjuuwnwuhi, np Yp mwpwéneh Gnpnuenjtu
Uhwuh, Ywphuywnnt, Lhnt, MEpnLp, Mnikunu Wpky,
GntiLwt... Ywyptipp wyu wtuwhdwbh sbgnp gonhh
wnwnwopht Ynniunpndwit Yewnh nbp Yp juwnwpb:
Muwpnnutipp Ypyunnupwn atnph tnju updnidubpp Go
wwph unju pwytpp Y'putt: Wunup yp yopujuuqubu
dwpuhuht UEY jGgnLt, np Y’'nglynst hwjuswipttpne G
wuktwgiwu unppwyht twhunpnnn dwdwuwyubpp: Wu
Gwhiwhwpnrwsuyhtt hpwdh@wyh jhpnnneehrun hipghtp
J'wpunuwyuwynkE hbwnmtinnujuunpkEt tnpugniwé atiht G
Uhg $hghpwwit thnpawnniptiwl punuktekt: MwpnnutpnLu
hwdwnp wwph wpwpep Ge wiunp ywhywuwd hghpwjun
Jhynnniptiwt qutap jumwpnnuyjwt nhdwnpnptwl
nwquwywnpnipehrt dp Yp tbpyuyugutt, nwqdwyjwpniphe,
np Jwdpwuunt hpktg hupuniphiup G Yp 2wk hptiug huy
qnjniptwt thwuwnp:

Stnunpdwt pewyuwy twpwoéntphrup unjuwku Yp
Jtpwonth Gpudnmwywt hwunhydwt Ynghh, nup npuku
hhLpwuhpniehLt huptwtnny ywwnpwuwnniwd ph Yp
dwunnigneh: Wu wyghniutipp tnjuyku Yp nunuwi
nbnunpiwt dwu, inpnrwd ppjwny np hpkup jupnn Gu
1916-Eu 1950-h dhotic uwnwpniwd huyjujwt dnnnypnuyht
GpwdyunnLptiut yundwyut awjuwgpniehrutltpnk
puwnpniphLt Juwnwpt)” wjuwhuny Unp punpneptiwt

up untwgny wdkt wuquid tnp dhowyuwyp/dpuninpun up
untinotny: Wunup yptwtt wyu «wy) wphuwphh dp» huguju
awyjubpp wwnhp G Juybyl) dehuntwé guugwéobtpne ko,
npnup upwhht ke qununinnutipne uhrutpE uhuniwé

i, b dhwtwny wy) wyghnLutpne” hwdwytp dp juquby
gnLgwhwuntuh gnyuwwwnytpht dke: 3uyjujui
dnnnypnuwyht tpgbipp tdwt Gu unnuijut wphuheh, np
Unpuwy wygbnLubpp wppughEt unpniuy puphpk: Wu
dtintinhutipp hwyywywi ghunbpne Yhwupht wpnwgnnidu
LU hnyhLutipne, wphuwwnwph, uhpny G wwph, htewku
twbL Jwiywywi Gpgtp: Unjuhuy wdtuwhtnne ghuntpp
tipwdyunnLphLt hwugunn wphtunwywnd pwthwnnn
tpwdhpunutpne huwyyuwywt Gpupudtuy wrwunnep
unjuyku wyuntin Yp ywundneh, Ge wjuyhuny tnp hdwuwn
Up qgtiinL: Gpwdnwywi Jupow dp unjuwyku gnirhup

Up pwpapwguk G Yp tnwnwunch Ynpuntiwt gucht G
JjnLquijut ukd wgquygniptiwt gqqugnrdutinniu dhobii:

MEpnie 6twd G wydd MbjGhpw wwpnn Uwph
Onjuwdtwup Gphirujujuut ywwndniphruutp Go
NMuwuniniphit §p thwuwnwgpk: Wunp «Nous partout» (Whup
wukunip) Ynyninn tpphtt puppp’ pinnwttwu nhdwuyup
up G 13 npnrwopubpt ugquiniwé jophunLwodpp,
punwuhpp hp dwipwhwdwjuph wntupny judtgnn

wudnip Jugdkt Yp atirwthnhul wiugnidwyht ppowth dke
guunLnn Wwwnywubhniptwt thnfuwpbpniptwi: Yuny
tiL wquhyubpnit nhppp G minupwhunidp punhwunep
wndwip wipwnd Yp duwt’ dhuyt wiuntg hwuntpawupp
Up thnpunth mwpptip npnrwoéputpne dke: ULy dp twih ypuwy
Up wntuutlp funidpp, niph woqud Up' (nquirwquiahu

pny, Wywjwwh dp wneky, jud Judnipgh dp mwly: Gpptdu
funcdpp GJwnh junwewdwuht E, Gpphdt w) hwghe
Gwuwshih E uuph junppht: Npnp tupubpne ke funidpp
Up pnLh Rt Yp anunih hp 2pgwyuyphti dke” wy) tjwpltipne
uko Jtpohuku junwy tgpugotinny junwy quuwquuncbne
hwdwp: Mwwnqudp hwdwluwphwytwgwd wpuwnphh dp
Uk mbnwhiwhundwt gnyupwtwyuwt thnpawnniptwl

up yuwnqwdt B Ghntwwuh dp wku (G wm tdwt
ghinnuwlwuh dp ppwoéht) wpnLbumwgkwnp Y'niuncdtwuhpk
Juunwpnnujut uwntwéhu hupuniphruttpne junngp,
gnpoéonn wuawug tr ghptup 2powwwinnn ne thnpunn

funppe dhowduwypht dhetic thnpupthnidp: Upnibunwgbnhu
punpwo pupuwyhtt Jonbtignidp Yp nuintiwy
wwwnwubhniptwt ninnniwd thnpa, yunywibhniptwd,
nn wju yuwpwquwjht Yp mwnwunch hp huYy nttwjuntpjut
L Quwunpng Jupbhniphrututpne funnnedht dhobic:

Wu nhrpwpty junnigniwédpp Yp hwiwywunwujuwEe
unbinéwgnpénLptwl hul utpyuwjwgnidhi, np
gnLguwhwunktuh gnyuwwwnybkpku ttipu npuktu thugunn
qquynLt wgnuwy hwunku Ynr quy:

GnjuntiLtne Gr wyw hwjwuniphrup wpnne atiny
InLotnL upnnniphiup, hhup tnpht yuwtp. Uhpdhtw
Skp Uypwhytwtp hp untinébwgnpdniptwu Uk wju
dwpunwhpwikbpp Yp nhdwgpuirk pninph dthengny, wyju
wwpwqwjht (nruwtuputpne, gbwgpniphrutbpne,
thwuwnwppninpetpnL GL nbujwywwnytputpn: bp
«Oddities» (nwpophtwynLphLuutp) gnpdhtu hnidpp
Wtwwnnihwyh ptwyuwwmytpbtpne G QEuptpne

hht [nLuwtuipttip Gu Gr ninupnjutpne dwuht

ghpp Up: YUpniLbutmwgbwnp hht ;nLuwtuputpp yp
Jupnwpk pnjutpne wpwjwu G hquuu utnwuu
gnpéwpwutbpne dtdgniwd gdwgnniphruutpny: Anyubipp,
wwnnuptpnipbwl hpiug wpnwywpgoptu gnitwgtin
hunphpnwuhputipny, giphpwywu wntup nLuht, jud
unjuhuly wy] wunnuhnyE uwnqudwpbputp Yp pnihu
prwg: Wuntwdkuwythe, wunup ttpunuwtwyonku Yyp
utipanynLht hptug InLuwtupswwu tnp 2pewywnhu
uko G ytpehthu atiLh jGgnit Yyp dwpdtwenpkt hptug
wadwt Uke' tphrwujuyut atiiny:

Uwwphudwt tr nhrpwungth yhwyh thetic nuwwnwunidp
uwhdwunn-yannpny wwpp £ uwbe Wynn Uynnh ynndk
utipquywgnrwé jophuntwéphtu dke: Wynwn Wynwnp 6twd

E Gptrwt Ge 1993-Eu h ytp dpwtuw Ywwph: bp
«AFACTUM» pwpptu tptip gnpd Yp gnigunpnihtt wyu
gnLgwhwtntuht dhpkt ttipu: Wu untnéwgnpénishLruutipp
gbnupnLbunwyut nwppbp wpnuwywynewatibp yp
gnpéwodhu’ ubpyuywgubne hwdwp hwjuuwywy, uwyuwyt
hpwpwhhru hinwuuwputp Ge nhnwuyhcbutp, npnup
Juunrwé Gu huwy pppugne thwuwnht htin: Wynnh pwgiudwu
Jjophunrwoédpp, npp Juquiniwé £ pudubwurnpniwd
wwwnytputpne atrwewthny, henwjuipsn phiwt Ge
qoéwuywpsniptwt hwdwnpnid dpu £ Uwpduwgnju
wpnhihy unppp wjjuqut ntntpne ke jud gnitwenp
dwwnhny yupuhph nmwpptip Gpuqubpne tpuottp Yp

ypt yud wy wyn dwnhunny wdpnneniptiwdp gonLwd £
Ypwi: Wu wunytipiipp dkgh Yp jhptigutit dnpph ypuy
phptLontl Yanininn Gr jurwgnn Yyepptipp: Uwpdhup, guip
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tiL Unppeh yhphuwph tpuwtwyniehrup nputu duynipuyht

gnpopupwgutipne funphpnwuhy tie hupuniptwt yapugpnidp.

wju pnnpp Y'ngtynyE GngEd Mnjuh «Show Your Wound»-p
(8nyg winLp ykppn): Wuntwdktwjuhy, jophuntwéphu
wnwnpbpp yapuguwi wy Yp dtwt G jnnid §'putu
wpnLtunh qipwuwng Gr hngtiunp ywh dp: «<AFACTUM»
2wnpht wwwnywunn dkdwyunwe yuwwnytpp ynpnjugunn Ge
Juuwuwlyguywu wagntgniphirt Yp gnpdt. Yp jhotguk luniénia
funuynujutipny thwppwd, hnjuyuy Juwpubp® wnwhuny
untindtny pwgwnhy pwquitigpniphit b jniquiju nid:

8niLgwhwuntuh wpweht dwukt nnipu quint dwdwwy
woht tjuunbih G Gpyne wuunynp pkynp npnup Yp

enth ek ny thuyt wyp mtnh dp Yp yuwwnwuht, wy) twbe
niLnhy dwdwtwyk G Mbphtwptwy hwy wpnihunwgkn
Up2h bwtugh untinbwd « A Desecrated Museum»
(MnénLwd puwuqupwt vp) mbnunpnidp dwu Yp jugqik
Jupniwé-hwtntwd ywwnh hwwnnrwdutpne pupph

up, npnit Ypwy Ywtiugp 2002-Eu h Jtp Y'wphuwankp:
Stnwnpniip punuguwd E hpkug twhijht putquputwyhtu
nownyuykt ppunopkt wynyniwéd-hwuniwd Gpyne
wuwwnbkpne pynputnk, dhty wwwnh peynputpp h gnyg

Up nutl puquuntuwy wpnLtunh gnpédtip Gr/jud hptip

nL wwwnytpuwyhtt ophtwywithnehrututp, «3pwppttpne
wwhwpwutbpniuy» (Kunstkabinett) puwn tdwl atiLny:

Wu pwgiuntuwy hptipnet dkgkt Jwnwuatwtiwy Yuny
nhiwtwywn dp, np hwy tupsnithh UpdhtkE Mwpnutwuh
gnndl E: Mwpnubwup tupynihh dpu Ep, np dwiuncy
hwuwyht unhwynrws tnwéd Ep thwhustine Uniphuykt G
htinmwquyht Iwywuwnwuh funphpnuyhtt hwtpuytunephru
utipqunpwo kn: UhtstL hp dwhp wt Qumn-pwwn Gudpnpnwd
Ep, GL wunp Ytuwgnpniphrup juwnwptw] ophtiwy dpt £
Unupnrwoputinny ni hwjuwunephrututpny jh hupuniptw:
Stnwnpuwl dkeh huuwmonkt ppewtiwiynLwd npopwukpn
Juwnpth E puyuwyt) hpptie ubpniunk ubpniun thnfuwugniwd
wqquyht huptniptwl funphpnwuhph ppwoénutp, GeE
enLwn puytipuygnn wuydwn Yupdhp whpwywi gnjutpny
utipyuywgnn Ytpwgwywi tniwppp (np tnjuuku npop Yp
Jhplguk), pwitt Up, np npopwjutipnnLu gphpt uywnluwlwu
twpwtwynephit Up Yp hwnnpnt tipyuy dwdwuwyh

dbe: Mwunbipku yupniwsé-hwuniwéd ptynputipp wju

gnLgwhwunkuh ywwnnidht dke pwtinuyh ntip Yp juunwpt:

GL uwuyt, wuntp twbr mbuwtbh Yp nupattu
gnLgwhwinktuh twhuinpn atrwywihp GL wunp
utjuwpwiniptwl nidp, tr thwdwdiwuwy
pllwnwwnwpwp hwpguywuh nwy Yp nukt tnp
atirwswihp GL hdwuw untindtne wunp huy upnnniphrup
(hdw' UtYuwpwub] nhunnnh hwdwp): Upnebumh wju
gnpétpp npwku paynputip h"uy Lwuwyniphit Yp
wwnnLuwytt: by tnp pewpyh dke npniwé G wintp G
h"ts wuwndnLphLubp) Yp wundki:

Qtwh gniguwhwunkuh Gpypnpn dwup Gppuwne

wwnbt wyghnLubpp wjwtwntu Y'pppwt 6kuh dp, np
pniLddwit fjununnidp Y'puk. Wonn Wynnh untindwéd
wmbuwpawyniiutipp gnjg Yne it nunph dkply ttppwuttpp
onLuyh Gwd withwwnh dp, np qupnupniu gnitwghin
hwgnruwn Up hwquwé E: Uwpnnit ninptipt h Jup dtnp yp
hnuh nuunwnonpkl, www wunup Yp dSwoynLhu swnhyh
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ptpptnpny: Wu ywwytputpp jhpwpyned Gu hhinne 6kutpnt,
pwyg twbL Yp jhpigutit 8hunruh nnptpnit odndp, wytwktu
huswku Yp wwwndnih Lnp Junwuwpwuht dke: Gwpdnidp
wjuuhuny gptipE hwdpunhwunip hdwuwn dp Yp gghont’
wdpnnontphiup Gr wwywphunedp dwwnsbjh Yp pnrht:

Wu tubpnwtwy ywwnytputpp yupney yp hwwnpnihtu
wju wypnedutipniy, npnug Yp pwhunchtt wygbniutpp

« Room of Sorrow»-hu (dwnh ukutwy) dke. Gptpk
wipnngnipiwdp thwy wu thnpphy ukiiwyp Yn
guunth gnigwhwuntuh Gpypnpn jupyh 6hpun

dnLinpht: Snigwhwunktuhtu dke utpjuywgniwd
unbtindwagnponiphruttipn wunhwuwpwy yp twyhtu
wywquyht G yunywiubhniptwt ptatnwéd pugnid
wphuwphwgpniphLutbpny, «j ububwyp» wnwuahu
wwwnpwunniwod Ep wpnibuwwngkbmubpnit ugny Ge
Jhpunh wthwnwwi pE hwrwpwlwt wwypnidutpni
«Jwupwybpunuwyht» gntgunpiwu hwdwp: 3wuyui
wnnpwriwjh-hwpniwéh gurp, munwwwipt ne yhpup
hntiup ghptitp Yp npubiLnptit® yupstiu funznpuignigh
wnwy ppught: 3Gpw Mhyhrppwéhtiwip, np bupwiwny]
Y'wwynh, hp npitwntnunpiwi dke ypyunnupwp tunyu®
dwwny gnjg winLnn atinph dp Qwupdnidp Yp gnpdwsdt’
wjnwhuny wdktwguwrwih thiph dup ypwy unpku G
unpktt npwnpniphit hpwehptny: Wu yplyuniphiup, np
@FNOFLELNL 6hpkl ttipu tEpYuywgnLws pwn gnpdtpnL
dhotiL punhwupwywu ghd dpt E, ynpuntwu gurh jnipp
U'ngtiynyk: Wpph Ywjkugh ubic npopwyp Yp gnpéwdk
hwirwpwlwt jud ywhnwlwt ugny junphpnwth npoyh
funtwphdwt 6kup: Wu unigp Yp pnih pE junyjuyktu
J'wqunrwtwy hph punhp 2ppwtwuwrnpnidny:
«Unpuntiwt pwuwupdEpniptwi» ptwpwup tnjuyku
Up 20pwthnih wikphjwptwy wpnibunwgbkn Lhunw
Yuuatwuh twhiwgéwd pwpapnpuy pnehw) pugny:
(Gwagp Yp dSwnwjk npyku nhrpwpky Gr gpbpk
Jupwyuwpdwywt junphpnwuhyp nhpwywunptwy, np
nid nL dtowpnipniphit Jupunwjwjnk, unjuhuly wyu
wwpwquwyht, Gpp wyt threp, npdE Juguiniwo £ wi,
phupniLuniptwt qqugnnniphLt Yp untindk, ynpdwudwu
uywnuwihph nwy gnunctine: Uwphw 2njudtwuh
onwutpyp h mtu hwy dnnnypnh wutptrwyuwyth
wnwnwywiputpnit $hghpwjwt wugopniptwl
qqugniy yp jnpk: Uhwdwdwuwy wu wphuheh yp
Jtpwok guip’ dwhp. wuphr-wthwdwp nhwyutpne
gLnfutiipp nwpwyutpnit ypwy nhgnrwé G hpwpne
Upwy, GL Yp jhpigutu glhuwnniwéd huytpne hwupuywyn
[InLutwupp, np hwyjuyjuwt hwrwpwywi jhynnniptwt
dwu Yp Juquk: Wuqopniphrup Gr ywpwwniphrup
npytu hwyjuywt wntwnht Gr wunp hGnbrwuputpniu
wnnhrup gnjupwtwui qqugnidutp suwypwjtnnipbwt
nwnnrwo G Gpirwtwptwy Ywphut Uuguytwth
wmbtuwnbnunpdwi dke: Wunpnp aipdwy nhdwy dp Ypnn
Uht dp wunwnuwp Yp thnpak hp huly dwpduh dwubpp
Jup put)’ wpwig gnhwgnighs wpnhiiph hwuttne:

bp dwnpdhut £ np Ypyht ne ypyhtt Yp jhok gurt no
wwpwuwniphrup: Updwt Gunbinutwip utGpuyjugnigud
wnnLiunh dwupwuwnbtnéwgnpénLphruutpniu dky
dwpdhuh htwnptp G npnpdttp h gnjg npniwéd Gu Yuweh dp
Upwy, npnLt Ynrinwy-Yneinwy utipyh QGpuntpp Yp jhptigubu

Gnwlwyh nmwptpputpkt duwpwéd nwt Gujunmwdwu jud
whpnuE www: SwiLh nL yhpuinh $hghpwjw pupdnidubpu
nL Qyuynipwjht jnrquuuntphiup, huywyku ophtwy fuwy
hwinrwé Yapwwnpp Ge qujwpnenn ne huynn dwpdhutbpp,
wnn, wju «ywwnhtuy ypwy npdtwtwyuph dwuh yp
JbpwonLht: Wunug dhobtic uwy hwdpnipninn qnjq up:
Uwnpuhtp wyuyhuny jhpniwd E e hnjuwipuyniwé hupuht
Jhonnniptwl Yuyph dp:

«hpnh utttwyEu» nnipu pugninn gnigwhwunkuh
nwnpwoépn pwgophw) mwpwonLphLu Upt E nip wuuunu
nwuwrnpniiny wpnLtiunh gnpétip gnigunpnrwd

Gl Swpwoéph wqunniphrut n juyuniehLup
htwpwernpniphrt Ynr nwt tnp nhnwuyhruutpn,

unp htnwtwputipny, tnp atLbpne Ge wbunynp
wndnidutipne nL juwbpne: Fryh wyu pug nwpwéniphLu
hp Gwdpnit ypwy wyghinithtu Yp uwuqupk tniwn

«@np, PNR, enp» Up, np YnL quy ukutwyh awu ynndp
«yuwwnuywnniwd» thnpphy dheounpdk dp: @nipphw
wynpnn Wuh Ukptwth® awjuh e hptiph nbnunpdwy
utjuwykwnp wpnibunwgbnht hwdwp fjuhun woatwlw
Jnp-hp upt k. dto-dopp atntwthwywnp wpnitbuwgknht
hwdwp Yp dSwnwyk npwku Yuipniwd ndnrwphtt Gwdpne

udp ypwy pwpdnidh b utgniyh unphpnwthy: (@np, pnp
enp’ «wyu awjup Y'puytpwygh ndnrwpniptiwdp Qwpdnn
dwnpuhuht, §’oquE wunp wmbnk p niphp wntn hwutbnes:
Qtinuwthwywnp, npnLt ywwnht huwé pnepp el jhpwwnwy
pE quihp pwutipne Juthuiwwwwybp, huptht Yp yapwénth
wwwytph dp, npnet 4k Yp dhwanyniht wagbwyp,
utpjwi bL wwywqui: @np, pnp, pnp’ «nnph Jauw), pwib]
Uky wmbtnkt dhrup, thnpat) hwuthp phpwhiwybnht, puygt),
pwyngutipnL awjt, awhu nnp, we nnp G atnuwthwjm»:
(U.U.) Wu npnunn, ywpunwwwuwg Qwpdnidutpp
untindwgnpénLpbwl yhquyktwp Yp Juqukt® pugkip,
dwdwubnt tpewuynephrup, hwugbwyuwypp, Gr wyw
nuwnpatw] nkyh wiywjunp dtyunidp’ pnp, pnp, pnp...

Uhpwjk] Ohwtipwttwth ginupniGunwwt npnuncdttpp
Up yanpnuwtw atih G mwpwoénLptwt fuunhpht

Upwy® dwpnng hwuwpwuwywi hpuywunephrutbpne
htn Juyuwygniptwdp: bp putnuyutpp mwpwowywu
wmtinunpnidutp Gu, npnup wpwpputpp, unphpnwuhptpp,
tpwuutipu nL fuounjputipp Yp dtjuwpwutu

npwku hwuwpwluwwu unynpnjputipne wpnhrup:
Utatwut Gr hwuwpwuywt npnpunutipp npuwne

tiL nLuntduwuhpbne hp thnpaht dke wpnitumnwgknp
Junnignnuwt nhnnwuyhruht yp nhdk: Uhpwykp
Ohwlywtbwup wju wnniiny wfuwphwgpuagkw dpt E,
nn hp mwpwdwwu mnunpnidutpnit 4k Yp untindt
JupnrwodnLptwdp, hwwuniphrututpny Gr wjjuytpyniwd
htnwuwputipnny (h pwqutgp hpwwuniphirtu dp: Gphrwt
6twod L wydd bunwhw wypnn Ohwuswutwup hp
unbtindwagnponLptiwl Uke gjluwnpwpwnp tbppusniwéd Ep
hp huyptuh 3wywunwth ptuywnybpuwhtt hwpnrum
hwywnpniphruttpny: Wu gniguhwuntuhtt hwdwp

wl unbindéws E ytg dbnptt wekh ks swihh yhphuwph
pwunuwy up* “Senza titolo”-u: Ytpghtuu Juquiniwd

E tpyn dhnwntiwy unpwtwpn unnjgutpk, npnup
hwrwuwpwpeniptiwt ke Yp ywhnihu hptiug

dhwutwpwp gnurwd nwpwdnLptiwt Yanpnup gnuninn
wquhy funpwtwpnny dp: Lnepp phitp jupniwédnLphLru
Up wwhwwubt Gpyne dtnwnbwy junpwuwpnutpniu
udhotic: Wu jupniwédniphrup thwdwiwtwl mpuwdwphp
wgntignipehrt Yp gnpék yanpnuwwt junpwtwpnht
Upwy” quyt 20wthtih Ytpwny atrwputinGny: Wu
umnbtindwagnponiphrup hhiuniwd £ wpnibunmwgbnh
wwnwd Uky thnpawnniptwu ypwy. hp puytputpku dEyp
on up juywwpuwnptp Ep, np huyng Stnwuwwuniphrup
tpptp wtnh yEp nLutgtip. wipnnonptwdp hwyjujwu
Uthhnph httwipwoét Ep: bp thnpawpwpuwt nwuwrnpdwt
dbp Ohwupwitwup Jwunpuwnuwnuwy gnyniphrt ntukgnn
abiLtpnit Gr yunnygutpnit ypwy wgnnn nidbpni.
Sqgbwniphiup e punuwpwlwt atntwodniniphLututpp
h"ly wgntgniphLt Yp gnpétt wuhwnh hupuniptwi

tiL huptuhdwgniptwt nL hwuwpwwywi pthnidht no
pwnulygniLpbwt ypuwyj:

Awywiwpuniphruttpny dwupwptnt wju
unbtindwagnponLptwl Ynnpht Ohwuewubtwup hp
Jwutwygniphrup Yp ptpk twbe Gpypnpn putnwyny dp'
«Labirinto spaziale»-ny: Wju untindwgnpoénLphrup Jupkh
E nhwnt] hppbr wwnwbhniptwt tnp htnwuwputpne
GiL mwpwonLphLuttpne mwpwéwuu Yapwup: Lwunwih
pwg Junnjgp Yp unbndt puthwtighy Yunnygtip, npnup
Up hwnnpnuyght hpwpnr htw, dhty wqunhy nnintpne
gnpdwodnLphLup wju mwpwénLphruutpnit whwpyne puyg
funundtiwhg pwnuinphy Up Yp hwjpuypet: Wt wgtiniu Yn
hpwihpk tkpu dnttne Ge Gwdpwy hjuwine nfyh nwyuehu
spuguwjwyjnniwd swthtp ne Ggpbp:

bupwuwnLwptwy wpnibunwgkn 3Gpw
Mhyhrppwthtiwth « Blind Topographia» (Unjn
wntinugnniphLl) wunLwu nwy dwuope untnéwgnpdnLphLul
w] nhinnnp Yp nmwh Gwtwwwphnpnniphrt junwpbino
Gphrwyuywywt Gpyhp dp: 3nu wpnLtunwgbwnp Yp
Jtpwénch wwndwuwgh' gnpswstny yuwndwywlopklt L
dwynLpwyhtoptt wrwunniwd htphwpubn:

MhyhrppwGhtwlht’ pnLnph Ypwy junwpniwsd

unLpp wuwwnwtpttipp untndniwd Gu gnpdwokny
nywgpwywi juwnry htwp dp, np unynpuwjw
InLuwywngtuutip Yp gnpéwsdk: Urwpunnit mywghpubpp
wwuw Yp Jpuiyuyncht G gdwgpniphruutpny Yp
SwoynLht: 8SnLguwwyhutipne tinhtt gnLgunpnidp

winug ynL nmuwy ywndiwlwt thwunwpninph nbup’
wpuptnuth uwd tnjuhuy 9ueniwd hwwnnrwottpny:
Wuwhuny Yp untinénihu «ynyp mwpptppy, Ge

wju Wywpuwy nwpwontphLutbpt nL jnrpniwd
pwgwuwyniphLuttpt Gu np wyuyhuh upnrwoénLphLu

Up untindtit untindwgnpénLehLuutpnLu Uky:

Muwuwunuincnn htphwputpnLt htpnuutpniu Qupphtu Gu
Juwjwnuh mhwywputp, htswku 8nduwn (Gr YEwp) G up.
Lphunwthnpp: bpttg ywwdniphruutpp yupétu hpwpne
Up yuwkt nmwpptp dwdwtwlwhwnniwsdutp, nbuwubhu
nL wunbtuwubht, wu np tGpJuwy £ GL wt np pugujuy E
SuwywniniLt upuihp dwwwekup hnu ny dhwyt jhpnnniptwd,
nwpwoénLphwl tr dwdwtuwyh dhetic juwp Y’'pungdk,

wyj] bwbL Gwdpnpnnipbwl nLnnniphrup’ nfyh mwyuwirhu
wuquunnpnptith wywquwi: nipp, hppbe tbipuyugniwd
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wpuwphwgpniphruutpnit Fwjwt punwnphs nwppp,
wnwugpuwyhti ntip Yp puwnuy. enipp Yp Yepwonth
Jhpnnniptwl thnjuwptpnptwy, huywku twbe jhynnniptwu
wnphiph G quyt utinn gnpdhph: Uktp Yp qquitp
Jhonnniptwt wunbuwubh nmwpwénLphLuttpne gnjniphLup
tGnpp Yp nhuntup onipp, np twtie hwuwpwug Yatuwyuu
wqnuy dpt E pnjnp wpwpwédutipnit Yawopht dke:

"ty Juy wwhnipnwé enipht iy, hnt, nip
wiblwtwhitwywt dudwuwyh jhpnnniphruttpp
wwhwywunrwé Gu: Up pnih pE Uwphw MEnnjtwip yp
thnpak ywwnwupuwut) wju hwpgniedhu hp «Coral Galaxia»
(Uwpowuh wunnuwpnj) mtnwnpdwi dky, np jnnid Y’puk
wjl wjjwquiu atrtpnit G opquuwuu unnjgubpnil,
npnug Jupbih £ hwunhwh) 9niphtt nuy. nwppbip swthtpne
wju quah Junputpp yuwgnpnugubp Gu hptpn, npnup
Juptih £ hwiwpt) 6nquihht: Uhwuht wntniws” wuntp
pwplunLwo b Yatuwpepphn unnpoptiwy ptwuwphh

up ppwdnjugwé jhpnnniphittitnn ppjwy yp pochie Wu
wnwwrnpniphrup, uwuwyy, fuwthnruhy E, npndhtinte wju
atiLtipp puwgunwwktu wpnLtunwgknh Gphirwyuyniptwu
wnnhrup U GL hbnbGrwpwp ncnpnuyhopkt ytu hhdunithp
puniptwt dky gnjniphitu nLutgnn udnipubpne ypuy:
QtiLtpnL wju mbuwwuhht dwdwtwyh ptpwgphu
Junwowgwd pE untindbwgnpéwwu UEY wpwpph
htwnbLwlp pijwne nunhpp wbnht sk hnu' nppwt wnkt np
Jwnnjgutipp mbGuwubh ne ptyuybh Gu:

Lhuunw Yut6twuh puthwughy thwjjwphptnh ynpuw)
gnLuwLnp qéwgnniphLruutpp unjuyktu nLnnuyhwuwywu
plwywwnytp dp Yp yupgbt, pEae dwypuytin hwjuuwuu
plwywwnytip dpt E wt: «Sick Man of Europe»-p (GLpnwuwyh
hhrwun dwpnp) utipptuydwt Gpyne wnphip nLuh. hquhytw
JupuwuwjwgnpénLphLup G 9Gphgnphu 6. ypn Mwjuptwth
«wy Gnngnpwiy Jhywnwuwnpwuh UEY hwwniwén,

npniu dke htnhtwyp Yp tqupwgpk hwy ptwysneptwt
wbtnwhwunLphutt Gnp 3watn wujutwd dtwgwd
dnquuunwititint nL ywpunkqutipp: Qwnpnuuwutpne
wwwnytputpp G pnLt wwpniuwyniphrup Gpyhuountphiru
up Yp Juqukt, npnit dke swnluyht jupnwpuwupubpp,
npnup junwy atie G hhruniwép nLuht, Yp ujuht puqiwtiwg
GL wunh@wuwpwp Juyph ptwywnytph ate yp qgliuniu:
PnjubipnLt nfwuwnbtindniwo atiLkpp Yp pnih pE wuwywpkq
Up Jupnuwt Jupg nr juunt pbptne hwdwp untnéniwéd
uwhdwuwghstpnLy, upsdtu Y'night wquin wpawynihyp
hptug huly jupnupwywu unngkt: Wu dhedwynipuwyht
dowmbtigniip thnjuwuwgniphitu dp Yp unbndk jupnupwiphu
tiL Utipawenp Wptickjph wiwunuywt atnwpnituinh
qupnuuwhptpnit nL wunug ttpwwniy hdwuwnmht dheti:
Wrwinwywt junphpnwthputpp hnu npyku jndwt yen

Up Swnuybt, wyw Yp mnuihnfuncht n Y'wyjwthnhunchtu
unp Junnjght nLnnniptwdp, unp upnjgp, np hdwuwn G
hupuniphrt whnh ujwuguk:

YuphuE Uwguytwth mGuwpawynidp funnyghy nwpp
dp Yp tkpwpyt nninnyhwitwyuwt puwywnytputpni
L wuwmnuwpnytpnit dke: Wyu untindwgnpoénLphiup, np
Gpyuwpt Jupwgnphtt wuynidkt Gr wunp® 3wjwunwth
Awupuwwtinniptwt phpwsé Ut thnthnjuniphruutpku
dhwyju nwup nwph Gunp untndniwd £, yniyphyny
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fuwnugnn Yt dp h gnjg Yp nuk: Uwluyt ny unynpujuit
wnrwynhy dp np dwunityh Yp tdwvh: Cunhwujunwyl,
wnLwphyp étp Yhu dpt k, npnit Gptup ndniwn

ytwuph vp htnptpu nL uyhtipp Yp Ypk: Stuwthepn Yp
ytnpnuwuwy gnpénn wuaht Gr hp «juwnuwihphtiy Uhobe
tnwo tpyupdtp jupwptpniptwt Ypwy: Yuwyku Yepteh,
np Yhup jwr dwuop E hp «juwnuwihphu» GL wunp hng Yp
wnwth htywku duypp qurwyht: Uyw npudwnpniphrup
Up uyuh thnthnfunihy nupwipu-infunip, nupwpu-tnfuntp:
Muwh dp Yp hwuth, Gpp Yhup yp uuh nhraght utnug:

Un uluh htiqut] hp puwdpht jutatniwé «dwtncypy,
Upwl jutinwy® 6tip Yung dwqp hhruptin putind, npukugh
nunnguwi wneywi dp tdwh: N°Lp Juwg jupquipn:
3twny, Yp pniLh pE tnpkt pupuguwd £ wyt 6tp Yunodkd,
npp uwuwyt Yp pupnitwyk hnp gt bty whnh
pUE yhtip: Stp Yhup whwinh puytpuygh” hptt hp Yawiph
thnthnfuniphLuttipnit pupwgpht, pE” «yniwyphlwujwhpy
hdwuwn nL Gyuwuwyniphrt Ynputgnigwé yupwy ywpyh
up wku whwnh pupuk stp yhup:

Ghrdiph Qujwuwnwi) 6twd Updwt Funktnutiwp hp
umnbtindwagnponiptwl Uky tnjuwktu Ywiunpununuwy
Unyyuubtiwt hp huyptuhph gurnn yuwmdnephwt

tiL ytpoht mwutwditwyutpnit mwpwdwppewuhu
wwnpwd wphuwphwgpwywt yaphyuwypnidutpnitu no
nwqluyutipnit: Gwnknutwip wju jugnipbukbu

gnLju hwubnt hwdiwp wpnwjwynnibne Ge gnpétne
wyjpnunpwupwyht atickp Yp thuwnmnk, huywyku twbe
dhwutwlwuniptwt GL hwignpéwygniptiut
wyjpunpwupwyht atickp: bp «®@njuwpynid» mnunpnidp
nhunnp Yp hpwirhpk wuunynp mhwh hwunhwnid dp
thnpawnybnt, npnit uypp Ywpu punwpt B pppujut
hwdwunLt twhwught dwpqytnpnup, np Yp gnunch
Swjwunwuh Iwtpuytnniptwt uwhdwuhy, hnt nLp
wpbLbiut Yuwwnnjhwt Ge Wunpyndyuwup Yp hwunhyhu
hpwpne: StuwpawynidutpkEu dEynLt dky Jupth £
wntutb] wpnLbunwgbnp Ywpuh punupuyhtt wthwugkn
plwwwwnytipht dke pwpbny pwthwnhp: fnph
ququpeht Jwj punwpawy nntwy dp: dwdwtwyht wyu
pinLph juught oudwutwu hht punuwp vp Gnwéd £, puyg
wnwnphutip wpwe pwunniwé B Ywpuh Yanpnup mwjurhu
Up wwhE wwpptp, npnup jnpwpynedttip G punwpeht
uwpuyht nbpht, Gpp with put 120 nmwph wnwe Ywpuh
ukbe Ep nnLuwjut pwtwyh junwewwwh ninluwyp:

U6 uqyhputpnt, huyuywt hht tytntghutpn G dGé
hutwdpny qupnuiwhpniwd wnwidtuwwnnLutpne Qwpphu
Yuwpuh dke Jupbih £ qunub) twbe pupptwt Gpyhputpne
G Jpuguwwt Gwpunwpwybunniptiut dtwugnpnugubp:
Stuwtiphght dke, pwnuwpen nLunLdtwuhpwd wntup
wnnLhunwgkbnp Yp hwunhwyh wmbninju ptwyhsutpniu

GiL hptug htiwm Yp fuouh punwphtt Wywwndniptwt Go
Awpunwpuybnniptwt Jwuht: Yyw wi Yp hwinhyh
hunLdp dp wquhyutpng, npnup ujhgpp st nLglip htinp
huouh] wwwninLptwt dwuht, np nupnght UE9 uhpnrwd
nwu up ok Fwyg Yp uyuhtt tipgtip tpgtip Upwenippht
htpnuwwt wpwppubpnit G dGdwpnip pnipp wqght
dwuht’ Yuinnp wgghu whwnh nnuy wn jurkw: Uhty wyn
utiitwyht hwywnwy Ynndp Yupbh £ wtutt] Gpypnpn
wnbuwthip dp: Wu mbuwgpniptwt 4k Yp jukup yqunhy

up, np Y’'put’ RAwyng wggh hwdwn dtnthjp thwep B Wu
wquhyp dwuncty Updwt GwnkEnutwud E

Wunniun up Yp pwgnih wjuyhuny. puyg wujw nhinnht
nLwnnnLphLup Yp gpuiek phpti winithtpny ywun dp, np
Up hpwpne Yp uyk Gpyne nbuwpawynidutpp: 9ng gnjuh
nnnautiinp h gnjg Yp nutit gntipt dntipdhy hwunhwnrdh
Up htwnptpp. yunwhniptwdp hpwpne nkd nhiwg quuninn
tpynt dwpnyuyht nkdptp, dEyp dhruht juyniwé Ge dEyp
ntwh dhrup hnunm...

«W@hwrwuhy wiuntp dhwuht G4 Ukhutwp e Updwip,
enLppl n hwyp, punpnp G wpnibunwgbnp,

Utyp ti Uhrup, dbEy dwpn wpwpws ... G neph dwpn
wnwpwoé dpt wy:

6L Jupth E quunup wyuytu Juwb] hpwpne dhusbe
wuytipgniphiip” npwghtiinp, ptwyhsyutipp hnnh dp, np
dwdwtwyht 4By Gr dhwy Ep, huy wyuon Gtnpnrwd £
uwhdwtwyhtt gony up, np sGup Yuptp-wuguhp... gng
Jhwyhtu dko:

(Gwiht Mhyhipphippétiwt Skdhpéhh «I was here» (Gu
hnu th) wwpuwjhtt yuwwnwpnedp hwébh Ge upwdhun atiny
hwpguywuh mwy Y'wrlk hupuniptwy, huywku twkL
nnn tpyhph dp jud wggh dp wwnwibne punjen:

bp untindwgnpoénLptiwt hhipp wnwy dpt £, npnia

ube tiptip Yhunwuhutip, hupwpwshipp hwdngniwo, np
Up wuwwnuwih wy) ginuwnbuwyh dp pwt wt, npdk Yp
utinh pwgwjwywonkd, Yp dnutit hnnwptpu dp, npnLu
hwdwnp pninpt wy Y’putit np hptug twhithutpne Gquyh
tpyhpt £ Wunrwdbuwyuhe, Gptpht ke wy juditgnn
qqugniip onwnpniptiwlt qqugnid E, yyyunutbne
whwinp gqqugnnniphrtu dp: Iwdwhuwphwyhtiopktu
qunpwlut hwuwpwynipbiwt wju dwdwtwuwpewuhu
ubo thwy hpwywt hnnht ywwywtne hwpgp gptpek
wudwdwuwytwy Yp htsk: Unwugpwyhtt hwipgnidutipp wyp
punje Yn Ynki. «h"st £ np Juypp Gpyhph Yp Yapusk: 3nnht
wkpp ppjwnp huywE"u quytt hwyptth nincuh Yp Jepwsk:
Luwuh” uipnLun wkwnp £ dhwuht hntt wwyphy (@-M.): «Gu hnu
Eh» wwwnqudp, np nwpptip jkgniutpnyg wpawuwgpniwd
E wwwnht, juunwpnpujut wphuwmwiph dtwgnpnugn
gnLgwupwhht dky Yp yepwsk hiptwjuwnwh wunnedh:

«[FNALEN - MTwnjwubhniptwt tnp
wphuwphwgpniphLutiip»-nL 6hpkt ttipu tGpluywgnLws
unbtindwgnpoénLehLuutipp wwn hqop ubpyuwyniphru
nLubtwny hwuntipa twhbe wyjpunpuupwih
untnéwgnpdwlut tnwuwyutp Junwewpybi’
wunpunwruwint wju hwjwuntptwdy, np hwyjuywu
«wunp-wqqu» & Gupddwu dky npntwéd pugujuyniptut
ptiLtinht G Wunwwku huptwinpng utipyuyh ptiLttinht dhotin
Yhwup Jwntbl mbunnujut mwpwdwwi Junnjgutp
wwwnwubhniptiwt nmGunnuywi L Gpudynujut
wnwpwénLphLuubp, htywyku twbe hwunhwynidubpne Go
thnhupthniduiipne gnjuwwnytputp® gunpp-ninnwhwutpnt,
ophtwy-dwtpwytpntpne ud jhuunituwy G nhdwnpnn
wunpiuynipuwht wywquwjh ntupny:

Muwpuwwpuw 3Eodbip

(DE)

Es ist eine utopische, phantastisch anmutende Landschaft,
die die Besucher der Ausstellung ,GRANDCHILDREN - new
geographies of belonging“ Willkommen heif3t. Auf der
Fassade des Ausstellungshauses DEPO verbinden sich
urbane und organische Formen zu neuen ungewdhnlichen
Formationen. Architektonische und florale Elemente gehen
eine fruchtbare Verbindung ein; wuchern, wachsen und bringen
die auBergewohnlichsten Friichte hervor. Als Ausgangsform
dieser Wandarbeit der in Argentinien lebenden Kiinstlerin
Maria Bedoian erscheint der Turm zu Babel - Symbol fiir die
Sprachenverwirrung und die Zerstreuung der Menschen tber
die Erde. Hier aber wird der Turm zur Wurzel eines bliihenden,
vitalen Baumes, der ganz unterschiedliche Blatter tragt. Und
er wachst weiter, wandelt sich selbst zum Wurzelwerk fir
heterogene Pflanzenarten, die nicht nur grole Fruchtbarkeit
versprechen, sondern mit ihren Stacheln auch Schmerzen
und Leid hervorrufen. Diese Arbeit Maria Bedoians ist eine
kraftvolle Einstimmung fur eine Ausstellung, die versucht eine
andere Art von Kartographie zu entwerfen, neue Formen von
Identitat und Erinnerung aufzuspiren und damit Geographien
der Zugehorigkeit jenseits von sprachlichen Grenzen und
nationalen Territorien zu denken.

Unabhangig davon, wo die Kiinstler_innen geboren sind

oder wo sie als globale Nomaden und Blrger aktuell leben,

ob in Armenien, der Tlrkei, ob im Libanon, in Frankreich,

in Argentinien oder den USA, ihr eigenes Leben und ihre
kunstlerische Arbeit bleiben verbunden mit den oft auch
unbewussten personlichen und kollektiven Erinnerungen ihrer
Herkunft. Als Nachkommen, Enkel_innen der Uberlebenden des
armenischen Genozids, machen sie sich auf die Suche nach den
Moglichkeiten, Chancen und Potentialen, die eine transnationale
armenische Geographie eréffnet. Im Spannungsfeld zwischen
der individuellen Verortung der Kiinstler_innen und dem
verbindenden kulturellen Erbe wird diese Landschaft immer
wieder neu vermessen, verworfen und ausgelotet. Welche
Formen des Zusammenhalts, performative Re-Konstruktionen
oder Neuinszenierungen lassen sich beobachten? Was
bedeutet es mit einer hybriden Identitat zu leben, und welche
Handlungsspielraume er6ffnen solche Konstruktionen?

Der erste Teil der Ausstellung (1. Stock) bietet eine konstruktive
Matrix, die dieser vielfaltigen und widersprichlichen Landschaft
eine Form gibt. Die kiinstlerischen Arbeiten werden zu Inseln
der Begegnung, der Stabilitat und Selbstvergewisserung im
offenen Raum. Aus der Vogelperspektive des Kartographen
erscheinen diese Topographien frei und unabhangig; zum Teil
aber auch miteinander verbunden, verbunden durch fragile
Elemente, die wie Stege Uber unwegsames Gelande flhren.

So entsteht ein disparater Parcours der Zugehdérigkeiten voller
Paradoxien und Absenzen.

Eine dieser Inseln beherbergt die Fotoinstallation der in

den USA geborenen und dort lebenden Fotojournalistin
Scout Tufankjian. Die gerahmten Fotos, die auf zwei runden
Ubereinander gelagerten Regalbdden platziert sind, erinnern
an Familienbilder, die im Wohnzimmerregal oder auf dem
Kaminsims stehen. Sie beteuern den Zusammenhalt dieser
Menschen durch Raum und Zeit. Zu sehen sind Fotos von
Kindern und Jugendlichen in so alltglichen Situationen wie
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dem Schulbesuch oder beim Spiel auf der Strafe. Alltagsrituale
wie das Fullen von Weinblattern nach einem alten armenischen
Rezept werden gezeigt. Prasent sind in den Bildern aber auch
die besonderen Momente; Feiertage, an denen Madchen

und Jungen in armenischer Tracht gemeinsam den Tag nach
alter Tradition begehen. Die Fotoaufnahmen sind Teil eines
langjahrigen Projekts, wahrend dessen Verlauf Scout Tufankjian
verschiedene armenische Gemeinschaften der Diaspora in
Uber 20 Landern der Erde besuchte. Die Zugehdrigkeit zur
einer ,armenischen Familie“ wird durch die Vielfalt der Bilder
sichtbar. In den Schnappschissen blitzt immer wieder der
gemeinsame Erinnerungsschatz auf. Verstreut Uber die ganze
Erde bleiben die ,Familienmitglieder” verbunden durch die
Vergangenheit, ihre kulturelle Erbschaft, ihre Rituale und
Sprache. Fir die Fotografin ist das Ergebnis ihrer langen
Feldforschung klar: ,,Of course, we were still one people; one
vast extended family. Those ties are impossible to erase in a
mere 100 years, no matter how far we have been scattered
across the globe.“ (S.T.)

Neben dem allgegenwartigen Bezugspunkt des gemeinsamen
Traumas werden in der Ausstellung lebendige Formen des
Miteinanders gezeigt und erprobt, die ein Geflihl der Zugehorig-
keit schaffen. Solchen Formen des Miteinanders geht Silvina
Der-Meguerditchina in ihrer 14-teiligen Videoinstallation

,Still alive“ nach.

Auf den Monitoren, die jeweils einen anderen Ort auf der Erde
reprasentieren, sind Darbietungen armenischer Tanze zu
sehen, von der kinstlerischen Inszenierung und 6ffentlichen
Aufflihrung bis zur Tanzprobe oder dem gemeinsamen

Tanz auf einem Familienfest. Dabei wird die Videoarbeit zur
imaginaren Landkarte eines transnationalen Armeniens:
Toronto, Sidney, Washington, Lyon, Beirut, Buenos Aires,
Yerevan... . Diese Orte erscheinen wie Orientierungspunkte
inmitten eines nicht bestimmbaren Niemandslandes. Die
Tanzerinnen und Tanzer wiederholen die immer gleichen
Gesten und Bewegungsablaufe. Sie re-konstituieren eine
Sprache des Korpers, die auf eine Zeit vor dem Trauma der
Verfolgung und Vernichtung verweist. Das Gedachtnis an diesen
vortraumatischen Zustand erschlief3t sich durch die permanent
aktualisierte Form und die damit verbundene korperliche
Erfahrung. Der Akt des Tanzes und der in ihm bewahrte Schatz
des Korpergedachtnisses wird flr die Tanzer_innen zu einer
Strategie des performativen Widerstandes und damit zur
Starkung des eigenen Da-Seins.

Orte der musikalischen Begegnung erdffnen sich rund

um eine Insel, auf der als Zeichen der Gastfreundschaft

Tee aus einem Samovar angeboten wird. Hier werden die
Besucher_innen selbst zu Akteuren; sie kdnnen historische
Aufnahmen armenischer Volksmusik aus den Jahren 1916 bis
1950 auswahlen und somit den gesamten Ausstellungsraum
atmospharisch bespielen und klanglich verandern. Geniessen
und erfahren kénnen sie die armenischen Kléange ,aus

einer anderen Welt“ in Hangematten liegend, die sich
zwischen den Saulen des Ausstellungsraumes zu lebenden
Verbindungselementen innerhalb der Ausstellungslandschaft
wandeln. Die armenischen Volkslieder sind wie ein
klingendes Archiv, das hier von den Besuchern aus seinem
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Dornréschenschlaf geweckt werden kann. Die Melodien
spiegeln das Leben in den armenischen Dorfern und umfassen
Hirtenmelodien, Arbeitslieder, Liebes-, Tanz- oder auch
Kinderlieder. Die lange armenische Tradition wandernder
Berufsmusiker, die ihre Musik auch in die entlegensten Gebiete
brachten, wird hier mit erzahlt und erhélt damit eine neue
sinnstiftende Bedeutung. Musikalische Sehnsuchtsorte tauchen
auf und ostzillieren zwischen dem Schmerz des Verlustes und
einer groen emotionalen Nahe.

Die in Beirut geborene und heute in Belgien lebende
Kunstlern Marie Zolomian ist eine Dokumentaristin fiktionaler
Geschichte(n). In ihrer subtilen seriellen Arbeit ,Nous partout”,
einem Arrangement aus einem Familienportrait und 13 Sets,
wird die Familie in ihrer wiederkehrenden festen Komposition
als Mikro-Gemeinschaft zur Metapher sich wandelnder
Zugehorigkeiten. Die Haltung der Frau und der Kinder ist
unbeweglich, einzig ihre Kleidung verandert sich mit den
verschiedenen Settings. Mal ist die Gruppe auf einem Schiff,
dann im Schwimmbad, vor einem Schloss oder unter einer
Briicke zu sehen. Mal ist sie, steht sie Vordergrund zu sehen,
dann kaum erkennbar im Hintergrund. Auf einigen Bilder
scheint die Gruppe in ihrer Umgebung aufzugehen, dann wieder
setzt sie sich mit ihren Konturen klar von ihr ab. Es ist die
existentielle Erfahrung der Entwurzelung in einer globalisierten
Welt, die hier zum Ausdruck kommt.

Wie eine Wissenschaftlerin untersucht die Kiinstlerin in ihren
Bildern die Konstruktion performativer hybrider Identitaten,
das Wechselspiel zwischen den Protagonisten und der sie
verandernden, fremden Umgebung. Das serielle Vorgehen
schafft immer neue Versuche der Zugehorigkeit, die zwischen
ihrer eigenen Vergeblichkeit und immer neuen Méglichkeiten
oszillieren. Diese fragile Konstruktion korrespondiert mit der
Prasentation der Arbeit, die als verletzliches Verbindungsele-
ment innerhalb der Ausstellungslandschaft agiert.

Widerspriiche aushalten und heilsam auflésen, Neues und
Altes miteinander verbinden; dieser Herausforderung stellt
sich Silvina Der-Meguerditchian in ihren Papierarbeiten,

die Fotografie und Zeichnung, Dokument und Vision

vereinen. Ausgangsmaterial ihrer Arbeit ,....Titel?...“ sind alte
Landschafts- und Architekturaufnahmen aus Anatolien und ein
Heilpflanzenbuch. Die Kiinstlerin erganzt die alten Fotografien
durch die Zeichnung und Vergroferung der pflanzlichen
-mannlichen und weiblichen - Geschlechtsorgane. Die Pflanzen
wirken in ihrer Ubergroen Fruchtbarkeit surreal oder als
Boten einer auerirdischen Galaxie. Dennoch fligen sie sich
harmonisch in ihre neue fotografische Umgebung und nehmen
visionar deren Formensprache in ihr eigenes Wachstum auf.

Zwischen Heilung und Verletzlichkeit changiert auch die
Komposition des Kiinstlers Achot Achot, der - in Yerevan
geboren- seit 1993 in Frankreich lebt. In der Ausstellung
sind drei Arbeiten aus seinem Werkzyklus ,AFACTUM* zu
sehen. Diese er6ffnen in unterschiedlichen asthetischen
Ausdrucksformen widersprichliche und doch miteinander
verbundene Perspektiven und Blickwinkel auf das Faktum,
armenisch zu sein. In seiner mehrteiligen Komposition, die
sich aus kleinteiligen Bildformaten zusammensetzt, gehen

Malerei und Zeichnung eine Synthese ein. Der mit Acrylfarbe
aufgetragene hautfarbene Hintergrund wird mit dem Buntstift
in changierenden Rottdnen an verschiedenen Stellen markiert
oder Uberzeichnet. Vorstellungen von blutenden oder bereits
leicht verkrusteten, heilenden Wunden auf der Haut werden
wach. Korperlichkeit, Schmerz und die immense Bedeutung
der Haut als symbolische Form fiir kulturelle Prozesse und als
Ort der Identitatszuschreibung - das Beuyssche ,Zeige deine
Wunde*- werden aufgerufen. Die Arbeiten verbleiben jedoch
im Abstrakten und verweisen auf ein Ubergeordnetes und
spirituelles Moment der Kunst. Energetisch und assoziativ
wirkt das groformatige Bilde des Zyklus ,AFACTUM*:

Es erinnert an eine Uppige Haarpracht, deren Strahnen
ineinander verschlungen sind und dadurch eine ungewodhnliche
Mehrdimensionalitat und emotionale Kraft entfaltet.

Verlasst man den ersten Teil der Ausstellung fallen einem zur
Rechten zwei ungewdhnliche Fragmente ins Auge, die nicht
nur aus dem Raum, sondern auch aus der Zeit gefallen zu
sein scheinen. Die Installation , A Desecrated Museum* des in
Berlin lebenden armenischen Klnstlers Archi Galentz ist Teil
einer Serie von Cut out walls, die seit 2002 das kinstlerische
Schaffen des Kinstlers begleitet. Ausgestellt werden zwei
gewaltsam aus ihrem alten musealen Kontext entfernte
Wandfragmente, auf denen &hnlich wie in einer Wunderkammer
heterogene Kunst- und Fundstlicke zur Schau gestellt werden.
Zwischen den heterogenen Objekten sticht das Portrait einer
Frau hervor, gemalt von der armenischen Kunstlerin Armine
Baronian. Die Biographie der Kinstlerin, die als Kind nach
Syrien floh und spater nach Sowjetarmenien immigrierte

und bis zu ihrem Tod immer wieder auf Reisen ging, steht
beispielhaft fir eine Identitat voller Briiche und Widerspriche.
Die steinernen und gerahmten Flaggen wirken wie Fossilien
des tradierten Symbols einer nationalen Identitat, erhielten
sie nicht durch die von hellen Rotténe dominierte abstrakte
Malerei, die in ihrer Materialitat ebenfalls an eine Flagge
erinnert, eine bedrohliche Aktualitat. Die Wall cuts out werden
innerhalb dieses Ausstellungsnarrativs zur Skulptur, die jedoch
die Reminiszenzen der vormaligen Ausstellungspraxis und
deren Deutungsmacht sichtbar lasst und zugleich kritisch die
Frage nach der eigenen wiederum Be-Deutung konstruierenden
Ausstellungspraxis stellt. Welche Bedeutung erhalten die
Kunststlicke als Fragmente? In welchen neuen Kontext fugen
sie sich und welche Geschichte wird erzahlt?

Auf dem Weg zum zweiten Teil der Ausstellung werden die Besu-
cher Augenzeuge einer rituellen Geste, die Heilung verheif3t. Die
Videoprojektion von Achot Achot zeigt die FuBsohlen einer kni-
enden Person. Ihr Korper ist in ein ornamental geschmuicktes
Gewand gekleidet. Honig flieft langsam Uber die Fiie, bevor
diese mit Blutenblattern bedeckt werden. Dieses Bild erinnert
an religiése Handlungen im Hinduismus, aber auch an die
Salbung der Fiie in den Erzahlungen des Neuen Testaments.
Die Geste erhalt dadurch fast etwas Universelles; Ganzheit und
Heilung scheinen greifbar nahe.

Diese harmonische Szenerie kontrastiert mit den
Empfindungen, denen die Ausstellungsbesucher im Room of
sorrow, einem fast geschlossenen Kabinett direkt im Eingang
zur zweiten Austellungsetage ausgesetzt werden. Wie unter

einem Brennglas erscheinen hier Schmerz, Leiden und

Trauer des armenischen Traumas. Symbolisch steht damit ein
besonderer Raum zur Verfligung, der den Kinstler_innen die
Méglichkeit gibt, en miniature ihre individuellen und kollektiven
Gefuhle der Trauer auszudriicken. Nur indem man Schmerz
und Leid anerkennt, ihnen eine Form gibt, kann man mit ihnen
leben. Die in Istanbul lebende Kunstlerin Hera Blyuktasciy
legt den Finger immer wieder in die Wunde. Der ganze Raum
wird von einer Bordire umfasst, die stets dasselbe Symbol
zeigt; eine Hand, die auf etwas ganz Bestimmtes zeigt. In

der Wiederholung, die sich wie ein roter Faden durch viele

der in GRANDCHILDREN gezeigten Arbeiten zieht, wird die
Erinnerung an den leidvoll erlittenen Verlust beschworen.

Die schwarze Fahne von Archi Galentz nimmt das Ritual der
Trauerbeflaggung als Zeichen kollektiver oder staatstragender
Trauer auf. Besonders geadelt scheint diese Trauer durch die
edle Rahmung des Objekts. Die Kostbarkeit des Verlustes wird
auch durch die kunstvoll gestaltete Papierkrone der in den USA
lebenden Kunstlerin Linda Ganjian zum Thema. Sie schafft
ein fragiles, fast paradoxes Herrschaftssymbol, das Macht

und Wirde ausstrahlt, durch seine Materialbeschaffenheit
aber zugleich verletzlich und von Zerstérung bedroht ist. Maria
Zolomian evoziert in ihrem Aquarell ein Geftihl kérperlicher
Ohnmacht angesichts des unvorstellbaren Leids der Armenier.
Zugleich wird der Schmerz, der Tod archiviert; die Kdpfe der
unzahligen Toten werden in Regalen Ubereinandergestapelt
und rufen eine bekannte Fotografie enthaupteter Armenier

in Erinnerung, die sich ins kollektive Gedachtnis und in den
Korper der Kunstlerin eingeschrieben hat. Ohnmacht und
Leere als existentielle Geflihle angesichts der Katastrophe
und ihrer Folgen werden in der Videoarbeit der in Yerevan
lebenden Kinstlerin Karine Matsakian auf die Spitze getrieben.
Eine Frau mit einer undefinierbaren weien Maske naht ohne
Unterlass die Teile ihres eigenen Korpers, ohne je zu einem
befriedigenden Ergebnis zu kommen. Es ist ihr Kérper, der den
Schmerz und die Leere immer und immer wieder erinnert. In
den Miniaturarbeiten von Arman Tadevosyan hinterlasst der
Korper Spuren und Abdriicke auf der Leinwand, die mit ihnrem
Ubereinandergelagerten Farbauftrag an eine verwitternde
Hauser- oder Betonwand erinnert. Die kérperlichen Gebarden
und kulturellen Pathosformen der Trauer und des Schmerzes
wie der Gekreuzigte, sich windende oder stiirzende Korper
werden zu Zeichen an der Wand. Dazwischen ein sich
zugewandtes kissendes Paar. Der Korper wird erinnert und
zugleich selbst zum Ort des Gedéachtnisses.

Tritt man aus dem Room of sorrow heraus, 6ffnet sich der
Ausstellungsraum. Durch die locker im Raum verteilten
kunstlerischen Arbeiten entsteht eine Grofzligigkeit, die
neue Formen, Perspektiven und ungewdhnliche Bewegungen
und Verbindungen moglich macht. Auf dem Weg in den
offenen Raum wird der Besucher gestort, ein leises ,Tock,
tock, tock” dringt aus dem kleinen geschutzen Verschlag auf
der linken Seite des Raumes. Ausgangspunkt der Ton- und
Objektinstallation der in der Tlrkei lebenden Kilnstlerin

Ani Setyan ist ein sehr personliches Erinnerungsstuck der
Kunstlerin. Der Stock der GroBmutter wird fir die Enkelin

zum Symbol der Bewegung und Unterstitzung auf einem
beschwerlichen Weg. ,Tock, tock, tock“ ,this sound accompanies
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a body moving heavily, helps it reaching from one place to
another.” Der Spazierstock, der seinen Schatten als Erinnerung
und zugleich als Vorausschau an die Wand wirft, wird zum Bild,
in dem Vergangenheit, Gegenwart und Zukunft verschmelzen.
Tock, tock, tock, ,Getting up, walking from one place to another,
trying to get to the target, walking, sound of the knocks, the
left, the right and the cane.” (A. S.) Die suchende, miihsame
Bewegung steht im Zentrum dieser Arbeit; das Gehen, die
Freude des Ankommens, das Ziel und dann der erneute
Aufbruch ins Unbekannte, ,tock, tock , tock...“

Mikayel Ohanjanyans kunstlerische Recherche kreist um die
Frage von Form und Raum im Verhaltnis zur sozialen Realitat
des Menschen. Seine Skulpturen sind Raumkonstrukte, die
Handlungen, Symbole, Zeichen und Diskurse als Resultate
sozialer und gesellschaftlicher Praxis interpretieren. Personliche
und gesellschaftliche Spharen versucht der Kiinstler auf

Basis einer konstruktivistischen Perspektive zu erfassen und

zu untersuchen. In diesem Sinne ist Mikayel Ohanjanyan ein
Geograph, der in seinen rdumlichen Konstruktionen eine
mehrdimensionale Realitat voller Spannungen, Widerspriiche
und veranderter Blickwinkel schafft. Inspiriert wird der in
Yerevan geborene und heute in Italien lebende Kinstler

dabei vor allem durch die kontrastreiche Landschaft seiner
armenischen Heimat. Fir die Ausstellung hat er eine lber sechs
Meter raumgreifende Skulptur geschaffen. Die Arbeit ,Senza
titolo“ besteht aus zwei kubischen Strukturen aus Metall, die
durch einen kleinen Wirfel im Zentrum ihres gemeinsamen
Raumes in Balance gehalten werden. Feine Faden halten die
Spannung zwischen den beiden metallenen Kuben aufrecht,
zugleich wirkt sich diese Spannung dramatisch auf den

kleinen Wiirfel in der Mitte aus und deformiert seine Form
zusehends. Die Arbeit geht auf ein personliches Erlebnis des
Kinstlers zurlick. Eine Freundin behauptete, der Genozid an
den Armeniern sei nichts als eine Erfindung der armenischen
Diaspora. In seiner Versuchsanordnung thematisiert der
Kunstler, die Kréfte, die auf bestehende Formen und Strukturen
wirken. Welche Auswirkungen haben Ignoranz und politische
Manipulationen auf die Identitat und das Selbstverstandnis des
einzelnen Individuums und das soziale Miteinander?

Neben dieser konfliktbeladenen Arbeit hat Mikayel Ohanjanyans
mit ,Labirinto spaziale“ eine zweite Skulptur entwickelt, die

als raumliches Modell neuer Perspektiven und Raume der
Zugehorigkeit gelesen werden kann. Das Konstrukt schafft
transparente, miteinander kommunizierende Raume, die

durch die Existenz kleiner Tlren eine unheimliche und zugleich
verheiungsvolle Komponente erhalten. Treten Sie ein und
machen sie sich auf die Reise in unbekannte Dimensionen!

Auch die Arbeit ,Blind Topographia“ der in Istanbul lebenden
Kunstlerin Hera Blyuktasciy nimmt die Betrachter mit auf eine
Reise in ein imaginares Land. Die Kunstlerin wird dabei zur
Geschichtenerzahlerin und spielt mit historisch und kulturell
tradierten Erzédhlungen.

Die zarten Papierarbeiten Hera BlyUktasciy sind das

Ergebnis einer besonderen Drucktechnik, die mit einfachen
Fotokopien arbeitet. Die entstandenen Abdriicke werden
durch Zeichnungen erganzt und tUberschrieben. In den Vitrinen
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erinnern sie an historische Dokumente, die an einigen Stellen
unleserlich sind oder ausradiert wurden. Blinde Stellen
entstehen. Es sind diese Leerstellen und Absenzen, die das
Spannungsreiche der Arbeiten ausmachen. Protagonisten
dieser Erzahlungen sind so bekannte Figuren wie Jona mit
dem Wal oder der Heilige Christopherus. In ihren Geschichten
scheinen sich verschiedene Zeiten, das Sichtbare und das
Unsichtbare, das Anwesende und das Abwesende miteinander
zu verbinden. Das leuchtende rote Band markiert nicht nur die
Verkniipfung zwischen Gedachtnis, Raum und Zeit, sondern
auch die Richtung der Reise in eine noch unsichtbare Zukunft.
Dabei spielt das Wasser als konstituierendes Element dieser
Geographien eine wesentlich Rolle. Wasser wird zur Metapher
fUr das Gedachtnis, zur Quelle und zum Instrument, das die
Erinnerung nahrt. Die unsichtbaren Orte des Gedachtnisses
lassen sich erahnen, wenn wir das Wasser betrachten, das
zugleich alle Arten der Existenz miteinander verbindet.

Was verbirgt sich unter dem Wasser, an einem Ort, wo die Urzeit
ihre Erinnerung bewahrt? Maria Bedoian scheint darauf mit
ihrer Installation ,Coral Galaxia“ eine Antwort geben zu wollen.
Vielfaltige Formen, ein unvorstellbarer Reichtum organischer
Strukturen haben hier ihren Ursprung. Die Gipsstuicke
unterschiedlicher Gré3e erinnern an gesammelte Fundstiicke
vom Strand und werden in ihrer Fiille zu fossilen Reminiszenzen
an eine verborgene und lebendige Unterwasserlandschaft. Aber
der Eindruck tauscht, die Formen entstanden in der Imagination
der Kunstlerin, ohne sich direkt an Vorbildern aus der Natur zu
orientieren. Die Frage, ob die Vielfalt der Formen Uber lange
Zeit hin gewachsen ist oder in einem kreativen Akt geschaffen
wurden, wird unbedeutend, solange die Strukturen sichtbar und
splrbar sind.

Eine utopische Landschaft , wenn auch eine duflerst
widersprichliche, entwirft auch Linda Ganjin in ihrer farbigen
Zeichnung auf transparenter Folie. ,Sick man of Europe*”

ist von zwei Quellen inspiriert. Zum einen von der floralen
Dekoration der beriihmten Iznik Keramik und zugleich von
einer Passage aus Grigoris Balakian™s ,Armenian Golgatha.
Memoir of Armenian Genocide“. Balakian beschreibt hier

die verlassenen und verwilderten Garten des Dorfes Hadjin,
nachdem die armenischen Einwohner vertrieben und
deportiert worden sind. Die ornamentale Formensprache
und der konkrete Inhalt treten in einen Dialog. Die florale
Dekoration, die bestimmten Formen und Texturen folgt, beginnt
zu wuchern und verwandelt sich zunehmend in eine wilde
Landschaft. Die stilisierten pflanzlichen Formen scheinen
sich von den ordnenden Begrenzungen nicht aufhalten zu
lassen und damit die eigene dekorative Struktur sprengen zu
wollen. Diese Vorgehensweise, die Grenzen Ubertritt, erdffnet
ein Spiel zwischen der Dekoration und der Ornamentik des
traditionellen Kunsthandwerks des Mittleren Ostens und der in
sie stets eingeschriebenen Bedeutung. Traditionelle Symbole
werden aufgerufen und im Sinne einer neuen sinn- und
identitatsstiftender Struktur verschoben und verandert.

Mit der Videoprojektion von Karine Matsakia bricht das
Unheimliche in die utopischen Landschaften und Galaxien
ein. Die Arbeit, die nur zehn Jahre nach dem Fall des Eisernen
Vorhangs und den damit einhergehenden tiefgreifenden

Veranderungen innerhalb der Republik Armeniens entstanden
ist, zeigt eine Frau, die mit einer Puppe spielt. Dies ist aber
keine gewohnliche Puppe in Kindergestalt, sondern die Puppe
ist eine alte Frau mit einem vom Leben gezeichneten Gesicht.
Im Mittelpunkt des Videos steht das zwiespaltige Verhaltnis
der Protagonistin zu ihrem ,Spielzeug”, das ihr sehr vertraut
scheint, um das sie sich sorgt, das sie pflegt wie eine Mutter
ihr Kind. Doch immer wieder kippt die Szenerie. Die Frau
wirkt plétzlich fast diabolisch. Sie macht sich lacherlich, Gber
die ihr Anvertraute, indem sie ihr, der Alten, Zépfe wie einem
Schulmadchen flicht. Wo bleibt der Respekt? Dann wieder
scheint sie wiitend zu werden auf die alte Dame, die sie noch
immer mit sich herum tragt. Was wird sie tun? Wird die Alte sie
begleiten Uber alle Veranderungen hinweg oder lasst sie sie
fallen wie einen alten, leeren Sack, der seine Bedeutung und
seinen Sinn verloren hat?

Auch das kulnstlerische Werk des in der armenischen Stadt
Leninakan geborenen Kinstlers Arman Tadevosyan setzt sich
mit der schmerzvollen Geschichte seiner kaukasischen Heimat
und den geopolitischen Umbriichen dieser Region in den letzten
Jahrzehnten auseinander. Dabei sucht er nach alternativen
Ausdrucks- und Handlungsméglichkeiten fir den Umgang mit
dieser Situation und nach neuen Formen des Miteinanders.
Die Installation ,Transformation* 1adt den Besucher ein, den
Prozess einer auBergewdhnlichen Annaherung mit zu erleben.
Der Ort dieser Begegnung ist die Stadt Kars, Hauptstadt der
gleichnamigen turkischen Provinz an der Grenze zu Armenien,
eine Grenzregjon zwischen Ostanatolien und Transkaukasien.
In einer der Videoprojektionen lauft der Kiinstler durch die
disparate Stadtlandschaft von Kars. Auf einem Hugel steht
eine machtige Burg, an den Hangen dieses Hugels klebte einst
eine osmanische Altstadt, die vor einigen Jahren abgerissen
wurde. Das Zentrum der Stadt Iasst noch die alte russische
Garnisonsstadt erahnen, die vor Gber 120 Jahren gebaut
wurde. Neben den groRen Moscheen, alten armenischen
Kirchen und kunstvoll verzierten Villen, findet man auch
Uberreste baltischer und georgischer Architektur. Wahrend
seiner Stadterkundungen trifft er auf Stadtbewohner, spricht
mit hnen Uber die Geschichte der Orte und Architekturen. Dann
trifft er auf eine Gruppe von Kinder, die zunachst nicht mit

ihm Uber Geschichte - ein ungeliebtes Schulfach - sprechen
wollen. Bis sie beginnen zu singen, Lieder Uber die Heldentaten
Atatlrks und die GroRe der turkischen Nation. ,The star of my
nation will shine forever*. Auf der gegenutberliegenden Wand
des Raumes ist ein zweites Video zu sehen. Aus ihm ertént eine
Kinderstimme: ,Dying for Armenia is a hero s oath for us.“ Zu
sehen ist Arman Tadevosyan als kleiner Junge.

Eine Kluft tut sich auf. Doch dann fallt der Blick auf die Lichtkas-
ten. Die dunklen Abdriicke zeigen die Spuren einer fast intimen
Begegnung, zwei menschliche Gesichter einander vertrauensvoll
zugewandt, miteinander verbunden, ineinander flieBend...

,Les voici réunis, Mehmet et Arman, le turc et I'arménien, le
modeéle et I'artiste,

I'Un et I'Autre, un étre humain... et un autre étre humain!

Et on pourrait les relier ainsi a I'infini, les voisins, les habitants
d’une terre autrefois une, et aujourd’hui coupée d’une ligne-
frontiére qu’on ne franchit pas... fermée!” (A.T.)

Talin Buyuks Tanszperformane ,| was here” befragt auf lust-
und humorvolle Weise das Wesen der Identitat und die Frage
der Zugehorigkeit zu einem bestimmten Land oder einer Nation.
Grundlage ihrer Arbeit ist eine Fabel, in der drei Tiere, die sich
flr etwas anderes halten als sie sind in ein Land kommen und
alle behaupten, dies sei das einzigartige Land ihrer Vorfahren.
Dennoch uberwiegt bei Innen das Gefuhl der Fremdheit, des
Unheimlichen. Inmitten der globalen Migrationsgesellschaft
erscheint die Frage nach dem einen, dem wahren Land fast
anachronistisch. Die Fragen sind andere: ,What makes a place
a land? In which way of owning a land makes it home? To be
lived, to be shared, how many generations?“ (T.B.)

Mit der Notiz ,| was here“, die in verschiedenen Sprachen

auf der Wand zu lesen ist, wird das Relikt der performativen
Arbeit im Ausstellungsraum zum selbstbewussten Statement
und zugleich zu einem Motto fir die gesamte Ausstellung.
,GRANDCHILDREN - new geographies of belonging” behauptet
eine Prasenz und schafft zugleich alternative, kreative Modelle
im Umgang mit dem Paradox der armenischen Transnation, die
sich zwischen den Polen von Abwesenheit und Anwesenheit
immer wieder neu sucht und findet.

Barbara Hoffer
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