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Kayiptan Yikima El Kitabi

Shaheen Merali

Bé6liim 1: Yaralarin Ortasinda

Navid Azimi Sajadi, farkli sehirler arasinda gidip gelirken, Roma ya da istanbul’'un
narin havasini kokladikga, daha da kirilganlasmis gibi géziikmektedir. Yavas yavas,
israrla Uzerindeki baski artar ve yabancilik duygusu devam eder. Biitiin yabancilarin
yaptidi gibi, kiralik bir odanin kapisini agtiginda gegmisten arinip, “benden 6nce
burada ne olmustu ve sonsuza dek daha neler olacak” imgelemleri arasinda gegis
yaparken Navid, huzura ermesine ve diistincelerindeki yogun duman ardindaki
Tahran goruntisiinden uzaklasarak kendini yenilemesine yardimci olan sigarasindan
derin bir nefes almay aliskanlik haline getirmistir.

Orta Asya ile perdelerin incecik ve havaalanlarinin yeni yiizlerle dopdolu oldugu
Avrupa'nin Akdeniz kiyisi arasinda gidip gelirken, manevi bir kayitsizlik sinirinin
belirginlestigi belli belirsiz yaralar doldurur, ugaklari. Burada, Roma'da Navid,
kendi kultiirel tanimlarini, hasret tanimlarini, bireyi esmer ve duraganlik krizinin
¢okintlsu icinde yer alma silirecinde agir olarak adlandiran tanimlari olusturan
zaman yolculuklarina gipta eder. Orta-merkez Avrupa'daki bitiin gégmenler
gibi, uyanmamizi saglayan kahve ile odamiza tasidigimiz kitaplarimiz arasinda
bocalayarak, yagsamamiza izin verilen belirli birkag yore ve bolgede oransiz bir
sekilde galisirken buluruz, kendimizi.

Biz biitlin varos kesifcileri gibi Navid de kendini, somiiriliyor oldugunu diistiindigii
glinliik bliyiik sehir bezginligi igine sikistirlmis hissedip bir teselli arayisina girebilir
ki, bu teselli Navid igin, teokratik inanglar temelinde yikselen gegmisteki sahte
devrimleriyle ana vatani iran olmustur. Bu, her ikisi de miikemmel lineer yapilara
sahip fakat yine de glinliik temelde birbiriyle catisan ¢agdas zaman ve yakalanmig an
arasinda akip giden bir hatiradr.

Hic bitmeyen bu aci, dayanilmaz bir sekilde azalmadan siirer gider. Onun bu utang
verici diislin yapisindan kagma gereksinimi; ortak arzularin varligini, ayriskan
dikotomilerin iistesinden gelme olasiligi bulunan bir dizi tekrara indirgemistir. Ozlem
duygusu ve terk etme arzusu, her yeri ve her seyi istila eder. Bitin bireyler, kurtarici
olmayi disinmeksizin, yeteneklerini doyurmak igin sonu hissederler - “teokratik

bir cagdaslik karmasasi icinde kaliriz". Ah, daha da kokten bir farklilik gostermeye
zorlandigimiz bu kiiresel esitsizlik, bir yil dahi ayni ekonomik kusakta degil iken,



farkliliklarimizi ancak yiizyillar belirleyebilir. Ornegin bu sehir, belirsiz bir sekilde
kaybolmus, vazgecilmis ikinci bir Roma; yedi tepe ile gcevrelenmis miicadeleci bir
vadi, imparatorlarin acilarina doymus bu sehir, meydana gelmis oldugu diinyada pek
az konusulmaktadir. Yokluk, yenilgi, yok edilmis tanrilari, tanrigalari, mit ve kapilari
ile Navid'in yiiregini, terk edilmisligin ve akisin gorkemiyle striklemistir. Dogdugu
sehir Tahran gibi, Roma da kendi olusumu i¢inden gegit vermemekte, vadilerini
sulayan daglari, Navid gibi esigi asmaya ¢alisan istenmeyen ziyaretgileri engelleyen
bir ¢it olusturmaktadir.

Yarim kalanlar tamamlanmis, ask unutulmus, hasretin cekiciligi bizi yikintilarin
tutsagi haline donistiirmistiir; Tahran, Siraz, isfahan, villa gibi camiler, kiime
kentlerin mobilet dumaniyla gittikce grilesen cigerleri gibidir. Bu arada dizel; Aquila,
Roma, Bolonya, Napoli'yi doldurmus ve adina da gelisim denmistir. Navid'in bu
bogucu Romen baskentine yerlesmesi, onu Plato topraklarinin trajedisini sunan

bir senfoninin erkek ve kadin mimari kahramanlari arasinda gidip gelen gégmen
sisin bir pargasi haline getirmistir. Gecmiste belirgin bir sekilde, eski Filistin'in
yabancilastiriimis her bir kosesine dost olmus bu sehir, Roma, simdi gozlerini

tarihi evrendeslige kapatmaktadir. Trafik; heykel, kilise ve fiskiyelerin ¢cevresinden
akip gitmekte, onlari resimsel mantigin hakim oldugu yeni bir koktenciligin yogun
dumaniyla kapl adaciklara déntstirmektedir. Navid, tam arada olmasi gerekenle
ilgilenmekte, bir kokten mantigi terk ederek, bir sonraki gériinmez fasizmin
yikselis trajedisinin kiyilarina vurmaktadir. Her iki glidtiniin zayif mantidi, reddedip,
onaylamayip uzaklagmaktadir.

Bazen, ayni anda iki yerde birden yasiyor olmanin trajedisi, bireyi manzaraya
yukaridan bakmaya, her seyin devrilip distsini ya da gidisati gérmeye
zorlamaktadir.

Birbiriyle karsilastirilan sehirler, tarihler icinde dondurulmus tasarimlar olup,
anlamlari hakkinda daha farkli diisinmemize neden olacagi igin, batmakta olan ay
Isiginda gorilebilmektedirler, en iyi sekliyle. Karsit anlamlarin golgedeki bolimleri
acisindan incelendiginde, karanligin 6rtisi gizli kalmis yonlerinin acgiga ¢cikmasina
neden olur. Tanimlandidi gibi sadece mesken ya da is yeri olarak dustinilirse,
onun “varolusu”, alacakaranlikta son derece rahatsiz edici bir bigcimde cinsi, sinsi
ve bilinmezin memnuniyeti icin hizmet veren bir sekle donuslr - glin isigindaki
taniminin aksine.

Kamuflaj Serisi

Bir golge olarak sehrin ¢arpici dogasi ve tutumu; arzunun bayagilikla etkilestigi
kahramanlarin oyulmus oldugu mermer taglar, algidan tanrilar, tarih dncesi islemeler
mozaigi, sadece giindiiz goziiyle incelendiginde agiga ¢ikabilir.

Burada, mitoloji ve teokrasinin bozulmus bigiminin garpici berrakliginda sehir,
her diistince ve her niyetin eril oldugu en karanlik fantezilerin temelidir. Roma'daki
heykelleri heykel olarak incelediginde Navid, bu sehrin cinsel siddet tarihine geri
donmeye basglar. En kalabalik yerlerde, heyecan verici Romen maceralari trafik
isiklarinda inatla sikisip kalmis olup, biife 6nlerinde asili gazeteler ise tecaviizleri,



adam kagirma sahnelerini ve diger rezillikleri gostermektedir. Giin isiginin netliginde
bireyler birbirlerinin pervasizligini gormezden gelirler, turistler Meksika dalgalari
halinde akarlar, korkmus ve tecaviize ugramis duruslarina duyarsiz kalirlar. Bu
goruntileri, bizleri kiiglilten, bastan cikarici, asagilik zinalarin maddelesmis kaliplari
olarak yeniden degerlendirdigimizde, Navid'in eseri Kamuflaj, bizi gosterigli

kaidesi ile hala sarsabilmeyi basaran yeniden yazilmis bir parsémen olarak anlam
kazanmaya baslar. Gegip giden bir diinyanin mitolojilerinden dogmus olan kiilturel
kodlar, yeniden dogus cergevesinde, duyurulan haberleriyle bizi hala rahatsiz
ederek, gagdaslasan anlayiglarin merkezine katkida bulunmus degerleri kigkirtan
deniz altindaki diinyalar ve yer altindaki gémiit tanimlarindan muzdarip olmustur.
Butln bu siirecler ve zaman gasplarinin hesabi artik tutulamiyor mu, yoksa Navid'in
eserinde iddia edildigi gibi, sehirlerimizde kamufle edilen ve degerlerimiz arasina
gizlenmis hayali olusumlar olarak yer alan ge¢misin fantazmagorik ifsalarinin
golgeleri midir bunlar?

Kamuflaj Serisi, belirsizlikleri sorgulayan, dijital olarak islenmis fotograflardan
olusmaktadir. Ug boliimden meydana gelen bu fotograflarin 6n planinda cadde ve
meydanlari kirleten Roma'daki heykeller, sembolik olarak sarkit kovanlar seklindeki
girigleri bulunan gok sayida iran ve Arap camileri ile gercevelenmis olup, bu gézeli
piramit benzeri yapilarin iginde, cinsiyeti belli olmayan, dis tarafa dogru bakan ve
bakislari, izleyicinin tzerine odaklanmis albenili bir kisi bulunmaktadir.

Kamuflaj Serisinin ortaya koydugu 6nemli bir soru sudur; “ilahi cezalari bulunan
ancak siddetin siklikla uygulandigi bu erkek egemen senaryolar, yiiksek kiilttr
diizeyine sahip ve gagdas olarak tanimladigimiz bir toplumun yumusak 6zelliklerine
nasil katkida bulundular?” Ve daha da 6nemlisi, “Simdi bizlere hangi idealleri
yansitmaktadirlar?” Navid, birgok yonde bu iki bigimi de kullanirken, heykeller ve
cami girisi, cilveli ve capkin bir tavirla disariya bakan masum bakisl, geng fakat
kirlgan bir bireyin gizlendigi goz alici bir duvar kdgidina dontismektedir. Sembolik
duruslarinin ¢ok az bir bélimiiniin artik anlagilamadigi ve mimari iskeletinin ve
amacinin sofistike glictiniin kayboldugu bu heykel ve cami, yasanmis gerceklikleri
kiicimseyip mutluluk payi gikararak, sehir sakinlerinin birligi icin hareketli bir zemin
saglamaktadir artik.

Biz hala onlarin kapladigi, bu diinyanin simdiye dek taniklik etmis oldugu en blyuk
iki savastan sonra yirminci ylizyil Avrupa’sina girmis olan post-modern yerlesimci
icin, kindar psikozun bir panayir alanina donustigu, Gaudi-esque alanda serpiliyor
gibi goriinliyoruz. Navid'in Kamuflaj Serisi, zenginlestirilmis Persopolis ve
gecmisteki gorkemli senliklere ait hayali hazlardan olusan bir oyun sahasi yaratip,
hem iran mimarisini hem de Romen halk sanatinin temellerini katmanlastirarak, arzu
ve intikam arasindaki bu sirekli akisi yakalamayi basarmistir. Bu sekilde calisirken,
eser de surekli “Bizim mirasimiz nedir ve simdi onunla ne yapiyoruz? Topragindan
sokilmus ve islevsiz olan koklerimizin roli nedir?” sorularini sormaktadir. Navid her
iki tarihin de, bu yapisallik iginde agiklamis oldugu sirrini sorgulamaktadir; islami
camilerin muazzamligi ve Romen fethinin uysalligi, bir sekilde bu kani temizlemistir.
Kurbanin ve zor durumdaki tarihlerin, eski uygarliklarin rollerini arkitektonik bir

kale olarak destekledigini hatirlarken ve biz de onlarin adanmis hakimiyetlerinin

bir parcasi haline gelip, eril gii¢ anlayisimizdan uzaklasarak, Ulysees'le imamlik



arasinda gidip gelen, diinyanin her tarafinda mecazen bulunan biitiin italyan ve iran
mahallelerine hilkmeden bir sosyal konumu kabullenmisken bile bu sir, su igilecek
temiz bir cesme 6nermektedir.

Bir holding modeli haline gelen karsilastirmali klasisizm, yoruma agik bir konudur
ancak bizi gegmise hapsederek, ortaya ¢ikan, insan haklarindan feminizme, yeni
ozglrlikler kapsaminda galismamiza olanak tanimayan bigimlere dontismustiir. Bu
degismeyen soylevler, gizli taniklari olarak iginde yer alacagimiz riiya gibi bir kiyamet
tehdidinde bulunmaktadirlar. Hayalet ve cinler bizlere yukaridan bakarken, biz de
kendi yaratimimiz olmayan, gelecegimize ait degil ama dogdugu ge¢mise dair bir
acgozlilik yaratan bir gesit ortak hasrete bakakaliriz.

Baris, - ne barigi, diye sormaktadir Navid, uyudugum sirada nasil gezebilir, gizebilir
ya da riyalarima gelerek yolculugumu bozan boéylesi degersizliklere gilebilirim,
gokylizii bu stiper kahramanliga batmisken? Gliniimizde, onlarin Herkulvari
glclerine hayret etmekteyiz, bir sehirden digerine, temkinli devletlerden farkh dillere
acl icinde suruklenip geleneklerimizi, gegmisimizi ve gorevlerimizi kavramakta
tokezlerken. Ag dliyoruz.

Bolim 2: Kiiltiirel Degersizlik

Navid'in kendine ait oldugunu ifade ettigi hermetik kodlar, ayni zamanda bize de
aittir; eski diinyanin utancini tanimlayan anitlarin yakinindayken ¢ogu kez fotograf
makinesinin vizériinden gordiklerimizi kendimize ait hissederiz. Kasli Tanrilariyla
caddelerinde dans edilen ve kovandaki peteklere benzeyen etkileyici girisleri olan
saygin camilerle kutsallastirilan bir diinya...

Bu mimari ciltler, onlari var eden gegmisi kavrayis seklimizdeki eksikligin bir kaniti
olarak, onlari devlestirerek ve Utopik bir cogulculuktan s6z etmek lizere muazzam
yollar bularak bakisimizi bir fotograf makinesiyle sabitleyene dek, tarih ve koklerden
ayrilamazlar. Gegen ylizyilda, belki béllcl savaslara tepki olarak, biraz da sancili
etkileri nedeniyle gegmisimizden kopmustuk. Ruhu yasayacak ve sonsuzluga
erecek olan tek anlati olarak bizi biiyileyen bir gegmis. Genel heykel ve binalarin
yapay kasilmalari, mavi kanl bir irk ve zenginligin, imparator ve emirlerin, sah

ve soylulugun kokusunu yaymaktadir — Orta gagdan gelen bir eksiklik. Ve simdi
Navid, hepimiz gibi, imgesellik ve ideoloji muhafizlarinin kapilarini koruyan hedef ve
inanglardan uzak duran bu yapilardan, glinimiiz i¢in bir anlam gikarmak zorundadir.
Gecmisten gelen bu rastlantisal izdlstmler, bu kiliseler, plazalar, meydanlar,
mabhalleler, kaleler, pazarlar ve camiler, bizleri birer Don Kisot'a donlistiirmektedir.
Aramizdaki digerleri gibi Navid de, bu gerceklige yenilmeyi reddetmektedir.

Yireklerimiz ve diigtincelerimiz, bu post-modern, post-yapisalci bagkaldiri
hikayeleriyle bozulmus kalsa bile, kismi bir cehalete geri donmiis gibi
goriinmekteyiz. isaretler cevremizi sarar ve ényargili gegmisimizden gelen
imleyiciler, bunun neden ve nasil olustugunu ve hala neden kiimekent sislerimiz
arasinda yer aldigini sorarak, bizleri bir cehalet havuzundan azlederler.



Mitolojik Yunan ve eski Roma’nin gegmis himayesinden uzanan bu bitiinleme

ve ideoloji mirasi - Navid'in durumunda bunlara bir de iran Kralligi'ni eklemek
gerekmektedir - Gift tarafli olarak yliksek Avrupa bayagiliginin ampirizmini insa
etmektedir. iran goz 6niine alindiginda ise bu durum, sorunlu fakat yurt igi ve
disindaki ruhani ve politik makamlarda bulunan bditiin vatandaslarini vurarak,
siradan ve farkli bir islami hakimiyet kuran teokratik bir sizofreninin igsel mantigina
donlismektedir.

“Degisim riizgarlari estiginde, bazi insanlar duvar 6rerken, digerleri yel degirmeni
insa ederler”

Slpheli Bir Farkindalik (Veniis'iin Gerilemeleri)

Bunu dogru algilayalim, “varlik” olarak diinyevi haklarimizi yeni anlamaya
basladigimiz; metinselliginin demokratik degerlerin hizl akan satisini korkuttugu,
oznelliklerin deg@isimine neden olan bir devrim yeni baslamistir. Bitiinlik ve sevgiyle
saglamlastirilan daimi eserimiz, tarihsel kayiplarin ve katliamlarla ¢iritilen bir
tarihin geri donistine neden olmustur. Olusturulan, metinlerin heterojenligi olarak
adlandirilabilir. Korku verici bir sekilde, bu yeni milenyumda insani degerleri
kurtaracak olan heniiz baslangic asamasindaki bu degerli eser, seckinler icin kaderci
bir sekilde zehirli hale gelmistir. Mesih'e ait gérev durdurulmus, Venere Guerilla,
sakat birakan ve dldiiren kollarla sarmalanmis dudaksiz heykel, balta saplari ve
silahlarin sari haleleri, bu sekilsizligi diizeltmistir. Fig(ir, islami ginilerle kapl bir
magaraya benzeyen cami detayinin sig, mavi arka planinin karsisindadir.

Venere Guerilla, bize miras kalan sasirtici sekilleri, birgok yonden temsil etmektedir
ve bu sekiller simdilerde, gezegen ve yildizlarin galaksisi olarak evrensellesmis

olan astrolojik harita ve kartlara hizmet etmektedirler. Bir imparatorun 6limiinden
sonra kalan anilar, bulundugumuz yerden rotasini takip etmeye ve bu gezegenin
bakisimsizliginizi anlamaya calistigimiz astral alana dogru stzlilmistir. Yaratimin
hikayesi olarak baslayanlar, sonugta bizi adanmislik seklinde “eros ve tozdan
olugsma"” ideolojisine getirmistir.

Yeni tasarruf rlizgarlari, yanilgilarla dolu savaslarla birleserek, cagimizdaki bir

baska yikimi da tersine gevirmistir. Uluslararasi bir karanliga yer agmak igin

bilginin yerinden edildigi nihai bir noktaya ulastigimizda, 6zgurliik de agikta
kalmistir. Bilgi ve bireysel 6zerkliklerin gizlenmesine yonelik bu ivme, biz olmadan
bizden faydalanarak, birgcok ufukta kara bulutlarin kiimelenmesine yol vermis

ve guinbatimlarini, Babil'in tarihi sinirinin toplu mezarlarina donistiirmistir.
Sondan once kendi sonuna ulasan bir yol... Hirosima'dan Bhopal'a, Bhopal'dan
Fukushima'ya... Bu noktada hayal gliciimiiz, 6glen glinesinde kalmis bir yaz meyvesi
gibi kurumus, canliligini yitirmis, bosa harcanan yasam kaynagini algilamadan
duyarsizlastirmis, bizleri bagka kimliklere birlindirmustdr.

iran, Asya'da oldugu gibi ve italya, Avrupa'da oldugu gibi bu inangtan yoksun kan
aliminin ortasinda kok salmistir. Simdi gordliyor ki, ne olursa olsun; nesnenin
kendini temsil edemedigi, anlatamadigi ya da dogrulamadigi bir kavsak...
Hersey basibos; her sey tutarli bir sekilde suya batmis emlak pazarinin pargasi



haline gelmis. Simdi amacimiz, derin bir degerlendirme yapip, yataklarimiz ve
kabuslarimizin arasindan basimizi kaldirarak, gii¢ ve cehaletle yasadigimiz bu
dengesiz ve hayal kirici iligkideki yalnizligimizdan uzakta, insanliga giinah ¢ikararak
meydan okumalk, fikirlerimizi paylasmaktir.

Boliim 3: Gezici Kiitiiphaneye Yagan Muson Yagmuru (Kamuflaj Serisi ve
Silahli Cizimler)

Navid, cagdaslarinin birgogu gibi, totaliter bir sistemin ¢ag oncesi doneminde
dogmus olup, kendisi uzaklarda miicadele ederken, fiziksel olarak ayri bir tilkede
yasayan bir annenin ogludur; giinlik gercekliklerin disinda kalmis, sorunlarin sanal
olarak skype goruntiileriyle ¢ozilmeye galigildigi fakat yine de iletisimden yoksun
kalan bir ogul. Bu hizinli boslukta yasadigi sonsuz aci ve melankolinin, fotograf
laboratuarlarinda ve Roma'daki stiidyosunda kagit tGizerindeki karmasik itiraflara
donustirilmesiyle kendini iyilestirmektedir. Bu noktada ikiliklerin kisisel, yapay ve
hileli olanlarini, ayri mekanlarin gercek ve hissedilen ikilemleriyle birlikte, diger bir
ikonoklast ylzyilin baslarinda eler.

Bu hermafrodit yalnizlik iginde birey akista kalarak, degisim ve adalet isterken gogul
hale gelebilecek tekil seslere yonelir. Bu hastaligi uzakta tutma arzusu, bu uzun gece
ise Robert Smithson tarafindan soyle tanimlanmistir: “Dilin yaniltici kargasasi iginde
bir sanatci 6zellikle kaybolusa dogru ilerleyebilir ve sira digi anlam gakismalari,
tarihin garip koridorlari, beklenmeyen yankilar, bilinmeyen gulddriler ya da gecersiz
bilgiler arayisi sirasinda bas dondurici sozdizimleri ile kendinden gegebilir... ancak
bu arayis ¢ok tehlikeli, sinirsiz kurgularla dolu ve sonsuz mimari ve kontr-mimarilerle
dolu olabilir ve sonunda, eger bir son varsa, hepsi belki de sadece anlamsiz
akislerden ibaret olacaktir.”

Kendi kudreti igerisinde Navid, ihanet ve intikamin, igten sorunsalligi kadar
siirselliginden, muhalif bir post-modern sunumlar tarihi yaratmaya basliyor. ikon

ve idollerin kimligini beceriyle isleyerek - kasvetli kiillerinden, yeni perspektifler
dogmasiyla - yeni bir kayit bulmaya calisiyor. iki yer, iki yiirek ve mit ve gelisimin iki
yonli sembollerinin sikintisi(sizligi) arasindaki bir yorum. Pan ve Grimede'in bariz
tasvirleri arasindaki yolculuklar, islam’in anikonizmi ve bosluklarina karsi gelisen kriz
icinde degerler bulmaktadir. Mozole ve arsiv kalintilari igindeki diinyay1 donatan bir
ayna saraya karsl, benlikten bir solipsizm dogar.

Bir Dipnot: illegal Mitler

Duvarlar var, duvarlar. Onun aci tohum ve yapraklarini gérmis olanlarin yiireklerinde
hala varligini siirdiiren Berlin duvari vardi. Sonra, Filistin'i gevreleyen bir duvar

ve birbiri ardindan gelen duvarlar var. Duvari 6nemli kilan, ardinda ne oldugunu
bilememenin giictidiir hep; havada asili kalmis bilginin sezgisidir; bilmek ve
bilmemeyi, puslu bir hiisran karisimina katan bir askiya alistir, bu; tizerinde
durdugun topragin ve duvarin oniinde uzanan en bastaki sinirsiz topragin sezgisidir.
Bu sureklilikten yoksunluk, dondurulmus alan, sadece TEK'e sahip olamama
korkusu, fakat bélinmus bir millet ya da devlette yasiyor olmak, Navid'in kendi
bilgisi olarak betimledigi olgudur; devasa bir karigsim, bir kargasa, her seyin karigsmig



oldugu, “bir ¢ganta icindeki yasam™dir. Bu hayat, Ulkeler ve ulusal devletler arasindaki
ormanlarla dolu sinirlardan gegmek lizere agag kiyafetine burlinmis bir savasa
doniigmistiir. Duvarla ayrilmis pargalar ve gerceklik guruplari; tlkeler, devletler

ya da yukari ve asaginin giizelligi konusunda hissettiklerimizden olusan diinyalar
haline gelerek korunmaya alinmis, nereye ait oldugumuz konusunda artik bir mantik
yliritemez hale gelmisizdir.

Navid, siklikla kompozisyonlarinin igine farkli kiltirlerin gizli anahtarlar gibi kapilar
gizmektedir; bunlar, seytani kapitalist tiiketimciligin ve islam Cumhuriyetlerinin
duvarla gevrili esas dislerine ait sessizliginin 6tesinde, kendisine daha derinden
kilavuzluk edilmesine yarayan semboller ve isaretlerdir. Hint yarimadasina ait olan ve
savaglar, riyakarlik ve miilteciler ile rehin alma konusundaki en eski kayitlari igeren,
bir esin kaynagdi da Upanishads ve Bhagwagita isimli iki tarihi kitaptir.

Bhagwagita, miikemmel aile baglari yansitmasi iginde, sevgi ve yagam imgesinin
nihai sonucu olarak karmanin sonsuza dek bulundugunu betimler. Navid'in ilk
sergisi, Hindu Tanri Giglemesindeki Yaratici Tanri Atman / Brahman'dir. Kékleri
Rajput ve Mogol imparatorlarinin minyatiir gériintiilerini de iceren belgeler

icinde arastirildiginda, gagdas iran'daki iran kimligi hasretinin dtesine uzanan kok
duygusunu algilamasina yardimci olmustur. Dogu sinirlarina yakin topraklarin siirsel
fethini iceren genis bir tarihten olusan bu siireg, iran ve Afganistan ailesini temsil
etmektedir. Pakistan, Hindistan, Afganistan, iran, Irak ve hatta Birmanya mimarisi,
orta Asya'nin ampirik Mogol kontroll altinda ilerleyisinin haritalandiriimasinda
cok 6nemli bir rol oynamistir. Bu tarihsellik, Romen ve iran tarihselligi gibi, Navid'e
“mantiken sahipsiz birakilmis bir fantezi, olanaksiz canavarlar (liretimi); ve bununla
beraber, sanatin anasi ve mucizelerin kaynagi”"ni saglamaktadir.

1. Gin atasozii, http://www.studentnunamazon.com/data/pages/quotescorner.htm

2. W. H. Auden, 1 Eyliil 1939, The New Republic sayisi, 18 Ekim 1939

3. Robert Smithson, “Sanatin Cevresinde Bir Dil Miizesi,” Robert Smithson'in Yazilari:
Resimli Denemeler” Art International, Mart, 1968

4. idol: Eski Yunanca'da eidwAov (eidélon, “imge, idol"), £150g (eidos, “form") ayrica: idol = iran
kultiriinde sevgili. (sanatgi tarafindan yapilan agiklama)

5. Sanatglyla Skype lizerinden yapilan goriisme (yayinlanmamistir)

6. Francisco de Goya, (c. 1797). Graviir, 21.5 cm ... Eserin altinda alintiya dair bir ibare bulunmaktadir.



The Manual from Loss to Destruction

Shaheen Merali

Chapter 1: Between Wounds

Navid Azimi Sajadi appears somewhat fragile as he inhales the frail air in Rome

or Istanbul, moving, as he does, between different cities. Slowly, relentlessly the
pressure mounts and the feeling of foreignness continues. Arriving, as any stranger
does, in a rented room, clearing the past, shifting within the interior between what
‘has been here before and been here forever’, Navid has got used to taking a strong
drag on his cigarette as it helps to fake peace and blow away the cobwebs of the
dense smog of Tehran from his head.

Managing as he does between the middle of Asia and the edge of Mediterranean
Europe, where the veil is the thinnest and the airports thick with new arrivals, a
ghostly tepid border prevails in which insignificant casualties pour out their crafts.
Here, in Rome, Navid, drools over the passages of time that create their own cultural
terms, terms of longing, terms that define you as brown and the slow settling into
the debris of crisis upon stasis. Wavering, as do all immigrants in mittel Europa,
between the coffee that brings us back to our senses and the books that we carry
into our apartment-trenches, we are found to be disproportionately operating in a
few, selected neighbourhoods and the terrain that we are allowed to occupy.

Navid, like all of us, suburban explorers, can feel concealed by the daily metropolitan
tedium in which we feel exploited, often seeking solace in that which it soon
becomes; for Navid it is his homeland, Iran with its yesterdays of fake revolutions
based on theocratic beliefs, a memory that lapses between contemporary time

and captured space, both in a perfectly linear structure, yet even so colliding on a
daily basis.

This pain, like the burning of the sun at the back of one’s eyes, drives as a bolt

of unbearability that remains constant. The need to escape from its shameful
ideology has reduced its collective aspirants’ existence into a set of rehearsals in
the possibility of overcoming its isolating dichotomies. The feeling of longing and
the desire to abandon pervades everywhere, everything. All agree, that without a
sense of saviour to appease their abilities to sense an end- ‘we remain in a mess
of theocratic modernity’. Ah, this globalised unevenness, in which we are further
forced into becoming radically different, whilst not in the same economic zone
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let alone year, even the centuries separate to further mark our differences. This

city, for instance, indeterminately lost, a forgone second Rome; a struggling valley
surrounded by seven hills, saturated in the pain of empires, seldom spoken of by the
world that it birthed. Famished, beaten and choked of its gods, goddesses, myths
and gates, Navid's heart is tugged by the grandeur of the abandoned and of that
which has elapsed. Like his native, Tehran, Rome is impassable through its own
making, now the mountains that water its valleys seem like another perimeter

fence that guards it from unwanted guests, guests like Navid, students of its
encroaching liminality.

The incomplete is the complete, love forgotten, the temptation of nostalgia renders
us hostage to its ruins; Tehran, Shiraz, Esfahan, mosques like villas are the lungs of
the megalopolis, greying from scooter fumes. Meanwhile, diesel fuels Aquila, Rome,
Bologna, Napoli into a hole called progress. Navid's relocation to this choking
Roman capital city, makes him part of the migrant smog that hovers between its
architectural heroes and heroines in a symphony performing the tragedy of Plato’s
republic. Rome, a city that seemingly has historically befriended every estranged
corner of old Palestine, now closes its eyes to the historical cosmopolitan. The
traffic circles the statues, the churches and the fountains, making them into islands,
thickly covered in the dust of the pictorial logic of a new fundamentalism. Navid is
interested in what it is to be in-between, departing one fundamental logic to arrive
on the shores of the next tragic rise of a latent fascism; how the flaccid logic of both
drives to disallow, disavow and distance.

Sometimes, the tragedy of living in two places at once, is that it forces one to look
from above, at all things tumbling or fallen, or on their way down. Cities, it has been
contested, are frozen designs from histories, best viewed in the dipping light of the
moon, which allows us to think differently about their meaning. When viewed in the
darkened rubric of contrasted meanings, the shroud of darkness allows its covert
form to rise. With the notion of it as a dwelling and a working place as its identity,
it's ‘being’ becomes at dusk a place disturbingly sexual, prowling and devoted to
servicing the comfort of the unknown - a counterface of its daytime identity.

The Camouflage Series

The lurid nature of a city as a shadow, its behaviour, can only be evident in the cold
light of day, when we examine the cravings carved in its stone - of marble heroes,
gods in plaster, a mosaic from the cravings of prehistoric cultivations, wherein the
desire interacts to make solid kitsch. Herein, in the intense clarity of a disfigured
mythology and theocracy, the city is the base of darkest fantasies, every thought
and every intention masculine. In examining, the statues as statutes of Rome,
Navid starts to return to this city’s history of sexual violence. In populated places
Roman orgiastic escapades remain stubbornly wedged between traffic lights and
newspaper stands show rapes, scenes of abductions and other acts of travesty.
In the sheer daylight one loses one's blatancy as (unseen), the tourists arrive in
Mexican waves, awed and remaining blinded to their desecrating postures. In re-
examining these spectres as solid blocks of vile fornications, of acts that demean
or acts that seduce us, Navid's work, the Camouflage starts to make sense of the
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palimpsest that can still manage to shock us from its rococo plinths. The cultural
codes born from the mythologies of an elapsed world, framed in the renaissance
remain afflicted by depictions of worlds beneath the sea, of grave underworlds
that can still disturb in their proclamations and incite values that have contributed
to the hub of civilising horizons. Are these spaces or seizures of times no longer
accountable by numbers on any calendar, or as Navid's work claims are they
shadows of phantasmagoric revelations of a Taurean past that are in camouflage in
all our cities and hidden within our values as imaginary foundations?

The Camouflage Series comprises digitally manipulated photographs interrogating
many uncertainties. Constructed in three stages, in the foreground the statues
from Rome that litter its avenues and piazzas are symbolically framed by stalactite
beehive entrances to many Persian and Arabian mosques and, within these cellular
pyramidical structures, is an alluring profile of someone of an ambiguous gender
facing outwards, its gaze settling on the audience.

One key question the Camouflage Series poses is ‘How did these male dominated
scenarios, attributed with divine retributions but often employing torture contribute
to the smooth characteristics of what we call high culture and civilised society?’
And more importantly, ‘What ideals do they represent to us now?’ In many ways
that Navid uses both of these forms, the statues and the mosque entrance
become attractive wallpaper, within which lurks an innocent looking, young

but fragile individual, coyly and flirtatiously looking out. When so little of their
symbolic mannerism is no longer understood and the sophisticated power of their
architectural framing and intention, has been lost, the statue and the mosque now
provide a cruising ground for the fraternity of city dwellers, seeking pleasure from
the disdain of lived realities.

We still seem to be able drink and flourish in the Gaudi-esque space they occupy,
where its revengeful psychosis becomes a fairground for the postmodern settler,
who himself has entered twentieth century Europe after two of the greatest wars
ever fought on this earth. Navid's Camouflage Series manages to capture this
constant flux between desire and revenge, in layering the foundations of both
Persian architecture and Roman public art together, a playground composed

from the spectral delights of an enriched Persopolis and the festivities of bygone
extravaganzas. In doing so the work continually asks... ‘What is our heritage and
what do we do with it now? What role does it play for that which is already uprooted
and dysfunctional?’ Navid questions the glaze that both histories have imparted
as such structures, the monumentality of Islamic mosques and the acquiescence
of Roman conquest, have somehow cleaned the blood. This glaze now suggests

a clean fountain to drink from, even in remembering the victim and embattled
histories reinforce the role of antiquity as an architectonic bastion and we become
part of conforming to their votive dominance, distanced against our better
understanding of male vigour and agreeing to a social context that jumps between
Ulysses to Imamhood which now dominate the districts of every Italian and Iranian
city, whilst metaphorically appearing in most parts of the world.
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A comparative classicism, that has become ‘the holding pattern’ is open to
interpretation, but has more or less become mere shapes that now confine us to

the past, disallowing us from working within new found liberties, from civil rights to
feminism. These discourses in stone maintain the threat of a dream-like apocalypse,
within which we are meant to be clandestine witnesses. Phantoms and djinns look
down upon us and we stare back at some sort of common nostalgia which is not of
our making, nor does it represent our futures but exposes the rapacity of a past from
which it has arisen.

Peace, - what peace, Navid asks, how can | walk, draw or mock these vanities, rocks
that roam whilst | sleep, that walk into my dreams, when the sky is drenched with
super heroism? Today we are made to wonder at their Herculean strength as we flit
between cities in vain, between guarded states and languages, as we stammer to
understand our tradition, our past and our agency. We die hungry.

Chapter 2: Cultural Shock

The hermetic codes that Navid reclaims as his own makes them also ours; we
often make what is ours through the eye of the camera, as we draw nearby the
monuments that portray the shock of the old world. A world dancing in the streets
with muscular Gods and made sacred by the eloquence of entrances that emulate
beehive chambers in venerated mosques.

These architectural tomes remain indivisible from history and heritage until

we steady our gaze with a camera, pointing to them as evidence of our lack of
understanding of the past that created them, making them gigantic, enormous ways
to address a utopian pluralism. In the last century, we have withdrawn from the past,
maybe as a reaction to the two world wars allowing somehow a taking apart, partly
out of its super lacrimonious effects, a past that has haunted us as the only narrative
that has survived in spirit and remained in stone. The synthetic contractions of
public sculptures and buildings reek of a blue-blooded race and wealth, of empires
and emirs, of shahs and nobility - a lacunae from the Middle Ages. And now, Navid,
like us, has to make daily sense of these structures that remain of the dreams and
beliefs that guard the portals of the imaginary and the sentinels of ideologies.

These random projectiles from the past, these churches, plazas, squares, districts,
citadels and bazaars, and mosques make us all quixotic. Navid, like others amongst
us, refuses to be betrayed by this reality.

Even if our hearts and thoughts remain deconstructed by such master narratives in
this postmodern, post-structural revolt, we seem to have returned back to a partial
ignorance. The signs surround us and the signifiers from our biased past displace
us in a pool of ignorance, asking why this and thus was created and still remains in
our megalopolis mist. The inheritance of such conflations, of ideologies, from the
late aegis of a mythological Greek and the Roman past and, in Navid's case, also the
kingdom of Iran, dually construct an empiricism, of high European mediocrity. In the
case of Iran, this turns to the inner logic of a theocratic schizophrenia, of a troubling
but different Islamic mediocracy impinging on both the citizen outside and within, in
every spiritual and political prefecture.
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“When the winds of change blow. Some people build walls and others build
windmills” *

A Doubting Consciousness (Retrogrades of Venus)

Let us get this right, a revolution had just begun; one which we had started to
understand as ‘being’ our earthly right; its textualities startled the fast-flowing
sale of democratic values, leading to the change of subjectivities. Our rock solid
work, implemented with integrity and love, caused the reversal of historical loss
and a history blighted by holocausts. What was founded can be termed as the
heterogeneity of texts. Alarmingly, in this new millennium this valuable work to
recover human dignity, still in its infancy, had become fatalistically miasmic for the
gentry. A messianic task has been aborted, the Venere Guerilla, a limbless statue
surrounded by arms that kill and maim, a yellow halo of guns and axe-heads
amend this disfigurement. The figure floats against a shallow, blue background of
a mosque detail, that resembles a cavern covered in a mosaic of Islamic tiles.

Venere Guerilla in many ways represents the confounding shapes that we have
inherited, and which now serve the astrologer’s cards and charts, which are further
universalised as the galaxy of planets and stars. What had remained as memory
from the death of an empire has floated into the astral sphere, from wherein we

try to follow its course, to understand the asymmetry of this planet. What had
started as a narration of the creation finally led to an ideology “composed of eros
and dust” 2 in the form of the devout.

The recent storms of austerity, combined with wars of errors, have reversed

another death of our age. Liberty has been exposed as we reach a terminus where
knowledge has been displaced, removed to make way for a transnational darkness.
This momentum towards a veiling of autonomy of people and knowledge, a taking
advantage of us, without us, allowing a moral drift to make darkened clouds in

many horizons where the sunsets seem to have become a mass grave of Babelian
historical limit. A means that has reached its end before the end... from Hiroshima to
Bhopal to Fukishima... Herein our imaginations have dried like a summer fruit in the
midday sun, pruned of its health, reduced to indifference without understanding the
life source which has been wasted, ourselves made into another.

Iran, as in Asia, and ltaly, as in Europe, remain grounded in this faithless
bloodletting. Now, it seems, anything goes; a roundabout, where the object itself

is no longer representational, representative or reaffirming. All is loose; all is viably
part of a flooded market in real estate. Our purpose is now to assess, to confess
beyond our mattress and our nightmares, to make confessional challenges in
public, to release our ideas and our relief in sharing, away from the loneliness of this
uneven, disappointing affiliation to ignorance and power.
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Chapter 3: A Monsoon Falling on a Mobile Library (The Camouflage Series and
Drawings with Guns)

Navid, like many of his contemporaries, is born in an post-era, of a totalising system,
the son to a mother who remains physically in one land whilst he languishes far
removed in another - distanced between their daily realities, virtually resolved by
spectres on skype but still deprived of contact. Healing himself in this regretful

void, of a bitterness and a melancholia that remains endless has evolved into these
confessions on paper, rendered in photographic laboratories and his studio in
Rome. Here he bolts the personal, the artifice and the artefact of dualities together
with the real and felt contradictions of places apart at the beginning of another
iconoclastic century.

In this Hermaphroditic loneliness, one remains in flux, addressing isolated voices
that can become plural in demanding change and justice, the lust to heal and to
distance this morbidity, this long night that Robert Smithson described as “the
illusory babels of language, an artist might advance specifically to get lost, and

to intoxicate himself in dizzying syntaxes, seeking odd intersections of meaning,
strange corridors of history, unexpected echoes, unknown humors, or voids

of knowledge... but this quest is risky, full of bottomless fictions and endless
architectures and counter-architectures... at the end, if there is an end, are perhaps
only meaningless reverberations.” 3

Navid, in his might, is starting to create an oppositional history of postmodern
renderings from the deeply problematic as well as poetics of revenge and treason.
Trying to find the new record, by manipulating of identity of the icons and idols 4 new
perspectives have arisen from their sullen ashes. An interpretation between the (dis)
ease of two places, two hearts and the dual symbols of myth and progress. A futile
new normativity, of flights between overt figurations of Pan and Grimede find values
in crisis against the voids and aniconism of Islam. A solipsism emerges, of the self
against a mirror palace that had graced the world within the ruins of the archive and
the mausoleum.

A Footnote: lllegal Myths

There are walls and there are walls. There was the Berlin Wall, which still exists

in the hearts of those who saw its bitter seeds and leaves, and then there is the

wall around Palestine, one after another. It was always the power of not knowing
what was behind the wall that made the wall important, a sensation of suspended
knowledge, a suspension that mixes knowing and not-knowing into a hazy mix of
frustrations, of land that one stands on and the original borderless land, before the
wall. This fright from the lack of continuity, of a frozen space, of not having just ONE,
but living within a divided nation or state, is what Navid describes as his knowledge,
a great mixture, a turmoil, all mixed, “a life in a bag".® This life has become a battle,
donning the guise of a tree to cross the forested borders between countries and
national states. Walled partitions and sets of realities remain guarded as countries,
states, or worlds that become the way we feel about the beauty of the above and
below, never anymore finding logic in where you belong.
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Navid often draws portals inside and within his compositions, like hidden keys
from various cultures; symbols and signs that have helped him to be guided more
deeply beyond the walled silence of fundamental dreams of Islamic Republics

and the demonic of Capitalist consumerism. An early inspiration has been the
Upanishads and the Bhagwagita, two ancient tomes from the Indian Subcontinent,
speaking of battles, of hypocrisy and one of the earliest accounts of refugees and
hostage taking.

The Bhagwagita, in its immense reflections on familial ties, portrays karma forever
in waiting, as the final result and image of love and life. Navid's first exhibition was
called Atman / Brahman, the God of Creation in the Hindu trinity of Gods. Finding
and tracing his roots to extradited texts, which also includes images from the
miniatures of the Rajput and Moghul Empires, helps colour his sense of ancestry
that stretches beyond the nostalgia of Persian identity in contemporary Iran. This
stretch represents the family of Persia and Afghanistan, a broadened history of a
poetic conquest of nearby lands on its eastern fronts. The architecture of Pakistan,
India, Afghanistan, Iran, Iraq and even Burma plays a pivotal role in mapping the
advent of a middle Asia, under the empirical control of the Moghul. This anciency,
like the Roman anciency and the Iranian anciency provides for Navid a “fantasy,
abandoned by reason, (producing) impossible monsters; united with it, she is the
mother of the arts and the origin of marvels”.¢

1. Chinese proverb, http://www.studentnunamazon.com/data/pages/quotescorner.ntm

2. W. H. Auden, 1 September 1939, The New Republic issue, 18 October 1939

3. Robert Smithson, “A Museum of Language in the Vicinity of Art,” The Writings of Robert Smithson:
Essays with lllustrations” Art International, March, 1968

4. dol: From Ancient Greek eidwAov (eiddlon, “image, idol”), from eidog (eidos, “form”) also:
idol = beloved in Persian culture. (an explanation provided by the artist)

5. Interview with the artist on Skype (unpublished)

6. Francisco de Goya, (c. 1797). Etching, 21.5 cm ... An inscription below the work reads the quote.
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Kumuflaj / Camouflage
C Print
100x67 cm /2011







isimsiz / Untitled
C Print
108 x72cm /2012
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isimsiz / Untitled
C Print
64 x60cm /2012

21



isimsiz / Untitled
C Print
53x100cm /2012
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isimsiz / Untitled
C Print
100x 76 cm /2012
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isimsiz / Untitled
C Print
100x 64 cm /2012
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isimsiz / Untitled
C Print
100x71cm /2012
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isimsiz / Untitled
C Print
70x90cm /2012

26



isimsiz / Untitled
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Isimsiz / Untitled
Kagt Gzerine karisik teknik
Mixed media on paper
156x 118 cm /2012
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Isimsiz / Untitled
Kagrt tzerine karisik teknik
Mixed media on paper
139x105cm/ 2012

Isimsiz / Untitled
Kagrt tzerine karisik teknik
Mixed media on paper
125x149cm/ 2012

29



[l iafalaia bAoA latalalaialaiaE e

I a3
1I

¥

b

o

il b

L L L L

Venere di Guerriglia
Kagt Gzerine karisik teknik
Mixed media on paper
153 x125cm /2012
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Isimsiz / Untitled
Kagrt tizerine karigik teknik
Mixed media on paper
100x 166 cm /2012
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