





TURAN AKSOY:
KIRILGAN MEKANLAR VE
NOMINALIST TAVIR"

TURAN AKSOY:
FRAGILE SPACES AND
NOMINALIST ATTITUDE

Dog. Dr. / Associate Professor Burcu Pelvanoglu™

Bagslarken... “Bay Eyliil’iin Portresi” ve “Bes Sidikli Asker”

Bir beden olmak, daha ziyade toplum
tarafindan iglenmeye ve toplumsal bigimlere maruz kalmak
anlamina gelir. Bedenin ontolojisini toplumsal bir ontoloji
haline getiren tam olarak budur. Beden, toplumsal ve siyasal
olarak eklemlenen gii¢lere oldugu kadar, bedenin devamliligini
ve gelisimini miimkiin kilan, dil, emek ve arzunun da déhil
oldugu toplumsallik iddialarina da maruz kalir. Varolugsal
olarak dugiinebilecegimiz “kirilganlik” kavrayis1 da, boylelikle

daha 6zgiil bir siyasal methum
olan “giivencesizlik”le iligkilenir. !
Judith Butler’in Savas Tertipleri
metnindeki bu girisi, 6zellikle son
on bes yildir iginde bulundugumuz
politik ve toplumsal atmosferi
buitiiniiyle tarif eder nitelikte.
Butler, bu girisin devaminda,
bir yagami idrak edebilmek icin
gerekli olan epistemolojik kapasite
tizerinde duruyor ve s6yle diyor:
“Bir hayat1 idrak edebilmek i¢in
gerekli epistemolojik kapasite
kismen o hayatin, onu bir hayat
ya da hayatin bir parcasi olarak niteleyen normlar uyarinca
tiretilmis bir hayat olmasina baglidir. Béylelikle normatif
ontoloji iiretimi epistemolojik bir sorun olan hayati idrak etme
sorununu uretir ve bu da karsiliginda incinmeyi ve siddeti
teslim etmenin, daha dogrusu incinme ve siddete kars1 6nlem
almanin ne olduguna dair etik sorunu 6ne ¢ikarir. >
Belirli toplumsal normlara karsi yagsamimizi idrak etme
noktasinda karsilagtigimiz ya da maruz birakildigimiz
etik sorunlar dogrultusunda durugunu belirlemek/tavrinm
olugturmak, 1980’li yillardan bu yana resim, duvar resmi,
fotograf, ii¢ boyutlu malzeme gibi farkli tiretim yollarini
kullanan Turan Aksoy’un ¢aligmalarinin ortak paydasidir.
Bedenlerimizin maddi ve manevi ihtiyaglar1 dogrultusunda,
temas, dil, kiiltiir ve onlarsiz hayatta kalamayacagimiz bir
dizi iligki tizerinden bagkalarina bagimli oldugunu ve bunun
da toplumsalligin bir riski, hatta bir tehdidi oldugunu
diisiiniirsek, Aksoy’un toplumsal yasamin kaosu igerisindeki
otobiyografik temelli ¢aligmalarini okuyabilmemiz miimkiin
olacaktir. Nitekim Aksoy’un 2013 yilindaki Bir Portre:
Huzursuz sergisinin katalog metnini yazan Miimtaz Saglam

Beginning... “A Portrait of Mr. Eyliil” * and “Five Pissy
Soldiers”

To be a body is to be exposed to social
crafting and form, and that is what makes the ontology of the
body a social ontology. The body is exposed to socially and
politically articulated forces as well as to claims of sociality-
including language, work, and desire-that make possible the
body’s persisting and flourishing. The more or less existential
conception of “precariousness” is thus linked with a more
specifically political notion of “precarity.”

This introduction in the collection of essays in Judith
Butler’s Frames of War is such that it is descriptive of the
political and societal atmosphere we have been in, especially
throughout the last 15 years. In the continuation of this
introduction, Butler emphasizes the necessary epistemological
capacity required in order to apprehend life, and adds, “The
epistemological capacity to apprehend a life is partially
dependent on that life being produced according to norms
that qualify it as a life or, indeed, as part of life. In this
way, the normative production of ontology thus produces
the epistemological problem of apprehending a life, and
this in turn gives rise to the ethical problem of what it is to
acknowledge or, indeed, to guard against injury and violence.”

Determining our stance or developing our attitude at the
point of apprehending our
lives in confronting particular
societal norms or in the face of
ethical problems we are exposed
to, is the common stake in the
works of Turan Aksoy, who has
been using different production
means such as paintings, wall paintings, photographs and
three dimensional materials since the 1980’s. In accordance
with the material and incorporeal desires of our bodies,
when we consider that we are dependent upon others in the
sense of contact, language, culture, and the impossibility of
our existence without a series of various relationships, and
further when we consider this as a risk and in fact a threat
of socialization, it will be possible for us to read Aksoy’s
autobiographic based works in the chaos of social life.

In fact Miimtaz Saglam, who drafted Aksoy’s 4 Portrait:
Restless exhibition catalogue text included this determination
with regard to the artist’s works, “In his paintings, Turan

Kendisinden Bagka Higbirseyin Boslugu,

Tuval Uzerine Akrilik ve Yagliboya, 2015, 200x185 cm
Empiteness of Nothing Other than itself, Acrylic

and Oil on Canvas



da, sanat¢inin resimleri i¢in su saptamada bulunmugtur:
“Turan Aksoy; resimlerinde, i¢-sikintisini ifade eden psisik
yorumlarin pesindedir. Figiir, meké4n ve nesneleri, mantik
kurallariyla ¢elisen 6zel bir algilama yontemiyle ¢atigmali
hale getiren sanatgi; agik bir giivensizlik duygusuyla hareket
etmektedir. Belirgin bir sekilde deformasyon ve soyutlama
egilimiyle, biling niteliginin ortaya koydugu entelektiiel
enerjiyi bulugturan bir yaklasim i¢indedir.”

Turan Aksoy’un son sergisi olan Yonetilebilir Cennet’e
ge¢meden 6nce, Aksoy’un iiretiminin temel noktalarini
belirlemek, ¢alismalar: arasindaki gegislilikleri saptamak
ve bu yaziy1 retrospektif niteliginde kurgulamak faydali
olacaktir. Aksoy, 1980l yillarda Ankara’da yasadig, sahit
oldugu siyasi atmosferden etkilenir. Aksoy’un ilk iiretimleri
de, sokak ¢atigmalari, cunta rejiminin baskisi, siyasi 6gretilerin
ahlaki ve titketim kiiltiiriiniin cazibesi arasinda, bunlari
gozlemleyip anlamlandirmaya ¢alisirken baglar. Hatirlayacak
olursak, 1980’1i yillar yerelligin patladigs, bir kiiltiirel
cogullagsmanin yagandig yillardir, ancak diger yandan biitiin
bu patlamalar kiiresel basinglarla birlikte sekillenmistir. Bu
yillarda bir yer duygusu gelismis, ama bu duygu kaginilmaz
olarak bir yerellik ideolojisini, yerel olanin asil sahibinin kim
oldugunu belirlemeye y6nelik bir iktidar miicadelesini de
beraberinde getirmistir. Kiiltiirel kimlikler artik kendilerini
bir siyaset dolayimi olmadan da ifade edebilmektedir, ancak
bu kimliklerin birbirleriyle kargilasabilecegi, birbirlerini
etkileyebilecegi, birbirlerini doniistiirebilecegi siyaset alani
gliciinii yitirmis, kamu denen alan toplu bir kayitsizliga
doniigmiistiir. Nurdan Giirbilek gibi sdyleyecek olursak, bu
doénemde iki farkli iktidar projesinin, iki farkli s6z siyasetinin
ve iki farkl: kiiltiir stratejisinin egemenligi s6z konusudur
ve 1980’li yillarin kiiltiirel olugsumlarini da bu iki ¢akigma
belirlemistir. Bu yillarda kiiltiirel alandaki yasaklar ile kiiltiire
sermaye akitilmasy, kitlelerin taleplerini dile getirebilecekleri
kurumlarin yok edilmesi ile neredeyse ilk kez kitle kiiltiiriiniin
ortaya ¢ikmasi gibi karsitliklar bir arada olmugtur. * 1980°1i
yillarin ilk yarisina darbenin, baskinin, siddetin; ikinci
yarisina ise, goreli bir 6zgiirlesmenin, daha modern, daha
sivil bir iktidarin damgasini vurdugu goériiliir. Ancak mesele
daha derinden ele alindiginda, bu iki strateji 1980’1i yillar
boyunca hi¢bir zaman birbirinin yerini almamigtir; hep
birbirini ¢agiran, birbirine ihtiya¢ duyan, mesruluklarini
birbirine bor¢lu bi¢imler olmuglardir. Bagka bir deyisle, ilkinin
bastirdigini ikincisi kigkirtmus, ikincisinin kigkirttigini ilki
bastirmistir. Iki strateji, iki iktidar olma bigimi, iki farkls

3 Miimtaz SAGLAM, “Imkansiz
Biitiinliiklere Adanmis Bir Anlat1”,
Turan ;\](s()) Bir Portre: Huzursuz,
Piartworks, Istanbul, 2013.

4 Nurdan GURBILEK, Vitrinde Yasamak
1980’lerin Kiiltiirel Iklimi, Metis
Kitabevi, Istanbul, 2002 (I. Baski: 1992),
s.8.

Nesne Resimler-Koltuk,
Kagit Uzerine Kanigik
Teknik, 1989, 30x40 cm,
Object Paintings-Armchair,
Mixed media on canvas
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Aclik, e e b
Kagit Uzerine Kalem, e

1988, 25x20cm
Hunger, Pencil on Paper

TERGARRARAAL:

Aksoy is in pursuit of psychic interpretations which express
internal unease. The artist, who brings into conflict figures,
spaces and objects with rules of logic through special methods
of perception acts with an obvious feeling of distrust. He takes
an approach which unites the intellectual energy yielded by the
attributes of consciousness with an obvious tendency towards
deformation and abstractionism.”

Before moving on to Turan Aksoy’s most recent exhibition,
A Governable Paradise, it will be of benefit to discuss Aksoy’s
fundamentals of production, the transitivity among his
works, and construct this text with retrospective attributes.
Aksoy was influenced by the political atmosphere which he
experienced and witnessed while in Ankara in the 1980’. His
first productions started as a result of street clashes, pressure
of the junta regime, amid moral political teachings and the
attractiveness of the culture of consumption, while observing
and trying to make sense of it all. If we are to remember, the
1980’s were a time when localness exploded with a marked
cultural surge; however on the other hand, these explosions
were shaped along with pressures of globalization. During
these years, the sense of place was developed but this sense
inevitably brought with it an ideology of localness and a power
struggle to determine who the actual owner of that local place
is.

Cultural identities were able to be expressed without
political affiliation however the political sphere in which these
identities could encounter one another, be influenced by and
transform one another had lost its influence and the public
sphere had transformed into an area of collective indifference.
If we are to express this through the words of Nurdan
Girbilek, this period can be characterized by the sovereignty
of two different strategies of culture belonging to two different
discourses of politics from two different projects of power,
and the cultural formations of the 1980’s were determined
by the collision of the two. During these years, prohibitions
in the cultural sphere and the flow of capital into culture, the
abolishment of institutions where the masses could voice their
demands and the emergence of a mass culture for nearly the
first time are contradictions which occurred at the same time.*

It is evident that the coup, pressure and violence
underscored the first half of the 1980’s, while the second half
was emphasized with a relatively freer, more modern and more
civilian political leadership. However when we consider the
issue on a deeper level, these two strategies never replaced
each other throughout the 1980’s; rather, they were always

Degisim, Tuval
Uzerine Yagliboya, 1990,
170x170 cm

Biitiinliik, Kagit Uzerine
Miirekkep ve kalem,
1988, 25x23

Unity, ink and Pencil on
Paper
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3 Miimtaz Saglam, “Imkansiz
Biitinliikklere Adanmig Bir Anlat1”, Turan

Aksoy A Portrait: Restless, Piartworks,
Istanbul, 2013.

4 Nurdan Giirbilek, Vitrinde Yagsamak
1980’lerin Kiiltiirel Iklimi, Metis
Publishing House, Istanbul, 2002 (1st
Edition: 1992), p.8.
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1 Buradaki Nominalizm,

Thierry de Duve'iin,
Pictorial Nominalism:
On Marcel Duchamp's
Passage 4 A.g.e, s.11.
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1 Buradaki Nominalizm,
Thierry de Duve'iin,
Pictorial Nominalism:
On Marcel Duchamp's
Passage 4 A.g.e, s.11.
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Medeniyet Oyunu,
Kagit Uzerine Kalem,
2015, 28x21 cm,
Game of Civilization,
Pencil on Paper
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Sikistinimis Alanlar,
Kagit Uzerine Akrilik Boya, 2014



SA.ge.,s.13-14.
6 Turan AKSOY, “Kisisel Tarih Uzerinden Portresi”’ “Be? Sldlkh Asker” glbl
Bir Ortam Okuma Denemesi”, Sanat¢inin
Atolyesi; Ditsiince Sanat Kiiltiir Seckisi,
S.7,Yaz 2008, s. 201.

sOylem, devletin yasaklayici soylemiyle daha 6zgiirlestirici
vaatlerle dolu, daha sivil bir séylem, 1980’li yillarda
cakismigtir.

Turan Aksoy’un bu ddnemdeki tiretimi arasinda yer alan
“Nesne Resimler” dizisi de bu baglamda anilabilir. Sanat¢inin
“Birlik”, Beraberlik”, “Bay Eyliil’iin

caligmalari, bir yandan 12 Eylil
oncesi sokak ¢atigmalarinin,

cunta rejiminin baskisini tecriibe
eden, bir yandan da 12 Eylill sonrasinda olugan siyasi
ogretilerin ahldkina ve 1980’lerin ikinci yarisina hdkim olmaya
baslayan titketim kiltiiriiniin yiikseligine paralel 6zel hayat
endiistrisinin olusumuna entelektiiel bir tavir olarak ortaya
cikan ¢aligmalardir. Aksoy’un bu resimleri, bicemsel agidan
disavurumcu resme daha yakin durur. Sanatgi, “Kisisel Tarih
Uzerinden Bir Ortam Okuma Denemesi” baglikli yazisinda
“Bes Sidikli Asker” gibi bu dénem resimlerinin dogdugu
atmosferi §oyle anlatir: “Bilgiyle, karsi cinsle, toplumsal

ve kiiltiirel sorunlar ve tartigmalarla iligkimizin biyolojik
nedenlerle zaten etkilenecegi yaslarda, her seye kendileri
karar vermek isteyen 5 askerin, 12 Eyliil 1980’de tiim kisisel
baglarimizi keserek, bizleri bagka bir avluya birakmis olmalari
nedeniyle pig bir kusak oldugumuzu séylemisimdir arkadaglar
aras1 konugmalarda. Gergeklikle kisisel olarak kurmamiz
gereken iligki aglarini, hem gergekligi hem bizlerin konumunu
degistirerek algilayis ve onu ifade edis bi¢cimimizi sekteye
ugratan miidahalenin en azindan 78 Kusag1 i¢in ¢ok belirleyici
oldugunu séyleyebilirim. 1980’lerin Ankara’sinda sanat egitimi
alan bir gen¢ olmak, askeri darbeye kadar, darbe sirasinda ve
sonrasinda yaganmig pek ¢ok politik aninin ortasinda kalmak,
her gitin bunlar iizerine konugmak ancak sozlerini ve eylemini
bireysel ve toplumsal olarak sinirlamak demekti. Boylesine
taze ama agir bir hava icerisinde yasanan hayat, mutlaka

belirleyici 6gelerden biriydi sanat yagantimda.” ¢

1989 Sonrasi: “Degisim”, “Tianenmen Meydan1”

1980’li yillarin 6zellikle ikinci yarisinda tilke giindemini
rahatsiz eden ve giderek artan endigeler arasinda, hizla
yiikselen enflasyon ve ¢oziilemeyen ekonomik sorunlarin yani
sira, kokten dinci Islami orgiitlerin yiikselisi dikkati cekmeye
baslamug ve yine ayn1 yillarda Giineydogu ve azinliklar sorunu
giundeme oturmugtur. 1989 yil1, “Marksist” rejimlerin iflasini
da beraberinde getirmistir. 1989 yilinda Berlin Duvarr’nin

inviting one another, in need of each other, and indebted

to the other for their own legitimacy. In other words, if

one oppressed something, the other would provoke it, and
vice versa. Two strategies and two forms of governing, two
different discourses, one representing the state’s prohibitive
tone and the other filled with more liberating commitments, a
more civilian discourse, collided in the 1980’s.> Turan Aksoy’s
“Object Paintings” series which were produced during this
period can be considered in this context.

The artist’s works such as “Oneness”, “Unity”, “A Portrait
of Mr. Eylil” and “Five Pissy Soldiers” are those which on one
hand reflect the experience of the street clashes and pressure
of the junta regime of the pre-12 September period, while on
the other hand are works which emerge from the morals of
the political teachings of the post-12 September period, along
with the rise of the culture of consumption which dominated

the second half of the 1980’ in
o he e Parallel with the s.urge olfthe
Setting via a Personal History”, Sanaccnin industry of the private life and
At_bl_\esi: Diisiince Sanat Kiiltiir Segkisi, the intellectual attitude Wthh
p.7, Summer 2008, p. 201.

emerged as a result. These

paintings are closer in form to

5 op.cit., Giirbilek, p. 13-14

expressionist paintings.

In his text entitled, “An Attempt to Assess the Setting via
a Personal History”, he describes paintings conceived in this
atmosphere such as “Five Pissy Soldiers” in the following
way: “In conversations among friends, I have said that while
at an age where we will inevitably biologically be effected by
knowledge, the opposite sex, societal and cultural problems
and debates, we have become a bastardized generation because
of 5 soldiers who want to make decisions about everything
on their own, by them cutting all of our individual ties and
leaving us all in a different courtyard on September 12, 1980.

I can say that at least for the 78 Generation, the
intervention which changed both reality itself as well as
our positions was a significant determinant hindering both
perception and our way of expressing the relationship
networks we were to personally establish with reality. Beinga
youth getting an education in the arts in Ankara of the 1980’
meant getting caught up in the many memories of the period
of the military coup as well as the during and after periods
of it, and discussing these issues each day, but limiting your
words and your actions individually and societally. A life lived
in such a fresh but burdensome air was for certain one of the
determining factors in my life as an artist.”

14

yikilis1 sonrasinda ¢éken Dogu Bloku, Sovyet Sosyalist
Cumbhuriyetler Birligi’nin dagilmasi, Balkanlar’da yasanan
savas, Kuveyt’in isgalini 6ne stirerek Amerika’nin Irak’a
miidahalesi ve gelisen teknolojiye kosut olarak bu gériintiilerin
aninda izlenebilmesi, 1990’11 yillarin sosyo-kiiltiirel yapisinda
degisimlere neden olmustur. Bu dénemde hizla kiiresellesen
bir diinyada ulus-devlet kavraminin mesrulugu tartigilirken
diger yandan da Yugoslavya’'nin parcalanmasiyla birlikte

alt1 yeni ulus-devletin ortaya ¢iktig1 melez bir yap1 soz

konusu olmustur. “1990’larin en 6nemli
kirilmasi, SSCB’nin ¢dkiisiiyle ortaya
¢ikan, kendimizi daha ¢ok igerisinde tarif

7 A.g

g.e., 5.202.
ettigimiz sol diigiincenin iflas1 olarak tarif edilmesine neden
olan sembollerin giicii kargisinda tutunabilme sorunuydu.
Yok olan ve liberal ekonomiyle daha popiiler olana dogru
degisen semboller ve gériintiiler diinyas: kurdugum tiim
ikonografik 6rgiiyii degistirebilecek diizeydeydi ve ben
bunlar1 ayni zamanda Giineydogu’da yasanan siddetin ve
aclik grevlerinin golgesinde degerlendirmeye ¢alistyordum.”
7 ifadeleriyle o glinleri degerlendiren Turan Aksoy, boylesi bir
sosyo-politik atmosferde ideolojilerini, ahlak ve duruglarini
benimsedigi tilkelerin hizla ¢6kiisiiyle birlikte, kendini
konumlandirma ile gegen bir dsneme girmis ve bu dénemde
“Degisim”, “Tianenmen Meydan1”, “Ateskes An1”, “Kahin” gibi
caligmalarini gerceklestirmistir.

1990’1ar1n ortasinda giderek belirginlesen siyasal
fundamentalizm, biiyiik kentlerin kiiresel kentler olarak
fundamentalist yonetimler eliyle yeniden sekillenmesi gibi
sorunlar, Turan Aksoy’un kent ve doga kdkenli iiretimlerinin
kaynagini olugturur. 1997 yilinda Ankara Karaca Sanat
Galerisi'nde “Gelenek Yorumlar1” adl1 sergisini agan sanatgi,
burada Muhammed’in dogumu, Kuran ayetlerini vahiy
yoluyla yazisi, goge yiikselisi (Mirag), Mekke’den Medine’ye
go¢ii (Hicret) ve 6liimiinii konu edinen beg resim sergiler.
Muhammed’in Islam’daki suret yasagina uygun bicimde
ele alind1g1 ve bedeninde de peygamber olduguna dair
bir ipucunun yer almadig1 resimlerde, mekanlar da Arap
cografyasindan koparilmis, bir anlamda soyutlanarak
mekansizlagtirilmigtir. Sanatgi, burada kullandig: soyut
doga elemanlarini bir yil sonra agtig1 sergisinde yeniden
kullanmig ve bu resimlerini s6yle agiklamistir: “Doga resmi
gelenegi ciplak goézle gevremize bakma-gorme eylemiyle
siki sikiya baglidir. Gordiiklerimin, algiladiklarimin, nesne
gergekliginin 6nemli bir pargasi olduguna inanryorum.
Resimlerimin bu baglamda dogayla iligkisi ne fazlaca gozleme

15

Post 1989: “Change”, “Tiananmen Square”

7 op. cit, Aksoy p.202.

Along with the many increasing
concerns troubling the country’s
agenda especially in the second half of the 1980, together
with rapidly increasing inflation and irresolvable economic
problems, the rise of fundamentalist Islamic organizations
began to get attention, and during the same years, issues in
the Southeast and ethnic problems made their way on to
the country’s agenda. The year 1989 also brought with it the
bankruptcy of “Marxist” regimes.

The collapse of the Eastern Bloc following the demolition of
the Berlin Wall, the break-up of the Union of Soviet Socialist
Republics, war in the Balkans, America’s intervention in Iraq
as a result of the assertion of the latter’s invasion of Kuwait and
the ability to watch these developments in real time in parallel
with developing technology, were all factors in the changes of
the socio-cultural structure of the 1990’s.

While the legitimacy of the nation-state concept was a
matter of debate in a rapidly globalizing world, on the other
hand it was a time of a hybrid structure of 6 new nation states
emerging as a result of the break-up of Yugoslavia. “The most
important breaking point of the 1990s was the problem of
remaining standing in the face of the strength of the symbols
which were the reasons why the leftist thought we described
ourselves with, had been bankrupted. The world of symbols
and images which had been ceasing to exist, and which were
changing toward that which was more popular with the liberal
economy were at a level where they could change the entire
iconographic weave I had established, and at the same time,

I was trying to asses them in the shadows of the violence and
hunger strikes taking place in the Southeast.” 7 Turan Aksoy
used these sentiments to describe those days, during a time
when the countries whose ideologies, morals and attitudes he
had embraced were rapidly collapsing, and he at the same time
had entered a period of positioning himself, producing works

» « » «

such as, “Change”, “Tiananmen Square”, “Moment of Cease
Fire” and “Oracle” in such a socio-political atmosphere.

In the increasingly evident political fundamentalism
developing in the mid 1990’s problems such as the reshaping
of big cities by fundamentalist administrations as global cities
comprised the source of Turan Aksoy’s productions based
on cities and nature. The artist who opened his exhibition

entitled, “Interpretations of Tradition” at the Karaca Art



ne de algilarimizin 6tesinde mutlak bir 6z olduguna dair
inanca dayaniyor. Resimlerimin dogayla iligkisi, doganin
kendisi olan bedenimle baglantil olarak, boyanin siiriiliisii
ve formlarin olugturulmasindaki bedensel hareketler de ¢cok
belirgin olmasalar da doga resimlerinin vazge¢ilmez motifleri
su, agag, ev, dag, kus, vs. 6gelerle ortaya ¢ikmaktadir” ®
Etrafimizi kugatan dogay1 da kenti de, toplumsal atmosferi de
bedeniyle, bellegiyle 6zdeslestiren ve burada olusan kirilganlik
alanini 6nemseyen Aksoy, 1998 yilinda Ankara’da diizenlenen
“Ankara Geng Sanat-1” sergisinde de “Kent Bellegim” adli,
kendisini kullandig: fotograflariyla yer almistir. Sanatgi, “Kent
Bellegim” diginda bu dénemde iirettigi “O, Ben, Sen (2000)”,
“Bagkasi Olmaya Caligan Biri Olarak Ben-1 (2000)”, “Bagkas1
Olmaya Caligan Biri Olarak Ben-2 (2003)” adli fotograf
dizilerinde de kendini kullanmig ve 2006 yilinda Ankara
Siyah-Beyaz Sanat Galerisi’'nde a¢t1§1 “Kopek Gibi” sergisinde
de bu espriyi tekrarlamustir. Esra Alicavusoglu, sanatginin bu
seriden olup “20. Giiniimiiz Sanatgilar Istanbul Sergisi”’nde yer
alan ¢aligmalarini s6yle degerlendirmigtir: “Turan Aksoy’un
1999 tarihli “Ben, O, Sen” baslikli ¢alismasi, sanat¢inin
otobiyografisine iliskin ipuglar1 sunmakta ve belirli bir
doénemin kisisel dinamiklerini gorsellestirmektedir. Cizimler,
fotograflar, nesneler gibi ¢ok ¢esitli malzemelerle katmanli
olarak diizenlenen yapit, bir tiyatro sahnesi gibi tasarlanip
sonradan fotograflanmig; fotograf tiim bu malzemeleri
birlestirici bir eleman olarak kullanilmigtir. Bu ¢aligmadaki
u¢ farkli fotograf sanatginin gidip-geldigi, yasaminin belirli
donemlerini gecirdigi ti¢ farkli mekéna isaret etmektedir.
“Onlara”, “ona” ve “kendisine” ait bu mekanlar ayr1 6zellikler
gosterse de ortak bazi vurgular tagimaktadir. Bu iig farkls
ev-i¢i goriintiisiiniin ilkinde miidahalelerle zenginlestirilmis
cesitli 6gelere rastlanmaktadir: Sanatginin oyuncak bir bebek
arabasinin icine yerlestirilmis portresi, Paula Modersohn-
Becker’in 1907 tarihli “Ciplak Uzanmig Anne ve Cocugu”
baslikli caligmasinin kiigiiltiilmiis réprodiiksiyonu vb...
Ikinci ve tigiincii fotografta ise bir kiz ve bir erkek cocugunun
cocukluk imgeleri yer almakta, her ikisi de bu mekénlara dahil
olmak tizereyken bir kapinin arkasinda gésterilmektedir.
Turan Aksoy, yasamina ait nesneleri, kisileri ve yerleri,
anilariyla, ge¢mis imgeleriyle birlikte mekansallagtirirken,
yapit ile sanatcis1 arasindaki yagsamsal bagi da birlikte ele
almaktadir”’

Aksoy’un ¢aligmalarinin, toplumsal bellekten beslenirken
sanat¢inin kisisel bellegine de yogun gondermelerde
bulundugundan bahsetmistik. Sanatginin, bagka toplumlarin

8 Ferhat OZGUR, “Doganin Resme

Yansimas1”, Cumhuriyet, 20 Ocak 1999.
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Hafiza Cizimleri, kagit
Uzerine Akrilik Boya,
2001, 90x90 cm
Memory Drawings,
Acrylic on Paper

Gallery in Ankara in 1997 exhibited 5 paintings reflecting

the subjects of Mohammad’s birth, his writing of verses of
the Quran by way of revelation, his ascent to the heavens,

his pilgrimage from Mecca to Medina, and his death. In the
paintings in which consideration was given to the prohibition
of images of Mohammad in Islam and no hint of him being a
prophet appear on his body, places were also plucked out of
the Arab geography and abstracted in a sense, making them
placeless.

The artist used the abstract elements of nature incorporated
in this exhibition once again, in another exhibition opened
one year later, and described these paintings in the following
way: “The tradition of natural painting is very closely tied to
the action of looking and seeing our surroundings. I believe
that what I see, what I perceive, is an important part of
objective reality. My paintings in this context are based on the
belief that there is an absolute essence in the relationship with
nature which isn’t excessively seeing or beyond our perception.
The relationship of my paintings with nature appears as
an association with my body which is nature itself and the
application of paint creating forms through bodily movements
in an albeit inconspicuous manner, and the indispensable
motifs of nature such as water, trees, a house, mountains, birds,
etc. entities.”

Aksoy, who identifies with his body and his memory
nature which envelopes us, as well as the city, and social
atmosphere, and who places an importance upon the delicate
area developed here, exhibitioned photographs entitled, “My
Memory of the City”, which he appeared in, at the “Ankara
Geng Sanat-I” exhibition organized in 1998. The artist’s
photography series in which he placed himself during that
period, aside from “My Memory of the City” included “He/
She, Me, You (2000)”, “Me, As Someone Trying to Be Someone
Else-I (2000)”, “Me, As Someone Trying to Be Someone Else-2
(2003)” and were displayed in the exhibition entitled “Like a
Dog” repeating the humor, at the Siyah Beyaz Art Gallery in
Ankara in 2006.

Esra Alicavusoglu described the artist’s works from these
series, which took place in the “20. Giiniimiiz Sanatgilar1
Istanbul Exhibition” in the following manner: “Turan Aksoy’s
1999 work entitled “He/She, Me, You” presents hints as to the
artist’s autobiography and visualizes the personal dynamics
of a particular era. The structure, which consists of a variety
of materials in layers including drawings, photographs
and objects, was designed like a theater stage and later
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8 Ferhat Ozgiir, “Doganin Resme
Yansimas1”, Cumhuriyet, 20 January
1999
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Tuval Uzerine Akrilik,

2002, 90x90 cm,

Deceived Paintings,
Acrylic on Canvas
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acilarini anlamamizda referans olan Kiirtler’in ve Ortadogu
toplumlarinin on yillardir siiren acisinin adeta sembolii haline
gelen Filistinliler’in kendilerini ifade etmelerinin engellenmesi
sonucunda daha fazla hissedilen toplumlar olmasina ithafen
gergeklestirdigi “Filistinli Sanat¢1 Yerine”(2001) ¢aligmast,
bu baglamda anilmalidir. Aksoy’un 2003 yilinda Apartman
Projesi’nde gerceklestirdigi “Destans: Ge¢mis Belirsiz
Gelecek” adli video-enstelasyonu da, tipki “Filistinli Sanat¢i
Yerine”de oldugu gibi, cografya ve sorun ile empati kurma,
isaret etme, gosterme olarak okunabilir. Aksoy, Macar asilli
Ingiliz sosyolog Frank Furedi’nin (1947), “Mythical Past
Elusive Future” kitabina atfen gergeklestirdigi bu video
enstelasyonunda, kapali ve karanlik odaya eskiciden alinmig
bir Osmanli izengisinin kirsalda dolastirildig1 videoyu,
goriintiiyle ayni biiyiikliikte ve yan yana, tipk: bir diptik gibi
olmak iizere aynayi yerlestirmis ve gercek boyutlariyla fiber
malzemeden metalik kaplama olarak gergeklestirdigi at1 da
aynanin kargisinda konumlandirmigtir. Bylelikle izleyicinin
duracag alani da hesaplayan, ona duracag1 yeri gosteren
video enstelasyonda goriintii ile gergeklik, ge¢mis ile gelecek
arasindaki iligkileri sorgulamigtar. '°

2000’lerin ilk Yarist... “Masaiistii”ne Bakmak

Turan Aksoy’un, 2000’lerin ilk yarisindaki resimlerinin,
sanat¢inin kendi bedenini, kendi bellegini, kendi rityalarini
ve bilin¢disin1 odak noktasina aldig: goriliir. “Am Resimleri
(2001)”, “Bellek-Cizimler (2002)”, “Aldanig Resimleri (2002)”,
“Masatistii Resimleri (2003)”, “Kentler (2003-2004)”, “Biblo
Resimler (2004)”, “Yagam (2003) Oliim (2000) ve Kadinlar
(2005)” ve “Olii Kusu Beslemek (2005)” sanatginin bu yillarda

iirettigi serileri arasindadir. Bunlardan “Am Resimleri”, kadin 9 Bkz. Esra ALIGAVUSOGLU, 1980 Sonrast

Tiirk Sanatinda Sanat¢inin Yaratiminda Kendilik

cinsel organini, amini, odaklanilan ve i¢inde yer alinabilecek Temsili, yayimlanmamus doktora tezi, Istanbul
. A Universitesi, Sosyal Bilimler Enstitiisit, Istanbul,
bir alan, mekan olarak tanimlamayi ve adlandirmasiyla da oy e T, e

bunu normallestirmeyi amaglayan 15 resimden olugur. Kraft 10 Turan AKSOY, “Destans: Gegmis Belirsiz
kagit tizerine 20 kadar resimden olugan “Bellek-Cizimler ;;lf:;l‘bllgf:::t fli?ﬁl( ;31:4?)21;5113?2];“? ,
(2002)”, sanatcinin ¢ocukluk ve ilk genglik yillarina ait Belirsiz Gelecek”, Artist, $ubat 2004.
hatirlamalari, riiyalar: ve kimi gergek tistii 6geleri biinyesinde
barindiran bir seridir. 2003 yi1linda Ankara Devlet Resim ve
Heykel Miizesi’nde sergilenen “Aldanig Resimleri”, cinselligi
konu edinir ve 30 tuvalden olusur. Ferhat Ozgiir, “Tiirkiye
Sanat Y1ll181 2003 igin kaleme aldig1 yazisinda sanatginin

bu resimlerini s6yle ac¢iklamigtir: “Vajina, penis, gogiis,

kalga gibi cinsellik ¢agrisimli organlarin, kimi zaman soyut
izlenimler birakan ayrintilarla, kimi zaman oldugu gibi ifsa
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Kopek Gibi, Dijital
Fotograf, 2006,

92x150 cm

Like a Dog, Digital Print

photographed: the photograph was used as an element uniting
all of these materials. The three different photographs used in
this work point to three different places to which the artist has
come and gone, and spent time during specific periods in his
life. Although these places belong to “Them”, to “He/She” and
“Himself”, and have different characteristics, they also display
some common emphasis. In the first of these three different
perspectives in the home, we encounter various elements
enriched by intervention. The artist’s portrait, placed in a toy
baby carriage, a smaller reproduction of Paula Modersohn-
Becker’s 1907 work entitled, “Naked Laying Mother and
Child”.. The second and third photographs present images of
childhood of a girl and a boy, and while both are about to be a
part of the place, they are shown behind a door. The objects,
people and places in the artist’s life with his memories and
images of the past in places, are considered along with the vital
tie between the piece and the artist.™

We had mentioned that while Aksoy’s works are nourished
by social memory, the artist’s personal memory is intensely
referred to as well. The artist’s work entitled “In Place of
the Palestinian Artist” which came about as a dedication
to Palestinians, who have been oppressed from expressing
themselves, becoming the symbol for the years of suffering of
Kurds and Middle Eastern societies, and who have been felt
more as a consequence, should be considered in this context.
Just like his work “In Place of the Palestinian Artist” (2001),
his video installation “Mythical Past Elusive Future” as part
of the Apartment Project in 2003, can be read as establishing
empathy with geography and the problem, pointing it out and
referring to it. In this video installation created with reference
to the book, “Mythical Past Elusive Future” by Hungarian-
born English sociologist Frank Furedi (1947), a video in which
an Ottoman stirrup purchased from a pawn shop is circulated
in the countryside in a closed and dark room, and a horse
made of fiber material with metallic coating in real dimensions
is positioned across from a mirror, the same size as the visual,
just like a diptych. Thus, the video installation takes into
account the area in which the viewer will stand, and indicates
where the viewer will stand, questioning the relationship
between the visual and reality as well as between the past and
the future.'

9 See Esra Aligavusoglu, 1980
Sonrasi Tiirk Sanatinda
Sanat¢inin Yaratiminda
Kendilik Temsili, unpublished
doctoral thesis, Istanbul
University, School of Social
Sciences, Istanbul, 2005,
p-89-90.

10 Turan Aksoy, “Mythical Past,
Elusive Future”, Apartment
Project, 10-14 December 2003,
Artist’s bulletin ve Giilveli
Kaya, “Mythical Past/Elusive
Future”, Artist, February 2004.
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edildigi bu kompozisyonlarda ne kadar ilgingtir ki 6ncelikle
duyumsanan sey ‘resimsellik’ idi. Bu kompozisyonlarda
kubbeler kadin gogsiine, stitunlar fallusa doniisiiyor, bosalma
anindaki spermler bir ¢icegin yapraklari gibi motiflestirilerek
yorumlaniyordu. (...) Gergekte Turan Aksoy bityiik bogluklar
olarak ele alinmis resim yiizeylerine, bu fetiglestirilmis-
motiflestirilmis erotik imgeleri renkli ¢izgiler ¢cekerek
bindiriyordu. Dolayisiyla renk ve boyadan ¢ok ¢izginin ve
bicimin esas tastyicilar olarak ele alindig1 kompozisyonlarda
grafiksel ve anlatimci bir tavir kendini hissettirmekteydi.
Turan Aksoy’un ¢ogu kompozisyonlarinda her ne kadar

oral iligkinin bildik bigimleri gosterilse de, yalinlagtirilarak
gergekte bir ylizey mimarisine doniigen bu 6geler tiim
pornografik igretiligin 6tesine gegiyor, Hint-Cin kaligrafi
sanatindan ve Iran-Tiirk minyatiirlerindeki bigimlendirme
kaygilarindan da nasibini alan gergekiistiicii bir diinyaya dogru
yola ¢ikiyor” !

Sanatginin “Masaiistii Resimleri” de par¢alanmus,
fragmanlar halindeki bedenler, mekén igerisinde gelisigiizel
yer alan cinsel organlar, neden o masanin etrafinda bir araya
geldigi anlagilamayan ve belki de iligkilerin muglakligina
atifta bulunan figiirleriyle benzer etkiye sahiptir. Aksoy, kagit
tizerine kolajlardan olugan 32 resimlik bu seride, “maasiistii”’nii
mecazi bicimde giindeminde olan, 6niinde bulunan, tistiinde
disiiniilen resimler olarak tasarlamis ve bunlari ¢izim, boya,
fotokopi, kesme, yapistirma ve gerekiyorsa tekrar siireci
bagstan igleterek giindemdekileri iligkilendirmeye ¢alisan bir
stirecin riinleri olarak tanimlamugtir.

12 Aynl y111arda ﬁrettigi “Kentler” 11 Ferhat OZGUR, “Turan Aksoy
O . . 18-31 Ocak 2003 Devlet Resim ve
dizisini sanatgy, iki ayr1 grup halinde Heykel Mitzesi Ankara”,
tasarlamug; bir grupta kentleri akigkan, ;(;gi“yel :2““"“ Yillig1 2003, Istanbul,
, S, .
erotik ve digsel, ikinci grupta da 12 Sanatci bildirgesi.

duragan, politik ve ironik tanimlar
igerecek bigimde kurgulamistur.

Sanatginin ilk olarak 2006 yilinda Ankara Helikon Sanat
Galerisi’nde sergilenen “Biblo Resimleri”, kirilganlagan
dogayla karsitliklar tizerinde kurdugumuz iliskimizi, kirilgan
bir killtiirel tiriin, biblo, tizerinden kuran, bunu boyama-
iislup karsitliklar: izerinden tanimlayan 10 tuvalden olusan
bir seridir. “Yagam (2003) Oliim (2000) ve Kadinlar (2005)”
serilerinden “Oliim” ve “Yasam”, mekan-mekénsizlik
baglaminda birbirleriyle iligkilidir. “Oliim” serisi, 6ldiirecek
hi¢ kimse kalmadiginda parmagini goziine sokarak kendi
canini alan azrail minyatiiriine (Ahval-i Kiyamet), goz
ve ruh iligkisiyle goze atfedilen degere gonderme yapan
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Konusan Altin imam, Bronz Dékiim,
Altin Varak, 2009-10, 5x8x24 cm,
Speaking Golden imam,

Bronze and Golden Leaves

Masaiistii Resimleri
Serisinden,

Kagit Uzerine Pastel ve
Akrilik Boya, 2004,

20x20 cm

Desktop Painting Series,
Pastels and akrylic on
Paper

The First Half of the 2000’s...Looking at the “Desktop”

It is observed that Turan Aksoy’s paintings in the first half
of the 2000’s take as a focal point the artist’s own body, his own
memory, his own dreams and his unconscious state. “Pussy
Paintings (2001)”, “Memory-Drawings (2002)”, “Deception
Paintings (2002)”, “Desktop Paintings (2003)”, “Cities (2003-
2004)”, “Bibelot Paintings (2004)”, “Life (2003) Death (2000)
and Women (2005)” and “Feeding a Dead Bird (2005)” are
among the series produced by the artist throughout these
years. Among these “Pussy Paintings” consists of 15 paintings
describing and naming a woman’s sexual organ, her pussy, as a
focal point, and an area, a place, a space to be in, and aims to
normalize it.

“Memory Drawings (2002)” consist of about 20 paintings
on paper reflecting a series consisting of the artist’s memories,
dreams, and surreal entities from childhood and early youth.
“Deception Paintings” exhibitioned at the Ankara State
Painting and Sculpture Museum in 2003,
takes sexuality as its subject and consists of 11 Ferhat Ozgiir, “Turan
30 canvases. In the text written by Ferhat Aoy 83 Junuary 2008

Devlet Resim ve Heykel

Ozgiir for “Tiirkiye Sanat Yillig1 2003/ ﬁiﬁ'yﬁikf?oo?}'ﬁfﬁe
Turkey’s Art Yearbook 2003”, he describes ., e 2003, '
the artist’s paintings in the following way:  [stanbul, 2004 p.142.
“How interesting that organs associated

with sexuality such as the vagina, penis, breasts and buttocks

in their details at times leave traces of abstract impressions, at
times are exposed just as they are in these compositions, and
the first sense one had was ‘pictorial””

In these compositions, domes transform into female breasts,
columns transform into phalluses, and sperm at the moment
of ejaculation were interpreted in motifs resembling leaves
of a flower. (...) In reality Turan Aksoy was mounting these
fetishized and motifed erotic images with colorful lines on
the surface of paintings undertaken with large spaces. Thus
more than color and paint, lines and forms are employed as the
fundamental carriers of the compositions in which a graphical
and narrative tone was felt.

Although the broadly known forms of oral relations are
demonstrated in most of Turan Aksoy’s compositions, these
entities go beyond all pornographic provisionalism by being
simplified to transform into surface architecture in reality,
making their way toward a surrealist world with its own share
of concerns with regard to Indo-Chinese calligraphy art and
shaping in Persian-Turkish miniatures."!
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Aclik Hiicresi, Kagit
Uzerine Miirekkep ve
Kalem, 1988, 25x30cm
Cell of Hunger, ink and
Pencil on Paper

Aynilik Unitesi,
algi,ahsap cam ve
kitap,2009, 16x30x24cm
Speration Unit, Plaster
Wood, Pane and Book



caligmalarken; “Yagam” serisi, tamamen diinyevi olana, gercek
mekanlara dayali kolajlardan olugur. “Kadinlar” serisi ise,

10 ¢alismadan olugan, sanat¢inin yasantisindan deneyimler
barindirmasi nedeniyle otobiyografik nitelikler tagiyan,
kontra-kagit tizerine boya galigmalardir. "> Sanatginin yine

ilk olarak 2006 yilinda Ankara Helikon Sanat Galerisi’nde
sergilenen “Olii Kusu Beslemek” dizisinde ise temel gikis
noktasi, 2001 yilinda yazdig: bes adet mektup, e-posta ile
yakindan iligkili, ritya ve yasanmiglik arasindaki bazi imgelerin
gergekiistii bir diinyaya taginmasidir. 17 adet isten olusa bu
grupta, 2005’te yapilan gizimlerden ii¢ adedi serigrafi baski,

10 kadari da kolaj olarak yeniden iiretilmigtir. Turan Aksoy,
bu serilerde yer alan resimlerini 2006 yilinda “Yagam, Kentler,
Kadinlar, Biblo ve Masaiistii Resimleri” adiyla Ankara Helikon
Sanat Galerisi’nde, “Emma, Ben ve Diger Seyler” adiyla
Istanbul Kiplas Sanat Galerisi'nde ve “Képek Gibi” adiyla
Ankara Siyah-Beyaz Sanat Galerisi’nde sergilemis; “Képek
Gibi” sergisinde “Emma ve Ben”, “...En Cok Oglumu Sevdim”,
“Olii Kusu Beslemek” serilerinin yani sira, “Yalan Bellek” adli
videosu da yer almistir.

Turan Aksoy’un kabaca 2000’lerin ilk yarisina tarihlenen
bu serilerinin bilinmesi, kodlarinin ¢éziilmeye ¢aligilmasi,
anlamlandirilmasi, sanat¢inin tiim ¢aligmalarini okumayi
saglayacak ve 2000’lerin ikinci yarisindan bugiine uzanan
stiregteki tiretiminin anlagilmasini da olanakl kilacaktur.
Marcus Graf’1n, digleri, hayalleri ve korkularini gosterebilmek
icin insan bedeninin kabuklarini ortadan kaldiran, agik ve
normal olduguna inanilmis seyleri sorgulayan, bilinen yap1y1
ve diizeni bozmak yoluyla gorsel gergekligin 6tesine gecen
', biri olarak tanimladig: sanatci, kurdugu hikaye ve ona
kars1 korudugu mesafe ile kendi bellegi ile izleyicinin algisini
karg1 karsiya getirir. Aksoy, toplumsal hafizada da 6nemli
yerleri olan siddet, cinsellik gibi nosyonlara dair anlatisini
kurarken, gerek temsil bicimiyle (yalinligiyla) gerek izleyiciyi
anlatiya davet etmemesiyle, hatta izleyiciyi tedirgin durumda
birakmasiyla, konuyu mahiyetinden arindirir. Yalin anlatim
bi¢imi, hikayesi-izleyici arasinda tuttugu mesafe Aksoy’un
tiim ¢aligmalari i¢in gegerlidir. Bu yolla bir ara zaman-mekani
isaretleyen Aksoy’un iiretiminde kigisel hikayesinin 6nemli
bir yer tutmasi, onun farkli tarihlerdeki ¢aligmalarinin da
birbirine referans vermesini saglar. Sanat¢inin kendine yogun
referans olusturan sergilerinden biri de, 2007 yilinda Roxy
Etkinlik Platformu’'nda diizenledigi “Bekleyen Unite”dir.

13 Sanatgi bildirgesi.
14 Marcus Graf’tan aktaran Dilek $ener, “Kendine
Yol Alan Kisilik”, Milliyet Sanat, Ocak 2006.

Ara Alanlar Serisinden,
Tuval Uzerine Akrilik,
2013, 200x185 cm
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rylic on Canvas

Vicdan V2, Ahsap ve
Boya, 2011, 48x28x8cm,
Conscious,

Wood and Paint

Kentler Yildizli,

Ahsap Uzeri Kangik
Teknik, 2003, 30x48.5 cm,
Cities-Stars

> <

The artist’s “Desktop Paintings” also make a similar
impact with divided, fragmented bodies, randomly placed
sexual organs within a space, and figures which don’t clearly
demonstrate why they are collected around that table, perhaps
making reference to the ambiguity of relationships. In this

series consisting of collages of 32 paintings, the “desktop”

is designed in a metaphoric way, upon which those things
which are on the agenda appear, as well as pictures of items
in front of it and those which are thought provoking, defined
as products of a process whereby drawing, paint, photocopy,
cut, paste and if necessary, starting the process from scratch
to form a relationship among them takes place.'? The “Cities”
series which the artist produced during the same years
designed it as two separate groups; in one group the cities

are portrayed as fluid, erotic and imaginary, and in the other
group they are constructed to include stagnant, political and
ironic definitions.

“Trinket Paintings”, which was first displayed at the
Ankara Helikon Art Gallery in 2006, is a series consisting of
10 canvases defining our relationship with embrittled nature,
based on contradictions through delicate cultural products,
trinkets, and the juxtaposition between painting and style.

12Artist bulletin.
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Kent Bellegim,

Dijital Fotograf, 1998, 70x100 cm,
City-My Memory,

Digital Print



15 Sanatgi bildirgesi.

“Bekleyen Unite”den “Yoénetilebilir Cennet”e...

“Bekleyen Unite”, Uniteler adi altindaki bir dizi {i¢ boyutlu
¢alismanin beton, al¢1 ve ahsaptan olusan ti¢ katmanly,
sonuglanmuis ilk yapisi. Uniteler, yasanmuglik etkisi tagtyan
ancak iglevsiz, etkisini ve anlamini kullanilan materyal
ozellikleri ile izleyicinin bu materyallere dayali deneyiminden
alan bir ¢aligma. Sergide 1989 ve 2007°de iki grup halinde
yapilmis “Nesne Resimler”den segki, ikili iliskilerde alan
sorunu iizerine yogunlasan “Cigcek Dikmek” adl1 ayna
caligmasi ve sevigmeyi belli oranda pornografik fotograflama
ve pozlar iizerinden bir inga ¢aligmasi olarak sunan “Yapuilar
Kurmak” fotografi bulunuyor.” * Sanat¢inin, 2007 yilinda
iirettigi ve “Bekleyen Unite”de sergiledigi

». < 2«

“Uniteler”i, “Afet Unitesi”, “Anitsal Unite”,

9 <

“Ayrilik Unitesi”, “Ben Unitesi”, “Esit Unite”,

9« » <« PRI

“Go6rme Unitesi”, “Manzarali Unite”, “Matem Unitesi”, “Oyun
Unitesi”, “Yas Unitesi” gibi adlar tagir. Tiimiinde tugla, karton,
cam, beton, ahgap gibi ham malzemeler bir araya getirilmistir.
Fazla oynanmadan, kiigitk miidahalelerle bir araya getirilen
bu ¢alismalarin adlandirilmalarina baktigimizda, etrafimizi
kusatan iligkiler ya da iliskisizlikler biitiintine atifta
bulunduklarini hissederiz. Malzemenin en yalin haliyle,
iliskilerin karmasasi, kaosu burada bir tezat olusturur. Turan
Aksoy, bu tezatin ortaya ¢ikmasina bilingli olarak izin verir.
Zira sanatg1, 2000’1i yillarin 6zellikle ikinci yarisindaki
iretiminin odagina, yasgamimizin her alanini belirleyen
projeleriyle neoliberal politikalar: alir. Neoliberalizmin,
bireyin yasamiyla toplumsal yagam arasindaki mesafeyi
kaldirmasindan ve buna disaridan bakabilme giiciinii
azaltmasindan yola ¢ikan Aksoy, bu ddnemdeki tiretiminin
temeline iligkiler olusturabilme, tarif edebilme ve tanimlar
yapabilme istegini koymustur. Sanatgi, “Bekleyen Unite” ile
kendini iyiden iyiye hissettiren bu sorgulamalarina “Kaotik
ama Steril (2008)”, “Isiltil1 Sey (2010)” “Toz ve Telag”(2011),
“Bir Portre: Huzursuz” (2013) ser(g)ilerini iireterek devam
etmigtir.

“Kaotik ama Steril”, sanat¢inin 2008 yilinda ilk
orneklerini tiretmeye bagladig1 2010 yilinda da ilk kez
Istanbul Piartworks’teki “Isiltili Sey” sergisinde gosterdigi,
simdiki zamani tanimlamaya yo6nelik olarak tiretilen ve
“Uniteler”iyle dogrudan iligkili olan ii¢ boyutlu ¢aligmalaridur.
Aksoy, “Kaotik ama Steril” projesini s6yle agiklamigtur:
“Tanimlamalar olmasi nedeniyle Kaotik ama Steril projesinin,
Hi¢ Boyanmamis Manzaralar, Ger¢eklesmeyen Diisler,
Kitaplar-Kutular-Fotograflar-Nesneler gibi bir¢ok isimden
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Kisla/Evim, A4 Asetat
Uzerine Kelimeler, 1997,
43 adet,

Barracks, My Home

Of the “Life (2003) Death (2000) and Women (2005)” series
“Death” and “Life” are associated with each other in the
context of place-placelessness. While the “Death” series
consist of works making reference to the value of the eye in
the relationship between the eye and the soul in the Azrael
miniature where when there is nobody left to kill, Azrael takes
his own life by poking his finger in his eye (Ahval-i Kiyamet);
the “Life” series is comprised of collages completely of those
which are earthly and based on real places. The “Women”
series consists of 10 works bearing autobiographical qualities
from the artist’s life due to its harboring of his experiences,
and are painting works on contra-paper."?

The “Feeding the Dead Bird” series, also displayed for
the first time at the Ankara Helikon Art Gallery in 2006,
had as its fundamental point of departure the transition of
some images between dreams and reality, to a surreal world,
closely associated with 5 letters, emails the artist wrote in
the year 2001. In this group comprised of 17 works, three
of the drawings done in 2005 are serigraphic prints, and
about 10 of them were reproduced as

collages. Turan Aksoy displayed the 13 Artist bulletin.

.. . . 14 Dilek Sener relaying
paintings in these series at the Ankara from Marcus Graf, “Kendine
Helikon Art Gallery in 2006 with the Yol Alan Kisilik”, Milliyet

Sanat, January 2006.
name “Life, Cities, Women, Trinkets
and Desktop Paintings”; “Emma, Me
and Other Things” at the Istanbul
Kiplas Art Gallery and “Like a Dog” at the Ankara Siyah
Beyaz Art Gallery; at the “Like a Dog” exhibition, along
with the “Emma and Me”, “...I Loved My Son the Most” and
“Feeding a Dead Bird” series, his “Deceit and Recollection”
video was also shown. Knowing these series dated from the
first part of the 2000’s and trying to decipher their codes and
attribute meaning to them will enable to the reading of all
of the artist’s works and facilitate the understanding of the
artist’s productions ranging from the second half of the 2000’s
through the current day.

The artist, who is described by Marcus Graf as someone
who eliminates the shell of the human body in order to show
fantasies, dreams and fears, and questions those things which
are believed to be conspicuous and normal, going beyond
visual reality by way of destroying known constructs and
order’®, brings his own memory and the perception of the
viewer in confrontation through the story he constructs and
the distance he preserves between himself and that story.
While constructing his narrative on notions such as violence
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Destansi Gegmis Belirsiz Gelecek,
Video enstelasyon, 2003,

Mythical Past Ellusive Future, Video
Installation



ibaret oldugunu sdylemek de miimkiin. $imdiki zaman tizerine
bu farkli tanimlar yani diigiinceler bir yandan glinimtiz
16 Sanatc: bildirgesi, politikalari, sorunlari ve
17 Marcus GRAF (Haz.), Gegici Rahatsizlik, yasantilarina y6nelirken
fsranbul, 201,524 bir yandan da, buna bagh
olarak, cagdag sanatin
giincel olana yaklagim bigimini ele almay1 amagliyor. lerleme
ve itopya kurmanin, giinliikk -yaganan ve popiiler olan iizerinde
olusturdugu baskiya karsi tiimiiyle simdiki zamana odaklanma
bi¢iminde yasanan reaksiyoner tavrin giincel olani olumlamaya
doniigmesi, yasanan gergek karsisindaki konumumuzu oldugu
kadar, gelecekle iliskimizi de belirsiz bir konuma ittigi bir
donemden gegiyoruz. Gelecekle iligkimiz yalnizca iitopyayla
sinirli olmadigina ve insanin iitopya olusturmasi da yalnizca
modernizmle ilgili olamayacagina ve gelecege dair sezgi ve
algilarimiz1 g6z ard1 edemeyecegimize gére yeniden iitopya
deme zamanindayiz belki de.” *¢
Turan Aksoy, “Kaotik ama Steril’de “Bekleyen Unite”deki
cizgisini siirdiiriir. “Uniteler”de beton, alg1, cam, karton,
tugla ve ahgap malzemeler kullanarak ¢ok katmanli yapilar
olusturan Aksoy, “Kaotik Ama Steril”de eski romanlar,
ansiklopediler, fotograflar ve “Uniteler”deki gibi cesitli ham
malzemeleri bir araya getirir. “Uniteler”in, yasanmuslik etkisi
taslyan ama iglevsiz olmasi gibi, burada da etkisini ve anlamini
yitiren malzemeler s6z konusudur ve izleyici bu malzemelere
dayali bilgisi, deneyimi dogrultusunda anlamlandirmak
durumundadir. Ornegin, 2008 tarihli “Nitel” adli galismasinda
Aksoy, Edward Said’in iinlii Oryantalizm kitabini kullanmus;
kitap {izerine ekledigi metal aksam igine yerlestirdigi spagetti
goriiniimlii plastik killar ile izleyicinin Oryantalizm kitabindan
cikarmak isteyecegi anlamin da ¢6ziilmesine yol agmistir. Bu,
aslinda sanat¢inin i¢inde bulundugumuz neoliberal sistemin
olusturdugu atmosferde, diigiince iiretiminden ziyade “s6ziin
titketimi”nin 6n plana ge¢mesine karsi olugturdugu bir
tepkidir. Ozellikle giincel sanat diinyasinda olumlanan bu
seri iretim ve titketim, sanatgida yeni ve neredeyse iitopik bir
kavramsallagtirma istegi uyandirir. Bu yeniden adlandirma
(nominalist tavir) ve kavramsallagtirma, sanat¢inin bundan
sonraki ii¢ boyutlu tiretimlerinde de bu diziye referanslarla
kendini gosterecektir. Ornegin, bu seride yer alan “Séz
(2009)”, sanat¢inin 2012 yilinda tirettigi “Dil Kutusu (Acimasiz
Bir Dil I¢in)” ¢alismasinin ¢ikis noktasini olusturur. Ayni
sekilde, 2010 tarihli “Utangag¢ Bayrak Diregi”, Aksoy’un 2013
yilinda Piartworks’te agtig1 “Bir Portre: Huzursuz” sergisinde
galeri mekanini yatay —dikey olarak kesen bir bayrak diregi

and sexuality which have significant places in social memory,
Aksoy purges the subject from its essence whether through the
manner in which he chooses to represent (with its simplicity),
or through the invitation to the viewer to narrate, thereby
leaving the viewer anxious. A simplistic manner of narration
and maintaining the distance between his story and his viewer
are valid for all of Aksoy’s works. In this way, the marking of
a significant place in his personal story by the interim time-
place in Aksoy’s productions enable his works from different
periods to be a reference for one another. One of the artist’s
exhibitions which made an intense reference to himself was
“The Waiting Unit” displayed at the Roxy Etkinlik Platformu
in 2007.

From “The Waiting Unit” to “A Governable Paradise”

“The Waiting Unit” is the first incomplete structure in a
series of three dimensional works under the title, “Units”,
made three layers of cement, plaster and wood. “Units”
are works which have the effect of life experience, but are
non-functional, deriving their impact and meaning from
the viewers’ experiences based on the characteristics of the
materials used. A selection from “Object
Paintings” done in two groups from 1989
and 2007 take place in the exhibition, as
well as the mirror work entitled, “Planting a Flower” which

15 Artist bulletin.

intensely focuses on the problem of bilateral relations, and
the photograph “Building Structures” which is presented as
a construction work based on pornographic photography of
lovemaking and poses, to a certain extent."

The “Units” which were produced by the artist in 2007
and exhibitioned in “The Waiting Unit” have names such as
“Calamity Unit”, “Monumental Unit”, “Separation Unit”, “Me
Unit”, “Equal Unit”, “Seeing Unit”, “Scenic Unit”, “Mourning
Unit”, “Game Unit”, and “Grief Unit”. In all of them, raw
materials such as brick, carton, glass, cement and would have
been combined. When we look at the naming of these works
which have come about without a lot of intervention, but with
small touches, we feel that they make reference to the sum of
relationships or lack of relationships surrounding us.

The simplest form of materials and the complexity and
chaos of relationships create a contradiction here. Aksoy
consciously permits the emergence of this contradiction.

For the artist takes neoliberal policies which determine

every aspect of our lives as the focal point of his productions
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18 Luc BOLTANSKI&Eve CHIAPELLO,

Paris, 1999°’dan aktaran Nathalie LUCA,
Mezhepler, Cev. M. Nedim Demirtag, Dost
Kitabevi, Ankara, 2005, s.73.

yerlestirmesine “Sigmayan”a 6n 6rnek olusturur. “Sigmayan”da
bayrak direginden sarkan yapay killar da, bizi “Bekleyen
Unite”de blok iizerinde yer alan yapay killara geri gotiiriir.

Sanatgi, ayn1 dénemde 2010 Istanbul Avrupa Kiiltiir
Bagkenti ajansinda Marcus Graf’1n kiiratérliigiinde
gerceklesen “Gegici Rahatsizlik” sergisinde de ii¢ boyutlu
caligmalariyla yer alir. Basit bir sandalyeden gelistirilen
“Aslinda Bir Ugak Koltugu da Olabilirdim”, bir bavuldan
gelistirilen “Aslinda Seni Sevmistim” ve restoran
tencerelerinden gelistirilen
Nouveau Capitalisme, Gallimard, “Her Yerde Pigirebilirim”
enstelasyonlarin1 Aksoy soyle
aciklar: “Kullandigim bu objelerin
temsili 6zellikleri ve benim onlar1
diger nesne ve malzemelerle bir araya getirig bicimim,
gergekiistii ve dramatik bir mekan duygusu yaratirken
umuyorum ki bu, giiniimiizde seyahat (bir yerleri birakip
gitmek) tizerine diigiincelerimizdeki dramatik degisikligi
ortaya koyar” 7

Turan Aksoy’un ii¢ boyutlu ¢calismalarinda oldugu gibi,
bu dénemki resim liretiminde de yapilar kurma, mekanlar
olusturma isteginin siirdligii goriiliir. “Kaotik ama Steril”le
birlikte “Isiltil1 Sey” adiyla a¢tig1 sergide (2010, Piartworks)
yer alan ¢aligmalar bu baglamda ele alinabilir. Bu sergide yer
alan resimlerden “Agkin”, “Evcil”, “Mahrem” ve “Mantikli”da
mekan olugturma kaygisi hissedilirken “Arsiz” ve “Tutuk” adl1
resimlerde iligkiler bi¢imi {izerinden cinsellige gondermeler
sezilir. Sanatgi, ayni y1l “Cinsellikle Ilgili Hafizamin Kisa
Tarihi (2010)” adl1 bir seri daha tiretir ve bu sergideki “Arsiz”
ve “Tutuk” o seriyle iligkili olarak kargimiza ¢ikmaktadur.

“Cinsellikle Ilgili Hafizamin Kisa Tarihi’nde sanatgt,
geleneksel genre (tiir) resimlerini fon olarak kullanmugtir.
Resimler, adlandirmalariyla cinsellikten izler tagimazlar
ve hatta absiirtliigii isaret ederler. Ornegin “P.K ’nin Cinsel
Yasami”nda dért katli masa etrafinda dingin ifadeli hatta
neredeyse ifadesiz denebilecek duragan kadin ve erkek
figiirleri yer alir. “Yiizme Dersi’nde etrafi sivri daglarla ¢evrili
bir alanda yer alan ii¢ figiiriin ikisinden figkiran spermler
dikkati ¢eker. “Yagsama Sevinci’nde arkada daglarin gorildigi
bir manzarada iki erkek figiirii uzanirken, “Kayip Toka’da
bir yatak odasinda yatagin tizerine dogru egilmis bir kadin ve
spermleri ona ulagmak iizere olan bir erkek figiirii bulunur.
Ayni sekilde “Motif ”, manzarada egilmis iki kadin figtirii
sunar; buradaki motif, arkadaki kadinin vajinasinda yer alan
cigek motifidir. Resimlerin isimleri ve i¢erikleri arasindaki

especially during the second half of the 2000’s. Aksoy, who
sets out with Neoliberalism’s removal of the distance between
the life of the individual and social life and its reduction of
the ability to observe this from the outside, puts the ability to
establish relationships, the desire to define and describe them
at the foundation of his productions during this period. The
artist continued this questioning felt thoroughly with “The
Waiting Unit” in his subsequent exhibitions entitled, “Chaotic
but Sterile (2008)”, “The Glowing Thing (2010)”, “Dust and
Rush (2011)”, and “A Portrait: Restless (2013).”

“Chaotic but Sterile” are three dimensional works with
their first samples produced in 2008, directly related to
“Units”, produced with the intention of defining the current
period, displayed for the first time in the “The Glowing
Thing” exhibition at Istanbul Piartworks in 2010. Aksoy
described his “Chaotic but Sterile” project this way: “Because
they were imagery, it is also possible to say that the Chaotic
but Sterile project consists of many names such as Never
Painted Scenery, Unrealized Dreams, Books-
Boxes-Photographs-Objects. These different
definitions, or thoughts, on the one hand tend
towards the politics, problems and lives of our current day,
while on the other hand, in relation to this, aim to take into
consideration the manner of the approach of modern art to
that which is current. We are going through a period where

16 Artist bulletin.

contrary to the pressure imposed on progress and establishing
a utopia by that which is experienced and popular, there is

a transformation of the reactionary attitude affirming that
which is current, thus pushing our relationship with the future
into an uncertain position. Perhaps we are at a time to say
utopia once again, since our relationship with our future is not
limited only to utopia and a person creating a utopia will not
only be associated with modernism, and we cannot overlook
our senses and perceptions regarding the future.'

In “Chaotic but Sterile” Turan Aksoy continues his line
from “The Waiting Unit”. Aksoy, who used cement, plaster,
glass, bricks and wood materials to create multi-layered
structures in “Units”, combines old novels, encyclopedias,
photographs and various raw materials as he did in “Units”

Just as units has the effect of life experience but is non-
functional, here too the materials have lost their impact and
meaning, and the viewer is in a position where they attribute
meaning based on their own knowledge and experience with
these materials. For example, in the 2008 work entitled,
“Qualitative”, Aksoy used Edward Said’s famous Orientalism
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tezat, Turan Aksoy’un gerceklik algisini izleyiciyle arasina
mesafe koyarak sorgulamasi nedeniyle daha da giiclii bir hale
gelir.
“Toz ve Telas”, Turan Aksoy’un 2011 yilinda Piartworks’te
agtig1 sergisinin ismidir ve
19 Bkz. Frances S. SAUNDERS, Paray Aksoy’un “Isiltili Sey” ile
A “Kaotik ama Steril”deki

Diinyasinda CIA Parmagi, Gev. Ulker

Ince, Kirmizi Yayinlari, Istanbul, 2010 neoliberal diizen ele§tirisi

ve Serge Guilbaut, New York Modern . ..

Sanat Diisiincesini Nasil Caldi, Cev. Elif burada da farkh bir bl(}lmde
Gokteke, Sel Yayincilik, Istanbul, 2008. kendini gésterir. Neoliberal

diizenin siyasi iktisadinin bakig

agisina karg1 olusan tesadiifi
iktidar yapilarinin elestirisi s6z konusudur. Buradaki tesadiifi
iktidar yapilarinin olugumu, hig siiphesiz ligiincii kapitalizm
anlayis1 ile dogrudan iligkilidir. Ugiincii kapitalizm anlayigi,
Komiinizm’in ¢6kiisiiyle sirketlerin temelden degisiklige
ugrayacag bir etki alaninin olugmasinda kendini gésterir. Luc
Boltanski ve Eve Chiapello, i¢iincii kapitalizm anlayisini s6yle
aciklarlar: “Soguk savasin da bitmesiyle 1980’li yillarin ikinci
yarisinda kapitalizm tek bagina kalir; kargisina herhangi bir
ciddi alternatif cikmayacak gibidir. Ama giderek kapitalizmin
mesruiyeti daha ¢ok bireysellesir, sirketler devletle olan
baglarindan koparlar. Hizla yiikselen rekabet ve kiiresellesme
ortaminda iiretim teknolojilerini ve ¢alisanlarini bu ortama
uydurabilme yarisina odaklanirlar. Izleyebilecekleri giiglii bir
ideolojinin yoklugunda, hareket etme yeteneklerini gerekli
doniisiimleri ve personel uyumunu saglayabilecek giiclii
karizmatik liderlerin omuzlarina birakirlar.” *®

2000’li yillarin 6zellikle ikinci yarisinda neoliberal sistemin

iktidar elestirisine odaklanan Turan Aksoy, “Toz ve Telas’ta
adeta tigiincii kapitalizm anlayiginin olugturdugu ideolojisiz
yeni iktidar alanlarini mercegine almigtir. Sergiyi “Atélye-
Vicdan”, “Benzin Istasyonu- Ozgﬁrlﬁk”, “Magaza-Tutku” ve
“Otel Odasi-Mutluluk” olmak tizere dort grupta tasarlayan
Aksoy, her gruptaki ¢aligmalar1 kendi mekéni ve iligki
kurdugu kavramsal baglam gergevesinde bi¢imlendirmistir.
Bunlardan otel odasi, magaza ve benzin istasyonu titketim
iligkileriyle baglantil1 olarak ele alinmig ve titketimin yaninda
anilmasina artik agina oldugumuz 6zgiirliik, tutku ve mutluluk
gibi kavramlarla birlikte diisliniilmiistiir. Buradaki 6zgiirlitk
metaforunun ne denli kuvvetli oldugunu anlamak i¢in biraz
geriye giderek II. Diinya Savag1 doneminde Amerika’nin New
York’u sanatin merkezi yapma projesini animsamak yerinde
olacakuir. Bilindigi gibi, 1935-1941 yillar1 arasinda, New York
modern sanat ortami ve aydinlari, bilingli bir Marksizm’den
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book; with the metal part he added on top of the book into
which he placed spaghetti like plastic hairs, he opened the way
for the deciphering of the meaning the viewer would want to
derive from the Orientalism book. This, in actuality, was the
artist’s reaction against the “exhaustion of words” taking the
fore in place of the production of thoughts in the atmosphere
created by the neoliberal system. This serial production and
consumption especially affirmed in the current world of

art, awakens in the artist a new and nearly utopic desire for
conceptualization.

This renewed designation (nominalist attitude) and
conceptualization will expose itself with references to this
series in the artist’s three dimensional works going forward.
For example, “Word” (2009)” establishes the point of
departure for the artist’s 2012 work entitled, “Tongue Box (For
a Merciless Tongue)”. By the same manner, the 2010 work “Shy
Flagpole” served as a preliminary example for “Unfit Into”, by
virtue of the horizontal and vertical - o

17 Marcus GRAF (Ed.),
sectional placement of a flagpole in Temporary Harassment,
the gallery space where Aksoy’s 2013 [nbul: 2010.p24
Piartworks “A Portrait: Restless”
exhibition was opened. The artificial hairs hanging from the
flagpole in “Unfit into” take us back to the artificial hairs on
the block in “The Waiting Unit”.

During the same period the artist took place in the 2010
European Culture Capital agency’s “Temporary Harassment”
exhibition curated by Marcus Graf, with his three dimensional
works. Aksoy describes his installations, “I Might Have Been
An Airplane Seat”, developed from a simple chair; “I Actually
Loved You” developed from a suitcase, and “I Can Cook
Everywhere” developed from restaurant pots, in the following
way: “The representative characteristics of the objects I've
used and the way in which I've brought them together with
other objects and materials, while creating a surreal and
dramatic sense of place, I hope will expose the dramatic
changes in our thoughts on travelling (leaving one place
behind)."”

As in his three dimensional works, it is evident also in his
paintings from this period that his desire to build structures
and create places continues. Along with “Chaotic but Sterile”,
works which took place in the exhibition he opened with the
name “The Gloving Thing” (2010 Piartworks) can also be
considered within this context. While the concern to construct
a place can be felt in paintings which were displayed in this
exhibition, such as “Your Love”, “Domestic”, “Intimate” and



uzaklagma siirecine tabi tutulmusglardir. Soguk Savag’in civcivli
giinlerinde ABD, Bat1 Avrupa’da gizli bir kiiltiirel propaganda
programina bityiik miktarda para ayirmigtir ve “Kiiltiirel
Ozgiirlitk Kongresi” adiyla 6rgiitlenip otuz bes iilkede biirosu
bulunan bu programin en temel 6zelligi, boyle bir programin
olmadig1 iddiasidir. Alaninda tnli isimlerin katildig:
uluslararasi toplantilar diizenleyen, miizisyenlere ve ressamlara
odiller dagitan, konser ve sergi olanaklari saglayan merkezin
tek amaci, uzun zamandir Marksizm’e ve Komiinizm’e yakinlik
duyan Bat1 Avrupa aydinlarini yavag yavas Amerikan tarzi bir
bakis agisina 1sindirmaktir. “Diinyanin bir pax Americana’ya,
yeni bir aydinlanma ¢agina ihtiyaci vardir ve bu ¢cag, Amerikan
cagl1 olacaktir” Aydinlar da bu ortamda kendilerini yeni bir
Weimar, Amerikan Weimar’1 yaratma olanaginin hayaline
kapilmis bulurlar. ¥ Tipki Kiiltiirel Ozgiirliik Konseyi'nin
aslinda 6zgiirlitk vaadiyle yola ¢itkmamasi gibi, Turan
Aksoy’un 6zgiirliik, mutluluk vaadinde bulunan ve tutku dolu
mekénlar1 aslinda tiiketim iligkilerinin isleyis bi¢imlerine
dair metaforlardir. Timiiniin mesaji agiktir ve bu anlamda da
timii davetkardir ama iceride verdigi 6zgiirlik de mutluluk da
tartigmalidir. Aksoy’un mekénlari arasinda yer alan “Atélye”
ise, vicdan kavramina odaklanir ve giiniimiizdeki vicdan
algisini bir imge {izerinden sorgular. Hieronymus Bosch’un
dinsel s6ylemler tizerinden trettigi cennet, cehennem ve
diinya betimlemelerini igeren triptigi “Yerytizii Zevkleri
Bahgesi”, bu at6lyenin mekanini olusturur. Ancak Bosch’a
karsit bigimde, vicdani dinsel séylemler iizerinden degil emek
ve liretim tizerinden tanimlamayi amaglar. »°

“Toz ve Telag”da yer alan ¢alismalar, bigimsel anlamda
“Kaotik ama Steril”den baglayan ve Aksoy’un “Yonetilebilir
Cennet” adl1 bu son sergisine uzanan tiretimine gesitli
referanslar verir. Ornegin, “Atdlye-Vicdan” béliimiinde yer
alan ii¢ boyutlu ¢alismalarda, “Bekleyen Unite”nin izleri
rahatlikla gériilebilir. Bosch’un “Yeryiizii Zevkleri Bahgesi’nin
yer aldig1 duvarin hemen yan duvarinda yer alan ¢izimler ve
onlara paralel sirada duran ahgap malzemeden ii¢ boyutlu isler,
atolye mek&nini yaratir. Cizimlerle ti¢ boyutlu malzemelerin
hamlig: ve yalinli§1 da burada ayr1 bir metafor olarak isler.
Tiim bu yalinlik, aslinda Bosch’un dinsel ahlaki sorgulayan
triptiginin karsisina liretimin ahlakini sorgulayan bir
mekan yaratma isteginin bir sonucudur. “Benzin Istasyonu-
Ozgiirliik”, “Otel Odasi-Mutluluk” ve “Magaza-Tutku’da
yer alan ¢aligmalar ise, “Kaotik ama Steril/”Isiltil1 Sey” ile
paralellik gosterir. Ozellikle ii¢ boyutlu galigmalar arasinda,
metalin tiim ¢ekiciligini tagiyan at tizerinde mikrofonlu figiir,

20 Deniz INCEOGLU, “Toz ve Telas
Arasina Sikisan Hayatlarimiz: Turan
Aksoy ile Soylesi”, Hiirriyet Keyif, 26
Kasim 2011, s.15.
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Lost Hairpin,

Acrylic on Canvas

“Logical”, references to sexuality by way of relationship forms
are sensed in paintings entitled, “Shameless” and “Cramped”
In the same year, the artist produces another series entitled
“A Brief History of My Memory With Regard to Sexuality
(2010)” and “Shameless” and “Cramped” from this exhibition
are presented to us with relation to that series.

In “A Brief History of My Memory with Regard to
Sexuality” the artist uses traditional genre painting as
background. The paintings don’t carry traces of sexuality in
their designations and in fact, point to absurdity. For example,
in “P.Ks Sex Life” there are stagnant female and male figures
around a four tier table with subdued expressions; in fact
they are almost expressionless. In “Swimming Lessons” sperm
gushing from two of the three figures standing in an area
surrounded by jagged mountains grabs attention. While two
male figures lay in scenery with mountains in the background
in “Joy of Living”, “Lost Hairclip” features a woman bending
towards the surface of a bed in a bedroom, and a male figure
whose sperm is about to reach her. In the same manner,
“Motif” presents two female figures bending in the scenery;
the motif here is of a flower on the vagina of the woman in
the back. The contrast between the names of the paintings
and their content becomes stronger due to Turan Aksoy’s
questioning of his perception of reality by putting a distance
between himself and the viewer.

“Dust and Rush” is the name of the exhibition opened by
Turan Aksoy in 2011 at Piartworks and Aksoy’s criticism of
the neoliberal order in “The Gloving Thing” and “Chaotic but
Sterile” reveals itself in a different way here as well. A criticism
of the coincidental power structures brought about against
the perspective of the political economics of the neoliberal
order is the subject. The construction of the coincidental
power structures here are without a doubt directly related to
the notion of third capitalism. The notion of third capitalism
appears with the creation of a sphere of influence where
companies will be fundamentally changed with the collapse
of Communism. Luc Boltanski and Eve Chiapello describe
the notion of third capitalism like this: “With the end of
the Cold War capitalism is left alone in the second half of
the 1980’s; and it seems as though it will not be challenged
with any serious alternative. But the legitimacy of capitalism
becomes increasingly more individual, and companies break
the bonds they have with the state. They concentrate on the
race to adapt their production technologies and employees
to a rapidly increasing environment of competition and

18 Nathalie LUCA relaying Luc
BOLTANSKI & Eve CHIAPELLO,
Nouveau Capitalisme, Gallimard, Paris,
1999, Mezhepler, Translated by. M. Nedim
Demirtas, Dost Publishing House, Ankara,
2005, p.73.
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Ug Oda, Tuval Uzerine Akrilik,
2012, 195x142 cm
Three Rooms, Acrylic on Canvas



“Konusan Altin Imam”1 akla getirir. “Magaza”da yer alan
al¢1 ve silikon malzemeden iig¢ boyutlu ¢aligmalar da seker
pembesi rengiyle aninda titketilmeyi bekler; bir bakima seksi
oldugu igin tiiketim arzusunu dogurur gibidir. Ayni sekilde
“Magaza”da yer alan resimler kompozisyon kurgusu, malzeme
ve renk kullanimi agisindan “Isiltili Sey”e referans verirken;
“Otel Odast”, sanatginin “Cinsellikle Ilgili Hafizamin Kisa
Tarihi’ndeki “Kayip Toka”ya referans verip “Bir Portre:
Huzursuz” sergisindeki “Ug Oda”nin alt yapisini hazirlar. Yine
“Bir Portre: Huzursuz’da yer alan “Arinan”daki figiir, “Toz ve
Telag”in “Cok Yakin”1 lizerinde temellenir. Sanatginin “Toz ve
Telas” sergisindeki “Kelimeler”i ise, asil olarak “Y6netilebilir
Cennet”te kargimiza ¢ikacak olan bir siirecin kapisini agmig
durumdadir. “Kelimeler”de maket, ¢izim, giinaydin, nege,
dogum giinii, cografik masa, konsolidasyon, jel, zihinsel

21 Miimtaz SAGLAM, “imkénsiz emek sozciikleri birbiriyle

Biitiinlitklere Adanmis Bir Anlat1”, Turan i1i§kisizmi§gesine, Virgﬁlsﬁz olarak
Aksoy Bir Portre: Huzursuz, Piartworks,

istanbul, 2013. siralanir. Sanatginin “Yonetilebilir
22 Judith BUTLER, Savas Tertipleri: Cennet” Sergisini tasarlama

Hangi Hayatlarin Yas: Tutulur, Cev. . s .

Seyda Oztiirk, Yap: Kredi Yayinlari, a§am351nda kllllandlgl, Islami
fstanbul, 2015, 5.57. liigate ait sézciikler iizerinden

isaret ettigi bir dizi ¢aligmasi, bu
cercevede gelismistir.

Turan Aksoy’un iiretiminin 6zellikle “Kaotik ama Steril”den
baslayarak “Yonetilebilir Cennet”e uzanan siiregte kendi
icinde referanslarla ilerlediginden yukarida bahsetmigtim.

Bu ¢izginin “Yonetilebilir Cennet” 6ncesindeki son ayagy,
sanat¢inin 2013 yilinda Piartworks’te agtig1 “Bir Portre:
Huzursuz” sergisidir. Serginin katalog metnini yazan Miimtaz
Saglam, Aksoy’un bu sergide yer alan ¢aligmalaryla ilgili su
saptamalarda bulunur: “Ortamu 1ssizlagtiran bir iligkisizlik
durumu ve oyunu kurmanin pesinden olusan huzursuz ve
gergin baglam ile izleyici arasinda kurulan temasta, kendini
aradan ¢eken bir irade s6z konusudur. (...) Turan Aksoy’un
resimleri, bilyiik bir oranda yaganan siirecle iligkili, baz1 (6zel)
durumlarin hassas gostergeleri {izerinde netlesir. Referanslarin
iptal edildigi, meghul tanikliklar {izerine yapilan bu tasavvur,
aslinda dahil olmaya ciiret bile edemedigimiz bir yabansi ve
soguk bir alana d6éniismusgtiir.”

Saglam’in belirttigi gibi, sanat¢inin resimlerinde agik
referanslar olmasa ya da referanslar gizli tutulsa da, Aksoy’un
kendi ¢alismalarinin birbirine géndermelerde bulundugu
asikardir. Ornegin; “Arinan”, bir yandan “Toz ve Telas”
sergisindeki “Cok Yakin” figliriinii amimsatirken; figiiriin
arkasinda yer alan mekan, klasik geometrinin akilla es

globalization. In the absence of a strong ideology they can
follow, they abandon their ability to move on the shoulders
of strong, charismatic leaders who can enable the necessary
transformation and personnel adaptation.'

Turan Aksoy, who focused on the criticism of the neoliberal
system in power especially during the second half of the
2000’s, turned his lens on virtually new areas of power created
by the notion of third capitalism in “Dust and Rush” Aksoy,
who designed the exhibition in four groups including “Atelier-
Conscience”, “Gas Station-Freedom”, “Store-Passion” and
“Hotel Room-Happiness”, shaped the works in each group
within the framework of its own place and the relationship
it established with the conceptual context. Of these, the
hotel room, store and gas station were considered within the
context of consumption relationships, and freedom, passion
and happiness, concepts which we are accustomed to being
mentioned along with consumption, are thought of together.
In order to comprehend how significant the freedom metaphor
is here, it would be appropriate to go back a bit and reflect on
the project of making New York the center of art during the
period of World War II.

As it is known, between the years of 1935-1941, the modern
art setting and intellectuals of New York were consciously
subjected to a period of distancing from Marxism. While the
Cold War was in full swing, the U.S. set aside a significant
amount of money for a secret cultural propaganda program
in Western Europe, and organized with bureaus in thirty-five
countries under the name “Cultural Freedom Congress”, with
the most fundamental characteristic being the claim that there
was no such program.

The single purpose of the center, which organized
international conferences attended by recognized names in
their fields, where musicians and artists were given awards and
concerts and exhibitions were enabled, was to slowly warm
Western Europe, which had for a long time been experiencing
closeness with Marxism and
Communism, to an American

19 See Frances Saunders, Paray: Verdi
Diidiigii Caldi: Sanat ve Edebiyat
Diinyasinda CIA Parmagi, Translated
by Ulker Ince, Kirmizi Yayinlari, Istanbul,
2010 and Serge Guilbaut, New York anew pax Americana, a new
Modern Sanat Diisiincesini Nasil Caldi, .
Translated by Elif Gokteke, Sel Yayincilik, cra Of enhghtenment’ and
Istanbul, 2008. this era will be the American
era” And intellectuals in
this environment find themselves caught up in the dream
of enabling the creation of a new Weimar, the American

Weimar."”

perspective. “The world needs
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Kapis, MDF Uzerine
Karisik Malzeme, 2015,
60x48.5cm, Got it!,
Mixed Media on Board.



goriildigii Ronesans yapilarina ve resmine (mesela Fra
Angelico'nun kat1 geometrisine) de referans verir; Giorgio de
Chirico’nun stirrealist mekanlarina da. Bu anlamda, resmin
hem akilla kavranmaya hem akildisiliga gondermelerinin
olmasi, aslinda Aksoy’un tastamam neyin akli neyin akildis:
oldugunu, gergeklik algilarimizin goreliligini sorguladigini
diisiindiiriir. Sergideki “Ug Oda”, “Toz ve Telas”taki “Otel

23 Age, s.63. Odas1’na nazire yaparken

24 Asli VATANSEVER&Meral Gezici “Vitrinde” ve “Korku Odas1”,

zif:;lsyf;ﬁe\f:sﬁi: l‘;:lvr;z sanat¢inin 2012 tarihli “Ev Serisi”

Doniigiimii, Hctisim Yayinlari, istanbul, resimlerini animsatir.
2015, 5.159.
irimenin Muhtesem Anitlar:

gisi, 4 Nisan-16 Mayis 2015 tarihleri
arasinda Daire Galeri’de Turan Aksoy,

Yonetilebilir Cennet

Thomas Bechinger, Miimtaz Demirkalp,

Ahmet Duru, Bugra Erol, Thora :

Gerstner ve Mira Simon’un katilimiyla YaZlya ba§larken Judlth

gergeklesmis ve serginin kavramsal Butler’in “ku‘llganhk” ve bununla

g'cr/ngvcs/i bii)zii.k 1?1'-.111.01;1.'1111‘;111 Aksoy 111§kllend1rd1g1 “gﬁVCI‘lCCSith”

tarafindan belirlenmistir.

26 Marcus GRAF, “Ciiriimenin kavramlarmdan sOz etmigtim.
Beden olmanin toplumsal bigimlere

Muhtesem Anitlar1”, Ciiriimenin
Muhtesem Anitlari, Daire Galeri,

Istanbul, 2015. maruz kalmak anlamina geldigini
savunan Butler, “toplumsal

varliklarsak ve hayatta kalmamiz kargilikli1 bagimliligin
taninmasina bagliysa (bu her zaman benzerligin algilanmasina
bagli olmayabilir), Ben yalitilmig ve mahdut bir varlik olarak
degil, sinirimin beni kdh istemdisi (bazen her iki sekilde
de) baskalarina maruz birakti§1 bir Ben olarak hayatta
kalirim”*diyor ve kisinin hayatta kalmasinin bu gekilde
bagkalarina bagimli olmasini da toplumsalligin sabit bit
riski, vaadi ve tehdidi olarak gériiyordu. Bagkalarina bagimli
oldugumuz gercegi, tbi kilinma ve istismar edilme imkanini
tesis ederken Butler’a gore, bunun alacag siyasi bi¢imi higbir
sekilde belirlemiyor. #

Son on bes yildir iginde bulundugumuz siyasi konjonktiir,
Butler’in s6ziinii ettigi bagimliligt icerdigi gibi, Butler’in
aksine bunun alacagi siyasi bicimi de ziyadesiyle belirler
durumda. Bu anlamda “Yénetilebilir Cennet” bu siyasi
bicimin, hatta vaadin absiirtligiiniin adi olarak kargimiza
cikiyor. Toplumsalligin Islami referanslarla tanimlandig:
bu ortamda neoliberal ekonomi politikalarinin yénetim
merakiyla i¢ ice gecen melez bir dil s6z konusu. Burada
bir parantez agarak, son yillarin gézde “yonetsellik”
sozcugi tizerinde durmakta fayda var. Yonetsellik kavrami
Foucault’dan alinmadir. Foucault, yénetimle tavirlarin ve
tutumlarin yonlendirilmesini kasteder. Yonetimsel iktidar,

Just as the Cultural Freedom Council didn’t actually set
out with a promise of freedom, Turan Aksoy’s spaces filled
with passion and commitments of freedom and happiness are
actually metaphors for the way consumption relationships
operate. The message in all of them is obvious and in this sense,
all are inviting, but the freedom and happiness they provide
once inside are debatable. The “Atelier” which takes place
among Aksoy’s places, focuses on the concept of conscience
and questions the current perception of conscience by way of
an image. Hieronymus Bosch’s triptych, “Garden of Earthly
Delights” which includes interpretations of heaven, hell and
earth by way of religious discourse, creates the space for this
atelier. However, in contradiction to Bosh, it aims to describe
the conscience not by way of religious discourse, but rather
through labor and production.?
The works which appear in “Dust and Rush” provide in
terms of form, various references starting with “Chaotic but
Sterile” and leading to Aksoy’s productions in his most recent
exhibition “A Governable Paradise” For example, in the three
dimensional works which take place in “Atelier-Conscience” one
can easily see the traces of “The Waiting Unit”. The drawings
and on the parallel line, the
three dimensional wood works *between tshe An
Interview with Turan Aksoy”, Hiirriyet
which take place on the wall Keyif, 26 November 2011, p.15.

20 Deniz INCEOGLU, “Our Lives
Caught Between Dust and Rush: An

immediately adjacent to Bosch’s

“Garden of Earthly Delights”

create the atelier space. With his drawings, he processes the
rawness and simplicity of three dimensional materials here as

a separate metaphor. All of this simplicity is actually a result

of the desire to create a place which questions the morality of
production in contrast to Bosch’s triptych questioning religious
morality.

The works which take place in “Gas Station-Freedom”,
“Hotel Room-Happiness” and “Store-Passion” show a parallel
to “Chaotic but Sterile”/The Gloving Thing”. Especially among
the three dimensional works the figure with the microphone
bearing all of the attractiveness of metal is reminiscent of “The
Speaking Gold Imam”. The three dimensional works of plaster
and silicone materials in “Store” await immediate consumption
with their sugary pink color; and in one sense, are as if they give
birth to the desire to consume because it is sexy.

The artist’s piece, “Words” part of the “Dust and Rush”
exhibition, is in actuality the door opener to the period we
will encounter with “A Governable Paradise”. Words such
as model, drawing, good morning, joy, birthday, geographic
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_Bes Sidikli Asker,
Tuval Uzerine Yaglboya,
1988, 48x48 cm
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bunu yapabilmek i¢in dogrudan disiplin uygulamak yerine,
bireyin kendi oto-disiplin mekanizmalarini harekete
gegirerek teknikler kullanmaya y6nelen bir yonetim
anlayigidir. 2* Esnafin gerektiginde polis gerektiginde savci
olmasi gerektigini ifade eden iktidar gibi... Turan Aksoy,
“Yonetilebilir Cennet” i¢in tasarladig1 ¢aligmalarinda Islam
kiiltiirii ve neoliberal sistem arasina sikigan bu melez dili gézler
ontine serer. Aslinda “Yonetilebilir Cennet”ta kargimiza ¢ikan
galismalarin 6n 6rnekleri, sanatginin 2015 yilinda katildig:
“Ciirlimenin Muhtesem Anitlar1” sergisinde yer almigtir. *
Daire Galeri'de gergeklesen bu sergide sanatgilar, hayal edilen
bir mekani ideolojik ve sanatsal agidan betimlemenin imkani
ve imkansizlig1 tizerine diigiinmiis; ¢ok parcali gercekligimizin
¢ok katmanli karakeerini farkli yaklagimlar ve teknikler
iizerinden tartismuglardur. Icinde yagsadigimiz diinyanin gorsel
yapis1 ve bu yapidan ¢ikardigimiz gegici ve 6znel anlamlar
serginin odak noktasindayken serginin katalog metnini yazan
Marcus Graf, sergideki tiim islerin sanki ¢6kiisten 6nceki

son nefesi resmediyor gibi oldugunu belirtmistir. * Turan
Aksoy, bu sergide “Tageron Melek” ve “Meydan”1 ile yer almus;
“Tageron Melek”te iki mikrofonun bulundugu bos bir kiirsiiyii
arka plandaki resme adini da veren “Tageron Melek” yazisiyla
birlestirmistir. Kar kiiresinin i¢inde olusturulmus “Meydan”da
ise, et, bal gibi malzemeler kullanan sanatci, sinirli meydan-
mekan duygusuyla aslinda mekénlarin olanaklar ve
algilanislar: iizerinde durmugtur.

Sanat¢inin “Tageron Melek” ile baglayan siirecinin, aslinda
“Yonetilebilir Cennet” 6ncesinde pek ¢ok kolaj iiretmesine
neden oldugu belirtilmelidir. Yukarida Aksoy’un “Toz ve
Telas” sergisindeki “Kelimeler”inin asil olarak “Yonetilebilir
Cennet”ter kargimiza ¢ikacak olan bir siirecin kapisini agmig
durumda oldugunu ve “Kelimeler”de maket, ¢izim, giinaydin,
nese, dogum giinii, cografik masa, konsolidasyon, jel, zihinsel
emek gibi s6zciiklerin birbiriyle iligkisizmisgesine, virgiilsiiz
olarak siralandigini séylemistim. Sanatci, “Yonetilebilir
Cennet” sergisinin olugum siirecinde Islami liigate ait
sozciikler se¢mis ve bunlar1 yan yana getirerek bir dizi kolaj
gerceklestirmigtir. Sergide yer alan “Limpen® adl1 video
calismasi da, bir anlamda bu kolajlarin dile gelmis halidir.
Videoda, sanat¢inin kendisi kentin yeniden sekillenen
Mecidiyekdy bolgesinde bir step aleti iizerinde egzersiz i¢in
hi¢ de uygun olmayan bir kiyafetle egzersiz yaparken, bir
yandan da “rizk, vade, aparmak, nimet, hisse, tingir, kismet,
bedel, haybe, helal, talep, cebellez, hikmet, paydas, kaparoz,
nefs, teminat, avanta, iffet, birikim, alavere, sabur, faiz,

table, consolidation, gel, mental labor are lined up without
commas as if they are unrelated to each other. A series of the
works which the artist referred to via words from an Islamic
dictionary when designing the “A Governable Paradise”
exhibition, were developed in this framework.

I had mentioned above that the period starting with
“Chaotic but Sterile” ranging to “A Governable Paradise”
progressed with references within themselves. The last leg of
this line prior to “A Governable Paradise” is the “A Portrait:
Restless” exhibition the artist opened at Piartworks in 2013.

Miimtaz Saglam, the author of the exhibition’s catalogue
text makes these determinations with regard to Aksoy’s works
in this exhibition: “At subject is a will which removes itself
from the middle in contact which is established between the
anxious and tense context and the viewer, developing as a
result of a disassociation which deems the setting desolate
in the wake of constructing the game. (...) Turan Aksoy’s
paintings become clear upon the indications of some (special)
sensitive situations and are associated to a great extent with
the process being experienced. This contemplation based
on unknown witnesses where references are cancelled, has
actually transformed into an odd and cold area where we
wouldn’t dare to be included.” As Saglam described, even
though references in the artist’s paintings aren’t obvious or
even if the references are held inconspicuously, it is clear that
Aksoy’s own works make

references to one another. 21 Miimtaz Saglam, “Imkansiz Butinliiklere
Adanmuis Bir Anlat1”, Turan Aksoy A Portrait:
. << . » 3 J
For Cxample, Whlle Purlﬁed Restless, Piartworks, Istanbul, 2013.

is reminiscent in one sense

of the “Very Close” figure in

the “Dust and Rush” exhibition, the place appearing behind
the figure gives a reference to Renaissance structures and
pictures where classical geometry is seen as equivalent to
intelligence (in Fra Angelico’s solid geometry for example),
and to Giorgio de Chirico’s surrealist spaces. In this sense,
for art to be both comprehended rationally, while at the same
time for it to have irrational references, makes one think that
Aksoy is questioning what is rational and what is irrational,
as well as the relativity of our perceptions of reality. While
the exhibition’s “Three Rooms” is a response in kind to “Hotel
Room” of “Dust and Rush”, “In the Showcase” and “Fear
Room” are reminiscent of the artist’s “Home Series” of 2012.

A Governable Paradise
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Kendisinden Bagka
Hicbirgey .. serisi i¢in
eskiz, Kagit Uzerine
Kalem 2014, 28.5x21,
Sketch for ... Nothing
Other than ltself,
Pencil on Paper
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Umut Olarak Munzur,
Tuval Uzerine Yaghboya,
2013, 48.5x90.5 cm

Oil on Canvas, 2013,
Munzur As if a Hope,
Tuval Uzerine Yaghboya,



Sinir Olarak Agn,

Tuval Uzerine Yaghboya,
2013, 48.5x90.5 cm

Ararat As if A Border,

Oil and Varnish on Canvas




Harita Olarak Kato, Harita Olarak Kato,
Tuval Uzerine Yagliboya, Tuval Uzerine Yagliboya,
2013, 48.5x90.5 cm 2013, 48:5x90.5 cm

Kato as if a Map, Kato as if a Map,

oil on Canvas oil on Canvas




mangiz, edeb, ¢ikar, arak, helal, nakit, gicir, sahih, arz, zula,
akit, ¢ikty, carik, haya, biitge ve katakulli” s6zciiklerini birbiri
ardina siralarken goriiriiz. Bu ve benzeri s6zciikler, sanatginin
sergi siiresince iirettigi desenlerine de birer birer eslik eder,
kolajlarinda da yan yana durur.

Turan Aksoy, “Yonetilebilir Cennet”te bu sézciiklere bolca yer
verirken, aslinda neoliberal ekonomik sistemlerle bulundugumuz
cografi dilimde fazlasiyla gegerli olan Islami liigtin ortak
paydasini saptamis olur ve “hirs”lar tizerinden olugan gerilime
dikkat ¢eker. Sergide yer alan biiyiik boyutlu tuvallerinde
ise, bu gerilime tam bir tezat olarak dinginligi 6n plana
cikarir. “Kendinden Bagka Higbir $eyin Isig1”nda oldugu gibi,
Oryantalist resimlerin 15181na yakin

At the beginning of this text, I referred to Judith Butler’s
concepts of “fragility” and “precariousness” which she
associated with it. Butler, who argues that being a body means
being exposed to societal forms says, “if we are social beings and
our survival depends upon a recognition of interdependency
(which may not depend on the perception of likeness), then
itis not as an isolated and bounded being that I survive, but
as one whose boundary exposes me to others in ways that are
voluntary and involuntary (sometimes at once), an exposure
that is the condition of sociality and survival alike”* and
sees the survival of a person being dependent on others as a
stationary risk, commitment and threat of community. The
reality that we are interdependent upon others facilitates the

gibi nedenlerle farklilik gosteriyor. Farkli disiplinlerde tiretilmig
bu mekanlar arasinda tabii ki algilayis, kavramsallik ve

teknik acidan farkliliklar vardir ve bu alanlarda caligmak icin
bunlar hakkinda fikir sahibi olmak gerekir. Bu ayni zamanda
disiplinlerarasi sanatin da 6nemli problemlerinden biridir” ¥
Aksoy’un bu agiklamalar bizi yazinin baghigindaki nominalizm
kavramina geri gotiiriir. Thierry de Duve’iin Pictorial
Nominalism: On Marcel Duchamp’s Passage from Painting
to the Readymade kitabinda etraflica agikladigi bu kavram,
Aksoy’un ¢alismalarinin tiimiinii ama 6zellikle de ti¢ boyutlu
caligmalarina bakig tarif eder niteliktedir. *® S6z konusu kitap
i¢in yazdig1 6ns6zde John Rajchman, readymade’in heykel
yerine resim tarihine bagli oldugunu vurgular ve resmin

us in “A Governable Paradise” took place in the artist’s
exhibition entitled “Beautiful Monuments of Decay” in 2015.%
In this exhibition at the Daire Gallery, artists considered the
possibility and impossibility of rendering an imagined place
from an ideological and artistic perspective; and debated with
different approaches and techniques our multi fragmented
reality’s multi layered character. While the visual structure of
the world we live in, and the temporal and subjective meanings
we derive from this structure were at the focal point of the
exhibition, the author of the exhibition’s catalogue text,
Marcus Graf, indicated that all of the works in the exhibition
appeared to be a rendering of the last breath before collapse.?
Turan Aksoy participated in this exhibition with “Sub-

27 Marcus GRAF (Haz.), Gegici
Rahatsizlik, Istanbul, 2010, s.24.

28 Thierry de DUVE, Pictorial
Nominalism: On Marcel Duchamp’s

contractor Angel” and “Square”; in “Sub-contractor Angel”

an empty podium with two microphones are combined with
the painting’s namesake in the background, the text “Sub-
contractor Angel”. “Square” which was constructed in a snow-
globe, stresses the opportunities and perceptions of our limited

(6rnegin Matisse’in Fas’ta yaptig1
resimlerin 15181na) bir 151k olugturan
ve firga izlerinin yogun bir bigimde
hissedildigi (belki bir anlamda
maddi ve manevi anlamda emegin

possibility of being exposed and exploited according to Butler,
in no way determines the political form this will take.?

As the political conjuncture which we have been in over the
last fifteen years contains the interdependency which Butler
mentioned, contrary to Butler, it

yerine izleyiciye o tekil, biricik an1 deneyimleme olanag:
verdigini belirtir. Rajchman, bunun resmin yapamadig ve
Cézanne’dan beri de terk ettigi bir durum oldugu kanisindadir.
» Duchamp’in renklerle degil
ama resmi gagristiran objelerle

Passage from Painting to the
Readymade, Trans. Dona Polan,
Minnesota University Press,

Minnesota&Okford, 1991. 29 John RAJCHMAN, “Foreword”,

Pictorial Nominalism: On Marcel

kodlandig1) bu resimler, planlarla
olusturulmus, soyutlanmis kent gériintimleri gibidir. “Kendinden
Bagka Higbir Seyin Goélgesi” ve “Kendinden Bagka Higbir Seyin
Boslugu” da bu serinin diger resimleridir. Resimlerin s6zciiklerle

olusturdugu zitlik, sanat¢inin maruz kaldigimiz durumu gésterme

bigimini kuvvetlendirir. Cergeve igine alinan bu 1s1kls, dingin ve
uzak kent, i¢cinde bulundugumuz toplumsal normlarla iligkisiz,
diigsel bir kent gériiniimiindedir. Cergevenin disina ¢ikildiginda
kentin i¢ine girilir ve “hirs”la yiizlesilir. Burada kullandigim
cerceve bir metafor olup kendini tekrar tiretebilmek i¢in icinde
bulundugu kosullardan uzaklagmayi ve kendini tekrar iiretirken
de siyasal sonuglari olan bir kopusa ulagmayi, bu kopusun
miimkiin olabilecegi bir mekani1 kurabilmeyi tarif eder. Bu agidan
bakildiginda sanat¢inin tuvallerinin her biri bir cerceve olarak
degerlendirilebilir.

Turan Aksoy’un “Yonetilebilir Cennet”te yer alan li¢ boyutlu
caligmalari, sanat¢inin “Kaotik ama Steril”den baglayak agina
oldugumuz bigimsel tavrini, dilini siirdiiriir. Bu {i¢ boyutlu
caligmalar, gerek ready-made ile olan iligkisinde gerekse
mekan kurma araci olarak tiretilmeleri baglaminda Tirkiye’de
cagdas sanat alaninda ayricalikli bir yere sahiptir. Sanat¢inin
malzemeye bakisini agiklarken kullandig) ifadeleri de bunu
destekler niteliktedir: “Gorsel sanat alani bir fikri, bir duyguyu
izleyiciye aktaracak niteligi tagrtyan mekénlar kurma, olusturma
isidir. Bu acidan eserin, resim ve gibi iki boyutlu ya da heykel ve
enstelasyon gibi ti¢ boyutlu bir mekén olmasi fark etmiyor ama
bu izleyici agisindan ger¢ek zaman ve mekanin deneyimlenmesi

. 22 Judith Butler, Frames of War: When
also abundantly determines the is Life Grievable, Translated by. Seyda
pOlitical form it will take. In this Oztiirk, Yap1 Kredi Publishing, Istanbul,
« T 2015, p.57.
sense, “A Governable Paradise 23 op. cit, Butler, p.63.
presents itself as the name of the 24 Asli Vatansever and Meral Gezici
. .. Yalcin, “Ne Ders Olsa Veririz”
absurdlty of that pOhtlcal form Akademisyenin Vasifsiz Is¢iye
and that commitment. In such Déniigiimii, Iletisim Publishing,
. . . Istanbul, 2015, p.159.
a setting as this where society 25 Beautiful Monuments of Decay
is designated through Islamic exhibition appeared from 4 April-16
references, a hybrid language
intertwined with the curiosity —— ‘
Duru, Bugra Erol, Thora Gerstner

of neoliberal economic policies and Mira Simon, and the exhibit’s

May 2015 at the Daire Gallery with the
participation of Turan Aksoy, Thomas
Bechinger, Miimtaz Demirkalp, Ahmet

conceptual frameword was largely

eager to manage is in question.
Adding a parenthesis here,
it would be beneficial to stress

determined by Turan Aksoy.

the term “governmentality” which has becoming increasingly
trendy over recent years. 'The concept of governmentality was
taken from Foucault. Foucault means the guidance of attitudes
and behaviors by managing. It is the notion of management
in which in order to accomplish this, rather than exerting
discipline directly, the governing power opts to employ
techniques to provoke the individual’s own auto-discipline
mechanism.? Like the ruling power who expresses that shop
owners must be police or prosecutors when necessary...Turan
Aksoy brings to light this hybrid language caught between
Islamic culture and the neoliberal system in the works he
designs for “A Governable Paradise”.

The preliminary samples of the works which appear before
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Duchamp’s Passage from Painting de resim yapllabilecegini savunan
to the Readymade, Trans. Dona e e
goriisiinii animsatan bu satirlar,
Turan Aksoy’un iiretimi agisindan
da 6nemlidir. Mekén olusturmak,

izleyiciye o tekil an1 deneyimletmek, sanat¢inin ii¢ boyutlu

Polan, Minnesota University Press,
Minnesota&Okford, 1991, s.vii.

caligmalarini ayricalikli kilan anahtar s6zciiklerdir. Resmin
yapmak istedigini bir adim 6teye gotiirmelerinden dolay1
Aksoy’un ii¢ boyutlu caligmalar1 da heykelden ziyade resme
yakindur.

Bitirirken... Nominalist Arayislar

Thierry de Duve’den 6diing alarak, Turan Aksoy’un iiretim
bi¢iminin nominalist bir yap: sergiledigini belirtmistim.
Hatirlayacak olursak, Nominalizm, skolastik felsefenin
yikilmasina neden olan en 6nemli felsefi devrimdir. Timelleri
gercek saymayip salt addan ibaret géren Nominalizm’e gore,
seslerden olusan tiimellerin higbir ger¢eklikleri bulunmaz
ve asil gerceklik bu diinyada, tek tek nesnelerde yer alir.
Hiristiyanlik 6gretisi tiimeller tizerine kuruldugundan, genel
kavramlari gercek saymamak anlamini da igerir ve kilise
otoritesini temelden sarsar. 14. yiizyllda Nominalizm’in agirlik
kazanmasiyla birlikte dikkatler tiimelden tek tek objelere
cevrilmis; gergegin kaynag: artik kitaplar yerine deney ve
goézlemde aranmaya baglanmugstir. Deneyin bilginin temeli
haline gelmesiyle de insan ve doga gézlemlenmeye baglanmig ve
Rénesans’in tohumlar: atilmigtir. Thierry de Duve, Nominalist
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square-place senses, in which the artist uses materials such as
meat and honey.

It should be stated that the
period which started with Rotting”, Magnif
“Sub-contractor Angel” was the fll‘lilgl::fl_lt; 1:1 Roring, Daire Gallery,
reason for the artist producing

26 Marcus GRAF, “Magnificent
Monuments of Rotting”, Magnificent

many collages in advance of “A Governable Paradise.” I had
mentioned above that “Words”, displayed as part of the “Dust
and Rush” exhibition actually opened the door for a process
which would appear before us with “A Governable Paradise”,
and that words such as model, drawing, good morning, joy,
birthday, geographic table, consolidation, gel and mental
labor are lined up without commas, as if they are disassociated
with each other. The artist selected words belonging to the
Islamic dictionary in the developmental period of the “A
Governable Paradise” exhibition, and created a series of
collages by bringing these words together, side by side. The
video work, “Lumpen” which also appears in the exhibition is
in one sense a verbalized form of these collages. In the video,
the artist himself is exercising on a step trainer in a completely
inappropriate outfit, in the newly reshaped Mecidiyekoy
district of the city, and on one side, we see words such as
Sustenance, term, carry away, blessing, clanging, kismet,
useless, halal, demand, steal, wisdom, stakeholder, spoils,
self, assurance, plunder, chastity, accumulation, confusion,
patience, interest, dough, decency, profit, swipe, cash, brand
new, precise, supply, stash, agreement, sandal, shame, budget



felsefeye atfen Nominalist Estetik fikrini gelistirir. Duve’e gore
resimsel nominalizm, fikirlerin bize seyleri ve olaylar1 dogada
olmayan bir bi¢cimde siniflandirip problematize etmeye izin
veren bir bakis agis1 olarak goriilebilir. Nominalist estetik, yeni
tir duyarliliklar, yeni kavramlar, yeni teknikler ve tavirlara dair
fikirleri ve bunlarla olan iligkilerimizi sorgulamaya yarayan bir
estetik dildir.

Turan Aksoy’un 1980’li yillardan bugiine kadarki iiretimine
bakildiginda, ¢cevresinde olan biteni siniflandirma, adlandirma
ve kavramsallagtirma arayisinda oldugu goriiliir ki, bu tavir
nominalist estetigin ta kendisidir. Sanatg, tipki bir nominalist
gibi i¢ ve dis diinyasinin gergekliklerini, deneyimlerini
esas alir. Kendi yagamindan, deneyimledigi olaylardan ve
toplumsal normlardan yola ¢ikarak bunlar kisisellestirir,
politize eder, yer yer soyutlar, erotik ve/veya sarkastik hale
getirir, metaforlarla ve/veya gergekiistii elemanlarla 6rerek
tavrini belirler. Sanatc1 bu noktada izleyiciyi de kurdugu bu
yapinin igine ¢ekmek yerine karsisinda, belirli bir mesafede
tutar. Izleyici, bu anlam katmanlar1 kargisinda tavrin
belirlediginde o da yapinin igine dhil olur. Ozel (intime)
olanin sorgulanmasi, adlandirilmasi ve kavramsallagtirilmasi,
nominalist tavri1 Turan Aksoy’un otuz yil1 agkin {iretiminin
temel noktasidur.

and trick being lined up back to back. These and similar words
accompany patterns produced by the artist throughout the
exhibition period, one by one, and appear side by side in his
collages.

While Turan Aksoy devotes abundant space to these words
in “A Governable Paradise” he actually makes a determination
with regard to the common stake of the Islamic dictionary
which is exceedingly valid in the geography in which we live
with neoliberal economic systems, and draws attention to the
tension occurring out of “ambitions” In his large dimension
canvasses in the exhibition, he emphasizes serenity in direct
contrast to this tension. As in “A Light of Nothing Other Than
Itself” these paintings are like isolated city scapes developed
through planning, where close to the light of Orientalist
paintings, (for example, the light in Matisse paintings done
in Morocco) they create a light and one can intensely feel the
brush strokes (perhaps in one sense labor is coded materially
and in an incorporeal manner).

“A Shadow of Nothing Other Than Itself ” and “Emptiness
of Nothing Other Than Itself” are the other paintings in
this series. The contradictions established through words in
the paintings strengthen the artist’s way of showing us the
situation we are subjected to. This illuminated, subdued and
distant city taken within a frame is of the appearance of an
imaginary city unrelated to societal norms we are in. When the
frame is exited, the city is entered and ambition is confronted.
My use of the frame here is a metaphor and it describes being
able to construct a place where it is possible to reach a state
of being distanced from the conditions we are in, in order to
produce oneself once again, and while producing oneself once
again, reaching a break which has political consequences.
When viewed from this perspective, each of the artist’s
canvases can be considered a frame.

Turan Aksoy’s three dimensional works which appear in
“A Governable Paradise” continue the artist’s stylistic attitude
and language we have become familiar with since “Chaotic but
Sterile”. These three dimensional works, both in their relations
with ready-made as well as in the context of being produced
as intermediaries for building spaces, have a privileged place
in contemporary art in Turkey. The expressions the artist uses
in describing his view of material supports this: “The area of
visual arts is the work of constructing, creating spaces which
have the quality of relaying an idea, a feeling, to the viewer.

From this perspective, it doesn’t make a difference as to
whether the work is two dimensional like a painting, or if it
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Kendisinden Baska
Hicbirseyin Isig), Tuval
Uzerine Akrilik ve Yagliboya,
2015, 200x300 cm,

Light of Norhing Other Than
itself, Acrylic and Oil on
Canvas



is three dimensional like a sculpture or an installation, but it
does show a difference from the viewer’s perspective because
of their own experiences with real time and space. Indeed
there are perception, conceptual and technical differences
among these spaces which have been produced in different
disciplines, and in order to work in these areas, one must
have an idea about them. At the same time, this is one of
the significant problems of interdisciplinary art.”” Aksoy’s
remarks take us back to the concept of nominalism in the
heading of this text. This concept, which Thierry de Duve
thoroughly defines in Pictorial Nominalism: On Marcel
Duchamp’s Passage from Painting to the Readymade, is
one which describes the perspective of all, but especially the
three dimensional works, of Aksoy.?®

In the foreword written for this book, John Rajchman
emphasizes that readymade is dependent on the history of
painting rather than sculpture, and that instead of painting,
it provides the viewer an opportunity to experience that
unique, one and only moment. Rajchman argues that
painting can’t achieve this, and that this is a situation which
has been abandoned since Cézanne.” These words which are
reminiscent of Duchamp’s claim that paintings can be made
not with color but also with objects which evoke painting, are
important from Turan Aksoy’s production perspective as well.
Constructing a space and providing the viewer an opportunity

27 Marcus GRAF (Ed.), Temporary
Harresment, Istanbul, 2010, p-24.

28 Thierry de DUVE, Pictorial Nominalism:
On Marcel Duchamp’s Passage from Painting
to the Readymade, Trans. Dona Polan,
Minnesota University Press, Minnesota &
Oxford, 1991.

29 John RAJCHMAN, “Foreword”, Pictorial
Nominalism: On Marcel Duchamp’s Passage
from Painting to the Readymade, Trans. Dona
Polan, Minnesota University Press, Minnesota&
Oxford, 1991,p.vii.
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. Yasam Serisinden, MDF
Uzerine Kolaj, 2003, 30x48.5,
Life Series, Collage on Board
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Huzurlu Kent, MDF Uzerine
Kolaj, 2015, 190x134 cm,
A Calm City, Collage on Board
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Kendisinden Bagka Higbirseyin Gélgesi,
Tuval Uzerine Akrilik ve Yagliboya, 2015,
200x185 cm,

Shadow Nothing Other Than itself, Acrylic
and Oil on Canvas
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to experience that unique moment are the keywords which
deem the artist’s three dimensional works, privileged. Aksoy’s
three dimensional works are closer to paintings than they

are to sculptures, as a result of them taking what the painting
wants to accomplish, one step further.

In Closing...Nominalist Pursuits

Borrowing from Thierry de Duve, I had indicated that
Turan Aksoy’s production style displayed a nominalist
structure. If we are to recall, Nominalism is the most
significant philosophical revolution responsible for the
collapse of scholastic philosophy. According to Nominalism,
which doesn’t consider universals as real, but sees them as
consisting merely of names, universals comprised of sounds
have no reality about them, and the actual reality in this world
takes place in individual objects. Because Christian teaching
is constructed on universals, it also includes not considering
general concepts as real, and fundamentally jolts the authority
of the church.

With Nominalism gaining significance in the 14® century,
attention shifted from universals to individual objects; while
the source of reality began to be sought through experience
and observation rather than books. With experience becoming
the foundation of knowledge, humans and nature began to
be observed and the seeds of the Renaissance were sown.
Thierry de Duve develops the idea of Nominalist Aesthetics
with reference to Nominalist philosophy. According to Duve,
pictorial nominalism can be seen as a perspective which
permits us to classify and problematize things and events
in a manner which cannot be found in nature. Nominalist
aesthetics is an aesthetic language which is useful for
questioning our relationships with new kinds of sensitivities,
new concepts, new techniques and our thoughts with regard to
attitudes.

When we examine Turan Aksoy’s production from the
1980’s through the current day, we see that he is in a pursuit to
classify, designate and conceptualize that which occurs around
him, and that this attitude is precisely nominalist aesthetics.
The artist takes as a basis the reality and experiences of his
internal and external world. He determines his attitude by
setting out from the events from his own life experiences and
socio-political norms, weaving into them metaphors and/or
surreal elements by personalizing, politicizing, abstracting
from time to time, making them erotic and/or sarcastic. At
this point, rather than pulling the viewer into this structure
he has constructed, the artist holds the viewer at a certain
distance. When the viewer determines his or her own attitude
in light of these layers of meaning, he/she is included in the
structure. Questioning, designating and conceptualizing that
which is special and intimate, the nominalist attitude, is the
fundamental point of Aksoy’s productions.
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TURAN AKSOY

1964 de Erzincan’da dogdu. Farkli kentlere yayilan
egitim ve galigma hayatin1 2002 den bu yana Istanbul’da
yuriitmektedir. Diigiindiiklerini uygulama agamasinda
farkli medyumlara ihtiya¢ duyduguna inanan sanatgi
cok-disiplinli bir iiretim yolu izler. Kendi yagamindan,
deneyimledigi olaylardan ve toplumsal normlardan yola
cikarak bunlari kisisellestirir, politize eder, yer yer soyutlar,
erotik ve/veya sarkastik hale getirir, metaforlarla ve/veya
gergekiistii elemanlarla 6rerek tavrini belirler. Figiir, mekan
ve nesneleri, mantik kurallariyla gelisen 6zel bir algilama
yontemiyle catigmali hale getiren sanatci, ayni zamanda
ortamu 1ssizlagtiran bir iligkisizlik durumu veya oyunu
kurma pesindedir. 2000’li yillardaki tiretiminin odagina,
yasamimizin her alanini belirleyen projeleriyle neoliberal
politikalari alan, Neoliberalizmin, bireyin yagsamiyla
toplumsal yasam arasindaki mesafeyi ve buna digaridan
bakabilme giiciinii azaltmasindan yola ¢ikan sanatgi,
iligkiler olugturabilme, tarif edebilme ve tanimlar yapabilme
istegiyle “Bekleyen Unite (2007), “Isiltil1 Sey“ (2010), Toz
ve Telas”(2011), “Bir Porte: Huzursuz” (2013) ser(g)ilerini
iretmistir.
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He was born in Erzincan in 1964, he moved to different
cities during his education and working life and has settled
down in Istanbul since 2002. He almost always had a
multidisciplinary approach, using different mediums in order
to produce what he thought.

He is in a pursuit to classify, designate and conceptualize
that which occurs around him, the artist takes as a basis the
reality and experiences of his internal and external world.
He determines his attitude by setting out from the events
from his own life experiences and social norms, weaving into
them metaphors and/or surreal elements by personalizing,
politicizing, abstracting from time to time, making them
erotic and/or sarcastic. Making figures, spaces and objects
inconsistent by means of a particular perception defying
logic. Aksoy tries to create an unrelatedness condition or an
unboundedness game as well.

Turan Aksoy, who focused on the criticism of the
neoliberal system in power especially during the second half
of the 2000, turned his lens on virtually new areas of power
created by the notion of third capitalism. During this period
he produced solo exhibitions; The Waiting Unit 2007, The
Glowing Thing 2010, Dust and Rush 2011 and A Portrait;
Restless 2013.
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