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1.Glin / Tesvikiye Kafe'de

Nazan Azeri: Islerimde soyle bir sey var gibi geliyor, evet toplumsal
olaylar giriyor islerime ama ben birseyi bedenimde hissetmezsem duygu
olarak, onu imgeye déntsttiremiyorum. Tek bagina yalitiimig bir birey
yok, birey toplumia birlikte var. Evet ben bir bireyim ama heni toplumdan,
kadin olusumdan diinyadan, Tiirkiye'de yasiyor olusumdan, sundan,
bundan, hichir seyden soyutlamak miimkin degil. Oyle bir bireyim yani
ben. Dolayisiyla diinyadaki, Glkedeki, ya da yagadigim ya da izledigim
hersey benim igimde yansiyor. insanlarin bir de yetistirilmeleri var,

10 gecmisleri var. imge, aslinda biitiin bunlarla harmanlanarak imgeye
déniistiyor. Duygu olarak hissederken de sanki boyle gecmisimden,
bellegimden birseyler tagiyorum isin igine. O ylzden de bilincalt streglerle,
toplumsal strecler iice geciyor. Bedenimde duygu olarak bir yere oturuyor
ve o da imgeye déniisiiyor. Bunu bilerek yapmiyorum da, sonradan
baktigimda boyle yaptigimi farkediyorum. O agidan benim bu tarafima da
bakmak gerekiyor sanki. Glink( herseyi en basta bilingli olarak ok da net
bilerek hareket etmiyorum.

iskender Savasir: Sayle bir bakista gorduglim sey: Cogunda en azindan,

“ne kadar esyanin igine siniyoruz biz?"e dair bir soru var gibi geliyor. Segcilen
esyalar da rastgele seyler degil. Elbiseler, gelinlik, annenin gelinligi-onemli
olmus seyler... Esya bizi ne kadar ifade ediyor, ne kadar yansitiyor? Biz
gekildikten sonra bizim hakkimizda ne kadar séz sdylemeye devam ediyor,
ya da kendi 6ykUsiini ne kadar yagamaya... Esya insan iliskisi cok énemli
bir yer tutuyor sanki bu iglerde.

Bu sefer, benim gardiigimi iddia ettigim seylere de bu sefer tam aksi
yénden yaklagiimig sanki. (Resim: 1, “Diig Rolleri” isimli isler hakkinda)
Terkedilmis bir takim giysiler yabanci birtakim insanlara giydirildiginde
bu sefer onlara ne hikaye anlatyor? Simdi sanat eserleri hakkinda benim




sikayetci oldugurm, saninm senin sikayet ettigin iri laflar kismina gegecedim.
Esya hakkinda bu séylediklerimiz bana sunu diistindirdii. Haidegger'in
Van Gogh'un postallan hakkinda yazdigi yaziyi. Herkesin cok sevdigi o
yaziy biraz problemli bulurum ben. Ctinkii cok onceden, sanat eseriyle
kargilasmadan gok énce verilmis vanitlar soyldyor gibi... Yani sanat
eserinden cikanlmig bir okuma degil o. Bazi seylerin gok &nemli olduguna
dair énceden verilmis kararlarin, hani topragin dnemli olduguna, tanmin
Gnemli olduguna, kéyliligin énemli olduguna dair kararlan érneklemek
lzerine oturtulmus. Bu islerin gekiciligi, tam énemin kurulabilmesi ya da
kurulamarmasi aninda yakalanan bir sey var sanki. Cok daha i¢li bir sey
var burda, ¢ok daha silme ani. Kendimizden bir seyleri egyaya emanet
edip, onlarin onu hem tasiyabilmesi hem tasiyamamasini ayni anda
goriyoruz sanki.

Bebekler, pamuklarin iginde bitki yetistirme, biraz daha farkli tabii.
(Resim: 2, “Dénlistim* isimli is hakkinda) Ama ayni cercevede okunabhilir,
Sanki strekli sunu soruyor, sen ne kadar bendensin, bana aitsin, benim
uzantimsin..,?

Feyyaz Yaman: Aynen

Iskender Savasir: Ve benden sonraki hayatin benim hakkimda ne anlatiyor
ya da anlatmiyor, ne kadar kargilikli birbirimizi dkstiz birakiyoruz...?

O bakimdan, kadinliktan illa bahsetmemiz gerekiyorsa eger, belki secilen
esyalarla da ilgili daha cok. Erkek deyince daha ok yapip etmek, tiretmek
Uzerinden dlginiyoruz tabii. Burada tam anlamiyla kullanmak, eskitmek,
birlikte yaslanmak, asindirmak... Zamanin gecisine dair bir hikayenin
sirekli izi strlllyor gibi geliyor.

Feyyaz Yaman: Nazan'in bastan beri islerinde hep kadin olarak, kadinlik
olarak bir yaklagimi var ama hep vitip giden (izerine de bir sey de var. Yani
yanna iliskin de tagidigi endise olarak, yarnn o anlamda mi giriyor islerine
acaba? Onun &tesinde hep bence yitirilen (zerinden endiseleri var, Bunu
hem kisisel seriiveni olarak ele aliyor, sonra da onu siyasal yorumlariyla
birlestirince bakiyorum muhafaza etmek ile ilgili ciimlelerine de baglag
oluyor. Ordan bence form okumasini yapmak lazim. Son sergisine koydugu
videoda glinkii su vards, annesinin gelinligini agaca asmistl. Acaip bir firtina
vardi ve boyle gok sallaniyor ve Neset beyin korkuluklanndaki figlrler gibi,
gercekisty, hayalet formunda ifadeler aliyordu. Agacin sallanmas. ..
bazen tutunmak, bazen birakip gitmek ister gibi... bazen sisiyor, ici doluyor
sanki bedenlesiyor gibiydi. Sonra bir bakiyorsun yine pagavra haline
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geliyor, ok zayif oluyer, kirlligan oluyor, tek bir yerden tutunur hale
geliyordu. (Resim: 3, “Annemin Gelinligi" isimli video art hakkinda)

I.S: Bdylece daha dramatik...

E.Y: Burda biraz 6nce gordialimiiz, merdivenlerden alip gétirdigi
merdivenler silsilesine , bu sefer daha kendinden bir baglag vardi. Onlara
bakinca, o gelenedi yitirme durumu...

I.S: Yitirilen degil de yitirilmekte olan, hani sirecin kendisi sanki... Belki
isleri o kadar 6zglin kilan da bu... Belki su soruyu sormamiza da yol agar:
Cok siradan bir siireci anlatiyor; peki, bu kadar siradan hir stireci seyretmek
istiyor muyuz? Yani her an hep olmakta olan. Hergey her an biraz yitiriliyor,
eskiyip elimizden yitip gidiyor. Yitirilmek siirecinin sonunda yaganan bir

kayiptan ziyade, bir kaybedis, kaybetmekte olus.. Belki bu bizim zaafimiz
da ama o kadar siradan bir sey gérmek istedigimize emin miyiz yani?

F.Y: Bazen dyle oluyordu ki, sadece o yitirilen degil de, yitirilenin otesine
geciyor. Bunu kurmuyorsun zaten, ¢Unk( o anneyi tanimiyoruz, o ozneyi
tanimiyoruz. Ne olursa olsun' dala takilrmishk, yine de insani hiiziinlendiren,
iradesinin gligstizligl ile basbasa birakan bir seyi tetikliyordu.. O zaman
bu ortam ne? Bu igine diistigimiz irade ne?

|.S: Benim sanattan beklemekten belki kaginamadigim anitsallik ihtiyaclanna
hig cevap vermedigi igin belki. Yani bir protesto &ni nerde burda? En
bastaki islere donelim mesela onlar gok pentiirdd, yani suslemeciligi ile
de glizel, duran, durduran seyler. (Resim: 4 "Ortemeyen” sergisindeki
resimler) Burda evet o siziyl gok hissettiriyor hani. Yani bir adim sonrasi
da, bunu gdsteren resmin kendisinin de dyle eprivecegini, kagidin
dokusunun aynisacagini falan hissedebiliriz. Yine burda cok, pentrll bir
sey var, bunlardan farkli olarak yani.

F.Y: Zaten donup kaliyor orda. Burda en fazla gardroptaki asilmay
dustinebiliriz. Ama burda doku éne gikiyor. O gozlilme, erime, pargalanma....
(Resim: 5, “Adi Konmamis” sergisindeki resimler hakkinda)

|.S: Eprime diyelim. Bu baslik da hos aslinda, * Ortemeyen”. Ortmeyen
de degil ama tam olmayan bir sey.

|.S: Burda benim dedigim anitsallik ihtiyacini kargilayan bir sey var. Tesbit
etmek, onun anlarina daha kalici bir bigim vermek. Yani direnis ani ve
medeniyete geri donls.



F.Y: Disa vurmanin bile tedavi edici, iyilestirici bir yan var.

I.S: Sadece disa vurmanin degil, orda kalicilasmanin. Glinkii éteki de
disavurum. Burda kullanilan malzeme ve isgilik gok énemli.
Yani ona, eprimeye, eskimeye kars: bir sey yapiyorsun.

F.Y: Orda bir gilecilik de var mi? Hani bezemenin ulviyet kargisinda aldig
tavra benzer, varligin da kavranamiyan karsisinda aldig tavra benzer
ritiellesme gibi bir sey var mi?

I.S: Her isgiligin bir gileciligi vardir. Olabilir, tistelik ben bir adim daha ileri
bir sey sdyliyorum, burda daha eril bir gey var. Yani protesto edilen

béliimde. Otekinde, eskiven esya ile yaslanan kadin birarada gidiyordu.
Burda halbuki artik sanatgi bir ani yakalayip, belki daha ¢ok yaslanarak ,
ama ciddi bir iscilik ve ciddi bir emekle kaziyor. Kaziyor ve kalici kiliyor,

F.Y: Bltinitne baktigimizda dyle bir sey stylivebiliriz,

.S: Evet. Ama bu formlarin evrenselliklerinden de konusabiliriz,
Yani agilann, keskin agilariyla dagilgan formlarn...

F.Y: Ben bunlarda pek expresyon hissetmedim. Sen bunlarda hig
ekspresyon hissediyormusun?

.S: Yok, étekilerde daha gok vardi. Onlarda daha cok var ekspresyon.
Hani o hiziin dedigin...Sey ilging olabilirdi... o videodan gériintinin
bunlarla birlikte sergilenmesi. ..

N.A: Evet videodan kareleri alip koymustum bir yere. ..

I.5: Ne bu hale déndii? Hangi gegis gériintiisii veyahut hangi ele avuca
sigmayan sey bu hale dondii? Burda resim var, orada adini koymakta
gliclik cektigimiz bir sey var... bir is... is bile olduguna emin olmadigimiz
bir gézlemcilik Grind. ..

i.S: Genel bir sey sdylenebilir, gok aydinlatici degil ama, bitiin islerinize
baktigimizda su terna var. Hepsinin sordugu sey, nesneler islevierini
yitirdiginde bize ne hikaye anlatiyorlar? Bir anlamda bu tema biitiin islerde
var. Bez bebekler, ortamlarindan ¢iktiginda, o islevi kaybettiginde bize
ne anlatiyor? Terkedilmis elbiseler evsiz insanlar tarafindan giyildiginde
onlara ne anlatiyor? Yani islevin étesinde kalan éykii ne?

13



14

F.Y: Su da yok mu? O nesnelerin fonksiyonel oldugu dénemdeki
fonksiyonun da sorgulandig bir elestirellik de var. Mesela bir elbise bir
bedende anlamini yitirdikten sonra baska bir bedende ne anlama geliyor?
Yahut o bedeni etkiliyor mu? (Resim: 6 ,"Diis Rolleri” isimli is hakkinda)

I.S: Etkiledigi gosteriliyor.

F.Y: Yahut ev... (Resim: 7, "Adi Konmamis” sergisinden “ Tepetaklak”
isimli enstelasyon hakkinda) Bunu kurgulayan arkadaki yasam dizlemini
belirleyen durumun alt dst olmasi gibi. En kaba séylem o. Ama bu, ayni
zamanda bir cocukluk (topyasi olarak nasil asilamiyor? Hep bunlar da
semboller Uzerinden genel ideolojiyi de sorgulayici.

|.S: Tabii.. Bltlin anlamlar diinyarmizin igretiligine dair gok ciddi bir sey
var. Yani ebedilik atfettigimiz, disinmeden ebedilik affettigimiz, gelinlik
gibi, sorgulamadan, nasilsa dedigimiz seyin ne kadar igreti oldugunu,
onlarin da asinacagini... Ve kastedilenin disinda gok metruk bir hikaye
anlatiyor. O resmf dykdi ile, kalacak olan arasindaki oransizlik hepsinde
hissediliyor, elestirellik dedigin buysa...

F.Y: Bu resimlerdeki parcalayip koyma... (Resim 8: "Adi Konmamis”
sergisine ait tuval resimlerinden) Kargi Sanattaki merdivene koydugun
surliklenen annenin gelinligi vardi. (Resim 9: “Sirliklenme” isimli ig
hakkinda) Sanki o islerin devami gibi bu resimler.

[.S: Burda anlatilan hikaye, yol clamayan bir yolmus gibi gozikiyor.
Bir klostrofobinin iginden... Bir hareket var ama...
(Resim 10:" Adi Konmamis” sergisine ait resimlerden)

F.Y: Esher'vari bir merdiven ...

I.S: Esher'den de daha kabusumsu, daha klostrofobik. Yolculuk olamayan
bir yoleuluk... Bana disindirdigl &yle bir sey, hafif igimi sikan. Bir yere
gitmeyen bir yol. Yolculuk zannettigimiz sey yolculuk degil. Hep ayni
odalarda, ayni mekanlarda déne déne. Yani modern diinyanin tkanmishd....
lyice Kafkaesk bir yere dogru da gidiyor. "Sato” gibi.

F.Y: Daha sert de bir dili var, hem renk olarak hem geometrik form olarak.
Son resimdeki o doga, biraz anlatimi dizlestiriyor. Déniis orasi mi, kurtulus
orasi mi? Yahut elestiri, kopus noktasi, gikis orasi mi?

(Resim 11: “Adi Konmamis “sergisinden resim VIII)




I.8: Bu tiir resme, sizin elestirel dediginiz resme benim itirazim, hayatin
olumlandigr an nerde burdayr gdrmekte glclik gekmemden. Yani hersey
epriyor, aginiyor, igim sizhyor... Romantizmden beri bu hale gelmis bir
damar var. Modernler bunu béyle zannetmeyi giderek daha iyi buluyorlar
diye bir derdim var yani... Bunu da elestirellik tadinda bir de
gerekgelendirmesi var. Koca bir teori var bunun arkasinda. Koca bir siyasi
politika var, sol...

I.S: Burdaki kontras glizel bir kontras. .. Yani bu ciglikle, yol gibi gériinen
seyle bunun bu kadar farkli, birbirlerine ulanmamast... Yani bu oraya
varmiyor aslinda.

F.Y: Ama bu anlatim da bence diz bir anlatim. Resimsel degil anlatimci
bir sey... anlam dedgil, anlatim var sanki burda...

I.S:Buen gizellerinden birisi..Doku olarak digerlerinden ok farkl.
(Resim 12: * Adi Konmamis" sergisinden resim VII)

F.Y: Evet Camlasmasi, kinlganlasmasi.., o doku ile birlesmesi...

I.S: Mesela burda seyin tadini aliyorsun... bu kadar farkli dokularin var 15
olmasi ne glizel... yani lezzet diye bir sey geliyor..

F.Y: Yeni bir tat... Flizyon mutfagi gibi..

|.S: Hah evet ona... Orhan olsa simdi burada yiizeyin verdigi riisvete
kaniyorsun derdi, Gérsel tada kaniyorsun... Yani evet ben de sanattan
onu istiyorum.

F.Y: Anliyorum.

I.S: Yani, hani bunun tadi diyecegim. Baska birini ele alalim, daha sertlerden
birini alahm... eee bunun tadi tuzu nerde?

F.Y: Bu Hitckokvari
(Resim 13: * Adi Konmarmig "“sergisinden kare resim hakkinda)

I.S: Evet.

I.S: Bu bana gok giiglii geliyor. (Resim 14 a ve b: Ortiisiiz / Karalamalar
fotograf ve desenleri hakkinda) Bunun (zerinde durmak, distnmek filan
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istiyorum. Bir sergide geziyor olsam bunun énlinde durur digtndrim.

F.Y: Orttligl ile értemedigini konusuyoruz ya, burdaki értme daha insani
hir iktidardan bahsediyor.

1.5: Simdi distiniiyorum da bu evler sabundan olabilir... (Resim: 7, "Adi
Konmamis” sergisinden “Tepetaklak” isimli enstelasyon-heykel haklinda)

N.A: Olabilir evet.....
F.Y: Zar etkisi, zar atmigsin gibi olabilir. ..

N.A: Aslinda bu evleri bir salon dolusu yapmali, ters-tirs dénmdus...
Daha etkili olur.

F.Y: Sonugta bir ev dolusu evler gibi bir seye doner...

2. Gun [/ Atolye

N.A: Bu islerin hepsine bakildiginda, sanki bigimsel olarak digtan ilk bakista,
daldan dala kenumlanmis gibi bir durum varmig gibi algilanabilir ama,
aslinda i¢ sesi itibariyle dyle degil.

F.Y: Sana gére ne iligki var arada?

I.S: Ben bir sey dnerebilirmiyim? Su videoyu seyretsek... (Resim 3;

“Annemin Gelinligi” ve Resim 15: “Ortiisiz" isimli videolar hakkinda)
Clink(l benim yakaladigim ve stirebilecegim iz, tam da bu egyanin taninmasi
ve bir anlamda da o sizin istediginiz izin sGrilemiyecedi hakkinda da bir
seyler var, Sanatg kendi muhayyilesini, kendi imgelerini birarada tutuyor.
Tutmaya calistig seylerin kavramsal adini koyamayiz gibi bir sey
diyecegim... (“Annemin gelinligi” ve “Ortiistiz” isimli video art galigmalar
izlendi.)

F.Y: Nasil baglyalim konugmaya?

1.S: Ben eski calismalara bakmak anlaminda degil ama bunlarla ilgili biraz
ev 6devimi yaptim. Oradan hareketle biraz konusabilirim. Isterseniz éyle
yapalim. Su an karsimda duranlardan da bagliyabilirim ama " Annemin
Gelinligi” lafindan da bagliyabilirim. Esyayi, hayati, glindelik nesneleri,
durumlari - gene sistematik bir dil kullanicam - adlandirmak igin kullandigimiz,



bagvurdugumuz bir dizi arag kabul edelim, Lacan'in sembolik dil dedigi.
Tam Gzerinde anlastigimiz, aslinda bilyiik 8lgiide ideolojiyi de tagivan.
“Annemin gelinligi” lafi dyle bir laf ashnda, degil mi? Annemin gelinligi
dedigimizde hepimizin aklina bir stirli duygusal yik, gagrisim geliyar ve
ustelik bir takim beklentilerle de geliyor. Yani onlarin akla verilis sekillerini
de diisiinmemiz gerekiyor. Daha da ucuz bir iddiada bayagilastirayim isi,
annemin nisan y(izigii”... Bir kadina annemin nisan ylzhgiind verince
etrafinda mithis bir 6vgli oluyor. O cercevede bence... blylik élclide
fotograf da, hala o gergevenin cok fazla disina cikamiyor, Cogaltilabilir
olan, tekrarlanabilir olan... Hergey tekrarlanabilir, klise imiscesine sunulmak
tizere. ilk gérdiigiimiiz videoda da, tiim bu ilerde de en énernli olan,
bana... biraz kligenin ya da o deneyimin veyahut esyanin kendisinin, o
klise tarafindan taginamaz halini hatirlatiyor bize. Bir sekilde o atfettigimiz
anlamlarin digindaki o tekil varolusla ilgili bir sey soyliyor. O ylzden de
mesela burdaki perdeleme, aslinda gérmemizi saglyor.

(Resim 162,16 b: “Adi Konmarnis” sergisinden “Ortiisiiz / Karalamalar”
fotograf ve desenleri hakkinda) Fotograf gérmeden bakmamizin, gérmeden
bakarak gegmemizin yollanindan biriyken, o sekilde perdeleme bu sefer
gergekten bakmamizi saglayan bir sey.

Hani videodaki riizgan sanatginin yardima cagirdigini soylivebiliriz.
(Resim 3: * Annemin Gelinligi"isimli video art) Yani riizgar isin bir kismini
gotrayor. Sanatgi riizgara yaptinyor o ¢ekip almayi, ideclojik cercevesinden
de, glindelik sembolik cergevesinden de cikarip bir hayal olarak, ya da
hayali bir daha gergek olarak... gergekten bizim hayatimizda, deneyimimizde
tuttugu yerle, tuttugu tutamadigy, eksik kaldigi veya dénlsiime ugrattig,
lanetledigi yerle, cok daha tekil olan yerle ylzlestiriyor,

Bu Imgelerin... diger tuvallerle nasil bir, iliskisi var diye basladiniz. Hani
bir yandan da kendi i¢ diinyamizin mimarisi de bell; degil. Bu mimarinin
nasil kurulmug olduguna dair bir anlat, bir yer var ama, iginde
bulundugumuz cesitli mekanlarin birbirine nasil eklendigi nasil ulandig,
hafizada nasil bir yer tuttugu , aslinda hep yeniden kurgulanmasi gereken
bir gey... ve sanki bu tekrarlarda, nereye gittigi bell olmayan merdivenlerde,
ucu belli olmayan yiriimelerde, mimari enteriér ile dis doganin igige
ge¢mesinde kurgulanmaya ihtiyac duyan ve belli bir kendine dzgli
kurgusu da olan bir ig diinyaya gétiriyor. O bakimdan sembolik olan,
yani sembolik olan deyince isin problematik yani pek ortaya gikmiyor,
ideolojik olan diyelim, ideolojik olan mekan kurgusuyla, bir nesne anlamiyla

“bu bizi yan yolda birakti” .. ile, hayalleri arasinda bir yerde duruyormusg
gibi. Bu islerin o yiizden de ¢ok dokunakli olabilen bir yanlar var.
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(Resim 17" Adi Konmarmig 11")

Yani tanidigimiz, gérdigiimiiz ya da gordtigimiizd zannettigimiz gocudu,
ancak Ustind érttigimizde- simdi o igler Uzerine konuguyorum-
(Resim 14 a-b,16 a b " Ortlisiiz/Karalamalar”) ancak o tanidik gérintiyi
iptal edecek bir sey yaptigimizda, ancak rizgar gelinligi pargalamaya
basladiginda, annemin gelinligi o adlandirmanin baskisindan kurtuluyor.
(Resim: 3) Kendi daha 6zglin varligina kavusuyor.

N.A: Ya da erkek giysileri tak tak tak merdivenden distiginde...

.S: Ama iste bana o kadar iyi gelmeyen yani o, igin. O kendisi. Belki de
benim fotografla ilgili séyledigim sey. Tahrif edilmemis ya da (zerinde
oynanmamig sinema dili diyeyim ya da fotograf dili, o ideolojik gergevenin,
o sembolik anlamin digina ikabiliyormu, gkamiyor muy Bizim fotograf
hakkindaki tartismalanimizda da sik sik glindeme gelen sey. Ben galiba
teknik anlamiyla manipllasyonsuz fotografta goérilebilecek geylerin
sinirl eldugunu diistindyorum. O videoda da (Resim 15 “Ortiistiz"” isimli
video art hakkinda) gok fazla bir, bagka bir kelime bulamadigim igin
kullaniyorum, ok fazla bir gergekgi anlati, gergekgi sinema anlatisi kaliplan
icersinde anlatilan bir gidis var. Rizgann yaptgi seyi yapan bir sey yok
orda. Hani hep 6yle festival filimleri gok gordik. O festival filimlerinin
kendisi de bir kimlik iiretme bigimleri. Hani, hayata karsi gok yeri yurdu
belli. Yani orda bir sey tekrarlaniyor gibi geliyor bana. Gelinlikte oldugu
gibi bir gey ilk defa gordliyor ya da deneyimin igindeki duygusal siddetiyle
gérilliyor gibi degil de... iste fransiz geliyor o bana. Tamam, itirazim yok
dyle bir seye. Gergekgilik belki de o ylzden imkansiz.

Bu tuvallerdeki mekan kurgusu, degisik mekan planlarinin Ustlste
bindirilmesinin dnemi de 0. Mesela ben bunlar rahatlikla sanat tarihine
giderek- bana daha kolay geliyor- Hollanda enteriyorleriyle kargilagtrrabilirim.
17. yy enteriyorleriyle... ya da 19. yy baginda da var dyle enteriyarler.
Onlarin yapmaya galistigi, onlanin da bir zamanlar denemeye calistig seyi
deniyor sanki. ”lginde yagadigimiz mekani birarada tutan sey belli degil.
O ne ?" gibi bir soru cevapla déneniyor. Yani ¢ok sik verilen bir, hani
elestirel teoriye son zamanlarda sizlanma diyorum ya, ah ah ah eskiden
biittinliik vardi, simdi biitlinlik kayboldu diyoruz ya, aslinda highir zaman
bitinliigi yoktu. Sanat zaten hep o ylzden var. Bence bu tir resimlerin
snemi, o blttnlik gibi gériineni, yani bir gériintip bir kaybolan bitinlik
gibi seyi bize hissettirmesi. Yok diye sizlanip durmayip bir sekilde yine
de birbirine ulanan, doda gibi bir parganin bir ucundan goriilebildigi, bir




odanin bir yere agildigi, bir enstantanenin degisik tonlarda tekrarlandig
seyler... evet, yani bizim mekani icimizde tagimamiz hakkinda dogru bir
sey sdyllyor, (Resim: 10,11,12,13,17)

F.Y: Ben sunu daha cok distiniyorum. Nazan bunlara nerden ve neden
gelme egiliminde? Ona bunu séyleten seyin ana kaynagi ne?

I.S: Onunla ilgili bir yanit biliyormusun?

F.Y: Yani zamanla ilgili tabii ki var, dolayimii olarak. Ama daha cok bence
organik bir yerden geliyor Nazan oraya. Bir yandan kendi bedenselliginden
geliyor.

1.S: Zamanla ilgili derken. .. tam iyi ifade etmedin aslinda ne demek
istedigini. Kendi gévdelerimiz aslinda zamanin izini cok iyi tasiyabiliyor.
Yoksa artik tagimiyormu?

F.Y: Belki onun elestirisi.

I.S: Yani gévde deneyimi aslinda zamanin izini cok iyi vermiyor. Esya ,
gdvdelerimize kiyasla gok daha organik nitelik kazanmis gibi. Eskime
duygusunu, zamanin biraktil izleri esyaya bakarak ok daha gérebildigimizi
belki...

F.Y: Bana sanki o, Nazan (izerinden bakinca dogru gibi gézlikiiyor ama

gadin sratine bakinca éyle bir iz okumanin da imkansizlagtigini gérilyoruz.

Clinki nasil diyeyim. .. cok fotoshop mantig ile artik neyin nerden geldiginin
arka anlamlarinin kavranmasinin imkansiz oldugu bir gérme, bakma ve
nesne analiz etme siirecindeyiz. Yani onu okumak, iz siirmek igin ok
ciddi bir arsiv bellege sahip olmak lazim hani. Buglin yeni kusaktan birisi
tonet sandalyenin imitasyonunu anlamay asla beceremiyecek bence.
Nedir o diye yaklasacagin bir stirec. O kadar gok versiyon, o kadar gok
uretilmis... neyin nerden alindigy, nigin replike edildigi, birinin bir tarafinin
digerinin neresine, nigin yapistinidigini iz stirerek okumasi igin... imkansiz
yani, kriminal calismasi lazim. Onu da yapacak bir alt yapi donanimindan
yoksunlar. Onun igin de ben Nazan'in 8znesinden bakarak geldigimde,

yine de problemlerinin modernist stirecten orijinli oldugunu digtiniiyorum.

I.S: Cok haklisin, O ylzden, senin gelinligi diisiintirken ooo demen. ...
o farkl bir durum.
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F.Y: Yani bir tiir akliligi, iste var olan akla, dayatilan akla itiraz),
bedenlestirerekten climlesini kurdugu icin, o itirazda hep daha gok ig
karartic! bir endise ve ona tepkisel bir diga vurum izi var bence. Hatta
burada bence, Nazan'in zaman zaman giderek radikallegen, her anlarmda
muhalif séylemlerinin radikalligi de gbsterge. Resimlerdeki siyah beyaz
ikilemi de ona gdsterge. Eski sergiden gelerek bunu soyliyorum. Simdi
renklenme var ama yine de tipografik yaklagim ve bir takim kontrasthklar,
gerilimler izerine kurulu. Yani bakiyorum birbiriyle catisan direksiyonlarda
merdiven egimleri, zigzaghgin getirdigi bir siddet durumu... Ama ayni
samanda hem o geometrik olanla organik olanin yanyana kullarimasi...
Bunlar ¢ok uglarda gezinen anlayislarin birarada séylendigi bir climle
formati.

|.5: O zaman gel adini koyalim sunun, © zaman romantik demiyelim, barok
divelim. O ylzden 17. yy. enteriyrlerine gittim. Katiiyorum sana. Barokta
da o biitiin dagilmaya ragmen estetik kertede bitunligl yeniden kurma,
modernistlerle de paylastigl, yani btdnin yeniden kurulabilecegine dair
iddiadan vazgecilmemis olan bir yerden bahsediyoruz.

F.Y: Evet ama cikis noktas agisindan . Bir yanda da gerilimi agisindan
bu sefer de romantikler gibi, Casper David'in gerginligi gibi bir gerginlikle
bizi bagbasa birakiyor. Hani hem doganin kargisinda olup hem de Gothe'nin
pozisyonunda, Faust'un pozisyonundan bakan bir yerden konugmaya
baslayan bir gerginlik bence var. Hatta Alman popartindaki gibi  tipografinin
Amerika'dan aynldigi, daha bir gerilimli kullanildigy, kontrasthiklarin 6n
plana cikarildigi gibi... Ben ama o gerilimleri Nazan'da goyle okuyorum:
Birincisi kadinligi var. Kadinhgini daha ¢ok dogayla dzdeslestirdigi bir yan
var. Organik formlarnin hepsi ordan geliyor. Ve bu dogal olana karsi kent
ve akli olanin getirdigi uyumsuzluk ve kars! kutupluluk, zithk; ordan dogan
celiski ve onun eril sembolleri... Bu iki catismanin ortasinda sende climle
kurma aralig. Oradan baktigimda hep seni o gerginligin igersinde gorlyorum.
Mesela Robert Longo'nun, o gdkdelenden diisen is aclamlar resimleri
gibi. Takim elbiseli yuppilerin, tipki 11 eylilldeki gibi dists kareleri...
Orda nasil New York diinyasinin ekonomi merkezli, insani higleyan yanin
sembollerle bir ic korkuya, gagin korkusu haline getiren bir ifade bigimi
var idiyse... sende de eril olanin, takim elbiseyle en kaba sekilde
sembollestirildigi ama hani senin geligkin olarak birseyin ardinca surintp
giden, dise dise giden ve sonugta dogada tipki " Sineklerin Tanris!"”
filmindeki totem gibi dallara asilip kalmig, doganin kendisine mahkum
olmusg bir noktayla sonuglanmasi... Hatta biraz cocuk ve dinsel imgeler
(izerinden, carsaf (zerinden kadini &rtticl, daha gocukken o masumiyeti




kapatici seylerle de birlesmesi; kadinin erille olan o korkusu, babayla
olan... cok bence kesmiyor, ok avrupai geliyor ama éyle bir karsithgin
daha temelde kent, doga, akil, akil disi denilen alan. Kadin, doganin
temsilcisi olarak ve hatta cadilik olarak. Karsisinda erillik olarak, medeniyet
semboli erkek uzantili seylerin siirekli catisma ve hesaplasma halinde
oldugu bir ¢izgide goriiyorum,

Nazan'in daha énce mutfaga, nesnelere, objelere yansittigl, cay tepsisi,
masa, bigak (zerinde portreleri vardi. Tencere kapaklari gibi seylerde
yansiyan kadin ylzlerinde, dar bir alana sikigtinilmis olmanin getirdigi
isyan tagiyan seyler vardi. (Resim 18, * Bennesneler”) Onlar da, yine
daraltilmig bir alana mahkum olmanin getirdigi isyan ¢ikish islerdi. BUtiin
bunlardan yola gikarak, temelindeki kaba séylem olarak bunu soyllyorum
ama, sende bu ses, zaman zaman iste riizgarin sesi oluyor, savrulmusluk
oluyor... Buna midahale edememe, giiclin yetersizligi gibi alt celiskileri
tasiyor bence.

|.S: Buna séyle bir itirazim olacak... senin dedigine. Doga, doganin tyle
net bir sekilde diyelim kadinsilikla 6zdeslestirilerek bir diriltici gl olarak,
iste demin soyledik, tekil anlami iade eden giig olarak gorildigi ver, tek
yer bence video. Asagidaki tuvallerde, burda doga doga olarak gdriinemiyor.

F.Y: Evet doku olarak var.

|.S: Sonug olarak gok da alternatif bir ilkeymis gibi degil, ki o bakimdan
daha sahici bir seyi resmediyor.

F.Y: Disililik duygusunu bence bu resimler kabul etmiyor. Hatta dokusal
ortlis dyle bir ag sekline gelmis ki, bu ayni zamanada erillige bir tuzak.
Onu kapanina almis, sindirmis bir enerji de gagnistiryor. Ama bana gére
yine sonugsuz katastrofobik bir noktada. Onun i¢in de gok gergin noktada
isler.

|.S: Ben erillige degil, sembolik olana diye diisiintiyorum,

N.A: Aslinda ben bu dili de, gok eril bir dil olarak gérilyorum. Kadini dogayla,
medeniyeti erkekle eslestirmek, bence bu ¢ok eril bir dil.. Béyle ikiye
ayirdiginda. .. Eril olanin dogayla iliskisi yok mu? Bence var ve bu gozard
ediliyor ve bu gok eril bir séylem yani. Ben éyle dlstnmiyorum,

F.Y: Mesela sen ne diisiintyorsun.
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N.A: Béyle bir seyi ikiye ayirmak ve bu budur, bu da budur demek. Bu
vanlis bir sey bence. Bu dil yanhs. Niye biliyormusun? Ciink( onun igindeki
Stekiligi gozardi ediyor. Sanat tarihinde de béyle de, bu dil onun icindeki
&tekini siyinp hir yana atiyor. Halbuki dyle degil gergek.

F.Y: Eril olanin igindeki 6teki ne o zaman?

N.A: Eril olanin yokmu dogayla iligkisi? Hem de varolugsal bir gekilde var
ama yokmus gibi davraniyor. Kendini belli sekilde adlandirmak igin...

E.Y: Ama akli olarak alirsan... bana gére akil sonugta doga iginden cikan
ama dogaya karsit bir gok seyi sembolize ediyor.

N.A: Kadinda da var akil.

F.Y: Ama onun tarihselligi ataerkillikten bu yana iktidar ve hegemonya
{zerinden érgiitlenme modelleri gelistirmis. Kadin buna gdre belki bir
yerde bir mekanizma gelistirmis; o da, disi savag dedigimiz harem dili.
Entrika ya da gizli bir dil (izerinden bir miicadele verme yetenegi var tabii
ki her cagda. Ama eril olanin sentetik olanla o kadar iligkisi var ki bence
dogal olanla, su anki konumu igin sdyltiyorum, uyumiu oldugunu
styliyemeyiz.

N.A: Niye yoksa erkekler hi¢ élmiyor mu? Erkeklerin o kadar dogayla
iligkisi var ki, bitiin erkekler dliyor.

F.Y: Erkeklik, 8liimii kabul etmemek demek. Erkeklik kendini limsiizlik
{izerinden tanimlamak demek.

N.A: Bence yanlis tanimliyor erkekler kendilerini.
F.Y: Evet o dogru, son cimlen dogru.

|.8: Bir de tabii su var. Cok diisman gekecek bir sey soyliycem simdi,
ama galiba séylenmesi gerekiyor bu resimlerle ilgili. Galiba goriinmek
icin artiinmek gerekiyor. Fotograf gekilmesi gorinmek degil, aksine
gizlenmenin iginde. Ancak fotografin tizerini érttigtntzde, bakan kizin
bakigini gérebiliyoruz. Pegeyi giydirdiginizde, sembolik diizenin iginde bir
leke, bir bosluk, bir kayip olarak gérindlgiinde gériinlrlik kazanabiliyor.
Tabii simdi beni garmiha gerecekler bu séylediklerimden otlirii ama
simdiye kadar bu tirban tartigmalannda filan, hig dile gelmeyen gey o...




Kadini, ancak onlan értiindiiklerinde gérebiliriz.

Oteki tirld, “6ltimii reddetmek” dediniz, allahagkina &limi erkekler mi
reddediyor yoksa kadinlar mi? Botoks yapanlarin yiizdesini sorarim size.
Yani yashhigin, zamanin gegisinin inkar edildigi asil alan bugtin, kadin
bedenidir. Tamam erkek seyrine sunulmus belki... Demin siz icerdeyken
onu konusmustuk: Insan bedeninin eskimesinin, bu zamanin gecisinin
izlerini artik insan bedeninden gok esyada gorebiliyoruz. Bu esya ile sizin
gosterdiginiz iliskide, videoda, ufak evlerde, zamanin gecisinin izlerini
buglin artik esyada, esyanin eskimesinde, yipranmasinda, kullarighhgin
kaybetmesinde gérilyorsunuz. Burda yine Casper David'le iliski kurabiliriz,
Onda da, kullanish nesne gériinmez nesnedir de... Yalniz, va yikilmis evier
ya terkedilmis... ancak islevini kaybettigi zaman, eser etkili olacak statiisiine
ylkselebilir diyelim. Burda da benzer bir sekilde, ancak sembolik olanin
tuzagindan kurtuldugu zaman. .. Yani bir anlamda tuvalin ylzeyi onlar
sembolik olanin tuzagindan kurtaryor. Ama Nazan'in dedigi gibi, bir seyine
katilacagim, sanatcinin dili gok emperyalist bir dil aslinda. .. burda Nazan
Azeri'nin dili. Yani erillikle disilligi iptal eden, ben onu da igeririm, onu da
igeririm, yani dogayi da, kenti de igerecek bir ortak doku insa ederim
iddias! tarzinda bir kasveti var. Gergin bir kasvet ama. .. doganin alternatif
olarak gériilmesine izin vermiyor, bu tuval. Video bizimle. Videoda rizgar 23
var. Sen gérliyormusun bu resimlerde farkini doganin?

F.Y: Yok, sanki organik ve inorganik. ..

I.S: Surdaki organik... gergekten merdivenin dokusundan organik farkl
mi orda?

F.Y: Degil. Clinkli merdivenin iistinde bile, yansimalardan ve merdivenin
kendi dokusundan gelen hani bu bir tasarlanrmis ve Gretilmis bir form,
geometrik zit dinamik bir form derken bile, onun icindeki doga ve doku
olayini tagiyip yine bir bitiinliik kuruyor. Yani bir tiir kanevige gibi 6rme,
oériimcek agi gibi sarmalama hali var. (Resim: 12,  Adi Konmamis VII" )

I.S: Anladim. O tekrara ne diyorsun? Hepsinde var glinkd. ..
(Resim: 8,10,13)

F.Y: Tekrar... yine degisik acilardan. Evet , bir sunda var o geometrik
gatisma, o hani Esher'vari olanlarla da bir-iki tane,

|.S: Asagidakilerde de var o Esher'vari, Esher'in adi benim de daha énce
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bir-iki defa zihnimden gecti. Tabii ki Esher'inki gok kavramsal bir numara.

F.Y: Bir kurtulus, bir gikis hali bunlarda lineer degil. Filimde &yle lineer bir
sey var... hani evden ¢ikip ormana gitmek gibi. Ordaki anlatim daha
tarihsel ve diiz ama asilmiglik duygusu, bir hing var.

|.S: Evet.
F.Y: Hing, strliklernek, asmak, bosaltmak...

I.5: Simdi artik sey yapacagiz... sanatginin éniinde bdyle konusmak biraz
ayip geliyor ama... Yani kadinlik derken bu resmmi yapanin Gfkeli bir modern
kadin ve iktidar kenumundaki kadin oldugunu hesaba kat.

F.Y: Evet, yani konusabilirim artik diyen kadin.

I.S: Sen hala, hani iktidar diizeneginin biraz diginda durup, oradan tas atan
bir kadindan bahsediyormusuz gibi bahsettin de...

F.Y: Yok, onun icin dedim, biraz zithklar tizerinden Nazan kendini epeydir
insa ediyor, her alanda. ideolojik anlamda kontrastliklar tizerinden de.
Siyah beyaz segmesi... Biraz onun da elestirel dilinin saldirgan oldugu
bir yer var. Hani tahammiils(iz oldugu yerler.

N.A: Artik kendimi, bitiin dillerden son derece sikilmig hissediyorum.

i.8: Ama benim dilim herseye hakim olabilir gibi bir iddia da var. Beni
hafif tirkiiten o, bu resimlerde. Tuvallerde dzellikle dyle bir sey. Ben artik
dyle bir Gslup gelistirdim ki dogay! da igeririm, gikis umudunu da, cllissizigl
da, gayreti de... Yani benim mimarim hergeye hakim artik.

N.A: Oylemi algilaniyor? Yani belki de bu sadece bir arayis da olabilir .
Takip pesine aramak gibi bir sey de olabilir.

i.8: Ama mesela su tuvaller bir arayis izi gbstermiyor. “Ben buldum"u
daha cok... Ne bileyim Feininger'i diiginsen, gerci gok sevdigim bir
ressamdir ama, onun resimlerinde de bir arayi gérmeyiz degil mi? Artik
cogaltir bir sekilde dogay: da yani.

F.Y: Kristallegir.




|.S: Evet, burdaki de karanlik bir kristallesme belki... karbonu tasiyan bir
kristallesme ama burda da &yle bir cogalma yok mu?

F.Y: Var. Iste ben o godalmayi, onun igin biraz bir tir Greme ve intikam
alma, hani cadilikla iligkilendirerek. .. sunu biraz diistindtim: Pollock vari
akitmalar degil. Aksine tam determine olmus, ince ince, oya oya ormiisg.
Oriimeek agi benzetmesini onun igin daha ok kullanmak istedim, O ag
érmenin getirdigi giig, belki o dildeki sertligi getiriyor. Hani éyle bir
enerjinin varligina inaniyor bence Nazan.

N.A: Nasil bir enerji?

F.Y: Orlimcegin agini rmesindeki gibi. Birseyi tasarliyabiliyorsan, bir
striktdrd... orda kendiliginden de sonugta nihai bir amagsallik var ve bir
tlr yagsam-6lim Uzerinden dengesi de var.

I.S: Fazla dengeli, nefes aldiklar yer yok. Yani strliktirt fazla, o anlamda
da...

F.Y: Burda da Gyle nefes alacak bir alan birakmiyor Nazan.

.S: O anlamda kendi yapilandirma glicline fazla angaje. Demin Feininger'i
ornek verdim. Tam tersi bir yapiya gidelim: Cezanne'in nasil highir zaman
bitlnlestirmedigini, nasil herzaman bir sekilde kiibizmle, izlenimecilik
arasinda salinip durup bir gzl serbest biraktigin, sen istedigini yap
dedigini. ..

F.Y: Striktlrl en azindan érttiigl. Nazanin strilktiiril bence hakikaten
sert yani. Bence onu tipografik olan getiriyor en basta. Biraz bunlarda
ara tonlar var ama esasta siyah beyaz film gibi. Renk bile bence siyah
beyaz okunuyor.

1.5: Benim elestirim o oldu. Yani kendisinden fazla emin, sozlint cok fazla
net soyleyen.

F.Y: Bir yerde, sanatgi tavr...
N.A: Ne anlamda?

|.S: Kompozisyonu anlarminda, her seyi icerebilme giicti anlaminda,
kompoze etme enerjisi diginda birgeyin gérinmesine izin vermeme
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anlaminda.

F.Y: Sana soralim peki, sen mesela dogayi ne anlamda sokuyorsun?
N.A: Bilmiyorum ki...

F.Y: Kentten kacis mi, kente alternatif mi?

N.A: Hayir degil. Oyle seyler dugiinmedim ben. Hig dyle birgeyler
distinmedim.

F.Y: Niye kadin mesela binanin iginden gikiyor, gardroptan giysiyi gikarryar
da, yirtyor yriiyor, taaa ormana gidiyor ve gidip oraya asiyor? Yani
askidan aliyor, evdeki askidan, ormana asiyor.

(Resim: 19 " Ortiistiz” lambda baski)

N.A: Bilmem... benim géziimde dyle bir ihtiyag canlandi, éyle bir imge.
Alip bu giysiyi ormana asmam gerekiyordu ...

|.8: Bu dil aslinda tuvallerin diline daha yakin, senin soyledigin.
F.Y: Evet.
I.S: Yani elektrik tellerine de asabilirdi...

N.A: Yok elektrik tellerine degil. Ama siz bunu bir erkek olarak algiliyorsunuz,
halbuki bu sadece bir takim elbise.

F.Y: Ama vine de bence sembol olarak eril. Bir etek-dopiyes etkisi
vermiyor,

N.A: Ama orda su da var, kadin kendini de ayni yere gétirlyor.

F.Y: Ama o geldigi yere bence alip gétlrayor,

N.A: Iste o zaman deminki séyledigin dil oluyor. Yani, kadin dogaya aittir.
F.¥: Niye yalinayak gidiyor? Geldigi yerden bilgi aliyor.

i.8: Bence o vasif ikinci videoya cok uyuyor. (Resim 19: “Ortlsiiz"
isimli video) O yiizden ikinci video biraz zayif, burdaki enerji yok onda.




(Resim 3: " Annemin Gelinligi” isimli video) Yani ikinci video gok tanidik,
cok bildik. Ciplak ayakli kadin, vah vah vah adam terketmis, intikamini
béyle aliyor.

N.A: Oyle gibi mi algilaniyor?

F.Y: Yani enteresan da aslinda. Tepki ne olacak? Kadin anket yapar gibi

ylrlyor. (Resim: 15 ,"Ortistiz" video art) Aragtirma yapar gibi..Bakalim
ne diyecekler? Kimisi farkinda, kimisi farkinda degil. Kedi mesela gitti bir
ara. Onlar hep kentliligin magazinel yanlar belki ama, gardroptan alip da
agjaca gitme... o....

I.S: Orda Feyyaz'a katilinm ben. Ordaki bazi imajlar o kadar tayin edici,
glicli ki sizin orda ne distindiiginiizin dnemi yok. Ne yapacak iste
dogaya gidecek... zaten kadin degil mi, baska ne yapacak? Ustelik de
ciplak ayakla...

N.A: Ordaki her ayakkabi kadini baska baska sekilde tanimlardi. Yani tanim
digi olmasini istedim galiba. Bir de, dil digi bir yere gitmek istedim. Dil
alanindan galiba gok sikildim. O, bagka bir seye yeniden baslamak igin
arayis olabilir mi acaba?

F.Y: Duymay! hissettiriyor, yere temas etmeyi, dokunmak. .. Bastigini
ayakkabi ile degil de, dikense diken, tagsa tas onu hissetmek gibi ... O
da kadinca bir sey bence, 6yle bir gagrisim yapiyor. Doga yani, bitiin ici
hosaltilimislk, élum....

I.S: Tam da psikalanistik konugayim, aktif olandansa pasif olana gegis.
Cikmak, yani i¢i bos elbise ile gitmek... Aktif olanin inkari Uzerine kurulu
olan bir yere dogru yoleuluk. Doganin kendiligine maruz birakmak, ciplak
ayakli olmak, igi bos bir elbiseyi tasimak... Tim bunlar, Freud'un {inlii
climlesidir ya o, erkeklik ve kadinlik kavramlarn en énemli kavramlariniz
olabilir ama bizim agimizdan daha énemli, merkezi kavram aktiflik ve
pasifliktir,

N.A: Bu ikili desen ve fotografta, bu fotografin Gstiine eklenmis karalamay
sildiginizde ne var geride? (Resim: 14 a-b veya 16 a-b “Ortiisiiz/Karalarnalar”
fotograf ve desenleri hakkinda)

.S: Onlara beraber mi bakicaz, ayn ayr mi?
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N.A: Bu ikisi tek bir is.

I.5: Oyle bakildiginda bakis o zaman gériiliiyor. Yani arkadaki... demin
onu séylemeye calisiyordum, ancak ortlildigiintzde gorilebilirsiniz.

N.A: Bu deseni de, kalan o karalamay da sildiginizde ne var geride?
I.5: Gergek varligi modelin.

N.A: Iste onu resmedemiyoruz highir zaman.

I.5: Bunlar o bakimdan gok gok iyi buluyorum ben, gok basarili buluyorum.

N.A: Anlilamiyorum, bu resimlerde belki aradigi sey o, gittigi yer o.
Onun igin ... Hepsine bakugimizda aradigi...

.S: Tuvallerde kalan bence o degil, tuvallerde kalan ideoloji. Desenlerde
daha modele dair bir sey kaliyor sanki.

F.Y: Daha gdrme ve gbstermeye iligkin bir sey.

N.A: Biz sadece adlandirmamiyiz yani? Adlandirma olmadan kendim
dedigin sey ne ki?

I.5: Gériilen sey. Onu gérmek miimk(n, burda baktiginizda. .. Siz kendi
kendinizle style bir celiski halindesiniz: Gérlyoruz. .. tekrar niye
adlandirmamizi istiyorsunuz ki? Kalan sey, baktigimda gordigim sey.
Adlandirmam gerekmiyor. Adini koydugum an, zaten tuzaga dismis
oluyorum.

N.A: Evet, haklisiniz.

.S: Simdi neden beni illa kétil elestirmenlik konumuna itiyorsunuz ki?
Baktigimda kalan sey, gordigim sey. Yani sanatginin bagansi da o.
Burda baktigimda kalan sey bir ig mimari. Bir enterior kurmak. BUtdn
toplamlardan kendince anlamii bir biitlin olugturma gayreti. Ustelik de
bunu yapabilmekten alinan memnuniyet yani, kasvetli de olsa memnuniyet.
(Resim: 8, 10,11,12,13, 17 "Adi Konmamig " sergisinden tuval resimleri)

N.A: Benim ilgimi geken sey su, insanlar nasil raz! ediliyorlar bunu
yapmaya? Yani riza nasil imal ediliyor? Insanin, maruz kaldig seyin siddet




dili oldugunun farkinda olmadan razi ediimesi... Bu nza nasil imal ediliyor?
I.S: Siz nasil blyidiniz? Blyimeye nasil ikna edildiniz?
F.Y: Razl edile edile.

N.A: Evet dogdru ama, bu yaz sicaginda, tabi su anda daha somut birseyden
s6z ediyorum ama...

F.Y: Sen hi¢ zahiri olan batini olan zerine distndlinmt? Gérlndr olan
aslolan degildir, gerisinde olani kendi iginde hissettigin, kendi iginde
gelistirip duydugun, 6zdeglestirerek duydugun boyutu énemlidir. Din
konusunda gok net bir durumdur. Orda gergek dedigimiz seyde, tabii
senin soyledigin toplumsal anlamdaki geliskileriyle ve ideolojik boyutuyla,
tarihsel anlamda gatigan unsurlar ayri... Bir de senin sanatg ézne olarak,
is orda zorlasiyor zaten, kendi tekilinde dile getirmeye calistigin bir bagka
boyutu var. O algilama, gérme, yargilama formatinla, senin disinda akip
gidenin ayni celiskileri ideclojik boyutta baska; ama toplumsal boyutta
yaganan gidigatl arasinda da bir tir kaymalar ve kinimalar da var, farkliliklar
da var, dizlemsizlikler de var. Sen bunlan degdirdigin noktalarda kurgunu
yapmaya calisiyorsun, Okuma yontemlerini ve formlastirma dinamiklerini
dayatiyorsun. Bu da bir tiir, hani paradoksal ama nasil diveyim, sende
olugmus kesisme noktasi. Baska bir dilde, baska birinde béyle dile gelmiyor
en azindan. Onun igin burada hem bir genellemeden, dyle yargilamadan
bahsediyoruz ama bir de senin 6znelinden bahsediyoruz. Onun igin tabii
ki senin gérlip de niye bbyle olmuyor, géremiyorlar diye diisinmen dogal,
Sen onu glnki kendin ve kendinde olusturulmus bir sorunsaldan hareketle
okuyorsun.

I.S: Onun igin, arayis var mi gergekten diye sormam bu tuvale. Oyle bir
geometri kurmussunuz ki tuvallerde, herseyin yeri var artik burda. Biitlin
dilleri asmis oluyor. Bir sey gorlp de buraya yerlestiremem diyebileceginiz
bir sey kalmamis. Yani, bir glin batimina yer yok ama glin batimi da bu
dokunun iginde kaybolup gidiyor zaten. Giin batimi da bu dokunun iginde
kaybolup giderek varoluyor diyeyim.

F.Y: Sende bir tir dekonstrilktivist yapi var. Bozmussun ve kuruyorsun,
1.S: Ya da rekonstriiksiyon.

F.Y: Evet kuruyorsun, boyuna yeniden insa ediyorsun ama ¢ikis noktan
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olarak yine veri olani aliyorsun. Yani ¢ikis noktan yine fotograf gorselligi,
en hani kabasiyla sdyliyeyim, onu alip, bozup yeniden kuruyorsun. Iste
o arada kendini, kendi okumani sokuyorsun. Tamam hergey bu tempaoda
olur ama ylizey, ylzey pargalama, yanyana getirme, pargalayip sonra
yeniden kurma... hep bu asamadan gegiyor.

N.A: Bu resimlerdeki her bir parga, belli bir zaman- mekan pargasi.
[.S: Evet cok dogru.
F.¥: Enstantane diyebiliriz.

N.A: Ve farkll bir bakig, her bir parga da farkli bir yerden bakig. O anlamda
mi séylediniz herseyi birden igine koyuyorsun diye?

F.Y: Mesela Nazan seni hig tanimiyor olsam, gok Sovyetik resim derim
buna. (Resim: 8, 10,11,12,13, “Adi Konmamis " sergisinden tuval
resimleri)

N.A: Ciddimisin?

F.Y: Ama su agidan, hani bir dénem Dizigo Vertov falan, goriintiyle,
gorsellikle ugrasan o insanlarin, yeni bir diinyanin esigindeyken, “simdi
herseyi dagitip kendimizi, bakmamizi ve kendimizi yeniden konumlandirp,
yeniden bir sey insa etmek zorundayiz” diyen endiseler gibi mesela.
Burdan da bakilabilir, burdan bakinca kamera béyle olur, burdan bakilirsa
su olur.

I.S: Ve ayni derecede de, ayni derecede sonug alacagindan da emin...
F.Y: Evet.

N.A: Oyle degil mi zaten, sonug alacagindan emin mi bilmiyorum ama,
arayiga devam etmek istedigimden eminim diyelim...

I.S: iste ona arayis dermiyiz mesela? Tam yle bir, yani analitik kibizm

denen, mesela Picasso ve Brage'in o analitik kiibizm denen evresi dyle
degildir. Clink( orda nesnenin elden gittiginin farkindadirlar, Halbuki Rus
konstrliktivizminde yeniden kurma, yeniden kurulabilecegine dair sonsuz
bir gliven vardir. Dogru galiba degil mi ?




F.Y: Evet. ilk filmindeki o kadin elbisesi, annenin gelinligi ve riizgar daha
kadinca. Burda Iskender'in dedigi gibi daha senin kendi eril sézindin
getirdigi net bir tavir var artik. Burda séylemin eril hatta. Kadinca
siirsellikten-neyse yakigtirilan o kadinca denen sey de aslinda- burda ordan
sen kopuksun artik,

I.S: Kontrol edemiyecedi birseyi yardima gagirmig; rlizgar. ..
Burda kontrol edemiyecediniz higbirsey yok artik.

N.A: Clinkl resim yapmaya devam ediyor o kadin..

.5: Bakin bu séylediginizdeki kibir tonunu gériyormusunuz?
Resim ancak boyle yapilir,

N.A: Hayir sunu séylemek istiyorum. O dénem, 2004-2007 arasi, Feyyaz
biliyor, sanat: filan biraktigim bir dénemdi ve gok da sikilmistim bir cok
seyden. O dénemden, 2006 da gektigim tek bir fotograf var; bankta oturan
siyah bir kadin elbisesinin yer aldigi fotograf.(Resim: 20) 2007 senesinde,
2008 de Feyyaz'da yaptigim serginin resimlerine basladim. Orda o mincik
mincik ugrasmak. ..
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F.Y: Striklenmen orda basladi.

N.A: Yok" Sirliklenme” 2004 senesinde, annemin yerlerde siirtiklenen
gelinligi... o, 2004 teydi. (Resim: 9)

F.Y: Dogru.

N.A: Sonra sende yaptigim sergideki video (Resim: 3, *Annemin Gelinligi”),
0 benim U sene hig bir sey yapmadigim, gok sikildigim o dénemden
sonra yaptigim ilk videoydu. Yani bir nevi disa vurum o. Burada daha, o
ilk diga vurumdan sonra igindekini diga atrmis ve biraz daha, ne bileyim
yola koyulmus divelim... bir durum var.

.8: Annenin lanetinden kurtulmus. Nerdeyse kadin olmaktan da
kurtulmus. ..

N.A: Niye bunu getirip getirip de kadin olmaktan kurtulmaya baglyorsunuz?

I.5: Hayir ben simdi 6zellikle Feyyaz'in diline baglamak igin soyledim.



32

N.A: Ben évyle bir sey diisiinmilyorum aslinda. Benim digindigim oyle
degil.

I.S: Kadinh@i niye geleneksel anlamiari iginde konusuyorsun?

N.A: Evet o da benim disina gikmak istedigim dil aslinda. Béyle bir seyi

ikiye ayirmak, birini év, birini oy demek. Bu bir klise yani, bu tam olarak

bir klige... Sonra her seyi bu klise Uzerinden tanimlamak da, digina gikmak
istedigim bir dil.

E.Y: Ama bir sey konusulur ve yorumlanir hale getirimek istendiginde,
yorumlamak ve tasnif etmek ve senin tabirinle kliselendirmek gerek.

N.A: Evet, onun icin dil disina gikiyorum dedim ya, sende olan sergide...
iste hakikaten o yiizden dil digina gikiyorum. Eger arayigsa bu, yeni bir

dil olabilir mi arayisi da olabilir. Gétlirtip doganin ortasina erkek takimini
asmak... Erkek takim elbisesi, tabii ki dil alani. Yeni bir dil igin sanki bir

sey..

F.Y: Yeni bir dil icin birilerini asmak gerekiyor.

N.A: Oyle degil Feyyaz, bak oradan da simdi bagka belleklere gidiyorsun.
E.Y: Kansiz bir asma yontemi ama, epey strlkledikten sonra...

N.A: Ama bu da sembolik.

1.S: Ama béyle konusacaksaniz... erkek gévdesi tamamen iptal edilmis,
tarmarnen i¢i bos bir elbiseden bahsediyoruz arkadasglar yani.

N.A: Evet. Iste ben de ayni seyi séyliyorum. Igi bos.

.S: Iste bence orda, Feyyaz'in basta soyledigi Casper David... romantik
olana orda baglaniyor. Romantizmin izleri gergekten var.

N.A: I¢i bos giysi niye romantizme baglaniyor?

I.S: vani Casper David.




F.Y: Hayalet mesela,

I.S: Yani tanrinin éniinde valniz islevsiz olan vardir artik. Kullanilmayan,
kayip, coktan yikilmis olan kilise.

F.Y: Ama isaret ettigi bir ruh.

F.Y: O arkadaki fonlari neden soktun oraya, o ebru gibi olanlan? Sende
o nasil bir sey uyandiriyor?... birden hire o araliklardan. ..

N.A: Biraz gelenekle iliskili gibi duruyor sanki o.

1.S: Vertov cagnsimi gok yerinde, yani gercekten o zamanin kontriktifleriyle
ok ilgili. Orda da bir bikmislik ve hadi biitin dillerin dtesine gegelim
ve yeniden yapalim su isi....

N.A: Rus konstrilktivistleri?
I.S: Evet.
N.A: Gergekten biktigim kesin.

N.A: Gegen bulusmada séyle bir climle gecti aramizda, sonra biz Feyyaz'la
da konustuk... Devrilmis ev... ( Resim: 7 “Adi Konmamig" sergisinden
“Tepetaklak” isimli enstelasyon-heykel) Sizle konustugumuzda ilk giin,
sabundan yapabilirsiniz demistiniz. Distndim ki, mumdan da olabilir.
Ama sonra yeniden diisiindtim. Sabun va da mumdan yapacaksam,
ayrica devirmemin ne anlami var ki ? Sabun ya da mum... nasilsa eriyip
gidecek, Ama ben bunlar saglam bir malzemeden vapip devirmisim. ..
Neden? Clnk{ devrilmis bir ev, icinde onu kaldirma irmkan tasir,

Ben bu imkani seviyorum,

I.8: Kurucu enerjisine gliveni sonsuz sanatcinin.

N.A: Olabilir ya da olamayabilir ama o imkan, glizel ...
Aslinda ben ondaki bu imkani seviyorum galiba.

F.Y: Devirme eylemi kimin? Devirmisse doga mi, dogalistl bir sey mi?
Koca mi, kari mi, kim devirmis? Devrilme tiim bildigimiz sttriiktirin
dengesinin bilmedigimiz bir diizleme gecmesi degil mi?
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N.A: Onun ucu agik. Gériinenin disinda daha bilyiik bir seyi ima ediyor.
O ev, aslinda cocuklarin yaptigi ev, gocuklarin ilk gizdigi ev...

Iste o ev devrilmis .

E.Y: Alice'lik var mi sende biraz?

N.A: Alice'lik mi? Niye?

F.Y: Olcek, baska yerden bakma, herseyin birden
anlam bozumuna ugramasi...
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Iskender Savasir
Ressamin Soyledigi ve Riizgarinkiler...

Nazan Azeri'nin isleri, énce bir Cafe'de reprodiksiyonlanyla, sonra
stildyosunda kendileriyle gegirdigim 3-4 saatten bir kisur ay sonra,
zihnimde, hafizada (i dbek halinde duruyorlar. Son, burada sergileyecegi
islerini daha Web'e koymamisg, dolayisiyla anilarimi Web izlenimleri ile
sinayamiyorum- ama belki boylesi daha iyi... Glinkii biraz sonra, daha
atrafll olarak (izerinde durmay umabildigim gibi, neyin kaldig, kalabildigi,
zamanin gegisine neyin direnebildigi, bu gegisle imgelerin nasil yeni
anlamlar, cagnsimlar edindigi, sanatgiyr mesgul eden merkezf sorunlardan
biri gibi duruyor.

Birinci dbekte, sayisal olarak gogunlugu olugturan, blyuk tualler var,
Gligld, gligleri dlglstinde de rahatsiz eden imgeler... Sevdigimi
styleyebilecegim resimler degil ama zaten sevilmeyi de pek talep etmiyorlar
sanki.

Odalar var burada, kapilar, merdivenler, modern olduklanini ilk bakista ele
veren gesitli mimarf unsurlar var ama birbirlerine ulanma, baglanma, ig
ice gecme tarzlan gergeklikte oldugu ya da hig degilse algida verildigi gibi
degil- bir stizgecten, yeniden kurgulama, “kompoze edilme” siirecinden
gegerek bir araya gelmigler tual (zerinde...

Ama bu kompozisyon tarzi bir alternatife isaret etmekten ok, aksine
alternatifsizlige, mekanlanin nasil bir ufuk duygusuna yer birakmayacak
sekilde bir gerceve, Heidegger'den édiing alinma bir deyisle "Gestell”
ya da artik popller dile mal olmus soyleyigiyle “matrix” olugturduklarina
taniklik ediyor.

Rahatsiz etmeyi hedefliyor bu resimler ama korkanm kast ettikleri
rahatsizligh asan ve gliniimiizde (modern zamanlarda?) yapilan bir ok
sanat eserine genellenebilecek bir itirazim var- “matrix”, “Gestell” gibi
terimlerle tarif edilen gergekligin, yasadigimiz hayat hakkinda séylenebilecek
son séz olmadigini, bu kavramlarin tarif ettigi gergeklik alaninin 6tesinde,
berisinde, kiyisinda, iginde bir yerlerde baska yasanti olanaklar oldugunu
da distinenler, zannedenler, vehmedenlerimiz ve sanat eserlerinden,
daha ziyade bu olanaklara isaret etmelerini, onlarin énint agmalarini
bekleyenlerimiz igin Nazan Azeri'ninki gibi islerin, tarif ve teshir etmeye
calistiklari , gergekligin bir pargasi olmaya, hatta o gergekligin kasveti ile




sug ortakligi yapiyor olma konumuna diigme riskleri var (“céziim(in parcas
olmayan sorunun bir pargasidir” gibi bir sey...)

Ikinci 8bekte, serginin duyurulaninda da yer alan silinmis, st értilmis
fotograflardan olusan, daha gok birer desen tadindaki isler (ya da yoksa
tek bir is mi?) yer aliyor.

Sergi, "Adi Konmamis” olarak adlandirlmis; bu is(ler) sanki fotograflarin,
giderek giindelik olagan gériintiglerimizin de bizi kendimize yabancilastiran
bir nitelik kazandig, bizi bir kimlige hapsettigi kosullarda, eksilmenin,
ortinmenin, gizlenmenin kendimize, kendi “hakikatimize” yarasir bir
gorlnis kazanabilmenin yegéne kosulu olabilecegini distindriyor.

Sonuncu 6bekte ise video(lar) var. isin adi olarak konulrmus olan “annemin
gelinligi”, duygusal yiik{ agir bir adlandirma; bu yiizden de, ne kadar
yogun bir ideolojik yiikle de yliklenmig oldugu, bizi en dokunakli, en ézel,
ne mahrem zannettigimiz yerlerimizden nasil ortak, kamusal alanin ideolojik
alanina ne kadar siki sikiya bagladigi gézden kacabilir.

Feyyaz Yaman'la konugmamizda séylediklerimi tekrarlamaya calisayim. ..
Bizi kugaklar silsilesi igersindeki yerimizi almaya davet eden, annemizden,
hayatla torenin kesistigi yerden alip da, bir sonraki kusagja da devretmemiz
beklenen emanetler (zerine dilsiinmeye, hatta iglenmeye davet eden ve
ok 6zel oldugunu zannetmeye gok yatkin olacagimiz bir stirii cagrisim. ..

Oysa riizgarda savrulan, girpinan kumas parcasi biitiin bunlarla tamamen
iliskisiz olmayan, ama vine de hepsinden farkli, bagimsizlasan, bambaska
cagngimlar (6rnegin Feyyaz Edgar Allan Poe'nin hikayelerinde séz etti)
davet eden bir hikdye anlatiyor.

Bu videolarda tanidik, son derece ézel ve tanidik esya bizim ona yikledigimiz
anlamlari, hikayeleri tagiyor tagimasina da, o anlamlar biitiin{inG sanki cok
sert bir sekilde bir doga zemini ile ylizlestiriyor.

Ezclimle... Nazan Azeri'nin sergisinde birden fazla sanatgl tavri var gibi
geliyor bana... Bir yanda, “peinture” dilini konustugu tuallerde, ne
soylediginden benim igin fazla emin olan, kendi kompozisyon anlayisina
giivenen, fazla iddiali bir sanatel. Desen ve videolarda ise, sanatgl sanki
silinen fotograflar ve glindelik anlamlarla birlikte kendisinin biraz silinmesine
razi olmus, kendisinin icinden baska, daha sert, daha anlasiimaz bir seyin

dile gelmesinin imkanlarinin aragtinldigy, sezildigi bir aralik, bir gecit olmayi
denemis.
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Iskender Savasir

Those Told By The Artist And
Those Told By The Wind

Nazan Azeri's works are now organized in three groups in my mind and
memory a month after studying the reproductions of her works in a cafe
and spending 3-4 hours in her studio. Her latest 'works, which she is
going to exhibit, have not yet been uploaded to the internet and therefore
| can not test my memories with impressions from the web but maybe
it's even better this way... That's because, as |'m hoping to emphasize
thoroughly in a few moments, what matters is that which remains and
can resist the passing of time. How the images adopt new meanings
and associations as a result of this passing of time, continues to be one
of the most important problems occupying the artist's mind.

The first group consists of large scale oil on canvas works, which compose
the majority. These images are as disturhing as they're influential.... | can
not claim to enjoy them but they don't seem to request much enjoyment
from the viewer either.

Here, there are rooms, doors, stairways and architectural elements that
can easily be understood to be modern ones but the way they link,
connect and interlace with each other isn't the way it is in reality or at
least the way it is represented in the perception - rather, they have come
together on canvas after undergoing a process of filtering, reconstruction
and "composing”.

However, this composition witnesses how these spaces create a frame
without leaving room for having a sense of horizon, a "Gestell" in
Heidegger's terms or "matrix" in the sense of the popular usage of the
term, and points out to a lack of alternatives rather than a type of
alternative.

These pictures intend to disturb and yet | have an objection that extends
beyond this disturbance and can be generalized to many works of art
created in our day (madern times?) - for those of us who think and
assume that the reality, which can be expressed with terms such as
“matrix” and “Gestell”, isn't the final word that can be said on the life
we're going through, and expect works of art to rather point out to related




opportunities and lead up the way, works such as Nazan Azeri's bear
the risk of being a part of the reality they're trying to define and expose
and even being an accomplice to the gloom of that reality (something
in the lines of "if you're not apart of the solution, then you're a part of
the problem”...)

The second group consists of the effaced and covered photographs,
which are also displayed in the announcements of the exhibition, and
resemble works (or maybe a single work?) of pattern drawing.

The exhibition is named as "Unnamed" and these works (work) make us .

contemplate that under these circumstances when photographs and
even our daily outlooks are taking on a nature that are depersonalizing
us and imprisoning us within an identity, depletion, covering and concealing
may be the only condition under which we can adopt an outlook that
would suit our “reality”.

The last group consists of video(s). The work is titled "my mother's
wedding dress”. This is a highly emotienal name for a work and therefore
how intensely and ideologically loaded it is and how it binds use to the
ideological area of public space from our spots that we think to be our
most intimate, may be overlooked,

Let me try to repeat what | said in our conversation with Feyyaz Yaman...
Numerous associations that are inviting us to take our place within the
succession of generations as well as inviting us to think, even grieve
about the tokens that we are supposed to pick up from our mothers on
that spot where life intersects the tradition and to hand over to the next
generation...

On the other hand, the piece of cloth that is dispersed in the wind tells
of a story that isn't totally unrelated but yet is different and independent
of all these, filling the mind with completely different associations (for
example, Feyyaz mentioned Edgar Allan Poe's stories at this point).

In these videos, objects that are very special and familiar bear the
meanings and stories that we attribute to them and those meanings
make the whole confront with the natural ground in a very harsh manner.

Briefly... Nazan Azeri's exhibition seems to me to be containing more
than one artist's stand... On one hand is an artist who is all too sure of
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herself and assertive, trusting her own sense of composition in which
she speaks of the language of “painting”. Whereas in texture paintings
and videos, it seems as if the artist also allowed herself to be effaced
together with the photographs and daily meanings and tried to be a
passageway through which the means for the voice of something that
is not as comprehendible can be found.
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Resim 19. Ortiisiiz, 50 x 87 cm, Lambda Baski, 2010.
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Introduction

This booklet containing the concerning conversation was prepared out
of a necessity that emerged spontaneously. | wanted to have Feyyaz
Yaman's advice the texts to be put in the catalogue. His valuable
contributions to the Turkish art and his depth of knowledge in the subject
matter held great importance for me. Feyyaz recommended that we
should hold a conversation among three people regarding my works:
Himself, as someone who followed my works most closely, [skender
Savasir, whose knowledge we both trusted greatly even though he has
a slightly different sense of art than ourselves, and me. The text to be
contained within the catalogue would be written following this
conversation... The purpose of this was to analyze the internal dynamics
that encouraged the artist to produce her works and to enable the
relationship between the text and the work to be something other than
a domain where the author can reflect itself and to pull it towards a

domain where the author tries to understand the work based on the
work itself.

The difficulty hare was in the fact that | wasn't taking a predetermined
concept or discourse as my starting point while producing the works.
They were the world passing through me transformed into images and
therefore it was difficult for me to explain or define them straightaway...
| needed time in order to be atpla to explain my works. For this reason,
| listened to what Feyyaz and Iskender said attentively and evaluating
my feelings throughout the conversation, made contributions from time
to time. What's said in between the lines during the conversation and

even a word on which little attention is paid may aid us in the analysis
of the works.

Both authors spared their valuable time for me. Throughout this process,
| tried to understand my works as much as they did. The conversation
that emerged as a result is a complementary and important part of the
works. | believe that in each work, there remains something that can not
be said. That's because every work is an ellipsis and the word is yet
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another ellipsis... | hope we have been able to reduce the concerning
ellipsis to the minimum level possible. The title of the exhibition,

“Unnamed", was inspired by a sentence spoken by iskender Savasir
during this conversation. That's why it could be claimed that it was him
who named this exhibition.

| have also added the texts written by Feyyaz Yaman and Iskender Savasir
for the catalogue after the interview in order to present an aggregate
whole to the reader/viewer,

| also put the article titled "Reflections on an Exhibition”, written by
lsmail Tunali, esteemed philosopher of art, for my previous exhibition
titled “That Which Can Not Cover.” At the time it was written, we could
not find to chance to include this valuable article in the catalogue and
considered it an important shortcoming. Moreover, during our conversation,
wae frequently referred to my works from that exhibition as well.
Consequently, we believed that including this article here would be a
great contribution.

When the aggregate effort and work reached such intensity, it was
decided this aceumulation should be printed as a booklet in order to
establish an alternative example in terms of art criticism. This also
provided me with the chance to thank everyone who helped make this
possible: Feyyaz Yaman, iskender Savasir and my valuable teacher
Ismail Tunali...

Nazan Azeri / October 2010.
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the "blond" wigs of Neriman Polat and the burgas of Stikran Moral
expressed over the "identity of that which covers.” On the other hand,
regarding the "identity of that which is covered”, it is possible to keep
track of a process that begins with the body bulks on Fatma Tilin's large
scale canvases, continues with Irfan Onilirmen's pornographic bodies,
reaches a level of realism with Nese Erdok's “"Maother” series, builds
bridges with the traditional through Aslan Eroglu, transforms into a body
that settles accounts with itself through the works of Giil ligaz, is burst
into nothingness with Ozgiir Korkmazgil's works and turns into internal
violence with Taner Ceylan,

In accordance with this, what Nazan Azeri puts forth is the legality of not
having a bady beyond all of the aforementioned within this framework.
Her recent works act as a radically held accounting book concerning the
conflict regarding that which has been lost in terms of belonging, that
which resists hereditarily and that which is destroyed in terms of nature.
The contrast between black and white and the distinction between the
organic and the inorganic imposes a sense of ethics with sharp geometric
forms and texture contrasts. In parallel with the reality of this world that
constantly becomes more and more chaotic , a tension based on the
fear that speaks through the wornan-body sensitivity and nature, from
its instinctive, non-urban (zoé) roots,

The fears of the romantics in the face of civilization and modernity
expressed over that which is lost and a chilling anxiety and desire similar
to the chaos of the contradictory structures regarding the change
concerning the future, requires a pact to be made with the devil in a
fashion similar to Faust, It seems that they are on the threshold of a
desire that resembles the will of intervention regarding the future that
resembles the Soviet ideal when it first set out. Surface editings that
resemble photomontages and have the visual quality of Dziga Vertov,
turn into the bodiless screams of an animalistic creature against the time
which attempts to cover.

The silence we're feeling is the sound of Cosmos.



beings and gods, and the life style that is a characteristic of an individual
or a group, or as the contrast between the concept of simple living in an
ancient city and the political life. On one hand are the bodies, which have
been imprisoned inside the “house” and to a life focused merely on
reproduction, in other words, bodies that have been covered, and on the
other side is the “citizen" walking through the bazaar as a “political
animal.” A process in which natural life has begun to be incorporated
into the mechanisms and calculations of the government capacity and
has thus caused politics to transform into bio-politics. (Foucault)

It is possible to explain this situation over the naked life-political existence,
z06-bios, exclusion-inclusion duality and as the conflict between the body
and the power.

Within this context, the concepts of “that which covers and that which
can not be covered” as well as "that which is dragged” and the queries
regarding nature-space, woman-body power relations that are brought
up by Nazan Azeri, have in a paradoxical way coincided with a time period
that re-intersects both in terms of our art history and in terms of our legal
history. Our “natural life” regarding which an effort is displayed to
regularize with the need for a new constitution, has been cramped
parenthetically between two points, namely the beginning (September
12, 1980) and the end (September 12, 2010) points of our recent history.

Following the second world sharing war, all victims of the world, starting
with the Paris of 68, wanted to legalize the law of imposing the free
body on the social life without hiding or covering it and advocated “nudity”
for this purpose. When this demand for the "simple state' of the subject
transformed into a direct threat against the structures of power, this
situation had to be interfered with throughout the world. The restructuring
of the covering mechanisms through a discipline regarding the hair, the
beard, the dress code and behavior was necessary for the continuation
of the governing state. For this purpose, nudity was assimilated by the
systern by means of the marketplace such as fashion, pornography and
sex tourism.

This intervention, which had been sanctioned in our country with the
constitution of 82, changed rapidly from a social body approach to a
questioning from a subject iveand individual perspective. It evolved into
the scarecrows of Neset Glnal, collages of Gllstim Karamustafa, cotton
flannels of ipek Duben pasted on canvas, veils of iraf Ontirmen,
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Feyyaz Yaman
The Visible Relationship That Covers

The distinction between that which reveals directly and that which reveals
through “implication” is the process of the social systems evolving from
the material to the metaphysical.

The social structuring of humankind in the pagan world and the hunter
tribe systematizing the matter as a result of the relations of production
it has established with the nature, had caused humankind to attribute
different meanings to the rocks, trees and the birds in terms of sacredness
and caused it to create its own "totem” and thus the social government
to be constructed accordingly, causing the chief, sovereign, khan, shaman
and clergy social structuring to be carried into effect. This visible state
of the matter and how the age made sense of the "sacred’ was in a
tangible format that could be directly comprehended as a symbol in this
process. The definitions of nature-humankind and therefore of the law
and the jurisprudence were of the same simplicity. The conflicting
elements, contradictions and reconciliation methods were much more
humane and preferable compared to the dilemmas we are stuck with
concerning the relationships between nature and humankind or among
the humankind as a result of our “well developed” sociality which we
define as the "evelution of mankind',

We need to think of urbanization and the “systematizing” of the
representative power mechanisms, the transition from the material to
the metaphysical and the sacredness that started with Plato and evolved
into the "holy scriptures” of monotheistic religions as well as the definition
of the relationship between the "law" and the justice and the concerning
matter within the same context.

Showing this without showing, not through what's covered but rather

through what's visible, necessitates us to analyze the relationship between
that which covers and that which is covered, the mechanisms of body
and power, in other words our states concerning “looking” and “seeing”,
namely our indirect relationships with the nature and the matter,

Giorgio Agamben labels this as the distinction between the zoé and the
bios. This is defined as the contrast between the concept of simple
lifeflivelihood, which is the common characteristic among animals, human




| Feyyaz Yaman
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However, then | thought about it again. If I'm going to make it out of
soap or wax, what's the meaning of overturning it? Soap or wax... it's
going to melt anyway. Yet | overturned them after building them from
durable materials... Why? That's because an overturned home also
carries within it the opportunity to lift it back to its normal position.

| like to have this opportunity.

.S: The artist has a never ending confidence in her constructive energy.

N.A: Maybe or maybe not but having that opportunity is a nice thing...
Actually, | guess | like that opportunity in it.

F.¥: Who was it that committed the act of overturning? Was it the act
of nature or something supernatural? Was it the wife or the husband?
Isn't overturning actually the structure moving to a plane whose balance
we do not know?

N.A: That's open ended. It implies something bigger than that can be
seen. That house is actually a house built and drawn by children. .. That's
the home that's been overturned.

F.Y: Alice in Wonderland?

N.A: Alice in Wonderland? Why? What makes you say that?

F.Y: Scale... looking at things from a different perspective, things
becoming incoherent.



I.S: But that's not the way to talk about it... the male body is totally
deleted, we're talking about an empty suit.

N.A: Yes. That's exactly what I'm saying. It's empty.

I.S: In my opinion, that's where it connects with Casper David, whom
Feyyaz had mentioned in the beginning, and the romantic tradition. Traces
of romanticism are truly visible in these works,

N.A: How is an empty suit tied with romanticism.

I.S: Casper David, | mean,

F.¥Y: The ghost, for example.

I.S: | mean, there's only the functionless before god. The church that's
not used, is lost and already demolished.

F.Y: But it's a soul that's being referred to.

F.Y: Why did you insert that background there, those that resemble 35

works of marbling. What kind of an emotion do they evoke in you?...

suddenly from those interspaces...

N.A: They seem to have to do with tradition.

|.5: The Vertov association is dead on right, | mean, it really has to do

with the constructions of time. There's a weariness there, a sense of
"let's reach beyond all these languages and do it all over again”.

N.A: Russian constructivists?

I.S: Yes.

N.A: It is true that |I've grown to be weary.

N.A: During our last meeting, a sentence was said about the overturned

house, we talked about it with Feyyaz as well (Figure 7, installation-

sculpture titled “Upside Down" from the exhibition "Unnamed”) When

we talked about it with you the first day, you said that you could make
it out of soap. | thought that it could have been made from wax as well.
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after that period in which | had done nothing. So, it's sort of a manifestation.
Here, | have put what's within me more in an order after that first
manifestation of mine.

|.S: Free from the curse of the mother. Free from being a woman.
N.A: Why do you keep on associating this with being a woman?
.8: No, | particularly said that to associate it with Feyyaz's language.

N.A: That's not what |'m thinking actually. That's not what goes in my
mind.

|.S: Why do you talk of womanhood in the traditional sense.

N.A: Yes, that's a language that | want to digress from actually. Separating
something into two in this way... praising one and degrading the other.
This is a cliché... Defining everything over this cliché is a language | want
to digress from.

F.¥: However when you want to be able to talk about and comment
about something, you need to interpret and classify it or turn it into a
cliché in your terms.

N.A: Yes, that's why | went to a non-linguistic domain in the exhibition
we held at your gallery... That's why I'm really producing my works from
a non-linguistic domain. If this is a search, it might as well be a search
for the possibility of a new language. Taking a man's suit and hanging
itin the middle of nature... A suit is of course a linguistic domain.

It's as if, for a new language you need to...

F.Y: Hang someone.
I.S: Yeah, right, hang them high.

N.A: That's not it Feyyaz, now you're jumping over to other memories
from that point.

F.Y: It's a pretty bloodless method of hanging though, after dragging for
so long...

N.A: But that's symbolic as well.



F.Y: Yes.

N.A: Isn't that how it is anyway? I'm not sure if I'll be able to get the
results but | can say that I'm sure | want to keep on searching.

|.8: Now, could we really call it a search? For example, Picasso and
Brage's analytical cubism period isn't a search. Because at that point,
they're aware that the object is gone. On the other hand, Russian
constructivism is definitely certain that reconstruction is possible. Isn't
that true?

F.Y: Yes. That woman's dress in your first movie, your mother's wedding
dress and the wind is more womanly. Here, as Iskender puts it, there
is a more straightforward attitude reflected by your patriarchal word.
Here, even your discourse is patriarchal. You are dissociated from that
womanly poetry here - whatever that means.

i.S: Previously you had called something outside your control for help:
the wind... here, there is nothing that we can not control.

N.A: That's because the woman keeps on producing works of art. 33

I.S: Do you hear the vanity in her voice when she says that? That's the
only way one can produce works of art.

N.A: No, what | mean is this... The period you're talking about is 2004-
2007. Feyyaz knows it... | had quit art, grown tired of many things.

| have only one work from that period, a photograph | took in 2006: a
black woman's dress sitting on a bench (Figure 20) In 2007, | started
working on the works of the exhibition | opened at Feyyaz's gallery, |
started working on them and it took me a great effort.

F.Y: That's when you started your dragging.

N.A: No, ‘Dragging’ was in 2004, my mother's wedding dress was
dragged. (Figure 9)

F.Y: That's right.

N.A: Then came the video for the exhibition at your gallery (Figure 3,
“My Mother's Wedding Dress”). That was the first video | produced
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sunset here but the sunset melts away in this texture anyway. We can
say that the sunset melts away and is lost in this texture.

F.Y: You have sort of a deconstructive structure. You have broken it into
pieces and are constructing it all over again,

1.8: Reconstructing it, rather.

F.Y: Yes, you're constructing it over and over again but you're taking the
same data as your starting point. Your starting point is again the
photographic visuality and you're deconstructing and reconstructing it
over and over again. At that point, you insert your own interpretation.
That's all right, it all happens at this tempo but the surface, deconstruction
of the surface, putting it together, breaking it down and reconstructing
it... it all goes through these phases.

N.A: Each piece in the paintings is a part of a certain time and space.
I.S: Yes, that's right.
F.Y: A snapshot, we might say.

N.A: Yes, a different point of view and each piece is a view from a
different perspective. Was that what you meant when you said I'm
putting it all in.

F.Y: For instance, Nazan, if | didn't know you better, I'd think that this
painting was an extension of the Soviet art. (Figure 8, 10,11,12,13, oll
on canvas works from the exhibition titled “Unnamed”)

N.A: Are you serious?

F.Y: Yes but what | mean is this... you know in that period there were
people like Dizigo Vertov, who dealt with the image and the visual, with
concerns such as "now we need to break everything apart and positioning
ourselves at a different location, we need to construct something new"
at the verge of a new world. You can also look from here and when you
look from here the camera is like this whereas when you look from there
the camera is like that.

I.S: And at the same time, he is sure that he's going to get the results.




of all these. There is also a contentment in being able to accomplish
this... a gloomy contentment nonetheless. (Figures 8, 10,11 A28, 17
oil on canvas paintings from the exhibition “Unnamed”)

N.A: What interest me is how people are persuaded to do all these?

In other words, how is consent manufactured? People being consented
without them realizing that what they're being exposed to is a language
of violence... How is this consent manufactured?

.S: How did you grow up? How were you persuaded to grow up?
F.Y: By baing consented.

N.A: Yes, that's right but at this moment, | talking about something more
concrete.

F.Y: Did you ever think about the internal that is external? What's viable
isn't what's real, the point at which you feel what's behind it within you,
the point at which you develop it and feel it within you, identifying yourself
with it, is important. This concept is very well defined in religion. There,
in what we call reality... of course, putting the contradictions in the social
sense, ideological dimension and historical sense aside... there's another
dimension that you're trying to give a voice to as an individual, as an
artist agent, which is making all this so difficult. In that seeing, perceiving
and judging format, other than the ideological dimension where the same
contradictions continue to flow outside of yourself, there are also shifts,
breaking points and differences in the course of affairs experienced on
the social level as well. I'm trying to fictionalize you at the point you
touch these matters. You impose your interpreting methods and forming
dynamics. This is paradoxical but how can | put it, also an intersection
point formed within you. That's not the voice it finds in another language
or in someone else at least. That's why we're talking about a generalization
and a judgment but also your subjectivity. That's why it's natural for you
to ask yourself why people can't see what you're seeing. That's why
you're reading it based on yourself and a problematic formed within
yourself.

|.S: That's why I'm asking if this painting truly contains a search. You
have established such a geometry on this canvas that everything has a
place. It transcends all languages. There's nothing that you can claim
to have seen but could not put in here. | mean, there's no room for a

3
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N.A: These two are a single work.

I.S: When we look at it that way, it is obvious. What's behind it, | mean...
that's what | was trying to say a few moments ago... you can only see
it when it is covered,

N.A: When you erase this pattern texture as well as that scrabbling,
what would remain?

I.S: The real presence of the model.

N.A: That's impossible to depict.

I.S: | find these great in that sense... they're very successful works.
N.A: | don't understand. .. that's also what's being searched for and
headed for in the paintings. That's why... what we search when we look
at them all...

I.S: | don't think that's what remains in the paintings, what remains in
the paintings is ideology. In the pattern textures, something more of the
model remains.

F.Y: Something that has more to do with seeing and showing.

N.A: Are we nothing but a denomination? What is me without a
denomination?

I.S: What we see. It is possible to see it here when we look at it... Here
is the contradiction within you: We can see it... why do you want us to
denominate it once again? What remains is what | see when | look. |
don't need to denominate it. The moment | name it is the moment | fall
into the trap.

N.A: You've got a paint.

I.8: Why do you force me into negative criticism? What remains when
| look is what | see. That's the achievement of the artist.

When | lock here, what remains is an internal architecture. Constructing
an interior. An effort to form a meaningful whole out of the accumulation




woman... the poor woman's been left by her man and that's how she's
taking her revenge.

N.A: Is that how it's perceived?

F.Y: It's interesting actually. How will people react? The woman is
walking as if she's conducting a survey. (Figure 15, the video art
“Uncovered”) It's as if she's conducting a research on what people will
say to her. Some are aware of her, others are not. For example, the cat
walked out of the screen for a while. Those are the magazinish parts of
urbanism perhaps but... taking the suit from the wardrobe and going
over to that tree...

I.S: I'll agree with Feyyaz there. Some images there are so undeniable
and strong that it doesn't matter what you think. | mean, what possibly

can she do... she'll go to the nature of course, after all, she's a woman... ‘

A harefoot woman...

N.A: Each shoe would define the woman in a different light there. |
guess | wanted her to be indefinable. | also wantedtogoto a place that
were beyond words. | believe |'ve grown tired of the realm of the
language. Could it be a search to start something new?

F.Y: It makes you feel what you're hearing, contacting the ground,
touching it... Not with the shoe but barefoot... whatever itis... a barb
or a rock... That's also very womanlike... that's the association it brings
to one's mind. The nature, evisceration, death....

|.S: Let me talk in psychoanalytical terms... a transition to the passive
from the active. Abandoning, going with a hollow cloth... journey to a
place based on denying that which is active. Exposing oneself to the
spontaneity of nature, being barefoot, carrying a hollow cloth... All of
these may be, according to Freud's famous words, concepts of manhood
and womanhood but the more impertant and central concept for us are
activeness and passiveness.

N.A: In this dual texture and photograph, when you erase the scribbling
on the photograph, what remains? (Figure 14 a-b or 16 a-b, on the
“Uncovered/Scribbles” photographs and pattern textures)

|.S: Shall we view them as a whole or separately?

29



28

F.Y: Is it an escape from urbanism or an alternative to it?

N.A: Not really. | didn't think of any of these while making these works.
| didn't have any of these in my mind.

F.Y: Why does the woman come out of the building, take the suit out
of the wardrobe and walks and walks... all the way into the woods?

| mean she takes the suit from the hanger in the house and hangs it in
the forest, (Figure: 19 * Uncovered" photo print)

N.A: [ don't know... it was just that such a need and image had emerged
within me. | needed to hang that cloth in the forest.

I.S: Actually the language you're using now is closer to the language of
the paintings.

F.Y: Yes.
I.S: | mean, she might as well have hung it on electric wires...

N.A: Not electric wires. The fact is you perceive it from a male perspective
while it's just a suit.

F.Y: However | still believe that it is a patriarchal symbol. It doesn't give
the same feeling as a skirt or a two piece dress.

N.A: But there's also the fact that the woman also takes herself to the
same location.

F.Y: Yet she takes the suit with her.

N.A: Then, it's the language you mentioned previously. The woman
belongs to the nature.

F.Y: Why does she go barefoot? She collects information from where
she came from.

1.S: | think that attribute suits the second video better. (Figure 19: the
video titled "Uncovered”) That's why the second video is a little weaker,
it doesn't have the same energy as this one. (Figure 3: the video "My
Maother's Wedding Dress) The second video is more familiar. A barefoot




deterrmined and have been weaved meticulously. That's actually why

| wanted to use the metaphor of a spider's web. The power of weaving
that web prabably brings with it that harshness in the language used.

| think Nazan believes in the existence of such an energy.

N.A: What kind of an energy is that?
F.Y: One that resembles a spider weaving its web, If you can design
something, a structure... that also contains a final purpose and a balance

hased on life and death.

.S: Too balanced, they have no space to breathe. It has too much
structure in that sense...

F.Y: Here, Nazan leaves no space to breathe.

I.S: In that sense, she is too engaged with her power to structuralize.
A few moments ago, | gave the example of Feininger. Now, let's take
a whole different structure... and consider how Cezanne never brought
things together as a whole, moving between cubism and impressionism
setting one eye free all the time to do whatever it desires. a7
F.Y: The fact that he at least covered up the structure. Nazan's structure
is really harsh. | think in her works, the typography comes first. They
also contain some semitones but fundamentally it is like a black and
white movie. Even color seems black and white to the eye.

I.5: That was my criticism. She is too sure of herself, too direct.

F.Y: It is an artist's stand, after all...

N.A: In what sense?

|.S: In terms of the composition, the power to cover all and not letting
the individual be visible other than its energy to compose.

F.Y: We should ask you, perhaps... for example, in what sense do you
include the nature in your works?

N.A: | don't know...
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I.S: Now, here's what we're going to do... it may not be polite to talk
this sort of thing in front of the artist but... also consider that the artist
who painted this is a modern woman who has power.

F.Y: Yes, you mean a woman who tells herself that now she can speak
her mind..

[.S: | mentioned this point because you were talking as if we were
speaking about a woman who stood outside the power relations and
threw rocks at the system from that position...

F.Y: No, | said that based on the contrasts... Nazan has been constructing
herself in every area for a while... through the contrasts in the ideological
sense as well... The fact that she chose to use black and white... Her

criticism is also partially assertive. At some points, she is quite intolerant.

N.A: At this point in my life, | feel like | have grown tired of all languages.

|.5: However these works also contain the claim that your language may
dominate everything. That's what scares me a little in these works,
particularly the paintings. They seem to claim that you have developed
such a style that it covers the nature, the hope for escape as wall as the
feeling of being trapped and the effort... a claim that your architecture
dominates everything.

N.A: Is that how it's perceived? | mean, this may be just an exploration
as well. | may be just going after something to discover something.

|.S: These paintings show no traces of a search for something though.,
It's more of a “discovery.” When you think of Feininger for example, he
is one of my favorite painters, we don't see much of a search in his
works, do we? He replicates the nature in some way.

F.Y: Crystallizes it.

I.S: Yes, what we have here is also a dark crystallization... a crystallization
that carries the carbon but isn't there also such a replication here?

F.Y: Yes, there is. That's why | associated that replication with a sort of
reproduction and revenge, associating it with witcheraft... and thought:
These aren't Pollock style discharges. On the contrary, they are very



in the video. Do you see how different the nature is in these paintings?
F.¥: Not really, it seems organic and inorganic at the same time...

I.S: That one over there is organic... really, do you think it is different
than the organicism of the texture of the stairs?

F.Y: Not really. That's because even on the stairs, there are reflections
and texture of the stairs and these convey the nature and the texture
within it even though it is a designed and manufactured form that is
geometrically converse. Sort of convoluted like an embroidery canvas
or a spider's web. (Figure 12, " Unnamed VI|")

.S: | see. What about that repetition? They all contain it...
(Figure 8,10,13)

F.Y: Repetition... again from different angles. Yes, that one contains that
geometrical collision... resembling Escher,

.S: The anes under them also have that Escher feeling. Escher's name
also crossed my mind a few times. Of course, Escher's is a highly 25
conceptual trick.

F.Y: A state of release, a state of escape isn't linear in these. On the
other hand, the film is... it's as if going out of the house into the forest.
The narrative there is mare historical and straightforward but contains
a feeling of suspension and resentment.

I.S: Yes.

F.Y: Resentment, dragging, suspending and emptying...
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through immortality.
N.A: | believe that men are defining themselves incorrectly.
F.Y: Yes, your last sentence is very true indeed,

I.S: There's of course one more thing. Now, I'm going to say something
that may sound a little hostile but | guess it needs to be said about these
works. | guess, in order to be visible, one needs to cover. Being
photographed is not within the scope of being visible, on the contrary,
it may even be considered concealment. However when we cover up
the photograph, we can see the girl's gaze. When we have her wear the
veil, she becomes visible as a spot, void or loss within the symbolic
order. I'm sure to get crucified for saying this but what's not being said
about all those turban discussions is that... we can only see them when
they cover themselves up.

On the other hand, you talked about “rejecting death,” | mean, who is
it that's rejecting it... the men or the women? | would like to ask you
the percentage of those who undergo botox operations. The domain
where the ageing and the passing of time is denies most fiercely in our
day is the woman's body, All right, for the voyeuring pleasure of the men
perhaps... we had mentioned that while you were away a moment ago.
We can observe the wearing out of the human body and the traces of
the passing of time in objects rather than the human body. In this
relationship formed with the objects, which you're displaying, in the
video, the little houses, we can see the traces of the passing of time in
objects, the wearing out of the objects and the objects losing their
functionality. Here, we may again associate this with Casper David. The
functional object is the invisible object in his works as well... We may
say that the art work may only take on an effective form when the solitary
houses that have been demolished or deserted... Here, it may only
take on an effective form when it avoids the trap of the symbalic... so,
in a way, the surface of the canvas protects them from the trap of the
symbalic. | will agree with something that Nazan said: the discourse of
the artist is actually is a quite imperialistic one... here, it is the discourse
of Nazan Azeri. In these works, there is a gloom that obsoletes femininity
with patriarchy and claims that it can reconstruct a common texture by
including whatever it wishes, namely the nature and the urban. Itis a
tense gloom though... this cil on canvas does not allow the nature to be
viewed as an alternative. We also have the video with us. There is wind



N.A: Actually, | see this discourse as a highly patriarchal language.
Associating the woman with the nature and the civilization with the man
is a highly patriarchal language. When it's separated into two in this
manner... Doesn't what's patriarchal have anything to do with the nature?
| think it does and this is being overlook so it's a highly patriarchal
discourse, | don't think that way.

F.Y: What do you think?

N.A: Separating something into two in this manner and saying that this
is this and that is that is difficult. It's incorrect. This whole language is
incorrect. You know why? That's because the otherness within it is
being overlooked. It's the same way in art history, this language within
it peels off the other within it and throws it aside. However, that's not
how the reality is.

E.Y: What's the other in the patriarchal then?

N.A: Doesn't the patriarchal have a relationship with the nature? It does,
in an existential way even, but pretends that it does not. In order to
denominate itself in a specific manner...

F.Y: However when you take the rational... to me, the rational symbolizes
many things that come from but oppose the nature.

N.A: Women also have rational thinking abilities.

E.Y: Yes but her historicity has developed organization models over the
power and hegemony ever since the emergence of patriarchy. The
woman has developed a mechanism probably in accordance with this
and that is the language of the harem, which we call the female war.
Of course, in every age, women display the ability of conspiring or
struggling through a secret language. However the patriarchal has such
a deep relationship with the synthetic that | believe that it is not possible
for us to claim that, at least in terms of its current position today, it is
harmonious with what's natural,

N.A: Why is that? Don't men die? The men are so closely related to
nature that its most evident proof is that they're dying.

F.Y: Manhood is not accepting death. Manhood is defining oneself
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age... your works also contain the patriarchal one, symbolized in its
rawest form as a suit but is dragged behind something else, falling down
one step at a time, as a contradiction presented by you, and ending up
ata point where it is stuck on the boughs, just as in the lord of the flies,
at a point where the nature is imprisoned within itself. Combining
womanhood with things such as burga, covering and even concealing
that childish innocence, through the utilization of childish and even
religious images, that fear of the woman against the patriarchal, the
fatherly...it's highly European but at the basis of this contrast lies the
city, the nature, the rational and the domain that's outside the boundaries
of the rational. The woman is a representative of the nature and a witch.
In opposition are the things that are an extension of the man, who is the
symbol of civilization, in a constant conflict and reckoning.
Previously, Nazan had works in which she reflected portraits on the
kitchen and objects such as tea tray, table and knife. On the woman's
faces reflected on objects such as saucepan lids, were traces of rebellion
caused as a result of being stuck in a narrow space. (Figure 18,
"MeObjects") These were also works based on a rebellion against being
trapped in a narrowed down space. I'm communicating these as the raw
discourse underneath the works but this sound sometimes turns into
22 the sound of the wind, the dispersion... It contains sub-conflicts such as
not being able to interfere and the inadequacy of power.

I.S: | would like to make the following objection to what you've just said.
The only place where the nature is accepted as a vivifying force or a
force that restores the individual meaning is, in my opinion, the video.
On the canvas works, it can not be viewed as the nature.

F.Y: Yes, there, it's nothing but a texture.

.S: It's not an alternative principle either and depicts something that's
rmuch more real in that sense.

F.Y: | believe that these pictures accept no feeling of femininity. Actually,
the textural coverage becomes such a network here that it also acts as
a trap against the patriarchal. It evokes an energy that has trapped the
patriarchal inside its web. However, in my opinion, once more at a
inconclusive and catastrophical point. That's why the works stand at a
point of high tension.

I.S: | was thinking of what's symbolical rather than what's patriarchal.




I.S: You're so right. That's why, the way you think about the wedding
dress... that's a different situation.

F.Y: Since it contains a rationalism or an objection to the rationalism
being imposed and since it forms its sentence by embodying it, | think
that objection contains the traces of a depressing concern and a reactionary
expressiveness. | believe that here, the radicalism of Nazan's discourse,
which is always antagonistic, is also an indicator. The black and white
duality in the paintings is also an indicator of that. I'm making this
statement, taking her previous exhibitions into consideration as well.
Now, the paintings are becoming more colorful but they're still based
on a typographical approach, certain contrasts and tensions. | look and
see stairway slopes in opposite directions, a violence caused by the zig
zags... then, | see geometrical and organic forms being used side by
side... This is a sentence in which approaches that are radically opposing
each other are being stated together.

.S: Then, let's name it... not romantic but baroque. That's why | referred
to the 17th century interiors. | completely agree with you. In Barogue
works, despite all that dissemination, there was also a point, which they
shared with the modernists and didn't give up the claim that they could
re-establish an wholeness in aesthetic terms.

F.Y: Yes but only in terms of the starting point. On one hand, in terms
of its tension, this time like the romantics, it leaves us alone with a
tension that reminds us of Casper David's. | think there's a tension here
that both opposes nature and also speaks from position of Goethe and
Faust. As in the German pop art, when the typography left the USA and
began to be used in a way containing much more tension, emphasizing
the contrasts... The way | interpret those contrasts in Nazan is as follows:
First, there's the issue of wornanhood. She mainly associates her
womanhood with nature. That's where the organic forms all come from.
The city and the disharmony caused by the rational contrasts this
naturalism. The contrast, the conflict which arises as a result and its
patriarchal symbols... In between these two conflicts is the interspaces
to form sentences. When | look from that point, | always see you inside
that tension. Just like Robert Longo's paintings of businessmen falling
off from that skyscraper. Yuppies in suits falling down... just as on
September 11... Just as those pictures contained an expression that
turned the economy-centered world of New York, which gave no
importance to people whatsoever, into an internal fear, a fear of our
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within us. (Figures 10, 11, 12, 13, 17)

F.Y: What I'm contemplating about is more like this... Why does Nazan
have the tendency to come to this point? What makes her say these
things?

I.S: Do you have an answer to that?

F.Y: There is, of course, the concern for time, indirectly. However, Nazan
comes to that point from a more organic point. On one hand, she comes
there from her own body.

|.S: When | say, concerning time, actually, | was unsuccessful in putting
into words what | meant. Our bodies actually do a great job of bearing
the marks of time. Or don't they anymore?

F.Y: Maybe, it's a criticism of that.

I.S: I mean, actually, the experience of the body doesn't reflect the trace
of time very well. The object seems to have adopted a much more
organic characteristic compared to our bodies. Maybe that's because
we can see the traces of time and the feeling of wearing out better when
we look at objects,

F.Y: It seems true to me when | view it over Nazan but when we look
at the speed of our age, we see that it's becoming impossible to read
such traces. That's because, how can | put it?... in a similar fashion to
the way Photoshop works... we are in a process of seeing, looking and
analyzing object where it is becoming more and more impossible to
grasp the background meanings of what's coming from where. We need
to have a very serious archival memory in order to interpret and track it.
| think, today, a member of the new generation can never manage to
understand the imitation of a thonet chair. It's a process that you'll
approach wondering what it is. There are so many versions, so many
productions... it is impossible to determine what's been taken from
where, replicated from where or why which part of which was put in
the place of which part of the other, we need to conduct a criminal study
to accomplish it. Yet they lack the knowledge to do that. That's why,
when | look at Nazan's object, | still think that the problem originates
from the modernist process.




the wind begins to tear it apart. (Figure 3) It reaches its more unique
existence.

N.A: Or when the man's clothes fall down the stairs...

I.S: However that's what does not feel so good to me about that work.
Exactly that, Maybe it's something that |'ve said about the photography.
An undistorted or tempered cinematic or photographic language... can
it escape outside that ideological perspective or symbolic meaning? This
also comes up frequently during our discussions on photography. | guess,
| believe that what can be seen in a photograph that has not been
manipulated in the technical sense is limited. In that video as well, (Figure
15 on the video art "Uncovered'), there was, for lack of a better word,
an overly realistic narrative and a course of things that was narrated
within the patterns of a realistic cinematic narrative. There is nothing
thare that functions like the wind here. We saw numerous such festival
movies, you know. Those festival movies themselves are ways of creating
identities. | mean, where they stand in respect to life is too well defined.
It seems to me that some aspect there is in repetition. It's not as if
something's being seen for the first time or with all its emotional intensity
within the experience itself, as in the wedding dress... and that's what
makes me greek to it. All right, | have no objection to such a thing. Maybe
that's why realism is actually impossible.

The spatial constructions on these oil on canvas works... that's the
importance of different spatial plans being overlapped. For example, |
can easily refer to art history - it is more convenient for me- and compare
them with Holland interiors.17. century interiors - or interiors from the
beginning of the19. century. It's as if these works are trying out what
those interiors once tried to accomplish. “What holds together the space
we live in is undetermined. What is it?” You know, I've been lately
accusing critical theory of whining. They're whining constantly that there
used to be a wholeness in the past and now this wholeness has vanished
forever... well, there actually never was a wholeness in the first place.
That's why art always exists. | think the importance of these paintings
lies in the fact that they allow us to feel that thing which resembles a
whole and keeps on appearing and disappearing all the time. Things that
link to each other somehow without the need to whine that they don't
exist, where any part of it can be seen from any angle just like the nature,
where a room leads to somewhere and an instant is repeated in different
tones... yes, it makes the correct claims about us carrying the space
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the photography also operates within that framework. That which is
reproducible and repeatable... The cliché that it's all repeatable is about
to be represented once more. In my opinion, what's important in this
video and all these works is that... it reminds us of a state of that the
cliche, experience or object when it can not be supported by that cliché
anymore. Somehow, it speaks of that individual existence beyond those
meanings we attribute in one way or the other. That's why, actually, the
screening here allows us to see. (Figure 16 a and b: on the photographs
and pattern designs Uncovered / Scrabbles) While photography is a way
for us to look without seeing, that sort of a screening is a way to make
us really look at something.

We may claim that the wind in that video was called for help by that
artist. (Figure 3: video art titled “My Mother's Wedding Dress) So, the
wind actually does most of the work. The artist has the wind go pull it
out... from its ideological frame and daily, symbolic frame... as a dream
or a dreamy reality... and it makes us face the place it holds in our life
and experience, the place it holds or doesn't hold, that remains missing,
is transformed or cursed.

You started out with the question what kind of a relationship do these
images have with the other oil on canvas works. On one hand, the
architecture of our inner world is also undetermined. There is a narrative
and a place concerning how this architecture was established but how
the various spaces we're in influence and link with each other, what sort
of a place they take up in our memory is something that needs to be
reconstructed all the time... and it is as if these repetitions, these stairs,
which we don't know where they lead to, and the endless walks take
us to an inner world where the architectural interior and the exterior
nature need to be constructed to interlace and have a specific agent
construction unique to them. What's symbolic in that sense... actually,
when | say symbolic, its problematic nature is not revealed, therefore
let's use the term ideological... seems to stand at a position between

a spatial construction, "being hung out to dry” as an object and her
dreams. That's why these works have an aspect that can be very
touching. (Figure 17 “Unnamed I1”)

So that child we see or imagine that we see, can only be freed from the
pressure inflicted by that denomination when we do something to
terminate that familiar image like covering them - I'm talking over those
pictures now- or the mother's wedding dress can only be freed when




N.A: Actually, these houses turned upside down should cover a whole
living room... it'd have a greater effect on the audience that way.

F.Y: Ultimately, it'd turn into something like a houseful of houses...

2. Day [ Artist's Studio

N.A: When we look at all these works, it may be perceived as if | have
jumped from one thing to another but actually that's not how it is in
terms of the internal voice of the works, which is the same in them all.

F.Y: What kind of a relationship do you perceive here?

.S: May | recommend something? Could we watch that video...
(Figure 3: on the video titled "My Mother's Wedding Dress and Figure
15: "Uncovered") That's a clue that I've grasped and can follow, also it
contains something regarding the object being defined and the intraceability
of that trace you want. The artist holds together her own imagination
and her own images. I'm going to claim that we can not name the
concept that it's trying to grasp.

(The video art works titled "My Mother's Wedding Dress" and "Uncovered'
were watched.)

E.Y: How should we begin?

1.S: | did a little homework regarding her previous works. I'll start talking,
taking that as my starting point. Here's what we can do, if you wish.
| may take what's in front of me as my starting point or take the phrase
*My Mother's Wedding Dress” as my starting point. I'm going to be using
a systematic language once again but let's assume that the objects are
a series of means we use to name the daily objects and situations, That's
what Lacan calls a symbolic language. That's what we agree on and it
also carries with it an ideology to a great extent. Isn't “My Mother's
Wedding Dress” actually that sort of a phrase? When this phrase is used,
all of our minds are filled with countless emotional burdens, associations
and expectations. | mean, we also need to think about how these are
placed in our minds. Let me vulgarize this with a simple statement, “my
mother's engagement ring”... When you give a woman your mother's
engagement ring, you receive lots of praise from everyone around.
| believe this work operates within that framework... for the most part,
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“Unnamed”)

F.Y: Yes, the way it vitrifies and becomes fragile... how it integrates
with that texture. ...

I.S: For example, here, you get a taste of... it's nice that there are so
many different textures... | mean, you could almost taste its flavor.

F.Y: A new taste... just like the fusion kitchen.

I.S: Exactly. If Ozan was here, he'd claim that we were being fooled by
the bribery handed out by the surface texture. He'd claim we're being
fooled by the visual savor... | mean, yes, but that's what I'm expecting
from art.

F.Y: | see.

I.5: | mean, where's the savoriness in this one? Let's take another one,
a rawer example... well, where's the savoriness in this?

16 F.Y: This one is more Hitchcockian (Figure 13: on a frame from the
exhibition “Unnamed”)

I.S: Yes.

I.S: This seems impactful to me. (Figure 14 a and b: Concerning the
photographs and pattern designs titled Uncovered / Scrabbles) I'd like
to contemplate on this. If | saw this at an exhibition, 1'd stop in front of
this work and contemplate,

F.Y: We're talking about what it can cover and what it can not cover, you
know... this concealment here speaks of a more humane virility.

I.8: Thinking about it, these houses might have been made of soap...

(Figure 7, on the installation-sculpture "Upside Down" from the exhibition
“Unnamed"),

N.A: That's possible, yes...

F.Y: The dice effect, it's as if you have thrown the dice...




waedding dress being dragged, which you had put on the stairs at Kargi
Artworks. (Figure 9: on the "Dragging”) It is as if these works are a
continuation of these works.

I.S: The story being told here seems like a path that can not become a
path. Qut of a claustrophobia... There is a movement but... (Figure 10:
pictures from the exhibition "Unnamed”)

E.Y: A stairway that reminds one of Escher...

.S: It's more nightmarish and claustrophobic than Escher. A journey that
is not a journey... That's what it brings to my mind and gripes my soul.
A path that leads nowhere... What we think is a journey actually is not.
It's always the same rooms and locations, turning around and around.
The bottleneck of the modern world... it's leading to a more and more
Kafkaesque place. Just like the "Castle."

F.¥: Its language is harsher as well... both in terms of color and in terms
of geometrical form. That nature in the final picture levels the narrative
a little. Is that the point of return or salvation? Or the point of criticism,
disengagement and exit? (Figure 11: Picture VIII from the exhibition
“Unnamed”)

I.S: My objection to this sort of painting, which you refer to as critical,
is that | have a hard time seeing the point in which life is affirmed.

| mean, everything is going bad, wearing out and it makes me sad... this
is a school of thought that has transformed into this, taking romanticism
as its starting point. What I've come to believe is that the moderns are
constantly finding it better and better to assume this. There is a whole
theory behind it. A whole political policy... a left wing one...

I.S: The contrast here is a beautiful one... the fact that this rawness and
that thing resembling a path being so different and not being able to link
to each other... | mean, that's not actually where this leads to.

F.Y: However, in my opinion, this narrative is also linear. It's not picturesque
but rather expressive... it is as if there's a narrative rather than a meaning
here..

1.S: This is one of the most beautiful works. It is so much different from
the others in terms of texture. (Figure 12: Picture VIl from the exhibition
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expressiveness, What you called grief... now, that could be interesting...
to exhibit images from that video together with these.

N.A: Yes, | had taken frames from that video and placed them
somewhere. ..

I.S: What was it that turned into this? Which transitional image or
mischievous thing turn into this? There is a picture here and in it,
something that is difficult to name... a work... a product of observation
which we can not even be sure to be a work... iz

I.S: A general statement can be made even though it's not very
illuminating... when we look at all your works, we may witness the
following theme. The question they're all asking is this: which stories do
objects tell us after they lose their function? In a sense, this theme is
present in all the works, What do dolls tell us when they're separated
from their environment and lose their functions? Vacant clothes... what
do they tell us when they're worn by the homeless? In other words,
what is the story behind functionality?

F.Y: One more thing... There's also a criticism that questions the
functionality of those objects when they were functional. For example,
what does a cloth get to mean after it loses its meaning on a body? Or
do they influence that body? (Figure & , on the "Dream Roles")

I.S: It is shown to have an influence.

F.Y: Or the house... (Figure 7, on the installation " Upside Down"” from
the exhibition "Unnamed") Just like the plane of living behind it and
fictionalizing it being turned upside down. That's the rawest possible
discourse. Also, how can this not be overcome as a childhood utopia?
These all question the commaon ideology through symbols.

I.S: Sure. All these meanings contain something very serious about the
temporariness of our world. The story being told is a derelict one, much
outside the one referred to, conveying how temporary everything is,
including the wedding dress which we attribute eternity without
questioning. That disproportionality between the official story and what
remains can be felt in them all, if that's what you're calling criticism.

F.Y: This dissection in all these pictures. .. (Figure 8: on the oil on canvas
paintings from the exhibition "Unnamed”) There was your mother's



E.Y: That's where it gets frozen actually. At most, we may think about

being hung in the wardrobe here. However, here, the textures come to
prominence. That decomposition, melting, disintegration.... (Figure: 5,
on the “Unnamed)

I.5: Let's call it going bad. That's a good title actually: “That Which Can
Not Cover.” It gives the feeling not of something that which can not
cover but rather something that's incomplete.

I.5: Here, there is something that satisfies the need for monumentalism
that |'ve been telling you about. Determining it and giving its moments
a more permanent form. In other words, the moment of resistance and
the return to civilization...

F.Y: Even simply expressing it has a remedial effect.

.S: Not just expressing it but becoming permanent there. That's because
the other is an expression as well. The material and workmanship used
here is significant. You're doing something here against that going bad
we mentioned.

F.Y: |s there also an ascetism there? |s there something of a ritualisation
resembling the approach that adornment adopts in the face of divinity
or the existence adopts in the face of the ungraspable.

I.S: All workmanship contains an ascetism. It is possible... moreover,
lat me take it one step further... there is something more masculine
here. In the protested part, | mean. In the other one, there was the
combination of worn out objects and an ageing woman. On the other
hand, here, the artist captures a moment and digs deep into it, with more
age and a serious workmanship and labor. She digs deep into it and
renders it permanent.

F.Y: When we look at it as a whole, we can claim that.

I.S: Yes. Yet we may also speak of the universality of these forms. The
angles and the forms that are so scattered with their sharp angles. ..

F.Y: | didn't feel much expression in them. Did you?

.S: Not really, the others were more expressive. They contain more of
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hung her mother's wedding dress on a tree. There was a trembling storm
and the wedding dress was shaking terribly, taking on surrealistic forms
resembling ghosts just like Neget Giinal's scarecrows. The tree shaking. ..
sometimes as if it wishes to hold on and sometimes as if it wishes to
let go... sometimes as if feeling a glow and capturing a body of its own...
Then suddenly becoming a rag again, meek, fragile and hardly holding
on. (Figure 3, on the video art "My Maother's Wedding Dress")

I.S: It's more dramatic that way. ..

F.Y: This time, there was a more personal conjunction to the succession
of stairs that we just watched here. When | see them, they remind me
of a tradition lost...

I.S: Maybe not a tradition lost but a tradition being lost, more like the
process itself... Maybe that's what makes these works so unique... This
may cause us to ask: It tells of a very ordinary process... well, do we
want to watch such an ordinary process? A process taking place each
day and hour... Everything's being lost little by little each moment, wearing
itself out and slipping from our hands, It's a state of constantly losing
rather than a loss that's experienced at the end of this process... It may
be our soft spot but are we sure we want to view such an ordinary thing?

F.Y: Sometimes it happened such that it wasn't just about that thing lost
but something beyond it. You are not fictionalizing it because we don't
know that mother and that subject. No matter what, it is that state of
being stuck to the bough that gets one grieving and triggering something
that gets one to face the powerlessness of his/her will. Then, what is
this surrounding environment? What is this will that we're finding ourselves
in?

1.S: Maybe it's because it's not answering the need for monumentalism
that | can't help but expect from art. | mean, where's the moment of
protest here? Let's go back to the first works we saw, for example, they
were rather paintings that looked fine with their adornment. (Figure 4 on
the paintings “That Which Can Not Cover"”) Here, it is as if that sting is
highly tangible. | mean, in the next step, you might feel the picture
displaying it would go sour or the texture of the paper would decompose
or something. Still, there is something that's more of a painting here,
other than what we've been mentioning | mean.



Roles”) What stories do vacant clothes tell to some strangers when
they are worn by them? Now, I'm going to move on to the pretentious
talk that gets said about art works and which I'm troubled with. | believe
you're troubled with them as well. What we said about the objects
reminded me of what Heidegger said about Van Gogh's boots. | find that
writing, which everyone loves so much, to be a bit problematic. In my
opinion, it seems to be speaking the answers that were given much
before Heidegger saw that work of art. In other words, it's not a
commentary based on the work of art. It's based on exemplifying the
predetermination that some things, such as earth, agriculture and
peasantry, are highly significant. The appeal of these works is that they
capture something right at that moment when its real importance can
be established or not. There is something that is much more sentimental
here... a moment of obliteration. We lend something of ourselves to
objects and see them being able to carry them and not being able to
carry them simultaneously.

It's a bit different than dolls or growing plants inside cotton, of course,
(Figure 2, on the “Transformation”) yet it can be interpreted within the
same context, It's as if the question that is constantly being asked is:
to what extent do you belong to me, to what extent are you an extension
of mine?

Feyyaz Yaman: Precisely.

Iskender Savagir: What does your life after me tell about me or doesn't
and to what extent do we orphan each other? In that sense, if we are
to mention womanhood, we probably need to do it based on the objects
selected. When we mention manhood, we more often do it based on
doing or producing, of course. It seems to me that there is a story here
about using, wearing out and growing old together... We are constantly
tracking the traces of a story about the passing of time.

Feyyaz Yaman: Ever since the beginning, Nazan's works have contained
an approach concerning womanhood as well as things that are lost. So
I'm wondering... does tomorrow find a place in her works as the concern
regarding tomorrow? Other than that, concerns regarding what's been
lost are highly dominant. When | interpret it as her personal journey and
combine it with her political comments, | see it become a conjunction
for her sentences on conservation. We need to make a reading about
the form from that point on. In the last exhibition in hervideo, she had

)
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Feyyaz Yaman
Iskender Savasir
Nazan Azeri

Conversations on the “Unnamed”
exhibition and other works
July - August 2010

Day 1/ Tesvikiye Cafe

Nazan Azeri: | get the feeling that my works corcern social issues indeed
but if | can't feel something in my bones as an emotion, there is no way
| can turn it into an image. There is no such thing as an isolated individual,
The individual can only exist in coexistence with the society. | am an
individual but it is not possible to isolate me from the society, the women's
movement, the world, the fact that |'m living in Turkey or from this or
that. That's the way in which |I'm an individual. For this reason, all that

| live and see in this world and in this country finds its reflection within
me. People have an upbringing, a personal history. The image actually
turns into an image by blending with all these. When | feel it as an
emotion, it is as if I'm transferring into it something from my past and
memory. . That's why unconscious processes and social processes
interlace. They find a place in my body as an emotion and then transform
into an image. That's not something that | do on purpose but rather
something | realize that I've been doing when | look back. In that sense,
that aspect of mine needs to be taken into account as well. The fact is
| don't act with a predetermined, conscious plan in the beginning.

iskender Savagir: Here's what | see at first glance: Most of these works
seem to ask "How much do we permeate into objects?” at the least.
The objects selected aren't random. Clothes, wedding dress, your
mother's wedding dress - all of them are significant things that refer to
events that have taken place... To what extent do objects express and
reflect us? What keeps on being said about us after we leave this earth,
for how long does our story keep on being told? The relationship between
objects and people are very important in this sense.

This time, it is as if what | claimed to wfi\tness in previous works have
been approached from the opposite angle. (Figure 1, on the “Dream
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Feyyaz Yaman
Gériinen ve Orten lligki

Dogrudan gésteren ile "ima” yoluyla gosteren arasindaki aynm, toplumsal
sistemlerin maddi olandan, metafizik olana evrilmesi sirecidir.

Insanoglunun pagan diinyadaki sosyal yapilanmasi, avei toplumun doga
ile kurdugu tretim iliskileri sonucunda maddeyi dizgelestirmesi; taga,
agaca, kusa kutsallk baglaminda farkh anlamlar yiikleyip "totem”ini
olustururken, toplumsal yénetim bigimini de buna paralel insa etmis; sef,
han, kaan, saman, ruhban yapilanmasi gerceklegtirmisti. Maddenin bu
gériinen hali ile, dénemin “kutsal“i anlamlandirmasi, bu surecte sembol
olarak dogrudan kavranabilir, ele avuca alinabilir dolaysiz iliski formatiydi.
Doga-insan, insan ve kutsal, dolayisi ile hukuk ve yasa tanimi ayni
yalinliktaydi. Catigan unsurlar, celiskiler ve uzlagma yontemleri bu gintin
karmasik ve temsili iligkiler aginda "insanhgin evrimi olarak” tammladigimiz”
gelismis” toplumsalligimizin, doga-insan, insan-insan iligkilerinde saplanip
kaldigimiz agmazlara gére ok daha insani olup, tercih edilebilir dizeydeydi,

Kentlesme, temsili iktidar mekanizmalarinin”sistemlesmesi” ,maddi
olandan metafizik olana gecis, Platon'dan baslayip tek tannli dinlerin

“kitaplarina” dogru evrilen kutsallik, bildigimiz "hukuk” ve adalet iliskisi
tanimini,ona paralel maddeye bakisimizi da ayni baglamda disinmek
zorundayiz.

Gériinen Uzerinden degil, gorinmeyen Uzerinden, gostermeden gostermek,
drterek gostermek bize orten ve ortllen iligkilerini, beden ve iktidar
mekanizralanni, iktidar yani“gérme” ve “bakma" hallerimizi, kisacasi
doga ve nesne ile dolayimli iligkimizi gbziimlememizi zorunlu kihyor.

Giorgio Agamben, bu durumun agilimini zoé ve bios ayrimi olarak isaretliyor.
Hayvanlarin, insanlarin yada tanrilarin ortak ozelligi olan yalin yasama/canliik
olgusu ile birey yada grubun bir ézelligi olan yagam (a) bigimini(hayat
tarzini) .antik kentte yalin yagsama olgusu ile siyasal nitelikli hayat arasindaki
karsitlik olarak tanimliyor.Bir tarafta sadece Ureme hayatl olarak "ev"e
hapsedilen beden yani “ortilen”, diger tarafta “politik hayvan" olarak
arastada gezinen “yurttag” ... " Modern gagin esiginde dogal hayatin
devlet iktidarinin mekanizma ve hesaplarina dahil edilmeye baglandig, bu
yolla siyasetin bic siyasete doniistigl siireg.” (Foucault)
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Giderek kaotiklesen diinya gercekligine paralel olarak isler, kadin-beden
bir duyarlihgr doga(lik) Gzerinden, i¢ glidiisel, kent disi (zoé) kéklerinden
konusan korku temelli gerilim hissettirmektedir.

Medeniyet ve modernite karsisinda romantiklerin yitirilen tizerinden
korkular ve ayni zamanda gelecek lizerinden degisime yonelik geliskili
yapilannin kaosuna benzer, i¢ Urperten bir endise ve arzu , Faust'un
seytanla anlasmasini talep etmektedir. Sanki Sovyetik idealin yolun baginda
tasidigi gelecege iliskin midahale istencini gagristiran bir tutkunun
esigindeler. Dziga Vertov'un kurgulanmis gérselligini tagiyan, fotomontaja
yaklagan yiizey kurgulan, értmek isteyen zamana karsi, hayvans bir
varligin bedensiz haykinsina déntistyor.

Hissettigimiz sessizlik Kozmoz'un sesidir,



Bu durumu ciplak hayat-siyasal varolus, zoé-bios, diglama-igleme ikiligi
{izerinden gliniimiiz beden-iktidar gatigmalan olarak aciklamak mimkidn.

Bu baglamda "drten ve értilemeyen”, “stiriklenen” kavramlar ile Nazan
Azeri'nin giindemlestirdigi doga-mekan, kadin-beden iktidar sorgulamalari
hem sanat tarihimiz, hem de hukuk tarihimiz agisindan paradoksal bir
sekilde yeniden kesigen zaman dilimine denk geldi. Yakin tarihimizin
baginda (12 Eyltl 1980) ve sonunda (12 Eylil 2010) miidahalelerinin yer

aldigyi yeni bir anayasa ihtivac ile diizenlenmeye galigilan “dogal hayatimiz”

bu iki parantez igine sikigmig durumda.

ikinci yeniden paylasim savagi sonucu '68 Paris'inden baslayarak tim
diinya magdurlan (&zgr bedeni) gizlemeden, értmeden toplumsal hayata
dayatma hukukunu yasalastrmak isterken bunun igin “ciplakhg”
savunuyordu. Oznenin bu “yalin hali  talebi, emek beden sorgulamasi
ile birlesip iktidar mekanizmalarina dogrudan tehdit olugturmaya déndstince
ttim diinyada bu duruma miidahale etmek zorunlu olmustu. Uniforma,
sag-sakal kilik-kiyafet , davranis disiplinleriyle 6rtme mekanizmalarinin
yeniden yapilandinimasi devletin bekasi igin gerekmisti. Veya piyasa
tizerinden moda, pornografi, seks turizmi yoluyla sistem i¢ine yeniden
cekilmisti.

Bizde, 82 anayasasi ile yaptinmlagan bu midahale, toplumsal beden
yaklasimindan hizla 6zne, bireysellesme persfektifinden bir sorgulamaya
dogru kaydi. “Orten kimligi” Gzerinden Neget Ginal'in korkuluklarindan,
Gilstim Karamustafa'nin kolajlanina, ipek Duben'in tuval Gizerine yapigtinimis
pazenlerinden (Serifeler) irfan Ontrmen'in tillerine, Neriman Polat'in

“sanigin” peruklanna, Sikran Moral'in garsaflarina dogru evrildi. Ortiilen
(beden) iizerinden ise Fatma Tiilin'in blyUk ebadl tuvallerindeki beden
oylumlariyla baslayip, yine irfan Ontirmen'in pornografik bedenleriyle
devam eden, Nes'e Erdok'un “Anne” serisinde gergeklik diizlemine
kavusan, Aslan Eroglu ile gelenek koprileri kuran, Gl llgaz ile kendiyle
hesaplasan bedene dogru evrilen, Ozglr Korkmazgil ile higlesen, Taner
Ceylan ile i¢ siddete déniigen bir siireci izlemek mimkdn.

Bana gore Nazan Azeri'nin ortaya koydugu ise, tim bunlann Gtesinde
bedenlesememenin yukaridaki gercevede "hukuksalligidir”. Son isleri
aidiyet olarak-yitirilen, kalitimsal olarak-direnen, doga olarak-yokedilen,
&zqirlik olarak-gaspedilen catismasinin radikal tutulmus bir hesap defteridir.
Siyah beyaz kontrasthg, gerilimi ylzeye tagiyan organik- inorganik ayrimi,
sert geometrik formlar, doku tezathg ile etik bir arayigi dayatmaktadir.
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Ismail Tunali
Bir Serginin Diigsindirdikleri

Son zamanlarda art'tan antiart'a uzanan resim sergileri icinde Nazan
Azeri'nin *Ortemeyen’ sergisi, ilging bir karakter ézelligi tasiyor. Bu ézellik,
her seyden dnce resimleri seyredende uyandirdigi hilziin ve pessimizm
duygusunda somutlagiyor,

Genelde tuval (izerine akrilikle yapilmis biiylk formatta resimler, siyah
bir fond Gzerinde kuru dallari ile bir aga¢ ve dallara serilmis parcalanmisg
bir kadin giysisinden oluguyer. Pargalanmis giysi,tiim resimlere adini
veriyor: "Annemin Gelinligi'. Minimalist bir calismayi gdsteren resimler,
siyah beyaz kontrasti ile bir mimari yapiyi kuruyor ve buradan da resmin
resimsel dederi ortaya ¢ikiyor. Ancak, kuru dallanyla bir agaca ve parcalanmis
giysiye dayali bu minimalist yapi, bu ézellikleriyle bizi diisiinsel, duygusal
bir arka yapiya gétirlyor,

Varligin ve yok olusun sorgulandigi bir arka yapiya. insan icinde var aldugu
ve yagadig dinyay béyle bir var olan olarak tutabilmek igin ona yeni bir
insansal diinya ekler, Ama, varligin yok olusu kacinilmazdir. Nazan Azeri'nin
resimlerinde, kurumus dallaryla agag, parcalanmis giysi ile varligin yok
oluga dénlstimi somut olarak gésterilmek isteniyor. Bu gosterime derin
bir duygu, aci, hiiziin ve karamsarlik eslik ediyor. Nazan Azeri'nin
resimlerinde bu aciyl, varligin bu dramini bir karamsarlik icinde yasiyoruz.

Bu dramin kaynagy, 20. Yiizyilin basinda bilimde ve felsefede meydana
gelen biyik bir dénigtmdur. M. Planck’in’ quantum’, Einstein'in “relativite’
teorileri Newton'dan gelen ve modern ¢agin mantigini kuran anlayisi
sarsar, felsefede J. P. Sartre ve Camus bu sarsintiyi gagin pesimist bir
dlinya tablosu olarak ortaya koyar. Bunlara Nietzche'nin * | élmiistir
aforizmasi da eklenince, Tannnin varligina dayali olan Avrupa uygarligi
biyUk bir sarsinti ile pessimizme kayar.

Iste Nazan Azeri'nin resimlerinde bu universal pessimist dlinya gériistinlin
bir izdlgtminl gérmekteyiz. Bu pessimizm resimlere yaklasimi elbette
giclestiriyor, ama, hemen soylemeliyiz ki, bu pessimizm, resmin derinligini
de saglarmis oluyor.
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Onsoz

Elinizdeki bu sdylesi kitapgiginin hazirlanmasi kendi kendine gelisen bir
zorunluluktan dogdu. Serginin katalog yazisi igin Feyyaz Yaman'in 6nerisini
almak istemistim. Tiirk sanatina yillardir verdigi degerli katkilar ve sanat
alanindaki derin bilgisi benim i¢in gok dnemliydi. Onun énerisi su oldu:
islerimi en yakindan takip edenlerden birisi olarak kendisi ve farkli sanat
anlayisina sahip olmakla birlikte en az kendisi kadar hilgisine giivendigi,
giivendigim bir baska isimle, iskender Savasir ile birlikte Ugll bir s6ylesiyi
oncelikle gerceklestirmek ve katalog yazisini bu sdylesiden sonra yazmak...
Sanatglyl 0 yapiti Uretmeye tesvik eden ig dinamikleri de ¢bzerek; yazinin
yapitla iliskisini, yazann kendini yansitra alani olmaktan ziyade, yapitin
kendisinden hareketle anlamaya ¢alistig bir alana dogru gekmek. ..

Buradaki zorluk ise, benim yapitlan Gretirken bir én kavramdan ya da
sdylemden hareket etmiyor olugsumdu.Onlar; igimden gelip gecen
diinyanin imgelere dénlismiis haliydi ve o nedenle de benim agimdan
hemen agiklanabilmeleri, tanimlanabilmeleri zordu ve vakite ihtiyag
duyuyordu. O nedenle konugulanlan dikkatle izledim ve sdylesi stresince
icimi strekli tartarak, zaman zarman sdylesiye dahil oldum. Konugmalarin
satir aralar, kiigUk bir itiraz, kenarda kalmis bir sézclk de, ¢ézlimlemeye
hizmet ediyor kanimca.

Her iki yazar da, degerli vakitlerini saatlerce benim igin ayirdilar. Bu
stirecte, onlarla birlikte ben de yaptklanimi anlamaya gayret ettim. Sonugta
ortaya cikan soylesi ve yazilar, yapitlann tamamlayici ve énemli bir parcasidir.
Her zaman, bir yapitta dile gelemeyen bir seylerin kaldigini digindrim.
Ciink{ her yaprt bir eksiltmedir; 56z ise ikinci bir eksiltme... Umarnm bunu
en az olabilecedi seviyeye indirebilmisizdir. Serginin adi olan: “Adi
Konmamis”, bu sdylesi igerisinde Iskender Savasir'in sarfettigi bir cimleden
dogdu. Yani serginin isim babasi o oldu.
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Soylesilerin sonuna, Feyyaz Yaman ve iskender Savasir'in yazdiklar
katalog yazilarini da ekledim; sevgili okur-izleyiciye bitlinlik sunmak
acisindan,

Bu kitapgikta, degerli sanat felsefecisi Ismail Tunali'nin *Ortemeyen”
isimli sergim igin “Bir Serginin Distndiirdiikleri” baslikl yazisina da yer
verdim. O zaman bu degerli yaziyi kataloga ekleme firsati bulamamistik-
bu ok énemli bir eksiklikti- ve ayrica séylesimiz icinde, o sergide yer alan
gahgmalardan da oldukga bahsedildi. Yazinin burada yer almasi, btinliik
agisindan da cok édnemli katk sagliyacakti.

Sonugta ortaya konan emek ve galismanin birikimi bdylesi bir yogunluga
ulaginca; Tirkive'de cagdas sanat elestirisi alaninda farkli bir Srnek
olusturmak amaciyla, kitaplastinimasina karar verildi. Benim de bu vesileyle

galigmada emegi gecen herkese tesekkiir edebilme firsatim dogmus oldu;

Feyyaz Yaman'a, Iskender Savasir' a ve degerli hocam Ismail Tunali'ya...

Nazan Azeri / Ekim 2010



Feyyaz Yaman

1955 Adapazan dogumlu. 1980'de Mimar Sinan Universitesi Guzel
Sanatlar Fakiltesi Resim bolim( Neset Giinal atdlyesinden mezun oldu.
Sanatgl, Grafiker ve “Kargi Sanat Caligmalar” nin yoneticisi ve
kurucularnindandir,

Iskender Savagir

1955 Ankara dogumlu. Hacettepe ve California Universitesi'nde psikoloj,
Kansas Universitesi'nde dilbilim egitimi gérdu. ik siirleri 1978 yilinda
Olusum ve Tirkiye Yazilan dergilerinde yayimlandi. Daha sonra yayin
yénetiminde de yer aldigi Toplum ve Bilim, Zemin, Defter ve McWorld
dergilerinde yazi ve siirleri yayimlandi. Bilgisayar Ansiklopedisi ve Ero
Cinsel Yasam Ansiklopedisi'nin yayin yénetmenligini, Sosyalizm ve
Toplumsal Miicadeleler Ansiklopedisi'nin yayin koordinatorligind yapt.
Imago ve lggéril psikoterapi merkezlerinde psikoterapist ve egitimci olarak
calisti; halen dzel psikoterapi pratigini strdlrlyor. iskender Savasir'in
Masaldan Sonra (Cumartesi, 1992) adli bir éyki kitabi ve Modernligin
Vicdani (Kanat, 2007) adl bir deneme kitabi bulunuyor. Diger
denemelerinden bazilarTutku (Metis,2000,1995), Kelimelerin Anayurdu
ve Tarihi, (Metis, 2000) dir. Bilgi Universitesinde Ggretim liyesi olarak
gorev yapmaktadir.



ismail Tunali

Prof. Dr. Ismail Tunali, 1923'te Silistre'de (Romanya) dogdu. Istanbul
Universitesi Felsefe BSIUmi'ni bitirdi, Viyana Universitesi'nde felsefe,
psikoloji, sanat tarihi doktorasi yapt ve felsefe profeséri oldu.

Viyana Universitesi kiirstistinde yer almis, Tiibingen ve Konstanz
Universitelerinde, Tarkiye'de de Mimar Sinan Glizel Sanatlar
Universitesinde, Marmara, istanbul, Yeditepe, Maltepe Universitelerinde
ve ayrica Bakii Universitesinde ders vermis olan ismail Tunali'ya, Avusturya
Devleti Birinci Dereceden Devlet Onur nisani ile italya devleti
Commemdatore bilyiik onur nisanlarini ve Mimar Sinan Universitesi
Onursal doktora payesi vermistir.

Gevirileri diginda yayinlanmis sanat felsefesi ve estetik (izerine
kitaplarindan bazilar; Felsefeye Girig (Altin kitaplar,2009), Grek Estetigi
(Remzi, 1983), Felsefenin Isiginda Modern Resim (Remizi, 1981, 2008 ve
Rh+ Sanat Yayinlar,, 2003), Marksist Estetik (Altin Kitaplar, 1993,
Kaynak,2003), Gagdas Filozoflar (Altin Kitaplar), Estetik (Remzi, 1989),
Estetik Begeni (Remzi,2010), Sanat Ontolojisi (Ist. Uni. Edebiyat Fak Yay.
1971), Tasanm Felsefesine Giris (Yrm, 2002), Yeni bir Resim Anlayisi
(Tanak, 1983).







lsmail Tunali

~eTiections on

an exhibition




Reintt A\
Al b \-unn.. y

g bit o




Ismail Tunall

Reflections on an Exhibition
(Profesor of Aesthetics Philosophy)
(Published in Geng Sanat Art Magazine, February 2009)

Nazan Azeri's exhibition titled “That Which Can Not Cover"” has an
interesting characteristic compared to a large scale of exhibitions that
range from art to antiart. This characteristic is mostly concretized in the
melancholy and pessimism evoked in the audience that view the paintings.

These large scale paintings, painted with acrylic on canvas, portray a
shredded woman's cloth spread over a tree and its droughty branches.
All paintings are named after this shredded clothing: “My Mother's
Wedding Dress”. These paintings, which constitute a minimalist work,
construct an architectural structure with its their black and white contrast,
and thus create a pictorial value. However, this minimalist structure
based on a tree with drought branches and a shredded clothing, lead us
to an intellectual and emational sub-structure.

A sub-structure where existence and non-existence is questioned.
Human beings add a world that pertain to themselves in order to be able
to grasp the world in which they live in and exist as such an existential
being. However, it is inevitable for existence to eventually go out of
existence. Nazan Azeri's paintings clearly aim to display, in a tangible
way, the conversion of existence to non-existance with the shredded
dress and the tree with its drought branches. A deep sensation of pain,
melancholy and pessimism accompanies this exhibition. \We experience
this pain and this drama of existence via Nazan Azeri's paintings with a
feeling of pessimism.

The reason for this drama is the great metamorphosis experienced in
the beginning of the 20th century in science and philosophy. M. Planck's
‘gquantum” and Einstein's "relativity' theories have shaken the concepts
that begun with Newton and shaped the logic of the modern age. In
philosophy, J.P. Sartre and Camus have displayed this impact as a
pessimist view of the world. When these are combined with Nietzche's
aphorism which claims that "God is dead', the European civilization based
on the existence of God moves towards pessimism with a great
breakdown.

We witness a reflection of this universal pessimist world view in Nazan
Azeri's paintings. This pessimism makes it harder for the audience to
create a rapport between themselvesfand paintings but it must also be
mentioned that it is also this pessimism that gives the paintings their
depth.
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