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MARCUS GRAF KAOS ICINDE

Dinyamiza dair imgelerimiz yapisal

olarak duyularimiza ve psikolojik
varligimizin dizeyine baglidir.Gorsel
algl ve norolojik islem arasindaki
arafta,bilin¢c ve bilincalti arasindaki
karmasik ve halen biiylik 6lc¢iide bilinmeyen
etkilesim,gerceklige dair varsayimlar
yaratiyor.Daha sonra,imgeler,disiinceler
ve duygular vesilesiyle insan,diinyaya
dair gelistirdidi bir fikre dayanarak
eyleme gecmeye motive oluyor.Bu tuhaf,
cesitli gdrsel ve baska duyular iceren
bilgi tanecikleri arasinda gevremize

dair mantik ve diizen bulmaya cabaliyoruz.
Bir olay anlamlandirilamiyorsa,onu korku
ve glvensizlik yaratan bir sorun olarak
algiliyoruz.Ancak, su anda dinya ne kadar
anlamlandirilabiliyor?Hayat denilen kaos
i¢inde ne kadar diizen bulabiliyoruz?
GUinumiziin gerceklidinin vahsi hizi

bizi sirekli aceleye ve savrukluga sevk
ediyor.Dedisim,diinyanin hali olmusken,
istikrar sonsuza dek kaybedilmis ve
hicbir sey artik glivende ve somut degdil.
Hiper-modern hayatimizda heterojen,
¢cogulcu ve eklektik yama isini oOvebilmek
i¢in kolayca yasam tarzimizi,isimizi,
iliskilerimizi ve kimliklerimizin yani
sira,cevreleri,mekdnlari ve konumlari
degistirmemiz bekleniyor.Artik c¢ikislari
bulunmayan bir slper otobanda sekilsiz,
akiskan varliklariz.Orada her sey sirekli
bir akis icinde isimsiz bir hig¢lige dogru
gittigi i¢in,hicbir sey somut, kati veya
duragan olamiyor.O nedenle diinya gittikce
artan bir bic¢imde tuhaflasiyor ve nispeten
anlamsizlasiyor, cinklli mutlak do§rular

ve evrensel bilgiler ebediyen yok olmus
halde.Hizlica acele eden gerceklik
tanecikleri arasinda kaybolmus ve post-
humanizmin karadeligi icinde yok olmus,
akliselim ile delilik arasindaki farkin
kayboldugu,deliligin makul oldudu bir ruh
hali olmustur.

DUZEN VE DELILIK ICINDE SEZGI

Milli Reaslrans Sanat Galerisi’ ndeki
sergisinde Burcu Aksoy mantik ve
makulligin sinirlarini astiktan sonraki
aki1il halini anlatmak i¢in varlidimizin
karanligina dalmaktan korkmuyor.
Parcalanmis imgelerinde psikoloji

ve psikanaliz baglaminda akliselim

ile deliligin anlamlarini elestirel

bir bicimde ele almak ic¢cin akil
hastanelerinin ic¢ ve dis mekdnlarini ele
aliyor.Islerinde diizlemsellik yerine

cok boyutluluk 06zelligi ile herhangi bir
nesnellige ve gerceklidin evrenselligine
ve algisina dair glivensizlik var.
Karmasik bir meké&nsal soyutlama var etmek
icin ¢esitli odalarin unsurlarini ic¢ ice
ge¢ciriyor.Daha dogrusu,bilingdisi ile
baglantili olarak,nesneler ile mekdnlarin
bilincteki gortntilerinin yerine yeni
yapl ve sekillere donlisen gorintileri
ifade edebilmek ig¢in mekdn unsurlarini ic
ice gecgiriyor.Akil hastanelerinin ic¢ ve
dis meké&nlarinin fotograflarinda da, tipki
diger fotograflarda da oldudu gibi,normal
perspektif ve kompozisyon kavramlari
hikimlerini yitirmis oluyor.

Bunun yerine diinyamizin heterojenlidine
atifta bulunan bircok c¢ekici mekénsal
gorintli eklektik ve codgulcu bir estetik
ile sunuluyor.

Normalde modern bir ev Oncelikle
islevseldir ve mimarlik,miihendislik

ve i¢ mekdn tasarim kurallarina uyar.
Matematik ve fizide uyar,sanat ve tasarim
ile glizellesir ve sahibinin ihtiyac¢larina
gbre insaa edilir.Burcu Aksoy bu tur
islevsellige karsi givensizdir.Mantik,
geometri ve basitlik yerine parcalilik

ve giriftligi,bunlarla birlikte c¢ok
ac1l111d1 ve estetidi tercih ediyor.
Aslinda,mimarlidin vyapl bozumu sayesinde
modern insanin dinya gdristne dair



fikirlerini bluyilk Olclide belirleyen
mantiklilik ve diizlemselligin genel
kavramlarini sorguluyor.Nesnelcilide ve
evrenselcilige inanmak yerine dinamik
alternatifler sunuyor.Mimari,dzellikle
devlet,dini veya kurumsal binalar
olarak insa edilince,daima simgeseldir
ve temsili anlamlar icerir.Kiultir

ve zenginlik ifade eder ve sahibinin
cevresi Uzerindeki glicini ve nifuzunu
gbsterir.Ancak Burcu Aksoy‘un islerinde
dizlemsellik ve islevsellik yerine,
cesitli mekdnlardan edinilmis yerlerin
baska formlari ekleyerek yeniden
yorumlanmis hali dikkat c¢eker.Mekénlara
parcalara ayirdiktan sonra mekansal

bir kaleydoskop yaratmak amaci ile
“ak1l” hastanelerinin farkli yerlerini
birlestiriyor ve yon,yergekimi,
perspektif ve gerceklidi anlamak ig¢in
basvurulan diger kilavuzlar gecgersiz
kiliniyor.Izleyici, Aksoy’ un ic ve

dis mekén Ozelliklerini ve mimarlik

ve donanimin yaplsal unsurlarini
birbirine kattigdi gdrsel bir kasirganin
icine cekilmis oluyor. Imgelerinde bir
¢izgi,sekil ve doku patlamasi olmasina
ve bOylece estetik anlamda bir doluluga
kavusmalarina radmen, tuhaf bir bosluk ve
yvalnizlik hissi vuku buluyor.Ayni zamanda
neredeyse tamamen renksiz olmalarindan
dolayi oldukcga karanlik ve tekinsiz bir
atmosfer eserlere hikmediyor.Siyah,gri ve
beyaz tonlar meké&nlari nitelendiriyor.
Bir yandan bu tek renklilik siliratlenen
cizgilerin ve girdapli sekillerin
dinamik karakterini destekliyor.Ayni
zamanda bu renksizlik adeta hayat,nese
ve mutlulugun eksikligine dair son
kanit gibi.Burada Aksoy modern toplumda
“aki1l” hastanelerine dair kliselere
karsi olumsuz ve elestirel fikrini aciga
vuruyor.

Tekinsiz atmosfer,insanin eksikligi ile
gig¢leniyor.Hic¢cbir figlir tasvir edilmiyor.
Odalar bos,yataklar bozulmamis.Insan
hayatina dair en ufak bir belirti
gorinmiyor.Giysi, kitap, yemek kalintilari
gorinmiiyor.Mekdnlar bir hayalet sehirde
terkedilmis tesislere benziyor;kacip
unutabilmek ic¢in uyanmaktan mutlu
olacagimiz korkun¢ kabusumuz icin dogru
yerler.Ama dinamik kompozisyonlarin
izleyiciyi imgenin icine c¢ekmesiyle
halen fotograflarda cezbeden bir estetik
var.Orada izleyici o odalarin ig¢inde
kendi hikayesini tasavvur etme imkanini
buluyor.Burcu Aksoy’ un islerinde bilhassa
deger verdigim ozelliklerden biridir
bu.Insanin yokludu,izleyiciye kendini
imgeye koyma imké&nini veriyor.Boylece
normalde pasif olan izleyici boslugdu
kendi oOykiisi ile doldurarak aktif hale
geliyor.Tipki filmlerdeki gibi,izleyici

o zaman zihninin ic¢ gb&ziinde sahnelenen
kendi oOykiisiinin kahramani oluyor.

Sonu¢ olarak Burcu Aksoy’ un su an
izlemekte oldugunuz serisi sanat
kariyerinin ilerlemesinde Onemli bir adim
niteligindedir.Psikoloji ve psikoterapiye
dair elestirel gortsii,akil hastanelerini
radikal bir bic¢imde mekénsal yapi bozuma
ugratmasi ile birlikte izleyiciye

hayatin kaosunu derinlemesine

disiinme imké&nini veriyor.Dinyanin

genel delilidi ve insanin bireysel

cefasi arasindaki iliskiyi ortaya
cikarmanin yani sira, fotograflar
gercekligin anlaminin sorgulanmasina

ve bu anlamlardan bazilarinin ‘o’ zihin
tarafindan goriinebilir kilinmasina
katkida bulunuyor.Bu o0zellikle glntmiiziin
tuhafliginda mantik ve anlam bulmak ig¢in
ivedilikle ihtiyac¢ duydudumuz bir sey.



MARCUS GRAF ORDER INSIDE

The images that we have about our

world are structurally based on our
senses as well as on the matrix of our
psychological being.In the no-man’ s-
land between optical perception, and
neurological processing,a complex and
still greatly unknown interplay between
consciousness and sup-consciousness
creates assumptions about reality.Later,
through images, thoughts and feelings,
man gets motivated to act according to
an opinion that he has formed about

the world.In this strange mingle of
various visual and other sensual bits
of information,we try to find logic and
order in the environment around us.If
an incident does not make sense,we
understand it as a problem that causes
fear,and insecurity.Though, how much
sense does the world make currently?
How much order can we find in the chaos
called life? The wild pace of today’ s
reality makes us constantly rushing and
wildly spinning. As change has become
the state of the world, stability is
lost forever,and nothing is secure and
solid anymore.We are expected to easily
change lifestyles, jobs,relationships,
and identities as well as environments,
spaces and locations in order to

praise a heterogeneous,pluralistic

and eclectic patchwork in our hyper-
modern life.We are now formless and
liquid existences on a superhighway
without exits.There,as everything is

in a constant flux heading towards an
anonymous nothingness,not a thing can
be concrete,rigid,or static.That is why
the world becomes increasingly weird,
and rather meaningless,as absolute truth
and universal knowledge have been gone
forever.Lost between the quickly rushing
particles of reality,they have vanished
into the black hole of post-humanism,

CHAOS, AND SENSE INSIDE MADNESS

where the difference between sanity and
insanity is lost,and madness becomes the
appropriate state of mind.

In her current series exhibited at Milli
Reasiirans,Burcu Aksoy is not afraid to
step into the darkness of our existence
in order to discuss the state of mind
after crossing the borders of logic and
rationality.In her fragmented images, she
depicts interiors of mental hospitals
inorder to critically discuss the
meaning of sanity and insanity in the
context ofpsychology and psychoanalysis.
Mistrusting any objectivity and
universalism of reality and its
perception, instead of linearity,her work
is characterized by multidimensionality.
She intertwines elements of various rooms
so that a complex spatial abstraction
occurs.Although being based on actual
interiors of mental-hospitals, the
traditional notion of perspective and
composition becomes obsolete in her
photos.Instead,an attractive multitude of
spatial views appears in an eclectic and
pluralist aesthetic that refers to the
heterogeneity of our world.

Normally,a modern house is foremost
functional,and follows the rules of
architecture,engineering and interior
design.Based on mathematics and physics,
beautified by art and design,it is
constructed according to the needs

of its owner.Burcu Aksoy mistrusts
such functionalism.Instead of logic,
geometry and simplicity,she favours
fragmentarily and intricacy as well as
multiple perspectives and aesthetics.
Actually, through the deconstruction

of architecture,she also questions

the general concepts of rationality
and linearity,ideas on which modern



man’ s world view is largely based on.
Instead of believing in objectivism

and universalism, she proposes dynamic
alternatives.Architecture,especially when
it is built as state operated,religious
or corporative building,is always
symbolic and contains representative
meanings.It expresses culture and
wealth,as well as displays the power

and dominance of the owner over his
environment.Though, in Aksoy’ s works,
linearity and functionality are not
given,as her spatial collages are like
patchworks or remixes of various spaces
into one fractal form.After dismembering
the actual spaces,she combines different
parts of the mental hospitals for
creating a spatial kaleidoscope, where
orientation,gravity,perspective and
other usual guidelines for understanding
reality are invalid.The spectator gets
drawn into a visual tornado,where Aksoy
intertwines details of interior and
exterior spaces as well as structural
elements of architecture and furnishing.

Although her images burst

of lines,shapes and textures, and
therefore rather follow an aesthetic of
fullness,a strange feeling of emptiness
and loneliness occurs.Also, supported by
the nearly total lack of colour,a rather
dark and uncanny atmosphere dominates

the works.Black,grey and white tones
characterize the spaces.On the one hand,
this monochromy supports the graphic
character and the dynamic of the speeding
lines and swirling shapes.At the same
time, the lack of colour seems like the
last prove for the absence of life, joy
and happiness.And here,obviously,Aksoy
reveals her negative and critical opinion
about the meaning of mental hospitals in
modern society.




MARCUS GRAF ILE BURCU AKSOY SOYLESISI

Marcus Graf: Sevgili Burcu,Milli
Reasiirans Sanat Galerisi’nde

29 Nisan - 8 Haziran 2016 tarihleri
arasinda gergeklesen serginle ilgili
olarak yeni bir fotograf serisi
sunuyorsun.Bu eserlerinde dedgindigin
temel form ve kavramsal konulari
o6zetleyebilir misin?

Burcu Aksoy: Yaratma eyleminin,kisinin
kendisini olusturan her bir durumunun
yani zekasinin,aptallidinin,zihin
dengesinin ve dengesizliginin
bileskesi oldugunu disintUrim.Biling

ve bilingaltinin ortaya ¢ikardigi
‘siradisi’ =zihin durumlarinin
olusturdugu goriuntiler onemlidir

benim ic¢in. Sezgi de buna dahildir ve

yvaratidaki o ‘karsilasma ani’ i¢in vardir.

Nesnelerin ve eylemlerin bilinen siradan
anlamlarini ve algilarini asacak glucte
seyler Uretme istedi calismalarimin
esasini olusturur.

insandan, insanin herhangi bir
eyleminden,dolayisiyla yaraticiliktan
da bahsediyorsak psikiyatri ve bir
psikoterapi yontemi olan,ayni zamanda
felsefeyi de bir oranda iceren
psikanalizden bahsediyoruz demektir.
insan davranislarina dair herhangi bir
durumun bu iki &6Jreti ve bilim sayesinde
anlamlandirilabilecedini biliyorum.
Kendi aralarindaki teorik ve pratik
gerilime radmen bu iki kavramin tarif
edebildikleri zihin durumlarinin hayat
icerisinde karsilastiklari,icinden
doniiserek gectikleri,ya da takilip
kaldiklari mekanlardan biri olan

akil (!)hastaneleri dikkat c¢ekicidir.

Bu noktada, karmasa yaratabilecek temel
kavramlari acgiklamak gerekiyor;Akil
veya Ruh kelimeleriyle tarif edilen

‘.. sagligi’ , ‘.. hastaligi’ ve ‘..
hastanesi’ kavramlarini.Bu bilim
dalinin ne ile udrastidina dair kendini
zaman ig¢inde farkli tarif edisine
ilaveten Tirk dilinin yetersizligi

ile birlikte akil ve ruhun ayni

seyi ifade ettidi yanilgisina dismis
olunuyor.Kisacasi,akil ve ruh ayni
“sey”i tariflemek icin kullanildilar.
Din ve felsefe i¢in ifade ettigi
bicimiyle,Psikiyatri ve Psikanalizin
konusunun ruh ile de ilgisi olmamasina
ragmen,bu simdilik benimsenmis durumda.
Psikiyatri ve Norolojinin ortak bir
bilim dali olmaktan c¢ikip ayrilmalariyla
birlikte de ‘ruh’ psikiyatriye ‘sinir’
norolojiye kalir.Anglosakson’ larin
dogru tarifiyle kullanilan kavram

ise ‘mental healt-illness’ .Yani;

zihin meselesi.Nasil adlandirilirsa
adlandirilsin,bu kavramlarin hepsi beyin
fonksiyonlaraidir.Daha somut,dlc¢lilebilir
ve biyolojik temelli oldudu acik

olanlar nérolojinin alaninda,daha
soyut,6lcliilmesi ve biyolojik temelli
olsa bile ispati zor,ve baska
aciklamalari da olanlar psikiyatrinin
alanindadir.

Bu hastanelerinin var olus sebebinin
1slah ile tecrit arasinda salindigini
kabul edersek,insan zihninin
sinirlanmasi,dedistirilmesi yani

belli zihinlere belli kosullarda
hilkmedilmesi ile ilgili daha farkla
distinmeye de baslariz.Bir zihnin
yapisinl normal-anormal i1kiligini
belirlemek tizere ‘kurcalama’ nin o
zihnin bazi olanaklarini ziyan etmeye
yol acmasi muhtemeldir.Akil(!)/

ruh (!)hastanelerinin mekanlarinda da
tedirgin edici, karanlik,tekinsiz ve
hatta tanimsiz olabilen bu durumdur.
Mekanin somut fiziksel-yapisal
6zelliklerinden once soyut Ozelliklerini
yani orada iceride bulunan farklzi
zihinlerin yaydigi ‘seyi’ algilariz.
Tam olarak tanimlanamaz o ‘seyin’
tuhaf ¢ekiciliginin pesinde ortaya
cikti calistigim son fotografik seri ve
bu sergide gériilecek isler.Icindeki
kliselesmis nesneleri ile birlikte bu
mekanlari insansiz ama insan izlerinin
mutlak big¢imde var oldudu tekinsiz
yerler olarak gdérintilemek ve ele almak
gdortinmeyen zihnin izini siirmek anlamina
gelir.Insanin karanlik tarafinin
aydinlik tarafindan daha sahici ve
kalici oldugunu disinliyorum.Karanligin
bosluk dedgil, aksine doluluk olduguna
inananlardanim.

Graf: Verdigin cevap ile deginmek
istedigim bazi hususlari sen
dillendirmis oldun.Tarif edilmis
imgeler ve serinin gorselligi ile
baslayalim. Onceki fotodraf serisinde
oldugu gibi mekén,onemli bir rol
oynuyor .Mekdna genel bakisini ve
islerindeki rolini nasil tarif edersin?

Aksoy: Ic¢c Mimarlik editimi aldigima
biliyorsunuz.Bu disiplinin bakis
acilarinin fotografik islerimi
etkilememesi olanaksiz.Her iki yonde
etki s®z konusu;disiplinin tanimladigi
mekan anlayisini reddetmek ve kabul
etmek.

Mekan,algilanabilir uzay parcasi ise
mimari mekan da bakan kisinin zihninin



ve gOzinln algilayabilecegi sekilde
sinirlandirilmis uzay parcasidir.
Sinirlandirilma meselesinde mimari ve
genel tasarim ilkeleri kadar belirleyici
olan tasarimci-yaraticinin kendi

zihin kosullaridir.Zihnin bakmaktan,
gormekten kendini alamadigdi bakis
acisinin kosullari.Mekan tasarlandiktan-
olusturulduktan sonra bu kez o mekanin
i¢ginde bulunan yahut disardan bakan

bir ‘oteki’nin zihin kosullari devreye
girer. Tipki,sanat eserinin yaratim
stirecinde oldugu gibi.

Dolayisiyla,mimari ifade dilinin
fotografik islerimin dilini belirledidini
sOylerken mimari disiplinin gdrme
aliskanliginin da katildigi bir

zihnin yikici,yapici,dontstirici tim
60zelliklerinin ortaya c¢ikardidi bir
toplamdan bahsediyorum.Bu sayede,
neredeyse sayisiz mekan ve gorme
big¢iminden ve anlayisindan,dolayisiyla
neredeyse saylsilz gerceklikten
bahsedebiliriz.Normlarla sinirlamaksizin.
ifade dilini yani fotografik islerin
dilini yaratan seye gelince bu,gdrme
yontemlerinde ve aliskanliklarinda
belirgin.iki boyutlu kadit iizerinde
dclincl boyutu tasarlamayil OJrenmis
olmanin bakis acisindan bahsediyorum;
cizgilere,dlzlemlere,bir araya geldiginde
mekan olusturan lekelere,bosluk ve
doluluklara,birlesip ayrilan ogelere,
negatif-pozitif hacimlere bakma
bicimlerinden.

i1k sorunuza cevaben bahsettidim

iizere, bilingdisi ile baglantili
olarak, nesnelerle mekanlarin bilincte
goziiken kimliklerini kaybedip birbirine
karisarak yeni yapi ve sekillere
donltismesini tercih ederim.Fotografik
isler de bu distncelerin dijital
ortamdaki ifadesidir.

Graf: Milli Reasiirans Sanat Galerisi’nde
sergilenen yapitlarindaki sanatsal
yaklasimini nasil tarif edersin?

Aksoy: Harekete gegmemi veya duraklamami
saglayan seyler beni olusturan
60zelliklerimin beni bakmaya, gdormeye
zorladigi,mecbur biraktigdi seyler.
Kendisinden kacamadigim sey, kacmayi
biraktiim anda, konum olur.Akil(!)
hastanelerini ve ele aldigim diger
mekanlari, dnceki sorulariniza cevaben
soylediklerim dogrultusunda yorumlamak
iizere sectim.Birbirinden farkli ve
norm disi kabul edilen onca zihnin bir
araya geldigi bir mekani yani akil-

fikir (!)hastanelerini salt mimari yapisi
acisindan ele almak yerine,mekanin
icerisinde bulunanlarin tarifi mimkin
olan ve olmayan zihin yapilarina

ilave ettidim kisisel zihnimi,algimi

bu sergide tekinsizligin esliginde
gbstermeyi tercih ediyorum.

Bir seyin var olmasiyla olmamasi
arasindaki fark,algidir.Bu kadar basit.
Algilar essizdir.Benzerliklerine radmen.
Boylece,bir ifade araci olarak ‘fotograf
belli kosullar altinda bir seyin neye
benzedigini gdsterir’ diyorsak bu
kosullardan kastedilmesi gerekenin
valnizca fotografin teknik imkanlara
olmadigini,insan biyolojisinin
marifetinin devreye girdigini ve
insanin zihin durumu denebilecek 0Oznel
sartlarinin asil yorumu olusturdugunu
hatirlatmak gerekir.

Graf: Bu sergi ig¢in ¢ok spesifik bir
tema seg¢tin.Akil hastaneleri konseptini
belirlerken seni harekete geg¢iren hangi
kosullardi? Nasil seg¢tin bu konsepti
ve sergindeki ayrintilari hangi form ve
kavramsal parametrelere gore belirledin?

Aksoy: Akil(!)hastanelerini ve ele
aldigim diger mekanlari,mekan tasarimi
ve tasarlanmis o mekanin algilanisiyla
ilgili diistincelerim dodrultusunda
calismak lizere sectigimi sdylemistim.
Tekinsizlik kavraminin psikiyatri ve
psikanalizdeki tanimina dayanarak bir
mekanin tekinsizligi de s6z konusu
olabildigine gdre,dzellikle akil (!)
hastanesi mekanlarinda da bunun

izini sltrmek ve yorumlamak mimkin.
Asi1l Onemsedigim,mekan baglaminda
tekinsizligin izini strmek.

Freud’ un felsefesinin ana taslarindan
biridir tekinsizlik.Bastirilmis olanin
geri doniisii ile ifade eder bunu.Ayni
zamanda ‘bastirilanin timl bilince geri
gelmez’ der.Tekinsiz olan bilinmeyen sey
demek degildir,aksine tanidiktir;dnceden
biliniyor olandir.Bastirilmis olan seyin
tekrar ortaya ¢ikisi sirasinda gecgirdigi
degisim -mesela yabancilasma- belirsizlik
yaratan haline gelir.Mutlak bir ‘tekrar’
vurgusu vardir.

Hi¢ bir ‘gercekligin’ anlaminin
gdrindiigti ve algilandigi ile sinirlza
olmadigini, farkli bir ikincil hatta
iciincil anlam daha tasididini sdylerim
hep.Tanidik olanin korkutucu bulunmasi
olarak tekinsizligin de igerdigi seydir
bu ayni zamanda.



Sergilenecek fotografik gdrintilerde
insan bedeni bulunmuyor. Yerine,insanin
zihni mevcut.Yani,izi.Mekan ile icinde
bulunan kisinin bir birinin yerine
gecebildigi bir durum yaratmak istegi
sbéz konusu. Izleyicinin zihni insani
oraya bir yere zaten koyacaktir.

Var olmak icin beden sahibi olmak
gerekmiyor.Gergek ve gercgeklik
kavramlarini ozellikle Lacan’ 1n tarif
ettigili big¢imde hatirlatmak isterim.

Fotografik islerin gdrsel karekterini
-daha oOnceki islerimde oldudu gibi-
yvine grafik/mimarlik disiplinlerinin
anlatim 6zellikleri olan kompozisyonlar
olusturuyor.Gorintiilerde nesnelerin
acik taniminin okunmuyor olmasi ve

iki boyutlu fotograf baski ylzeyinin
kullaniminda farklilik sdzkonusu bu
kez.Yaraticisinin zihninde ilkdnce ic
boyutlu(!)tasavvur edilip,ardindan

iki boyutlu kadit lzerinde sureti
olusturulan, sonra yapim asamasinda
tekrar ¢ boyutlu(!)gerceklesen nesne-
mekan izlenecek.Konunun bitini ic¢inde
6nemli bir nokta.Fotograf baskz
yizeylerinde bu boyut durumunu sembolize
edebilecek formlarin ortaya g¢ikisinin
sebebi olusmus oldu.Formlarin temsil
etmeye kalkistiklari seyleri, mesela
dclinci boyutu,bir tirld tam anlamiyla
temsil edemeyecek oluslarinin anlamini
ise gene psikiyatri ve psikanalizin
sOylemlerinde bulabiliriz.

Sanat terapisi kavrami dahilinde de

iki wve i¢ boyutlu ylizey ve nesnelerin
varlik nedenleri belli zihin yapilari
i¢cin belirli sebeblerle O6nemlidir.
Yalnizca,bundan etkilendigimi soylemekle
yetinecegim.Gortintlilerin cekici

oldugu kadar itici olma hakkini da
kullanacadim bir sergi kurguluyorum.
Dolayisiyla, ‘objektifin gérdigunin
disinda kalan ve yapanin kendisinden
baskasinin tahayyil edemeyecedi
gorintiyid olusturma’ anlayisini bu
sergiyi olusturan fotograflarda ve onlari
sunus biciminde de gdrmek mimkiun.

Graf: Yukarida bahsettigin gibi,
psikoloji ve psikanaliz bu serinin
anlasilmasinda o6nemli rol oynuyorlar.
Bu alanlara nasil ve neden ilgi duydun-?

Aksoy: SOylesinin basinda ifade
ettigim gibi;insandan, insanin herhangi
bir eyleminden,dolayisiyla yaratma
eyleminden de bahsediyorsak psikiyatri
ve bir psikoterapi ydntemi olan

ve felsefeyi de bir oranda iceren

psikanalizden bahsediyoruz demektir.
Yasami anlamlandirmak izere tercih
ettigim ve yakin buldudum sdylemler

bu iki kavramin ic¢inde bulunuyor.

Beni tanimlamasina izin verdidim bu
sOylemleri,bilgileri yasamim dahilinde
ne bulunuyorsa onunla birlikte ele
almamam mumkin dedil.Baska hicbir

seyden degil de kendisinden baslanmayi
zorunlu kilan bir noktadan bahsedilir.
Mesela,acidan.Acinin bendeki karsiligz
her ne ise onunla tanisirken,ugrasirken,
didisirken varolusu korumak icin -pek
coklari gibi- kullandigim bir ydntem
olarak nevroz 6nemlidir.Nevroz ya da
mesela sinir durumlarin avantajlarinin
da farkinda olarak R.May’ in gOriislerini
benimsedigimde, ickinlik ve askinlik
kavramlarini gdrmezden gelemem.Yaratinin
‘askinlik’ boyutuyla olan iliskisi,hangi
ifade aracini kullanirsam kullanayim,
yasamiml idame ettirmek icin vazgecilmez
olandir.

Sanat terapilerinden bahsetmeden
gecilemeyecedine gdre aktarim ve karsi
aktarim dinamiklerinin anlasilmasinin
6nemini,etkilesim nesnesi kavramini,
nesne iliskilerinin 6zgiil doJasini
isaret etmek gerekiyor.Réportajin
sinirlarina sigdirilamayacak
aciklamalari gerektirdigi ic¢in bu kisa
bahis,lizerinde diisiiniilecek anahtar
kavramlar olusturmak lzere yeterlidir.

Graf: Genelde islerinizin isimleri
psikoloji ve psikanalizde kullanilan
terimlere isaret ediyor.Eserlerin
anlamini ortaya koyan birer anahtar
gibiler adeta.Bunlari bulma sirecini
anlatir misin litfen?

Aksoy: Simdiye kadar olan bitin
fotografik serilerimin isimleri birer
psikiyatri terimiydi.Bundan sonraki

tim serilerin isimlerini de kesinlikle
psikiyatri terimleri olusturacak.
Takintili bir durumdan da bahsedilebilir
pekala.

Terimleri secerken,o terimin o
serinin icerdigi fotograflarin
anlattidi meselenin tam karsiligi
olmasina c¢alismiyorum. Yani seriye
adini veren bir terim o seri icindeki
fotograflari tanimlamak zorunda degil.
Aksine,baslik-icerik karsitliga
olusmasini sagladigimda daha etkili
hale gelebiliyor.Baslik secildikten
sonra fotograflar kimi zaman buna godre
calisildigi gibi, kimi zaman fotograflar
ortaya c¢iktiktan sonra verdigi



duyguya, isaret ettidi meseleye goOre
tam tersi de olabiliyor.Izleyiciyi,
psikiyatri terimi ve fotografik islerin
aralarindaki bagi kurmak izere
kullaniyorum. Olmayan bagi kurarken
de, zaten kurulmus olani kabul veya
reddederken de ayni yaratici,disinsel
cabanin ic¢ine girmis oluyorlar.Sayisiz
zihin olanaklariyla karsilasmanin bir
yolu da bu.

Yanisira,serilerin icerigindeki
fotografik islerin her biri de belli
bir zaman dilimini isim olarak tasir.
Fotograf makinesinin an tespit edisine,
fotografin da kaydedilmis bu tek ani
gdsteren olusuna bir gdnderme;itiraz.
Fotografik isler birden fazla sayida
fotografik goriintiniin yani an’ i1n bir
araya gelerek olusturdugu bir tir

son kare olduuna gore, kendi zihnimin
rastgele sec¢ctidinden baska hangi andan
bahsedebilirsiniz?

Graf: Fotograflarinda gergeklik ve
yanilsama arasindaki gatismadan dolayi
eserlerinin tekinsiz bir atmosfer
6zelligi var.Bu atmosfer zihin veya
bilingaltimizin bilinmeyen sahalarina
bir génderme mi-?

Aksoy: Son donem fotografik

islerde tekinsiz atmosferi
gorebiliyorsunuz,evet.Gerceklik ve
yanilsama arasindaki catisma nedeniyle
degil ama.Lacan’ in ardisik ¢ dizeni
olan Gercek-Imgesel-Simgesel’ i
bilirsiniz.Gercek,Simgesel tarafindan
igcerilemeyendir.Dil o6ncesi konumdadir;
ifade edilemez olandir.Gerceklik,
Gercek’ in simgesellestirilebilen
kadaridir; bu ikisi ayni sey degildir.

Gerceklik ancak bir baska biitinin -yani
Gercek’ in- ifade edilebilir belli bir
parcasini olusturdudu ic¢cin onun zaten
bir tlr yanilsama sayilabilecegini
distniiyorum.Catismak yerine birbirlerini
kavrayan seylerden bahsetmis oluyoruz.

Tekinsiz olan sey bilinmeyen sey demek
degildir,diyordu Freud hatirlarsaniz,
onceden biliniyor olandir,aksine.Ve
bastirilanin geri gelirken tamaminin
bilince gelmeyebilecedinden soz
ediyordu.Fotograflardaki tekinsiz
atmosfer de elbette bilincaltina,bilince
gelmeden o6nceki duruma atifta
bulunuyor.Nasil ki Gerceklik Gercek’ in
ifade edilebilen parcasi,biling de
bilincaltinin algilanabilen kadarai.
Fotografik islerde olusturulan mekanlarin
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‘normal’ bilgiyi dislamaya kalkisarak
olusturulmus olmasi,buna radmen
‘tanidik’ 11gin1 da yitirmemesi bu
sekilde okunmali.

Graf: Fotograflarindaki karanlik ve
tekinsiz atmosfere rengin yoklugu ile
vurgu yapilmis.Neden genelde siyah
beyaz galismayi tercih ediyorsun?

Aksoy: Tekinsiz atmosferin yalnizca
siyah-beyaz renk(sizlik) klisesi
icerisinde yer buldugunu distinmiyorum.
Tekinsiz olanin ne oldudgundan bahsettik
az once;bunu algilamak icin renk(sizlik)
ten fazlasi gerekir.Renkli olanin
icindeki tekinsizligi,tedirgin ediciligi
yakalayabilmek daha da etkileyici

ve zor hatta.Fotografik islerimdeki

renk yoksunlugunun tekinsizlik ifade
bi¢imlerinden biri olmasi disinda bir
baska varlik sebebi var;plastik sanatlar
alanindaki biitin disiplinler ic¢in
gecerli olan estetik anlayisim ve zihin
yapim geredi fazla sayida renk icgeren
sanat calismalarini itici bulurum.

Dil sinirlidir ve zihin isleyisindeki
hassas mekanizmanin pek c¢cok bilesenini
anlamlandirmaya yetmeyecedi icin daha
fazlasini izah etmek zor.

Beyaz ve siyah arasinda kalan biitin
ara tonlarin bulundudu,en fazla bir
veya iki farkli renk alaninin da bu
koyu tonlarin arasinda yer aldigi ve
kontrastligin mimkiin oldudunca kuvvetli
oldugu fotograflar icin islerimin genel
karekterini olusturuyor diyebiliriz.
Siyah-beyaz calisilmis gibi gérdigiiniz
son dénem isleri ise tam olarak siyah
beyaz olmayan;icindeki renklerin
farkedilmeyecek bicimde azaltildig:
fotograflardir.Rengi cekebilecedim son
sinira c¢ekmek ama siniri gegmemesini
saglamaya calismak iyi bir gerilim
yaratiyor.

Graf: Fotograf¢iligin form ve

teknik varligindan dolayi,gercgeklik

ve onun tasviri bir fotografin
anlamlandirilmasinda temel roller
oynuyor.Su an yaptigin islerde bu
sorunlu baglantiyi nasil tarif edersin?

Aksoy: Fotografin gerceklik ile
baglantisi geredinden cok kurcalanmis
mesele...‘Gergek’ ten zaten bahsedemeyiz.
‘Gerceklik/ ancak bir baska biutinin
yani‘Gercek’ in ifade edilebilir belli
bir parcasini olusturdudu icin onun

bir tir yanilsama sayilabilecedini
diisiindiigiimii séylemistim.Insan tiirii icin



ortak kabuller oldugunu yadsimamakla
birlikte,kisinin kendi bilincine dair
gerceklikten baska bir gercekligin o
kisi icin pek anlam ifade etmedigini
disinliyorum.Yani,gerceklik bireysel
algiya baglidir.Bireyleri akil
sagligi(!)yerinde olanlar ve olmayanlar
olarak ikiye ayirdigimizda tanimlanip
tarif edilen durumlar var. Bu durumlarin
her biri algilamaya dair bitidni

biricik kilacak seyler.Yanisira,duyu
organlarinin kisiden kisiye degisen
duyarlilikta ve yeterlilikte olmalari
algilanan nesnenin -fotograf ile ilgili
olarak konusursak o fotografik gdorinti
gergekliginin- birden fazla ve neredeyse
benzersiz olmasi demektir.

Algilanan,zaten nesnenin kendisi
degil;duyu organlarinin edinebildigi
veriler.Noérotik/psikotik 6zelliklere
sahip kisilerin duyu organlarinin
isleyisi fizyolojik olarak norm dahilinde
0labildigdi halde normlarin disina
¢ikarak algilayabildikleri Gercgeklik’ in;
tarifledikleri somut ve soyut nesnelerin
gercek olmadigini,Gerceklik ig¢inde yer
almadigini kim iddia edebilir? Gorsel
algil algilanan nesnenin sadece bir
parcasidir.Nesneyi/fotografik goruntiyl
tamamen kavramaya yarayacak diger dort
duyuyu da hesaba katarsak yalnizca gdrme
izerinden algilanisindaki tarifinde

zaten eksiklik kalacak demektir.
Dolayisiyla, bir nesne gorindiginden
fazlasidir.Ikincil bir anlam daha tasir.
Fotograf makinesi ve uzantisi olan
objektifleri olusturan merceklerin insan
gozline ilaveten yakalayabildikleri
gortintiilerin de -mtidahele olsun olmasin-
bu ikincil anlami olusturabilmesi
mumkiin.Duyularin her birinin esit
diizeyde calismadidi,birinin diderinin
yerine gecebildigi,birinin eksikliginin
digerini gelistirdigi durumlarda soz
konusu alginin hangi gerceklige tekabiil
ettigini distnin...

‘Simgesel’ diizen,yani insanin kendini
ifade etmek izere kullandigi dil,
kendisinin degildir.Kendisinin yerine
koydugu seydir.Dilin siniri ve
yetersizligi algilananin ifadesinde,

o gercekligin tarifinde de kendini
gosterecektir.Yazi dili ve goérinti dili
de boyleyken fotograf makinasinin dil ve
teknik sinirinin olmadigi sdylenemez.
Bu da, fotografik goérintiinin mutlak bir
‘gerceklik/ ifadesi olmadigini anlatair.

Sontag’ 1n dile getirdigi seyi
hatirlatmak isterim; fotograf,resim

gibi yalnizaca bir gdrinti degildir.
Gerceklik/ in bir yorumu-izidir,der.
Fotograf gorintisinin direkt olarak
nesnelerden yansiyan 1si1din biraktigi
iz oldugunu sdyler.Buna ilaveten
sOylenebilecek sey su olabilir;
fotografin mekanik bir slirecin sonucu
olmasinin yani gorintintin kendiliginden
film(ve sensor)ilizerine kaydedilmesinin
onun‘inanilirligini’ olusturdugu.
Teknik siireci icerisinde insan
miidahelesine gerek olmadigini
distndirtiir.Nesneden yansiyan 1sig1
kontrol eden mekanizma fotografc¢inin
ayarlarina maruz kaldigi halde.
Dijital teknolojinin ©6zellikle mimkiin
k11did1 miidahale bi¢imlerinin gerceklik
algisindaki yerine gelince,isin puf
noktasi bu muidahalede yatiyor olmalz;
sonucta vardigdi noktalardan biri

insan zihnine dair olarak sanatc¢inin
algilayabildiklerini aktarma noktaszi.
Yani, kabaca {ic asamadan bahsedebiliriz
gerceklik ve fotografik gorintl ilskisi
baglaminda; kisi (sanatc¢i/fotografci)
nesneyi algiladiginda olusan benzersiz
gerceklik ilk asama.Fotograf makinesinin
teknik niteliklerinin buna ilaveten
kaydettigi bir gerceklik,ikinci asama.
Sanatg¢inin,bu fotografik gdérintinin
‘Gerceklik/ ine yeniden mtdahelesi

ile son halini alan bir baska
‘Gerceklik’ olarak iciinci asama.

Bu son asama,ilk asamadaki Gerceklik
ile birlesen,ayrilan,didisen, savasa

n veya birlesen,ama mutlaka eylemin
gerceklestidi,olayin gectigi yer ‘olay
mahalli’ .Ikinci asamada durulabilir
pekala.Oradan bir adim dahi disara
¢ikilmayabilir.Benim i¢in bu mimkin
degil.Zihnim bunu gerektiriyor.

Bir baska gercgekligin sanat¢i tarafindan
yeniden olusturulmasina bir de izleyici
algisinin eklenmesi neredeyse sonsuz
sayida Gerceklik olusmasina izin
veriyor.Cesitliligi yaratan,gdriintiiniin
sanatci/fotograf¢i dan c¢ikisindan sonra
carpistidil seydir.

Fotografik gdoriintii ve nesnesi arasindaki
Gerceklik meselesinin baska bir
noktasi, izleyici ile fotografik
gorintiideki nesne/mekanin birbirlerine
gdre konumlaridir.Nesnenin yaninda

bir yerlerde yahut mekanin icinde
olundugunda mimkiin olan nesnelerin
birbirlerine gdre konum degistirme
becerisinden mahrum olarak karsisindadir
izleyici fotografik gdrintintn; ‘gds
terilmeyen’ taraflarini gdrme sansina
sahip degildir. Kadrajin disinda kalan



da dahil olmak lzere,zihin tarafindan
tamamlanmasi gerekir bu eksigin.Kadraj
zaten basli basina kanitidir nesne/
mekanin bir ylzeye kaydedilmesinden sonra
onceki Gergekligin artik olmadiginin.

Sonuc¢ itibariyle, ‘hangi gerceklik?’
sorusunun tek bir cevabi olmadigi slirece
ne fotografin ne her hangi bir plastik
sanat disiplininin Gercek-1lik ile ona
oykiinip durarak ugrasmasini anlamli
buluyorum.

Graf: Islerin carpiklik ve soyutlama ile
ilgili.Sergide yer alan fotograflarindaki
anlamlarini izah eder misin?

Aksoy: Nesnelerle mekanlarin bilincgte
goztken kimliklerini kaybedip birbirine
karisarak yeni yapi ve sekillere
doéntsmesini tercih ettigimi, fotografik
islerimin de bu diistincelerin dijital
ortamdaki ifadesi oldugunu tekrar
hatirlatirim.

SOylesi boyunca soylediklerim aslinda bu
soruyu zaten cevaplamis durumda.

Bu sergide gosterilen fotografik isler

de tipki kendilerinden Once calisilmis
olan fotograflarim gibi bicim degistirdi.
Ak1l (!)hastaneleri, klinikleri soz konusu
oldugunda bu yapi bozum,tahrifat zaten
kaginilmazdi.Bu seride yapi bozumun

daha anlamli oldugunu diisiniiyorum norm
disinda oldudu kabul edilen zihinlerin
olasi Gerceklik’ lerinden birine tekabiil
edebilecedi ig¢in.Ayrica,normal-anormal
ayriminin vurgulandigi boylesi mekanlarin
gorintiilerini olusturup sunarken,bir
biri ilzerinden varligini slrdiren

bu iki kavramin miicadelesini ifade
edebilecedim dil olarak yapi bozum-
tahrifat gerekliydi.Fotografik gorinti
izerinde deformasyonla yetinmeyip
gorintiilerin bulundudu yizeyleri de
deformasyona udratarak etkiyi arttirmayi
seciyorum.Diiz durmak yerine kivrilmis
plakalar,silindirler yalnizca iclinct
boyutu yakalamak yahut simiilasyonunu
yapmak iizere dedil,ayni zamanda tam bu
yuzden.

Sergilenen isleri ‘dodru’ astigimi

ve ‘dogru yere koydudumu nereden
biliyorsunuz?Izleyiciye bilerek
dayattidim bir bakis acgisi var Once.
Strec¢ icerisinde,mesela sergi siiresince,
bu aciyl da degistirebilirim.Carpitma
dediginiz durum herhangi bir sabit-mutlak
dogruyu dislar.Sanata ve hayata bakisimi
anlattigim basa déneriz.Ilk sorununun
cevabina.
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Graf: Seriler halinde galisiyorsunuz.
Her serinin sonunda bir &6grenme sonucu
olusuyor.Soylesimizin sonunda size bu
serinin ne o6grettigini sormak isterim?

Aksoy: Serilerle calisiyor olmak aslinda
bir ana meselenin varyasyonlarini
olusturmak.Nasi1l ki sanatin bir 6zelligi
‘dille ifade edilemeyen’ ,bir digeri de
‘Oretmeyen’ .Bunun yerine ‘gbsteren’
olmasi yeterli diyorum.Calistigim son
seri de Oncekiler gibi ‘bakmamayi’
gdsterdi. ‘Bakmayi’ gosterdigi kadar.

Tesekkiirler,

Nisan 2016



BURCU AKSOY IN CONVERSATION WITH MARCUS GRAF

Marcus Graf: Dear Burcu,in your current
exhibition at Milli Reasirans you present
a new series of photograph,which I

would like to discuss with you in this
interwiew.So,could you please outline

the basic formal and conceptual issues
that you are dealing with in your current
work?

Burcu Aksoy: I think that the action
of creating is the result of each
situation, that is,the intellect,
stupidity, the balance and imbalance

of the mind, from which an individual
composes oneself.The visuals resulting
from “extraordinary” mental situations
exposed by the conscious and sub-
conscious are significant for me.This
includes intuition and it exists for
that “moment of encounter”.The desire
to produce things strong enough to
exceed perceptions of ordinary meanings
of objects and actions comprise the
foundation of my work.

If we are discussing human beings,

any human act,and thereby discussing
creativity as well,this means that we
are also discussing psychiatry and a
method of psychotherapy,psychoanalysis,
which also includes philosophy to

some degree.l know that any situation
with regard to human behavior can be
explained through these two teachings
and science.Despite the theoretical and
practical tension among them, the mental
situations encountered in life which can
be explained by these two concepts, the
transformations in transition,or the
mental hospitals as one of the places
where they get caught up,grab attention.
At this point,one has to elaborate on
the basic concepts which may create
confusion; “wellness”, “illness” and
“hospital” which are described with

the words,psyche or soul. Along with

a description over time, which defines
what this area of science deals with,
compounded with the insufficiency of

the Turkish language,one falls into

the misperception that psyche and soul
are one in the same.In short,psyche

and soul are used to describe the same
“thing”. In the matter in which it
expresses 1itself insofar as religion and
philosophy are concerned,despite the fact
that Psychiatry and Psychoanalysis have
nothing to do with the soul, for now,
this hasn’ t been embraced.With their
removal from being a common psychiatric
and neurological science and subsequently
being separated,the “soul” is left to

psychiatry, while the “nerves” are left
to neurology.The concept used correctly
by the Anglo-Saxons is “mental health-
illness”.That 1is,it is an issue of the
mind.Regardless of what it is called,
all of these concepts are functions

of the brain.Those which are more
concrete and measureable,with an open
biological foundation are in the area

of neurology,while those which are more
abstract,difficult to prove and otherwise
explained,despite having measureable and
biological foundations,are in the area of
psychiatry.

If we accept that the reason for
existence of these hospitals oscilates
between reform and isolation,we also
start to think differently about the
limitation,the altering of the human
mind, that is,about the domination of
particular minds under particular
conditions.

In an attempt to address the dichotomy
between the normal and abnormal

structure of a mind,it is possible that
we open the way to squandering some of
the opportunities of that mind.It is

this situation which is disturbing,
dark,uncanny,and in fact sometimes
indescribable with regard to the spaces
of Psyche(?)/Nerve(?) hospitals.Before
the concrete physical-structural details,
we perceive the abstract details, the
“thing” spread by the different minds
within the space.The works in my most
recent photograph series which take place
in this exhibit resulted from my pursuit
of that “thing” which can’ t be entirely
defined.Photographing and addressing these
places which house cliché objects as
uncanny spaces without people but where
traces of people absolutely exist,means
following the traces of the invisible
mind.I think that the dark side of the
human is more genuine and enduring than
the luminous side.I am a believer that
darkness is not emptiness,but on the
contrary,it is fullness.

Graf: In your first answer,you already
introduced some issues that I wanted to
talk about.Let us start with the depicted
imagery, and the series’ visuality.Like
in your previous series,space plays a
fundametal role in the photos.How would
you describe your general understanding
of space,and its role in your ouevre?

Aksoy: As you know,I was educated
in architecture.It’ s impossible for



this discipline not to have an impact
on my photographic work.The impact

is dual; denying and accepting the
understanding of the space defined
by the discipline.

If the place is a perceivable piece

of space,the architectural place is a
piece of space limited in its perception
by the mind and eye of the person

viewing it.With regard to the issue of
limitation, the designer’ s-creator’ s

own mental conditions are as defining

as the architectural and general design
principles.The conditions of the point

of view from which the mind cannot resist
looking and seeing. After the space is
designed-formed, the condition of the mind
which come into play introduce an “other”
which is either in that space,or is
looking at it externally.Just like it is
in the process of creating a work of art.

Therefore,when I say that the language
of architectural expression determines
the language of my photographic works,
I'"m referring to a whole which exposes
all of the details of the visual habits
of the architectural discipline,which
houses in it the destructive,constructive
and transformational.Thus, through these
means,we can speak of an almost infinite
reality of almost infinite places and
methods of seeing and understanding,
which haven’ t been limited by norms.

On the issue of what creates the language
of expression,that is,the language of the
photographic works,it is more distinct

in the methods and habits of seeing.I’m
referring to the point of view of having
learned how to design a third dimension
on a two dimensional piece of paper; with
stains,emptiness and fullness resulting
from lines and planes coming together

and separating,and the way of looking at
elements and negative - positive volume.

As I mentioned in response to your

first question, subconsciously and in an
associated manner,I prefer objects losing
their identities which are apparent in
spaces while conscious,and transforming
into new structures and shapes by mixing
with each other.Photographic works are an
expression of these thoughts in a digital
medium.

Graf: How would you outline your current
artistic approach in the given exhibition
at Milli Reasiirans?
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Aksoy: Those things which make me

take action or which make me stop, those
things which comprise me,make me look
and see, those things which obligate
me.That which I cannot escape becomes my
subject when I cease trying to escape.
Mental hospitals (?) and other spaces

I address,I selected to interpret in

the manner I explained in my responses
to your previous questions.Rather than
rendering mental hospitals where so many
minds which are different and remain
outside of the norm have come together,
in a strictly architectural manner,I
choose to show my perception together
with uncanniness in this exhibit,
complementing the mental structures
inside of these places,which can and
cannot be explained.

The difference between something existing
and not existing is perception.It’ s

that simple.Despite their similarities,
perceptions are unique.

Therefore,if we say that as a vehicle

of expression,“a photograph shows what
something looks like under certain
conditions,” what is meant by these
conditions shouldn’ t necessarily only

be the technical capabilities,but also a
reminder that the actual interpretation
is comprised of the involvement of the
ingenuity of human biology and subjective
conditions which can be referred to as
the situation of the human mind.

Graf: This time,you have chosen a very
specific one. How did you select the
mental clinics,and according to what
formal and conceptual parametres did you
chose the picture details for your work?

Aksoy: I mentioned that I chose mental
hospitals and other spaces I’ ve rendered
in accordance with the design of that
space,and in line with my thoughts about
the perception of that space.When we
consider that the concept of uncanny
based on its definition in psychiatry

and psychoanalysis can also be applied
to spaces,it is possible to follow the
traces and interpret spaces of mental
hospitals.What is really important for
me is following the traces of that which
is uncanny within the context of place.
Uncanny is one of the bedrocks of
Freud’ s philosophy.He expresses this as
the return of that which is oppressed.
At the same time,he says “that which

is oppressed does not return entirely

to the conscious”.That which is uncanny



does not mean that which is unknown, on
the contrary it is familiar;it is known
in advance. The change which occurs
when that which is oppressed resurfaces
- alienation for example- becomes that
which creates uncertainty.There is an
absolute emphasis on “repetition”.

I always say that no “reality” is limited
in meaning by what is seen and perceived,
and that it always carries a different,
secondary or tertiary meaning as well.
Uncanny at the same time is the familiar
being frightening.

In the photographic images exhibited,
there are no human bodies.Instead, the
human mind, that is,traces of it,appear.
The desire is to create a situation where
the place and the person within it can
replace on another.The mind of the viewer
will nevertheless put a person there.

One doesn’ t have to have a body to exist.
I would like to remind [ you] of the
concepts of real and reality as described
by Lacan.

The visual character of the photographic
works—- as in my previous works- consist
once again of compositions of the
descriptive details in the graphic/
architectural disciplines.This time,

the open description of the objects

being illegible in the pictures and the
differences in the use of two dimensional
photographic print surfaces are at hand.
First,conceived as three dimensional in
the mind of its creator,then prepared

as a representation on two dimensional
paper, then once again realized as object-
space in three dimensions.In the whole of
the topic,an important point.

So the reason for the exposure of these
forms which can symbolize the situation
of these dimensions on the surface of
photographic prints is thereby evident.
We can find the meaning of the failure of
the forms in their attempt to symbolize
that which they attempt to symbolize,

the third dimension for example, in
psychiatric and psychoanalytical
discourse.Within the concept of art
therapy, the reasons for the existence of
two and three dimensional surfaces and
objects 1s important for particular mental
structures for particular reasons.

I will suffice to say that I was influenced
by this.I am assembling an exhibit in
which I utilize the right of visuals to
be as attractive as they are repelling.
Therefore,it is possible to see in this

exhibit an understanding of photographs
and their presentation,which are
comprised of visuals formed of those
which remain beyond the scope of the
lens,in a manner which cannot be imagined
by anyone or anything other than itself.

Graf: As you mentioned above, psychology
and psychoanalysis play fundamental roles
for the understanding of your series.

How and why did you got engaged in these
fields?

Aksoy: As I said in the beginning of

the interview,If we are discussing

human beings,any human act,and thereby
discussing creativity as well, this

means that we are also discussing
psychiatry and a method of psychotherapy,
psychoanalysis,which also includes
philosophy to some degree.The discourse
I prefer and can relate to with regard
to making sense of life are found within
these two concepts.It is not possible
for me to consider whatever exists in
my life without consideration for this
discourse and knowledge,which I allow

to define myself.A point where it is
compulsory to start at no other place
than the self is mentioned.Pain, for
example.When meeting, struggling with,
bickering with,trying to preserve the
existence,whatever pain equates to within
me — like many- neurosis as one of the
methods I use,is important.Being aware
of neurosis,or the advantages of the
limitation situation when I adopt the
views of R. May, I cannot ignore the
concepts of immanence and transcendence.
The relationship of the creator with the
dimension of “transcendence” regardless
of what expression I use, is that which
is irreplaceable for me to sustain my
life.

Since we cannot proceed without
mentioning art therapy,the importance

of understanding the dynamics of
transference and counter-transference,
the concept of object interaction,it is
necessary to point to the specific nature
of the relationship of objects.Because it
requires explanations which won’ t fit into
the limits of the interview,creating key
concepts to consider is sufficient.

Graf: Usually,the titles in your

works are references to terms used in
psychology and psychoanalysis.It seems
as if they are keys to the meaning of
the pieces.Could you please describe the
process of finding them?



Aksoy: The names of all of my
photographic series until now have been
psychological terms.All of the series
which will follow will certainly be
named with psychological terms.It is
quite possible to talk of an obsessive
situation.

When selecting the terms,I don’ t try

to find the exact definition of what the
photographs in that series are attempting
to express.That is,a term which gives its
name to the series doesn’ t necessarily
have to define the photographs in that
series.On the contrary,when I am able

to produce a contrast between title and
content, it can become more effective.
After the title is selected, sometimes
just as the photographs are worked on in
accordance with the title,other times it
can be just the opposite as a result of
the emotion the photographs produce,or
the issue they refer to.I use the viewer
in order to establish the tie between
the psychiatry term and the photographic
works.Both when the nonexistent tie is
being established,and when they accept
or deny the tie already established,
they enter into the same creative

and intellectual effort.This is yet
another way to encounter infinite mental
possibilities.

Further,each of the photographic pieces
in the series encompass a particular
period of time as their name.The moment
determined by the camera,a reference
to,an objection to this being the only
visual of the moment recorded as a
photograph.Since photographic works

are a last shot of sorts,showing more
than one photographic wvisual,that is,

a combination of moments,what other
moment can you discuss aside from the one
selected spontaneously by my own mind?

Graf: Due to a clash between reality
and illusion in your photos,an uncanny
atmosphere characterizes your pieces.
Is this atmosphere a reference to

the unknown spheres of our psyche or
subconsciousness®?

Aksoy: You can see the uncanny atmosphere
in the recent photographic works, yes.

But this is not because of the clash
between reality and illusion.

You would know the three sequential
orders of Lacan, Real-Symbolic-Imaginary.
Real is that which is not included in

the symbolic.It is pre-language, that
which cannot be expressed.Reality is
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only insofar as real can be symbolized;
the two are not the same.Because reality
forms a specific piece of another whole-
that which is real- I think that it can
be considered an illusion of sorts.Rather
than clashing,we thus are speaking of
things which comprehend one another.

If you' 11 recall,Freud says that that
which is uncanny does not mean that which
is unknown, it 1is that which is known

in advance,on the contrary.Indeed, the
uncanny atmosphere in the photographs
makes reference to the sub-conscious,
the other situation prior to arriving

at the conscious.Just as reality is the
part of real which can be expressed,
conscious 1s only as much as the sub-
conscious can be perceived.The places
established in photographic works,having
been established by way of attempting to
exclude “normal” knowledge,and despite
this not having lost their “familiarity”
as well,should be read in this manner.

Graf: The dark and uncanny atmosphere in
your photos is formally stressed by the
absence of color.Why do you prefer to
mainly work in black and white?

Aksoy: I don’ t think that the uncanny
atmosphere can only find its place within
a black-white color (lessness) cliché.
Earlier,we discussed that which is
uncanny;in order to comprehend this,

one needs more than color (lessness).

It is more impressive and in fact more
difficult to capture the uncanny and
disturbing in that which has color.In

my photographic works,there is another
reason for the lack of color aside from
it being an expression of uncanniness;

I find works of art which include too
many colors repellent,which applies

to all disciplines within the area of
plastic arts,due to my understanding

of aesthetics and my mental structure.
Language is limited and because it will
not suffice to explain the vulnerable
mechanism in the way the mind works to
attribute meaning to its many components,
it is difficult to elaborate further.

We can say that the general character

of my works consist of photographs with
all of the tones in between black and
white,with a maximum of one or two color
areas taking place among these dark
tones,where the contrast is as strong

as possible.Recent works which you see
as composed in black and white are in
reality not exactly black and white,but
photographs where the colors within them



have been reduced to such a degree that
they cannot be detected.Working to pull
the color back to the very last possible
point,but not exceeding it,creates a good
tension.

Graf: Due to the formal and technical
being of photography, reality and its
depiction/representation play fundamental
roles in the definition and meaning of

a photo.How would you describe this
troubled interconnection in your current
series?

Aksoy: The interconnection between a
photograph and reality is an issue

which has been tampered with more than
necessary.We can’ t speak of what is
“real”.I had mentioned that “reality”

is only a part of another whole, that

is what is “real” and therefore can be
considered as an illusion of sorts.
Together with not being able to deny that
there are things commonly accepted by the
human race,I think that realities aside
from those realities which apply to an
individual’ s own conscious don’ t mean
much for that individual.That is,reality
is dependent on individual perception.
There are situations which are defined and
described when we separate into two those
individuals with stable mental health (!)
from those with unstable mental health.
Each of these situations are those

which deem the whole as one with regard
to perception.Further,the difference

in sensitivity and sufficiency of sense
organs from one person to another —-if we
are discussing photography, the reality of
the photographic visual- deems the object
being perceived as more than one and
nearly incomparable.

What is perceived is not the object
itself;it is the data obtained by sense
organs.Those with neurotic/psychotic
characteristics,where when the sense
organs are functioning within norms
physiologically,when they perceive
reality outside of the norms;who can
argue that the concrete and abstract
objects they describe are not real and
don’ t exist in reality?Visual perception
is merely a part of the object perceived.
If we account for the other four senses
which assist in completely comprehending
the object/photographic visual,it

means that in the description of its
perception based solely on seeing it
would be lacking in definition.Therefore,
an object is more than it appears to be.
It carries a secondary meaning.Cameras

and their extensions housing the lens,
which are able to capture visuals in
addition to the human eye -whether or not
there is intervention- make it possible
to establish this secondary meaning.

As each of the senses don’ t function
equally,as one can replace another,think
about what perception equates to when

the lack of one sense further develops
another.

Symbolic order,that is the language a
person uses to express him or herself,
does not belong to that individual.It

is what they use in place of themselves.
The limit and insufficiency of language
will reveal itself in the description of
that reality through the expression of
the perceiver.While written language and
visual language are as such, it cannot
be said that the camera doesn’ t have a
limit on language and technique.And this
indicates that the photographic visual is
not an absolute expression of “reality”.

I"d like to remind you also of what
Sontag expressed;Sontag says a
photograph,unlike a painting,is not just
a visual.It is an interpretation-trace
of reality.Sontag says that a photograph
is a direct visual of the trace left by
the light reflecting from the objects.
What may be said in addition to this is;
a photograph establishes believability
because of its mechanical process, that
is,a result of a process where the visual
is recorded on film and a sensor.It makes
one think that there is no need for
human intervention within its technical
process.Despite the fact that the control
mechanism for the light reflected by

the object is subject to the settings
determined by the photographer.If we are
discussing the place of the perception
of reality that digital technology

has especially deemed possible, the

crux of the process must lie in this
intervention;as ultimately one of the
points it arrives at is the point it is
able to relay the artist’ s perceptions
with regard to the human mind.That is,
we can mention basically three stages in
the context of the relationship between
reality and photographic visuals;the first
stage is the incomparable reality when
the individual (the artist/photographer)
perceives the object.The technical
qualities of the camera recording a
reality in addition,the second stage.
The final,additional “reality” after the
artist intervenes in the photographic
“reality” once again,as the third stage.



In this final stage,“the place of
occurrence” where there is a combining,
separation,bickering,warring or uniting,
but certainly an action taking place.

One can definitely stop at the second
stage.One may not take even a single

step outside of it.For me this isn’ t
possible.My mind necessitates this.

When the viewer’ s perception is added to
the reality recreated by the artist,an
infinite number of realities is permitted.
What creates diversity is what the visual
collides with after it is released by the
artist/photographer.

Another point in the issue of reality
between the photographic visual and
object is the position of the object/
place in the photographic visual,and
the viewer,and their position in relation
to each other.The viewer assesses the
photographic visual deprived of the
possibility of changing positions
relative to the objects when viewing
next to the object or in a place;the
viewer doesn’ t have the opportunity to
see the dimensions not captured in the
visual.Including that which remains
outside of the frame,that which is
lacking must be completed by the mind.
The frame itself is proof that after
an object/place has been recorded on a
surface,the previous reality no longer
exists.

As a result,as long as there is no one
answer to the question,“which reality?”
I find it meaningful for photography or
any other plastic arts discipline for
that matter to constantly attempt to
imitate real/ity.

Graf: Your work deals with distortion
and abstraction.Could you please refer to
their meaning in your photos shown at

the exhibition?

Aksoy: I would remind you once again that
I prefer objects and places to lose their
meanings apparent within the conscious
and through mixing with one another
transform into new structures and shapes,
and that my photographic works are an
expression of this in a digital medium.

The photographic works which take place
in this exhibit have, just like the
photographs I have worked on previously,
changed form.When the issue was mental
(?)hospitals,clinics, the decomposition
of this structure and alterations were
inevitable.Because minds considered

outside of the norm equate to one of

the probable realities,I felt that
decomposition was even more important in
this series.Also,in photographing and
presenting places such as these where
the separation of normal and abnormal is
emphasized,decomposition and alterations
were necessary as language I could use
to express the struggle of these two
concepts which exist as a result of

each other.I choose to increase the
impact by not sufficing with deformation
of the photographic visual,but further
by exposing the surfaces upon with the
visuals are printed to deformation as
well.Curved plaques rather than straight
ones,and cylinders are used not only to
capture the third dimension or for their
simulation,but also particularly for this
purpose.

How do you know that you’ ve displayed
the works “properly” and put them in the
“right” places?First,there is a point

of view I intentionally impose on the
viewer.During the process, for example,
throughout the exhibit,I can change this
point of view also.The situation which
you refer to as distortion will exclude
any constant/absolute “right”.We’ 11 go
back to the beginning where I explain art
and my view on life.To the response to
the first question.

Graf: You work in series.As at the end of
every series,a “learning outcome” occurs
I would like to ask you at the end of our
interview what this series has taught
you?

Aksoy: Working with series is actually
composing variations of a main issue.
One characteristic of art is that which
“cannot be expressed with language”
another is “cannot teach”,instead,I say
“showing” and this is sufficient.The most
recent series I worked on,like previous
ones, showed me “not to look”.As much as
it showed me “to look”.

Thanks,

April, 2016



Seri / Series 31 - ELOPMENT

Kacis.Psikiyatri jargonunda, hastanin
1zin almadan hastaneden kacip gitmesi.

An act or instance of leaving a safe
area or safe premises,done by a person
with a mental disorder or cognitive
impalrment.



saat 00.12 / 00.12 am saat 08.27 / 08.27 am

saat 07.31 / 07.31 am saat 00.37 / 00.37 am
saat 07.59 / 07.59 am saat 05.59 / 05.59 am
saat 17.27 / 17.27 pm saat 04.56 / 04.56 am
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saat 07.55 / 07.55 am saat 05.16 / 05.16 am saat 05.29 / 05.29 am

saat 06.23 / 06.23 am saat 06.05 / 06.05 am saat 06.03 / 06.03 am

saat 05.28 / 05.28 am saat 07.41 / 07.41 am saat 05.15 / 05.15 am



we TT°00 / TT 00 3Iees
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Seri / Series 32 - ENDOGENOUS

Organizmanin 1¢inden kaynaklanan,
organlizmanin 1¢inden baslayan.

Proceeding from within;derived 1nternally.



saat 09.03 / 09.03 am saat 09.29 / 09.29 am

saat 09.11 / 09.11 am saat 09.09 / 09.09 am
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saat 09.10 / 09.10 am saat 09.15 / 09.15 am

saat 09.27 / 09.27 am saat 09.07 / 09.07 am
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saat 09.05 / 09.05 am



saat 09.41 / 09.41 am saat 09.53 / 09.53 am
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saat 13.45 / 13.45 pm



saat 03.37 / 03.37 am
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saat 13.25 / 13.25 pm



saat 13.05 / 13.05 pm
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saat 10.05 / 10.05 am

saat 10.03 / 10.03 am

saat 10.01 / 10.01 am



Seri / Series 33 - PSEUDO

Taklit,vyanlis, sozde, sanki,yvakin aldatica
benzerlik.

False (often used about a deceptive
resemblance) .The term‘pseudo’ means
‘false’ or ‘pretend.’ Pseudo-psychology,
therefore, refers to a psychological
practice that
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saat 04.09 / 04.09 am



saat 04.05 / 04.05 am

saat 04.11 / 04.11 am
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saat 23.55 / 23.55 pm






41

saat 04.15 / 04.15 am
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saat 04.31 / 04.31 am



wd g€z / LET€Z 3eES



wd GT ¢z / GT €z 3ees
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Seri / Series 34 - BIZZARE BEHAVIOR

‘Aki11l" hastaliklarinda gozuken,
alisilagelmis veya anlasilabilir
davranisin tamamiyla disinda kalan
davranis sekilleri.

A general term for behavior that 1s out
of the ordinary or far from normal.
Markedly unusual and unexpected 1n a
person, 1t 1s often described as odd or
strange behavior.Clinically,this could be
a symptom of a mental disorder.



saat 04.05 / 04.05 am saat 04.09 / 04.09 am

saat 05.18 / 05.18 am saat 05.19 / 05.19 am
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