


,L would like to dedicate this catalogue to
lecturer Aylin Sézer who fell victim to femicide
on December 30, 2020 at 13:47 o‘clock.”

“Bu katalogu 30.12.2020 saat 13:47'de
femicite kurbani olarak oldurtlen
ogretim Uyesi Aulin Sozer’e ithaf ediyorum”



AZa0E
<Loker

Murder of a Mannequin
Bir Katlin Provasi
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Our online correspondence with Azade Koker that took place between Berlin-Istanbul
thickened around May. With the news of the curatorial support I will provide for the
preparation of Koker’s exhibition, which took place in Zilberman Istanbul in September
2021, I embarked on a comprehensive research on the artist’s practice and societal
gender issues that complements the framework of the exhibition. A visual that Koker
shared with me at the beginning of our dialogue must have taken a special place in my
memory, as it reappeared in my mind during our studies on the exhibition catalogue.

The above-mentioned image is the installation titled Red Stockings, created by hanging
more than a dozen blood-red pantyhose at different heights from the ceiling. The work
was displayed for the first time in the exhibition celebrating Azade K6ker’'s Darmstadt
City Honor Award in 1985. The exhibition title Installation Intensities Cultural Excursions
points to the importance of installation in Kéker’s productions of that specific period.
The examination of the title in detail brings the following notes: the art theoretical term
“installation” is applied to a specific intervention in an exhibition space, while “intensity”
refers to the compelling effect of object ensembles that initiate many questions and
thought processes in the audience. Finally, “cultural excursions can be thought of as a
reflection of the artist’s personal status as an artist of Turkish origin living in Germany
and her interest in the past and present of various cultures. This installation, in which
body abstractions fly into space, creates a light but striking effect with its forms caught
between existence and absence. Displayed in such context, there were two main points
that sealed Red Stockings in my mind: first, the title of the work evoked the reference
of an activist group, and secondly, this work is one of Azade Koker’s ‘“ready-made”™
installations that I have not seen before.

With its original title in German, Rote Strimpfe (Red Stockings) echoed the New York-
based Redstockings of the Women’s Liberation Movement. Founded in the United States
in January 19689, this radical feminist group chose the color red because it symbolized
the revolution. The members of the movement operated in a pro-women line with the
aim of raising awareness in society. Especially in the radical feminist movement that
started to rise in the 1970s, Redstockings organized protests with slogans such as “The
personal is political” and “Sisterhood is strong” which created a big influence around the
USA. The community aimed to break the taboos of silence with their protest movement
against the Miss America pageant and their stance defending the freedom of abortion.
Based on this historical example, I think that Azade Koker carried the radical feminism
approach that she referenced in her early productions to her works in the "Murder of a
Mannequin” exhibition. Likewise, the issue dealt within many of the sculptures in this
exhibition reveals the oppressive norms and policies reflected against women and their
bodies with a shocking attitude.

Another point where Red Socks provided an opportunity to delve deeper into Koker’s
practice was her choice of materials and technique, along with her view of the “ready-
made” installation tradition. The intensity of Azade Koker’s works draws strength from

the primitive, basic shapes and materials of her early voluminous and highly figurative
works. The artist’s use of materials in the production of art focuses on the elements of
earth, fire, water and air, which are one of the four main elements that make up the
ancient world. Artifacts created with these materials are the primordial core of clay,
which can only take its final shape together with the other three; When it is moist and
soft, it is fired and baked after air-drying. Following this process Koker started to explore
new forms of expression by using paper as a material in 1993. She abandoned volume,
mass, archaic forms, and abstractions. She obtained a copy of the original by molding the
form of objects in layers with transparent paper. Thus, a reflection of reality, or “ready-
made” production emerged. Forms shaped with this technique are released from their
massiveness and function as a container or shell. One gets confronted with the fact that
the essence that creates the form is present with both existence and absence. From her
first installations to her recent sculptures, the artist makes the tension between existence
and absence visible. For example, the work which was exhibited in Wolfsburg Palace in
Northern Germany in 1996, is one of the first examples of the artist’s installations that
reveals this tension.

The visual references of many of the sculptures we encountered in a “Murder of
a Mannequin” exhibition are obtained from mannequins. These are the patterns
determined to make the female body conform to the norms determined by the decision
makers outside of itself. Their expressions are passive. While creating these forms,
Koker molds a mannequin that is a replica of the female body. In other words, in the next
step of the technique we mentioned above, this time she makes a copy of the copy. In this
exhibition, unlike her previous works, we see that the artist reflects the dilemma of the
original and the copy of the work of art in her views on the issue of women. The tension
and disconnection between the reality of women and the images that are directed and
projected on the women come to the fore.

After a long hiatus, Azade Koker’s sculpture exhibition with the body brings to mind the
question of “Whynow?” Actually one would be aware of how critically art approaches the
puzzles of human existence in the world. I think this is particularly the reason why it is
necessary to look through the lens of an artistic production like sculpture, as it provides
a concrete and bodily confrontation, in order to consider fundamental social issues such
as women and gender. However; although women were depicted as an oppressed figure
in Ancient Greece, the goddess statues in museums glorify the female body as a surreal
form, idealizing the perception of gender. To reflect on these contradictions, “Murder of
a Mannequin” is a call to action that amplifes today's feminism, it's new vocabulary and
radical perspectives it has coined. Let’'s conclude with Koker’s question: “How is it that
‘women’ who were considered as slaves in Ancient Greece, get depicted as powerful and
idealized sculptural figures in the archaeological museums in Athens?”

*“Ready-made”is a term coined by artist Marcel Duchamp in 1916 to describe prefabricated, often mass-produced
everyday objects isolated from their intended use and elevated to the status of art.

Rote Striimpfe, 1998

"Clothes don't give you enough
protection, how easy is it to get
through to the victims exposed
smooth flesh."”

Elias Canetti (Wolfsburg Palace, 1996)
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Azade Koker ile Berlin-Istanbul arasindaki cevrimici yazismalarimiz Mayis ayinda
koyulastl. Kgker'in Eylil 2021'de Zilberman istanbul'da gerceklesecek sergisinin
hazirligina saglayacagim kiratéryel destedin haberiyle sanatcinin pratigi ve serginin
cercevesini dolduracak toplumsal cinsiyet hakkinda kapsamili bir aragtirmaya giristim.
Koker ile diyalogumuzun basinda benimle paylastig1 bir gorsel hafizamda ayri bir yer
etmis olacak ki sergi katalogu ¢alismalarimizda yeniden zihnimde belirdi.

Bahsi gecen gorsel, bir duzineden fazla sayida kan kirmizisi kulotlu ¢orabin,
tavandan asadi farkl ytksekliklerde sarkitiimasiyla olusturulmus Kirmizi: Coraplar
(Rote Striimpfe) baslikli yerlestirmeye ait. Eser; ilk kez Azade Koker'in 1985 uilinda
Darmstadt Sehri Onur Odilimi kazanmas: vesilesiyle acilan sergide gosterilmis.
Sergi bashgi Enstalasyon Yodunluklar Kiiltiirel Kesifler (Installation Intensities
Cultural Excursions) Xoker'in o dénemdeki Uretimlerinde yerlestirmenin 6nemine
isaret eden bir nitelikte. Bashigin daha detayl incelemesini yaparsak, sanat kuramsal
terimi “enstalasyon” bir sergi alaninda 6zel bir miidahaleye uygulanirken, “yoguniuk”
izleyicide ¢cok sayida soru ve diisiince stirecini baslatan nesne topluluklarinin zorlayici
etkisine atifta bulunuyor. Son olarak, “kultirel kesgifler”, sanatcinin Almanya’da
yasayan Turk asilli bir sanatci olarak kisisel durumunun ve cesitli ktltiirlerin gecmis
ve gindmuze olan ilgisinin bir yansimasi gibi distinilebilir. Beden soyutlamalarinin
mekana ucarcasina yaulldigi bu yerlestirme, varlik ve yokluk arasinda kalmis
formlarwyla hafif ama carpici bir etki yaratiyor. Bu baglamlarda sergilenen Kirmizi
Coraplart benim zihnime muhtrleyen iki temel nokta oldu: ilki eser bashgmnun
cagristirdidn bir aktivist grup referansi, ikincisi de bu eserin Azade Koker'in daha
once pek rastlamadigim “ready-made” yerlestirmelerinden biri olmasi.

Almanca orijiinal bashgyla Rote Strimpfe (Red Stockings) New York merkezli
Redstockings Kadin Ozgiirltik Hareketini (Redstockings of the Women’s Liberation
Movement) cagristirdl. Amerika’da Ocak 1969'da kurulan bu radikal feminist grup,
devrimi simgeledigi igin kirmizi rengini se¢mis. Redstockings Uyeleri toplumda
bilin¢ yiikseltme amaciyla kadmn yanlis: bir cizgide faaliyet gosterdi. Ozellikle 1970
ylllarda ytkselise gecen radikal feminist harekette Redstockings, “Kisisel olan
politiktir” ve “Kiz kardeglik gigludur” gibi sloganlarla eylemler dizenlemis, ABD'de
ozellikle ses getirmigti. Topluluk, Amerika Gizeli yarismasina karsi duzenledikleri
protesto hareketi ve kurtaj 6zgurligunu savunan duruslariygla sessizlik tabularini
ytkmayr hedefledi. Tarihteki bu drnekten hareketle, Azade Koker'in erken donem
uretimlerinde referans verdigi radikal feminizm anlagyisini “Bir Katlin Provasi”
sergisindeki eserlerine tasidigini dustiinidyorum. Zira bu sergide yer alan heykellerin
bircogunda islenen mesele, kadina ve bedenine karsi yansitilan baskici norm ve
politikalar1 sarsici bir tavirla gézler niine seriyor.

Kirmizi Coraplarin Koker'in pratigiyle ilgili daha derin bir incelemeye vesile oldugu
diger bir nokta malzeme segimi, kullandig: teknik ve “ready-made™ yerlestirme
gelenegine olan bakisi oldu. Azade Kéker’in yapitlarindaki yogunluk, erken dénem

hacimli ve oldukca figuratif yapitlarinin ilkel, temel sekil ve malzemelerinden gig
aligor. Sanatginin sanat Uretimindeki materyal kullanimi, dinyau olusturan dort ana
unsurdan biri olan toprak, ates, su, hava elementlerine odaklaniyor. Bu materyallerle
olusan eserler nihai seklini ancak diger ti¢ctyle birlikte aligor: rnegin kilin ilkel 6z{;
nemli ve yumusak haldeyken, havayla kurutulduktan sonra atese verilerek firinlaniyor.
Bu stirece takiben Koker, 1993 yilinda kagidi bir malzeme olarak kullanarak yeni ifade
bigimlerini kesfetmeye baslyor. Hacim, kiitle, arkaik bicim ve soyutlamalarini terk
etti. Saydam kagitla tabakalar halinde nesnelerin formunu kalibini ¢ikararak aslin
kopyasinu elde etti. Boylelikle gergegin bir yansimasi, ya da ‘“ready-made” uretimini
ortaya ¢ikardl Bu teknikle sekillenen formlar kitleselliginden ¢ikip bir kap ya da
kabuk iglevini gordd. Bigimi yaratan 6zun hem varlik hem yoklukla birlikte mevcut
olusuyla yuzlegilir. Sanatci ilk yerlegtirmelerinden yakin dénem heykel tretimlerine
dek varlik ve yokluk arasindaki gerilimi gérinar kilar. Ornegin Kuzey Almanya’'daki
Wolfsburg Sarayrnda 1996 uilinda sergilenmis eser, sanat¢cinin bu tansiyonu ac¢iga
cikaran ilk yerlestirme orneklerinden biridir.

“Bir Katlin Provas1” sergisinde karsilastigimiz heykellerin bircogunun gorsel
referansi vitrin mankenlerinden elde ediliyor. Kadin bedenini, kendi disindaki karar
mercilerince belirlenen normlara uygun hale getirmek tzere belirlenmis kaliplar
bunlar. ifadeleri pasif ve edilgen. Kéker bu formlar: olustururken kadin bedeninin
bir kopuyasi olan bir mankenin kalibini ¢ikargor. Yani yukarida bahsettigimiz
teknigin bir sonraki asamasinda bu kez kopyanin kopyasini ¢ikarigor. Bu sergide
onceki eserlerinden farkl olarak sanatcinin, sanat eserinin asl ve kopyasi ikilemini
kadin meselesiyle ilgili goruglerine yansittigini gortyoruz. Kadinin gercekligiyle ona
diretilen ve yansitilan imajlar arasindaki gerilim ve kopukluk 6ne ¢ikiyor.

Azade Koker'in uzun bir aradan sonra yeniden bedeni merkeze aldigi cogunluklu
heykel sergisi akla “Neden simdi?” sorusunu getiriyor. Aslinda sanatin, dinyadaki
insan varolusuyla ilgili bilmecelere ne denli sorgulayict yaklastiginu biliriz. Bence
bu nedenledir ki kadin meselesi gibi temel bir toplumsal konuya somut ve bedensel
bir ytzlesme icin heykel gibi bir sanatsal tretimden bakilmalidir. Bununla beraber,
Antik Yunan'da kadin ezilen bir figur olarak betimlenmis olsa da muzelerdeki tanrica
heykelleri kadin bedenini gergektstu bir form olarak yucelestirir, cinsiyetin algisini
idealize eder. Bu karsitliklar tzerine distnmek i¢in “Bir Katlin Provasy” bugunin
feminizmi, turettigi yeni kelimeler ve radikal bakig ac¢ilarini ¢codaltmak ve harekete
gegmek icin bir ¢cagri niteliginde. Koker’'in su sorusuyla bitirelim: “Nasil oluyor da
Antik Yunar'da kole kadar degeri olan ‘kadin’ Atina’daki arkeoloji miizelerinde gig¢li
ve idealize edilmis heykel figiirlerine dontstiyor?”

*“Ready-made” 1916 yilinda sanatgi Marcel Duchamp tarafindan, kullanim amacglarindan izole edilmis ve sanat stattisine
“ylikseltiimis” dnceden imal edilmis, genellikle seri Uretilen ginlik nesneleri tanimlamak igin icat edilmis bir terimdir.

Bir Katlin Provasi,
Murder of a Mannequin
Zilberman istanbul, 2021
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Alev Ozkazanc

I am happy to have met Azade Koker and her works on the occasion of her new exhibition
entitled Murder of a Mannequin. Azade Koker, who has already dwelled on women’s rights,
feminism and the female body in her previous works, focuses on the female body, violence
against women and child abuse in this exhibition. Through the striking works in the
exhibition, we are invited to face a reality that shakes us all deeply once again, and this time
through art. I would like to share the thoughts that this exhibition evokes in me, without
claiming any expertise in the field of art criticism.

The exhibition provokes many feelings and thoughts about the female body, violence against
women, child abuse, child brides, masculinity, marriage, and family. In the collages called
Father’s Day and Happy Father’s Day, we see images of perpetrators of violence against
women and children. The male representations here point to both sides of the masculine
power structure, both as a family man and as a symbol of power. In the first work, we are
struck by the piercing gaze of a girl behind a faceless male figure staring at us with a slight
grin. In the second, a “faceless” man, very similar to the first, is depicted with hand gestures
meaning ‘I haven’'t done anything bad.” Both paintings show us the ugly face of the power
provided by denial, lies, and impunity regarding masculine violence, as the expression of
the evil grin of power. These representations remind us how the general social and political
ground in which child abuse is shaped in todays Turkey. On the other hand, although a
man’s face or “facelessness” is prominent in these paintings, the look of the child at the
background is remarkable in the work entitled Happy Father’s Day. This shows us the bare
face of the truth behind, the abuse hidden in the family, no matter how much denied or tried
to be hidden. We also realize that in all the works in the exhibition, the figures with the gaze
that looks directly at us, judges us and expects a response from us, and invites us to action,
are only children’s faces.

In the works entitled Child Bride and Femicide, images of life and death appear
indistinguishably integrated. The bed-grave images are quite striking. Birth bed, cradle,
marriage bed, wedding dress, shroud and grave stand out as images that completely replace
and transform into each other. Such a clear combination of birth, life, marriage, and death
images opens the door to deep questions about the life and death of women. It shocks us that
the lives of women who are victims of masculine violence are represented by a bed that turns
into a tomb, or a wedding dress that turns into a shroud, and that they are ultimately crammed
into a black and narrow container. Moreover, it is worth considering that the dominant color
in the works in the exhibition is white, and that no other color other than black and red is
used. Thus, we are faced with the fact that women’s lives are reduced to death, marriage,
and sexuality, symbolized by the colors black, white and red. Violation of women’s right to
life, this reduction —this confinement, this bitter ending— is so harsh that even women’s
faces are erased. They don’t have names or IDs. They are reduced to barely selected bodies
in shrouded wedding gowns. Whiteness is everywhere, covering the life and the body of
women. Empty, volatile, giving a sense of meaningless lightness, whiteness appears before
us, on the other hand, transformed into the cruel reality of extinction and death.

In other works, we see strikingly what the barely-chosen bodies look like in shrouded
wedding dresses: fragmented, scattered, injured body parts fastened with wires; hands and
arms seem to be wrapped in white again. In the sculpture entitled Disintegration (Venus), a
white-gloved hand appears simultaneously as a bridal glove and an injured hand wrapped
in gauze. In another work, we see the same head completely wrapped in a white bandage. As
we look at these white-clad and scattered bodies, we once again imagine what violence does
to bodies. But there is much more to this than just the disintegrated and fragmented body
image. It is as if there is an image of violence that denies even the reality of the body. Because

the bodies seem to be erased and lost behind strange, uncanny whiteness. There are hidden  remicide, 2021

Femicide, 2021 (detail/detay)
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Pargalanma (Veniis)
Dekonstuktion (Venus), 2021
(detail/detay)

meanings that require a deeper reading in these representations, which emphasize clothing,
sheath, and envelope rather than the body itself. The body, which has a naked reality, gains
meaning by getting included in a social frame, a white sheath that represents marriage
and death at the same time. As we can see from Azade Koker’s previous exhibitions, the
relationship between the body and the dress is prominent in terms of representations of
femininity. Mostly clothes, and sometimes even the body itself, are treated as a container
or sheath, or a frame. So much so that women'’s clothing manifests itself as subjectivities
with a certain identity. The female body is always represented in an envelope, sheath —
lost, unrecognizable, in the social identity attributed to it and reduced to it, that is, without
identity. The title Fragmentation (Venus) refers precisely to this social position of women, the
social construction of gender. As a matter of fact, clothes, that is, social identities, do not fit
the body, even though they cover it, the body always stands in a void within them; thus, the
difference between clothing (sociality) and body is emphasized.

It is also necessary to think about the volatility, fragility, transparency, lightness, and sense of
emptiness that dominate the exhibition. This feeling is in stark contrast to the bitter reality
of violence and death. On the one hand, it points to the “ghostly” nature of their existence in
this world, as women’s lives, as well as their deaths, are not taken seriously. Neither bodies
nor lives in the volatility, easy destruction, fragility of their lives; neither identities nor faces
can show their presence.

Some images in Azade Koker’s other works produced simultaneously with the exhibition
Murder of a Mannequin lead us to complex feelings and thoughts about the life and death of
women. The first is the eyes of the children. They look directly at us, they judge us and call
us to action. They seem to represent the vitality of women, scattered, wounded, torn, before
they were wrapped in the white veil of sociality and reduced to a red lip. The second is the
goddesses of antiquity, whichIcan describe as controversial. When we look at the Herafigure
and the Snake Goddess figures, we see violence against women as a constant phenomenon
of thousands of years of patriarchy and we seem to be crushed under the weight of this
history. On the other hand, we realize the tension of patriarchy, women’s resistance, and
female power that cannot be destroyed despite everything. Perceiving patriarchy not as an
absolute power, but as a complex histarical process that includes women’s power, solidarity
and resistance leads us to be hopeful for the future.

One of the most powerful women in ancient Greek mythology, the chief goddess Hera, the
sister and wife of Zeus, opens up to multiple readings in this respect. Hera, who was raped
by Zeus and forced into a marriage known as the “Holy Marriage” is known as the protector
of marriage, women and births. But, the same Hera is very angry and vengeful and takes her
revenge on Zeus. Hera’s stance, in a wedding dress, red lips and volatile, seems to emphasize
the common destiny she shares with the other female bodies in the exhibition. Her eyes,
which seem to be tightly closed, make you think that she does not want to look and see
the horrific scenes of violence that have been repeated since antiquity. Or maybe those
squinted eyes are the expression of her growing anger. Also the snake goddess figures of
the Ancient Near East dating back to the Neolithic period express divine powers such as
fertility, health, healing, longevity, change, transformation, immortality, and rebirth. Snake
goddesses can be read as a source of healing and hope for resurrection for women who have
suffered violence. And when we consider that the snake symbolizes the connection with the
underworld and dark forces, and especially when we consider it in connection with figures
such as Medusa in Greek Mythology, or Eve and Lilith, women with snakes, we come across
the most terrible story of rape and femicide in the mythological world. We cannot help but
think about the origins of this hatred and fear of women. The beautiful Medusa, raped by
the sea god Poseidon and turned into a snake-haired monster by his wife Athena, is later

killed by beheading. Medusa, the daughter of the underground monster, uses snakes as an
arrow to take revenge on those who cursed her and turns those who look at her into stone. I
propose to interpret the snakes in the hands of the Serpent Goddess both as symbols of the
creative powers of women and resurrection, and as arrows directed at patriarchy. I hope that
this exhibition and other new productions accompanying it will contribute to the struggle for
women’s empowerment and liberation.

Schmerz, 2021

. Kadt tizerine karisik teknik
Mixed media on paper
35x55.5¢cm




Azade Koker ve onun eserleriyle, Bir Katlin Provast adli yeni sergisi vesilesiyle tanismis

B | r K at | | ﬂ p rO\/ a S | S e r | S olmaktan mutluluk duguyorum. Kadin haklari, feminizm ve kadin bedeni konularini énceki
calismalarinda da islemis olan Azade Koker, bu sergide kadin bedeni, kadina siddet ve
cocuk istismari konularina odaklaniyor. Sergide yer alan ¢arpici eserler araciligiyla hepimizi
derinden sarsan bir gerceklikle bir kez daha ve bu kez sanat araciligiyla ytizlesmeye davet
\/ e Z a e O e r | P ediliyoruz. Bu serginin bende uyandirdig: distnceleri, sanat elestirisi alaninda herhangi bir
uzmanlik iddiasinda bulunmadan paylasmak isterim.
Sergi, kadin bedeni, kadina siddet, cocuk istismari, cocuk gelinler, erkeklik, evlilik ve aile {;ﬁgﬁ,ﬁiﬁ;’ﬁf 2021
y a | n C O ﬂ e | l | \/ S k/ r hakkinda pek g¢ok duygu ve dugtnceyi kigkirtiyor. Babalar Gunu ve Babalar GUnu Kutlu
Olsun adli kolajlarda, kadina ve gocuga kargt giddetin faillerine dair imgeler gordyoruz.
Buradaki erkek temsilleri, hem aile babasi kimligiyle hem de glic sembolu olarak eril iktidar

yapisinin iki ytiziine igaret ediyor. ik eserde, yiizii olmayan ama hafif bir siritisla bize bakan
U Z ( r | q ( U 5 U ﬂ C ( ‘ r- bir erkek figiriniin arkasinda bir kiz cocugunun delici bakiglari bizi carpiyor. Ikincisinde

ise, ilkine ¢ok benzeyen “ylzstz” bir erkek, ellerini “ben ne yaptim ki’ anlaminda havaya
kaldirmis halde resmedilmis. Her iki resim, iktidarin pis sirtisinin ifadesi olarak, eril siddete
dair inkar, yalan ve cezasizhgin sagladidi gi¢ ve kudretin cirkin ytizind bize gosteriyor.
Bu temsiller; ginumuz Turkiyge’sinde ¢ocuk istismarinin icine yerlestigi genel toplumsal ve
siyasal zeminin nasil sekillendigini hatirlatiyor. Ote yandan bu resimlerde erkek ylizi ya
da “ylzsuzligu” one cikmis olsa da, Babalar GUnu Kutlu Olsun adli calismada arka plandan
bize bakan cocugun bakisi dikkat cekici. Bu bize, her ne kadar inkar edilse de, gizlenmeye
calisilsa da, gerideki gercedin, aile icinde gizlenen istismarin ciplak ytizinu goésteriyor.
Burada tim sergide yer alan eserlerde, bize dogrudan bakan, yargilayan ve bizden bir yanit
bekleyen, bizi eyleme davet eden bakisa sahip figtirlerin sadece cocuk ytizleri oldugunu da

Alev Ozkazang fark ediyoruz.

Cocuk Gelin ve Femicide adli iglerde, yasam ve olum imgeleri birbirinden auirt edilemez
bigimde butunlesmis vaziyette karsimiza ¢ikiyor. Yatak-mezar imgeleri oldukc¢a carpicl
Dogum yatagdi, begik, evlilik yatagi, gelinlik, kefen ve mezar, tamamen birbirinin yerine gecen,
birbirine donidgen imgeler olarak dne ¢ikiyor. Dogum, yagsam, evlilik ve dlim imgelerinin bu
kadar net sekilde birlesmesi, kadinlarin yasami ve dlimune dair derin sorgulamalara kapi
araliyor. Eril siddetin kurbani olan kadinlarin yasamlarinin, mezara donugen bir yatak ile, ya
da kefene donusen bir gelinlik ile temsil edilmesi ve sonugcta kapkara ve daracik bir kaba
tikistiriimis olmasi bizi sarsiyor. Dahasi, sergideki iglerde hakim rengin beyaz olmast, ayrica
sigyah ve kirmizi disinda baska hi¢bir rengin kullanilmamis olmasi da tizerinde disinmeye
deger. Boylece kadinlarin yasaminin siyah, beyaz ve kirmizi renklerle sembolize edilen,
olum, evlilik ve cinsellige indirgenmis oldugu gerceg@iyle yuzlesiyoruz. Kadinlarin yasam
hakkinin ihlali, bu indirgenmislik, bu kapatilmislik, bu act sonlanis o kadar sert ki kadinlarin
yuzleri bile siliniyor; adlar1 ve kimlikleri de yok. Kefene dontusmus gelinlikler icinde zar zor
segilen bedenlere indirgenmis haldeler. Beyazlik her yeri kapliyor; tim yasami ve bedeni.
Bog, ugucuy, anlamsiz bir hafiflik duygusu veren beyazlik, bir yandan da yok olug ve glumun
acimasiz gergedine donismus halde karsimiza ¢ikiyor.



Kefen-gelinlikler icinde zar zor secilen bedenlerin neye benzedigini ise diger islerde ¢arpici
bigimde gtriyoruz: parcalanmis, dagilmus, tellerle tutturulmus yarali beden parcalar bunlar;
eller ve kollar yine beyazlara sarilmis goruniyor. Parcalanma (Ventis) adli heykelde, beyaz
eldivenli bir el, ayni anda hem bir gelin eldiveni hem de sargi bezi ile sarilmis yarali bir el gibi
duruyor. Bir baska eserde ayni basi, beyaz sargi beziyle tamamen sarilmis olarak gortayoruz.
Beyazlara burinmis ve dagilmis-sacilmis bu bedenlere bakarken, siddetin bedenlere ne
yaphiginu bir kez daha tahayyul ediyoruz. Ancak burada dagilmis ve parcalanmis beden
imgesinden cok daha fazlasi1 var. Sanki bedenin gercekligini bile inkar eden bir siddet
imgesi s6z konusu. Cinku bedenler, tuhaf, tekinsiz beyazliklar ardinda silinmis, kaybolmus
gibi duruyor. Bedenden ¢ok, giysiui, kilifi, zarfi one ¢ikaran bu temsillerde daha derin
okumalar gerektiren anlamlar gizli. Ciplak bir gerceklige sahip beden, ayni anda evlilik
ve olumu temsil eden beyaz bir kilifa, yani toplumsal bir gerceveye dahil olarak anlam
kazanuyor. Azade Koker’in bundan énceki sergilerinden de gérdtigtimuz gibi, beden ile kilik-
kiyafet iligkisi, kadinlik temsillerinde belirgin bigimde 6ne ¢ikiyor. Cogunlukla kiyafetler,
hatta zaman zaman bizzat bedenin kendisi bir kap ya da kilif ya da bir gerceve olarak ele
alinmus. Oyle ki kadin kiyafetleri sanki kendileri belirli bir kimlige sahip 6znellikler gibi
tezahir ediyorlar. Kadin bedeni, hep bir zarf, kilif iginde sikismis, kaybolmus, taninmaz
halde, ona atfedilen ve indirgenmis oldugu toplumsal kimligi iginde, yani kimliksiz sekilde
temsil ediliyor. Parcalanma (Ventis) adi tam da kadinlarin bu toplumsal konumuna, cinsiyetin
toplumsal kurulusuna gonderme yapiyor. Nitekim kiyafetler, yani toplumsal kimlikler, bedeni
ortmekle birlikte tam oturmuyor, beden onlarin icinde hep bir boslukta duruyor; boylece
kiyafet (toplumsallik) ile beden farki vurgulanmis oluyor.

Sergiye hakim olan ucuculuk, kirilganlik, seffaflik, hafiflik ve bosluk duygusu tizerinde de
distnmek gerek. Bu duyguy, siddetin ve 6lumun aci gercekligi ile tam bir tezat olusturuyor.
Bir yandan, kadinlarin yasamlarinin oldugu gibi, élimlerinin de ciddiye alinmadigina, bu
dtinyadaki varliklarinin “hayaletimsi” niteligine isaret ediyor Yasamlarinin gelgecligi,
kolayca yok edilmesi, kirilganligi icinde ne bedenler ne de yasamlar; ne kimlikler ne de
yuzler varliklarini gosterebiliyorlarn

Azade Koker’in Bir Katlin Provast sergisiyle es zamanl Urettigi diger eserlerdeki bazi
imgeler; bizi kadinlarin yasam ve dlumleri hakkinda karmagik duygu ve dugtncelere sevk
ediyor. fiki cocuklarin gézleri. Onlar bize dogrudan bakiyor, yargiliyor ve eyleme cagiriyorlar.
Onlar, kadinlarin dadilmus, yaralanmig, pargalanmis, henidz toplumsalliin beyaz tultine
sariimadan, kirmizi bir dudaga indirgenmeden onceki canliliginu temsil ediyorlar sanki.
Ikincisi tartismali olarak nitelendirebilecegim islerden olan antik cag Tanricalari. Herafigtiri
ve Yilanl Tanri¢a figurlerine bakinca, bir yandan kadina giddeti binlerce uillik ataerkillik
tarihinin sabit bir olgusu olarak gériigor ve bu tarihin agirhig: altinda ezilir gibi oluyoruz. Ote
yandan, bugin oldugu gibi antik ¢aglarda da ataerkilligin barindirdig: gerilimi, kadinlarin
direnislerini, her geye ragmen yok edilemeyen kadin kudretini fark ediyoruz. Ataerkilligi
mutlak bir gug olarak degil, kadinlarin gictny, daganigmasini ve direniglerini barindiran
karmasgik bir tarihsel surec seklinde algilamak bizi gelecege dair umutlu olmaya sevk ediyor.

Antik Yunan mitolojisindeki en gii¢lt kadinlardan, Zeus'un ablasi ve esi olan bas tanriga Hera,
bu acidan ¢oklu okumalara agiliyor. Zeus tarafindan tecaviize ugrayan ve “Kutsal Evlilik”
olarak anilan bir evlilige zorlanan Hera, evliligin, kadinlarin ve dogumlarin koruyucusu diye
bilinir. Ama, ayni Hera, cok 6fkeli ve intikamcidir ve Zeus'dan intikamini alir. Hera'min durusuy,
gelinlikli, kirmiz1 dudakl ve ugucu hali, “Bir Katlin Provast” sergisinde yer alan diger kadin
bedenleriyle paylastigi ortak kaderini vurguluyor gibi. Stmsiki kapal gibi duran gézleri ise,
antik cagdan beri tekrarlanan korkunc siddet sahnelerine bakmak ve gormek istemedigini
dusunduruyor. Ya da belki de bu kisik gozler, giderek bilenen fkesinin ifadesidir. Neolitik
doneme kadar geri giden Antik Yakin Dogunun Yilanli Tanrica figirleri ise, bereket, saglik,

sifa, uzun yasam, degisim, dondgsum, o6lumsuzluk, yeniden dogus gibi tanrisal gugcleri
ifade ediyorlar. Yilanli Tanrigalar bir yandan, siddet goren kadinlar igin bir sifa kaynadi
ve yeniden dirilis umudu olarak okunabilir. Ote yandan, yilanin yeralt1 diinyasiyla olan
baglantiyl ve karanlik gugleri de sembolize ettigini disindigumuzde ve 6zellikle Yunan
mitolojisindeki Medusa, ya da yilanli kadinlar olan Havva ve Lilith gibi figurler ile baglantili
ele aldigimizda, karsimiza mitolojik dunyanin en korkung tecaviz ve kadin cinayeti
hikayesi ¢ikiygor ve kadin nefretinin ve kadin korkusunun kékenlerini de disunmeden
edemiyoruz. Denizler tanrisi Poseidon'un tecaviz ettigi ve karisi Athena tarafindan yilan
sacli bir canavara donusturtlen guzel Medusa, sonrasinda da kafasi kesilerek dldurulur.
Yeralt1 canavarinin kizi olan Medusa, onu lanetleyenlerden intikam almak i¢in yilanlar: bir
ok gibi kullanur ve kendisine bakani tasa cevirir. Yilanli Tanricaun elindeki yilanlari, hem
kadinin yaratici giiglerinin ve yeniden dirilisin bir sembolti hem de ataerkillie yoneltilmis
birer ok olarak yorumlamauyl oneriyorum. ‘Bir Katlin Provasi” sergisinin ve ona eslik
eden diger yeni uretimlerin, kadinlarin giigclenmesi ve 6zgirlesmesi micadelesine katki
sunmasini diliyorum.

Pargalanma (Venlis)
Dekonstuktion (Venus), 2021
(detail/detay)
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Vatertag- Ideen (Babalar Giinii), 2021
Tuval tizerine karigik teknik Tuval tizerine karigik teknik
Mixed media on canvas Mixed media on canvas
150x 130 cm

150x 130 cm
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Gocuk Gelin 11,2021

Kagit tizerine karigik teknik
Mixed media on paper

59 x 41.5 cm
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isimsiz, 2021

Kagt tizerine karigik teknik
Mixed media on paper
52.5x35.5cm
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Child Bride, 2021
Kagt, tel, epoksi
Paper, wire, epoxy
78x20x115¢cm




@ U .

"N

Peplos, 2021

Kagit, epoksi, tel, demir plaka
Paper, epoxy, wire, steel plate
45x25x 160 cm




Violence I, 2021
Kagit, epoksi, tel, demir plaka
Paper, epoxy, wire, steel plate
35x35x154cm







Pargalanma (Ventis) / Dekonstuktion (Venus), 2021
Kagit, epoksi, bakir, teldemir dokiim

Paper, epoxy, copper wire, steel moulding

80x 66 x 190 cm
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Violence Il, 2021
Kagit, epoksi, tel, demir plaka
Paper, epoxy, wire, steel plate
56 x 50 x 153 cm
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AZADE KOKER

\Vurder of

a Vv

annequin

Burcu Pelvanoglu

Azade Koker, who has been interested in subjects such as women, identity, gender, belong-
ing, anti-militarism, nature-culture tension as of the beginning of her art life, departs from
the concept of “femicide” which has become a major political problem not only in a specific
geography but all over the world in the twenty first century. The English word “femicide” and
the French word “feminicide” are made up of two different roots: the affix “fem-" of “feminine”
meaning female descendant and the suffix “-cide” meaning death. The word, which means
the death of a woman and translated into Turkish as “cinskirim” (not even “kadin kirim’),
was first used in 1992 in a research conducted by Jill Radford and Diana Russell. And some
sources say Serena Dandino, an Italian feminist, coined the term.

No matter who used the word femicide for the first time, it is explained in many languages
with reference to genocide (“soykirim’). It is used to emphasize that genocide, the voluntary
elimination of an ethnic origin, has been carried out against women throughout the history
of civilization. Femicide is defined as the farthest end of violence, ranging from psychological
violence to femicide along the line. It has a wide definition, ranging from a single man killing
a woman to a community or a state collectively killing many women. One of the main reasons
why femicide is not legally seen as an international crime against humanity like genocide is
argued to be in order to maintain patriarchal order and continue to silence women. The nor-
malization and non-punishment of all kinds of violence against women such as witch hunts
in the Middle Ages, honor killings, murders due to the institutional aspects of marriage, or
murders caused by birth/abortion, killing of transexuals and women at the socio-political
and educational level make “femicide” a political issue, manifesting itself as a discourse.

Violence against women, of course, is not regional: it is a universal problem. Azade Koker
carries out her production based on this universal problem, not based on women living in
this geography. However, the question that comes to my mind is how this matriarchal cul-
ture gradually disappeared due to the emergence of monotheistic religions while there was
amatriarchal culture in Anatolia in prehistory and in the first age. While seeking an answer
to this question, I would like to visit Giambattista Vico’'s theory. Vico speaks of a three-stage
cycle from the primitive state through which all “gentile” cultures passed, to high civilization:
religious, poetic, and prosaic.! The following aspect of Vico’'s theory, which states that these
three stages correspond to human nature in three different ways, is quite interesting. When
the religious, heroic, and human stages are completed, the cycle is repeated again (ricorsi)
with the return of barbarism. The fact that violence against women is experienced in its
most extreme form in every corner of the world in the twenty first century reminds me of
Vico’s theory of the return of barbarism.

In this exhibition, Azade Koker sets out from the concept of violence against women and fe-
micide. Patriarchal discourse is currently among the main issues that Azade Koker has been
dealing with since the beginning of her art life. Headless, transparent bodies with missing
body parts that she started to produce at the end of the 1990s and what Azade Koker has to
say on the body are worth remembering in this context. “The body is in a bad situation today.
It seems invisible if it is not complete. The body is designed as a specially invented anato-
mu. In fact, a fashion object that attracts the attention of the media. A transparent plate, a
reflective surface. It is desired as a doll, an object, something forbidden, alienated. It is these
boundary areas of active existence and active absence that are at issue in my work. The
body is everywhere and nowhere is as it should be.”

! Citation from Vico by Emrah Pelvanoglu, Tanzimat ve Metatarih: Namik Kemal'in Tarih Anlatilarinin Poetikasi,
Vakifbank Kultur Publications, Istanbul, 2018, p.43.

2 Kerstin Mey, “Azade Koker ile Soylesi: Beden Ozel Olarak icat Edilen Bir Anatomidir’, Bellek ve Olgek (Exhibition
Catalog), Prepared by Cem Ileri, Istanbul Modern Publication, Istanbul, 20086, p. 263.
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Femicide, 2021

(
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il/detay)

Azade Koker’s definition of the desired body as a fashion object, forbidden and alienated
has become a body which is desired to be murdered when we think of it with Vico’s theory
of return to barbarism. There is a return of barbarism through violence against women. It is
possible to read and evaluate Azade Koker’s works produced especially since the 2000s as a
continuation of a series. All the works in the exhibition consist of pieces, the forms of which
were taken from a paper mannequin. There is no cultural or individual reference of women
here. The mannequin (puppe) replaces and points to the human as an inanimate object repre-
senting the ideal female body today. Real women don't exist. Some former examples of Azade
Koker’s production are paper sculptures that are illuminated from inside in the “Body/Ego,
Body Memaory, Object/Subject” exhibition held on the occasion of the fifteenth anniversary of
Galeri Nev in 1999, and in the “Special Reports” exhibition in Berlin in 2000. It is possible to
see it in the transparent bodies it produces. Christina Lammer, who wrote the catalog text of
the exhibition in Berlin, evaluated the headless transparent bodies with missing limbs of the
artist within the frame of Freud’s theory by comparing them to empty dolls and stated that
Azade Koker touched the essence of existence.® With these installations, Azade Koker has
questioned both the existence of the body, the social norms that make it up, and the way it is
constructed. Bodies are transparent because the conditions of their construction are prob-
lematic; they are headless with missing limbs because they are attached to nowhere; they
are perfect because they want to be seen as such.

It is seen that the artist maintains a similar line in her works produced with paper forms
from the mannequins. Looking at the works that Koker has produced for this exhibition will
also make it easier to understand that all of her works follow a single line and that all works
reference each other from time to time with feedback.

“Disintegration (Venus)’ in the exhibition initially questions the concept of femicide with the
contradiction of the double name it carries. Venus, the ancient Roman goddess of beauty (her
name is Aphrodite in Ancient Greece), is associated with a violent concept, fragmentation.
This figure with multiple dresses is accompanied by another form reminiscent of Greek
columns. It is called Peplos. As we know, there were orders in Greek architecture and that
the Doric order was described as male. And here, a form reminiscent of a Doric column, a
masculine element is added to Venus, and it is Peplos. Peplos brings to mind male and female
figures made as tombstones in the archaic period of Ancient Greece. The clothed female fig-
ures were called kore, the naked male figures, which were supposed to reflect the ideal body,
were called kuros, and peplos was the name of the clothes on these female figures. The ideal
body was male; not female. While emphasizing the idea of solidarity and unity with multiple
figures put forward by all feminist theorists, the artist also strengthens the sense of violence
with the hands nailed to the sides of the figure. Koker’s use of paper also helps to understand
the fragility, transparency, and how open the subject is.

“Violence I” and “Violence II” also formally refer to Greek sculptures and thus to the male-fe-
male opposition that has been going on since Ancient Greece. This time, a head added from
the side to the body without limbs draws attention. This head, wrapped in bandages as
if coming out of surgery, immediately brings to mind the feeling of violence against wom-
en. The thin rusty wires protruding beyond the forms give a sense of uncanny, as well as
uniting with the concept of “Rhizome (root-stem)” that Azade Koker used in the “Entkettet/
Dissolution” exhibition at Project 4L in 2015. This concept used by Gilles Deleuze and Felix
Guattari seeks the source of things as a model for culture. On the other hand, rhizome forms
the semiotics of chains established by forms of power in the context of art, science, and social

3 Azade Koker: Special Reports, Installatioenen, Objekte, Ausstellung im Bildhauer-Foyer Constanze Pressehaus, April
19-June 30, 2000.

struggles. This is exactly how the women’s issue was established; it is a matter used by dif-
ferent forms of power. Referring to the rhizome, the chain in Koker’s “Dissolution” exhibition
turns into rusty wires overflowing from the form; and bandage turns into bleeding wound.

Pointing directly to the main concept of the exhibition, “Femicide” consists of a triple sculp-
ture installation. The human figures hidden by tulle fabrics placed in old solar panels that
look like coffin evoke death, the end, and time. The striking point of the figures placed in the
coffin-like space is red lips. Red lips clearly indicate that the victim is a woman.

Another sub-title that should be mentioned in violence against women is child abuse. Azade
Koker’s installation “Child Bride” and collages of the same name take us directly to this prob-
lem. While “Bride” is a photo-collage of a girl, in her collages entitled “New Ideas for Father’s
Day’ and “Happy Father’'s Day” there is a portrait of an older man with a hidden face, and
this person is the perpetrator of child abuse; may even be her father. The artist’s installa-
tion entitled “Child Bride” also lacks heads and limbs, just like other female sculptures. The
child’s disembodied wedding dress has turned into stone. While the way the wedding dress
is placed refers to the coffin and death, the babettes at the bottom of the wedding dress in-
crease the drama of the situation.

Works entitled “Hera” and “Snake Goddess” can be seen as studies that establish the histor-
ical framework by showing that the concept of femicide has existed since Ancient Greece.
Hera, who is both the wife and sister of the god Zeus in Greek mythology, can very well be
remembered as the first woman to be subjected to violence in the history of Western civiliza-
tion. According to the story in mythology, Zeus took the form of a small bird and came to Hera
on a winter day, shivering from the cold. Hera took pity on the bird and took it in her bosom.
With Hera’s compassionate gesture, Zeus shows his true face and tries to get his sister Hera
out of his bird form. Hera is a powerful goddess; she resists Zeus. However, when she realiz-
es that she cannot stop him, she accepts this relationship on one condition, marriage. During
the Minoan culture in Crete, men wore loincloths covering their shoulders and skirt-like
covers that covered their waists and on the other hand women were covered with full-length
dresses, the collars of these clothes were open to the navel holes and the chest areas were
left out. The presence of female religious officials in the Cretan culture and the depictions of
men and women doing the same work together in the frescoes lead historians and archae-
ologists to the idea that men and women had equal rights in society in this period, different
from the later Greek culture. In this context, the “Serpent Goddess” a feared and respected
goddess in Minoan culture, serves as a talisman both for the exhibition and for preventing all
forms of violence against women, which is valid all over the world. Could it be that the “Ser-
pent Goddess” is taking on the guardianship of women these days when Giambattista Vico’s
theory of return to barbarism is being experienced?

Rhizome, 2015
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A/ADE KOKER
Bir Katlin Provas

Burcu Pelvanoglu

Sanat yasaminuin ilk yillarindan itibaren kadin, kimlik, cinsiyet, aidiyet, anti-militarizm, doga-
kdltdr gerilimi gibi konularla ilgilenen Azade Kéker, bu sergisinde yirmi birinci ytizulda
sadece bir cografyada degil, neredeyse tim diinyada buiytik bir politik problem haline gelmis
olan “femicide” kavramindan yola ¢ikiyor. Ingilizce “femicide”, Fransizca “feminicide” sézcugu
iki farkli kokun birlesiminden olusuyor: Kadin soyundan anlamina gelen “feminine’in
-fem eki ile 6lum anlamina gelen -cide eki. Kadin 6limid anlamini tasiyan ve Turkceye
cinskirim (kadinkirim bile degil) olarak cevrilen sdzciik, ilk kez 1992 uilinda Jill Radford ve
Diana Russell'in yuruttikleri bir arastirma sirasinda kullaniimis. Kimi kaynaklara gore ise
kavramin sahibi ftalyan feminist Serena Dandino.

Femicide sozcugu ilk kez kim tarafindan kullanilirsa kullanilsin, bircok dilde soykirima
(genocide) atifla agiklaniyor. Bir etnik kokenin istemli bir bicimde ortadan kaldiriimasi
anlamina gelen soykirimin uygarlik tarihi boyunca kadinlara yonelik olarak yurutildiginu
vurgulamak Uzere kullaniliyor. Femicide, birucunda psikolojik siddetten diger ucundakikadin
cinayetlerine uzanan siddetin en ekstrem ucu olarak tanumlaniyor. Bir erkegdin tek basina
bir kadini dldiirmesinden bir toplulugun veya bir devletin kolektif bicimde bircok kadinin
olumune yol agmasina kadar uzanan genis bir tanimi mevcut. Femicide’in sogykirim gibi yasal
dtizlemde uluslararasi bir insanlik sucu olarak gérilmemesinin temel nedenlerinden biri,
ataerkil diizeni korumak ve kadinlari susturmay: strdirmek olarak gortltyor. Ortacag’da
yasanan cadi avlarindan, tdre ve namus cinayetlerine, evlilik kurumuna bagh olarak islenen
cinayetlere, dogum-kurtaj kaynakl cinayetlere, trans-kadin cinayetlerine uzanan kadina
kars1 her turli siddetin sosyo-politik dizlemde ve e@itim diizleminde normallestirilmesi,
cezalandirilmamasi “femicide” politik bir séylem olarak ortaya ¢cikarmis durumdadir.

Kadina yonelik giddet, elbette bolgesel dedil; evrensel bir sorun ve Azade Koker de bu
cografyanin kadinlarwygla degil bu evrensel sorundan yola ¢ikarak Uretimini gerceklestiriyor.
Ancak benim aklima tarih oncesinde ve ilk ¢agda Anadoluda anaerkil bir kUltur varken
semavi dinlerin ortaya ¢ikigsina da bagli olarak bu anaerkil kiltirtn giderek nasil kayboldugu
sorusu geliyor. Bu soruya yanit ararken de Giambattista Viconun bir kuramini hatirlayarak
onu da burada anmak istiyorum. Vico, tim “gentil” kiltirlerin gectigi ilkel durumdan yuksek
medeniyete dogru ti¢ asamali bir déngiiden sdz etmektedir: Dinsel (religious), siirsel (poetik)
ve diizyazisal (prosaic). ! Bu ti¢ asamanin insan dogasina dair ti¢ farkl bicimde tekabiil ettigini
belirten Viconun kuraminin su yonu ilginctir: Dinsel, kahramansal (heroic) ve insani asamalar
tamamlandiginda barbarligin geri dénistiyle dénginiin yeniden tekrarlaniyor olmasi (ricorsi).
Kadina yonelik siddetin yirmi birinci yizytlda dinyanin her kdsesinde en ekstrem bicimiyle
yasaniwyor olmast, Viconun barbarligin geri déntisi kuramini akla getirmiyor dedil.

Azade Koker, bu sergisinde kadina yonelik siddet, femicide kavramindan yola ¢ikiyor.
Patriyarkal soylem halihazirda Azade Koker'in sanat yasaminin basindan beri ilgilendigi
temel konular arasinda. 1990’1 yillarin sonunda tretmeye basladigi bassiz, organsiz, saydam
bedenleri ve Azade Koker’in beden tizerine sdylemi bu baglamda hatirlanmaya deger: “Beden
bugtin kéti bir durumda bulunuyor. Kendi olmaksizin gériilemezmis gibi gértiliiyor. Beden
Ozel olarak icat edilen bir anatomi olarak tasarlanmis durumda. Hatta medya araclarinin
dikkatini Uzerine ceken bir moda nesnesi beden. Saydam bir plaka, yansitict bir ytizeu.
Oyuncak bir bebek, bir nesne, yasak, yabancilasiimis bir sey olarak arzulaniyor. Benim
calismamda s6z konusu olan, etkin varligin ve etkin yoklugun bu sinir alaniarit. Beden her
yerde ve hicbir yerde olmast gerektigi gibi degil.”?

! Vico'dan aktaran Emrah Pelvanoglu, Tanzimat ve Metatarih: Namuik Kemal'in Tarih Anlatilarinin Poetikasi, Vakifbank
Kultur Yayinlary, Istanbul, 2018, s.43.

2 Kerstin Mey, “Azade Koker ile Stylesi: Beden Ozel Olarak Icat Edilen Bir Anatomidir”, Bellek ve Olgek (Sergi Katalogu),
Yay. Haz. Cem lleri, Istanbul Modern Yayini, Istanbul, 2006, s.263.
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Body Press, 2000

Bildhauer Foyer

Constanze Pressehaus, Berlin
Curator/Kurator:

Dr. Ralf F. Hartmann

Intime Space, 2000

Bildhauer Foyer

Constanze Pressehaus, Berlin
Curator/Kurator:

Dr. Ralf F. Hartmann
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Pargalanma (Veniis)
Dekonstuktion (Venus), 2021
Kagit, epoksi, bakir,

teldemir dokim

paper, epoxy, copper
wire, steel moulding
80 x 66 x 190 cm

Peplos, 2021

Kadit, epoksi, tel, demir plaka
Paper, epoxy, wire, steel plate
45 x25x 160 cm

Azade Koker'inmodanesnesi, yasak, yabancilastiriimis bir seyolarak arzulanan beden tanimy,
Viconun barbarhiga donts kuramini da hatirladigimizda, katli istenen bedene déntismus
durumda. Barbarhigin, kadina yonelik siddet tizerinden geri doéntsu soz konusu. Azade
Koker'in 6zellikle 2000’ler itibariyle uUrettigi calismalarini bir dizinin devami olarak okumak,
degerlendirmek muimkunddr. Sergide yer alan tim calismalar bir vitrin mankeninden kagit
malzemeyle formlart alinmis parcalardan olusmaktadin Burada kadinin kultirel ya da
bireysel bir referansi soz konusu degildir. Vitrin mankeni (puppe), giiniimiizdeki ideal kadin
bedenini temsil eden canli olmayan bir cisim olarak insanin yerine geger ve onu isaret eder.
Gercek kadin zaten yoktur. Azade Koker’in bu tavrinin 6n érneklerini 1999 Galeri Nev’in on
besinci kurulus yildontimii vesilesiyle diizenlenen “Beden/Ego, Viicut Bellek, Nesne/Ozne”
sergisinde yer alan i¢lerinden aydinlatiimis kagit heykellerinde ve 2000 yilinda Berlin'deki
“Ozel Raporlar” sergisi icin Urettigi saydam bedenlerde gérmek mumkundir. Berlin'deki
serginin katalog metnini yazan Christina Lammer; sanat¢inin bagsiz ve organsiz saydam
bedenlerini bos oyuncak bebeklere benzeterek Freud'un kuramiyla iliskilendirmis ve Azade
Koker’in varolusun 6ztne dokundugunu belirtmistir. 3 Azade Koker, bu yerlestirmeleriyle
hem bedenin varligini hem de onu olusturan toplumsal normlari, onun insa edilis bicimlerini
sorgulamistit. Bedenler saydamdir cinkd insa edilis kosullart sorunludur; bassiz ve
organsizdirlar ¢unkd hichbir yere bagh degildirler; kusursuzdurlar ¢tinkd dyle gorilmek
istenirler. Sanatginin bu sergi icin vitrin mankenlerinden kagittan formlar alarak urettigi
islerinde de benzer cizgiyi sirdurdigid gordlmektedir. Kokerin bu sergi icin urettigi
calismalara bakmak tim islerinin tek bir ¢izgi Gizerinde ilerledigini ve tim calismalarin
zaman zaman geri donuslerle birbirine referans verdigini de anlamau: kolaylastiracaktir.

Sergide yer alan “Parcalanma (Venus)” ilk basta ikili ismin barindirdigi celiskiyle femicide
kavramini sorgulatiyor. Antik Romanun gtizellik tanricasi olan Venis (Antik Yunan'daki
ismi Aphrodite’dir), siddet iceren bir kavramla, parcalanmayla yan yana aniligor. Coklu
elbiseli bu figlre Yunan sttunlarint andiran bir form daha eglik ediyor. Bunun adi Peplos.
Yunan mimarisinde nizamlarin oldugunu, Dor nizaminin da erkek olarak nitelendirildigini
hepimiz biliriz. Burada da Vents’e bir Dor sitununu andiran bir form, bir eril unsur
katiligor; Peplos. Peplos, Antik Yunan'in arkaik déneminde mezar tasi olarak yapilan kadin
ve erkek figurlerini akla getiriyor. Giyinik olan kadin figirlerine kore, ¢iplak olan ve ideal
bedeni yansittigi varsauilan erkek figurlerine de kuros denmekteydi ve peplos da bu kadin
figlirlerinin tizerindeki giysinin adwydi. ideal beden kadina dedil; erkege yakistirilgordu.
Sanatg, coklu figur ile tim feminist kuramcilarin 6ne stirdtigid dayanisma ve birliktelik fikrini
one cikarirken figiridn yanlarina civilenmis ellerle de siddet duygusunu kuvvetlendiriyor.
Koker'in kagit malzeme kullanmasi da kirilganidi, seffafligl ve konunun aslinda ne denli
acik oldugunu anlamaya yardimci oluyor.

“Violence I ve “Violence II", yine bigimsel olarak Yunan heykellerine ve dolayisiyla ta
Antik Yunan'dan beri suregelen kadin-erkek karsitligina gonderme yapiyor. Bu kez
uzuvlarl olmayan goévdeye yandan eklenmis bir bag dikkati ¢ekiyor. Ameliyattan ¢ikmis
gibi bandajlarla sarili olan bu bag kadina yonelik siddet duygusunu hemen akla getiriyor.
Formlarin digina tagan ince pasli teller, bir tekinsizlik hissi verdigi gibi Azade Kéker’in 2015
yilinda Proje4l’de actigi “Cozulis (Entkettet/Dissolution)’ sergisinde kullandigi kavramla
da birlesiyor: “Rhizome (kok-sap)’. Gilles Deleuze ve Félix Guattari tarafindan kullanilan
kavram, kultur icin bir model olarak geylerin kaynagini arar. Diger taraftansa rhizome,
sanat, bilim ve toplumsal mucadeleler baglaminda, iktidar bigimleri ve kosullar nedeniyle
kurulmus olan zincirlerin semiyotigini yapar. Kadin meselesi de tam boyle kurulmusg; farkli
iktidar bicimleri tarafindan kullanilmig bir meseledir. Koker'in “Cozulus” sergisindeki

3 Bkz. Azade Koker: Ozel Raporlar, Installatioenen, Objekte, Ausstellung im Bildhauer-Foyer Constanze Pressehaus,
19 Nisan - 30 Haziran 2000.

zincir, thizome’a gonderme yaparak burada formdan tasan pash tellere donisur; bandaj
ise kanayan yaraya.

Serginin ana kavramina dogrudan igaret eden “Femicide”, U¢li heykel yerlestirmesinden
meydana gelmektedir. Eski gunes panelleri icine yerlestirilmis ve tul kumasglarla varliklari
gizlenmis insan figurleri, gines panellerinin tabutu cagristirmasi nedeniyle 6limu, sonu,
zamani ¢agristirmaktadir. Tabuta benzeyen mekana yerlestirilen figurlerde dikkati ¢ceken
nokta, kirmizi dudaklardir. Kirmizi dudaklar, kurbanin kadin oldugunu agik bir bigimde
gGsterin.

Kadina yonelik siddette deginilmesi gereken bir alt baslik da ¢ocuk istismaridir. Azade
Koker’'in sergide yer alan “Cocuk Gelin” yerlestirmesi ve ayru isimli kolajlar: bizi dogrudan
bu soruna gotirmektedir “Gelin’, bir kiz ¢ocugunun foto-kolajiyken “Babalar Gunu icin
Yeni Fikirler” ve “Babalar Gunu Kutlu Olsun” isimli kolajlarinda ytzu gizli, yas1: buytk bir
erkek portresi yer almaktadir ve bu kisi, cocuk istismarinun failidir; hatta belki de babasidir.
Sanatcinin “Cocuk Gelin” isimli yerlestirmesinde de tipki diger kadin heuykellerinde
oldugu gibi bag ve uzuvlar bulunmaz. Cocugun bedensiz gelinligi tags kesmistir; gelinligin
yerlegtirilme bigimi yine tabuta ve dlume gonderme yaparken gelinligin dibinde yer alan
babetler, durumun dramatikligini arttirmaktadir.

“Hera” ve “Yilanli Tanriga” isimli ¢calismalar da femicide kavraminin Antik Yunan'’dan beri
var oldugunu gostererek tarihsel cerceveyi kuran calismalar olarak gorilebilit. Yunan
mitolojisinde bastanr1 Zeus'un hem esi hem de kardesi olan Hera, Bati uygarhig: tarihinde
siddet goren ilk kadin olarak pekala anilabilir. Mitolojideki dyktye gore, Zeus kugc¢ik bir
kus formuna girer ve bir kis gind soguktan titreyerek Hera’nin yanina gelir. Hera kusa acir
ve onu koynuna alir. Heramnin sefkatli hareketiyle birlikte Zeus gercek ytiztini gosterir ve
kus formundan cikarak kiz kardesi Hera'ya sahip olmaya calisit. Hera guicld bir tanricadir;
Zeus'a direnir. Ancak onu durduramayacadini anlayinca bir sartla bu iliskiyi kabul eder,
evlilik.. Minos kilttrine ait Yilanl Tanriga ise, bunun tam karsisina konabilir. Girit'te Minos
kalttrtnin egemen oldugu donemlerde erkekler omuzlarini érten pestamallar ve bellerinden
asagiyr orten eteklik benzeri ortiler giyerler; kadinlar ise boydan elbiseler ile érttindrdd,
bu giysilerin yakalar gobek deliklerine kadar acik olur ve gogus bélgeleri disarida kalirdi.
Girit kultirtinde kadin din gorevlilerinin olmasi ve giin ytizine ¢ikarilan fresklerde kadin ve
erkeklerin birlikte ayni isleri yaparken betimlenmeleri tarihci ve arkeologlari, bu donemde,
sonraki Yunan kultirtnden farkli olmak tzere, erkek ve kadinlarin toplumda egit haklara
sahip oldugu disincesine yoneltmektedir. Bu baglamda Minos kiltirinde korkulan, saytlan
bir tanriga olan “Yilanli Tanriga” hem sergi icin hem de tim dinyada gecerli olan kadina
yonelik her tur siddeti dnleme hususunda bir tilsim niteliginde yer aligyor. Giambattista
Vico'nun barbarliga donis kuraminin birebir yasandigi bugiinlerde “Yilanl Tanriga” kadinin
koruyuculugunu ustleniyor olabilir mi?

Peplofora, Neo-Attic,
50 BC to 50 AD, marble
Galleria Borghese
Rome, Italy
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Femicide, 2021

Giines paneli, kagit, pamuk, tiil

Found solar panel, paper, cotton, tulle

3 pieces / adet; 198 x 35 x 34 cm, 166 x 40 x 40 cm,
166 x 42 x 40 cm
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—raming the
UNnspeakanle

CW.: sexual violence,
domestic abuse

Rebekka Endler

I received images of Azade Koker’s latest work during my summer holiday in France, while tak-
ing a picture of a terribly run down public toilet in Brest to share on Instagram. The folder down-
loaded, I flipped through the photos Koker had sent and a few seconds in, I had to put my phone
down. See, posting pictures of disgusting public toilets to prove my point about patriarchyis one
thing. I can do that while I'm on a family vacation, I can talk to my six year old daughter about
how women, transexuals, non-binary folks and elderly people are systematically disadvantaged
when it comes to taking care one of nature’s most pressing callings in public. And how since the
beginning of the history of canalization the dominance of cis menl has been built into public ar-
chitecture, one example being in the form of missing public toilets. That is easy for me, the om-
nipresence of everyday patriarchal design is my beat, if you will. Talking about femicides is not.

One glance at Koker’s work left me with absolutely no doubt about what I was looking at: An
artistic expression about an almost unspeakable crime. That, I cannot take a snappy picture of
and share on Instagram, I cannot have a conversation about with my six-year old while strolling
beautiful french avenues and yet femicides are a concealed reality we all live with; they too
are part of the structural patriarchal design that surrounds all of us. One that deserves to be
front and center of the political, philosophical and artistic discourse, yet one that we are going
through great lengths to avoid talking about. Why is that?

In order to talk, we need vocabulary, so let’s start with words. “Femicide.” Only recently, has the
term “Femizid” been used outside of feminist academia in Germany, and is still very hesitantly
introduced in media reports about the very thing that it names: The murder of a woman by a
man out of misogynistic motives, caused by a patriarchal society. The United Nations has been
calling femicides a “shadow pandemic” for years now, but like the name would imply, it mostly
takes place hidden from the light of the public.?

In 2011, I spent a full year as a student research assistant in a criminological research institute,
and not once did I come across the term “femicide.” It wasn't part of our daily vernacular. Ironi-
cally, one of the studies I was assigned to, looked into the phenomenon of “Ehrenmorde” (‘honor
killings’) in the German media - which is very much about mostly men killing mostly women.
And yet framing some deeds as “Ehrenmord” gives the incredibly convenient effect of casting
the murder of a woman as something that happened outside of our society and culture, as it is
vocabulary applied only when the offender (and the victim) has a background of migration, or
is identified by the media as a muslim. A woman has been killed, but thank God, it was done
by a man, who is not one of us. It's “their culture,” “their mentality,” “their values,” and therefore
the problem can be taken care of by simply getting rid of “these men.” Just like taking out the
trash. The outrage about these murders generally spikes quickly and it’'s only a matter of hours
before groups and political parties of the (extreme) right start instrumentalizing the news for
their agenda, which is usually something about failed integration and incompatible values. The
muslim offender is cast as the reason we should close borders, or deport people into unsafe war
zones. While the muslim woman needs to be protected and freed from the shackles of the mi-
sogynistic culture she is forced to abide by. Where I would agree, that certain groups of people
need our protection more than others and muslim women and muslim LBGTQI people among
them because they are marginalized and discriminated against, I would also argue that the
murderer of a woman sadly fits very well into our culture and society already. Killing women is
as much part of our society as it is in any patriarchal society. So, let’s take a look at that.

There is “Ehrenmord” on one side and there is “Beziehungstat” (relationship deed) on the other.

1 “Cis” describes a person whose gender identity matches their sex assigned at birth. So a person who was born with
a penis and who also identifies as a man, is a cis man.

2 The term pandemic was used, even before we had a COVID-19 pandemic, which, by the way, made the spread of the
femicide pandemic worse.
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When white, presumably non-muslim men kill women they were at some point involved with,
the media is a lot less interested3. Yet, we have a variety of misleading labels for these murders:
“Liebesdrama” (love drama), “Eifersuchtsdrama’ (jealousy drama) or “Familientragodie” (family
tragedy, usually used when kids are amongst the victims). Apart from “drama” and “tragedy’ im-
plying a spectacle of Greek mythological proportions. Also note, that unlike in the “honor killings”,
where the motive is to be found in an alien system of values that obviously differ very much
from ours, the motive for any of these “relationship deeds” can be found in the relationship itself
—which is, again, a very convenient way to shift blame from society to the woman, whom after
all, were at some point engaged in some kind of relationship with the offender: a man who end-
ed up killing her. As for the specific reasons —take a pick: “because she left him,” “because she
rejected this love,” “because she took the children away,” “because she was seeing another man,”
“because she confided the abuse to someone.” The fact that these motives reflect the same kind
of patriarchal entitlement and ownership over a woman and her life as the so called “honor kill-
ings”is masked by words. As is its ubiquity simply by being framed as something that happened
within the relationship of a man and a woman and is therefore essentially their business. Bad
luck and poor knowledge of human nature on the victims’ part. Definitelynot society's business4
even though the data would suggest otherwise. In Germany every single day a man tries to kill
his wife, girlfriend, partner, ex partner, and in 2019 every three day a woman was murdered. In
2020, statistics say, almost every day a man killed a woman known to him. Home is the most dan-
gerous place for women and children and we have yet to declare domestic violence and abuse
as a structural problem and the public health crisis. Because those who claim to be so interested
in the safety and well-being of women then theyre framed as “honor killings” do nothing to fight
domestic abuse and help people get the help they need. No protection, no prevention.

The third murder type in this collection is one most are aware of: The murder of women by
strangers. They happen, no question. In fact, not knowing Koker had dedicated previous work
to Pippa Bacca,5the story of her gruesome murder was one of the first associations I had looking
at Koker’s latest work. It is, if I may be blatant for a bit, a femicide in its most random and there-
fore most useful form: an innocent woman or child killed by a complete stranger.6 This is the
type of femicide that will stick with you beyond new cycles, the one that shakes you to the caore,
because you evidently think: Could this be me?7 Well, yes, it could be you. It could be me. But
the probability of this happening to either one of us is statistically slim compared to the space
these crimes are taking up in the public perception. This phenomenon is called the moral panic
of “Stranger Danger” and there are a few reasons worth looking into in order to understand how
the narrative of this type of femicide works in the interest of a patriarchal society. For one, there
is the randomness of the act, which makes it seem like an imminent threat8 Us humans are
very bad at assessing risks. This is made worse by our culture, which has been telling the same
stories as cautionary tales for hundreds of years. Think of Little Red Riding Hood, who went into
the forest all by herself, didn't listen to the advice of figures of authority and ended up being
conned into trusting the walf, just to be eaten alive by him. It's the big bad waolf, it's the boogeuy-

3 Since it's not as obvious how to use them for political gain. Notable exception: Either the victim, or the offender, or both
are famous, then of course it's newsworthu.

4 Same things goes for a history of mental illness, which seems to account for femicides and killing sprees as long as
the offender is white and non-muslim. These are the typical “Einzelfdlle,” “single cases” —move along, nothing structural
to see.

5 The Italian artist was raped and murdered by a Turkish man in 2008 just a few kilometers from this gallery, while
hitchhiking her way from Italy to Jerusalem in a wedding dress.

6 As if any of the other victims were any less innocent because of “men they chose to be involved with” “men they chose
to not be involved with”, “life choices not supported by the family”

7 As if the other victims had had it coming, because they engaged in risky behavior.

& Qur brains are wired in a way that lets us overrate the likelihood of a potentially very scary, very rare incident
(the danger of being murdered by a stranger), whereas a common but potentially equally dangerous event will be
downplayed (the danger of getting killed in a car crash).

man, or —less metaphorical but very present in contemporary children’s books— the strange
man with the lollipop lurking from a dirty white mini van. These stories are advice to potential
victims on how to act in order to not become a victim. They make a false connection between
the victims behavior and the likelihood of violence happening to them. You can connect the
dots between the wolf in The Little Red Riding Hood and the monsters, psychopaths and other
creatures harassing teenagers in slasher movies such as Friday 13th, Halloween, Scream and so
on. And the appeal to the patriarchal society is clear and simple - womeng, teens, children: this
is a dangerous world full of evil, “you ought to be careful, stay on the path we made for you and
be aware of danger everywhere and at all times.” Another similarity of these cautionary tales to
the “honor killings” is that “evil” always comes from the outside, it is not part of the society, “evil’
simply can’t be part of a civilized society, because what would it mean, if it actually was part of
us? It would certainly invite a discussion long overdue. We must consider the “Stranger Danger”
phenomenon as a patriarchal tool, as one of the tools of those in power to be able to maintain and
expand control and interpretive authority over public space. In Little Red Riding Hood it's the
hunter who takes justice into his own hands and reestablishes the world order by killing the
wolf and rescuing the two damsels in distress, a grandmother and her granddaughter. We are
all taught: The hunters, fathers, husbands, brothers, uncles, policemen... these are the good guys
who protect us. Their power must be preserved, not questioned. Evil is externalized, because
nothing suppresses better than the great fear of the evil unknown!

Back to the vocabulary. The fact that even outside feminist academia we are now slowly start-
ing to talk about “femicide” as a global problem and something that is part of our society has to
be credited to feminist activists, mostly from Middle and South America, who claimed the term
“Feminicidio” in the early 2000s and put it into the center of public discussion. It doesn’t seem
like such a big step, but having a name for a global problem that is costing thousands of lives,
because it isn’'t addressed properly is the first step to having these conversations.

I, myself, started using the term more often, as I started to understand the structural element of
femicides I was never taught in school, nor in university. A few months ago, during the second
public reading of my book, back when it was all still new and unrehearsed, I spontaneously
decided to read a footnote out loud. I am not sure what exactly came over me, but while read-
ing about the so called “Garden of Women” a special part of a cemetery in Hamburg dedicated
to remembering the lives of women, who would otherwise be forgotten, I burst into tears. The
sentence was about Christel Klein, who was killed by her abusive ex-husband in 1981 and the
footnote included the info that this man was released from prison after five years and proceed-
ed by killing his next girlfriend, before committing suicide. None of this was new to me, I was
the one who researched it and who wrote the text including the footnote, but there was some-
thing about hearing myself say the words out loud. The atrocity of the crime and the fact that
this man was able to commit it twice, because society let him, hit me hard. I was overwhelmed
byoutrage and sadness and cried in front of more than 50 people in the audience and more in a
live stream. While the next dayI was still trying to process whether I should feel embarrassed
about my emations, I got a message from a person who had seen it online and it simply read: I
don’'t understand why we all don't cry about this all the time.

So, the discomfort you may feel when viewing Kodker’s work, which may feel almost like an in-
trusion into your space, time, and thoughts, is not yours alone. I felt it when I first looked at the
photographs of the works while on vacation, and I feel it now as I write these lines. The suffer-
ing and killing of women and transexuals, inter and non-binary people bymen in a misogynistic
society that is ours becomes sorely apparent to us at this very moment.

9 Trans, inter, and non-binary people rarely appear in fairy tales and other stories because they are not thought of by
mainstream society, but the appeal is of course to them as well.
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Konusulmayan
Cercevelemek

Icerik Uyarisi: cinsel siddet,
hane ¢l Istismar

Rebekka Endler

Azade Koker’in son calismasinin gorsellerini Fransa’da yaz tatilindeyken gérdim. Brest'teydim,
pislik icindeki bir umumi tuvaletin fotografini ¢cekip Instagram’da paylasacaktim. O esnada
gelen klasord indirdim, Kéker’in génderdidi fotograflara birkac¢ saniye baktim ve daha fazla
dayanamayip ekrani cevirdim. Goriyorsunuz, ailemle tatildeyken ataerkiyle ilgili bir gérisimi
belirtmek Gizere igreng bir umumi tuvaletin fotografini paylasmak zor degil. Altiyasindakikizima,
doganin en acil cagrisi olan tuvalet ihtiyacini kamusal alanda gidermek konusunda kadinlarin,
transeksuellerin, ikili cinsiyet rejimi disindaki kimliklerin ve yasllarin sistematik olarak nasil
dezavantajli kilindigini anlatmaya gelince bunu da yapabiliyorum. Kanalizasyon tarihinin
basindan buy ana cis! erkeklerin kamu mimarisindeki tahakkimind de gayet iyi biliyorum ki
bunun bir 6megi de umumi tuvaletlerin eksik olmasi. Bunlar kolay bana. Karsimiza her yerde
¢ikan gundelik ataerkil tasarimlar benim kalemim diyebilirim. Fakat kadin cinayetleriyle ilgili
konusmalk, iste o degil.

Koker'in iglerine bakar bakmaz neyle kargi kargiya oldugumu anladim. Hakkinda neredeyse
tek kelime edilemeyecek bir sug¢ hakkinda sanatsal bir ifade. Bunun sak diye fotografini cekip
Instagram’a atamam. Guzelim Fransiz caddelerinde dolagirken alti yasindaki kizima bundan
bahsedemem. Halbuki kadin cinayetleri hepimizin icinde yasadigi gergekligin ve yine hepimizi
cepegevre saran yapisal ataerkil tasarimuin gizli bir pargasi. Siyasi, felsefi ve sanatsal sdylemin
gobedinde olmasi gereken, ne var ki Uzerine konusmamak icin deveye hendek atlattigimiz bir
mesele. Pekineden bdyle?

Konusmak igin dile ihtigacimuz var, oyleyse sozciklerle baglayalim. “Kadin cinayeti” Bu
kelimenin Almanuya’da feminist akademi diginda kullanilmaya baslamasi ¢ok yeni. Hatta
basinda ¢ikan haberlerde, bir erkegin bir kadini ataerkil toplum diizeninden kaynakl kadin
dismanligl nedeniyle dldurmesi anlaminda yerli yerince kullanuldigini nadiren goruyoruz.
Birlesmis Milletler kadin cinayetleri icin uzun yillardir “gizli pandemi” tabirini kullanuyor, ad:
ustinde toplumun nazarinda bir tirld gérinir olamayan, gizli bir sorun.?

Bir su¢ arastirma enstitistinde arastirma gorevlisi olarak tam bir yil ¢alistigim 2011 senesi
boyunca “kadin cinayeti” ifadesiyle bir kez bile karsilasmadim. Bu ifade giindelik dilimize girmis
degildi. froniktir ki bana verilen calismalardan biri, Alman basininda yer alan ve neredeyse
timy, erkeklerin kadmlar oldurdigt vakalardan ibaret olan “Ehrenmorde” yani “namus
cinayeti” olgusunu incelemekti. Tabii birtakim eylemleri “namus cinayeti” diye sunmak, insana,
bir kadinin éldirtimesini toplumumuzun ve kiltirimizin disinda gergeklesen bir olay gibi
gorme konusunda miithis bir rahatlik saglhyor. Ne de olsa bu tabir basin dilinde suclunun (ve
kurbanun) géc gecmisine sahip veya misliiman oldugu anlamuna geliyor. Bir kadin dldirdlmus
ama neyse ki dldtiren adam bizden biri degil. Onlarin kulturs, zihniygeti, degerleri bdyle. Demek
ki sorunu ¢ézmek icin “bu heriflerden” kurtulsak yeter. Tipki evden ¢dp atar gibi. Bu cinayetlerin
yarattigji infial genellikle cabuk séniimleniyor. Ote yandan (asiri) sag partilerin ve cevrelerin stz
konusu haberi alip gégmenlerin toplumla bttiinlesemedidi veya benzer degerlere sahip olmadigi
gibi basliklar tizerinden kendine mal etmesi yalnizca birkac saat stirtiyor: Suclunun musliman
olmasi smnirlarit kapatmanin veya insanlarn sinur disi ederek guvensiz savas bolgelerine geri
gondermenin bahanesi haline geliyor. Halbuki yapilmasi gereken musliman kadini korumak
ve itaat etmeye zorlandig1 kadin dismani kiltirin prangalarindan kurtulmasini saglamak.
Marjinalize edildikleri ve ayrimciiga ugradiklar igin musliman kadinlar ve musliman
LBGTOI bireylerin de icinde bulundugu belirli gruplarin digerlerinden daha cok korunmaya
ihtiyac duyduguna katihiyor olmakla birlikte, kadin cinayeti mefhumunun kdltirimize ve

1“cis” tabiri cinsiyet kimligi dogustan atanan biyolojik cinsiyetle uyusan kisiler i¢in kullanilit. Dolayisiyla penisle dogan
ve kendini erkek olarak niteleyen kisi « cis » erkektir.

2 Pandemi ifadesi COVID-19 pandemisi ¢ikmadan ¢nce kullaniimaya baglamistl. Bu arada COVID-19 kadin cinayeti
pandemisinin daha da yayllmasina neden oldu.
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Babalar Giini, 2021

Kagt tizerine karisik teknik
Mixed media on paper
50.5x 38 cm
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toplumumuza ne yazik ki pekala uydugunu sdylemeden edemeyecegim. Kadin cinayetleri her
ataerkil toplumda oldugu kadar bizim toplumumuzda da mevcut. Oyleyse bir bakalim neymis.

“Namus cinayeti” ve “tarudik cinayeti” (iliski ici cinayet) diye iki ayri ifade var. Misliiman olmayan
beyaz erkekler, o veya bu sekilde bir minasebetleri olan kadinlar: 6ldirdiginde basin bununla
¢ok daha az ilgileniyor: Bu gibi cinayetlere “ask drami’, “kiskanclik drami” veya ¢ocuklar da
kurban gittiyse “aile trajedisi” gibi gegitli yaniltici etiketler takiligor: “Dram” ve “trajedi” ifadeleri
Yunan mitolojisinden bir kesit sahneleniyormusg hissi veriyor. Ayrica dikkatinizi gekeyim, bizim
degerlerimizden bariz bir gekilde farkli olan yabanci bir degerler sisteminden kaynaklanan
“namus cinayetlerindekinin” aksine, “iliski ici cinayetlerde” suca iten sebep iliskinin kendisinde
gizli oluyor ki bu da yine toplumun sugunu, kendisini dldirmus olan faille o veya bu sekilde
bir miinasebeti bulunan kadina atmaktan baska bir sey degil. fliskide gizli oldugu stylenen
nedenler ise soyle: Kadinin adamu terk etmesi, adamin agkini kargiliksiz birakmasi, ¢ocuklari
goturmesi, bagka bir adamla gorusmesi, yasadigi istismari birine anlatmasi, ve saire. Bu
nedenlerin “namus cinayeti” ad1 verilen cinayetlerdekiyle ayni ataerkil tstinlik ve sahiplik
anlayisina tekabl ettigi gerceginin tistd orttltyor. Aynu sekilde bir kadinla biradamin arasindaki
iliskide gergeklesen ve aslinda sadece onlart ilgilendiren bir seymis gibi sunulmasi, bunun her
yerde gortldigu gercedini de golgeliyor. Talihsizlik ve insan dodasindan bihaberlik yaziliyor
kurbanuin hanesine. Veriler aksini sdylese de toplumun katiyen bir dahli olmuyor4 Almanya’da
her gun bir adam karisini, sevgilisini, partnerini veya bosandigi kadini dldirmeye tesebbts
ediyor. 2019°da ti¢ giinde bir, bir kadin cinayeti islendi. Istatistiklere gére 2020'de erkekler iki
gunde bir, tarudiklar: bir kadinu odldirdu. Kadinlar ve cocuklar icin en tehlikeli yer ev. Fakat
hane i¢i siddet ve istismari yapisal bir sorun ve kamusal bir saglik krizi olarak tarumlamis
degiliz. Neden, ¢inku kadmnlarin guvenligi ve refahiyla, kadin cinayetlerine “‘namus cinayeti”
diyecek kadar yakindan ilgilendigini iddia eden gsahislar hane i¢i istismarla mticadele etmek ve
insanlara ihtiyaclari olan yardimu saglamak icin highbir sey yapmiyor. Koruma yok, énleme yok.

Bu listedeki Uglncl cinayet tird, en cok bilinenlerden biri olan, kadinlarin yabancilar
tarafindan éldidrilmesi. Bu olan bir sey, hi¢ siphe yok. Hatta Ktker’in bu sergideki ¢alismalari
ona adadiginu bilmeden gorsellere bakarken zihnimde canlanan ilk ¢agrisimlardan biri Pippa
Bacca® cinayeti oldu. By, acik konusmak gerekirse, yedi kat yabanci birinin masum bir kadiru
veya ¢cocugu dldirmesinde® oldugu gibi en tesadufi ve en kullanish bicimiyle bir kadin cinayeti.
Bu, salt kendi basina akliniza kazinacak, sizi tim benliginizle sarsacak ttirden bir kadin
cinayeti, ctinkt bariz bicimde sunu distinidyorsunuz: Bu, benim basima da gelebilir miydi?”
Evet, gelebilirdi. Kurban ben de olabilirim. Ancak bunun senin ya da benim bagsimiza gelme
olasilidy, bu suglarin kamu algisinda kapladigi alana kiygasla istatistiksel olarak zayif. Bu olguya
“yabanci tehlikesinin” yarattigi ahlaki panik deniyor. Kadin cinayetlerine dair bu tir anlatilarin
ataerkil toplumlarin ¢ikarina isledigini anlamak icin bakmamiz gereken birka¢ baslik var
Oncelikle eylemin tesadiifiligi onu her an gegerli bir tehdit gibi gésterigyor® Biz insanlar risk
Olgmekte bayagi kotiyuz. Kissadan hisse ¢ikaralim dige yizuyillardir ayni hikayeleri anlatip
duran kltirimuiz de bunu iyice beter hale getiriyor. Ormana tek basina giden Kirmizi Baglikli

3 Cunku bunlardan nasil sigyasi kazang elde edileceg@i o kadar agik degil. Kayda deger istisna: Magdur ya da fail veyahut
her ikisi de inltiyse, o halde elbette haber degeri tasir.

4 Aynu seyler; suclu beyaz ve gayrimislim ise, kadin cinayetleri ve seri cinayetlerin altinda yatan neden gibi gorilen
akil hastalig1 gegmisi i¢in de gegerlidir. Bunlar sdzde munferit olaylardir, yapisal bir yani yoktur.

52008 yilinda, bu galerinin bulundugu sehirde, tizerinde bir gelinlikle Italya'dan Kudiis'e otostop cekerek gitmeye
calisan Italyan sanatci bir Tirk tarafindan tecaviize ugrayarak oldiralda.

6 Sanki bazi kurbanlar “birlikte olmauyt sectikleri erkekler;” “birlikte olmamay: sectikleri erkekler;” “ailelerinin
desteklemedigi yasam se¢imleri” yiziinden daha az masummus gibi.

7 Sanki riskli davraniglarda bulunan kurbanlar bunu kendileri istemis gibi.

8 Beyinlerimiz korkung ve ender gérilen bir olayin olasihigini (bir yabanci tarafindan sldiriiime tehlikesini) buigtitecek
sekilde dustinmeye programlanmisken, potansiyel olarak egit derecede tehlikeli yaygin bir olay (araba kazasinda
dldurilme tehlikesini) kiicimser.

Kiz1 distintn mesela; otorite sahibi kisilerin tavsiyesine uymayip kurdun tezgahina distiyor ve
ona canl yem oluyor. O kotu kurtlar, 6ctler veya ginimuzUtn cocuk kitaplarinda daha az tegbihli
bir ifadeyle yer alan, pislik icindeki beyaz kamyonette pusuya yatmis, sekerle kandirmaya
calisan yabanci adamlar. Bunlar hep potansiyel kurbanlara baglarina bir sey gelmesin diye
naslil hareket etmeleri gerektigini anlatan tavsiye niteligindeki hikayeler. Bunlar, kurbanin
davranisiyla basina gelen siddet olasiligi arasinda yanlis bir baglanti kuruyor. Kirmizi Baslikli
Kiz'daki kurt ile On Ugtincti Cuma, Cadilar Bayrami, Ciglik gibi filmlerde gengleri taciz eden
canavarlar, psikopatlar ve diger yaratiklar arasindaki baglantilar: kurmak mumkun. Haliyle
ataerkil toplumda kadinlara®, genclere ve gocuklara yapilan ¢agri gayet acik ve net. “Dinya
kottluklerle dolu, tehlikeli bir yer. Dikkatli olun, yoldan ¢ikmayin ve her an her yerde tehlikenin
farkinda olun.” Tembihleyici nitelikteki bu hikayelerin “namus cinayetleri” ile bir baska
benzerligi de “kétilugun” her zaman disaridan gelmesi, medeni toplumun bir pargasi olmadigi
ve olamayacagidir, ¢clinkd 6yle olsa ne yapardik? Oyle olsa, coktan geciktigimiz bir tartismaya
girmek zorunda kalirdik. “Yabanci tehlike” olgusunu iktidardakilerin kamusal alan tizerinde
denetim kurma ve yorumlama otoritesini stirdirebilmek ve genisletebilmek igin kullandig:
ataerkil araglarindan biri olarak gérmeliyiz. Kirmuzi Baslikli Kiz'da adaleti eline alarak kurdu
oldiren ve tehlikedeki btytikanneyle torunu kurtararak dinya diizenini yeniden kuran kisi
avcidir. Bizlere ogretilen su: Avcilar, babalar, kocalar, kardesler, amcalar, polisler, bunlar bizi
koruyan iyi adamlardir. Gigleri sorgulanmamali, aksine korunmalidir. Kottlik digsallagtirilir,
¢Unk bilinmeyene duyulan bliytik korkudan daha iyi bir baski araci yoktur.

Dil ve sozcUkler digyorduk. Feminist akademi diginda da, kadin cinayetlerini ktresel bir sorun
ve toplumumuzun bir parcast olarak gérmeye yavas yavas baslamamizda, 20001 yillarin
basinda “feminicidio” (kadin kirimi) terimini benimseyerek kamuoyu tartismalarinin merkezine
oturtan Orta ve Giiney Amerikali feminist aktivistlerin biigyik pay vardir. Cok btiyik bir adim
gibi gorinmeyebilir; ancak dogru dirust ele alinmadid igin binlerce cana mal olan kiiresel bir
soruna isim bulmak, bu konusmalari yapmanin ilk adimu.

Sahsen kadin cinayetlerindeki yapisal unsuru anladigimdan bu yana, bu ifadeyi daha sik
kullanur oldum. Birkag ay once kitabim yeni ¢iktiginda halka agik okumasini yaparken, onden
prova almamustik ve spontane bir sekilde bir dipnotu da okuyasim geldi. O esnada tam olarak
ne yasadim bilmiyorum ama Hamburg'daki bir mezarligin “Kadin Bahgesi” ismiyle bilinen,
unutulmasi istenmeyen kadmnlarin anisina ayrilmig 6zel bir bdlimuyle ilgili kismu okurken
gozyaglarina boguldum. Istismarc eski esi tarafindan 1981 yilinda @ldirdlen Christel Klein
hakkinda bir cimleydi. Dipnotta da onu 6ldiren adamin bes il igeride yatip giktiktan sonra
hauatina giren kiz arkadaginu dldirdugy, sonra da intihar ettigi yazigordu. Bunlar ilk kez
duyuyor degildim, aksine aragtirmayl yapip dipnot dahil o metni yazan bizzat bendim ama
metni sesli okuyunca is de@ismisti. Adamin bu korkung sucu iki kez igleyebilmis olmasi,
bunu yapmasina toplumun izin vermesi beni mahvetti. Ofke ve hiisran icindeydim, seyirciler
arasindaki elli kiginin ntinde ve canli yayinda izleyen daha nicelerinin karsisinda gozyaslarimu
tutamadim. Ertesi gin duygularimdan utanmali mwyim dige hala disuntrken okumaut gevrimici
izleyen birinden bir mesaj aldim, style diyordu: “Bukonuya hi¢c durmadan aglamamiz gerekirken
neden 6yle yapmadigimizi anlamigorum.”

Bu nedenle Koker'in islerini izlerken hissedece@iniz, zamaninizi alan, alaniniza sizan ve
dusuncelerinize sinsice giren rahatsizlik hissinde yalniz dedilsiniz. Tatildeyken gorsellere
baktigimda ben de bunu yasadim, yine bu satirlari yazarken de yasiyorum. Erkeklerin kadinlara,
transeksuellere, interseks ve ikili cinsiyet rejimi disinda kalan bireylere ac1 ¢ektirmesi, onlari
oldirmesi kadin dismarnu toplumumuzda tum fecaatiygle karsimiza dikilmis duruyor.

¢ Ana akim toplum transeksuel, interseks ve ikili cinsiyet rejiminin disinda kalan insanlar1 hesaba katmadigi i¢in onlar:
masal ve hikayelerde nadiren géruriz, ancak bu uyarilar elbette onlar igin de gegerlidir.
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Someone not here, 2011

Kagit, ham pamuk, kumas kaide
Paper, cotton, fabric plinth
45x45x110cm
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Sofada Ill, 2021

Kagit tizerine karigik teknik
Mixed media on paper
54.5x 48 cm
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Gespraech I, 2021

Kagit tizerine karigik teknik
Mixed media on paper
53x51cm
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Ritus, 2021

Kagit tizerine karigik teknik
Mixed media on paper
40x50.5cm




78

79

Violence I, 2021

Kagit tizerine karigik teknik
Mixed media on paper

40 x 25 cm
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,2unser Leib ist ja nur ein Gesellschaftsbau”
Nietzsche

‘Bedenimiz sadece sosuyal bir yapidir”
Nietzsche
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“How is it that the feminine energy, the source of
the world and birth of life, is lost in the social order?”
Azade Koker

“Dunua ve yasamin dogusuna kaynaklik eden gugcte bir
disil enerii nasil oluyor da toplumsal duzende kayboluyor?”
Azade Koker

L
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o

Hera, 2021

Mixed media on canvas
Tuval tizerine karigik teknik
200x 140 cm
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nterview

Rebekka Endler & Azade Koker

Rebekka Endler: You focus on the term “femicide” in your recent artworks. Can you explain
the reason why you choose so?

Azade Koker: Diana Russell, a writer, used this word for the first time in a 1976 court case with
the definition of “the killing of women by men because of their gender.” She stated that using
this phrase would make the issue visible. “Femicide” is a concept given to a situation where
the mentality that treats women as property results in murder, and is often used in many lan-
guages as such.

Everything comes out of the desire to possess. Objects, places, children, lovers are seen from
the perspective of possession. It hurts whatever it is that you lose. A person who thinks of the
person they are leading a passionate life with as a commodity or an object may catch patholog-
ical feelings mentally and instinctively as a result of the feeling of loss.

This impulse may be related to a dream of owning everything, of transferring title deeds into
their name, or even of occupying the subconscious. I have a memory of a family whom I took on
a daily trip in Berlin on my mother’s request as a student. When we arrived at the magnificent
park of the Charlottenburg palace, the head of the family said, “How I wish I owned this park..»
I understood that the masculine point of view of our culture is based on possession and occu-
pation of the dimensions of the unconscious, pleasures and imaginations.

R.E.: In your opinion, what kind of relationship is there between art and social sciences, do
you think they are intertwined? Would you describe yourself as a political artist?

AX. I believe the concept of “artistic political” is wrong, and the concept of “political art” is
also far from me. The dynamic of art is already human-sourced and it is “politikum’ (a political
issue).

Social and political issues affect everyone, not just the artist. The expression of this influence
is different in every profession and in every speech. Its effect on my life has been like an in-
exhaustible fountain pen. As a child, my head was filled with questions about life. During the
years when epidemics were very common in Anatolia, I saw poverty very closely and deeply
because my father was a physician. I thought poverty and disease were the same thing. The
elders were talking as if one was taken care of, the other would be settled. How to eradicate
poverty? What is nature? What is hometown? What is ignorance? What is happiness? What
is desire? What is identicalness? How do the differences occur?

In the following years, I think that these are the moments that I come closest to myself while
searching for answers to such questions by making art.

R.E.: Since when have you been dealing with the issue of patriarchy in your art practice?

AK.: The subject of my first major exhibition held in Berlin in 1984 was the September 12,
1980 coup d’etat and its implications in Turkeu. I focused on the writings of psychoanalyst
Wilhelm Reich and sociologist Klaus Theweleit focusing on the male body and fascism. I was
already coming from a country dominated by patriarchy. In the early 1980s, we met with art-
ists and writers in Berlin fleeing from the military regime. They continued their artistic and
scientific production. In those years we were meeting over crowded breakfast tables at my
atelier, which opened to the street with a showcase. Social sciences were mostly discussed.
Feminism wasn't something I was impressed with yet.

These nice conversations ended after my husband Fahir Koker died in 1982. After that, I be-
came interested in solitude, artistry, female identity and patriarchy, social organization based
on male authority, and the idea of male supremacy as the basis of this order. Those were the
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years when I produced very intense art. Then, my first exhibition, which I opened in 1984,
received a great response.

R.E.: When did you become interested in the issue of violence against women and how did
this become the main focus of your practice?

AX. Violence against women has always existed, but in the last ten years, it has been on the
rise with oppressive governments in many countries. Especially in South America and the
Middle East, we often hear stories of physical, sexual, psychological pain and/or suffering
that women are exposed to because of their gender. About a year ago, Aylin Sozer, an aca-
demic, was burned to death by her boyfriend in her own home in Istanbul, which evoked my
thoughts and studies on this subject.

R.E.: Can art reach at places where social and political debates or other disciplines fail?

AX. The essence of art is recognition. The artist wants the values they represent to be ac-
cepted by others. What is most desired by the artist is to be perceived by their environment as
someone who strives to transform the world. It's like a chemical solution. A meltdown. But the
difference of art from other disciplines is that this melting is either not possible or will not hap-
pen in a short time. The longer the artistic production takes, the longer it takes for the art to be
perceived by others. This time leads to thinking, but to thinking differently. So much so that
sometimes a motif, a word or a melody occupies the mind of a person throughout their life. This
is the difference between art and other disciplines. Art is one small step, like a stone thrown
into the sea of time, but it spreads by creating rings, rings that are hard to track as they grow.

R.E.: You often deal with the feminine body in your art production. For example, what role do
you assign to the mannequin at Murder of a Mannequin?

AX. Sometimes in art, instead of the original story, a copy is shown. The copy is the manne-
guin here. Copying a form from a mannequin may be due to the complexity of the identityissue.
The mannequin explains both difference and identity. It is about how we perceive “woman.”
It might be that these copies describe the common qualities of all women. These qualities are
the expectations and characteristics that all women must have in order to be considered as a
woman by society. Such as staying young, having a slim body, conforming to current beauty
norms, silence, and passivity.. Gender and behavioral norms created by societies are already a
reason why women and all other victims are exposed to violence. For example, “Teal man/man
enough” or “woman like a baby doll” are patterns written in the “dictionary” of society.

There is also another issue with my sculptures: making another replica of a mannequin that
is already a replica of the woman. This is where creating a copy of the copy comes into play.
In fact, this vicious circle carries a very complex content, since the mannequins are also the
copy of the “woman,” but also an object that the woman copies (as she wants to be). As a result,
the original gets lost.

R.E.: How do you define femininity? I think it’s probably something different from the “male
gaze.” For example, is it an understanding of beauty reduced to physical appearance? Do the
red lips we see on the sculptures imply this idea?

AX.: Women are generally defined by the media and society as a fragile and delicate entity.
This is a discourse of masculine culture. It is a design that is beautiful like a mannequin, does
not speak and does not stare into people’s eyes. This means excluding feminine energu.

I'm not a person who accepts the woman’s fragility. Fragility is a weakness. It's an obsession.
The culture and the media impose on women “to be weak,” “to be fragile and delicate like a

plant” Welearnit byheart, we play the fragile. However, feminine grace is only possible through
thinking. Thinking, but always thinking, all the time... This is what makes us treat ourselves
and our environment with care about everything that is fragile. The point of thinking is not
something like a homework about mastership that everyone already knows or should know
of, but looking for ways to engage in innovation and solutions. That means identity develop-
ment. Let's rehearse ways to create new knowledge. Memorization can make women without
identity. The non-rote dimension of thinking should be valid for all genders of societies. In fact,
what is desired here is the establishment of new thinking systems that ensure the structural
and equal coexistence of men and women and the erasure of memorization.

The prominence of red lips in the works is just an imagination. I wanted to use the prominent
quality of a mannequin. The effort of women to imitate the mannequin by obeying measures
of beauty can be achieved through surgery, and I think that this violent transformation has a
connection with “femicide.”

R.E.: We do not know the “identity” of men in the collages entitled “Happy Father>s Day.” A few
questions arise here: Are the faces insignificant, because they represent a universal problem
and therefore exchangeable? Or does the absence of their features lead us to focus on the
victimization of women?

AX.1donot refer to any person or any culture in my studies. The issue that is open to expla-
nation here is to question general concepts. The image of woman that society wants to see as a
mannequin, “Schaufensterpuppe” and the masculine gender described as “real man” and “man
enough” are discussed here.

R.E.: How would you interpret the role of men in the patriarchal order?

AXK.:In 2014, one of my architecture students in Germany did an undergraduate study on pub-
lic spaces that women use and what hours they use them in a city. As a result, she explained
that the movement trajectory of women was very narrow and approached almost zero in the
late evening hours. A woman sitting alone at a cafe or restaurant was called something else
for a long time. It may be thought that this situation is no longer a problem, but still, a woman
who stays on the streets late at night has an uneasy feeling in her memory and subconscious.

Masculine people decide the urban design and history. They write the history of the city. The
Haussmann plan and the Paris urban transformation practices are one of the most important
examples. This plan drives the low-income citizens from the city center to the outskirts. Ev-
erything should be grand and magnificent. The masculine will holding power is symbolized by
large buildings and streets. There is no place for the poor in the city center.

During this period, exhibitions in Paris Salons and lectures at the academy are the work of
masculine artists. Female students are not admitted to art colleges, they can only take classes
in artists’ workshops. The most important example is the sculptor Camille Claudel, who started
taking lessons in Rodin’s workshop, became his assistant, even his adviser, and later his lover,
but died at a mental hospital without support after leaving.

The role that men play in society is to design everything including the society itself, the ruling
power, the state and everything interdisciplinary. While men took advantage of their positions,
women simply followed suit. The masculine also designed the “woman.” And women watched
their designed versions.

R.E.: What about the role women play?

AX. Let me answer this question with a quote from Thomas Bernhard’s novel Woodcutters.
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“From the meek Fritz, I think, Joana created what is now world-famous as our weaving artist,
because without hesitation she invested in him everything she had to deny herself with an
obsession, namely, a truly awesome, unstoppable greed for fame. I can say without hesitation
that Fritz is a work of Joana, that Fritz’s art, that is, all of Fritz’s works, all of Fritz’s fabrics
hanging in the famous museums of the world, are really Joana’s, just as all of what Fritz is
today. As with Joana. I think Joana created a work beyond measure from Fritz and was even-
tually destroyed by it

Throughout history, women have played a supporting, even foundational role, as have all art-
ists, especially career artists. We are familiar with the contributions of feminine energy in
most masculine arts. But these creative women got lost in history and their works are being
researched and revealed by feminist researchers.

R.E.: Wounds, cracks, elements and fragmentation have long been part of your work. You
show the cracks that we ignore, cover up, hide. Where do you think the cracks are located?

AK.:Thave said this many times in my artistic life. The fate of Camille Claudel can be repeated
for every female artist today. One day you will be forgotten. However, pain and loneliness leave
their scars behind. Wounds heal and crust over. Cracks are repaired. But their pain is hidden
deep inside. Cannot be complained over. Even in the most difficult times, I know that if we set
on knowing the responsibility of being an artist, and if we enjoy this freedom and creativity,
we have no right to complain while paying the price for it.

R.E.: What kind of material did you choose for your work? What does this choice mean to
you?

AX.: First of all, since the type of paper I use is transparent and very thin, it brings to me noti-
fications for the fourth dimension while working. Light plays an important role by producing
transmittance, because light is everything. Transparency is also openness, reality. Searching
and finding the truth is no ordinary matter. I am using transparency as a symbol. As I see iden-
tities hidden behind make-up around us or in the media, I realize once again how bored I am
of them. In my working system, paper always takes shape with elements such as water and
air and presents me with surprises in these processes.

R.E.: I researched once more: Last year in Germany, every three days a woman was murdered
by a man from the family, it might be the boyfriend, ex-spouse, etc. In this context, I am curi-
ous about your answer to the following question: Why does this “pandemic” take up so little
media coverage?

AX. Tt is very difficult to give a comprehensive answer to this question.

There may be various causes of death. What I observe in Turkey is the global prevalence of
the postmodern understanding of society among women, and the fact that all information is
instantly dissipated by smartphones, and the ease at which people can meet over internet
games and acquaintances. Women opening up to virtual spaces from indoor spaces thanks to
the internet remind me of the times when women left their homes with the opening of the first
big shopping malls in Paris in the 19th century. The fact that smartphones remind a woman of
her body is a strange correlation, but it's true. With these phones come a new man, a new re-
striction, a new dead end. Also comes divorces and ex-husband abuse and murder (femicide).
Why are these killings, a kind of pandemic, ignored in the media? Why is there so little news
about child victimization?

A series of continuous earthquakes occur in the society. Families oppose their daughter’s di-
vorce. The marriage company should continue, even if the family and the people around know
about the victimization of the woman with abuses, they play ostrich. The structure of the
family prevents civil defense awareness with armored equipment. Many subversions remain
buried under the thick walls of the family. The media has an attitude as if they have taken
these events for granted. Since the media is also a part of the society, it usually prefers to put
the beautiful woman and her relationships on the cover.

R.E.: In our conversation over the phone, you told me that you do not identify as a “feminist.”
Then I had to think for a long time about the images of the artworks you sent. Now I would
like to talk again about why this word is not suitable for you.

AX.: Maybe there was a semantic shift then. Of course, the second wave of feminists has a
lot to offer for the developed countries. Humanity had to be vigilant on issues such as political
representation, gender, sexual violence, the reality of the body, and sexuality. However, new
guestions excite me more. We live in an Anthropocene geological age. In other words, an age
in which the systems of the sphere are getting shaped by human influence. How did the for-
mation of masculine capitalism and anthropocentrism and the perception and exploitation of
women together with nature occur?

What can we do together? How can we create new platforms of thought? How can we be “us”
against the masculine system?

R.E.: Well, how can we answer the question mentioned in the text of the exhibition, “How is
it that a feminine energy, which is the source of the birth of the world and life, is lost in the
social order”?

A.K.: Dozens of books have been written trying to answer this. But I don’t think anything fun-
damentally changed.

For years, while men took advantage of their position, women simply watched. They watched
how men benefited from their position in many other ways, not just financially. They recog-
nized that if women wanted to do the same, the masculine example was the way to go. They
took them as an example: Male artists and writers put forward their own values and tastes. I
see that feminist thinking fails to provide a solid way for this.

Future generations will surely look at us with a bitter smile on their face. For example, they
will say, “Oh, did you slaughter and eat animals?” For this, it is important to draw a road map
by leading the “time” we live in with a critical and creative attitude. The future should emerge
as a result of creative and fundamental power by forming a sense of “we” against all kinds of
masculine violence without being nihilistic. It should take on a critical attitude towards racist
and sexist discourses, policies and articles. Creating knowledge production practices, seeing
environmental continuity as a whole, taking a stand against xenophobia, creating joyful, cre-
ative and passionate associations... Artistic work can be a part of this process. A feminism that
takes a holistic view against every distorted development is my field of interest.
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Soyles

Rebekka Endler & Azade Koker

Rebekka Endler: Son tiretimlerinizde “Femicide” terimine odaklaniyorsunuz. Bu segiminizin
sebebini aciklar mismiz?

Azade Koker: Bu kelimeuyi ilk kez yazar Diana Russell, 1976 tarihli bir mahkemede “kadinlarin
erkekler tarafindan, cinsiyetlerinden dolay: 6ldurtlmesi” tanimiyla kullanmis. Bu adlandirma
sayesinde meselenin gorunur hale gelece@ini ifade etmigsti. “Femicide” kadina mal olarak
bakan bir zihniyetin cinayetle sonuglandigi durumu ifade eden bir kavramdir ve kadin
cinayetleri olarak siklikla pek cok dilde kullaniimaktadir.

Her sey sahip olma arzusuyla ortaya cikiyor. Nesnelere, yerlere, dogan ¢ocuklara, sevgiliye
sahip olma (mulkiyetine alma) mantigiyla bakiligyor. Kaybedilen her sey aci verir. Birlikte
tutkuyla yasanilan kisiye bir mal, ya da nesne gibi bakan kigsi, kaybetme duygusuyla zihinsel
ve icgudusel olarak patolojik duygulara esir disebilir.

Bu dirty, toplumun her seye sahip olmak, tapuyu mulkiyetine gecirmek hatta bilingaltini
isgal etmek gibi bir hayaliyle ilgili olabilir. Ornegin, Berlin’e seyahate gelen bir aileyi, annemin
ricasiyla 6grenci oldugum bu sehirde gezdirirken yasadigimi animsigorum. Charlottenburg
Sarayrnin muhtesem parkina vardigimizda, aile reisi “Ah bu park benim olsa var ya..”
demisti. KUlturidmuzun eril bakis acisinin bilincalti, zevk ve tahayyillerinin boyutlarinin
sahip olma ve isgal etmeye dayandigini anlamistim.

R.E.: Sizce sanatla sosyal bilimler arasinda nasil bir iligki var, i¢ ice midirler? Kendinizi
politik bir sanatci1 olarak tarumlar misiniz?

A.K.: “Sanatsal politik” kavrami nasil yanlissa, “politik sanat” kavrami da bana o kadar uzak.
Sanatin kendi dinamigi zaten insan kaynakhdir ve “politikum”dur (politik bir meseledir).

Sosyal ve politik meseleler sadece sanatgiyl dedil, artik herkesi etkiliyor. Bu etkilenmenin
her meslekte, her sdylevde ifadesi farkli oluyor. Benim hayatimdaki etkisi tikenmez bir
dolmakalem gibiydi. Cocuklugumda kafamin i¢i, bire bir yasamin damgaladig:1 sorularla
doluydu. Pandemilerin Anadolu’'da ¢ok yaygin oldugu uillarda, babamin doktor olmasi
sebebiyle yoksullugu ¢ok net ve derinden gormustium. Yoksulluk ve hastaliklarin ayni
sey oldugunu zannediyordum. Buyukler birinin halledilmesiyle digerinin de hallolacagini
konuguyordu. Yoksulluk nasil bertaraf edilir? Doga nedir? Memleket nedir? Cehalet nedir?
Mutluluk nedir? Arzu nedir? Ozdeslik nedir? Farklar nasil olugur?

Daha sonraki yillarda buna benzer sorulara sanat yaparak yanit ararken, kendime en ¢ok
yaklastigim anlar oldugunu disunurum.

R.E.: Ataerkil meselesini ne zamandan beri sanat pratiginizde isliyorsunuz?

AK.:Berlinde 1984 yilinda gergeklesen ilk buyik sergimin konusu Turkiye’deki12 Eylil 1980
Darbesi ve bunun getirdikleriydi. Psikanalist Wilhelm Reich ve sosyolog Klaus Theweleit'in
erkek bedeni ve fagsizmi konu eden yazilarina odaklanmistim. Ben zaten kendim ataerkil
duzenin hakim oldugu bir ulkeden geliyordum. 19801 yillarin baglarinda militer rejimden
kacan sanatc1 ve yazarlarla Berlin'de tanistik. Onlar sanatsal ve bilimsel tUretimlerine devam
ediyordu. Bir vitrinle sokaga acilan atélyem o yillarda uzun kahvaltilara tanik oluyordu. Daha
¢ok sosyal bilimler ve siyaset konugulurdu. Feminizm henuz etkilendigim bir mesele degildi.

Bu gizel sohbetler esim Fahir Koker 1982 uilinda dldikten sonra sona erdi. Ben ondan
sonra yalnizlik, sanatgilik, kadin kimligi ve ataerkillik, erkek otoritesine dayanan toplumsal
orgutlenme ve bu diizenin temelini kuran erkedin tstunligu fikriyle ilgilenmeye basladim;
¢ok yogun sanat urettigim yillardi. 1984 yilinda actigim ilk sergim buytik ses getirdi.
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R.E.: Kadina siddet meselesiyle ne zaman ilgilenmeye basladiniz ve bu pratiginizde nasil
temel odaga yerlesti?

AK.: Kadina siddet her zaman vardi ama son 10 yilda bir¢ok udlkedeki baskici htikumetlerle
yiikselise gecti. Ozellikle Giiney Amerika ve Ortadoguda kadmnlarin cinsiyetleri nedeniyle
birlikte maruz kaldiklar fiziksel, cinsel, psikolojik ac1 ve/veya 1stirap veren hikayelerini
sikca duyuyoruz. Beni, dugtncelerimi ve ¢alismalarimi bu konuya yonelten, yaklasik bir yil
once 6gretim gorevlisi Aylin Sozer'in Istanbul’da kendi evinde erkek arkadas: tarafindan
yakilarak dldurulmesidir.

R.E.: Sanat, toplumsal ve politik tartismalarin veya baska disiplinlerin ulasamadigi noktalara
ulasabilir mi?

A.K.: Sanatin 6zlinde taninma yatar. Sanatci, temsil ettigi dederlerin baskalar: tarafindan da
kabul edilmesini ister. Sanatgi tarafindan en cok arzu edilen, ¢cevresi tarafindan dinyauyt
dontsttirmek icin cabalayan biri olarak algilanmaktir. Bu kimyasal bir ¢ozulis gibidir. Bir i¢
ice erime. Ama sanatin diger disiplinlerden farki, bu erimenin gerceklesmesinin ya mimkin
olmadigd1 ya da kisa bir zaman i¢inde gerceklesemeyecek olmasidir. Sanatsal tiretim ne kadar
zaman aligorsa sanatin baskalar: tarafindan algilanmasi da o kadar uzun zaman istiyor. Bu
sire disiinmeye, ama bagka tirlia diistinmeye yoneltir. O kadar ki bazen hayati bogyunca bir
motif, bir kelime veya bir melodi insanin zihnini isgal eder. iste sanatin diger disiplinlerden
farki da budur. Sanat bir kiigtik adimdir, zaman denizine atilan bir tas gibidir, ama halkalar
yaratarak yauyilit, biytdikce izlenmesi zor olan halkalar.

R.E.: Sanat iiretiminizde disil bedenle sikgca ilgileniyorsunuz. Ornegin “Bir Katlin Provas1”
sergisinde vitrin mankenine nasil bir rol bigiyorsunuz?

AK.: Bazen sanatta asil anlatilan degil de onun yerine kopyasi gosterilir. Kopya burada vitrin
mankenidir. Vitrin mankeninden form kopyalanmasi 6zdeslik meselesinin karmasasindan
olabilir. Vitrin mankeni hem fark hem 6zdesligi aciklar. Bu “kadin”1 nasil algiladigimizla
ilgilidir. Belki bu kopuyalar tim kadinlarin ortak niteliklerini anlatir.. Bu nitelikler tim
kadinlarin toplum tarafindan kadin olarak dedgerlendirilmeleri icin sahip olmalar1 gereken
beklentiler ve 6zelliklerdir. Geng kalmak, ince bir bedene sahip olmak, gtincel guzellik
normlarina uygunluk, sessizlik, edilgenlik gibi.. Toplumlarin yarattigi cinsiyet ve davranis
normlari, kadinlarin ve diger tim magdurlarin siddete maruz kalmalarinun bir nedenidir
zaten. Ornegin, “erkek adam” veua “tas bebek gibi giizel kadin” toplumun “sozlik’inde
yazih kaliplardir.

Ayrica heykellerimde bir mesele daha var: halihazirda kadinin kopyasi olan bir mankenden
bir kopya daha cikarmak. Burada kopyanin kopyasi olusumu ortaya cikiyor. Aslinda vitrin
mankenleri de “kadin”in kopyas! ama ayni zamanda kadinun da kopuya ettigi (olmak istedigi
gibi) bir obje oldugu icin bu kisir déngii cok karmagik bir icerik tagigor. Sonucunda asl yok
olmus oluyor.

RE. Disiligi nasil tarumlarsiniz? Herhalde “male gaze”den farkll bir seydir diye
disiiniiyorum. Ornegin fiziki goriiniise indirgenmis bir giizellik anlayisi m1? Heykellerde
gordugumiz kirmizi dudaklar bu fikri mi imliyor?

A.K.: Kadin genellikle medya ve toplum tarafinda kirilgan ve narin bir varlik olarak tanumlanir.
Bu eril kltirin bir stylevidir. Bir vitrin mankeni gibi giizel, konusmayan ve bakiglarini
insanin goztne dikmeyen bir tasarim yani. Bu disil enerijiyi dislamak demek oluyor.

Kadinin kirtlganlik tablosunu kabul eden bir kisi degilim. Kirilganlik zaaftir. Bir saplantidir.

Kultdr ve onun medyast kadina “zayif ol”, “bir bitki gibi kirilgan ve narin ol” diye dayatir. Biz
de bunu ezber yapariz, kirilganligi oynariz. Oysaki digil zarafet digtinmekle mumkundur.
Dusunmek, ama araliksiz hep distunmek... Budur bizi kendimize ve cevremize, kirilgan olan
her geye itinali davranmamizi saglayan. Dugtinmekten anlagiimast gereken sey herkesin
bildigi ve bilmesi gerektigi ustalikla ilgili bir ev 6devi gibi bir gey degil, ama yenilige ve
¢ozumlere donuk ugrasmanin yollarini aramaktir Yani kimlik gelisimi demek. Yeni bilgi
yaratmanin yollarinin provasint yapalim. Ezberler kadini kimliksiz yapabilir. Disuncenin
ezbere dayanmayan boyutu toplumlarin butin cinsiyetleri i¢in gegerli olmahdir. Aslinda
burada arzu edilen, kadin ve erkeg@in yapisal ve esit boyutlarda birlikteligini saglayan yeni
distinme sistemlerinin kurulmasi ve ezberlerin silinmesidir.

Calismalarda kirmizi dudaklarin 6ne ¢ikmasi bir imgelemeden ibarettir. Vitrin mankeninin
vasfini kullanmak istedim. Kadinlarin vitrin mankeninin gtizellik dlclisine itaat ederek
taklit etme gabasi tipta ameliyatlarla saglanabiliyor ve bu siddetli donisimun “femicide” ile
bir baglantist oldugunu disintyorum.

R.E.: “Babalar giini kutlu olsun” baslikli kolaj islerde erkeklerin “kimligi” yok. Birka¢ soru
karsimiza ¢ikiyor: Bu yiizler, evrensel bir sorunu temsil ettigi ve dolayisiyla degistirilebilir
oldugu icin onemsiz midir? Yoksa cehrelerinin yoklugu kadinin kurban olusuna
odaklanmaya mi1 yonlendirir?

AK.: Caligmalarda herhangi bir kisiye veya herhangi bir kltire referans vermiyorum.
Burada agiklanmauya agik olan mesele genel kavramlar: sorgulamaktir. Toplumun vitrin
mankeni, “mannequin’, “Schaufensterpuppe” gibi gormek istedigi kadin imgesi ile “erkek
adam” ve “adam gibi adam” olarak nitelenen eril cinsiyet burada konu ediliyor.

R.E.: Ataerkil diizende erkegin aldig1 rolii nasil yorumlarsiniz?

AK.: Almanya’da 2014 yilinda mimarlik 6grencilerimden biri bir kent icinde kadinlarin
bulundugu kamu mekanlar1 ve saatleri Uzerine lisans calismas1 yapmistl. Sonug¢ olarak
kadinlarin hareket yoringelerinin ¢ok dar oldugunu ve aksam gec saatlerinde neredeyse
sifira yaklastigini aciklamisti. Bir kafe veya restoranda yalniz oturan kadin uzun zaman
bagka turld adlandirilirdl. Bu durum artik sorun olmaktan ¢ikti digye disunilebilir ama yine
de sokaklarda ge¢ saatlerde kalan kadinin belleginde ve bilingaltinda huzursuz bir duygu
olur.

Kent tasarimina ve tarihini eril kigiler karar verirler. Kent tarihini onlar yazar. Haussmann
plan1 ve Paris kentsel dénusim uygulamalart en onemli drneklerden biridir Kentin
merkezinden az gelirli kentlileri kentin digina surer bu plan. Her sey buyuk ve ihtisaml
olmalidir: iktidar: elinde tutan eril irade biiyiik hacimli binalar ve caddelerle sembolize edilir.
Yoksullara kentin merkezinde yer yoktur.

Bu donem Paris Salonlarinda sergiler ve akademide dersler eril sanatcilarin isidir Kiz
ogrenciler sanat yilksek okullarina alinmazlar, onlar sadece sanatcilarin atélyelerinde ders
alabilirler. En onemli 6rnek Rodin'in atélyesinde ders almaya baslayip, onun yardimcisi
hatta fikir vereni ve daha sonra sevgilisi olan ama ayrildiktan sonra yalnizlik icinde kalan
desteksiz bir sekilde akil hastanesinde dlen heykeltras Camille Claudel'dir.

Erkeklerin toplumda oynadig: rol, toplumu, iktidari, devleti ve disiplinler arasi her seui
tasarlamaktir. Erkekler sahip olduklar:i mevkilerin avantajlarindan faydalanirken kadinlar
bunu sadece izledi. Eril irade “kadin’1 da tasarladi. Kadinlar kendi tasarlanmis hallerini de
izlediler.
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R.E.: Peki kadinlarin aldig1 rol?

AK.: Burada Thomas Bernhard'in “Odun Kesmek” adli romanindan bir alintigla bu soruya
yanit vereyim:

“Joana kendi halindeki Fritz’den, bugin bizim dokuma sanatgimiz olarak dinyaca unlid
olaru yaratty, diye dustinidyorum, ¢inkid hi¢ ¢ekinmeden ona, bir saplantigla kendisinden
esirgemek zorunda kaldig1 her seyin yatirimini yapty, yani gercekten mithis, durdurulamaz
bir Un hirsini Fritz’in Joanamun bir yapiti oldugunu hi¢ gekinmeden soyleyebilirim ki,
Fritz’in sanati, yani Fritz’in bttin yapitlariy, dinyganin inld mizelerinde asili olan Fritz’'in
tim dokumalari, gergekte Joananindir, tipki Fritz’in bugin oldugu seyin timunin Joananin
oldugu gibi.. Joana Fritz’den tim ol¢uleri agsan bir yapit yaratmis ve sonunda bu yapit
tarafindan yikilmis ve yok edilmisti, diye distintyorum.”

Tarih boyu kadin, bilhassa kariyer yapan btttn sanatcilarda oldugu gibi destekleuici,
hatta temeli yaratan bir rol oynamustir. Cogu eril sanatta disil enerjinin katkilariru biliyoruz.
Ama tarih icinde kaybolmus bu yaratici kadinlar ve kendi eserleri feminist arastirmacilar
tarafindan arastirilarak ortaya ¢ikariligor.

R.E.: Yaralar, catlaklar, elementler ve pargalanmisliklar uzun zamandir ¢alismalarmn bir
parcasl. Bizim gdrmezden geldigimiz, orttigumuz, sakladigimiz ¢atlaklar: gésteriyorsun.
Size gore ¢atlaklar nerelerde?

A.K.: Sanat yasamumda birgok kez sunu soylemisimdir; Camille Claudel'in kaderi bugtn her
kadin sanatcida tekrarlanabilir. Bir gun gelir unutulabilirsiniz. Acilar, yalnizliklar geride
yaralarini birakir. Yaralar sarilit, kabuk baglar. Catlaklar tamir edilin. Ama acilar derinlerde
sakldir. Sikayet edilemez. Sanat¢i olmanin bitin sorumlulugunu bilerek yola savrulmussak,
ve bu 6zgurligun, yaraticihgin keyfini cikarigorsak bunun bedelini de 6derken sikayet
etmeye hakkimiz olmadigini en zor zamanlarda bile biliyordum.

R.E.: Calismalarinizda nasil bir malzeme se¢tiniz? Bu se¢im sizin icin ne ifade ediyor?

A.K.: Oncelikle benim kullandigim kagidin cinsi seffaf ve cok ince oldugu icin calisirken
4. boyuta bildirimler agiyor. Isik gecirgenlik treterek onemli bir rol oynuyor. Cinkd 151k
her seydir. Seffaflik da acikliktir; gercekliktir. Gergegin aranmasi ve bulunmasi siradan bir
mesele dedildir. Seffafligi simge olarak kullaniyorum. Cevremizde veya medyada makuyajlari
arkasinda gizlenmis kimlikler gordikce bunlardan ne kadar sikildigimi bir kez daha fark
ediyorum... Benim calisma sistemimde kagit her zaman su ve hava gibi elementlerle sekil
aliyor ve bana bu suregler icinde surprizler hediye ediyor.

R.E.: Bir kere daha arastirdim: Gegen sene Almanya’da her 3 giinde bir kadin sevgilisi, eski
esi veya benzeri; aileden bir erkek tarafindan dldiiriilmiis. Bu baglamda su soruya yanitinizi
merak ediyorum: Neden bu “pandemi” medyada ¢ok az yer kapliyor?

A.K.: Bu soruya toptan yanit vermek ¢ok zor.

Cesitli dldurme sebepleri olabili Benim gozledigim Turkiye’'de kadinlarin postmodern
toplum anlayisinin kiresel yayginhg: ve akilli telefonlarla her bilginin aninda dagiimasy,
internet ogyunlar: ve tanisikliklarin kolaylastigi bir stire¢ yasiyor olmalart. Kapali mekanlardan
internet sayesinde sanal mekanlara acilan kadinlar bana Paris’'de 19. yuzull ilk buytk
alisveris merkezlerinin agilmasiyla kadinlarin evleri terk ettigi donemleri hatirlatiyor
Akall telefonlarin kadina bedenini hatirlatmast oldukc¢a tuhaf bir baglanti ama gercek. Bu
telefonlarla yeni bir erkek yeni bir kisitlama yeni bir gikmaz sokak ortaya ¢ikiyor. Bosanmalar
ve eski koca tarafindan taciz ve éldirme (femicide). Neden bu &ldirme olaylari, bir cesit

pandemi denilebilir buna, medyada orta sayfalara atiliyor? Hele ¢ocuk magduriyetlerinin
haberleri neden hic¢ denilecek kadar az?

Toplumda yasanan devamli depremler silsilesi. Aileler kizlarinin bosanmasina karsi
¢ikiygorlar. Evlilik kurumu devam etmeli kadinin tacizlerle magdur durumunu aile ve cevre
bilse bile tic maymunu oynuyor. Sivil savunma bilincini aile yapist zirhl bir donarum iginde
engelliyor. Birgok magduriyet ailenin kalin duvarlarinin altinda gémuli kaligyor. Medyanin bu
olaylar1 sanki kaniksamis gibi bir tavri var. O da toplumun bir pargasi oldugu icin genellikle
glizel kadin ve onun guncel iligkilerini birinci sayfalara koymaut tercih ediyor.

R.E.: Telefon gorismemizde kendinizi “feminist” olarak tamimlamadiginizi séylediniz.
Ardindan gonderdiginiz eser gorselleri tizerine uzun sire disinmek zorunda kaldim.
Simdi tekrardan bu kelimenin sizin icin neden uygun olmadigi iizerine konusalim isterim.

AK.: Belki bir ifade kaymasi oldu. Tabii ki ikinci feminist dalganin gelismis ulkelere
kazandirdigi cok sey var. Politik temsil, toplumsal cinsiyet, cinsel siddet, bedenin gercgekligdi,
cinsellik gibi meselelerde insanlik tetikte olmak zorunda kaldi. Buna ragmen yeni sorular
beni daha ¢ok heyecanlandiriyor. Antroposen jeolojik bir ¢agda yasiyoruz. Yani kirenin
sistemlerinin insan etkisiyle gekillendigi bir ¢ag. Eril kapitalizm ve insan merkezciligin
birlikte bigimlenisi ve kadinlarin dogayla yan yana algilaniimasi ve birlikte somuridlmesi
nasil meydana geldi?

Birlikte ne yapabiliriz? Yeni diistince platformlarini nasil meydana getirebiliriz? Eril sisteme
karsi nasil “biz” olabiliriz?

R.E.: Peki sergi metninde bahsi gegen “Diinya ve yasamin dogusuna kaynaklik eden
gucte bir disil enerji nasil oluyor da toplumsal diizende kayboluyor” sorusuna nasil yanit
verebiliriz?

AK.:: Buna yanit vermeuye calisan onlarca kitap yazildi. Ama bence temelde degisen bir sey
olmadt

Senelerdir erkekler bulunduklar:i avantajli konumdan faydalanirken kadinlar sadece
izlediler. Erkeklerin salt parasal acidan dedil, bircok baska agidan mevkilerinden nasil
fayda sagladiklarini izlediler. Kadinlar aynisini yapmak isterlerse bunun yolunun eril érnek
oldugunu tanidilar. Onlar1 6rnek aldilar: Erkek sanatcilar ve edebiyatgilar kendi degerlerini
ve be@enilerini dne cikardilar. Bunun icin feminist distinmenin yeterli olmadigini gériyorum.

Gelecek nesillerin bize gulerek bakacaklar: kesin. “Aaaa siz hayvanlar: kesip kesip yiyor
muydunuz?” digecekler mesela. Bunun igin yasadigimiz “zaman’a elestirel ve yaratici bir
tutum icinde etki ederek bir yol haritas1 ¢izmek onemlidir. Nihilist olmadan eril siddetin
her turlustine “biz” olusturarak yaratici ve temeli olan glgcle ortaya ¢ikmall Irk¢i, cinsiygetci
soylemlere, politikalara ve yazilara elestirel tavir takinmali. Bilgi tretim pratikleri yaratmak,
gevresel surekliligi bir butun olarak gormek, yabanci dismanligina kars: tutum almak,
neseli, yaratic1 ve tutkulu birliktelikler yaratmak... Sanatsal calisma bu strecin bir parc¢asi
olabilir. Her carpik gelismeye btitinsel acidan bakan bir feminizm benim ilgi alanimdir.
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2016 Everywhere, Nowhere, Zilberman Gallery, Istanbul, Turkey
2015 Entkettet, Project 4L, Elgiz Museum, Istanbul, Turkey
2013 Moving Spaces, Zilberman Gallery, Istanbul, Turkey
2012 Time Panorama, Galeri Nev, Ankara, Turkey
2011 Third Nature, Zilberman Gallery, Istanbul, Turkey
2009 Hybrid Spaces - Corridors, Casa Dell'Arte, Istanbul, Turkey
2008 Localization, Otto-Galerie, Munich, Germany
REAL - IRREAL, curator: Sabine Hagemann, Goethe Institute, Ankara Train Station, Ankara, Turkey
2007 Human Nature, Milli Reastirans Art Gallery, Istanbul, Turkey
2006 Hatirlama, Galeri Nev, Ankara, Turkey
2004 Transparenz der Abwesenheit, Otto-Galerie, Munich, Germany
2002 Body-Press, KunstRaum Hiill, Drochtersen, Germany
2001 Transparenz des Gartens, Bielefelder Kunstverein, Bielefeld, Germany
Transparency, Gallery Apel, Istanbul, Turkey
2000 Special Reports, Constanze-Pressehaus, Berlin, Germany
1999 Im Zeichen des Kreuzes, Installation, Weitendorf Chapel, Weitendorf, Germany
1998 Symphony for Wind Instrument, Otto-Galerie, Munich, Germany
Installation, Intensitaten, Kulturausfliige, Kunsthalle Darmstadt, Darmstadt, Germany
1996 Installation, Inequalities, Math Library of Technical University Berlin, Berlin, Germany

Objekte aus Papier und Terrakotta, Torhaus-Galerie, Braunschweig, Germany
Skulpturen und Zeichnungen, Kunstverein Liineburg, Liineburg, Germany

1995 Installation, Kriegsgefangen, Kunstverein, Schloss Wolfsburg, Wolfsburg, Germany
1994 Installation, J.M. Kohler Company, Sheboygan, Wisconsin, USA
1992 Body Tensions, Museum of Painting and Sculpture, Ankara; Galeri Nev, Istanbul, Turkey

1991
1990

1989

1985

1984
1984

Body Tensions, Atatiirk Cultural Center, Istanbul; Galeri Nev, Ankara, Turkey
Erde und Stein, Georg Kolbe Museum, Gallery Messer-Ladwig, Berlin, Germany
Erde und Stein, Flottmann-Hallen, Herne, Germany

Skulpturen Azade Koker, Erde und Stein, Vulkan Galerie, Mainz, Germany
Skulpturen, Macka Gallery, Istanbul, Turkey

Skulpturen Azade Koker, Galerie am Tiergarten, Hannover, Germany
Sculptures, Galerie Linneborn, Bonn, Germany

Skulpturen und Malerei Azade Koker, Kiinstlerhaus Bethanien, Berlin, Germany
Dr. G. und E. Schneider Keramik-Galerie, Freiburg, Germany
Fischerplatz-Galerie, Ulm, Germany

SELECTED GROUP EXHIBITIONS

2021
2020
2019

2016

2015

2014
2012
2011

2010
2009

2008

Interactions, Istanbul Modern Arts Museums Istanbul, Turkey

At the End of the Day, OMM-Odunpazari Modern Museum, Eskisehir, Turkey

The Union: A Selection from the Erol Tabanca Collection, curator: Haldun Dostoglu,
OMM-0dunpazari Modern Museum, Eskisehir, Turkey

Mavi Ozgiirliik / Bodrum Sanatgilari Sergisi, Bodrum Municipality Sevket Sabanci Culture
and Art Center Bodrum, Turkey

The Spirit of the Poet, curator: Jiirgen Kaumkétter, Zentrum fiir verfolgte Kiinste, Solingen, Germany
Second Hand, Art Jameel, Dubai, BAE

Nature in Art, curators: Delfina Jatowik, Maria Anna Potocka and Martyna Sobczyk,
co-ordinator: Agnieszka Sachar, MOCAK The Museum of Contemporary Art in Krakow, Krakow, Polland
100 Jahre Frauenwahlrecht - 19 + 1 Kiinstlerinnen, curators: Andreas Kaernbach and Kristina
Volke, Deutscher Bundestag, Berlin, Alimanya

PAPER, Pilevneli Project Mecidiyekdy, Istanbul, Turkey

Ultrahabitat, Zilberman Gallery, Berlin, Germany

Lines of Passage, organized by Elgiz Museum, Municipal Art Gallery Mytilene, Lesbos, Greece
Minor Heroisms, curator: Nat Muller, Zilberman Gallery, Istanbul, Turkey

Homage to the Masters and Living Monuments Artists Presentations, EgeArt, Izmir, Turkey
Meeting Point, Kunstverein Konstanz, Konstanz, Germany

Moving Spaces - Stadt der Zukunft, curator: Azade Koker, Braunschweig, Germany

Fiktion Okzident, CerModern, Ankara, Turkey

Fiktion Okzident, MSGSU Tophane-i Amire Culture and Art Centre, Istanbul, Turkey

Licht und Schatten, curator: Azade Koker, Kaiserdom zu Konigslutter, Kénigslutter, Germany
Dream and Reality, Istanbul Modern Art Museum, Istanbul, Turkey

A Selection from Elgiz Collection, Giragan Palace, Kempinski Art Gallery, Istanbul, Turkey;
Osthaus Museum, Hagen, Germany

Hiima Kabakgi Collection, Osthaus Museum, Hagen, Germany

4. Biennale of Contemporary Art: Aluminum, Baku, Azerbaijan

New Works, New Horizons, Istanbul Modern, Istanbul, Turkey

Made in Turkey: Positionen Tiirkischer Kiinstler, curator: Heike Stockhaus,

Ernst Barlach Museum Wedel; Drostei Pinneberg; Kunstverein ElImshorn;

Hauptkirche Altona St. Trinitatis Hamburg, Germany

10th Anniversary of Gallery Apel, French Institute, Istanbul, Turkey

Frankfurt Book Fair, Reading Corner, Frankfurt, Germany



2007

2006

2005

2004

2003

2002

2001

2000

1999

1998

1997

1996

1995

1994

1993
1992

Made in Turkey: Positionen Tirkischer Kiinstler, curator: Heike Stockhaus,
Frankfurt Book Fair, Frankfurter Paulskirche, Archdologisches Museum,
Filmmuseum, Frankfurt am Main, Germany

Library, Lecture room — a corner, Santa Maria Della Scala, Siena, Italy
Modern and Beyond, Santralistanbul, Istanbul, Turkey

Selection, 2007, Proje4L, Elgiz Museum of Contemporary Art, Istanbul, Turkey
Pages, Gallery Apel, Istanbul, Turkey

Memory and Scale, Istanbul Modern, Istanbul Turkey

Six From Europe, SVMA - Sonoma Valley Museum of Art, San Francisco, USA
Tenses of the Tulip, Gallery Apel, Istanbul, Turkey

Gleichungen, Matematical Library, Berlin, Germany

Installation, Soul-Bezielte Kunst, Bruges, Belgium

Installation, Light Places, Berlin, Germany

Curtain, Gallery Apel, Istanbul, Turkey

Neighbour, Gallery Apel, Istanbul, Turkey

Ich und die Anderen — Kunstprojekt im 6ffentlichen Raum, Projekt Goetzen, Frankfurt (Oder), Germany

Body Memory, curator: Azade Koker, Kerstin Mey and Ralf Sander,

Waschhaus Potsdam, Potsdam, Germany; Gallery of Akademie, Sztuk Pieknych

Warschau, Poland; University of Dundee, School of fine Art, Scotland

Transportale, Installation, S-Bahn wagon, Berlin, Germany

Beaufort Triennale: Body Press, Fort Napoleon, Kunst aan zee, Ostend, Belgium

Body Substance, Galerie M, Berlin, Germany

Bodies of Substance, Talbot Rice Gallery, Edinburgh, Scotland

Zweite Haut - Kunst und Kleidung, Hittisau Women's Museum, Zurich, Switzerland
Identitaten — Orte, Beziehungen, Gedachtnis, Korper, curator: Azade Koker, Lowenpalais der
Stiftung Starke, Grunewald, DGB-Haus am Wittenbergplatz, Berlin, Germany

Between Earth and Heaven, Museum of Modern Art, Ostend, Belgium

Light Installation, Reservoir V-Aerotektura, Berlin, Germany

Installation, Sound and Air, GroRer Wasserspeicher, Berlin, Germany

Berlinska Dialoger, Arch Gallery & Kalmar Art Museum, Kalmar, Sweden

Body/Ego, Torso/Mind, Object/Subject, Galeri Nev, Istanbul; Ankara, Turkey

Zweisamkeit, Figurenpaare in der Bildhauerkunst, Kunstmuseum Kloster Unser Lieben
Frauen, Magdeburg, Germany

Kunst als (Im) Mobile - (Im)Mobile als Kunst, curator: Azade Koker, Halle/Saale, Germany
Osmosis, curator: Dr. Hatto Fischer, mon ami — Weimar, Germany

Breite StralRe, Kunst als Reisegebéck, curators: Azade Koker and Gisela Weimann, Galeria de

la facultad de arte, Universidad Complutense, Madrid; Casa de las Conchas Junta de Castillay

Leon, Salamanca, Spain

Breite Strale (Kunst als Reisegeback), curator: Azade Koker and Gisela Weimann,
Galerie Pankow, Galerie Charlottenburg, Berlin; Galerie der Hochschule Burg
Giebichenstein, Halle/Saale, Germany

Gidis DOnls, curator: Beral Madra, Borusan Art Gallery, Istanbul, Turkey

Quadrat Ill, Haus am Kleistpark, Berlin, Germany

Open Air Installation, Robinson hat “Sonntag”, Lehnin, Germany

Der Dialog, NRW-Forum, Diisseldorf, Germany

10 Bildhauerinnen aus Berlin, Sculpture Garden, Lehnin, Germany

Installation, Art Container Tokyo, Meiho, Japan

Installation, Glindower Ziegelei, Potsdam, Germany

Objekte aus Terracotta, Liineburger Kunstverein, Liineburg, Germany

10 Jahre Bildhauergalerie Messer Ladwig, Berlin, Germany

Die Dinge des Menschen, Kunsthalle Recklinghausen, Recklinghausen, Germany
4 Places, 4 Spaces, Brecht-Haus, Weiensee, Berlin, Germany

Wege, Triennale Kunst aus Ton, Kloster unser lieben Frauen, Magdeburg, Germany
Farbe in der Plastik,Galerie am Pariser Platz, Berlin, Germany

Dritter Maisalon, Berlinische Galerie, Berlin, Germany

1991
1990

1989

1988

1987

1986

1985

1984
1983

1982

Explicit Material, Neue Gesellschaft fiir Bildende Kunst, Berlin, Germany; Phoenix/Arizona, USA

Kunst und Norm, Deutsches Institut flir Normung, Berlin, Germany

Earth and Fiber, Urart Art Gallery, Ankara, Turkey

Zeichen und Figur — Bildhauerzeichnung Heute, Saalbau-Galerie, Darmstadt, Germany
Bewegung — Skulpturen und Malarei mit Evelyn Kuwerts, Emschertal-Museum, Herne,
Germany

Kunstszene Berlin (West) 86-89: Erwerbungen des Senats von Berlin, Berlinische Galerie,
Berlin, Germany

Peace Sculpture Exhibition, Stadt Leonberg, Leonberg, Germany

Kleinskulpturen Biennale 90, Hilden, Germany

2nd Istanbul Biennial, Aya irini, Istanbul, Turkey

Skulptur Aktuell Il - Figurative Plastiken, Bielefeld, Sennestadt, Germany

Wo bleibst Du Revolution - Freedom, Equality, Fraternity Today, Kunstmuseum Bochum,
Bochum, Germany

Skulpturen in Berlin 1968-1988, Berlinische Galerie, Berlin, Germany

Berlin - Odense, Rathausgalerie Odense, Odense, Denmark

Bildhauerinnen im Mittelpunkt, Rauthaus Schoneberg, Berlin, Germany

GroRe Kunstausstellung, Kunstpalast, Diisseldorf, Germany

Uberall Bahnhof: Malerei und Skulptur tiirkischer Kiinstler in Berlin, Berlin Academy of Fine Arts, Berlin, Germany

Dokumentation von Kiinstlerinnen in 6ffentlichen Sammlungen in Berlin,

Das Verborgene Museum; Galerie Messer-Ladwig, Berlin, Germany

Hands that can see, Kaiser-Wilhelm-Gedachtnis-Kirche, Berlin, Germany

Skulpturen in Berggarten, Herrenhauser Garten, Herrenhausen, Hannover, Germany
Skulpturen aus Ton "86, Dr. G. und E. Schneider Keramik-Galerie, Freiburg, Germany
Malerei-Grafik-Plastik, Kiinstlerhaus, Graz, Osterreich, Austria

Das andere Land, Grof3e Orangerie, Schlof Charlottenburg, Berlin; Kunstmuseum Bochum;
Paulkirche, Frankfurt; Stadtgalerie Saarbriicken; Lothringer 13 Halle, Munich; Kulturareal
Unterm Turm, Stuttgart; Wilhelm-Hack-Museum, Ludwigshafen

The Great Art Exhibition, House of Art, Diisseldorf, Germany

GroRe Kunst Ausstellung, Schloss Diisseldorf, Diisseldorf, Germany

Skulptur der Gegenwart, 5. Bremen Open Air Sculpture Exhibition, Bremen, Germany
Dinge des Menschen, Kunsthalle Recklinghausen, Recklinghausen, Germany

22 Berliner Realisten, Dominikan Church, Osnabriick, Germany

15. Gottinger Kunstmarkt, Altes Rathaus, Gottingen, Germany

10 Kiinstlerinnen aus Berlin, Art Hall of Zirich, Switzerland

Haus der Kunst, Munich, Germany

Traveling Exhibition, Speculum-Women Artists, Weserburg, Bremen, Germany

Kunstquartier, Interessengemeinschaft Berliner Kunsthandler (IBK), AEG Fabric, Berlin, Germany

Portraits und Kiinstler, Galerie Oberlicht, Berlin, Germany

SELECTED CURATORIAL WORKS

2014

2011
2009

2007
2006

Installation in public space, Moving Spaces — Stadt, Wald, Zukunft,
Uhlenbusch/Braunschweig, Germany

Licht und Schatten, Kaiserdom zu Konigslutter, Germany

Installation in public space, Klimawandel, Warum das Klima so launisch ist, Technical
University Braunschweig, Germany

Garten der Luste, Architekturpavilion, Braunschweig, Germany

European video project, Pflanzenreich, co-curator: Reiner M. Matysik, Galerie des BBK
am Botanischen Garten, Braunschweig, Germany

2005-2007European video project, City-Trailer, Litfi Kirdar Rumeli Hall, Istanbul, Turkey;

2004

CinemaxX, Braunschweig, Germany; Samana de Architectura, Goethe Institut,
Madrid, Spain; Berkeley, University of California, USA

Installation in public space, Orte, Liicken, Raume, co-curator: Dr. Ralf Hartmann,
Braunschweig, Germany



2003

2002

Body Memory, co-curators: Kerstin Mey and Ralf Sander, Waschausgalerie 360, Potsdam,
Germany; Galeria Akademii, Sztuk Pieknych, Warschau, Poland

Installation in the forest, In den Wald, co-curator: Elke Reinhuber, Uhlenbusch,
Braunschweig, Germany

Identitaten — Orte, Beziehungen, Gedachtnis, Korper, Lowenpalais der Stiftung Starke,
Grunewald, DGB-Haus am Wittenbergplatz, Berlin, Germany

SELECTED AWARDS AND RESIDENCIES

1994
1988
1986
1985
1978
1979

Residency Program, John Michael Kohler Arts Center, Sheboygan, Wisconsin, USA
Kunstpreis der Kuinstler (Wilhelm-Loth-Preis) der Stadt Darmstadt, Darmstadt, Germany
Deutscher Kritikerpreis fiir Bildende Kunst, Verband Deutscher Kritiker e.V.
Arbeitsstipendium des Senats fiir Kulturelle Angelegenheiten, Germany

A May Exhibition, Istanbul, Turkey

Preis, New Tendencies, Istanbul, Turkey

PUBLIC SPACE PROJECTS AND WORKSHOPS

2008
2007
1997
1996

1994
1994
1991

1988
1987
1986
1985-1987
1983-1985

1983

W. Hotel, Akaretler, Istanbul, Turkey

Aspat Art Park, Bodrum, Turkey

The Stock Exchange of Istanbul, Istanbul, Turkey

Sculpture Symposium, Invited Artist of the International Sculpture Symposium in
Kunsan, South Korea

Studio Workshop, Kyoto Seika University, Kyoto, Japan

Drei Flaschen, Workshop, Wolfsburg Palace, Wolfsburg, Germany

Facade of School in Barbarossa Palace, joint project with Susanne Ahner, Berlin,
Germany

Berlinische Galerie im Martin-Gropius-Bau, Berlin, Germany

Bremen-Nord Central Hospital, Bremen, Germany

Keramion, Keramikmuseum, Frechen, Germany

Human Landscapes, Schlesisches Tor, Berlin, Germany

1st Prize art competition and Realization, Bundesgartenschau, mit Isolde Haug und
Robert Schimit Matt, Berlin, Germany

Participation in the Sculpture Symposium and Realization of the Sculpture in Cuvry
Fountain, Berlin, Germany

PUBLIC COLLECTIONS

British Museum, London, UK

German Parliament, Berlin, Germany

Istanbul Museum of Modern Art, Istanbul, Turkey

Berlinische

Galerie im Martin-Gropius-Bau, Berlin, Germany

Elgiz Museum, Istanbul, Turkey

John Michael Kohler Arts Center, Wisconsin, USA
Living Museum, Schering, Berlin, Germany
Akbank Sanat Collection, Istanbul, Turkey
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d. 1949, istanbul, Tiirkiye
Berlin ve istanbul'da yasiyor ve galisiyor.

EGITIM

1976-1979 Heykel, Lothar Fischer Atolyesi, Berlin Giizel Sanatlar Yiiksek Okulu, Berlin, Almanya
1973-1976 EndUstriyel Tasarim, Berlin Giizel Sanatlar Yiksek Okulu, Berlin, Almanya
1968-1972 istanbul Devlet Giizel Sanatlar Akademisi, istanbul, Tiirkiye

OGRETIM GOREVLERI

2003-2014 Ogretim Uyesi ve direktér, Institut fiir Architekturbezogene Kunst,
Brauschweig Teknik Universitesi, Braunschweig, Almanya
1995-2003 Ogretim Uyesi, Burg Giebichenstein Kunsthochschule, Halle/Saale, Almanya
1994-1995 Konuk 6gretim Gyesi, Bremen Giizel Sanatlar Universitesi, Bremen, Aimanya
1994 Ogretim Uyesi, Salzburg Yaz Akademisi, Salzburg, Avusturya
KiSISEL SERGILER VE SUNUMLAR
2021 Bir Katlin Provasi, Zilberman Gallery, istanbul, Tiirkiye
2018 A Highlight of ‘Verblendet', Zilberman Gallery, istanbul, Tiirkiye
Verblendet, Zilberman Gallery, Berlin, Almanya
2016 Her Yerde, Hicbir Yerde, Zilberman Gallery, istanbul, Tiirkiye
2015 Entkettet, Project 4L, Elgiz Museum, Istanbul, Tirkiye
2013 Hareketli Mekanlar, Zilberman Gallery, istanbul, Tiirkiye
2012 Zaman Panoramasl, Galeri Nev, Ankara, Tirkiye
2011 Ugtlincli Doga, Zilberman Gallery, istanbul, Tiirkiye
2009 Hibrid Mekanlar-Koridorlar, Casa Dell'Arte, istanbul, Tiirkiye
2008 Localization, Otto-Galerie, Miinih, Almanya
REAL - IRREAL, kirator: Sabine Hagemann, Goethe Enstitiist, Ankara Tren Garl, Ankara, Tirkiye
2007 insanlik Hali, Milli Reasiirans Sanat Galerisi, istanbul, Tiirkiye
2006 Hatirlama, Galeri Nev, Ankara, Turkiye
2004 Yoklugun Seffaligi, Otto-Galerie, Minih, Almanya
2002 Body-Press, Kunstraum, Drochtersen, Almanya
2001 Bahgelerin Seffafligi, Kunstverein, Bielefeld, Almanya
Seffaflik, Galeri Apel, istanbul, Tiirkiye
2000 Ozel Raporlar, Constanze-Pressehaus, Berlin, Aimanya
1999 Yerlestirme, Hag Isaretinde, Weitendorf Sapeli, Weitendorf, Almanya
1998 Uflemeli Galgilar Senfonisi, Otto-Galerie, Miinih, Almanya
Yerlestirme, Yogunluk: Kdltdr Yolculugu, Darmstadt, Almanya
1996 Yerlestirme, Esitsizlikler, Berlin Teknik Universitesi Matematik Kiitliphanesi, Berlin, Almanya

Objekte aus Papier und Terrakotta, Torhaus-Galerie, Braunschweig, Almanya
Skulpturen und Zeichnungen, Kunstverein Liineburg, Liineburg, Almanya

1995 Yerlestirme, Kriegsgefangene, Wolfsburg Sarayi, Wolfsburg, Almanya

1994 Yerlestirme, J.M. Kohler Sirketi, Sheboygan, Wisconsin, ABD

1992 Body Tensions, Resim Heykel Miizesi, Ankara; Galeri Nev, istanbul, Tiirkiye
19971 Body Tensions, Atatiirk Kiiltlir Merkezi, istanbul; Galeri Nev, Ankara, Tiirkiye
1990 Toprak ve Tas, Georg Kolbe Miizesi, Gallery Messer-Ladwig, Berlin, Almanya

Toprak ve Tag, Flottman-Hallen, Herne, Almanya
Toprak ve Tag, Azade Koker Heykelleri, Volkan Galerie, Mainz, Almanya

1989 Azade Koker Heykelleri, Magka Galeri, istanbul, Tiirkiye
1985 Azade Koker Heykelleri, Galerie am Tiergarten, Hannover, Almanya
Heykeller, Galerie Linneborn, Bonn, Almanya
1984 Azade Koker Heykelleri ve Resimleri, Kiinstlerhaus Bethanien, Berlin, Almanya

Dr. G und E. Schneider Keramik-Galerie, Freiburg, Almanya
Fischerplatz-Galerie, UIm, Almanya

SEGILMi$ KARMA SERGILER

2021 Etkilesimler, istanbul Modern Sanatlar Miizesi, istanbul, Tiirkiye

2020 Gundn Sonunda, OMM-0dunpazari Modern Miize, Eskisehir, Turkiye

2019 Vuslat: Erol Tabanca Koleksiyonu'ndan Bir Segki, kiirator. Haldun Dostoglu, OMM-0Odunpazari Modern Miize, Eskisehir, Tlrkiye

2016

2015

2014
2012
2011

2010
2009

2008

2007

2006

2005

2004

2003

2002

2001

2000

Mavi Ozgirliik / Bodrum Sanatgilan Sergisi, Bodrum Belediyesi Sevket Sabanci Killtlir ve Sanat Merkezi, Bodrum, Tiirkiye

The Spirit of the Poet, kiirator: Jirgen Kaumkatter, Zentrum fur verfolgte Kiinste, Solingen, Almanya
Second Hand, Art Jameel, Dubai, UAE

Nature in Art, kiiratorler: Delfina Jatowik, Maria Anna Potocka ve Martyna Sobczyk,
koordinator: Agnieszka Sachar, MOCAK The Museum of Contemporary Art in Krakow, Krakow, Polonya
100 Jahre Frauenwahlrecht - 19 + 1 Kinstlerinnen, kiiratorler: Andreas Kaernbach ve
Kristina Volke Alman Parlamentosu, Berlin, Alimanya

KAGIT, Pilevneli Project Mecidiyekdy, istanbul, Tiirkiye

Ultrahabitat, Zilberman Gallery, Berlin, Alimanya

Gegis Cizgileri, Elgiz Mizesi organizasyonu ile, Municipal Art Gallery Mytilene, Midilli, Yunanistan
Mindr Kahramanliklar, kiiratér: Nat Muller, Zilberman Gallery, istanbul, Tiirkiye
Ustaya Saygi ve Yasayan Anit Sanatgi Sunumlari, EgeArt, izmir, Tiirkiye

Meeting Point, Kunstverein Konstanz, Konstanz, Alimanya

Moving Spaces - Stadt der Zukunft, kiiratér: Azade Koker, Braunschweig, Almanya
Fiktion Okzident, CerModern, Ankara, Tirkiye

Fiktion Okzident, MSGSU Tophane-i Amire; Kiiltiir ve Sanat Merkezi, istanbul, Ttrkiye
Licht und Schatten, kurator: Azade Koker, Kaiserdom zu Konigslutter, Almanya

Hayal ve Hakikat, istanbul Modern, istanbul, Tiirkiye

Koleksiyondan Bir Segki, Giragan Sarayi Kempinski Sanat Galerisi, istanbul,

Turkiye; Osthaus Museum, Hagen, Almanya

Hiima Kabakgi Koleksiyonu Sergisi, Osthaus Mizesi, Hagen, Almanya

4. Baki Bienali: Aliminyum, Baki, Azerbeycan

Yeni Yapitlar, Yeni Ufuklar, istanbul Modern, istanbul, Tiirkiye

Made in Turkey: Positionen Turkischer Kiinstler, kiirator: Heike Stockhaus,

Ernst Barlach Museum Wedel; Drostei Pinneberg; Kunstverein Elmshorn;
Hauptkirche Altona St. Trinitatis, Hamburg, Almanya

Galeri Apel 10. Yil Sergileri, Fransiz Kiiltiir Merkezi, istanbul, Tiirkiye

Frankfurt Kitap Fuar: Okuma Kosesi, Galeri Apel, Frankfurt, Almanya

Made in Turkey: Positionen Turkischer Kiinstler, kiirator: Heike Stockhaus,

Frankfurt Kitap Fuarr: Frankfurter Paulskirche, Archdologisches Museum,
Filmmuseum, Frankfurt am Main, Almanya

Okuma odasi - bir kdse, Kiitiphane, Santa Maria Della Scala, Siena, italya

Modern ve Otesi, Santralistanbul, istanbul, Tiirkiye

Secki 2007, Proje4L Elgiz Cagdas Sanat Miizesi, istanbul, Tirkiye

Sayfalar, Galeri Apel, istanbul, Tirkiye

Bellek ve Olgek, istanbul Modern, istanbul, Tiirkiye

Avrupa'dan Alti, Sonoma Valley Sanat Miizesi, Sonoma/San Francisco, USA
Zamanin Lale Hali, Galeri Apel, istanbul, Tiirkiye

Esitlikler, Matematical Library, Berlin, Almanya

Yerlestirme, Soul-Bezielte Kunst, Brugge, Belgika

Yerlestirme, Aydinlik Mekanlar, Berlin, Alimanya

Perde, Galeri Apel, istanbul, Tirkiye

Komsu, Galeri Apel, istanbul, Trkiye

Ich und die Anderen — Kunstprojekt im &ffentlichen Raum, Projekt Goetzen, Frankfurt (Oder), Almanya
Beden Bellegi, kiirator: Azade Kdker, Kerstin Mey ve Ralf Sander, Waschhaus
Potsdam, Potsdam, Almanya; Gallery of Akademie, Sztuk Pieknych Varsova,
Polonya; Dundee Universitesi Glizel Sanatlar Fakiiltesi, Dundee, iskogya
Transportale, S-Bahn Vagonu, Berlin, Almanya

Beaufort Trienali: Body Press, Fort Napoleon, Kunst aan zeen, Ostend, Belgika
Bedenin Ozii, Galeri M, Berlin, Almanya

Maddenin Bedenleri, Talbot Rice Galeri, Edinburg, iskogya

Zweite Haut - Kunst und Kleidung, Hittisau Kadin Miizesi, Ziirih, isvigre

Kimlikler, Yerler, iligkiler, Anilar, Bedenler, kiiratér: Azade Koker, Lowenpalais

der Stiftung Stérke, Grunewald, DGB-Haus am Wittenbergplatz, Berlin, Almanya
Dlnya ile Cennet Arasinda, Modern Sanat Miizesi, Ostende, Belgika

Isik Yerlestirme, Reservoir V-Aerotektura, Berlin, Almanya

Ses ve Isik Yerlestirme, Groler Wasserspeicher, Berlin, Almanya

Berlinska Dialoger, Arch Galeri & Kalmar Sanat Miizesi, Kalmar, isveg

Beden/Ego, Gévde/Zihin, Nesne/Ozne, Galeri Nev, istanbul ve Ankara, Tiirkiye
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1999

1998

1997

1996

1995

1994
1993
1992

1991
1990

1989

1988

1987

1986

1985

1984
1983

Eski Giftler, Yeni Ciftler, Kunstmuseum Kloster Unser Lieben, Magdeburg, Almanya
Gayrimenkul Olarak Sanat - Sanat Olarak Gayrimenkul, kiirator: Azade Koker, Halle/Saale, Alimanya
Osmosis, kiirator: Dr. Hatto Fischer, mon ami — Weimar, Almanya

Breite StraRe, Kunst als Reisegeback, kiiratorler: Azade Koker ve Gisela
Weimann, Galeria de la facultad de arte, Universidad Complutense, Madrid;
Casa de las Conchas Junta de Castillay Leon, Salamanca, ispanya

Breite Strale, Kunst als Reisegeback, kiiratorler: Azade Koker ve Gisela
Weimann, Galerie Pankow, Galerie Charlottenburg, Berlin; Galerie de
Hochschule Burg Giebichenstein, Halle an der Saale, Halle/Saale, Almanya

Gidis Donls, kirator: Beral Madra, Borusan Sanat Galerisi, istanbul, Tiirkiye
Quadratur 1ll, Haus am Kleistpark, Berlin, Aimanya

Acikhava Yerlestirmesi, Robinson'un Pazari Var, Lehnin, Almanya

Der Dialog, NRW-Forum, Disseldorf, Almanya

10 Bildhauerinnen aus Berlin, Sculpture Garden, Lehnin, Almanya

Yerlestirme, Art Container Tokyo, Meiho, Japonya

Yerlestirme, Glindower Ziegelei, Almanya

Objekte aus Terracotta, Lineburger Kunstverein, Lineburg, Almanya

10 Jahre Bildhauergalerie Messer Ladwig, Berlin, Almanya

Die Dinge des Menschen, Kunsthalle Recklinghausen, Recklinghausen, Almanya
Yerlestirme, 4 Yer, 4 Mekan, Weilensee, Berlin, Almanya

Wege, Triennale Kunst aus Ton, Kloster unser lieben Frauen, Magdeburg, Almanya
Farbe in der Plastik,Galerie am Pariser Platz, Berlin, Alimanya

Dritter Maisalon, Berlinische Galerie, Berlin, Almanya

Explicit Material, Neue Gesellschaft fiir Bildende Kunst, Berlin, Almanya;
Phoenix/Arizona, ABD

Sanat ve Norm, Deutsches Institut fir Normung, Berlin, Almanya

Toprak ve Lif, Urart Sanat Galerisi, Ankara, Tirkiye

isaret ve Figiir: Bugiiniin Heykel Gizimleri, Saalbau-Galeri, Darmstadt, Aimanya
Bewegung — Skulpturen und Malarei mit Evelyn Kuwerts, Emschertal-Museum, Herne, Almanya
Kunstszene Berlin (West) 86-89: Erwerbungen des Senats von Berlin,
Berlinische Galerie, Berlin, Almanya

Baris Heykeli Sergisi, Stadt Leonberg, Almanya

Kleinskulpturen Biennale 90, Hilden, Almanya

2. Istanbul Bienali, Aya Irini, istanbul, Tirkiye

Skulptur Aktuell 11l — Figurative Plastiken, Bielefeld-Sennestadt, Almanya

Wo bleibst Du Revolution - Freedom, Equality, Fraternity Today, Kunstmuseum
Bochum, Bochum, Almanya

Berlin'de Heykel 1968-1988, Berlinische Galerie, Berlin, Almanya

Berlin-Odense, Rathausgalerie Odense, Odense, Danimarka

Bildhauerinnen im Mittelpunkt, Rauthaus Schoneberg, Berlin, Almanya

Grole Kunstausstellung, Kunstpalast, Diisseldorf, Aimanya

Uberall Bahnhof: Malerei und Skulptur tiirkischer Kiinstler in Berlin, Berlin Giizel Sanatlar Akademisi, Berlin, Almanya

Dokumentation von Kiinstlerinnen in 6ffentlichen Sammlungen in Berlin,

Das Verborgene Museum; Galerie Messer-Ladwig, Berlin, Almanya

Hands that can see, Kaiser-Wilhelm-Gedé&chtnis-Kirche, Berlin, Almanya
Skulpturen in Berggarten, Herrenhduser Garten, Herrenhausen, Hannover, Almanya
Skulpturen aus Ton "86, Dr. G. und E. Schneider Keramik-Galerie, Freiburg, Almanya
Malerei-Grafik-Plastik, Kiinstlerhaus, Graz, Avusturya

Das andere Land, Grol3e Orangerie, Schlo3 Charlottenburg, Berlin;

Kunstmuseum Bochum; Paulkirche, Frankfurt; Stadtgalerie Saarbriicken;
Lothringer 13 Halle, Munich; Kulturareal Unterm Turm, Stuttgart; Wilhelm-Hack- Museum, Ludwigshafen
The Great Art Exhibition, House of Art, Diisseldorf, Alimanya

Grole Kunst Ausstellung, Schloss Disseldorf, Disseldorf, Almanya

Varligin Heykeli, 5. Bremen Agikhava Heykel Sergisi, Bremen, Almanya

insanin Seyleri, Recklinghausen Sanat Hol(i, Recklinghausen, Aimanya

22 Berlinli Realist, Osnabrick, Almanya

15. Géttinger Kunstmarkt, Altes Rathaus, Goéttingen, Almanya

10 Kiinstlerinnen aus Berlin, Art Hall of Zirich, Ziirich, Isvigre

Haus der Kunst, Minih, Almanya

1982
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Gezici Sergi, Spekulum-Kadin Sanatgilar, Bremen Kent Senatosu Bilim ve Sanat

Birimi, Weserburg, Bremen, Almanya

Sanat Konutu, Berlin Sanatgilar Birligi, Interessengemeinschaft Berliner Kunshandler (IBK), AEG Fabric, Berlin, Almanya
Portraits und Kiinstler, Galerie Oberlicht, Berlin, Almanya

SEGILMiS KURATORYEL GALISMALAR

2014

2011
2009

2007
2006

Kamusal Mekan Yerlestirmesi, Moving Spaces - Stadt der Zukunft,
Uhlenbusch/Braunschweig, Almanya

Licht und Schatten, Kaiserdom zu K&nigslutter, Almanya

Kamusal Mekan Yerlestirmesi, Klimawandel, Warum das Klima so launisch ist,
Braunschweig Teknik Universitesi, Braunschweig, Aimanya

Garten der Liiste, Architekturpavilion, Braunschweig, Almanya

Pflanzenreich, European, video projesi, es kiirator: Reiner M. Matysik, Galerie
des BBK am Botanischen Garten, Braunschweig, Almanya

2005—-2007 City-Trailer, video projesi, Liitfi Kirdar Rumeli Salonu, istanbul, Tiirkiye;

2004

2003
2002

CinemaxX, Braunschweig, Almanya; Samana de Architectura, Goethe Institut,

Madrid, ispanya; Berkeley, University of California, ABD

Kamusal Mekan Yerlestirmesi, Orte, Licken, Rdume, es kiirator: Dr. Ralf Hartmann, Braunschweig, Almanya
Body Memory, es kiratorler: Kerstin Mey ve Ralf Sander, Waschausgalerie 360,

Potsdam; Galeria Akademii, Sztuk Pieknych, Varsova, Polonya

Ormanda Yerlestime, In den Wald, es kiirator: Elke Reinhuber, Uhlenbusch, Braunschweig, Almanya
Identitaten — Orte, Beziehungen, Gedachtnis, Korper, Lowenpalais der Stiftung

Starke, Grunewald, DGB-Haus am Wittenbergplatz, Berlin, Alimanya

SEGILMi$S ODULLER VE MiSAFIR SANATGI PROGRAMLARI

1994
1988
1986

1985
1978
1979

Misafir Sanatgi Programi, John Michael Kohler Art Center, Sheboygan, Wisconsin, ABD
Kunstpreis der Kiinstler (Wilhelm-Loth-Preis) der Stadt Darmstadt,Almanya

Glizel Sanatlar Elestiri Odilii (Deutscher Kritikerpreis fir Bildende Kunst,

Verband Deutscher Kritiker e.V.), Aliman Elestirmenler Dernegi, Almanya

Darmstadt Sehri Onur Odiilii ve Berlin Kent Senatosu Bursu, Almanya

Bir Mayis Sergisi, Istanbul, Trkiye

Preis, Yeni Tendensler, istanbul, Tiirkiye

KAMUSAL ALAN PROJELERI VE GALISTAYLAR

2008 W Hotel, Akaretler, istanbul, Tiirkiye
2007 Aspat Sanat Parki, Bodrum, Turkiye
1997 istanbul Menkul Kiymetler Borsasi Girisi, istanbul, Tiirkiye
1996 Heykel Sempozyumu, Wolfsburg Sehri Davetli Sanatgi, Gliney Kore
1994 Atdlye Calismasi, Kyoto Seika Universitesi, Kyoto, Japonya
Atolye Calismasi, Drei Flaschen, Wolfsburg Saray Parki, Wolfsburg, Almanya
1991 Barbarossa Meydani‘ndaki Okulun On Cephe Galismasi, Susanne Ahner ile birlikte, Berlin, Aimanya
1988 Berlinische Galeri im Martin-Grophius-Bau, Berlin, AlImanya
1987 Bremen-Nord Merkez Hastanesi, Bremen, Almanya
1986 Keramion, Keramikmuseum, Frechen, Almanya
1985-1987 insan Manzaralari, Schlesisches Tor, Berlin, Aimanya
1983-1985 Birincilik Odiilli ve Sergi, Bundesgartenschau, mit Isolde Haug und
Robert Schimit Matt, Berlin, Germany
1983 Heykel Sempozyumu, Cuvry Fountain, Berlin, Almanya
MUZE VE KOLEKSIYONLAR

British Museum, Londra, ingiltere

Alman Parlamentosu, Berlin

istanbul Modern, istanbul, Tiirkiye

Berlinische Galerie im Martin-Gropius-Bau, Berlin, Almanya
Elgiz Miizesi, Istanbul, Tiirkiye

John Michael Kohler Sanat Merkezi, Wisconsin, ABD

Living Museum, Schering, Berlin, Almanya

Akbank Sanat Koleksiyonu, istanbul, Tiirkiye



Prof. Azade Koker'in eski donem galismalari genel olarak kimlik ve aidiyet konularina deginir. Sanatci ‘melezleme'yi kaginilmaz
bir hayatta kalma mekanizmasi olarak gosterir. Bu melezlemeye, farklilik, seffaflik ve hassasiyet araciligiyla ulasilir. Daha ileri
dénem galismalarinda ise doga, kiiltiirel bir yapi olarak miizakere edilir. Kdker, insanlar tarafindan miidahaleye ugramis bir
doganin goriintiilerini yaratir, daha sonra da bunlari ylizeyde tekrar eden bir desen araciligiyla tahlil eder. Bu yiizey katmanlama
ve yeniden islemeyle goriintiiniin miikkemmelligini ve okunakligini bozar ve resimlerin olanaklarini yorumlar.

Azade Koker (1949, istanbul), Berlin ve istanbul'da déniisiimlii olarak yasamakta ve galismaktadir. Berlin'deki Braunschweig
Teknik Universitesi'nde profesér olarak gérev almistir. Kisisel sergilerinden bazilari: Bir Katlin Provasi (Zilberman Gallery,
Istanbul, 2021), Verblendet (Zilberman Gallery, Berlin, 2018), Her Yerde, Higbir Yerde (Zilberman Gallery Istanbul, 2016), Azade
Koker (Proje 4L, Elgiz Miizesi, istanbul, 2015), Hareketli Mekanlar (Zilberman Gallery, 2013), insanlk Hali (Milli Reasiirans Sanat
Galerisi, istanbul, 2007), Yoklugun Seffafligi (Otto-Galeri, Miinih, 2004), ve Bahcelerin Seffafligi (Kunstverein, Bielefeld, 2001).
Katildigi bazi karma sergilerse: Etkilesimler (istanbul Modern Sanatlar Miizesi, 2021), Giiniin Sonunda (OMM-Odunpazari
Modern Miize, Eskisehir, Tiirkiye), Nature in Art (MOCAK, Krakow, Polonya, 2019), The Spirit of the Poet (Zentrum fiir verfolgte
Kiinste, Solingen, Almanya, 2019), Ultrahabitat (Zilberman Gallery Berlin, 2016), Minor Heroisms (Zilberman Gallery Istanbul,
2015), Meeting Point (Kunstverein Konstanz, Almanya, 2015) ve Hayal ve Hakikat (istanbul Modern, istanbul, 2011).

Koéker'in caligmalari pek ¢ok 6zel ve kamusal koleksiyonda yer almaktadir. Bunlardan bazilari: Akbank, istanbul; The British
Museum, Londra; Berlinische Gallery, Berlin; Elgiz Cagdas Sanat Miizesi, istanbul; Lebendiges Museum, Berlin; John Michael
Kohler Arts Center, Wisconsin; istanbul Modern. Sanatginin heykellerinin sergilendigi kamusal mekanlar ise sunlardir: Cuvry-
Brunnen (Berlin), Bundesgartenschau (Berlin), Menschenlandschaften (Berlin), Frechen Museum (Dusseldorf), Bremen-Nord
Zentralkrankenhaus (Bremen), Schule am Barbarossaplatz (Berlin), Schlosspark (Wolfsburg), Tirkiye Biyiikelgiligi Binasi
(Japonya), Altinpark (Ankara), istanbul Borsasi (istanbul), Aspat Art Park (Bodrum) ve Almanya Biiyiikelgiligi Parki (Ankara).

Prof. Azade Koker's earlier works are mainly concerned with identity and belonging. The artist proposes hybridity as an
inevitable survival mechanism, which is achieved through a subjectivity based on discrepancy, transparency and vulnerability.
In her later works, nature is negotiated as a cultural construct. She creates images of nature inhabited by traces of human
intervention, which she then deconstructs by a repeating pattern on the surface. Through this layering and reworking of the
surface, she disrupts the perfection and legibility of the represented image and comments on the possibilities of paintings.

Azade Koker (1949, Istanbul) lives and works between Berlin and Istanbul. She used to be a professor at the Braunschweig
Technical University, Berlin, Germany. Her recent solo exhibitions include: Murder of a Mannequin (Zilberman Gallery, Istanbul,
2021), Verblendet (Zilberman Gallery, Berlin, 2018), Everywhere, Nowhere (Zilberman Gallery, Istanbul, 2016), Azade Koker
(Proje 4L, Elgiz Museum, Istanbul, 2015), Moving Spaces (Zilberman Gallery, 2013), Human Nature (Milli Reasiirans Art Gallery,
Istanbul, 2007), Transparenz der Abwesentheit (Otto-Gallery, Minich, 2004), and Transparenz des Gartens (Kunstverein,
Bielefeld, 2001); and her recent group exhibitions include: Interactions (Istanbul Modern Art Museum, 2021), At The End
of the Day (OMM-0Odunpazari Modern Museum, Eskisehir, Turkey, 2020), Nature in Art (MOCAK, Krakow, Poland, 2019), The
Spirit of the Poet (Zentrum fiir verfolgte Kiinste, Solingen, Germany, 2019), Ultrahabitat (Zilberman Gallery Berlin, 2016), Minor
Heroism (Zilberman Gallery, istanbul, 2015), Meeting Point (Kunstverein Konstanz, Germany, 2015) and Dream and Reality
(Istanbul Modern, Istanbul, 2011).

Her works are in numerous public and corporate collections including Akbank, Istanbul; The British Museum, London;
Berlinische Gallery, Berlin; Elgiz Museum of Contemporary Art, Istanbul; Lebendiges Museum, Berlin; John Michael Kohler
Arts Center, Wisconsin; Istanbul Modern Museum. She has public sculptures in Cuvry-Brunnen (Berlin), Bundesgartenschau
(Berlin), Menschenlandschaften (Berlin), Frechen Museum (Diisseldorf), Bremen-Nord Zentralkrankenhaus (Bremen), Schule
am Barbarossaplatz (Berlin), Schlosspark (Wolfsburg), Building of Turkish Embassy (Japan), Altinpark (Ankara), Istanbul
Stock Exchange (Istanbul), Aspat Art Park (Bodrum) and Park of German Embassy (Ankara).

Carol J. Adams ortlisen ve birbirine bagli baski unsurlarinin kiiltiirel yapisini ve ayni zamanda bakim etigini arastirmalar
yirtten feminist bir bilim insani ve aktivisttir. Adams'in ilk kitabi Etin Cinsel Politikasi 2020'de otuzuncu baski yilini kutlamistir.
1994'te basilan ikinci kitabi Ne insan ne de Canavar: Feminizm ve Hayvanlarin Savunmasi kisa siire dnce yeniden basilmis, yine

2004'te gikan Etin Pornografisi 2020 sonbaharinda giincellenerek yayimlanmistir. Etin Cinsel Politikasi'nin devami niteligindeki
gorsel katalog Adams'in “taban sosyologu" olarak niteledigi okurlarinca diinyanin dort bir yanindan gonderilen tg¢ yiiz kirk
gorsel icermektedir. Ayni zamanda Bloomsbury's Object Lessons Series'deki Burger kitabinin yazari olup Protest Kitchen'dan
Virginia Messina ile birlikte Fight Injustice, Save the Planet (Adaletsizlikle Savas, Gezegeni Koru) ve Fuel Your Resistance One
Meal at a Time (Direnisinize Sofrada Giig Katin) gibi birgok kitabin ortak yazaridir. Lori Gruen ile birlikte “iklim" lizerine yeni
bir boltim igerecek sekilde genisletilen ikinci baskisi Ocak 2022'de gikacak olan Ecofeminism: Feminist Intersections with
Other Animals and the Earth'iin (Ekofeminizm: Diger Hayvanlar ve Yerkiire ile Feminist Kesisimler) editorltiglinu Ustlenmistir.
Galigmalari Defiant Daughters: 21 Women of Art, Activism, Animals (Baskaldiran Kizlar: Sanat, Aktivizm ve Hayvanlar igin Bir
Araya Gelen 21 Kadin) ve Adams'in ¢igir agan galismalarina yeni nesil feminist, sanatgi ve aktivistlerin yanit verdigi The Sexual
Politics of Meat and The Art of the Animal: 14 Women Artists Explore The Sexual Politics of Meat (Etin Cinsel Politikasi ve
Hayvan Sanati: 14 Kadin Sanatci Etin Cinsel Politikasini Arastiriyor) baslikli antolojilere girmistir.

Carol J. Adams is a feminist scholar and activist whose written work explores the cultural construction of overlapping and
interconnected oppressions, as well as the ethics of care. Adams's first book, The Sexual Politics of Meat, celebrated its 30th
anniversary in 2020. Her second book, Neither Man nor Beast: Feminism and the Defense of Animals, first appeared in 1994,
was recently released in a new edition. In addition, a new and updated The Pornography of Meat (originally published in 2004),
appeared in the fall of 2020. The visual accompaniment and sequel to The Sexual Politics of Meat, it includes 340 images
sent from around the world by Adams's readers, whom she calls "grassroots sociologists.” She is also the author of Burger, in
Bloomsbury's Object Lessons Series, and co-author with Virginia Messina of Protest Kitchen: Fight Injustice, Save the Planet,
and Fuel Your Resistance One Meal at a Time, and of many other books. With Lori Gruen, she is the editor of Ecofeminism:
Feminist Intersections with Other Animals and the Earth. The second edition of this book, expanded to include a section on
“Climate,” will appear in January 2022. Her work is the subject of two recent anthologies, Defiant Daughters: 21 Women of Art,
Activism, Animals, and The Sexual Politics of Meat and The Art of the Animal: 14 Women Artists Explore The Sexual Politics of
Meat, in which a new generation of feminists, artists, and activists respond to Adams' groundbreaking work.

Rebekka Endler dedektif hikayeleri yazmak icin toplum hakkinda bilgi toplamak fikriyle AlImanya'nin KdIn ve Freiburg kentinde
Sosyal Bilimler okudu. Bunun yerine, en biiyiik suclardan birinin ataerkillik oldugunu ve dedektif hikayelerinin bunu degistirmek
icin araci olmadigini kesfetti. Bugiin, KoIn merkezli serbest gazeteci ve radyo yapimcisi. Beyaz bir ABD polisi ve karisinin Siyah
gocuklari evlat edinmesiyle ilgili ilk radyo hikayesi, 2017'de en iyi transatlantik gazetecilik icin RIAS Radyo Odiilii'nii kazand.
Gundelik yagamdaki ataerkil diizen hakkinda gok satan bir kitap olan “Das Patriarchat der Dinge"nin (Dumont 2021) yazaridir.

Rebekka Endler studied Social Sciences in Cologne and Freiburg, Germany with the idea of gathering knowledge about society
to write detective stories. Instead she found that one of the biggest crimes is patriarchy and that detective stories weren't her
medium to change that. Today, she is a freelance journalist and radio producer based in Cologne. Her first radio story about a
white US cop and his wife adopting Black children won the RIAS Radio Award for best transatlantic journalism in 2017. She is
the author of "Das Patriarchat der Dinge" (Dumont 2021), a bestselling book about patriarchal design in everyday life.

Prof. Dr. Burcu Pelvanoglu bir sanat tarihgisidir. 2003 yilindan bu yana Uluslararasi Sanat Elestirmenleri Dernegi (AICA) Uyesidir.
Adi gegen dernegdin Bagkan Yardimciligi (2005-2008), Baskanlik (2009-2012), Uluslararasi Komite Bagkan Yardimcihigi (2010-
2013) ve Sansiir Komitesi Bagkanligi'ni (2015-2018; 2020-) yiirlitmstir. 2001 yilindan bu yana farkh platformlarda yazilari
yayimlanan Pelvanoglu, 2002 yilindan bu yana Mimar Sinan Giizel Sanatlar Universitesi Sanat Tarihi Bélimii 6gretim tiyesidir.
Lisans kademesinde Tiirkiye'de Modernlegsme ve Sanat, Gagdas Diislince ve Sanat; Yiiksek Lisans ve Doktora kademesinde
Gagdas Sanat Kurami, 1980 Sonrasi Tiirkiye'de Sanat derslerini yiriiten Pelvanoglu, Yeditepe Universitesi'nde de misafir
ogretim Uyesi olarak Sanat Elestirisi dersini vermektedir. Yayinlanan kitaplari arasinda Hale Asaf: Tiirk Resim Sanatinda Bir
Déniim Noktasi (2007; genigletilmis ikinci baski 2018), Bati Uygarligi Tarihine Teorik Bir Girig (Hilmi Yavuz ile birlikte, 2008),
Hoca Ressamlar Ressam Hocalar: Sanayi-i Nefise'den MSGSU'ye Resim Hocalari (2009), Devrim Erbil (2010), Mevlut Akyildiz
(2011), Neset Giinal (2012), Meri¢ Hizal (2012), Fiisun Onur (2013), Ozdemir Altan (2014), Nejad Devrim (2014). 1980 Sonrasi
Tirkiye'de Sanat: Dénlistimler (2016), Pek Kronolojik Olmayan Hayatimiz Tiirkiye'de Modernlesme ve Sanat (2017) bulunur.
Diizenledigi sergiler arasinda Kaotik Metamorfoz (Proje4L, istanbul, 2010), Hayal ve Hakikat (istanbul Modern, 2011, Fatmagiil
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Berktay, Levent Galikoglu ve Zeynep inankur ile birlikte), Malatya Modern'e Dogru ilk Adim: Merkez Bankasi Koleksiyonu'ndan
Bir Secki (Malatya Devlet Glizel Sanatlar Galerisi, 2018), Bakis: Merkez Bankasi Koleksiyonu'ndan Bir Secgki (Bursa Go¢ Miizesi,
2018), Bizim Sayfiyelerimiz Merkez Bankasi Koleksiyonu'ndan Bir Segki (Antalya Kiiltiir Sanat, 2019), Modernin Dili Merkez
Bankasi Koleksiyonu'ndan Bir Segki (Amasya ve Sivas, 2019, 2020) bulunuyor.

Prof. Dr. Burcu Pelvanoglu is an art historian. She received her Master's degree and PhD degree from Mimar Sinan Fine
Arts University Institute of Social Sciences. She is a member of AICA International since 2003. She was the Vice President
of the Association (2005-2008), Presidency (2009-2012), Vice-President of the International Committee (2010-2013) and
Chairman of Censorship Committee (2015-). She has been writing on modern and contemporary art on various platforms
since 2001. Since 2002, she has been teaching in the Department of Art History at Mimar Sinan Fine Arts University. She gives
Modernization in Turkey and Contemporary Philosophy and Art at the undergraduate level; Contemporary Art Theory and Art
in Turkey after 1980 at the graduate and PhD level. She is a visiting professor at Yeditepe University and gives Art Criticism
at the graduate level. Published books include: Hale Asaf: A Turning Point of Turkish Painting (2007/expanded second 2018),
A Theoretical Introduction to Western Civilization (co-authored with Hilmi Yavuz/2008), History of the Istanbul Fine Arts
Academy: Painting Department: Artists, Tutors and Pupils (2009) and artist's monographies include Devrim Erbil (2010),
Mevlut Akyildiz (2011), Neset Giinal (2012), Merig Hizal (2012), Fiisun Onur (2013), Gzdemir Altan (2014) Nejad Devrim (2014),
Artin Turkey since 1980: Transformations (2016), Our Non-Chronological Lives: Modernism and Art in Turkey (2017) Selected
curated exhibitions consist of: Chaotic Metamorphoses (Proje4L, Istanbul, 2010), Dream and Reality (Istanbul Modern Art
Museum, 2011), First Steps Towards Malatya Modern: A Selection from Central Bank Collection (Malatya Fine Arts Gallery,
2018).

Prof. Dr. Alev Ozkazang siyaset bilimi ve toplumsal cinsiyet calismalari profesériidiir. Lisans, yiiksek lisans ve doktorasini
sirastyla ODTU, ESSEX ve Ankara Universitesinde siyaset bilimi alaninda yapti. 1992-2016 yillari arasinda Ankara Universitesi
Siyasal Bilgiler Fakiiltesinde calismis; Siyaset Bilimi Anabilim Dali'nin yani sira Kadin Galismalari ve Toplumsal Cinsiyet
Anabilim Dali'nda dersler vermistir. 1994 yilinda kurulusundan itibaren KASAUM (Kadin Sorunlari Arastirma ve Uygulama
Merkezi) ekibinin {iyesi olmus, 2012'de AU Cinsel Saldiri ve Tacize Karsi Destek Birimi'nin (CTS) kurulusunda gérev almis
ve 2008-2016 arasinda Kadin Calismalari Anabilim Dali Bagkanlidi gorevini ylriitmdstir. 2016'da Baris igin Akademisyenler
Bildirisini imzaladidi igin zorunlu emekli olmustur. 2018'de kurulan Aramizda Toplumsal Cinsiyet Arastirmalari Derneginin
kurucu liyelerindendir. 2018-2020 arasinda Oxford Universitesinde misafir akademisyen olarak bulunmustur. Cagdas siyaset
kurami, yakin donem Tirkiye siyaseti, feminizm, psikanaliz, toplumsal cinsiyet ve queer kuram, neoliberalizm, su¢ ve ceza
temel ilgi alanlaridir. Daha 6nce Miirekkep ve Toplum ve Bilim dergilerinin yayin kurulu iiyeliginde bulunan Ozkazang, halen
Fe Dergi, Vira Verita ve Feminist Tahayyil dergilerinin danisma kurulunda bulunuyor. Timi Dipnot Yayinlari tarafindan
yayimlanan kitaplari sunlardir: Siyaset Sosyolojisi Yazilari: Yeni Sag ve Sonrasi (2007); Neo-Liberal Tezahirler: Vatandaslik,
Sug, Egitim (2011); Cinsellik, Siddet ve Hukuk (2013); Feminizm ve Queer Kuram (2015, 2017); Bir Musibet: Yeni Tiirkiye'de
Erillik, Siddet ve Feminist Siyaset (2020). Ayrica Bob Jessop: Hegemonya, Post-Fordizm ve Kiiresellesme Ekseninde Kapitalist
Devlet (iletisim Yayinlari, 2005) adh kitabi (Betiil Yarar ile birlikte) derlemis, Jane Gallop'un Cinsel Tacizle Suglanan Feminist
adli kitabini da Turkgeye gevirmistir (Dipnot Yayinlari, 2013).

Prof. Dr. Alev Ozkazang is a Professor of Political Science and Gender Studies. She retired from the Faculty of Political
Sciences, Ankara University in 2016. She holds a BA degree in Political Science from ODTU Ankara, MA in Political Theory
from University of Essex, and PH.D in Political Science from Ankara University. For more than twenty years she has taught
various courses on Turkish politics, political sociology, political psychology, political theory, feminist and queer theory, crime
and punishment and psychoanalysis. She supervised many MA and Ph.D thesis both in political science and gender studies.
She was the Director of the Graduate Programme on Gender and Women's Studies in Ankara University between 2008-2016.
She worked as an active member of KASAUM (Ankara University Women's Studies Center) and has been one of the founding
members of the Support Center Against Sexual Harassment. She was a visiting scholar at the University of Oxford between
2018 and 2020. She has been at the editorial boards of academic journals such as Mirekkep, Toplum ve Bilim and at the
supervisory committee for Fe journal: Feminist Critique, KAOS Q+ Queer Studies and Vira Verita: Interdisciplinary Encounters.
Her academic interest focuses on the political sociology of neoliberal societies, mostly Turkey, biopolitics of gender, anti-
gender mobilisations in the face of authoritarian populisms, gender violence in relation with neoliberal ad authoritarian

regimes, radical democracy and feminist movements. Her published books are: The New Right and After: Writings in Political
Sociology (Dipnot, 2007), Neliberal Appearances: Citizenship, Crime and Education (Dipnot, 2011), Sexuality, Violence and
Law (Dipnot 2013), Feminism and Queer Theory (Dipnot 2015), The Atrocity: Masculinity, Violence and Feminism in the New
Turkey (Dipnot, 2020). Also she is the co-editor (with Betiil Yarar) of Bob Jessop: The Capitalist State (iletisim, 2005) and the
translator of Jane Gallop's book Feminist Accused of Sexual Harassment (2013).

Naz Kocadere bir kiirator ve yazardir. Zilberman Gallery, istanbul'da program yéneticisi olarak galisiyor. Yakin dénemde, De
Appel Amsterdam'in diizenledigi Kiiratoryel Programa Eyliil 2019-Haziran 2020 arasindaki segilen 6 kisiden biri olarak, SAHA
Dernegi'nin destegiyle katildi. Katilimcilarin hazirladigi matbu sergi “This may or may not be a true story or a lesson in
resistance” Subat 2021'de yayimlandi. Ayrica, Amsterdam'da PuntWG'de “Avant Gardener" (2020) ve istanbul'da Bilsart'ta
“Hemhal lizerine denemeler” (2019) sergilerinin kiiratérligiinii tistlendi. Naz, Asociacién de Arte Util platformunun ortakligiyla
SALT (2018), Asli Gavusoglu'nun “YWVWVWV" baslikli projesi, Asia Cultural Center, Gwangju, Giiney Kore (2017), Oktem&Aykut
(2014-2016) ve 13. istanbul Bienali'nin (2013) sergi ve arastirma programlarinin ekiplerinde gérev aldi. Lisans egitimini gorsel
iletisim tasariminda tamamladiktan sonra Naz, yiiksek lisans derecesini istanbul Bilgi Universitesi'nde Kiiltiir Yonetimi Yiiksek
Lisans Programindan aldi. Uluslararasi Elestirmenler Dernegi (AICA) Turkiye Uyesi olan Naz'in yazilari Art Unlimited, Borusan
Contemporary Blog, SALT Online Blog ve Milliyet Sanat gibi matbu ve dijital kanallarda yayinlandi.

Naz Kocadere is a curator and writer. She works as a program manager at Zilberman Gallery, Istanbul. Recently, with SAHA
Association's support, she attended the Curatorial Program at de Appel Amsterdam between September 2019-June 2020, as
one of the six selected participants. Curated by the participants, the exhibition in print “This may or may not be a true story or
a lesson in resistance” was launched in February 2021. Also, she curated “Avant Gardener” (2020) at PuntWG in Amsterdam
and “"Meditations on self-togetherness” (2019) at Bilsart in Istanbul. Naz has been part of the teams of recent exhibitions and
research programs that took place in SALT in collaboration with Asociacién de Arte Util platform (2018), the project entitled
“VWVWVWV" by Ash Gavusoglu in Asia Cultural Center, Gwangju, South Korea (2017), Oktem&Aykut Gallery (2014-2016) and
the 13th Istanbul Biennial (2013). Having her background in visual communication design, Naz received her masters degree
at the Cultural Management MA Program at Istanbul Bilgi University. Naz is a member of the International Association of Art
Critics (AICA) Turkey and her writings have appeared in Art Unlimited Magazine, Borusan Contemporary Blog and SALT Online
Blog among others.
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This catalogue is printed 800 copies for Azade Kdker's exhibition titled Murder of a Mannequin organized by
Zilberman Gallery September 7 — December 4, 2021. This catalogue cannot be copied, re-printed or distributed
without the permission.

Bu katalog 7 Eyliil — 4 Aralik, 2021 tarihleri arasinda Zilberman Gallery tarafindan diizenlenen, Azade K&ker'in
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