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Icimdeki Sarkilar

Nergis Abiyeva

2010’larin basinda hentiz bir sanat tarihi 6grencisiyken erken Cumhuri-
yet dénemi sanat¢i kadinlan tizerine literatiir taramas1 yapmis, bu aras-
tirma sirasinda Azeri'nin “Batililasma Hareketleri I¢inde Ilk Kusak Kadin
Ressamlar” (1996) baglikli yliksek lisans caligmasini incelemigtim. Ken-
disini sanatci olarak tanimam ise pandemi dénemine denk diisiiyor. Aze-
ri’yle muhabbetimiz ve dostlugumuz cesitli igbirliklerine déniiserek bizi
nihayetinde I¢cimdeki Sarkilar sergisinde bulusturdu. Bu sergide ev ici ve
cogunlukla gértinmez kilinan emek, sanatci/anne/es olmanin yiikiimli-
liiklerini egzamanli olarak benimsemek, kendine ve bagkalarina ihtimam
gbstermek, alma/verme dengesini tutturmak, karsiliklilik gibi meseleleri
birlikte diistintiyoruz. Hem feminist literatiirde hem de her ikimizin ¢alis-
malarinda énemli bir yer kaplayan bu yaklagimlar, zamanda si¢cramalan
ve geriye donitisleri iceren bir sergiye déntistii.

Nazan Azeri, 1993’te gerceklestirdigi mezuniyet projesinden itibaren 30
yil1 askin bir siiredir istikrarli bir sekilde, bagimsiz bir sanatci kadin ola-
rak liretiyor. Doga, kiiltiirel kodlar ve kadim bilgiler arasindaki baglar1 go-
riniir kilan ¢aligmalarinda, kadinlarin gliclenmesi ve toplumsal cinsiyet
rollerinin sorgulanmas1 énemli bir yer tutuyor. Sanatcinin 2021 yazinda
Ayvalik’ta basladigi ve giiniimiize kadar cesitli bicimlerde devam ettirdigi
“Unutulmus Zaman ve Simdi” serisinin kdklerinde de benzer yaklagim-
lar var. Azeri’nin bu seride kurguladi§1 evrende kedi, kopek, tavsan, geyik
gibi hayvanlar, kadinlarla ve bebeklerle i¢ ice, birbirine dokunarak bir ara-
da nefes aliyor. Kadin figiirlerinin, cenin ve cocuk imgelerinin ¢evresine
dizilen bitkiler ve hayvanlar, bakisi yazi éncesi mitik bir bellegin sundu-
gu bir evrene ceviriyor. Azeri, kavramlardan ya da diisiincelerden ziyade,
sezgilerden bahsediyor: “Béyle bir bolgede kadin olusum beni etkiliyor,
iklim krizi ¢ok etkiliyor, savaglar ¢cok etkiliyor... Bunlar algilarimin icine
girip bedenimde birtakim duygulanimlar tiretiyor; buna tepki ya da yanit
olarak iiretim siirecim devam ediyor, imgelere déniistiyor.”

Doga-kiiltiir ikiligine bir bagkaldir1 olarak tirettigi “Unutulmus Zaman ve
Simdi” resimlerinde kiiltiir (eril) ve doga (disil) karsithgiyla kurgulanmis
esitsizlik {ireten sistemleri sorgulayan sanatcinin resimlerindeki renk
ikonografisi, Uzak Dogu’dan Anadolu’ya, Topkap: Saray1 Siinnet Odasi

1 S8ylesi: Nazan Azeri, https://www.
omm.art/tr/editoryal/soylesi-naz-
an-azeri, 16 Nisan 2021.
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2 Giotto’nun resimlerinde
gdkyliziinii mavi yaparak altin
yaldizin kutsalliindan vazge¢mesi
de, sanatcinin renk ikonografisini
etkileyen sanat tarihsel
déniigiimlerden biridir.

3 Bilylimek serisi, 2021'de
Odunpazar1 Modern Miize'de
“Giiniin Sonunda” sergisi
kapsaminda gdsterilmisti.

Biiytimek 3
Growing Up 3
2003

Fotograf, Arsivsel Pigment Bask:
Photo, Archival Pigment Print
123%93 cm

cinilerinden Misir'in Antik dénem resimlerine kadar cesitli referanslar
iceriyor.? Azeri, sanat tarihinde yer alan yapitlarda, mavi ve kirmizi renk-
lerin icerdigi sembolik anlamlar1 “oyunbozan” bir tislupla yeniden ele ali-
yor. “Unutulmus Zaman ve Simdi” serisi, Yves Klein’in ¢alismalarini ya da
Leonardo da Vinci’nin erkek insani diinyanin merkezine koyan “Vitrivius
Adami” ¢izimini akla getirse de, bu serisiyle erkek sanatgilarin yaptigi/
yazdi§1 sanat tarihi kanonuna sessiz ama okkali bir yanit veriyor.

Azeri’'nin zengin ve canli renklerle dolu, fantastik bir diinyay: akla geti-
ren, naif bir ressamin fircasindan ¢cikmis gibi hissettiren resimleri ara-
sinda “Icimdeki Sarkilar” sergisine 6zel olarak yapilmis bir resim 6ne
cikiyor. Dogayla ic ice gecmis bir figiiriin basinda bir tag, etrafindaysa
yildizlar, ¢icekler, hayvanlar gortiyoruz. Figlirtin yilanlarla olan bagi, do-
ganin déngiiselligini ve yenilenmeyi akla getiriyor. Sanat¢1 Yunan mito-
lojisinde doga, aveilik ve vahsi yagsamin tanricas: olarak bilinen, genel-
likle dogayla ic ice tasvir edilen Artemis’ten ve tist kismi kadin, alt kism1
yilan olan, Mezopotamya kiiltliirline ait Sahmeran’dan etkilenerek melez
bir figiir yaratiyor. Figtirtin killi tasviri, ona daha vahsi ve doJaya bagh
bir karakter ézelligi kazandiriyor. Killi Artemis-Sahmeran figiirii, dogal
diinyay: ve vahsiligi kucaklayan giicli bir disi figiir. Killar, insanin vahsi
dogasini ve dogayla olan i¢sel baglantisini diisiindiiren bir anlatiy1 sahip-
lenirken, ayni1 zamanda normlardan sapmay: temsil ederek, giizellik ve
kadinlik konusundaki geleneksel algilar1 sorgulatiyor.

Azeri el yapimi kagit ve kumas tlizerine akrilik boyayla yaptigi, “Unutul-
mus Zaman ve $imdi” serisini bir siiredir seramige déniistiirme arzusu
icindeydi. 2 yildir seramigin dilini 6grenen sanatci, seramik ¢aligmalarin
da ilk kez “Icimdeki Sarkilar” sergisinde gésteriyor.

“Unutulmug Zaman ve Simdi” serisinden yirmi yil énce 2003te gercek-
lestirilen® “Biiyiimek” serisi, bir iiclemenin son halkasidir. Hazir mal-
zemeyle yaptiji “Hatirliyorum” adli ilk calismasinda oyuncak silahlar
cigeklendiren Azeri, serinin ikineci iginde, “Dénligim” adli caligmasinda
plastik bebeklerde mercimek yetistirir. Cocukken oyun oynadid: sacsiz
plastik bebekleri Tahtakale’de arayip bulan sanatci evinin icinde ve bah-
cesinde bu bebekleri tiirlii hallerde fotograflar. Plastik bebekleri evcilik
oynar gibi, minyatiir ev egyalariyla birlikte de fotograflar. Sanatci bdy-
lece, kendisi oyun nesnesi olan plastik bebeklere oyun oynatarak onlar
6zne-nesne ikiliginin digina ¢ikarir, oyun i¢inde oyun kurgular.
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4 Dada hareketini en az Hugo Ball
kadar sekillendiren ve Ziirih’teki

ilk Cabaret Voltaire gecesinden
itibaren orada olan Emmy Hennings,
Almanya’nin Flensburg sehrinde
dogar ve 1906’da ilk cocugunu
kaybettikten sonra gezici bir tiyatro
grubuna katilir. Moskova, Budapeste,
Kéln gibi gehirlerin gece kuliiplerinde,
tiyatro gdsterilerinde performans
sanatgisi olur. 1913’te Miinih’te Cafe
Simplicissimus’da Hugo Ball ile
tamsgarak, Dada’y: sekillendiren en
dnemli figiirlerden biri olur.

Uclemenin son halkasindaysa ilk iki calismadan farkli olarak kendi be-
denini sanatsal stirece dahil eder. Azeri, “Bliylimek” adl1 ev performan-
sinda kolektif hafizada yeri olan, kusaklar arasinda aktarilan, benim de
cocukken hevesle denedigim, pamukta mercimek, fasulye vb. yetigtirme
eylemini evinin balkonunda dikey seritler halinde uzattii pamuklarla
gerceklestirir. Pamuklarin i¢ine koydugu mercimekleri bir bucuk - iki ay
boyunca sulayarak biiytitiir ve onlar1 her giin giyerek asamalarini fotograf
ve video kaydina alir. 2 aylik siirecin sonunda asamalar gosteren 3 fo-
tografi seger. Bu fotograflardaki kompozisyon, Mantegna’nin Isa’ya Agit
resmini akla getirirken yasam-6liim ikiliginin disina tasmamiz saglar.

“Unutulmus Zaman ve Simdi” serisiyle “Biiylimek” serisi arasinda nere-
deyse 20 sene olsa da, Azeri’nin insan sonrasi diislinceyi kame¢ilayan bir
evren kurgulamaktaki israr1 dikkat ¢ekici. Her iki seride de insan bedeni,
insan olmayan canlilarla hemhal olurken, oyun oynamaya, biiyiimeye, co-
cuksuluga ickin duygulanimlar tetikleniyor.

Oyuncak Bebekler ve
Dadaist Bir Tavir Olarak Oyun Oynamay: Siirdiirmek

“Gorsel Sanatlarda Oyunsallik; Rénesans, Dada, Siirrealizm” baslikli dok-
tora tezini 2000’de tamamlayan Azeri’nin akademik ¢aligmalariyla sanat
pratigi arasindaki giiclii baglar, bu serginin izlek noktalarindan biri. Bu
baglamda Azeri’nin oyuncak bebeklerle yaptig1 ve aslinda oyun oyna-
maya devam ettidi iglerini Dadaist bir tavrin uzantisi olarak gériiyorum.
Nitekim, Dada’nin sanatc1 kadinlar1 Hannah Héch ve Emmy Hennings,*
L. Diinya Savagi’'nin sonlarina dogru kendi elleriyle Dada bebekleri yapa-
rak performanslarina ve {iretimlerine dahil ederler. Cocuksuz sanatci ka-
dinlar olarak, kadinliga dair yeni bir séylem iiretirler. Emmy Hennings,
yazdid siirleri ve romanlar1 Cabaret Voltaire gecelerindeki gésterilerde
okudugunda eslikcisi Dada bebekleridir. Kukla tiyatrosunu da andiran
performanslar sirasinda kuklaya beklenmeyen sok edici sézler séylete-
rek izleyicileri hem sinir eder, hem de kahkahalara bogar. Cocuk oyunca-
g1 olarak diisliniilen bir oyuncak bebegin agzindan ¢arpici yorumlar duy-
mak Ziirih’teki seckinler {izerinde sok etkisi yaratir. Hennings ve bebedi,
kadinlarin ne olmalar1 gerektigini, ne séylemeleri bekledigini tamamen
reddedip, bunun yerine cilgin, alayci ve cinsel bir kimlik kazanir.

Hannah Héch ise tek sanat¢i kadin olarak katildig: I. Uluslararas: Dada
Fuari’nda, kolajlarinin yani sira, ‘Dada-Puppen’ olarak bilinen iki bebek
gosterir. Ertesi yil bir Dada balosunda, kendisi de bebek kostiimii giyer.



Déniigiim ve Biiytimek
Metamorphosis and Growing Up
2002-2003

Video Art, Dokiimantasyon
Video Art, Documentation
19
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Déniigtim 1
Methamorphosis 1
2002

Fotograf, Argivsel Pigment Bask:
Photo, Archival Pigment Print
44%62 cm




Déntigim 2
Methamorphosis 2
2002

Fotograf, Arsivsel Pigment Bask:
Photo, Archival Pigment Print
44%62 cm
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Déntisim 3
Methamorphosis 3
2002

Fotograf, Arsivsel Pigment Bask:
Photo, Archival Pigment Print
44%62 cm



Dénitisim 4
Methamorphosis 4
2002

Fotograf, Arsivsel Pigment Bask:
Photo, Archival Pigment Print
44%62 cm



Peki Hoch icin Dada bebekleri neyi sembolize eder? Savas sonras1 Al-
manya’da cikan “Yeni kadin” figiirii, yeni arzular ve beklentilere yanit
vermek zorunda kalirken, hali geleneksel ataerkil gériise tabi tutuluyor-
lardi. Héch, bu ¢geliskiyi ironik bir sekilde vurgulamak icin kisa sacly, ince
belli ve belirgin gégiislii kukla bebekler yapar. Kadinlara kiiciik yaglardan
itibaren oyuncaklar1 araciligiyla agilanan ideal kadin bedenini alayc: bir
sekilde elestirir.’

Nazan Azeri'nin erken déneminde de bu Dadaist tavir gézlemlenir. Sa-
natc1 ev yagamina, toplumsal cinsiyete, anne-cocuk iligkisine, bakim ver-
meye ve ihtimam goéstermeye dair 2000’lerin basindaki fotograf ve video
tekniklerini kullanarak tirettigi ¢caligmalarin hepsini oyuncak bebeklerle
gerceklestirir.

1993-2003 arasinda gercgeklestirdigi “Bebek” (2000) ve “Bir Giin” (2001)
adli video igler ile “Misafirler”,® “Odyseus’u Beklerken”, “Metamorfoz/
Déntigtim” (2002) adli fotograf ¢aligmalar: birbiriyle diyalog i¢inde ser-
giye dahil ettik.” Bebek (2000) adli video iginde, oldukca giizel ve giyimli
bir oyuncak bebegin kolu kesilerek sanatci tarafindan hareket ettirilir.
“Stop motion” olarak cekilen videoda oyuncak bebek makyaj masasinda-
ki ayna karsisinda ruj siirmeye baglar. Aynadaki yansimasinin da kadra-
ja girmesiyle bebek masadan aldig1 ruju dudaklarina stirmeye, stirdiikce
de tasirmaya baslar. Ruj yiize yayildikca gerginlik artar. Akla annelerinin
rujunu beceriksizce siirmeye calisan cocuklar gelirken, cinsiyetin perfor-
matif taraflarini da diisiiniiriiz. “Odyseus’u Beklerken” isinde de oyuncak
bebek bir yatakta, sirt1 doniik bir erkedin yaninda yatar. Azeri, gercek
bir insan ve yapma bir bebekle gerceklestirdigi calismasinda ev-evcilik,
oyun-oyuncak iliskisine dikkatimizi ceker.

“Bir Glin” (2000) adl1 video is, ayn1 bebegin bagrolde oldugu bir bagka
calisma. Gériintl ev ici mekanda, kahvalti masasinda Azeri’nin oyuncak
bebekle kargilikli oturmasiyla baglar. Inci kolyesi ve kirmizi hirkasiyla®
bir yetigkin gibi giydirilmig bebekle belli belirsiz konugmaya baglayan
Azeri bebedin tabagina peynir, salatalik, recel gibi kahvaltiliklar1 koyar
ve yedirmeye calisir. Videonun bir karesinde, izleyici olarak ytiziimiize
uzatilmis bir catalla burun buruna kaliriz. Oyuncak bebegin yiyeceklere
olan kayitsizhig: arttikca, gerginlik katsayis1 da artar. Catal kasik sesle-
riyle, Azeri’nin belli belirsiz konugmasi birbirine karigir. Kamera, ev orta-
mindan digar: ¢ikan sanat¢iy: ve kucagindaki bebegi takip eder. Oturulan

5 Artist Spotlight: Hannah Héch’s
dolls: a proto-feminist statement?,
03/11/2023

6 Misafirler adli caligma ilk kez
2001 y1linda Keramos Galeri’de
gosterilmistir.

7 Asamblajlar (1993), Oyun
Performansi (1993), Yerleg-eme-mek
(1994) gibi islerde de kullanilan
bebekleri hazir bir gekilde alarak
yapmigtir.

8 Kirmuzi hirka, sanat¢inin oglu
Alican Azeri'nin anneannesi gibi
sevdigi Enise Hanim tarafindan

driilen bebeklik hirkasidir.
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cay bahcesinde, sanatc1 hi¢cbir seyden haberi olmayan garsona, gayet do-
gal bir sekilde iki cay 1smarlar. Cay1 oyuncak bebege zorla icirmeye calis-
tiktan sonra birlikte yeniden eve doéntliir. Kamusal mekanla 6zel mekan
arasinda gecislerin yasandidi, evde baslayip evde biten bir gtin.

“Misafirler”de de “Bir Giin” videosuyla paslasan bir tema ve gerginlik s6z
konusudur. Dokuz fotograftan olusan seride siyah koltuklarda sayis: git
gide artan oyuncak bebekler fotograflanir. Misafirler kalabaliklastikca
gerginlik artar, koltuklara dékiilen kahvelerin rahiyas: burnumuza gelir.
Bazen buyurgan, bazen saskin, bazen kizgin ev sahibinin degisken halleri
misafir agirlamanin dinamiklerine dair bir taglama gibidir. Misafirperver
olarak bilinen Tiirkiye toplumlarinda, ézellikle geleneksel ailelerde misa-
fir agirlanirken harcanan ev i¢ci emek kime aittir?

Humour

Ik kez 2003’te Kars1 Sanat Calismalari’'nda bagimsiz sanatcilarin bir ara-
ya gelerek gerceklestirdigi “ Aileye Mahsustur” isimli grup sergide bir
arada gosterilen “Bennesneler”, “Oznebenkahraman”, “Nesnebenher-
mafrodit” adli fotograf temelli isler de yeniden giindeme getirmek iizere
sergideki yerini aldi. Sergi metnini kaleme alirken “Aliye Mahsustur” ser-
gi katalogunda Azeri’nin kadin olmak durumlariny, icerisi, disarisi, anne-
lik, ev kadinli§1, nesne-6zne, iktidar iligkileri baglamlarinda ele aldigini
ifade ettigini fark ediyorum.

“Bennesneler” adli fotograflardan olusan seride cesitli ev esyalarinin
yansimalarinda sanat¢inin komsusunun yiiziinii ve bedenini gériiyoruz.
Nesnelerin yansimalarinda kendi imgesini arayan Cemile, kendini nasil
gordiigiine ve toplumsal normlarla nasil etkilesime girdigine dair glicli
metaforlar sunuyor. Bir “ev kadininin” evde sahip oldugu ve kullandig:
nesneler lizerinden kendisine bakmasi, ev ici mek&nin kadinlik ve kim-
lik tizerindeki etkisini diisiindiiriiyor. “Bennesneler,” bir bakima kisinin
kendi varligini ve benligini ¢cevresindeki nesneler araciliiyla tanimlama
cabasini yansitiyor. Komgusunun imgesini kullanarak, kendi ¢evresiyle
olan etkilesimini ve gozlemlerini {iretimine tasiyan Azeri, glindelik nes-
neler aracihiiyla gériinmez kilinan ev i¢ci emege dikkat cekiyor. Anneler
giinti, kadinlar gtinti baghg: altinda indirime giren biitiin ev aletleri, ka-
dinlar1 hizmet eden ve ev igleriyle 6zdeslestiren reklam ve kampanyalar
tepki cekmelerine ragmen glintimiizde hala devam ediyor.



Déntistim 5, 6
Methamorphosis 5, 6
2002

Fotograf, Arsivsel Pigment Bask:
Photo, Archival Pigment Print
44x62 cm
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Déniisiim 7
Methamorphosis 7
2002

Fotograf, Arsivsel Pigment Baski
Photo, Archival Pigment Print
44%62 cm



“Oznebenkahraman” ise, ¢izgi roman diinyasinin en ikonik siiper kahra-
manlarindan biri olan Superman’i mercek altina aliyor. Superman’in mavi
kostiimi ve kirmizi pelerini, Azeri’nin “Unutulmusg Zaman ve $imdi” seri-
siyle de értiisen bir renk ikonografisi yaratiyor. Azeri, 1938’de kurgulanan
ve glinlimuze kadar erkek kahramanliginin simgesine déntigmiis Super-
man karakterinin bir fotografini se¢ip tigdrtiin tizerine baskisini alir ve
yardimeis: Ziilfiye’yle birlikte gergek-kurgu arasinda fotograf ¢ekimleri
yapar. Bir tigdrt ve bir insan arasinda gecen ¢ok sayida fotograf arasindan
dort kareyi “Aileye Mahsustur” sergisi icin secger. Bu fotograflarda Super-
man tigértli yikanir, asilir, iitiilenir ve sonunda Superman, tiim bu emegi
iistlenen kadinin yiiziine bir yumruk atar. “Icimdeki Sarkilar” sergisine
Superman’in ayaklarinin ibrikle yikandid: bir fotografi da dahil ettik.

“Nesnebenhermafrodit” adli fotograf futbol gibi toplumsal erkekligin ve
bir bakima toksik maskiilinitenin yeniden tiretildigi bir sporun simgesi
olan topu aliyor. Genellikle erkeklerin egemen oldugu futbolun simgesi
bir topu bagértiileri ve peruklar gibi kadinlara 6zgii aksesuarlarla birlesti-
rerek, toplumsal cinsiyet rolleri ve beklentileri sorgulatiyor. Ozellikle su-
rata benzeyen bir top secen ve hali saha duygusunu veren yesil cimlerde
cekim yapan sanatci, kadinlarin saclar: {izerinden kurulan iktidari, “hu-
mour”1 elden birakmadan elestiriyor. “Nesnebenhermafrodit” kadinlarin
spor diinyas1 da dahil olmak lizere toplumda karsilastiklari engelleri ve

stereotipleri elestiriyor.

Sanat-Hayat
Sergiye dahil ettigimiz iglerine gdyle bir baktigimda fark ediyorum ki,

Azeri’nin {iretiminin en énemli 6zelligi kendiligindenlik. Azeri icin sanat
yapit1 ist ya da ayr1 bir olgudan ziyade, yasamin olagan akisinda yaptig:
“seylerden” biri. Atdlye/ev olarak kullandig: evi, ayn1 zamanda sergide-
ki iglerini {irettigi platosu. “Misafirler”, “Biiytimek”, “Déntisiim” baghkl
calismalarini Fenerbahce’de yer alan evinin salonunda, balkonunda, cev-
resinde gerceklestiren sanat¢1 yakin oldugu, yagsaminin parcasi olan ki-
sileri sanatsal siirecine dahil eder. Azeri’'nin kendisinin yer aldig islerde
kamerayi kullanan, fotografi ceken sanatcinin oglu Alican ve esi Ali. Sa-
natcinin giindelik yasaminda iliski icinde oldugu kisileri, calismalarinin
bir parcasi haline getirmesi de dikkat ceker. “Odyseus’u Beklerken” adli
calismada oyuncak bebekle birlikte fotografladig: kisi esidir; yardimecis:
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9 Fatma Fulya Tepe, Donna Haraway
ve Konumlu Bilgiler Teorisi, https://
t24.com.tr/haber/donna-haraway-ve-
konumlu-bilgiler-teorisi,1111229.

10 Donna Haraway, “Situated
Knowledges: The Science Question in
Feminism and the Privilege of Partial
Perspective, 1988.

Ziilfiye, komsusu Cemile yine calismalarinda yer verdigi kisilerdir. Aze-
ri’nin yalnizca bedeninde hissettigi seyleri sanata dékebildigini 6zellik-
le vurgulamasi, akla Donna Haraway’in “konumlu bilgiler” kavramini
getiyor. Haraway tinlii, 1988’de yayinlanan “Situated Knowledges: The
Science Question in Feminism and the Privilege of Partial Perspective”
makalesinde ikili kargitliklar: agmakta kullanilabilecek bir metafor olarak
vizyonu ortaya atar. Haraway’in vizyon metaforunun en énemli ézellikle-
rinden biri bedende “cisimlegmis” olmasidir. Bir bedenden kaynaklanan
ya da bedende cisimlesmis vizyon nosyonuyla Haraway ‘tanri-numarasr’
yapan ve her yerden her seyi gorebildigini iddia eden agkin “beyaz erkek
bakis1” fikrini bertaraf eder.? Bedende cisimlesmis vizyon, her zaman bel-
li bir yerden ya da bir kisiden gelir. Haraway bedende cisimlesmis nesnel-
likle varilan konumlu bilgilere ulagir. Haraway’e gére feminist nesnellik,
dzne ve nesnenin agkinli ve béliinmesinden ziyade konumlandirilmis
bilgiyle ilgilidir.’® Konumlu bilgilerde bilmek, gérmek, taniklik etmek,
beyan etmek, konusmak her zaman belli bir zaman ve yerde bulunan belli
bir bedenden gelmektedir.

Azeri’nin iiretiminin tanikli§, sezgiselligi, yasamsalli§i, kendiligindenligi
bizi 20. ylzyilin bagindan beri sanatin odagindaki “sanat-hayat ayrimini
ortadan kaldirmak” meselesine yaklastirirken, feminist miidahalelerin hem
sanatta hem de hayatta ne kadar acil oldugunu bir kez daha hatirlatiyor.
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The Songs in Me

Nergis Abiyeva

I had reviewed the literature on the women artists of the early Repub-
lic era and studied Nazan Azeri’s master’s thesis titled “First Generation
Women Painters in the Westernization Movements” (1996) when I was
still an art history student in the early 2010’s. Then, I got to know her
personally during the covid pandemic. Our fondness of each other and
our friendship turned into diverse cooperations and finally brought us
together in this exhibition titled The Songs in Me. In this exhibition, we
are contemplating in company on matters such as invisible domestic la-
bor; adopting the responsibilities of being an artist, being a mother and
being a spouse at the same time; caregiving for others; striking a balance
between receiving and giving; and the concept of reciprocity. These have
an important place both in the feminist literature and in both of our works
and they have turned into an exhibition that goes back and forth in time

with flashbacks.

Nazan Azeri has been producing art consistently as an independent wom-
an artist for longer than 30 years since her graduation project in 1993. Her
works make the connections between nature, cultural codes and ancient
knowledge visible. The empowering of women and the questioning of so-
cial gender roles play a prominent role in her works as well. This is also
true for the fundamental ideas behind “The Forgotten Time and the Now”
series of artworks she started working on in Ayvalik in the summer of
2021 and has continued working on up to this day in various shapes and
forms. In the universe fictionalized by Nazan Azeri in this series; animals
such as cats, dogs, rabbits and deer are intertwined with women and ba-
bies. They all touch each other and breathe together. The plants and ani-
mals arranged around figures of women as well as images of fetuses and
children direct the gaze to a universe propounded by a mythical memory
that precedes the written text. Nazan Azeri speaks of intuitions rather
than concepts or thoughts: “Being a woman in such a geography affects
me. [ am greatly affected by the climate crisis, and this is true about wars
as well... These enter my psyche and create certain sensations in my body;
my creation process continues as a response or answer to this and these
turn into images.”*

1 Interview: Nazan Azeri, https://
www.omm.art/tr/editoryal/soyle-
si-nazan-azeri, April 16, 2021.
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2 Giotto, painting the sky blue
and giving up on the holiness of
the golden gilt, is also one of the
historical artistic transformations
that affected Nazan Azeri’s color
iconography.

3 The Growing Up series was
exhibited in Odunpazar1 Modern
Museum in 2021 within the scope
of the “At the End of the Day”
exhibition.

The artist questions the systems that are designed based on the oppo-
sition of culture (male) and nature (female) and that create inequality.
The color iconography in the “Forgotten Time and the Now”, which she
created as a rebellion against the nature-culture duality, make references
to diverse influences from the Far East to Anatolia, from the tiles of the
Topkapi Palace Circumcision Chamber to the pictures produced in An-
cient Egypt.2 Nazan Azeri readdresses the symbolic meanings contained
in the colors blue and red in the prominent works of art history with a
“frame breaking” approach. Even though “The Forgotten Time and the
Now” series reminds us of Yves Klein and the “Vitruvian Man” drawing of
Leonardo da Vinci, which put the male human figure at the center of the
world, it also gives a quiet but harsh answer to the art cannon set forth/
written by male artists.

Among her artworks, which feel as the results of a naive artist’s brush full
of rich and vibrant colors reminiscing of a fantastic world, one created
specifically for the “The Songs in Me” exhibition attracts particular at-
tention. In this picture, we see a crown on top of the head of a figure. The
figure is intertwined with nature and stars, flowers and animals surround
it. The figure’s connection with snakes reminds us of nature’s circularity
and renewal. The artist, here, creates a hybrid figure influenced by Arte-
mis, known as the goddess of hunting and wildlife in Greek mythology,
usually depicted as intertwined with nature, and $ahmeran of the Meso-
potamian culture, the top half of which is a woman and the bottom half
a snake. The hairy depiction of the figure gives her an even more wild
and nature-affiliated character. The hairy Artemis-Sahmeran figure is a
strong female figure embracing the natural world and wildness. The hairs
adopt a discourse that makes us contemplate the wild nature of human
beings and their intrinsic connection with nature. The hairs also repre-
sent a deviation from the norms, making us question the traditional per-
ceptions regarding beauty and womanhood.

Nazan Azeri had a wish to turn the “Forgotten Time and the Now”, which
she created with acrylic on handmade paper and cloth, into ceramic form
for a long time. She studied to the language of ceramics for 2 years and is
displaying her ceramic artworks in the “The Songs in Me” exhibition for
the first time.

On the other hand, the “Growing Up” series, created in 2002, twenty years
prior to the “Forgotten Time and the Now” 3 is the last part of a trilogy.
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4 Emmy Hennings, who shaped the
Dada movement at least as much as
Hugo Ball and was there from the first
Cabaret Voltaire night on, was born in
Flensburg, Germany and after losing
her first child in 1906, joined a road
company. She became a performance
artist in theater shows performed

in cities such as Moscow, Budapest
and Kéln. She met Hugo Ball in Cafe
Simplicissimus in Munich in 1913 and
became one of the prominent figures
who shaped the Dada movement.

Nazan Azeri had planted flowers on toy guns in the first part of the trilogy
titled “I Remember” and lentils on plastic dolls in the second part titled
“Metamorphosis”. She searched all over in Tahtakale for the kinds of hair-
less plastic dolls she played with when she was a child and found them.
Then, she photographed these dolls in various forms inside her home and
garden together with household items as if playing house. Here, the artist
moved the plastic dolls, which are themselves objects of play, to a place
outside the subject-object duality and fictionalized a game within a game.

The third part of the trilogy is different from the first two works in that she
includes her own body in the artistic process. In her home performance
titled “Growing Up”, she performs the act of growing lentils, beans etc. in
vertical bands of cotton in the balcony of her house. Growing lentils in
cotton has a place in the collective memory and is an act transferred from
generation to generation. I had also done it with enthusiasm when I was a
child. She waters and grows the lentils in cotton for one and a half or two
months and wearing these bands of cotton on her body, photographs and
video-records the stages. Following a process of 2 months, she selects 3
photos displaying the stages. The composition in these photographs is
reminiscent of Mantegna’s Lamentation of Christ painting and moves us
beyond the life-death duality.

Even though there are nearly 20 years between the “Forgotten Time and
the Now” and the “Growing Up” series, the insistence of the Nazan Azeri
in fictionalizing a universe that stimulates a post-human thought is of
prominence. In both series, the human body is united with non-human
beings and triggered are the sensations intrinsic to play, growing up and
childishness.

Dolls and Keeping on Playing as a Dadaist Attitude

The strong connection between Nazan Azeri’s academic studies and
art practice is one of the consistent threads of this exhibition. The art-
ist completed her doctorate thesis titled “Playfulness in Visual Arts: Re-
naissance, Dada and Surrealism” in 2000. Within this context, I see her
artworks with dolls, through which she continues to play, as an extension
of the Dadaist attitude. Dada’s woman artists Hannah Héch ve Emmy
Hennings# had also created Dada dolls with their own hands and includ-
ed them in their performances and art production. As childless women
artists, they created a new discourse about being a woman. When Emmy
Hennings read her poems and novels at the Cabaret Voltaire nights, Dada
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dolls accompanied her. During these puppet theater-like performances,
she had the doll speak unexpected and shocking things, and as a result,
angered the spectators and made them laugh at the same time. Hearing
striking comments from the lips of a doll, a child’s toy, created a shocking
impact on the distinguished class of Zurich. Hennings and her doll re-
jected the preconceptions about what a woman should be and can speak.
They took on a crazy and sexual identity.

On the other hand, Hannah Héch, in the 1st International Dada Fair,
which she participated at as the only woman artist, exhibited two dolls,
also known as the ‘Dada-Pupper’, in addition to her collages. The next
year, in a Dada ball, she, herself, wore a doll costume. Then, what did Dada
dolls symbolize for Héch? The “New Woman” figure emerging in post-
war Germany had to answer new desires and expectations while also be-
ing subjected to the traditional paternal perspectives. Héch, to ironically
emphasize this inconsistency, made dolls with short hair, slim waists and
distinct breasts. She sarcastically criticized the ideal woman figure indoc-
trinated to women from young ages on through their dolls.5

This Dadaist attitude is also observed in Nazan Azeri’s early period. She
created all her photo and video artworks on home life, social gender,
mother-child relationship and caregiving in the early 2000’s using dolls.

We included the video works “A Doll” (2000), “A Day” (2001) and the
photography works “The Guests”,® “”Waiting for Odysseus” and “Meta-
morphosis” (2002), all of which are dated 1993-2003, in the exhibition in
dialogue with each other.” In the video work titled “A Doll” (2000), the
camera cuts to a pretty and well-dressed doll’s arm moved by the artist. In
this “stop-motion” video, the doll begins to put on lipstick in front of the
mirror on a make-up table. The reflection of the doll in the mirror moves
into the frame and the doll begins to overflow the lipstick from her lips as
she continues to put it on. The tension grows as the lipstick overflows all
over her face. This is reminiscent of the children who attempt to clumsi-
ly put on their mother’s lipstick and makes us think of the performative
aspects of gender. In “Waiting for Odysseus”, also, a doll lies in bed next
to a man whose back is turned to her. Here, Nazan Azeri, draws our atten-
tion to the relationships between the house and playing house as well as
between play and the toy, by using a human being and a lifeless doll in
the same work of art.

5 Artist Spotlight: Hannah Héch’s
dolls: a proto-feminist statement?,
November 3, 2023

6 The artwork titled Guests was
exhibited for the first time on this
date at Keramos Gallery in 2001.

7 She has also used ready-made

the dolls in her artworks titled
Assemblages (1993), Game
Performance (1993), To Settle / Not to
Settle (1994).
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8 The red cardigan is the cardigan
sewn by Mrs. Altaner, loved by the
artist’s son Alican Azeri as his own
grandmother, for the artist’s son when
he was just a baby.

The video work titled “A Day” is another artwork with the same doll play-

ing the main part. The visual begins inside the house with Nazan Aze-
ri and the doll sitting face to face at the breakfast table. The artist be-
gins to talk faintly with the doll dressed as a grown-up. The doll wears a
pearl necklace and red cardigan.® The artist places breakfast items such
a cheese, cucumber and jam on the doll’s plate and tries to feed them
to the doll. In one scene, we, as viewers, encounter a fork stretched out
to our faces. As the doll’s indifference to the food continues, the tension
climbs. The sound of the cutlery and Nazan Azeri’s faint talk intermin-
gles. The camera follows the artist walking out the house, carrying about
the doll. In the tea house they sit at, the artist orders two glasses of tea
in an extremely casual manner. The waiter is clueless as to what’s going
on. After forcing the doll to drink the tea, they return home. This is a day
that begins and ends at home and transitions between public space and
private space.

“Guests” also shares the same theme and tension with the “A Day” video.
In this series, which consists of nine photographs, dolls, the number of
which continuously increases, are photographed on black sofas. The ten-
sion increases as the guests become more crowded. The pleasant smell of
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the coffee spilled on the sofas almost reaches our noses. The fluctuating
emotional states of the host, who is bossy, puzzled and furious at different
times is like a satire on the dynamics of hosting guests. Whose domestic
labor is it spent when hosting guests in the Turkish society famous for its
hospitality?

Humor

Photography based works titled “MeObjects”, “SubjectMeHero” and “Ob-
jectMeHermaphrodite” were exhibited for the first time together at the
group exhibition titled “Strictly for the Family organized by independent
artists and held at the Kars1 Artworks. They also find their place in this
exhibition to be re-introduced to the public. As I write this text, I come
to realize that Nazan Azeri had expressed in the exhibition catalogue of
“Strictly for the Family” that she evaluates the conditions of being a wom-
an within the contexts of being inside and outside; motherhood; house-
wifery; subject-object and power relations.

In the series consisting of photographs titled “MeObjects”, we see the
face and body of the artist’s neighbor in the reflections on diverse house-
hold items. This neighbor is Cemile searching for her own image in the
reflections on the objects. These objects present strong metaphors as
to how she views herself and how she interacts with the social norms.
A “housewife”, looking at herself by means of the objects she owns and
uses at home, makes us contemplate on the impact of the domestic space
on womanhood and identity. In one sense, the “MeObjects”, reflects the
effort of the individual to define its existence and identity through the
objects around her. Nazan Azeri makes her interaction with and obser-
vations on her own environment a part of her art production using the
image of her neighbor. She emphasizes the invisible domestic labor using
daily objects. All household items on discount for reasons such as Moth-
er’s Day or Women’s Day use advertisements or campaigns that represent
women as servants and identify them with house chores and thus draw a
certain negative reaction. Still, they seem to have no end.

On the other hand, “SubjectMeHero”, focuses on Superman, one of the
most iconic superheroes of the comic world. Superman’s blue costume
and red cape creates a color iconography that also corresponds great-
ly with Nazan Azeri’s “The Forgotten Time and the Now” series. Nazan
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Azeri selects a photograph of the Superman character, created in 1938
and has turned into the symbol of male heroism since then, and prints
it on a t-shirt. Then, she performs a photo-shoot that falls between truth
and fiction with the help of her aid Ziilfiye. In the four frames chosen by
the artist from among numerous photographs taken of an act between a
t-shirt and a human being for the “Strictly for the Family” exhibition, the
Superman t-shirt is washed, hung, ironed and finally, Superman, smacks
the woman who has undertaken all this labor. We also included the photo
in which Superman’s feet are washed with a pitcher to the “The Songs in
Me” exhibition.

The photo titled “ObjectMeHermaphrodite” utilizes the soccer ball. Soc-
ceris an area in which social masculinity and in one sense toxic masculin-
ity is reproduced. Combining the ball, namely the symbol of soccer, where
males are predominant in general, with accessories particular to women,
such as head scarfs and wigs, the artist makes the viewers question so-
cial gender roles and expectations. The artist selects a ball that purpose-
ly looks like a face and performs the photo-shoot on green grass, giving
the sense of a soccer field. She does this to criticize the power structure
established based on the hair of the women without losing “humor”. The
“SubjectMeHermaphrodite” criticizes the obstacles and stereotypes that
women face in the society, including the world of sports.



Art-Life

When I look at the artworks we included in the exhibition, I realize that
the most important characteristic of Nazan Azeri’s art production is
spontaneity. For Nazan Azeri, an artwork is not a meta-act or a separate
phenomenon but one of the “things” she does in the daily course of life.
Her house, which she uses as a workshop/home, is also the studio she
created the works in the exhibition at. The artist staged her works titled
“Guests”, “Growing Up” and “Metamorphosis” in the living room, balco-
ny and surroundings of her house in Fenerbahce. She also includes the
people she is close to and are a part of her life in her artistic process as
well. In the works in which the artist acts, the ones who use the photo
and video cameras are the artist’s son Alican and husband Ali. The artist
makes the people in her daily life a part of her art and this is particularly
interesting. In “Waiting for Odysseus”, the person she photographed with
the doll is her own husband. Her aid Ziilfiye and neighbor Cemile also can
be seen in her artwork.

Her emphasis on the fact that she can convey to art only the things she
feels in her body, reminds of Donna Haraway’s “Situated Knowledges”
concept. Donna Haraway argues that vision as a metaphor can be used
to overcome dualities in her famous article “Situated Knowledges: The
Science Question in Feminism and the Privilege of Partial Perspective”
published in 1988. One of the most important aspects of Haraway’s vi-
sion metaphor is that it is embodied in the body. With the notion of vi-
sion emerging from or embodied in the body, Haraway, eliminates the
transcendent “white male point of view” that ‘pretends to be God-like” and
claims that it can see everything from anywhere. Vision embodied in the
body always comes from a certain place or person. Haraway accesses the
resulting situated knowledges by objectivism embodied in the body. She
believes feminist objectivism concerns situated knowledge more than the
transcendence of and division between the subject and the object.? In sit-
uated knowledges, knowing, seeing, witnessing, declaring and talking al-
ways comes from a certain body situated at a certain time and location.*®

Bearing witness, intuition, vitalness and spontaneity in Nazan Azeri’s art
creation, brings us closer to the subject matter of “eliminating the dis-
tinction between art and life”, which has been the focal point of art since
the 20th century as well as reminding us one more time how urgent fem-
inist interventions are both in art and in life.

9 Donna Haraway, “Situated
Knowledges: The Science Question in
Feminism and the Privilege of Partial
Perspective”, 1988.

10 Fatma Fulya Tepe, Donna Haraway
ve Konumlu Bilgiler Teorisi (Donna
Haraway and the Situated Knowledg-
es Theory), https://t24.com.tr/haber/
donna-haraway-ve-konumlu-bilgil-
er-teorisi,1111229.
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Nazan Azeri’nin Sanatindaki

Nesnelerin Konumlanig:
Uras Kizil

Nazan Azeri resimle bagladi§: sanat hayatina asamblajlar yaparak devam
eder. Performans, video, fotograf, enstalasyon, seramik gibi sanatin pek
cok yapma pratidini sanatina katan Nazan Azeri’'nin diislin diinyasinda
nesne, merkezi bir rol oynar. Hatta, bu merkezi rol o kadar kesiftir ki, nes-
neler kimi zaman nesne olmakliginin 6tesine gecerek ézne pozisyonuna
evrilirler; bedenlenmig ézneler olarak Azeri’nin ¢izdigi mizansen icerisin-
de yerlerini alirlar. Kimi zaman ise bu nesneler bir bagka -insan- 6znenin
katilhimiyla mevecut konumsalligini pekistirir. Nesne ve 6zne arasindaki
iligki birinin digeri {izerinde tahakkiim kurdugu, étekini agtig1 bir iligki-
den kaynaklanmaz. Aksine, 6zne ve nesneler arasindaki iliskiler ortak tire-
time katkisi olan eyleyiciler olarak mevcut hikayeye eklemlenir.

Konumlanma Problemi

Nesneler, Azeri’nin erken dénem caligmalarindan itibaren gériiniirlik ka-
zanir. Sanatcl mezuniyet projesi olarak, 1993’te Marmara Universitesi'nin
terk edilmis dekanlik binasinda “Oyun Enstelasyonu” adli sergiyi acar.
Azeri, ¢lirlimeye yliz tutmug bu metruk binay: serginin yapilacadi mekan
olarak tayin eder. Yikint1 halindeki binanin icerisinde bulunan nislere
oyuncak barbie bebekleri yerlestirir. Bu bebekler ortak hafizada yeri olan,
bir dénemin kitsch oyuncaklari olmalarinin yani sira, “gtizellik” anlayisi-
nin Slciitii olarak belli normlar karsilamak {izere tiretilen tiiketim kiiltii-
riiniin nesneleridir. Bebeklerin mekan icerisindeki konumsalli§ yalnizca
nislerle de sinirli degildir. Bazen bu bebekler yikik dékiik istif halindeki
ahsgap kapilarin, suntalarin tizerinde; kimisi ayakta, kimisi yatar pozisyon-
da gelisi gtizel birakilmis sekilde; bazense catlamis bir duvarin {izerine
asilmis sekilde belirir. Barbie bebekler kendileri i¢cin tasarlanan yerin disi-
na cikarilmis, liretim amac1 ve faaliyetinin 6tesinde konumlandirilmistar.

Bu figiirler, ilk bakista, mekéan icerisinde gelisiglizel bir sekilde etrafa sa-
c1lmis hissiyati uyandirir. Kuskusuz bu tiirden bir duyumsama, figtirlerin
egreti bir gekilde durmalarindan ve mek&nin geciciligiyle kendi gegici
varoluglar1 arasindaki analojiden kaynaklanir. Sanki bir enkazin ardin-
dan giin yliziine ¢ikmay: bekleyen seylermigcesine mekana yerlegsmekte
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guclik ¢ekerler. Mekén icerisindeki konumlanma gticligi, glizele ickin
barbielerin kendileri i¢in tasarlanan aragsalliktan uzaklag(tiril)masiyla
gerceklesir. Azeri’'nin kurgusalli§i, barbie bebek(ler) icin c¢izilen ima-
j1 sarsar. “Oyun Enstelasyonu”nda gerceklesen bu tiirden konumlanma
glcliigl cesitli ugraklar halinde Azer’nin sonraki yapitlarinda kendini
yeniden gosterir.

1994’teki “Yerles-eme-mek” adl1 fotograf serisi bu konumlanma proble-
mini ayyuka ¢ikarir. Fotograflarda barbie bebeklerin yerini daha biiyiik
boyutlu oyuncak bir bebege biraktig: goriilir. Adiyla miisemma iste, Aze-
ri’nin bir dil pratigi olarak esnettigi “yerles-eme-mek” ile konumlanma
meselesi kavramsal zemine cekilmistir. Yerlesme ve yerlesememe arasin-
da salinan sergi, Azeri’nin sanatinda gériilecek yeni bir unsuru acik eder.
Bu, mizansenin bir parcasi olarak sanatci 6znenin hikayeye dahil edil-
mesidir. “Yerles-eme-mek” sonrasi sergilerde yer yer sanatci 6zne olarak
Azeri’nin oyuna dahil olduguna taniklik edilir.

“Yerles-eme-mek”te Azeri, oyuncak bebee uygun bir yer arayisindadir.
Olay érglisti 1993’teki terk edilmig dekanlik binasini andirir gekilde met-
ruk alanlarda cereyan eder. Her bir fotograf uygun bir yerin olanaksizli-
gin1 belgeler. Konumlanma probleminin yarattid: tekinsizlik hissi izleyi-
ciye de gecer. Bu tekinsizlik hissinden ortam kadar fotograflarda tercih
edilen renk paleti de sorumludur.

Gecmige [htimamla Bakmak

2002’ye gelinde Azeri’'nin “Déniisiim” sergisi hasil olur. Bebekler her za-
man oldugu gibi yine basroldedir. Fakat bu sefer sanatcinin miidahale-
siyle yeni formuna biirtinmiistiir. Azeri bebeklerin viicudunu pamukla
kaplar. Yontem, eski bir ugrasi, ézellikle de ¢ocukken yapilan pamukla
mercimek yetistirme gelenegini hatirlatir. Azeri, pamugun icerisine yer-
lestirilen mercimeklerin geligim ve &liim evrelerini bir bir fotograflar.
Bebeklerin yer aldigi kurguya oyuncak masa, sandalye ve tabaklar eslik
eder. Bu nesneler kimi zaman muntazam bir sekilde mizansen icerisinde
yer alirken; kimi zaman devrilmis olarak konumlanir.

Gelinen bu nokta tam da Azeri’nin nesnelerle kurdugu iligkide bir dé-
niim noktasi olarak kabul edilebilir. Artik bebek 6riintiileri etrafina yeni
nesneler dahil olmaya baslar. Masa, sandalye, tabak, tarak, firca gibi do-
mestik nesneler. Hikdyede geriye dogru bir eksen kaymas: gerceklesir.
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Geriye dogru gerceklesen bu eksen kaymasi sanatcinin ge¢misiyle, co-
cukluguyla kurdugu bagdir. Anne, cocuk, ebeveyn olma halleri devreye
girerek tiim bunlar bir tiir ihtimam seklinde zuhur eder.

Bir yil sonraki “Biiyiimek” (2003) caligmasinda Nazan Azeri bu sefer
kendi viicudunu pamuklarla kaplar. Siirecsel performans olarak tanim-
lanabilecek olan “Biiyiimek”, tipki Déniisiim’de oldugu gibi, bitkinin ge-
lisiminden 8liimiine uzanan cesitli evreleri yansitir. Ancak, burada &zel-
likle altinin cizilmesi gereken nokta, ge¢mis érneklerden farkli olarak,
gerceklegen konum degisikligidir. S6z konusu konum degisikligi 6zne ve
nesne arasinda gerceklesir. Sanatc1 olarak Azeri’nin nesne pozisyonuna
cekilmesi, 6zdiistinlimsel bir tavirla, kendini arastirma nesnesine sokma-
sina dayanir. Bu tiirden bir konum degisikligi bilimsel nesnelligi ve bilgi
liretim aygitlarini yeniden tartigsmaya acarken, ayni zamanda kendi tize-
rine diisinmenin de olasiklarini olusturur. Bitki yetistirme hem Azeri’nin
cocukluk anilarini tagiyan ve kat eden bir unsur olmanin yani sira, hem
de ortak bellekte yer etmesiyle bircogumuzun bu yetistirme eylemiyle
hemhal oldugunu hatirlatir.

Azeri’deki nesnelerin konumsallig1 bir konumlanma probleminden ‘ba-
kim verme’ ve/ya ihtimam problemine evrilmistir. Konumlanma proble-
minin gérece askiya alinmasi, gegmis ve simdiye bir tiir ihtimam cerceve-
sinde bakmanin imkanini dogurmustur. Bakim verme(k) eylemi Azeri’nin
sanatinda siklikla karsilasilan bir unsurdur. Fakat bakim vermenin kendi-
sini de farkli vecheleri olan bir eylemlilik olarak diisiinmek miimkiindir.
Bu eylemlilik neye bakim verdigine gére degiskenlik arz eder. Bir bagkas1
olarak diisiinmek, onunla empati kurma ihtiyacini hissetmekten gecer.
Bu da tam olarak insan olmayan olugun nasil bir sey oldugunu deneyim-
lemeyi ve duyumsamay: gerektirir.

Thtimam sorunsali Azeri’nin video ¢alismalarinda da gézlemlenir. 2000’de
yaptid1 “Bebek” videosu bunlardan biridir. Videoda ayna karsisinda otu-
ran oyuncak bebegin olduk¢a yavag hareketlerle ruju aldig: gériiliir. Ruju
alir ve slirmeye baglar. Ancak ruj, bir fircanin pozisyonunu {istlenir ve
ylize bir tuvalmiscesine davranir. Ruj, dudaklar1 asarak neredeyse bebe-
§in tim yliztine bulasir. Siddetli ruj darbeleri bebegin ytiziinde yogun kat-
manlar ve catlaklar olusturur. Kamera figiirin yalnizca géziinii merkeze
alacak sekilde pan yapar. Catlaklar ve boya katmanlar1 giderek obeklesir
ve adeta bir yemek artigina déniistir.
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Video, kameranin figiirii arkadan ¢ektigi ve bebegin aynada kendini izle-
digi sekansla sonlanir. Bu agidan bakildiginda, figiirtin saclan gériintiiniin
neredeyse 4’te 3'litk kismini kaplar. Aynadan yansiyan yiiz ise artik belli
belirsiz bir imgedir. Béylece yeni bir konumlanma problemi hasil olur. Ay-
nadaki kimdir? Bebek, sanat¢i, sanatcinin gecmisi, izleyici, hangisi?

2001'de gerceklestirdigi “Birgiin” video calismasi “Bebek”teki sorunsali
bir sonraki asamaya tasir. Ayni bebek bu sefer bir evin mutfaginda ki-
yafetler icerisinde karsimiza cikar. Ozne aktdr olarak Azeri, tipki diger
calismalarinda oldugu gibi, burada da belirir. Azeri, sesini duya-madigi-
miz bir seyler séyledikten sonra bebegin éniinde bulunan tabaga kahval-
tiliklari doldurur ve bunlar1 bir anne edasiyla kargisinda oturan bebege
yedirir. “Bebek” videosunu hatirlatircasina benzer bir sahne peydah olur.
Azeri’nin yemesi icin uzatti1 peynir, oyuncak bebegin yiiziinde tipk: ruj
gibi gezinir, katmanlagarak dbekler halini alir. Sanat¢i 1srarla peyniri be-
begin agzina, ylizline bulamaya devam eder.

Bir sonraki sekans, Azeri ve bebegin disarida ylirtidiikleri sahneyle acilir.
Sanatc1 kucaginda tasidigi bebegi bir cay bahgesini andiran mekéana ge-
tirir. Karisilikli olarak oturduklar1 mekéana bir garson gelerek cay servisi
yapar. Kamera tipki “Bebek”in kapanis sahnesine benzer bir aciyla Aze-
ri'yi arkadan ceker. “Biiytimek”te gerceklesen 6zne ve nesne arasindaki
konum degisikligi bir kez daha aciga ¢ikar. Azeri, bu sefer, nesne pozis-
yonundan ézne pozisyonuna gecerek aynada gérdiugi kendiyle ytizlesir.
Bebegin delici fakat manali bakislarinin altindadir. Her seye ragmen ic
mekanda dahi ¢cikarmadig giines gozliiklerini burada da takmay siirdii-
riir. Bu belki de ge¢migle girigilecek bir hesaplagmanin bu kadar dogru-
dan bir bakisla olmasini istememesiyle ilgilidir. Kim bilir?

Bir sonraki sekansta kamera ikilinin dudaklarina odaklanir. Aralarinda
sessiz bir diyalog gerceklesir. Bir siire sonra video aniden 4 kanalli bir yap1
kazanir. 4 ayri/ayni kanalda Azeri’nin bebege cay icirmeye calistigr gorii-
liir. Kamera yakin ¢cekim yaparak hem Azeri’nin hem de bebegin yiiziine
odaklanir. Béylece hissedilen gerilim tiim sarihligiyle gézler éntine serilir.

Her iki videoda da ortiik bir siddet hissedilir. Videolardaki her bir 6ge
gerginlik seviyesini arttirmaya yoneliktir. Bebe§in hem canlilik hem
de cansizlik yiikli bakiglar izleyicide bir tiir muglakliga sebep olur ve
kendini videoyu izleyen bir katilimec: olarak konumlandirmakta zorlanir.
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55x%57,5 cm

Izleyici videonun neresinde oldugunu sorgular pozisyonda bulur kendini.

Bu ayni zamanda gézlemcinin dahil oldugu bir olaya miidahale imkani-
nin olmayisinin yarattigi huzursuzluk halidir. Azeri’nin, taa ilk basindan
itibaren, nesnelerle 6riilii konumlanma problemine izleyiciyi de dahil et-
tigi anlasilir. Sepyaya kacan renk paleti, arkadan gelen boguk ve tanim-
lanamaz ugultular gerginlik seviyesini artirir. Anlatilamaz olanin verdigi
gerginlik neredeyse tiim duyularla hissedilir.

iki videodaki anlatilmak istenen gerceklik algilanamaz hale gelir. Ger-
ceklikten &te rityadan alinmisg bir “episode” izlenimi uyandirir. Luis Bufiu-
el filmlerindeki gercek ile gercekdis: arasinda gidip gelen sembolik bir
anlatim diline benzer bir yaklasimla izleyicinin bilin¢cdisini hedefler.

iki video icin de gecerli olan temel sézciik 4srar’dir. Yapmaya diretme
ve siddetli 1srar. Her iki videoda da értiik siddetin 1srarla 6riilii cihetle-



rine sahit oluruz. Bu bize sunu sordurur: Bakim verme her zaman olumsal
bir eylem midir? Verme alma dengesinde tahakkiim nerede konumlanir?
Her iki video da sonsuz sayida yoruma aciktir. Ancak, yemek tizerinden
kurulacak bir iligkiden s6z edecek olursak bu ebeveyn ve ¢ocuk arasin-
daki hiyerarsik konumlanmaya dair bir kap: aralar. Séz sahibi olmayan
ve edilgen konumundaki cocugun itaat etmek zorunda olusu bir baska
efendi-kole iligkisini tesis eder.

Hiyerarsik ve buyurgan tavir kaldig: yerden “Misafirler” (2001) fotograf
serisinde devam eder. Bu mizansende bu sefer cok sayida bebegi bir ara-
da gériiriiz. Azeri'ye misafirlije gelmis bebekler kanepede boylu boyun-
ca otururlar. Cay servisi yapilmistir. Ortamin siik@ineti cay bardaklarinin
diismesiyle bir anda bozulmustur. Azeri kontrolii ele alarak eliyle sus isa-
reti yapar. Bu hareket, “sakin ol, telaglanacak bir sey yok” anlamina m
gelir? Yoksa, bir uyar1 mahiyetinde yapilan bir sus isareti midir? Her iki
durumda da dominasyon ortamdaki gerginlik seviyesini artirir. Bir sonra-
ki adim tahmin edilemez hale gelir.

Pop’un Nesnesinden Elestirel Nesneye

Nazan Azeri’nin nesneleri ilk bakista Pop Sanat’in nesnelerini hatirlatir.
Barbie bebekler, oyuncak ¢atal, bicak, tabak, masa, tarak, firca, Superman,
futbol topu, iitl, televizyon... Hepsi birer tiiketim kiltiirti nesnesidir. An-
cak icerik olarak tiiketim kiiltiiriinii yeniden iiretmezler. Aksine, titketim
kiiltiirine angaje olan nesneleri verili anlamlarindan kopararak, onlara
elestirel yeni séylemler yiikler.

Azeri’nin aracsallik ériintiilerinden siyrilan nesneleri, yeni feminizmler
baglaminda okumaya ac¢ilacak yaklagimlar sergiler. Azeri’nin “Bennesne-
ler” (2003) serisi kadinlara atfedilen kullanim nesnelerini merkeze alan 9
ayr1 fotograftan meydana gelir. Bunlar itii, bicak, televizyon, tencere, tep-
si gibi kadinlara atfedilen “arzu nesneleri”dir. Ayni zamanda her kadinin
sahip olmasi gereken ve bunlarla 6zdesglestirilen igleri kadinlarin yapmasi
dngoriilen nesneler/aparatlardir.

Azeri bu sefer oyuna 6zne olarak o dénemde ayni apartmanda oturdugu
komsusu Cemile Hanim’1 davet eder. Cemile Hanim her bir nesneyi elin-
de tutarak bu nesnelere ve nesneler tizerinden kendisine bakar. Bizler, iz-
leyici olarak, Cemil Hanim’1 nesnelerin tizerindeki yansimasindan izleriz.
Tam da bu noktada yeni materyalist baglamda yorumlanabilecek bir yak-
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lagim kendini gayriihtiyari olarak agik eder. Azeri'nin kamera a¢isindan
gordigiimiiz Cemile Hanim’'in yiizii nesnelere gére farklilik gosterir. Bu
durum nesnelerin potansiyel materyalitesiyle ilgilidir. Yiizeyde gordiikle-
rimiz yansitmaz, aksine Donna Haraway’in deyimiyle adeta “kirinim de-
senleri” olusturur. Farklari, farkliliklar1 gériiniir kilar. Izleyiciler Azeri’nin
kamerasindan arzu edilen kadinlik hallerini nesneler arasinda hapsolmus
Cemile Hanim siliietinde seyrederler.

Esasinda Cemile Hanim drnedinde arzu nesnesine kavusan kadinin ko-
sulsuz ihtimam géstermesi icap eder. Ancak bu tiirden bir ihtimam gos-
termede, alma-verme dengesinin gozetildigi pek séylenemez. Kimi zaman
ihtimam gosterme tek tarafli olmasina ragmen karsi taraftan takdir gor(e)
mez. Azeri'nin “Oznebenkahraman” adli fotograf serisi de tam da bayle
bir érnektir. Azeri merkeze kurtarici erk roliinde gérdiigiimiiz Superman’i
yerlestirir. Superman’e eslik eden bir diger aktor ise yalnizca ellerini go-
rebildigimiz kisidir. Azeri, “Bennesneler”den farkli olarak bu sefer faili
dogrudan gostermek yerine anonim birakmay: tercih etmistir. Anonim
fail sirasiyla Superman gérselinin oldugu tisértii yikar, asar ve iitiiler. En
sonundaki sahnede ise ihtimam g&sterdigi “kahraman” tarafindan dayak
yer. Bu, ihtimamdaki alma verme dengesinin dogru islemedigine delalet-
tir. Thtimam tek tarafli ve kosulsuz yapildig: takdirde degersizlesir.

Nazan Azeri’yi yalnizca imge ve/ya nesne iireten bir sanat¢i olarak ko-
numlamak eksik bir tanimlama olacaktir. Azeri’yi ayni zamanda elesti-
ri alaninda da metinler kaleme alan, sanatci-yazar-kiiratér ticgeninde
gecislilikler barindiran; neoliberal politikalar iizerine ¢éziimlemelerde
bulunan bir sanatc1 olarak konumlamak gerekir. Bu ¢éziimlemeleri nes-
nelerin konumlanisi {izerinden okumak miimkiindiir. Ancak, bu nesneler
cercevesinde tiretilen elestirel séylemler Azeri’nin sanat pratiginde belli
basli kavram setleri cercevesinde cereyan eder. Bunlarin ilk basinda oyun
gelir. 1993’teki ilk sergisi dahil olmak iizere Azeri oyunun ézgiirlestirici
ve farkli duyusal yanlan tetikleyen potansiyelini sanatina eklemler. Nasil
ki oyun sanatcinin sanatinin ayrilmaz bir parcasiysa nesne kullanimi da
bu formulasyonun bir diger tamamlayici unsurudur. Nesnenin varolugsal
mevcudiyeti o kadar yogundur ki yalnizca Azeri’nin sanatinin baslang-
cini imlemez, ayni zamanda sanatina ara verdigi zaman silirecinde sanat
liretimine tekrar ddSnmesine vesile olur. Donald Winnicott'un tabiriyle bir
gecis nesnesi olarak tanimlanabilecek “Annemin Gelinligi” (2007-2008)



isi tam da bu dénemecin atesini fitiller.! Azeri'nin bir siire ara verdigi
sanat kariyerine “Annemin Gelinligi”yle tekrar dénmesi yine gecmisiyle,
ailesiyle baglar kurdugu bir nesne sayesinde olur. Azeri kendi ge¢misgin-
den; benliginden, aileyle olan iligkisinden, ¢ocuk travmalarindan, top-
lumsal dinamiklerden hareketle tetiklenen bir diigiinme yéntemi ¢izer ve
nesnelerle 6riilii sahneler tasarlar. Azeri’'nin deyimiyle “Bir kayip onda
kazanca déner”. Bu tiirden bir kazang, értiik iktidar iligkilerini sanat ara-
ciligiyla agik etmenin; sistemin elverigsiz durumda biraktigi tiim insan ve
insan olmayanlar1 imge ve diisiince diizeyinde gériiniir kilmanin yollarin
kesfetmekle ilgilidir.

1 Donald Winnicott'un Gegin Nesnesi
tabirini Nazan Azeri’nin yapitlar1

icin ilk kullanan Ozlem Ozyurt’tur.
https://www.akbanksanat.com/etkin-
lik/nazan-azeri-ile-nesne-iliskileri-
uzerine-nazan-azeri-ozlem-ozyurt
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The Positioning of Objects
in Nazan Azeri’s Art
Uras Kizil

Nazan Azeri started her art career with paintings and continued with as-
semblages. Later, she included various practices such as performance,
video, photography, installation, and ceramics in her art, but the object
always played a central role in her world of ideas. This central role is so
strong that they sometimes go beyond being objects and evolve into sub-
jects, taking their place as embodied subjects in the mise-en-scene de-
signed by Nazan Azeri. At other times, the positioning of these objects is
reinforced with the participation of another subject, namely a person. The
relationship between the object and the subject does not result from a re-
lationship in which one dominates or exceeds the other. On the contrary,
the relationships between the subject and the objects are articulated to
the current story as actuators that contribute to cogeneration.

The Problem of Positioning

Objects become visible in Nazan Azeri’s art beginning with her early
works. The artist opens the exhibition titled the “Game Installation” at
the old deanship building of Marmara University in 1993 as her gradu-
ation project. She appoints this deserted building about to decay as the
space the exhibition is to be held and places barbie dolls inside the al-
coves in the ruins. These dolls, in addition to being the kitch toys of an
era and having a place in the collective memory, are the objects of a con-
sumption culture produced to meet certain norms as the criteria for beau-
ty. The positioning of the dolls within the space is not limited to just the
alcoves. Some of these dolls are on ramshackled wooden doors or wall-
boards stacked on top of each other. Some are standing while others are
laying down in random positions. Some are hung on a wall. Here, Barbie
dolls are brought outside the space designed for them and are positioned
beyond their production purpose and activity.

At first sight, these figures give the feeling of being scattered around hap-
hazardly within the space. Undoubtedly, such a perception results from
the makeshift positions of the figures and the analogy between the tran-
sitory nature of the space and the transitory nature of the dolls’ existence.
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They have difficulty in finding a place in the space as if they are things
that wait to be brough into daylight after a devastation. The difficulty re-
garding the positioning in space takes place by the intrinsically beauti-
ful barbie dolls being distanced from the instrumentalism designed for
them. Nazan Azeri’s design tarnishes the image designed for the barbie
doll(s). Such a difficulty in positioning that takes place in the “Game In-
stallation” emerges in the later artworks of Nazan Azeri in different fre-
quencies as well.

The photography series titled “to Settle/not to Settle” in 1994 evident-
ly reveals the positioning problem. In these photos, the barbie dolls are
replaced by a larger scale doll. In this aptly titled work, the phrase “to
Settle/not to Settle” outlied, as a language practice, that the problem
of positioning is brought to a conceptual level. This exhibition, reeling
between seetling and not settling, reveals another element that is to be
encountered in Nazan Azeri’s art. This element is the subject that is the
artist being included in the story as a part of the mise-en-scene. Nazan
Azeri being included in the game as an artist subject can be witnessed in
the exhibitions after this at times.

In “to Settle/not to Settle”, Nazan Azeriis looking for an appropriate place
for the doll. The story arc takes place in abondoned spaces reminding us
of the deserted deanship building. Each photograph documents the im-
possibility of an appropriate space. The feeling of eeriness created by the
problem of positioning also passes on to the spectator. The color palette
of the photographs, in addition to the environment in them, is responsible
for this feeling of eeriness.

Looking at the Past with Care

Nazan Azeri opens her “Metamorphosis” exhibition in 2002. Dolls are the
main characters of the exhibition as always. However, this time, they have
taken on a new form with the intervention of the artist. The artist covers
the body of the dolls with cotton. The method reminds us of an old en-
deavor, namely the tradition of growing lentils on cotton, which we all
undertook when we were children. She photographs the development and
decay phases of the lentils placed in cotton successively. A toy table, chair
and plates accompany the setup including the dolls. While sometimes
these objects take place in the mise-en-scene in a regular manner, at other
times they are positioned in turned-down conditions.



“Unutulmug Zaman ve Simdi” Serisi
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This point can be accepted as a turning point in the relationship Naz-
an Azeri establishes with objects. Here, new objects start to be included
around the patterns of dolls. These are domestic objects such as table,
chair, plate, comb or brush. A reverse shift of axis takes place in the story.
This reverse shift of axis is the connection the artist forms with her past
and childhood. The states of being a mother, child and parent become
involved and these manifest as a sort of care.

One year later, in her artwork titled “Growing Up” (2003), Nazan Aze-
ri, this time, covers her own body with cotton. “Growing Up”, which can
be defined as a processual performance, reflect various phases extending
from the development to the decay of the plant, just like in Metamorpho-
sis. What needs to be emphasized here is the change of position different
from the previous examples. This change of position takes place between
the subject and the object. Nazan Azeri, being withdrawn to the object po-
sition as an artist with an introspective approach, is based on her turning
herself into an object of research. Such a change of position opens the sci-
entific objectivism and knowledge production tools to discussion again
and also creates possibilities for thinking on oneself at the same time.
Growing plants, in addition to being an element that carries Nazan Azeri’s
childhood memories and goes beyond them, also reminds us that most of
us communed with this act with its place in the collective memory.

The positioning of the objects in Nazan Azeri’s art has evolved from a
problem of positioning to a problem of ‘caring’. The relative suspension
of the positioning problem has given birth to the possibility of looking at
the past and the present within the framework of a certain type of care.
The act of caring is an element that is frequently encountered in Nazan
Azeri’s art. However, it is possible to think of the act of caring as an agen-
cy with different aspects. This agency displays variability according to to
what/whom the care is given. Thinking as somebody else comes from the
need to feel empathy with him/her. This, in turn, requires experiencing
and sensing what an existance that is not fully human is like.

The problem of rigor is also observed in the video works of the artist. The
video titled “A Doll”, which she created in 2000, is an example of this. In
the video, the doll sitting in front of the mirror, picks up a lipstick with
slow movements. The doll picks up the lipstick and starts putting it on.
However, the lipstick takes on the role of a brush and treats the face like a

069



70 ¢

canvas. The lipstick extends beyond the lips and is rubbed nearly all over
the doll’s face. Violent lipstick blows create intense layers and cracks on
the face of the doll. The camera pans centering only the eye of the figure.
The cracks and layers of paint bunch together more and more and resem-
ble food leftovers.

The video ends with the camera viewing the figure from behind and the
doll watching herself in the mirror. From this point of view, the hair of the
figure covers almost % of the image. The face reflected in the mirror is
now a vague image. Thus, a new positioning problem arises. Who is it in
the mirror? Is it the doll, the artist, the artist’s past or the spectator?

The video “A Day”, dated 2001, takes the problem expressed in “A Doll” to
the next level. We see the same doll, this time, dressed up, in the kitchen
of a house. Nazan Azeri, as a subject actor, as in her other artworks, ap-
pears here as well. The artist, after speaking some things that we cannot
hear, fills the breakfast items on the plate in front of the doll and feeds
them, with a mother’s manners, to the doll sitting in front of her. A similar
scene that reminds us of the “A Doll” video arises. The cheese extended
by Nazan Azeri for the doll to eat, navigates all over the face of the doll
just like the lipstick. It layers and bunches together. The artist insistently
continues to smudge the cheese to the mouth and face of the doll.

The next sequence opens with the scene in which Nazan Azeri and the
doll walk outside. The artist brings the doll she is carrying in her lap to
a space that reminds us of a tea house. As they sit face to face, a waiter
comes and serves tea. The camera views the artist from behind from a
perspective similar to the closing scene of “A Doll”. The change of posi-
tion between the subject and the object that takes place in “Growing Up”
emerges once again. Nazan Azeri, this time, goes from the object position
to the subject position, faces her real self as seen in the mirror. She is
under the penetrating but meaningful gaze of the doll. She continues to
wear her sunglasses, which she even put on indoors, here as well. Maybe,
this has to do with her not wanting a reckoning with her past in such a
direct manner. Who knows?

In the next sequence, the camera focuses on the lips of this duo. A si-
lent dialogue takes place between them. A while later, the video suddenly
takes on a 4 channel structure. Nazan Azeri forcing tea into the mouth
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of the doll is seen in 4 separate channels/the same channel. The camera
shoots a close-up and focuses on the face of Nazan Azeri and the doll. The
tension felt is evident for all eyes to see.

A covert violence is felt in both videos. Each element in the videos is for
the purpose of increasing the level of tension. The gaze of the doll full of
both life and deadness creates a sort of ambiguity in the spectator and
they have difficulty in positioning themselves as participators watching
the video. The spectators find themselves in a position of questioning at
which point of the video they are. This is also the uneasiness the observ-
ers feel of not having an opportunity to intervene to an event that they
are a part of. It is understood that Nazan Azeri, from the very beginning,
includes the spectator to a problem of positioning comprised with ob-
jects. The color palette that is closer to sepia and the faint and undefina-
ble hums from behind increase the tension. The tension of that which is
unspeakable is felt by nearly all senses.

The reality that wants to be expressed in these two videos become nearly
unperceivable. It gives the impression of an “episode” taken from a dream
rather than reality and targets the unconscious of the spectator with an
approach similar to the symbolic narrative in Luis Bunuel movies that
plays between the real and the unreal.

The fundamental word valid for both videos is insistence... an violent in-
sistence on doing an act. In both videos, we witness the aspects of cov-
ert violence surrounded by insistence. This makes us ask the following
question: Is caring always a positive act? Where is domination positioned
in the balance between giving and receiving? Both videos are open to
endless interpetations. However, if we are to speak of a relationship to
be established over food, this opens a door concerning the hierarchical
positioning between the parent and the child. The fact that the child who
has no say and is passive has to obey establishes another master-slave
relationship.

The hierarchical and bossy attitude continues its course in the photo-se-
ries “the Guests”. In this mise-en-scene, this time, we see numerous dolls
together. Dolls that have come to Nazan Azeri’s house as guests sit at
length on the sofa. The tea has been served. The silence in the environ-
ment has been suddenly shattered with the falling of the tea glasses. The
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artist takes the control and signals the dolls to be quiet with her hand.
Does this signalling movement want to convey the message that “we
need to calm down, there is nothing to worry about?” Or is it a sign made
to warn? In both cases, the domination increases the level of tension in
the environment. The next step becomes unguessable.

From the Object of Pop to the Critical Object

Nazan Azeri’s objects, at first look, remind of the objects of Pop Art. Bar-
bie dolls, toy forks, knives, plates, tables, combs, brushes, Superman, soc-
cer ball, flat iron and television... These are all objects of the comsump-
tion culture. However, they do not reproduce the consumption culture in
terms of content. On the contrary, they take the objects engaged with the
consumption culture out of their given meaning and give them a new and
critical discourse.

Nazan Azeri’s objects wriggling out of the patterns of instrumentalism
display new approaches that are open to be read within the context of
new feminism. The artist’s “Meobjects” (2003) series consists of 9 photo-
graphs that place the objects of use affiliated with woman at the center.
These are “objects of desire” attributed to women such as flat iron, knife,
television, pot and tray. These are objects/tools that every woman must
have and perform the works associated with them.

Nazan Azeri, this time, invites Cemile, her neighbor with whom she lives
in the same building during those years, to the game as a subject. Cemile
holds each object in her hand and looks at these objects as well as at her-
self through these objects. We, as spectators, watch Cemile’s reflection
on these objects. At this point, an approach that can be interpreted in the
new materialist context reveals itself involuntarily. Cemile’s face, which
we see from the point of view of Nazan Azeri’s camera, displays differenc-
es according to the objects they are reflected on. This situation has to do
with the potential materiality of the objects. What we see on the surface
does not reflect, on the contrary, in Donna Haraway’s terms, they almost
create “patterns of differaction”. They make the differences visible. The
spectators watch the desired states of womanhood based on the silhou-
ette of Cemile improsened among the objects from the point of view of
Nazan Azeri’s camera.

Actually, in the case of Cemile, a woman who obtains her object of desire,
should display unconditional rigor. However, it is not possible to speak
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1 The first person to use Donald
Winnicott’s term Transitional Object
for Nazan Azeri’s artwork is Ozlem
Ozyurt. https://www.akbanksanat.
com/etkinlik/nazan-azeri-ile-nesne-
iliskileri-uzerine-nazan-azeri-ozlem-
ozyurt

of a balance between giving and receiving in such a rigor. Sometimes the
rigor is one sided and doesnot or can not meet with much appreciation
from the other party. The “Subjectmehero” photo-series of the artist is
such an example. Here, Nazan Azeri places Superman, whom we see as
the savior power, at the center. Another actor that accompanies Super-
man is visible only in terms of her hands. Different from “Meobjects”,
Nazan Azeri, here, has decided to leave the agent anonymous instead of
showing her directly. The anonymous agent washes, hangs and irons the
t-shirt bearing the image of Superman. In the final scene, she is beaten by
the “hero” to whom she displayed care. This points out the fact that the
balance between giving and receiving in this care does not work right.
Care becomes valueless when it is one-sided and unconditional.

Positioning Nazan Azeri only as an artist who produces images and/or
objects would be incomplete. We should position her as someone who
also writes criticisms, transitions between identities of artist-writer-cu-
rator and makes analyses concerning neoliberal policies. It is possible
to read these analyses via the positioning of the objects. However, the
critical discourses produced within the framework of these objects take
place in Nazan Azeri’s art practice within the framework of certain sets
of concepts. The first of these concepts is play. The artist articulates the
potential of play to trigger freeing and different sensory aspects in her
art, starting from her first exhibition in 1993. Just as play is an insepera-
ble part of the art of Nazan Azeri, the use of objects is also another com-
plementary element of this formulation. The existential presence of the
object is so intense that it not only indicates the beginning of Nazan Aze-
ri’s art but also conduces the artist to return to her art production again
at times she takes a break from art production. “My Mother’s Wedding
Dress” (2007), which can be called a transitional object in Donald Winn-
icott’s terms, fires up the fuse of this cornerstone.! Nazan Azeri, returning
to her art career, from which she had taken a break from for some time,
with “My Mother’s Wedding Dress”, takes place as a result of an object
that enables her to connect to her past and family. The artist designs a
thinking method triggered by her own past, identity, relationship with her
family, childhood traumas and social dynamics and creates scenes laid
out with objects. In her words, “a loss becomes a gain in me”. Such a gain
is revealing the covert power relationships through art and discovering
ways to make all human and non-human beings that the system renders
disadvantageous visible on the level of image and thought.
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Insanlik kurtulusunu utancta bulacak.
Tarkovski, Solaris.

Zeynep Sayin

Eskinin birakilmasi, yok edilmesi gerek, ne kadar act verici olursa olsun,
yeniyi olusturmak icin, yeninin ne olacagini bilmesek de, yikimin olmas:
gerek, bunu biliyoruz dedim Gambetti’ye, geriye déniis yok artik diyordu
Thomas Bernhard, hepimiz bir utanci beraberimizde tasiyor ve kurtulu-
sumuz i¢in onu yok etmeyi istiyor, yazarak onu silmek, imha etmek istiyo-
ruz,* oysa yikimi zarar vermek anlaminda, kurulu bir seyi parcalayarak
dagitmak, bozmak, tahrip etmek, aslini degistirmek, tahrif etmek diye
anliyor, bicim degistirme, bagskalasim diye diisiinmedigimiz zaman elde
olany, statitkoyu korumaya calisiyor, en kétii statiiko en iyi konfor alani-
dir, degisimin sonuclar belirsizdir, statiiko konforsuz oldugu zaman bile
hi¢ degilse bildigimiz diizendir diye diisiintiyoruz. Icinde utanmazca suc
notasi tagiyan bir sézclik yikmak, birinin istiine bir seyler yikiyor, sesi,
notayi, not vermeye, nota vermeye, ihtar etmeye déniistiiriiyor. Burnuna
sahtekarlik, siddet ve nasyonal sosyalizm kokusu gelen tilkesinden ay-
rilip Roma’ya yerlesen roman kahramani, annesinin, babasinin ve erkek
kardesinin éliimiinii bildiren bir telgraf aldiginda, 6liim haberi sayesinde
annesinin kizlarin1 bebek gibi gériip, bebek gibi giydirdigi, kirkina ge-
len kizkardeslerin hala annelerinin oyun diirtiisii buyrugunda yasadid
bir aile ge¢misiyle ytizlesen, giderek biitiinciil bir Avusturya toplumu ve
Avusturyalilik elestirisine déntisen bir hesaplasma 6ykiisiine, bir anlam-
da roman figiiriiniin kendini dogdugu yerle yeniden karsilasmaya hazir-
lay1sinin 6ykiisiine déniigliyor roman, Yok Etme. Uzun stire dnce bir gtin
sunu anladim ki diyor Roma degilse de Torino dogumlu Carlo Ginzburg,
insanin ait oldugu iilke, hep dendigi gibi sevdigi ya da nefret ettigi tilke
degil, adina utandid tilkedir ve utang sevgiden daha gticlii bir bag olabi-
lir. Thomas Bernhard’in utang bagiyla bagli oldugu Avusturya gibi, plas-
tik mutfak masalarinda ya da musamba yemek ortiileri tizerinde beyaz
peynir, domates, zeytinle kiz cocuklarina igkence edilen kahvaltilarda Na-
zan Azeri’nin {istiine ani bir hastalik gibi ¢cdken, tiksintiyle yliziinti burus-
turan bir utanc vardi. Catallarin tabadin saginda degil, solunda durmas,
agza lokmalari goétiirmek icin kullanilan bu aletin kente ait, kentsoyluluk-
lailgili olmadiini, II. Mahmut’a degin iki veya daha ¢ok disli tarim araci

1 Thomas Bernhard, Yok Etme. Bir
Parcalanma, Istanbul, 2016
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anlamina geldigini hatirlatiyor; recel almak icin kagik degil, bicagin ucu
kullaniliyordu. Boynuna inci kolyeler dolanan, yetiskin erkegin yatagina,
erkegin her an {istiine atlamasi hazir bicimde yerlestirilen uzun sach kiz
bebekler, kéyden kente gecis hizina uyum saglayamamas, statiikoyu yine
de korumaya caligan, ama artik statiikonun bagkalagtig: garip bir &rf ve
adetler biitintint ¢agristirtyordu. Bir kac digli tarim aletleri olan catallar,
sofralardaki catal bicak takimlarini atlayarak, sado-mazosist pratiklerin
araclarina dénlismiis gibiydi. Makyaj yapmay1 bilmeyen annelerin, kiz-
larin1 makyaj cantas: gibi yanlarinda stiriikleyerek gelin gitmeye hazirla-
di§1 bir toplum yliziinden aile icinde duyulan utanct: bu. Gelin vermek,
ikibinli yillara gelindiginde bile, hala, para karsilig: olan bir sey olabili-
yordu. Fahiselik gibi. Onemli olan, gelinlerin canli olmasi, ruhlar olmasi
degil, satin alinabilir, satilabilir olmalariydi. Hayvanlar da kiz cocuklar
da ticaret ve miilkiyet hukukuna tabiydi, ucaklarda kargo béliimiinde ta-
sinan malin sahibi yoksa, o mal devletindi. Gelin olmak gelmek demekti,
evin yabancisi olarak digaridan gelmek, haneye sonradan katilmak, ha-
nede kalmak demekti, bugiin gelip yarin giden bir sey degildi yabanci,
bugtiin gelip yarin gidenlere degil, bugiin gelip yarin kalanlara yabanc:
denirdi. Kadinlar disaridan gelen, iceride kalan yabancilardi. Aslinda
glivey sodzcligii bekleyen anlamina gelirdi ama bekleyen giivey, diigiin
sahibi anlamina gelen damada déniigsmis, gelinin de sahibi oluvermisti:
Penelope jartiyerli, kendine biiyiik gelen yiiksek topuklu ayakkabils, sirti-
n1 dénmiis yatan Odysseus’u beklemekteydi. Diinya evi, digtin sahibinin
evi, diinya yabanci bir gezegendi. Diinya evinden utanmayanlar, failler ve
suc ortaklariydi. Benim bu satirlar: yazdigim giinlerde Gazze’de soykirim
devam ederken Netanyahu Amerikan kongresinde alkislanabiliyor, tilke-
min meclisinde hayvan katliami yasalastirilabiliyor, Israil ve TC vatanda-
s1 olup da Israil’de askerlik yapms olan cifte vatandaslarin mallarina el
koymaya dair 6nergeler getirilebiliyordu. Yiiz kizartici su¢clardan biri de,
kiz ¢cocuklarini erkekler icin bebeklere cevirmekti.

Azeri bedenini, duygularini, diistincelerini istila eden, fiziksel beden ile
politik beden arasindaki ayrimi silen utanciyla, kadin bedenlerinin parca-
lar1 tizerinden degil, plastik bebekler {izerinden yiizlesebiliyordu. Thomas
Bernhard’in, Elfriede Jelinek’in, Cindy Sherman’in, biraz da Nur Kocak’in
duydugu tiksintiye benzeyen bir utancti bu. Kahvalti masasina oturtu-
lan oyuncak bebegin acilmayan, acilamayan agzina tikilan beyaz peynir,
ayna karsisinda ruj siirmeye egitilirken agzina bulasan, fallik bir siddete



doniigen ruj, Bernhard romanlarindaki aktérlere miras kalan devasa bii-
ylukliikte topraga ve servete benziyor, bu yiiklii mirastan kurtulmak i¢in
onu manasizca akrabalar1 arasinda paylastiran Bernhard figtirleri gibi
daraltic1 bu kadinlik egitiminden, peynirlerden ve rujlardan kurtulmak
isteyen Azeri, annesinin gelinligini, artik hayatta olmayan annenin bede-
ninden soyuyor, daglara, tepelere, riizgara saliyordu. Ortaliga saciliyor,
israf ekonomisine déniisliiyordu miras. Tiksintiyle beraber gelen utang
ucusuyor, aga¢ dallarina dolaniyordu gelinlik. Kadin bedenlerine yapilan
siddetle aga¢ gévdelerine yapilan déntistimliiydd, biri digerine dolanird.

Giibre gibi atmak gerekirdi 8l bedenleri (Herakleitos, s 96), eskinin bi-
rakilmast, yok edilmesi, ne kadar act verici olursa olsun, yeniyi olustur-
mak igin, yeninin ne olacagini bilmesek de, ytkumin olmasi gerekirdi. Once
plastik bebeklerinkiyle, sonra kendi bedeniyle yaptid1 bir performatif bir
video yerlestirmesi vardi Nazan Azeri’nin, Biiytiimek. Canli ve cansiz be-
beklerin, zaten kendilerine ait olmayan, zaten élmiis bedenlerini yikarak,
bir tiir glibreye doniigtiiriiyor, bagka bir yagama a¢iyordu sanat¢i. Beden-
lerin {istiinii incecik bir zarla, tersine bir kefenle, pamukla kapliyor, her
cocugun 1slak pamuklar icinde yetistirdigi soya fasulyesi ya da mercimek
gibi, kendiliginden yesilleniyordu tohum. Bitkiye déntigiiyordu ¢imle-
nen, filizlenen, yeseren bedenler. Siddeti tersinlemenin yéntemlerinden
biriydi bu sanate¢1 i¢cin, miras1 akrabalar arasinda dagitmak yerine giibre
gibi saciyordu lanetli bu miras payini, sacildikca cicekleniyordu miras.
Plastik bedenlerle degil, plastik makineli tiifeklerle denemisti bunu &n-
celeri, bedenler ile silahlar degil, bedenler ile bitkiler arasinda gecis ya-
pabildigi siirece kurtulurdu belki utangtan. Var etmek, cogaltmak, biiytit-
mek, yasatmak icin degdildi silahlar, hadim etmek, ayni kalmak, statiikoyu
korumak i¢indi. Bedensel bir proteze, fallik bir siddetle silaha déntisme-
nin utancim belki alabilirdi Biiyiimek. Kendisinin sorumlu oldugu resit
olmama durumundan bir ¢ikis olabilirdi belki, Avusturya’da, Tiirkiye'de,
diinya evinde, yeryiiziinde.

Canli ve cansiz bebekler ve mercimek tohumu, sanki ayni ve tek hiicre-
dendi, sanki tek hiicreli canlilarda tiremeyi, bliylimeyi, gelismeyi ve ye-
nilenmeyi saglayan yeni hiicre olusturma sekli, kromozom yapisinin ve
sayisinin deJismedidi, tersine eskiyen hiicrelerin yenilendigi, yaralarin
tamir edildigi, dokularin olustugu mitoz bélinmeydi. Yokolmak, daha
fazla yasam icindi, yokolmadan degisilemez, biiylinemezdi. Pamukla-
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Yokolus, Alex Garland, 2018.

ra sarilan bedenler, ylirlirken ¢cignemeye kiyilmayan bitkiler serpilebilirdi,
pamukta bitki yetistirmek, bedeni budamamak, sakatlamamak, bitkiye dé-
nistirmek 6zel bir seydi ama yalnizca Nazan Azeri’ye 6zgii bir sey degildi,
Nazan Azeri de statiikoyu koruyarak degil, degiserek dinlenebilenlerdendi.?
Yokolusg3isimli, filmi de ¢ekilen, ikinci bir roman daha vardi, Thomas Bern-
hard’la Jeff VanderMeer’in bu iki anlatis1 arasinda, Yok Etme’den Yokolus’a
saliniyordu sanki sanatcinin isleri, bu diger romandaki baskalasim sahnele-
rini anigtiriyordu bitkisellegme. Filme uyarlanan roman, hiicre béliinmesinin
anlatimi ile acilis yaparken, geleneksel Hollywood kurgusu icinde -diigsman
doga/silahla korunan medeniyet-, kurguyu tersyiiz eden, askeri gecmise
sahip bir biyolog hanim ders verirken, sahneye eslik eden bir parlama ile,
askeri bir bilim- kurgudan mitoz béliinmeye uzanan bir anlatiya sicriyordu.
Diger bitkilerin, chacruna bitkisinin de kendi bilgisini insana aktarmasi gibi,
esrarengiz, zamanin ve maddenin gecisli oldugunu, karantinaya alimis bir
boélgede kaybolan kocasini aramak i¢cin biyologla beraber tam techizatli yola
cikan kadinlarin teknik ve anlamsal silahlarinin tiimiyle anlamsizlagtigini,
tiim canlili§in tek bir hiicreden basladigini animsarcasina kadinlarin bitkiye
déniistiigl, gecmis ile gelecege dair istikametlerin sagtigi bir gérsel anlatiy-
d1 Yokolus.

Herseyin kirildidi, canli, yasayan her seyin, suyun ve kanin, ¢calan melodinin
frekansi ile molekiil yapisini degistirdigi bir evrene silahla tepki vermenin,
kiz ¢ocuklarini erkeklere bebek diye yetistirmenin utanc: yok olmaya, yok
olma bagkalasmaya déniisiiyor; tiim canliligin tek bir hiicreden baslamas,
kutsal ailenin genel omurgasini olusturuyor gibiydi. Unutulmus Zaman ve
Simdi ile Kutsal Aile, Azeri'nin siirecine tam bu noktada eklemleniyor, kutsal
aile ikonografisindeki gibi kirmizi mavi figiirler -Meryem Ana ve bebek Isa-,
ceninler, kadinlar, kuslar, baliklar, bitkiler, stirtingenler ve diger hayvanlar
biribirine eklemleniyor, birbirini ¢ogaltiyordu. Sadece kutsal bakire Mer-
yem ana ve oJlu ile yetinmeyen, diger biitiin canlilar1 ve cansiz denenleri

2 Herakleitos, s 116, Degiserek
dinlenirdi.

3 Jeff VanderMeer, Yokolus, Istanbul,
2018
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arasina alan, geyiklerin cocuklara, kadinlarin deniz canlilarina, baliklarin
kuslara déniisebildigi, masallardan Ovidius’a degin ytizyillarin, yer kiirenin
bilincaltini siiren bir aileydi bu, hayvan katliaminin meclisten gectigi su sa-
baha inat ediyordu. Kiz cocuklarini erkeklere oyuncak diye yetistiren diizen
ile sahipsiz hayvanlar:1 6liime yollayan cinayet ayniydi, dogakirim ile soyki-
rim ayni siddetin, soy sadece insanogluna ya da kendi soyunu soysuz diye
digerlerinden ayristirana ait degildi, kusaktan kusaga tiim canlilara paylas-
tirilan bir bliylimenin eseriydi. Yeryt{izii ile géky{iziiniin, elementlerin gecigli
oldugu bir diinya imgesi ile, imgenin diinyasi ile diinya evi arasinaki ayrim
dahil biitiin ayrimlarin arasindan gecebilir, meclis gériismelerinden, imza
kampayalarindan, mitinglerden daha biiyiik etki alanlar1 acilabilirdi belki.
Sanat¢inin ketenden tuval yerine pamuklu kumasg kullanmasinin bir nedeni
de imgeyi pamuklar tistiinde bliytitmekti belki. Her dilek bir imge, her imge
ayn1 zamanda bir dilekti. Oyleydi.

Burgazada, 30 temmuz 2024
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The salvation of humanity is in its shame.
Tarkovsky, Solaris.

Zeynep Sayin

The old must be let go of no matter how painful this is. There needs to be
destruction to create the new even though we don’t know the consequenc-
es, we know this, I said to Gambetti. There is no turning back, wrote Thom-
as Berhanhard, we are all burdened by shame, and we wish to destroy it,
delete it by writing about it, annihilate it for our salvation. However, we
understand destruction as harming, disintegrating, separating, ruining,
destroying, changing the originality of and distorting an established
thing and when we do not think of it as a metamorphosis we attempt to
protect the status quo. We think that the worst status quo is the best com-
fort zone, the results of change are uncertain and that even when the sta-
tus quo is uncomfortable, it is at least the order that we are accustomed to.
It is a shameful thing that the word “to destroy” carries a note of guilt as
if we are demolishing something over somebody and turns the sound of
the “note” into meanings such as giving a “diplomatic note” or notifying.
The main character of the novel smells hypocrisy, violence and national
socialism in the air of his own country and leaves it to settle in Rome.
When he receives a telegram giving the news of the deaths of his mother,
father and brother, the novel turns into the story of a confrontation with
his family history, in which his mother saw her daughters as babies and
dressed them as babies and his 40-year-old sisters still lived under the
domination of their mother’s urge of playing games. The novel, Extinc-
tion, continues to become a holistic criticism of the Australian society
and being an Austrian or the story of the main character preparing him-
self to have an encounter with where he was born once again. Carlo Ginz-
burg, born in Torino if not in Rome, claims that he understood a long time
ago that the country to which one belongs is not the one he loves or hates
as is always claimed but the country for which he feels shame and shame
can be a connection stronger than love. As is Thomas Bernhard connected
to Austria with shame, so did Nazan Azeri feel it, in a way that came all
over her like a sudden illness and made her scowl, at breakfasts during
which girls are tortured with white cheese, tomatoes and olives on plastic
kitchen tables covered with oilskin tablecloths. The fact that the forks are
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not on the right, but the left of the plate shows that this tool does not carry
a bourgeoise meaning but reminds that this word, in Turkish, meant an
agricultural implement of two or more teeth until the era of II. Mahmud.
Nazan Azeri used not the spoon but the end of a knife to get some jam
from the table. Long haired girl-dolls endowed with pearl necklaces on
their necks and placed on the man’s bed in a position ready for the man
to jump on them at any moment suggested a strange lot of traditions that
could not adapt to the speed of transition from rural life to urbanism but
still tried to protect the status quo which could not help but went under
a metamorphosis. Forks, which were agricultural implements with teeth,
skipped the knives on the table and turned into tools of sado-masochistic
practices. This was the shame felt because of a society, where the mothers
of the families, who did not even know how to put on make-up, dragged
their daughters, as vanity cases, to become brides. Giving a daughter
away as a bride could still be an act performed in return for money even
in the new millennium, just like prostitution. What was important was
not that the brides were living beings or had souls but that they could
be bought and sold. Daughters and animals were subject to the law of
commerce and property. If no one claimed the good carried in the freight
section of the planes, the good belonged to the state. Being a bride meant
to come from the outside as a stranger to the house, becoming a later ad-
dition to the residence and staying in it. This stranger was not someone
that came this day and could leave the next. Stranger was someone who
came this day and stayed the next. Women were strangers that came from
the outside and stayed inside. The word “glivey” which meant “groom” in
Turkish also meant “the one who waits”. This word later turned into “da-
mat” which meant “the owner of the wedding” but the “owner of the wed-
ding” also came to own the bride: Penelope, lying in bed in garters and
oversized high heeled shoes, was waiting for the Odysseus, lying with his
back turned to her. “The World House”, which is an idiom in Turkish for
wedding, was the house of the groom while the world was a strange plan-
et. Those who did not feel ashamed of the “World House” were the perpe-
trators and the partners of the crime. As I write these words, the genocide
in Gazza continues and Netanyahu is cheered at the U.S. Congress, mas-
sacring of animals is legalized in the National Assembly of my country
and resolutions for confiscating the goods of dual citizens of Israel and
the Republic of Turkey, who have done their military service in Israel, are
proposed. Another disgraceful offence was to turn girls into dolls for men.



Nazan Azeri could face the shame that erases the distinction between
the physical body and the political body and that invades her body, emo-
tions and thoughts, not through the pieces of the woman bodies but only
through dolls. This was a shame that resembled the disgust of Thom-
as Bernhard, Elfriede Jelinek, Cindy Sherman and to some extent, Nur
Kogak. The white cheese stuffed into the mouth, which does not and could
not open, of the doll sat at the breakfast table, the lipstick that overflows
all over the mouth as the doll is taught to put it on in front of the mirror,
which turns into an act of phallic violence... these were similar to the huge
land and wealth inherited by the characters in Bernhard novels and Naz-
an Azeri, who wanted to rid of this constricting womanhood training, the
cheese and the lipstick, stripped her mother’s wedding dress off the body
of her mother who is no longer alive and let it go off into the mountains,
hills and the winds just like the Bernhard characters distributed the in-
heritance unmeaningfully between their relatives. These were scattered
around and turned into an economy of dissipation. The shame that came
with disgust, then, flew off and the wedding dress was entangled on the
branches of trees. The violence inflicted on women’s bodies alternated
with the violence inflicted on the bodies of the trees, one entangled on
the other.

Dead bodies needed to be topsoiled (Herakleitos, § 96), The old had to
be let go of and destroyed no matter how painful this is. There needed to
be destruction to create the new even though we don’t know the conse-
quences. Nazan Azeri had a performance artwork titled “Growing Up”, in
which the artist used first the dolls and then her own body. Here, the artist
destroyed the already dead bodies of living and non-living dolls, which
did not even belong to them, and opened them up to a new life, turning
them into topsoil. She covered their bodies with an anti-shroud, a thin
membrane of cotton, and the seeds greened by themselves just like the
beans or lentils that every child grows in wet cotton. The germinating,
sprouting, greening bodies were turning into plants. This was a method
of interpreting the violence with irony for the artist. It was as if the inher-
itance was being spread around like topsoil instead of being distributed
between relatives and the inheritance was germinating and flowering as
it was spread. The artist had tried this previously not with plastic bod-
ies but with plastic machine guns. Maybe it was possible to rid of shame
if a transition could be made between bodies and plants if not between
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bodies and guns. Guns were not to bring to life, to multiply, to grow and to
sustain but to castrate, to remain the same and to protect the status quo.
Growing Up could possibly take away the shame that turned the prosthet-
ics of the body into a gun with a phallic violence. Maybe, this could be a
way of emergence to enlightenment from his self-imposed immaturity, in
Austria, Turkey or on earth.

LNt

Y
were ultlmateﬁl born
from one cell.

Annihilation, Alex Garland, 2018.

It was as if living and non-living dolls and lentil seeds were the same and
came from a single cell. It was as if the method of new cell creation in
single cell organisms that enabled reproduction, growth, development
and renewal was mitotic division in which the structure and number of
chromosomes did not change but on the contrary, the old cells were re-
newed, the wounds were healed, and the tissues were formed. Annihila-
tion was for more life. It was not possible to change or to grow without
being annihilated. Bodies could be wrapped in cotton or plants that one
could not bring himself/herself to step on could be scattered; growing
plants in cotton, not pruning, injuring the body or turning it into a plant
was something special but it was not unique to Nazan Azeri. She was able
to rest by changing, (Herakleitos, § 116) not by protecting the status quo.

There was another novel, Annihilation by Jeff VanderMeer, in addition
to Thomas Bernhard’s novel, which was also turned into a movie. It was
as if the works of the artist swayed between Annihilation and Extinction
and the act of becoming plant reminded of the scenes of metamorphosis
in this other novel. The novel turned into a movie began with a narration
of cell division and as a biologist woman with a military past lectured
in a classic Hollywood fiction of adverse nature/civilization protected by
guns, the fiction was suddenly reversed with a spark that accompanied
the scene, from a military science-fiction to a narrative that extended to
mitotic division. As the other plants like the chacruna plant conveys its



own knowledge to human-beings, Annihilation was a visual narrative in
which the full-geared woman who set out with the biologist looking for
her husband in a quarantined zone came to see their technical weapons
became totally meaningless and that time and matter were transitional.
It was also a narrative where women turned into plants, being reminded
that all life came from a single cell... a narrative in which directions con-
cerning the past and the future went astray.

The shame of responding with a gun to a universe in which everything is
broken and water or blood, which are alive, can change their molecular
structure with the frequency of a melody or raising girls as dolls for men
turns into annihilation and annihilation turns into metamorphosis as if
all life starting from a single cell forms the basic spine of the holy family.
The Forgotten Time and the Now and the Holy Family, is articulated to
Nazan Azeri’s creation process right at this point. Red and blue figures
-Mother Mary and the baby Jesus-, fetuses, women, birds, fish, plants, rep-
tiles and other animals are articulated to each other, multiplying each
other, as in the holy family iconography. This is a family that did not only
contain the holy virgin Mary and her son but contained all that was liv-
ing and not living, in which deer could turn into children, women could
turn into sea creatures and fish into birds. This was a family that traced
the subconscious of the globe and the centuries that extended from fairy
tales to Ovidius and stood out against this morning whence the law for
the massacring of animals passed. The system that raised girls as dolls for
men and the act of murder that sent stray animals to death were the one
and the same. Genocide of nature or of a race of people were the results
of the same violence. Humans had races, this was true, but this was the
result of a growth that was distributed among all living creatures from
generation to generation. With the image of heaven and earth and the
image of a world where the elements are transitive, one could possibly go
beyond all distinctions including the one between the world of the image
and the “World House”, and a sphere of influence greater than the talks
in the national assembly, signature campaigns or rallies could be opened.
Another reason that the artist uses canvas made of cotton instead of linen
was, maybe, to grow the image on cotton. Every wish was an image, and
every image was also a wish. So, it is...

Burgazada, July 30, 2024
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Tesekkiir

“Ieimdeki Sarkilar” sergisi, Loft Art Project’in, “prestij sergileri” olarak
tabir ettikleri sergiler dizisine nazik bir davet ile bagladi. Genellikle sanat
hayatinin baglarindaki genc¢leri destekleyen ve kendisi de genc olan gale-
ri, yilda bir kez de sanatta belli bir yol kat etmig sanatcilara yer veriyordu.
Uctinciisii gerceklesen sergiler dizisinin davet edilmis ilk kadin sanatcisi
olmak bana onur verdi. Loft Art'in kurucusu ve destekeisi de olan ve yil-
lardir farkl: alanlarda sanata degerli katkilar sunan sayin Hamdi Akin’a
bu nazik davet i¢in éncelikle tesekkiir etmek istiyorum.

Sergi hazirliklar1 boyunca yakinligini ve desteklerini her zaman hisset-
tiren, stirekli yanimizda olan ¢cok sevgili Dilara Akin da, en ¢ok tesekkiir
etmek istediklerimden..

Serginin icerigine dair diislindigiim, son dénem iglerimi, onlarla bag-
lantili bir grup eski iglerimle birlikte gdstererek, aradaki baglantilar: da
gorintr kilarak sergilemekti. Sevgili Nergis Abiyeva’nin bu sergide kii-
ratériim olmasini ¢ok istedim. Hem bilgisine, zekasina, deneyimine ve
duyarliligina cok giivendigim, ilgi alanlarini bildigim icin ve hem de iyi
bir insan oldugu icin... Biitiin bunlarla birlikte ayrica onu ¢ok sevdigim
icin de... Sire¢ boyunca sergi i¢in gdsterdigi 6zen, ihtimam, ig se¢imi ve
dikkat ceken analizleriyle cok 6nemli noktalara degindigi harika kiiratér-
yel yazisi icin Nergis Abiyeva’ya ¢ok tesekkiir ederim.

Yeni materyalizm tizerine doktora tezi hazirlayan ve konuyu yakindan
inceleyen biri olarak sevgili Uras, bazi islerimi “yeni materyalizmin en
eski 6rneklerinden” olarak nitelemis ve bazi calismalarima doktora
tezinde yer vermisti. Sergide yer alan en eski islerimden basglayarak bir
dizi calismama bu cerceveden bakarak analizler yaptid: harika bir yaz
yazdi. Benim yaklagim ve liretim bi¢imimdeki olagan siireclerin, bir sii-
redir konusulmaya baslayan yeni materyalizm ve insan sonras: tartisma-
larin tam ortasinda durduguna dikkat ¢ekmesi ve analizleriyle kazan-
dirdig1 yeni bakis acilar1 i¢in, harika yazis: icin sevgili Uras Kizil’a cok
tesekkiir ediyorum.

Serginin katalog cekimlerini sevgili esim Ali Behram Azeri yapti. Her
zaman oldugu gibi her isi 6zenle tekrar tekrar ¢ekti, destegini hic esirge-

* 105



106

medi. Ingilizce ceviriler ise, iyi bir cevirmen olarak her zaman yardimina
kosan, biitlin cevirilerimi gerceklestiren sevgili oglum Alican Azeri'ye
ait. Her zaman biiyiik desteklerini gérdiigiim baba-ogul bu ikiliye, esime
ve ogluma kocaman sarilarak tesekkiir etmek istiyorum.

Sanat kuramecisi, yazin bilimei, degerli yazar ve akademisyen, imge bilimi
alanina biiyiik emekler vermis ve yillardir derslerini ¢ok yakindan takip
ettigim, kendisinden c¢ok sey 6grendigim sevgili dostum Zeynep Sayin...
Ona nasil ama nasil tesekkiir edilebilir bilemedim... Kataloga harika bir
yazi yazdi. Bir insan bir bagkasinin ruhunu bu kadar mi iyi anlayabilir,
kavrayabilir? Iyi ki varsin sevgili dostum...

Son olarak, sergi stireci boyunca destedini daima hissettiren Loft Art'in
sanat direktdrii sevgili Ayge Jaber’e, sevgili Murat Catik’a, “Bennesneler”
isimli calismamda severek yer alan, sikilmadan benimle 6zenle calisan
canim komgum, canim arkadagim Cemile Gordi’ye ve katalog tasarimin
dzveriyle gerceklestiren degerli tasarime1 arkadagim ¢ok sevgili Didem
Dayi'ya ve sergide emedi gecen herkese ayr1 ayr tesekkiir ederim.

Nazan Azeri
Kadikéy, 13 AgJustos 2024
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