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Buzlu Cam

AHMET ELHAN

Ground Glass

Onsoz

Basak Senova

Ahmet Elhan’nin Buzlu Cam serisini igleyen bu kitap, sanatginin ayni
baglikli sergisine eglik etmektedir. Buzlu Cam’da Elhan, manzara ve
doga fotograf¢iligina egemen olan uzun siirede goriintii iretme 6zelligini
fotograf tizerine bir diisinme ¢agrist olarak kullanarak, giintimiizde dijital
fotografla hizlica tiretme refleksine direng gésteriyor.

Sanatgt ¢ektigi doga fotograflarina buzlu camin tzerindeki ¢izgileri
ekleyerek fotografin analitik olarak degerlendirilmesini sagliyor ve bu
sayede kompozisyon konusuna dikkat ¢ekiyor.

Bu cergevede, bu kitap Elhan'in fotografik uygulamalarini, sanatsal
aragtirmasini ve yontemini fotograf ile ilgili sorulart agimlamak igin bir
rehber olarak aliyor.

Kitap, Maria Lantz, Bassam El Baroni ve Basak Senova tarafindan
yazilmis, fotografik imgenin farkli ontolojik, tarihsel, ve felsefi boyutlarin:
tartigan, metinler igeriyor. Bu metinleri Buzlu Cam serisinin fotograflart
ve detaylar1 takip ediyor.







Foreword

Basak Senova

Featuring the Ground Glass series of Ahmet Elhan, this book was
published to accompany his exhibition of the same name. In Ground Glass,
Elhan shows resistance to the current reflex of hastily created works with
digital photography. He calls for a reflection to be made on photography
by using landscape and nature photography’s characteristic of producing
images over a long time frame.

Elhan ensures that his nature photographs are evaluated analytically by
adding lines on their ground glasses, thus drawing attention to the subject
of composition. In this vein, this book focuses on Elhan’s photographic
practice, artistic research and methodology as guidance in exploring
questions concerning photography at large.

The book contains essays by Maria Lantz, Bassam EI Baroni, and Bagak
Senova, discussing multiple ontological, historical, and philosophical
dimensions of photographic images and their current status as art works.
These essays are followed by photographs of the Ground Glass series,
along with extracted details from the works.













Fotograf ve dteki hayaletler
izerine notlar

Maria Lantz

“Fotograf makinesine dogru asla bakma!”

Fotografin ilk giinlerinde, fotograflar halen bakir levhalar tzerine
glimiis yansitma yontemiyle ¢aligan Daguerreotype iken béyle denirdi.
Yansima ortaya ¢iktigi anda beliren gézlere bakmak epey korkutucuydu.
Bagparmagin urna8y kadar ufak bir yansimadan gelen bir bakisti: Bir
elin avucu boyutunda gériiniiyordu insan; once bir an gozikiip, sonra
bir anda yok oluyordu. Puff! Rahatsiz ediciydi, hatta belki de tehlikeli?

Ayn:i anda iki yerde birden olmak, ya da degisik konumda olmak
temelde dogaya aykuri, hatta dogatistlidiir. Bizi sasirtan, dogaiistii olan
da, neyin dogru neyin kurgu, neyin hayal neyin ger¢ek oldugundan
emin olamamamizt sagladigt i¢in aslinda korkutucudur. Fotografin ilk
zamanlarinda bu agikardi. Fotograflar gercekten akil ermez seylerdi.
Urkiinglerdi.

Fotograflar garip seyler olarak kabul edilebilir, musallat olarak
digtiniilebilir. Tipki hayaletler gibi ge¢misten bir ani geri getirip
simdiki zamana sokarlar. Goriiniiste birebir benzer olan bir sahneyi
bir andan Gtekine tagimak dogaiistidiir; ya da en azindan ilk defa
gergeklestirildiginde insanlari biiyiik hayrete diistirmiistiir. Hatta soyle
de denebilir: Fotografin ortaya ¢ikmasinin ardindan hayaletler bu dzgiin
mevkilerinden istifa etmek zorunda kalmiglardir. Fotograflar bir zamanlar




hayaletlerin yapugini eksiksiz yapmis, hatta daha da iyisini yapmuistur.
Bununla birlikte, hayaletler ve fotograflar arasinda elbette farkliliklar
vardir. Hayaletler ketum olunmast gereken durumlarda, samimi ve
ozgiin toplantilarda, ruh ¢agirma seanslarindaki sohbetlerde ortaya ¢ikar,
karanlik saatleri severler; fotograflar ise giipegiindiiz sergilenip, stirekli
kullanilabilir haldedirler. Her seyden 6nemlisi, hayaletler nadiren ortaya
¢cikar ve genellikle onlar: ¢agiranlarla ilintilidirler; fotograflar ise kisa siire
icinde zit bir strateji kullanmaya bagladilar: Aceleci ve pervasiz oldular.
Cok ge¢meden her yerde goriinmeye, her insana sigramaya, ¢ogalmaya

bagladilar.

Gliniimiizde fotograf o kadar yayginlasti ki artik banal oldu; fotograf
hakkinda distinmiiyoruz bile, hep orada ¢iinkii. Fotografik imgeler
olmasaydi hayat nasil gériiniirdii diye diiginmememiz toplumun kor
noktast sanki. Artik film ve kimyasal maddelere ihtiya¢ duymamamiza
ragmen giiniimiizde, fotografik metodun grameri teknolojinin icat
edildigi 1839'dakiyle ayni. $6yle bir iddia ortaya atmak istiyorum:
Biitiin fotograflar zaman ve mekanlar1 biikmege yarayan yansimalardir;
ge¢misten simdiye ve buraya tasinmis bir par¢a gergekliktirler. Olmus bir
seyin yeniden belirmesi... Bu zaman kiplerinin dénistimii, ya da hikaye
ile bir zaman cetvelinin evirtimi, biitiintiyle ilging bir olgudur. Sorulacak
soru, filozof Vilém Flusser'in fotograftan bahsediyorken belirttigi gibi
ruhani bir zamanda, “sanrisal bir halde” yasayip yasamadigimizdir'.

Ancak biz fotografin emekleme evresine ve 6zel bir imgeye odaklanalim.
Fotograt 1839 yilinda Paris'te bir icat olarak duyurulmustu. 18 Ekim
1840'ta Hippolyte Bayard bir belge olusturdu. Bu belge, bogularak 61miis
biri gibi bir poz verdigi korkung bir fotografur. Fotografin arkasinda
elle yazilmig bir metin vardir: Bayard'in kendisinin “dogrudan pozitif
metodu” icat etmis olmasina ve bu icadindan tek kurug kazanmamig
olmasina ragmen fotografi icat ettigi kabul edilen Daugerre'e 6tkeli bir
ithamdir bu. Bayard'in icat ettigi bu metot, Daugerre oraya varmadan
¢ok daha once Fransiz Bilim Akademisi'ne sunulmustur. Bu, Daugerre'in
Akademi'deki baglantilart sayesinde ger¢eklesmis, olduk¢a iyi bilinen
bir skandaldir. Bayard bir intikam alma hirsiyla bu belgeyi hazirlar:
Bogulmus bir adamin fotografi, bir otoportre ve fotografin arkasina

yazilmig bir metin®.




Yazi Bayard'dan iglincii sahis olarak bahseder, ama yazida Bayard'in
azametinden ve onun imgelerine duyulan hayranliktan bahseden adsiz
yazar olarak bir “birinci tekil sahis” da vardir. Bu elbette Bayard'in ta
kendisidir ve goyle der:

Arka tarafta gordiigiiniiz ceset, sonuglarini gordiigiiniiz ya
da gormek iizere oldugunuz harikulade icadin mucidi Bay
Bayard'm bedenidir. Bildigim kadariyla bu birsh, arastirmac
dabi, icadini miitkemmellige ulastirmak icin ii¢ senesini verdi.
Akademi, Kral ve onun ¢izimlerini girenlerin tamamu, sizin
bu resme duydugunuz bayranhg, bu cizimler i¢in duydular.
Bu bayranlk onu fazlasyyla gururlandirds, fakat ona bir kurug
para kazandirmadi. Bay Daugerre'e karsi bep bonkér davranan
hiikiimet Bay Bayard i¢in bichir sey yapamayacagin séyledi ve
adamcagiz kendini boguverdi.

Ab bayatin cilveleri! Sanatgilar, bilim adamlar: ve gazeteler uzun
zamandwr onunla ilgileniyordu. Fakat o simdi birkag giindiir
morgda olmasina ragmen kimse ne onu tanidi ne de sabip ikt
Bayanlar ve baylar, artik dilerseniz gegin, ilerleyin yoksa kokudan
etkilenebilirsiniz; zira goreceginiz gibi beyefendinin surati ve elleri
¢tiriimeye bagladh.’.

1840 yilinda fotografik metod heniiz bilinmiyor olmasina ragmen,
fotografin ad: ¢oktan gercek ile birlikte anilir olmustu. Fotograf icin
onemli olan sey onun temsil ettigi baglamsallik ve onu 6nceki imgeleme
metotlarindan farkli kilan seydir. Bayard'in resmine baktugimizda bu
one ¢tkmaktadir. Zira burada Bayard'in bize gésterdigi sahte bir kanittur.

Sahte bir kanit da onun sahte olmadigini gésteren kodlara bagimlidir.
Boylelikle bu resim ilk kurmaca kanit resmi olmustur. Yalan ya da saka,
hangi gozle bakuginiza bagli. Arkasindaki metin imgenin degerini
arttirtyor, fakat ayni zamanda da sahte oldugunu agiga vuruyor. Neden?
Clinkii metnin el yazis1 —kendi iginde bir kanit— onun kendisine ait.
Bayard 6lii haliyle o metni yazmis olamaz...




Bu, iki “kanit”t birbirine diisiirecek. Metin ve imgenin varligi, 6l bir
adamdan bir mesaj, anlamsiz (ve dolayisiyla olduk¢a komik) bir belgedir.
Bu hikayeyi goz oniinde bulundurarak, fotografin, bagindan itibaren
sorgulanmasina ragmen, nasil inkar edilemeyecek bir sekilde gergek
belirtici olarak kabul edildigini sorabiliriz.

Fotograf, bir ihtiyaca cevap olarak goriilmelidir; kiiltiirel bir ihtiyaca,

bilimsel degil.

Tanrinin yaklagan 6liimii ve yeni bilimsel agiklamalarin arasinda gergegin
tanimlanmasinin zor oldugu giinlerde fotograf bir kurtarict olarak
kabul edilebilir. Bu dénemde sadece Tanri sorgulanmamis, toplum
degisime ugramis ve parlamentolu bir diizene ge¢is baglamusti; kral
tahtindan indirilmisti — ve birey dogmustu. Fotograf biitiin bunlara bir
cevap gibi goriinmektedir: Biriktirilebilen ve sergilenebilen bir nesne
olmast baglaminda bilimsel, ayni zamanda da fotograf makinesinin
oniinde hepimizin esit olmasi baglaminda politik bir sembol. Fransiz
hitkkiimetinin onun patentini halka vermesi de tesadif degildir.

Dolaysiyla fotografin gergek ve kanit isaretleyici olmast modernligin bir
parcasidir. Bu donemde test edilip mesrulastirilmis bir anlagmadan soz
edilebilir belki ve bu, temelde giiniimiizde de gegerlidir. Postmodernizmi
ve dijital fotografi deneyimlemis olmamiza ragmen, fotografik imge siirekli
olarak bir geyleri kanitlamak i¢in kullanilmaktadir. Kimlik kartlarimiz,
evlilik resimlerimiz ve adli fotograflar her giin kanit amaghdur.

Bayard, hakikat olarak fotograf ile beraber bagka bir seye de dikkat ¢eker:
Fotograflar gergege son derece benzese de resmettikleri seyleri stirekli
degistirirler. Bayard fotograflama siirecinde bir zaafa isaret eder. Zira Bayard'in
erken dénem fotograflama siirecindeki glimiis tuzlar kirmizi renge karst hissizdi.
Bu yiizden yanik cilt tonlari koyudur. Bayard bu koyu kisimlari ¢iirtimekte
olan viicut pargalari olarak agiklar. Yanlis sozciikleri kullanip, onlart imgeye
yetlestirerek izleyiciyi celer. Gordiigimiiz sey yanlis olamaz. Aldatmanin
arkasinda Bayard bagka bir sey de iletir. Once kendi icadimin bir elestirisi
olarak imgesindeki teknik bir zaafa isaret eder. Fakat daha 6nemlisi, bu yanlis
yorumlamanin fotografta yaygin oldugunu savunur. Fotograflar elestirel olarak
anlagilmalidir. Ayrica, goriintiiniin icerigindeki bilgi de yorumlanmalidir.




Filozof Vilém Flusser giiniimiizde imgeleri gercekten daha gergek
gordigimiizii séyler. Diinyanin halihazirda bize gosterilmis imgeler
araciligiyla tanindigini 6ne siirer. Boylelikle diinya bir yanilsama gibi
imgemsi olur. Gergekle imgeyi karistirmak Bayard'in yine yorumladigs
seyler arasindadir. “Bayanlar ve baylar, artik dilerseniz gecin, ilerleyin yoksa
kokudan etkilenebilirsiniz; zira géreceginiz gibi beyefendinin surati ve elleri
¢tiriimeye bagladi.” temsil ve ger¢ek arasindaki ¢oziinmeyi yorumlamak
icin de soylenebilir.

Soyle diistinelim: Genelde, nesne ve canlilar hakkindaki diistincelerimiz
bize ger¢ek yasam tecriibesinden 6nce resimler araciligiyla sunulmustur.

Bayard izleyiciye hitap ederken fotografin bagka bir ilging ydniinden
bahseder: Izleyici bir gesit hirsizdir, diye diistiniir. “Akademi, Kral ve
onun cizimlerini gorenlerin tamam, sizin bu resme duydugunuz bayranhg,
bu cizimler i¢in duydular. Bu bayranhk onu fazlastyla gururlandirds,
fakat ona bir kurus para kazandirmadi.” Bu bizi zanli kilar —su anda
bile. Bayard'a minnet bor¢luyuz. “Eger ona bakiyorsaniz, parasal bir
degeri vardir.” Bayard tarafindan edilmis pervasiz bir agiklama olabilir.
Imge, imgenin yaraticist ve izleyici arasindaki iletisim Bayard'in metni
araciligtyla iletilir. Mesaj agiktir. Degerli bir nesneye/cansiz bir bedene
baktigimizda hayran oluruz, zevk aliriz ve bu bize hem haz, hem de
korku verir. Biitiin bunlar gegmisten bir pargayi ileriye, simdiki zamana
atabilen bir icat sayesinde gerceklesir. Bu yiizden, ticretini 6demeliyiz.

Fotograflar degerlidir. Burast agik. Imgelerle ticaret, giiniimiizde kiiresel
ekonominin ve kapitalist lokomotifin 6nemli bir pargasidir. Imgeler
pek ¢ok sebepten otiirii kullanglidir. Fakat imgeleri gozlemleme
diirtisii muhtemelen en 6nemlisidir. Zira fotograf bir seyi gosterip
kanitlarken, biz o resme bakip haz aliriz. Jonathan Crary, fotografik
ilerleme sayesinde “bakisin  kurtulusu’ndan bahseder. Bellegimiz
anlik olarak isleyip kavrayabildigimiz seylere muhtag oldugu igin bakis
eskiden bulgu toplamada da kullaniliyordu, ancak giiniimiizde bunlardan
fotograf makinesi, negatif film ya da bellek kart: — bilgisayar teknolojisi
sorumludur®. Dolayistyla fotograf makinesi bir protezdir, ya da géziin
daha iyi islemesi icin bir iyilestiricidir. Imge, bellegimizdir. Boylelikle
gozlerimiz bagka seylerle ilgilenmek i¢in serbest kalirlar. Crary'e gore,

g




gorme duyumuz da, zevk i¢in kullanilabilir. Zevk alinan gérme, skopofili,
aynt zamanda cagdaglhigi da betimleyecektir. Sessizlik iginde, imgelere
bakip korkabilir, igrenebilir, biiyiilenebilir, heyecanlanabiliriz. Bakis zevk
diiskiiniidiir, der Crary. Ve bu zevkin bir bedeli vardir, alinip satilabilir.

Fotograf ¢ekildigi zaman, orada bir koleksiyon olusturma eylemi vardur.
Bir zaman ve an degerli kilinir ve segilir, yakalanir ve saklanir. Pek
¢ok uzmanin belirttigi gibi bu bir koleksiyon olusturmaya ve onu bir
miizeye yerlestirmeyle karsilastirilabilir. Bir segki her zaman gelecegin
titopik bir deger nosyonu oldugu dusiincesine, yani neyin tutulacagina
neyinse gelecege taginacagina, uymalidir. Fotografi ¢ekilen seyin orada
kalmasina karar verilmistir, bu nedenle imgeler inga edici semboller ya
da insan iruntdir — sadece biiyiik bir koleksiyon degil, ayni zamanda
bir ortak bellektir. Ancak ayni zamanda bir nostaljik isaretleyiciye
dontisiir, gergeklesmis bir seyin degerlendirmesi es zamanli olarak
kutlanir. Dolayistyla, biitiin fotograf gozlemlemeleri artik orada olmayan
seylerin bir degerlendirmesidir. Resim ge¢mis bir zamanda orada olmus
bir seyi gosterir. Bu nedenle biitiin fotograflar bize — bir sekilde —
olimi hatrlatir, olmug fakat artik olmayan bir seydir. Simdiki zamana
ilerletilmis ge¢mis. Bu sebepten otiirli biitiin fotograflar tirkitiiciidiir;
belki de bu yiizden bu kadar kars: konulmaz ve kiskirticidirlar.

Fotograf kaybolmus bir zaman ve olayin resmidir. Ve bu “kaybin resmi”
bakigimizla viicutlarimiza yansitilir ve burada zevk diskiinligiine
dontgtir.

Fotograf tarihi zamanla degisim yaratan fotograf Grnekleri gostermeye
basladi. Jacob Riis'in, New York varoglarinin 1800'li yillarin sonlarini
resmeden fotograflari buna bir 6rnektir; Vietnam Savagt imgeleri de
diinyayr tepki vermeye itmistir. Imgelerin pozitif toplumsal degisim
yaratabilmesi distincesi fotografin tarih boyunca baglandigi alanlardan
birisidir — siyasal degisim i¢in araci olmak. Ya da Amerikali yazar Walt
Whitman'in dedigi gibi, “Fotograf yiiksek ve al¢ak arasindaki farklar
esitleyecek aractir. Objektifin niinde bepimiz esitiz!™.

Objektifin denetleme islevinden sik sik bahsederiz. Ancak disipline
etme etkisi farklidir, fakat daha az degildir. imgelerin viicutlarimiza




yansitilmasi stirekli bir durumdur, sabahtan aksama kadar tekrarlar... “Bir
giin i¢inde kag resim goriiyoruz?”, diye sorabiliriz. Objektif korkusunun
yerini glinimiizde fotograflanma arzusu aldi. Bir manken, realite
programindaki bir nlii, yildiz bir sporcu ya da miizik sanatgisi: Biitiin
bunlar resmin i¢inde ve bu sebeple biz onlara hayranlik duyuyoruz. Yine
Flusser'i alintilayabiliriz: “Imgeler gercekten daha ger¢ek hale geldiler.”

Geleneksel fotograf tarihgileri diyebilir ki, fotografta imge tek bagina bir
sanat isidir. Yani ona bakugimizda gordiigiimiiz seyi tam anlamiyla bir
sanat imgesi olarak incelemek miimkiindiir. $apkanin yerlestirilmesine,
ellerin sekline, verilen siddetli mesaja bakiniz. Bayard'in imgesinde,
strrealistlerden bile ¢ok once, ilk dénem fotograflarinda da oldugu
gibi bir siirrealizm sezebilirsiniz. Yalniz ilging olan, bu bogulmus adam
seklindeki otoportrenin ¢agdas sanata dair konulara ve onun elegtirel
durusuna sahip olmasidir. Medya 6zelestiriye pek yanasmamistir. Bunun
higbir 6rnegi yoktur.

Cagdas sanat onun yerine elestirileri tizerine almig gibi goriinmektedir.
Sanat medyay1 elestirebilir ve onun diizenini ifsa edebilir ¢linkii o ayn:
baglamin parcast degildir. Sanat baglami, medyadan 6ncelikle yaraticist
yuziinden ayrilir. Sanat baglaminda agik bir gonderici, konusan bir
ozne vardir: Bir Bayard, bir sanat¢i. Bu sekilde, sanat¢t bu hikayede her
zaman “suglu”dur. Bu borcun etik oldugu soylenebilir. Boyle bir soruya
atfedilmis olan her sanat projesi i¢in ayri bir vaka tartigilabilir. Sanat¢inin
pek cok sifre setine erigimi vardir ve bdylece bilinen tesekkiilleri yeni bir
bi¢imde kullanabilir — bunu yaparak agikar olmayandan haberdar oluruz.
Gliniimiiz fotografinin, oyun, ciddiyet, mizah anlayss1, elestiri ve siyasetin
hepsinin bir arada oldugu ge¢misten 6grenecegi dersler pekala olabilir.







Notes on photographs
and other ghosts

Maria Lantz

“Never look into the camera!”

The call spread during the early days of photography when the
photographs were still Daguerreotypes, silver reflections on copper
plates. When the reflection emerged, it was simply too scary to look
into the eyes that suddenly appeared. Gaze from a small thumbnail's
reflection: a person appeared at the size of the palm of a hand... in one
moment you could see it, the next it was gone. Hu! It was uncomfortable,
perhaps even dangerous?

Being in two places at once, or in different states at the same time, is
fundamentally unnatural, or even supernatural. And the supernatural,
something that surprises us so that we can no longer be sure about
what is true and what is fiction, dream or reality, is basically scary. In
the early days of photography, this was obvious. Photographs were really
something incomprehensible. Spooky.

Photographs may be regarded as something truly strange, they could be
regarded as hauntings. Just like ghosts they return a moment from the
past and enter it into to the present. Moving a seemingly exact scene
from one moment to another is supernatural, or at least must have been
quite amazing when it was first presented. One may even say that since




the birth of photography, ghosts once and for all have been forced to
resign from this unique position. Photographs did precisely what ghosts
previously had done, only so much better. However, there are of course
differences between ghosts and photographs. If ghosts appeared in discreet
situations, intimate and unique meetings, in conversations at séances
and loved the dark hours, photographs are on display in broad daylight
and constantly available. And above all, if ghosts were rare, and usually
related to the one they turned out, photographs soon started to use the
opposite strategy. They became pushy and blunt. They soon seemed to be
everywhere and spread to as many as possible, they started to reproduce.

Today photography is so common that it is banal, we no longer think
about photography at all, it is just there. Yet it seems to be the blind spot
of our society as we hardly ever reflect how life would appear without
photographic images. Although we no longer need film and chemicals,
the photographic method is, in terms of grammar, the same today as it
was when the technology was invented in 1839. I would like to suggest
that all photographs are reflections involved in twisting times and places.
A piece of reality moved from the past, to a here-and-now. Something
that has been showing itself again. This transformation of tenses, or a
sort of inversion of the story and a time-line, is in depth an interesting
phenomenon. And the question is if we do not live in a ghostly time, a
"ballucinatory state" as philosopher Vilém Flusser puts it when he talks
about photography'.

But let us return to photography's infancy and a particular image.
Photography was proclaimed an invention in Paris in 1839. On October
18th, 1840, Hippolyte Bayard created a document. The document is a
frightening photograph in which he poses as a dead man, drowned. The
back of the picture contains a handwritten text, an indignant accusation
on Daguerre who was attributed the honour of being the inventor of
photography, while Bayard did not get a penny for his photographic
invention: direct positive method, a method that is actually presented to
the French Academy of Sciences, even before Daguerre got there. This
was a well-known scandal, due to Daguerre’s connections within the
Academy. In a state of revenge, Bayard creates a document; a photograph




of a drowned man, a self-portrait with a text on the back of the picture®.
The writing mentions Bayard as the third person, but there's also an
"I," an anonymous writer, who talks about Bayard’s greatness and the
admiration of his images encountered. The self is of course Bayard
himself, and he writes:

The Corpse which you see on the other side is that of Mr. Bayard,
inventor of the process that bas just been shown to you. To my
knowledge, this indefatigable experimenter worked for about three
years to perfect his discovery. The Academy, the King and everybody
who saw his drawings —that be himself found imperfect— admired
them as you are now doing. This was a great honour to bim but did
not earn him a penny. The Government, which had been only too
generous with Monsieur Bayard, the poor wretch drowned himself.
Ob vagaries of buman life! Artists, scientists and newspapers have
long taken an interest in him, but be bas now been at the Morgue
for several days, and no one has recognized or claimed him. Ladies
and gentlemen, you'd better pass along for fear of offending your
sense of smell, for as you can observe, the face and hands of the
gentleman are beginning to decay’.

Although the photographic method was brand new in 1840, (an
invention that had barely seen the light), the photograph is already
associated with Truth. The indexicality that the photograph stands for is
what is significant for the photograph and what makes it different from
previous imaging methods. This stands out when we look at Bayard’s
picture. For what Bayard gives us here is a faked evidence. And faked
evidence is dependent on codes that tell what is not faked. The picture
thus becomes the first fictional picture proof: A lie or a joke, depending
on how you choose to look at it. The text on the back enhances the
image, but at the same time it reveals the fraud. Why? Because his own
handwriting - in itself a proof — is on the back of the picture. Bayard
can hardly be dead if he had first been photographed and afterwards had
written the text... This will set two "proofs" against each other. The
entity of text and image, a message from a dead man, is a document




with no sense (and therefore quite funny). With this story at hand,
one can raise the question why photography so indisputably survived
as truth marker, although it is questioned right from the start. The
photograph must be seen as a response to a need; a cultural one,
rather than a scientific.

At a time when the truth was difficult to identify between God's
impending death and new scientific explanations, photography may be
regarded as a saviour. Not only was God questioned at this time: society
changed and there was the beginning of a parliamentary regime, where
the king was dismissed —and the Individual was born. The photograph
seems to be an answer to all this: It was science represented in an object
that could be collected and displayed, and at the same time a political
symbol - we are all equal before the camera. It is no coincidence that the
French government gave the patent to the public.

The photograph as truth and evidence marker is, thus, a part of modernity.
One can maybe speak of a kind of contract that was tested and legitimized
at this time, and that basically is valid even today. Although we have
experienced postmodernism and digital photography the photographic
image is constantly used to prove things. Our ID cards, wedding pictures
and forensic photos are used on a daily basis to prove circumstances. But
besides photography as truth, Bayard notes something else: Despite the
fact that photographs so well resemble reality, they always change what
they depict. Bayard implies a weakness in his photographic process. In
Bayard's early photo-process the silver salts had insensitivity to red.
Therefore, his tanned skin tones are dark. The dark parts are something
he explains as decaying body parts. He uses the wrong words and puts
them onto the image in order to lure the viewer. What we can see
cannot be wrong. Behind the fraud Bayard communicates something
else. First of all he is pointing to a weakness in his image technically,
a criticism of his own invention. But more importantly, he claims that
this misinterpretation is common for photographs. Photographs must
be critically understood. And, the information contained in the image
must be interpreted.




The philosopher Vilém Flusser says that nowadays we tend to see images
more real than reality. He suggests that the world is recognized from
images nowadays, images that have already been presented to us. The
world then becomes image-like, an illusion. Mixing up image with reality
is something that Bayard also seems to comment. "Ladies and gentlemen,
you'd better pass along for fear of offending your sense of smell, for as you
can observe, the face and bands of the gentleman are beginning to decay” can
be said to comment on such a resolution between representation and
reality.

And, let’s think about it: Overall, one can say that most of our ideas
about things and beings have been presented to us through pictures
prior to a real life experience.

Bayard points another interesting aspect of photography when he
addresses the viewer. The viewer is as a kind of a thief, Bayard seems
to think. "The Academy, the King and all those who admired bis pictures,
in the same way as you admire this picture at this moment ... has honoured
him greatly, but not given him a penny. " This makes us the accused - even
at this moment. We are indebted to Bayard. "If you are watching it, it’s
worth something " could be a blunt Bayard statement. Communication
between the image, the image creator and viewer is transmitted through
Bayard’s text. The message is clear. We admire, we enjoy, our eyes look
at a valuable object/a dead body, and this gives us delight and horror. All
of this is because of an invention with the ability to move a piece of past
forward, into the present. For this, we should pay. Photos are valuable.
This is clear. Trade with images is now a large part of the global economy,
part of the capitalist engine. Images are useful for several reasons. But
the urge to view images is perhaps the most important. For while the
photograph proves and shows something, we look at the picture and
enjoy. Jonathan Crary speaks of the "liberation of the gaze" as a result of
the photographic break-through. If vision previously was used to collect
facts, and our memory was dependent on what we were able to process
and take in at a certain moment, the camera, and the negative or memory
card —computer technology can account for this today*. The camera is




thus a prosthesis, or improvement of eye. The image is our memory. In
this way, our eyes are relieved for other things. The gaze may instead
be used for pleasure according to Crary. The enjoyed gaze, scopophilia,
will also characterize modernity. In the quiet, we can view images,
horrified, disgusted, fascinated, stirred up. Gaze has become sensual,
says Crary. And this enjoyment comes at a price; it can be bought and
sold. When a photograph is made, there is an action of collecting. A time
and moment is decided to be valuable and therefore selected, captured
and saved. As many scholars have pointed out, this could be compared to
collecting things and putting them inside a museum. A selection must
always comply with the idea of future as a utopian idea of value, of what
should be kept and transferred, onto the future. What gets photographed
has been chosen to remain, and therefore the images are symbols or
artefacts that construct — not only a huge collection, but also a collective
memory. However, at the same time it becomes a nostalgic marker, a
consideration of something that passed is simultaneously celebrated. All
viewing of photographs is thus a consideration of what is no longer there.
Instead, the picture shows what has been, at a particular time. Therefore
all photographs remind us - in a way - about death; of what has been but
no longer is. The past moved forward into the present. All photographs
are thus very spooky and perhaps this is why they are so irresistible, so
tantalizing.

The photograph is a picture of a time and an event that has been lost.
And this picture-of-loss, through our viewing, is projected into our
bodies, and here, it becomes sensual.

The history of photography eventually shows a number of examples where
photographs actually created change. Jacob Riis's photographs from the late
1800s in New York's slums is one example®, the images from the Vietnam-
war made the world react. The idea that images may create positive social
change is one of the fields where photography has been engaged
historically —to be agents for political changes. Or, as the American
writer Walt Whitman puts it, photography is the tool that will even up
differences between high and low. In front of the camera we are all equal!®




Often we talk about the camera’s monitoring function, but the image
disciplining effect is different. However, it is not less effective. Images
being projected into our bodies are ongoing, from morning to night.
How many pictures do we see in one day?, we might ask. The fear of
the camera has today been replaced by the desire to be photographed. A
fashion model and reality show celebrity, a sports star or a musician: all
of these are in the picture and therefore we admire them.

Again we can quote Flusser when he says: “Images have become more real
than reality”. Traditional photography historians might point out that the
image is a work of art in itself. Then it is possible to analyse an image
precisely from an artistic point of view. Just look at the cap’s placement,
the gesture of the hands, the violent message that it tells... With
Bayard’s image —as in several of the earliest photographs-, they imagined
surrealism before the surrealists. But, what is interesting is that this
specific self-portrait as a drowned man also contains one of contemporary
art's engagement and critical stance. The media hasn’t been keen to fully
criticize itself. There is no single instance of this. Instead, contemporary
art seems to have taken on that criticism. Art can criticize the media and
expose the media canon because it is not part of the same context.

The art context differs from media first and foremost by its author. In the
art context, there is a clear sender, a speaking subject: a Bayard, an artist.
In this way, the artist is always "guilty" in his story. You could say that
this debt is ethical. In every art project or statement, which is attributed
to a question, a case can be discussed. The artist has access to many sets
of codes and can thus use known entities in a new way — by doing so
we become aware of what is not obvious. Photography, today, may have
lessons to learn from the past where play, seriousness, sense of humour,
criticism and politics all came together.













Doga Sonrasi Doga: Ahmet
Elhan'in Post-Ekolojik
Imgeleri Uzerine

Bassam El Baroni

Bakarak bagliyoruz, ancak baktigimizda fark ediyoruz ki istirak ettigimiz
bakma eylemine enlem ve boylamlart hatirlatan yalin bir grid (1zgara)
atfedilmis bile. Bu atfedilme eylemi ilk bakista oldukg¢a belirsiz bir
hareket olarak goriiniiyor. Bu grid seklindeki ¢izgilerin de sug ortaklar
var: Cer¢evelenmis camin kogeleri sirf cergevenin bos i¢ kenarlarini ortaya
¢ikarmak icin kesip atilmis. S6z konusu grid dijital, baz fotograflar ise
analog kokenli; kesik kiseler bir seyi ¢erceveleme veya gosterime koyma
eylemi ve siirecinin altuni ¢iziyor. Bunlar hep birlikte, bir manzara,
bir hudut, bir ufuk, bir kanyon, bir giin dogumu ya da giin batimi,
doganin ugsuz bucaksizliginin gostergesi ya da dag baslart hakkinda
basit bir betimleme denip, gegistirilemeyecek bir nesne olusturuyorlar.
Bu ogelerin birlesip trettikleri sey bir kaybolus birikimi; bu kavrami
anlayabilmek i¢in merhum Fransiz filozof Jean Baudrillard'in su soziine

bir bakalim:

... kaybolus tekil bir olay ve belirli bir arzunun, artik orada
olmak istememe arzusunun nesnesi olarak farkl anlasilabilir; big
de negatif bir sey degildir bu. Tam tersine, kaybolus, diinyanin
bizim namevcudiyetimizde nasil goriindiigiinii gorme arzusudur
(fotograf); ya da bir sonun, bir konunun, tim anlamlarin,




kaybolus ufkunun étesine bakip diinyada olup biten bir sey hala
var mi, nesnelerin programsiz bir goriiniisii var mi diye gérmektir.
Diinyamin (gercek diinyanin degil, zira bu hi¢ bir zaman bir temsil
diinyasindan baska bir sey degildir) oldugu haliyle saf bir gériiniis
alamdir ve bu alan katma degerlerin kaybolusuyla ortaya ¢ikabilir'

Buradaki kaybolus 6liime esit ya da 'yazarin/yaratanin 6limii' hipoteziyle
ayni anlama denk degildir. Bu, daha ziyade, bir aga baglanmis bir aygita
erigimi olan herkesin deger yargilarint (etik, siyasi, ahlaki ve estetik)
tastyabilen, imgeleri igeren, bir yogun veri akiglart diinyast baglaminda
isini giincel ve iligkili kilmak i¢in sanatginin atugy ilk adim, aldig
ilk karardir. Bu demokrasidir elbette ki, ancak bu, eski demokrasi
anlayisimizt sarsmis; kimliklerin bagka kimlikler tarafindan, imgelerin
bagka imgeler tarafindan, degerlerin baska degerler tarafindan, anlatilarin
baska anlatilar tarafindan tartigmaya a¢ilmadigy bir nostaljiyi barindiran
tutucu bir karst ¢ikisin ortaya ¢ikisina 6nayak olmus bir demokrasidir.
Kisacasi, degisimi iireten sey, giiniimiiziin bilgi odakli toplumundaki
biiyiik bilgi yarisina ve imgelere kars1 ¢ikis ya da teknoloji olarak dijitale
kars1 ¢ikistur.

Bu kaybolus toplamalarinin giristigi oyun ise deger katmaktan
kaginmaktadir. Bununla demek istedigim, sanat¢i bir toplama islemi
yapmak yerine diinya ve onun 'dogast' hakkindaki gereksiz bilgelikleri
¢ikarma iglemi yaparak ayiklamaktadir. Elhan'in kullandigi doga
imgelerinde ne bir emsal niteligi, ne bir olagandisilik vardir. Ancak, bu
imgeler ¢ercevelendiginde, grid ¢izgileri tst iiste geldiginde ve camin
koseleri kesip ¢tkarildiginda bu imgeler yeniden etkin hale gelmektedir.
Peki ama bu etkinlesme tam olarak ne yapmakta ve hangi amaca
hizmet etmektedir? Kabul etmeliyiz ki giiniimiizde sanat baglaminin
icindeki nesne ve imgeler, sanatin kendi maddi varlig; altinda gizliden
diinya hakkinda bir anlam barindiran ve izleyici tarafindan gikarilip,
faydalanilmasini bekleyen geleneksel bir hissi ifade etmeye bel
baglayamaz. Hem bilginin hem de doga imgelerinin ayni anda her yerde
ulagilabilir oldugu bir ddnemde yastyoruz. Giiniimiiz diinyasinda bilginin
ve imgelerin tretimi, hatta yeniden tretimini higbir sey kisitlayamaz.
Bilgisayimin, iretimsel yeterligi ve meydana getirip, dagitimini
yaptgi imgeler, nasil ¢aligtigimiz, nasil arastirma yaptigimiz, nasil




diisindtiglimiiz, islerimizi nasil yiriittiigiimiiz, nasil karar verdigimiz,
bos vakitlerimizi nasil harcadigimiz, sagligimizi nasil gozlemledigimiz,
A'dan B'ye nasil gittigimiz, giinliik bazda yaptigimiz her seyle ayni agin
i¢cinde bulunuyor. Ve doganin ideallestirilmis ve sahici ya da orijinal
“gercek” imgesine donmek artik imkanstz, ¢inkii her giin artan sayimizla
bizim i¢in varolus dijitale gobek bagiyla baglanmis durumda.

Ahmet Elhan'in yeni serisinin iki gii¢lii yant vardir; ikisi de bu her
seyin e-her seye donmiis, gelismis dijitalizm ¢aginda doga imgesine
nasil yaklagsmak gerektigi sorusuna odaklanmaktadir. Bunlardan ilki,
sanat¢inin sorgulamasinin temelini olusturan doga imgelerinden diinya
hakkinda algilarin ¢ikartilmasini cesaretlendirecek bir sekillendirilmeyi
ve diizenlenmeyi reddetmekte kararli olmalaridir. Bu, agir1 baglanuli
dijitalizmin dezavantajlarina karg1 stk kullanilan direnis yontemlerinden
biridir, ancak belki de kapsayici felsefi bir durus ya da en iyi sekilde
felsefede bir tema olarak tanimlanabilir. Bu dijital giiniimiizii reddetme
ve ona karst direnis durusu Alain Badiou, Giorgio Agamben, Frangois
Laruelle ve Alexander R. Galloway gibi diistiniirlerin gériislerinde
farkli formiilasyonlar halinde bulabiliriz. Bu distniirlerden son ikisi —
duruslarinda ¢ok yonlii olanlar— fotograf tiretirken kullanilan bir diistince
stireci ve metodoloji olan 'fotograf olmayan't 6nermeye ve sahiplenmeye
kadar gitmiglerdir. Bu, standart fotografin aksine, basitge “diinyay: ikiye
katlayan bir bilgi”* tiretmez. Kisaca ifade edip, ana noktamiza donersek,
buradaki ¢tkarim sudur: Bilgisayimsal ¢ag aslinda hizla ¢ogalip farkliligin,
bolinmenin ve ikiligin siddetlenmesine katkida bulunmustur; imge
yaraticinin yani fotografi kullanan sanatginin gérevi bu egilime karst
direnmek olmalidir.

Elhan'in yeni serisinde dijitalin problemine fark tiretimi teknolojisiyle
ilintili, ¢ok yonli ve giiglii bir estetik buluyoruz. Bu seri dijital kargits
olmadig gibi, dijital kiiltiriin diinyaya sundugu her seyi kucaklayan
post-dijital bir islev de yliklenmiyor. Seri daha ¢ok 21. yiizyilda doganin
imgesini resmetmenin ne anlama geldiginin, idealist olmayan bir
anlamini yakalamaya ¢alisan bir realizm bicimi olarak belirginlesiyor
—ufak bir oranda nostalji de tagimiyor degil. Béylelikle, Elhan'in
calismalarinda bir araya getirdigi tim unsurlar dijital, somut ve tarihselin
bir bilesimi olarak gilintimiiz ger¢ekliginin katmanlandirilmasini ifade




eden referanslar olarak tanimlanabilir. Gridler sanat tarihinden oran
ol¢tim ve dlgek yontemlerine gonderme yapiyor, fakat bu gridler ayn:
zamanda Google Maps'teki soyut enlem ve boylam ¢izgilerine, grafik
tasarim ve 3D modelleme programlarindaki grid olusturucularina da
benziyorlar. Elhan'in niians igeren ¢alismalarinin hepsinde sikistirilmig
ve etkinlestirilmis olan sey, doga ve fotograf, gerceklik ve mekanik
ozdegbaski mevzusuna ait olan koca, ¢etin bir tarih igeriyor. Bu seride bu
tartigmayi ¢oziimleme amaglt hig bir girisim yok; tam tersine, Elhan'in
stratejisi kendi ¢eligkileriyle birlikte yasayan isler iiretmek. Elhan'in
yeni serisinde Post-Ekolojik olan da tam bu 'birlikte yasamak' isidir. Bu
ayni zamanda bir 'olmaksizin yasamak' anlayisidir: Onun bozulmamas,
bakir, saf ve uyumlu olmasini arzulayan, hayal eden bir doga kavrami
olmaksizin yasamak...

Bu kaybolus birikimleri dogay: bir zamanlar oldugu gibi gostermekten
ziyade bu kadar saf bir doga mefthumu geri dénmeyecek sekilde yok
olduktan sonra doganin nasil yansitilmas: gerektigi konusunu isliyorlar.
Onlar iste bu anlamda Post-Ekolojik gercekei bir imge yansitiyorlar.

Serinin ikinci giiglii yani ise ytice olani yikabilme kapasitesi. Evet, yiicelik
hissi soluk kesici olabilir ama her zaman karsiliginda 6denen bir bedel
vardir. Farkediyoruz ki bu ¢aligmalar gridin 6rtttigti baz imgelere, bir
yitik cennet ya da kentten kopuk, farkl: bir giizellik barindiran dogal bir
diinyanin yasina dair bir anlat1 sokmaya ¢alismiyor. Hatta bu ¢alismalar
bizim doga, vahsi doga, agik hava imgeleriyle iligkili olarak yuzyillardir
islenmis drama, trajedi ve faciaya olan ilgimizi de koriiklemiyor. Bu
birikimler, yiice olana, o ¢eligkili “zevk ile aci, keyif ile endise, coskunluk
ile depresyon’™ hislerine karst direngli. Bu direng, “biz diinyayla biriz ve bu
nedenle mazlum degil, diinyanin enginligi sayesinde coskunuz™ hissinden
doguyor. Bizi bu ¢alismalar Caspar David Friedrich'in Wanderer Above
The Sea Of Fog (Bulutlarin Uzerinde Yolculuk) (1818)'un sanat tarihine
sonsuza dek kazidigi, glinimiizde de gelismekte hatta tomurcuklanip
yeni sekiller almis olan o klasik romantik duyguya ¢ekmeyi reddediyor.
Doganin kudreti ve teknolojinin gelisimi kargisindaki caresiz insan,
yaklasan robot devrimi herkesi yok edecek olmast gibi korkular yiice
olanin sonsuz kez (yeniden) viicut bulmasinin sonucudur. Yiice olanin

telaffuzlarinda bir gidim dogruluk payr yok da degildir, ancak bu




imgeleri her tirettigimizde — ister popiiler Hollywood filmlerinde olsun,
ister daha ufak dlgekte bir galeri mekanindaki sanat islerinde —insanligin
son sinirinin bir imgesini, bir sah-mat veya ¢ikmaz bir sokagy, insanin
sinirlart hakkinda uyarici bir 6ykiiyti sonsuzlagtirmis oluruz. Yalnizca o
da degil, biz o imgeyi aslinda kendi sinirlarimiz i¢in bir nevi meditasyon
olsun diye ¢ogaltiyoruz ve ona dehsetle, korkuyla bakakaliyoruz. Bu
imgeler metin olarak (Frankenstein), resimde, fotografta, sinemada
tretildi; simdi hepsi dijital malzemeye gecip, sinir tanimaz bir sekilde
cogaldi. Elhan'in doga imgesini Post-Ekolojik sekilde islemesi 'doga
sonrast' dogaya yanagmanin bir yolunu temsil ediyor; ve bu, yiice olanin
fazlaliklar1 olmaksizin 6zel bir siirsel imgesi, gliniimiiziin ve yakin
gelecegin teknolojik ve ekolojik zorluklarina bagli, onlar tarafindan
gelistirilmis bir gercekgilik siiridir.







Nature after Nature: On the

Post-Ecological Images of
Ahmet Elhan

Bassam El Baroni

We begin by looking, but when we look we notice that the act of looking
in which we partake has already been ascribed a formally austere grid
resembling latitudes and longitudes that nonetheless, at first, remains
quite ambiguous as a gesture. These gridded lines also have accomplices,
the corners of the framed glass that have been cut-out only to reveal
nothing but the vacant inner edges of the frame. The grid is digital, the
base photographs are of analogous origin, the cut out corners highlight
the act and process of framing or of putting something on display.
Together they form an object that cannot simply be called a photograph
depicting a landscape, a frontier, a horizon, a canyon, a sunset or sunrise,
a representation of the vastness of nature, or a reflection on the abject
details of the great outdoors. What these elements combine to produce
is an assemblage of disappearance and to understand this concept we need
to turn to the late French philosopher Jean Baudrillard’s statement that:

... disappearance may be conceived differently as a singular event
and the object of a specific desire, the desire no longer to be there,
which is not negative at all. Quite to the contrary, disappearance
might be the desire to see what the world looks like in our absence

(photography) or to see, beyond the end, beyond the subject, beyond




all meaning, beyond the horizon of disappearance, if there still is an
occurrence of the world, an unprogrammed appearance of things. A
domain of pure appearance, of the world as it is (and not of the real
world, which is only ever the world of representation), which can
emerge only from the disappearance of all the added values'.

Here disappearance is not equal to death or synonymous with the
‘death of the author’ hypothesis. Rather it is the first move and the first
decision an artist takes on the journey toward making his or her work
present and relevant in the context of a world of intense digital data
flows in which images can carry the value judgements (ethical, political,
moral, and aesthetical) of anyone who has access to a networked device.
This is democracy, of course, but it is a democracy that has destabilised
our prior understanding of democracy and helped the emergence of a
conservative backlash nostalgic for a simpler world in which identities
were less contested by other identities, images less contested by other
images, values less contested by other values, narratives less contested
by other narratives. In short, it is a backlash against the grand
contest of information and images in our contemporary information-
driven societies or a backlash against the digital as a technology that
proliferates difference.

The plot these assemblages of disappearance undertake is to refrain from
adding value. By this I mean the artist is not partaking in an exercise of
addition but of subtraction of the superfluous wisdoms about the world
and its ‘nature’. There is nothing exemplary or extraordinary about
the images of nature Elhan uses. Yet when the images are framed,
the grid lines superimposed, and the corners of the glass are cut out,
these image are activated. But, what does this activation do and what
purpose does it serve? Today, we must admit that objects and images
within an art context cannot depend on fulfilling a meaning in the
traditional sense of art as something that harbours meaning about the
world hidden beneath its own material presence waiting to be extracted
and tapped into by the viewer. We live in an era in which information is
omnipresent and images of nature super-abundant. Nothing can limit




the generation and regeneration of information and images in today’s
world. The generative capacity of computation and the images it gives
rise to and distributes is enmeshed in how we work, research, think,
perform, make decisions, spend our leisure time, monitor our health,
and move from a to b, among other acts on a daily basis and there can
be no going back to an idealised and authentic or original “real” image
of nature because, for an increasing number of us, existence has now
become umbilically tied to the digital.

This new series by Ahmet Elhan has two major strengths and they are
both centred on the question of how to approach the image of nature in
the age of e-everything and advanced digitality. The first is that they are
resolute in their refusal to be shaped or composed in such a way as to
encourage the extraction of perceptions about the world from the images
of nature that form the basis of the artist’s interrogation. This is one of
many well-trodden methods of resistance to the disadvantages of hyper-
networked digitality, but it is perhaps best described as an overarching
philosophical position or rather a theme in philosophy. We find this
position of refusal and resistance to the digital present in a range of
highly variant formulations in the thoughts of diverse thinkers such as
Alain Badiou, Giorgio Agamben, Francois Laruelle, and Alexander R.
Galloway. The last two of these thinkers — being the most sophisticated
in their stance - go as far as to propose and embrace a ‘non-photography’,
a thought process and methodology for making photography, which in
contrast to standard photography does not simply produce “knowledge
that doubles the World™ . Briefly put and to service our main point, the
implication is that the computational era has basically proliferated and
contributed to the exacerbation of difference, division, and binaries and
the work of the image-maker or the artist using photography should be
to resist this tendency.

In Elhan’s new series we find a sophisticated and robust aesthetics that
engages with the problem of the digital as a technology of difference
production. The series is not anti-digital, nor is it post-digital in the
sense of embracing everything that digital culture brings to the world.




Rather it strikes one as a form of realism — not without a slight touch
of nostalgia - that attempts to achieve a non-idealistic sense of what it
means to portray the image of nature in the 21st century. Thus all of the
elements Elhan brings into his assemblages are references that signify
the layering of reality today as a composite of the digital, the physical,
and the historical. The grids reference methods of measuring proportion
and scale from art history, but they also resemble the abstract lines
of longitude and latitude on Google Maps, and the grid markers in
graphic design and 3D modelling software. What is both compressed
and activated through Elhan’s nuanced assemblages is a whole difficult
history pertaining to the question of nature and photography, reality
and mechanical reproduction. There is no attempt, in this series, to
resolve this ongoing debate, rather Elhan’s strategy is to produce works
that live with its contradictions. It is exactly this ‘living with’ that is
Post-Ecological in Elhan’s new series. It is also an understanding of
a kind of ‘living without’, a living without a concept of nature that
desires and imagines it as unspoilt, pristine, pure, and coherent. These
assemblages of disappearance are not about depicting nature as it once
was, but about how to represent nature after such a pure conception of
nature has been dissolved and never to return. It is in that sense that
they represent a Post-Ecological realistic image.

The second of the two major strengths in this series is its capacity to
subvert the sublime. Yes, the sublime can be breathtaking but it always
comes at a cost. We notice that these works do not attempt to smuggle
a narrative into the base images that the grid overlays, a narrative about
a paradise lost or some other lament for a natural world of non-urban
beauty. Nor do they for that matter tickle our age old fancy for drama,
tragedy, and catastrophe that over centuries has been cultivated in
relation to the image of nature, of the wild and the outdoors. These
assemblages are resistant to the sublime, that contradictory feeling of
“pleasure and pain, joy and anxiety, exaltation and depression™ born of
the sense that “we are one with the world, and therefore not oppressed,
but exalted by its immensity...”* They refuse to draw us into that classic
romantic sensation that was forever engraved into art history by Caspar
David Friedrich’s Wanderer above the Sea of Fog (1818), a sensation that




thrives today and has in fact proliferated and taken on new forms. The
human helpless against the might of nature, against the advancement of
technology, the forthcoming revolution of robots that will annihilate
all, so on and so forth, are all eternal (re)incarnations of the sublime.
It is not that there are no kernels of truth in these articulations of the
sublime but that every time we produce those images — be it in popular
Hollywood productions or on a smaller scale in art works in a gallery
space -we are perpetuating the image of a final frontier for humanity, a
checkmate or a dead-end, some sort of cautionary tale about the limits
of the human. Not only that, we are reproducing that image as a form
of meditation on our own limits and staring at it in awe and fear. These
images were produced in writing (Frankenstein), painting, photography,
film, and have now shifted into digital material that has proliferated
beyond all boundaries. Elhan’s Post-Ecological rendering of the image
of nature represents one way of approaching nature ‘after nature’ and
without the excesses of the sublime, it is a special type of poetic image,
a poetry of realism enhanced by and connected to the technological and
ecological challenges of today and the near future.













Buzlu Cam

Basak Senova

Sanat isi ve iletisim arasinda nasil iliski vardw? Hig bir iliski yoktur. Bir
sanat isi bir iletisim araci degildir. Bir sanat isinin iletisim ile ilgisi yoktur.
Sanat isi bilgi icermez. Buna karsihk, bir sanat isi ve direnis eylemi arasinda
temel bir benzesme var.

Bir direnis eylemi olarak sanat isi, bilgi ve iletisim ile ilintilidir'.

Gilles Deleuze

Ahmet Elhan fotografik gériintiiyti sorgulayarak is tiretiyor. Gortintiiyd,
bakist, bu goriintiiniin tiretim yOntemlerini ve siireglerini, sergileme
bi¢cimlerini arastirtyor, kurguluyor, deneyimliyor, ayni zamanda bunlar:
cakistiriyor, eslestiriyor, ¢6ziiyor, ve yeniden kurguluyor. Cekilen,
kurgulanan gerceklik(ler), anlati(lar) hesapli bir sekilde geri plana
gekiliyor. Onemini yitiriyor. Izleyen ile isin arasinda ¢ok ince, titizlikle
kurgulanmis bir gerilim olusuyor: Islerin ustalikla kadrajlanmis olmast,
gortintiilerin nefes kesen giizelligi, isin goriinitir kildig: katmanlar ile
Elhan’in sorguladiklar: ve direndikleri arasindaki gerilim. Bu gerilim,
izleyeni fotografik goriintiiye dair farkls bir sorgulama alanina itiyor.




Sinirlart fotografik goriintiiye dair keskin ¢izgilerle belirlenmis, net bir
alanda calistyor sanat¢i. Bu alanin i¢inde, bu alanin dili ve uygulama
bi¢imleriyle, bu alani elestiriyor. Disaridan igeriye bakmiyor, igerideki
malzemeyle sorgularini igliyor. Fotograf makinasini, ideolojisi belli bir
aygit olarak, bu sorgulamanin hem araci, hem de nesnesi olarak ele
aliyor. Uretim siirecinde kullandigt her bir malzeme isin bir pargast
haline geliyor.

Buzlu Cam serisi fotografik gorintiiniin tretilmesi i¢in gerekli olan
teknik bilgiler tizerine kurgulaniyor. Iki ayr1 baski yonteminin st tiste
getirilmesi ile olusan bu seri, ti¢ boyutlu bir goriintiiniin, iki boyutlu bir
ylizey tizerinde belirmesini saglayan ‘buzlu cam’dan hareket ediyor.

Fotograt makinasinin bir pargast olan ‘buzlu cam’, Elhan’in islerinde
goriintiintin goriinen temelini olustururken, bu serinin tist katmaninda
kullanilan ‘cergeve cizgileri’, ‘grid’ gibi elemanlar da yine bu siirecin
islevsel pargalart olarak gozler oniine seriliyor. Elhan stire¢le gériintiiyt
birlestiriyor.

Isin her asamasinda, iki katman tist {iste gegiyor ve birlikte okunuyor.
Elhan bu katmanlar tzerine disiiniirken, yine aygita dair teknik bir
bilginin pesinden gidiyor. Buzlu camda goriintii hem alt tist hem de
sag sol olarak terstir. Bu ikilemin izleginde, kimi zaman bu katmanlar
birbirilerine zit bilgiler igerirken, kimi zaman birbirini takip ediyor, kimi
zaman da birbirlerini tamamliyorlar: Belgeleyen ile kurgulanan; analog
olan ile dijital olan; teknik olan ile estetik olan; geleneksel sablonlar
ile gelecege odakli yontemler; yapt kurma ile ¢6zme; goriintiilerin
bilegenlerine ayrilmas ile bir biitiinliik olusturmas.

Seriyi olugturan iki bask1 teknigi, bu katmanlar: fiziksel olarak tekrarliyor.
Ust katmanda dijital olarak gekilmis, gériintii isleme programlari ile
calisilmis, siyah beyaz filme aktarilmis, karanlik odada kimyasal yontemle
gimiisli kagida basilmis doga gorintiileri, tizerindeki gridlerle birlikte
yer aliyor. Alttaki katmanda ise analog olarak ¢ekilmis, goriintii isleme
programlart ile ¢aligilmis, dijital ydntemle pamuklu kagida basilmig buzlu
cam ve onu tagiyan ¢ergevesinin goriintiilerinden olusuyor. Bu katmanlar




arasinda gidip, gelirken fotograf makinesi ile olusturulan goriintiilerin,
gergekligin belgelenmesinden ¢ok uzak bir noktada, tamamen fotografik
gorintliniin  tretimi, ¢ogaltilmasi, sergilenmesi ve algilanmasina
dair bir tartisma alani agugint séylemek yanlis olmaz. Bir an i¢in bu
serinin teknik alandan yararlanan yoniine dogru odaklanirsak, Vilém
Flusser'in fotografin gergeklikle olan iligkisini tartisirken, degindigi
bir noktay1, teknik goriintiilerin desifre etme siirecine gerek olmadig:
sanist yaratmasini hatirlayabiliriz. Flusser bu saninin temelini “kendi
varliklarini anlamlarina baglayan, kesintisiz en son nedensel iligki halkast
olarak” gériilmelerine bagliyor ve teknik gériintiilerin nesnelliginin de
bir yanilgt oldugunu da belirtiyor?.

Elhan ayni ¢izgiden hareketle, Buzlu Cam serisiyle fotografik
goriintiilerin (ne igerirse icersin, nasil kurgulanirsa kurgulansin) sadece
talep edilen bir gercekligi sundugunun altuni ¢iziyor. Bagka bir deyisle
gergeklik kavramu ile fotografik goriintii arasindaki iliskinin bir kurgudan
ibaret oldugunu, bu iligki tizerine yapilanan séylemlerin de ayn: sekilde
kurgulandigini kanitliyor.

Elhan, Zaman ve Yerler’ (2002-2015) baslikli daha &nceki serisinde
de fotografik gorintii ile gerceklik kavrami arasindaki iligkinin nasil
kurgulandigini, mekan: zamanlarina bélerek farkli mekan kurgulari ve
algilar1 olusturarak sorguluyordu. Benzer bir sorgulamayi, sanat¢inin
platin palladium baski teknigiyle ¢alistigi, Osmanli mekanlarin: tasvir
eden 18. yiizyil graviirleriyle, bugiine ait figiirleri tst iste getiren
Miirekkep® serisindeki (2013) zamansal kirilmalarda da gozlemlemek
miimkiin.

Sanat pratigini "kod kirici" olarak tanimlayan Elhan, fotografik
goriintiiniin yarattgs alan igindeki bilgiyi, algilari, sanilari, ve sorunlari,
bu alanin dilini kullanarak, yine bu alanin iginde bir direng eylemi
olusturarak sorguluyor.







Ground Glass

Basak Senova

What relationship is there between the work of art and communication? None
at all. A work of art is not an instrument of communication. A work of art
has nothing to do with communication. A work of art does not contain the
least bit of information. In contrast, there is a fundamental affinity between
a work of art and an act of resistance.

It bas something to do with information and communication as an act of

resistance’.
Gilles Deleuze

Ahmet Elhan produces art works by questioning the photographic image.
He researches, constructs, designs, and experiments with an image, with
the gaze, the production methods and processes of this image and its
modes of presentations while juxtaposing, pairing, deconstructing, and
reconstructing the same image. Hence, the reality(ies) and narrative(s)
which are captured and edited are pushed aside in a calculated manner.
They lose their importance. A meticulously drafted tension between the
artwork and the viewer is being produced; the tension created by the
masterfully captured frames, the breathtaking beauty of the images, the




layers that make the work visible versus Elhan’s questionings and
resistance. This tension leads the viewer to another field of inquiry
regarding the photographic image. The artist works in the area
of photographic images, in which the borders are clearly set. He
criticizes this area through the use of its own language and forms
of practice. He does not look inwards from outside, he processes
his queries within the material inside. He considers the camera as
an apparatus with a definite ideology, and regards it both as the
tool and the subject of his questionings. Each material used in the
production process becomes part of the artwork.

The Ground Glass series is built on the technical information
required for the production of photographic images. The starting
point of the series, which is composed of two printing methods, is
‘ground glass’, which allows a three dimensional image to appear on
a two dimensional surface. While the ground glass -as one of the
integral parts of a camera- forms the visible base of the photographic
image, the ‘frame lines” and the ‘grid” are presented as the functional
components of this process. Elhan combines the process with
the image. In each stage of the production of the art work, two
overlapping layers are set and perceived. While Elhan is thinking
about these layers, he once again follows the technical information
of the apparatus. On the ground glass, the image is inverted upside
down as well as from left to right.

By tracing this dilemma, these layers sometimes inhabit conflicting
information, sometimes they succeed each other, and sometimes
they complement each other: The documented and the fictional;
the digital and the analog; the techniques and the aesthetics; the
conventional templates and the future-oriented manner; construction
and deconstruction, separating the component of the images and
creating unity. The two printing techniques that form the series
physically also repeat the same layers rationale. The upper layer
was taken digitally, worked with image processing programs, and
transferred to black and white film; it contains images of nature,
printed on silver paper using the darkroom chemicals method along




with grids. On the other hand, the lower layer, which was taken as
analogue, was worked with image processing programs, printed on
cotton paper through digital methods, and consisted of the images of
the ground glass and the frames.

While oscillating between the layers, it would not be wrong to claim
that the images created by the camera open up an area of debate about
the production, reproduction, presentation, and the perception of
the photographic image, rather than documenting the reality. If we
were to focus, for a moment, on the aspect of how this series utilizes
the technical side of the process, we may recall Vilém Flusser’s point
about the illusion that technical images do not have to be decoded,
discussing the relationship of photography to reality. Flusser bases
this assumption on the thought that technical images “appear to be
their cause and they themselves are a final link in a causal chain that
connects them without interruption to their significance”, and he adds
that the objective character of technical images is also an illusion.

In the same vein, Elhan underlines that photographic images (whatever
they contain or however they are edited) only present a reality that is
expected. In other words, he proves that the relationship between the
notion of reality and the photographic image is nothing more than fiction,
and the discourses built upon this relationship are also invented in the same
manner. In his earlier series titled Time and Space® (2002-2015), Elhan was
also questioning how the relationship between the photographic image
and reality is constructed by dividing structures into thousands of different
moments and putting them back together to transitionally transform
them. It is also possible to observe a similar questioning by highlighting
the bigger temporal refractions with the use of platinum-palladium print
in Composed* (2013), which is a series that superimposes hodiernal figures
and 18th century gravures that depict the Ottoman indoors.

Elhan, who defines his art praxis as a "code breaker”, questions the
information, perceptions, illusions, and problems within the photographic
image by using its own language and by creating an act of resistance within
the same zone.







Buzlu Cam
Ground Glass







Buzlu Cam/Ground Glass #001, 2015
Pigment miirekkep baski/Pigment ink print, 42x46 cm

Unique



Buzlu Cam/Ground Glass #002, 2015
Pigment miirekkep baski/Pigment ink print, 42x46 cm

Unique



Buzlu Cam/Ground Glass #003, 2015
Pigment miirekkep baski/Pigment ink print, 42x46 cm

Unique



Buzlu Cam/Ground Glass #004, 2015
Pigment miirekkep baski/Pigment ink print, 42x46 cm

Unique



Buzlu Cam/Ground Glass #005, 2015
Pigment miirekkep baski/Pigment ink print, 42x46 cm

Unique



Buzlu Cam/Ground Glass #006, 2015
Pigment miirekkep baski/Pigment ink print, 42x46 cm

Unique



Buzlu Cam/Ground Glass #007, 2015
Pigment miirekkep baski/Pigment ink print, 42x46 cm

Unique



Buzlu Cam/Ground Glass #008, 2015
Pigment miirekkep baski/Pigment ink print, 42x46 cm

Unique



Buzlu Cam/Ground Glass #009, 2015
Pigment miirekkep baski/Pigment ink print, 42x46 cm

Unique



Ayrinty/Detail, Buzlu Cam/Ground Glass #004, 2015



Ayrinty/Detail, Buzlu Cam/Ground Glass #006, 2015



Buzlu Cam/Ground Glass #010, 2015
Pigment miirekkep baski/Pigment ink print, 42x46 cm

Unique



Buzlu Cam/Ground Glass #011, 2015
Pigment miirekkep baski/Pigment ink print, 42x46 cm

Unique



Buzlu Cam/Ground Glass #012, 2015
Pigment miirekkep baski/Pigment ink print, 42x46 cm

Unique



Buzlu Cam/Ground Glass #013, 2015
Pigment miirekkep baski/Pigment ink print, 42x46 cm

Unique



Buzlu Cam/Ground Glass #014, 2015
Pigment miirekkep baski/Pigment ink print, 42x46 cm

Unique



Buzlu Cam/Ground Glass #015, 2015
Pigment miirekkep baski/Pigment ink print, 42x46 cm

Unique



Buzlu Cam/Ground Glass #016, 2015
Pigment miirekkep baski/Pigment ink print, 42x46 cm

Unique



Buzlu Cam/Ground Glass #017, 2015
Pigment miirekkep baski/Pigment ink print, 42x46 cm

Unique



Buzlu Cam/Ground Glass #018, 2015
Pigment miirekkep baski/Pigment ink print, 42x46 cm

Unique



Buzlu Cam/Ground Glass #019, 2015
Pigment miirekkep baski/Pigment ink print, 42x46 cm

Unique



Ayrinty/Detail, Buzlu/Ground Glass #018, 2015



FiF= o]

Ayrinti/Detail, Buzlu Cam/Ground Glass #017, 2015



Buzlu Cam/Ground Glass #020, 2015
Pigment miirekkep baski/Pigment ink print, 42x46 cm

Unique



Buzlu Cam/Ground Glass #021, 2015
Pigment miirekkep baski/Pigment ink print, 42x46 cm

Unique



Buzlu Cam/Ground Glass #022, 2015
Pigment miirekkep baski/Pigment ink print, 42x46 cm

Unique



Buzlu Cam/Ground Glass #023, 2015
Pigment miirekkep baski/Pigment ink print, 42x46 cm

Unique



Buzlu Cam/Ground Glass #024, 2015
Pigment miirekkep baski/Pigment ink print, 42x46 cm

Unique



Buzlu Cam/Ground Glass #025, 2015
Pigment miirekkep baski/Pigment ink print, 42x46 cm

Unique



Buzlu Cam/Ground Glass #026, 2015
Pigment miirekkep baski/Pigment ink print, 42x46 cm

Unique



Buzlu Cam/Ground Glass #027, 2015
Pigment miirekkep baski/Pigment ink print, 42x46 cm

Unique



Ayrinti/Detail, Buzlu Cam/Ground Glass #024, 2015



Ayrinty/Detail, Buzlu Cam/Ground Glass #021, 2015






Metinler ile Goriintiiler
Arasinda

Ahmet Elhan

Dasarvy: dinleme, icerdeyim
Kimildayan perdenin simdi az berisinde.
Insan kimi geceler nicin ugrar disan?
Bir gercegin icinde kendini dinlediyse.

Bebget Necatigil

Sanirim ¢ogu insanin ¢ocukken aldigi ve unutamadigs 6zel bir armagan
vardir. Benim de var. Once oyun arkadasim, sonra da sevgilim olan
kitaplarla dolu bir evde gegti ¢ocuklugum. Okumak ailemizin ayrilmaz
bir parcastydr. O zamanlar, babamin bana okudugu kitaplarin, beni
alip gotirdigi yerleri hala hayal meyal hatrlarim. Elmam kizarip da
okumay: soktiigiimde, hem gururlanmis hem de heyecanlanmistim.
'Biiytiyiince okursun' diye bana alinan kitaplar, artik sirlarini niimde
agmaya hazird1. Ben de o kapidan igeriye girdim ve kitaplardan kendime
ait bir oda kurmaya bagladim. Sayfalarin arasinda, ciimlelerin izinde,
harflerin pesinde mutlu mutlu kostururken bir aksam, kitabimin ortasina




kiigiik bir kutu diigtii. Babamin bir arkadagt yurtdisi gezisinden bana
bir armagan getirmisti; bir fotograf makinasi... Neredeyse bir oyuncak
basitligindeki bu nesne beni oldukea sasirtti. Oysa ben resimli kitaplar
bekliyordum. Kitapligimin bir rafina koydugum fotograf makinasini
¢ok ge¢meden unuttum. Okul tatili gelip de yaz aylarini gegirdigimiz
kiy1 kéytine dogru yola ¢ikarken babam, i¢ine film koydurdugu fotograf
makinasini boynuma ast1. Ben de, boynumda fotograf makinam, elimde
kitabim uzun ve durgun yaz giinlerinde dolagtim durdum. Ciinkii kimi,
neyi, nasil ¢ekecegimi bir tiirli bilemiyordum. Neredeyse makina ile
iliskimi kesmek tzereyken, aklima bir fikir geldi. Okudugum kitab:
actk duran pencerenin 6niine koyup, arkada bah¢enin de goriindiigi bir
poz fotografini ¢ektim. Ceker ¢ekmez de pismanlik duymaya bagladim.
Ailem dururken bir kitabin fotografini ¢ekmek; ne sagma sapan bir
seydi bu béyle. Ama biiyiilenmis gibi devam edip, geriye kalan pozlar:
da orada harcayip filmi bitirdim. Garip bir rahatlama sard1 igimi. Aruk
ne ¢ekecegimi diisinmekten kurtulmustum. Yine de her yere boynumda
makinamla gitmeyi stirdiirdiim. Yaz bitti, eve déndiik, okullar agildi. Ben
de odamin iginde kitaplarimin arasina gomiildiim. Bir aksam, satirlarin
arasinda yitip gitmisken kitabimin ortasina bir zarf diistii. Iginde de
yazin ¢ekip unuttugum on iki fotograf. Basimi kaldirdigimda babamin
gozleriyle karst karstya geldim...

Fotografla yeniden bulusmam, neredeyse on yil sonra, bir ¢ocukluk
arkadagimin istelemesi ve beni heveslendirmesiyle gerceklesti. Ve bu
ikinci kargilasmadan beri, metinlere olan diskiinligiim ile gortntiilere
olan bagimliligim yan yana ilerliyor. Birinde sadik bir okuyucu, digerinde
sabirlt bir yazic1 olarak bir kararsiz dengede yolumu bulmaya ¢alistyorum.
Bir siire metin 6ne ¢tkiyor, derken goriintii 6nceligi kapiyor. Metinler
gortntiileri anlamlandirmam i¢in beni donatirken, gérintiiler metinleri
unutmam igin beni kigkirtiyor. Ya da gériintiiler metinleri anlattikea,
metinler goriintiileri yaziyor. Sanki ¢ocuklugumda lunaparklarda goriip
i¢ine girmeye can attigim, ama girince de tedirgin olup telaglandigim
cam bir labirentin icindeyim. Isin kotiisii simdi yanimda babam da yok.
Ustelik labirent, buzlu camdan yapilms...




Labirentin buzlu camina yakindan baktigimda higbir 6zel yanini
goremiyorum. Ama orta biyiikliikte bir ahsap kutu ve mercimek gibi
goriinen mercekle bir araya getirilince, buzlu cam artik sadece bir buzlu
cam olmaktan ¢tkiyor. 'Disarist’; karanlik kutunun 6niindeki mercekten
stziiliip, karanligin 'icerisi'nde taklalar atarak gelip kutunun arkasindaki
buzlu camda bir goriintii olarak beliriyor. Saatime bakiyorum; onyedinci
yuzyilin sonunu gosteriyor. Buzlu camin 6niinde oyalanip gériintiilere
kendimi kaptirmak tizereyken, bir ses duyup, arkami déniiyorum; bir de
ne géreyim, karartilmis bir odanin igindeyim. Karst duvarin tizerindeki
kiigiik bir delikten stiziilen giines, isiklarini tizerime digtiriiyor. Sesi bir
dahaduyuyorum. Bir kez dahaarkamiddniince, bir Cinliile kargilagiyorum.
Milattan 6nce besinci yiizyilda durmus, 'Kilitli Hazine Odast' adin1 verdigi
bu odada, kiigticiik bir delikten giren giines isinlarinin bas asag: duran
goriintiiler yarattigini anlatiyor. Ustelik kendisi de bas asagi duruyor.
Yetmigbir boliimden olugan felsefi metinlerini acaba burada, bu titresen
151810 igcinde mi yazdi Mo-zi? 'Goz'imii bir kirpiyorum, yiizyil degisiyor
ve Cin-i Magin'in derinlerinden Atina'da 'Lykeion'un bahgelerine
geliyorum. Tuhaf bir losluk i¢inde Aristoteles, yaslt bir zeytin agacinin
altinda durmus, tutulmakta olan giinesin yapraklar arasindan gegip yerde
biraktig1 izleri inceliyor. Ve 6grencilerine, giinesin igeriye girmesine izin
veren kii¢iik bir delige sahip bir karanlik odada, gériintiiniin boyutlarinin
odanin boyutlariyla nasil degistigini anlatiyor. Bu sirada kimi golgeler,
lisenin bahgesinde toplanip koro halinde, bu metnin ona ait olmadigini,
¢ok sonralar1 Ggrencileri tarafindan yazildigini fisildiyorlar. Derken
fisiltilar da bir metin oluyor...

Yiiziimii giinese déniiyorum; karsimda Iskenderiye. 'Geometrinin Babast'
Euclid kiyida durmus, bir kitap uzatiyor bana. Bir kulagta Akdeniz'i
geciyorum. Elindeki kitabin adi; 'Optik’. 'Gortiniim' anlamina gelen
bu terim, ayni zamanda, Antik Cag 'Gérme' teorisinin de genel baglig:.
Kitaba bir goz atugimda goriiyorum ki Euclid, 1s1gin gérme ile iligkisini
ele aliyor. 'Géz'e bagli olarak, mekandaki nesnenin farkli agilardan
ve farkli uzakliklardan nasil goriindiigi ile ilgileniyor. Bu caligmalar
perspektifi diistindiiriiyor bana. Ama perspektifin bulunusuna daha
onyedi yiizyil var. Euclid'e tam bunu séylemek tizereyken, parlak bir 151k
'Goz'lerimi kamagtiriyor. Elimi siper edip bakinca, aynadan yansittig




gilines 1513101 'Goz'ime tutup giilimseyen Ptolemy'yi goriiyorum. Yine
Iskenderiye'deyim ama milattan bu yana yiizelli yil gegmis. Ptolemy,
151810 yansimast ve kirilmast ile ilgileniyor. Onun da, bir nesnenin aynaya
diisen goriintiisiiniin nasil kopya edilecegine iliskin bilgiler ve geometrik
diyagramlar verdigi 'Optik' isimli bir kitabi var. Acaba onbesinci yiizyilda
Floransa'da Brunelleschi, perspektif tarihinin ilk gériintlistinii aynalar
yardimiyla olustururken, Ptolemy'nin kitabini gérmiis miidiir?

Eski Metinler ile kayip gorintiiler arasinda bir o yana bir bu yana
gidip gelirken, birisi koluma giriyor ve beni onbirinci ylizyildaki bir
golgeligin altina ¢ekiyor. Antik Cag bitmis, Orta Cag bagslayali neredeyse
besytizelli yil olmus. Yine Misir'da ama bu kez Kahire'deyim. Kendisini
Ibnii'l-Heysem olarak tanitan bu matematikgi, bagini iki yana sallayarak
Euclid'in, ne yazik ki yanildigini soyliiyor. Nasil olur? Bat1 diistincesine
Kitab-1 Mukaddes'ten sonra en fazla etki etmis 'Elementler' kitabinin
yazart Euclid mi yaniliyor? Ttim kitaplarini okudugunu anlatiyor. Hatta
geometrisinin bir 6zetini de yazmig Ibnii'l-Heysem. Amayaptigi gzlemler
onu bagka bir bakisa gotiirmis. Bir kapiyr acarak beni igeriye davet
ediyor. Burast, 'El-beytii'l-muzlim'. Yani 'Karanlik Oda'... Burada yaptig:
deneylerle, bas asagy duran Antik Cag Optik teorisini ayaklar: tizerine
dikiyor. Gérmenin; 'Goz'imiizden ¢ikan isinlarin nesneleri aydinlatmasi
ile degil, nesnelerden yansiyan 1sinlarin 'Goz'imiize ulagmasiyla
gerceklestigini anlatiyor bana. Bes tane kandil yardimuyla, 1s1g1n fiziksel
bir varlii oldugunu, algimizi belirledigini matematiksel olarak hesapliyor.
Yedi cildik 'Kitabii'l-Menazir' yani gértinimler kitabi metnini igeride
yazarken, karst duvarda titresen disarinin soluk gériintiilerine de bakiyor
ara swra. Ama bu gorintiler tzerinde hi¢ durmuyor. Yalnizca isigin
bi¢imlerinden séz ediyor. ibm‘i'l—Heysem'e gore; aslolan 1giktir, goriintii
ise; biitiiniiyle zihinsel bir tasavvurdur. Zihinsel olarak kavrandig i¢in de,
bir yiizey {izerine ¢izilmesi imkansizdir... Bunlart s6yleyip namaz kilmak
i¢cin yanimdan ayriliyor.

Simdi burada, hurmalarin altinda bir dakika durup soluklanmaliyim.
Ciinkii yol catallaniyor; zihin tasavvurlarini m1 takip edecegim yoksa
buzlu cam goriintiilerinin pesinden mi gidecegim? Birka¢ adim geri
cekilince, her iki yolun da zemininin metinlerle kapli oldugunu fark




ediyorum. Arapga metinler ile Latince metinler 'Gorme'yi biitiniiyle
farkli okuyorlar. Islam dininin kitabt Kur'an'i, 'Géz'le goriilemeyen ama
biitiin 'Goz'leri géren Allah anlayssi ile, Hiristiyan dininin kitabr Kitab-1
Mukaddes'in, ete kemige biiriinmiis Tanr1 kelam1 olarak Isa anlayist, bu
iki farkls bakigin temelini olugturuyor.

Ben, buzlu camin pesinde oldugumdan Ibnii'l-Heysem'e veda edip,
Kahire'den bir yelkenliye biniyorum ve oniigiincii yiizyilin ortalarinda
Oxford'da, Roger Bacon'in kapisint ¢aliyorum. Heyecanli bir yiizle
agtyor kapiy ve beni iceri aliyor. Kitaplarla, ¢izimlerle dolu masasinda,
yedi boliimlii 'Opus Majus' kitabi duruyor. Besinci béliimii, Ibnii'l-
Heysem'in kitabinin Latince gevirisi 'Perspektiva'dan hareketle, 'Gérme'
teorisine ayirmig. Giines tutulmalarinin izlenmesinde karanlik odanin
yararini anlatiyor. Isigin fizik kurallarina vurgu yapiyor ve bilginin kaynagt
olarak 'Gérme'nin merkeze alinmasi gerektigini séylityor. Birlikte digari
¢tkip dogada bir gézlem yapmamizt 6neriyor. Tam biz iceriden disariya
¢tkmak tizereyken, rahip Bacon ev hapsine alintyor. Ciinkii neredeyse
bin yildir 'G6rme', Hiristiyan teolojisinin alanindadir ve vahiy diinyasina
aittir. Bu, kullarin diinyayr kendi 'Goz'leriyle goriip tasvir edebilecegi
anlamina gelmez. Insanin bakigini merkeze alan 'Gorme' teorisi, haddini
asip kilisenin alanina girmistir. Metinler, goriintiiler, karst metinler...

Soguk ve islak labirentte yavag yavag yiiriyorum. Alacakaranlikta
uzaktan ¢an sesleri geliyor. Hafif bir esinti agaglarda dolasiyor, yapraklar
fistltlyr andiran sesler ¢ikariyorlar. Sanirim ilk o zaman duyuyorum
sair Petrarca'nin sesini; 'Karanlik Caglar' aydinlanmaya basliyor. Az
ileride insanlar 'Goz'lerini iri iri agmiglar, arzuyla diinyaya bakiyorlar
ve dinyayr kendi 'Goz'leriyle gérmeyi talep ediyorlar. Peki ama bu
dogal 'Gérme', bir ylizey tizerinde nasil temsil edilecek? Karanlik oda
duvarindaki goriintiiniin, heniiz bir gézlem yontemi oldugunu ve agik
secik izlenebilen tek goriintiiniin 15181n kaynagi oldugunu unutmayalim.
Yiiriiye yiiriiye ondordiincti yiizyilin sonuna geliyorum. Beni Kuzey
Ttalya'da matematik¢i Biagio Pelacani kargiliyor. 'Gorme' teorisinden
yola ¢ikinca buraya gelecegimi tahmin etmis. Tam zamaninda gelmisim,
clinkii Pelacani, herseyin ol¢iilerek bilinebilecegini ve diinyanin
kavranabilecegini savunarak 'Gorme' teorisinin 1sik ve 151n geometrisini




kokiinden degistiriyor. Nesneler kadar iginde bulunduklari mekanin
da olgiilebildigi matematiksel bir mekan icat ediyor. Bu; nesnelerin
somut olarak varoldugu ve sanat alaninda tasvir edilebildigi bir 'G6rme'
mekant... Perspektifin icadinin egigindeyim.

Bu icada taniklik etmek igin, onbesinci yiizyll baginda, Floransa
Katedrali'nin girisine dogru ilerleyip, igeride beni bekleyen mimar
Brunelleschi'ye yaklagiyorum. Heyecanli oldugu her halinden belli.
Titizlikle hesapladigt bir noktaya beni gotiiriip, yliziimi disartya
donmemi rica ediyor. Ellerime, minyatiir titizliginde yaptig1 bir resim
ve Venedik'te yeni icat edilen bir diiz ayna veriyor. Resmin tizerinde
meydanda gordiigiim vaftizhane var. Resmin arkasindan, agtigs delikten
disartya bakmami séylityor. Tek 'Goz'timil iyice yaklastirip; giinisiginda
yikanan meydani ve vaftizhaneyi gorityorum. Diger elimdeki aynay1 'Goz'
hizama kaldirinca, meydanin ortasindaki vaftizhane bu sefer aynanin
tizerinde goriiniiyor. Boylece dogrusal perspektif tarihinin ilk gériintiisii
ortaya ¢ikiyor. Brunelleschi'nin resmin arkasinda 'Gorme' deligini
actgt nokta, kagis noktast olarak adlandiriliyor sonradan. Kagis noktast
da, ufuk ¢izgisinin tizerine yerlesiyor. Yeni Cag'in ufku, Orta Cag'in
ufkundan oldukg¢a farkli. Bu ufuk; diinya digt bir 'Goz'e degil, insan
'Goz'tine baglaniyor. Bacon'dan iki yiizyil sonra dinsel metinler giictini
yitirmeye bagliyor. Yeni dogan bu gériintiiler, “Aristos Krotos’ metninin
cocugu. Brunelleschi ile az ilerideki bir bagka kiliseye gidiyoruz. Yolda
perspektifin, mekan: gostermenin teknigi oldugundan soz ediyor.
Acaba yalnizca bu kadar mi? Filippo bu kilisede, ressam arkadaginin
hesaplamalarina yardim ediyor. Ciinkii Massacio, perspektif kurallarina
dayali ilk resim {izerinde ¢alistyor ; 'Holy Trinity'. Bu freskoya bakarken;
perspektifin metnini de disiiniiyorum. Ciinkii buzlu camin tizerindeki
goriintii de bu temel ilkenin tizerine kuruluyor; izleyicinin bakisinit temel
alip bu bakist yine ona yonlendiriyor. Ama bu bakis; sabit bir noktada
duran tek bir 'Goz'lin bakist. Perspektifi, insan bakiginin hem teknigi
hem de simgesi olarak géren Alberti de, "Resim Uzerine" adli tezinde
ozellikle ressamlarin bagvuracaklart perspektif ¢izimleri yayinliyor. Eski
ikonlar gidiyor, yerine yenisi geliyor; 'Goz'...




Onbesinci yiizyil boyunca Italya'da atslyelere girip ¢ikiyorum. Perspektif,
insan bakigint resme tagirken insani da resmin konusu yapiyor.
Ressamlar bu yeni resim yapma teknigini kullanarak portreler yapryorlar.
Aristokratlar ve yeni yeni serpilmeye baslayan ‘Bourgeoisie’ kendi yiiziinii
yluceltiyor. Bir parantez agip bin dértyiiz otuz ii¢ yilinda Hollanda'da
Jan van Eyck't ziyaret ediyorum. Aynalarin 6niinde oturmus, kendi
portresini yapiyor. Bu resim, diinyanin ilk 'selfie'si. Parantezi kaptyorum
ve Floransa'ya dontiyorum. Goérebildigim kadariyla hentiz karanlik oda
ile ¢izim arasinda bir bag kurulabilmis degil. Ger¢i Leonardo, optik
tizerine ¢aligmalarinin da yer aldigi Codex Atlanticus'unda karanlik
odadan s6z ediyor. Ama kendisiyle karsilasamiyorum ve ¢izim i¢in
kullanip kullanmadigint soramiyorum. Bir gelisme bekleyerek, onaltinct
yiizyil ortasina kadar, Italyan manzaralarinda agik hava perspektifi
icinde dolastyorum. Sonunda Napoli'den bir ses geliyor; Giovanni
Battista Della Porta, '"Magiae Naturalis' isimli kitabin1 yaziyor. Karanlik
odada deligin oniine mercek kondugunda duvara diisen goriintii
kalitesinin arttigint séyliiyor ve sanatgilara ¢izim yapmak i¢in karanlik
odadan yararlanmalarini tavsiye ediyor... Iste bu ¢ok 6nemli; iinkii
fotograf makinasinin iki temel pargast; yani mercekler ile karanlik oda
birlestiriliyor. Simdi sira buzlu camda...

Onyedinci yiizytlin baginda Almanya'dayim. Gékbilimci Johannes Kepler
ile bulusuyorum. 'Kitabii'l-Menazir'in yeniden ve eksiksiz olarak yapilan
gevirisini okumus. 'Astronomiae Pars Optica'da; Ibnii'l-Heysem'in 'El-
beytii'l-muzlim'ini 'Camera Obscura' olarak adlandirtyor ve bu, bir terim
olarak yerlesiyor. Kepler aragtirmalarinda oda yerine, taginabilir bir ¢adir
kullaniyor. Tki yiizyil 6nce Johannes Gutenberg'in yasadigi yerlerde
dolagmay1 stirdiiriyorum. Elimde, Alman matematik¢i Athanasius
Kircher'in onyedinci yiizyilin ortasinda yayinladigi, 'Ars Magna Lucis
et Umbrae' kitabt var. Onun Camera Obscura tasariminda goriinti;
duvarda degil, odanin ortasina dikine yerlestirilmis bir yiizeyde beliriyor.
Ama asil ilging olani, bu gériintii yiizeyi yagls bir kagit. Boylece goriintd,
mercek ile ¢izimi yapanin arasina yerlesiyor. Buzlu cama bir arpa boyu
uzakliktayim. Main irmagmin kiyisinda Johann Zahn ile tanigiyorum.
Inangli bir kilise tiyesi olan Zahn, kendisini 1g1igin 6grencisi olarak
tanitmayt seviyor. Kitab1 'Oculus Artificialis'deki ayrinuli ¢izimlere




birlikte bakiyoruz. Neler yok ki; mikroskoplar, teleskoplar, mercekler.
Ama asil ilginci, elde tasinabilir boyutlardaki ahsap dikdértgen kutular.
Burada, bir odadan bir kutuya doéntisen Camera Obscura ile kargi
karstyayim. 'Digarist’; ahsap kutunun Oniindeki mercekten siiziiliip,
karanligin 'igerisi'nde aynaya ¢arparak yiikseliyor ve kutunun tizerindeki
buzlu camda beliriyor. Artik ressamlar Camera Obscura'nin igerisinde
degil, disarisinda ¢aligabilecek. Saatime bakiyorum; onyedinci yiizyilin
sonunu gosteriyor.

Labirentte biraz daha ilerliyorum. Farkli yerlerden farkl: sesler geliyor.
Birileri bilginin, duyumlar ve deneyimle kazanilabilecegini ileri siirtiyor.
Digerleri ise bilginin disiincede ve zihinde temellendigini soyliiyor.
Camera Obscura'nin tam gelisimini tamamladigi bu ¢agda, 'Goz'tin
durumu sorgulanir oluyor. Sanayi devriminin esiginde buzlu camin
ontindeyim. Buzlu camin arkasinda ise, yogun bir hareketlilik var.
Zaman giderek daha degerli oluyor ve hizla ge¢ip gidiyor. Uzun ve sakin
'Gorme' yerini, hizlt bir 'G6z' atmaya birakiyor. Aristokrasinin metni
siliklesirken, burjuvazinin metni belirginlesiyor. Seslerin ¢ok yiikseldigi
o giinlerde Paris'teyim. Artik bagka bir ¢ag basliyor. Aydinlanma, 'Géz't
aydinlatiyor, 'Goz' fotografik goriintiiyii kigkirtiyor, fotografik goriinti
ise; 'Ozgﬁrlﬁk, Esitlik, Kardeslik' metnini tagtyor...

Ilk fotografin bakir bir plakada belirmesinden bu yana neredeyse iki
yuzyil geemis. Bir aksam odamda oturmus elimdeki fotograf kitabini
okuyorum. Disarida hafif bir yagmur var. Damlalar kepenklerde prtirdyor.
Birden bire kedim kitabin ortasina si¢riyor. Aklima ¢ocuklugumun o
sasirtict armagani geliyor, hafifce giilimstiyorum. O giizel giinler ¢ok
gerilerde kaldi. Artik, gériintiilerin masal anlatabildigini, metinlerin
biiyti yapabildigini biliyorum. Ustelik giinden giine sagirtmacalart
daha fazla, g6z boyamalar1 daha sik kullanir oluyorlar. Onlar benimle
oynarken ben de onlara karst oynamaya kalkiyor; fotografik goriintiiyi,
fotografik goriintiiyii iireten fotograf makinasini, fotograf makinasini
tireten bilgiyi ve o bilgiyi tireten {ist metni ¢6zmeye ¢aligtyorum. 'Buzlu
Cam' bu labirentten bir ¢ikis arayisidir...
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Between
Texts and Images

Ahmet Elhan

Don'’t listen to the outside, I'm bere inside

Now on the hither side of the budging curtain.

Why does one wander around outside on certain nights?
If one has listened to oneself inside a truth.

Bebget Necatigil

I guess most people have received a special gift in their childhood
that they have not been able to forget. I also have one. I spent my
childhood in a house filled with books that were my playmates at first,
then they became lovers. Reading was an essential part of our family. I
still vaguely remember the places I have been taken by the books that
my father used to read to me. When my apple ripened and I learned
how to read, I was both proud and excited. The books that were bought
for me to read when I grew up were ready to reveal their secrets to
me. So I entered through that gate and I started to construct a room
of my own from those books. One night, when I was happily chasing




after letters and following sentences between the pages, a small box
fell upon my book. One of my father’s friends had brought a gift for
me from abroad—a camera. This object, as simple as a toy, was quite
striking for me. Yet I was expecting illustrated books. I quickly forgot
about this camera that I left on a shelf in my bookcase. When it was
time for the summer break, my father had the camera placed with a
roll of film and he put it around my neck, as we made our way to the
seashore village where we spent the summers. And I wandered around
with my camera around the neck, my book in hand on the long and
calm days of summer. Because I couldn't figure out who, what, or how
to photograph. Just as I was about to break my relationship with the
camera, an idea struck my mind. I placed the book I was reading in
front of the open window and took a photograph, including a view of
the back garden. The moment I took this photograph, I was regretful.
What kind of a silly idea was it to take a picture of a book just like that
instead of taking pictures of my family. I continued, as if enchanted,
using up the rest of the roll taking pictures there. I was somehow
suddenly relieved. I was liberated from the anxiety of trying to think
about what to photograph. I still continued to go everywhere with
my camera around my neck. The summer was over, we returned back
home, schools opened. I was immersed back in my room, with my
books. One evening, when I was lost between the lines, an envelope
fell upon my book. Inside the envelope were the twelve photographs
I took over the summer that I had forgotten about. When I lifted my
head, I met my father’s eyes...

My re-encounter with photography happened almost ten years later
through a childhood friend’s insistence and encouragement. And since
this second encounter, my addiction to images continued alongside my
devotion to texts. I try to be a dedicated reader in one and a patient
writer in the other, trying to find my way through an uncertain balance.
The text is foregrounded for a while and then the image becomes
more prominent. While the texts provide me with the context to give
meaning to the images, the images provoke me to forget the texts. Or
rather, as the images illustrate the texts, the texts write the images.
It is as if 'm in a glass labyrinth like the ones I used to visit with




excitement as a child at amusement parks—upon entering, I would
immediately tense up. Unfortunately, my father is not here with me.
Besides, the labyrinth is made up of frosted glass.

When I take a closer look at the frosted glass of the labyrinth, I don’t
see anything special about it. But when it is combined with a medium-
scale wood box and a lens that looks like a lentil, the frosted glass
becomes a ground glass. “Outside” seeps through the lens in front of
the dark box, somersaulting within the darkness to appear on the back
of the box on the ground glass as an image. I look at my watch—it’s
the end of the seventeenth century. Just as 'm about to be drawn
into the images that appear on the ground glass, I hear a noise and
turn around. It is a dark room. The sunlight seeping through a small
hole on the wall across fall on me. I hear the noise again. When I
turn around again, I see a Chinese man. Standing in the fifth century
BC, he is talking about the upside-down images that happen through
sun rays that come through a small hole on the wall in this room
he calls “Locked Treasure Room.” He is also standing upside-down.
Did Mo-zi write his seventy-one part philosophical texts here, under
this trembling light? I blink, the century changes and I come to the
Lykeion gardens in Athens from depths of Southern China. Aristoteles
stands next to an old olive tree in a strange dimness, looking at the
traces the sun left behind while moving towards an eclipse. And he
tells his pupils about how a small hole on the wall in a dark room
allows the sun to enter and how the dimensions of the image change
with the dimensions of the room. In the meanwhile, some shadows
gather in the garden of the high-school, whisper in choir about how
this text does not belong to him and was actually written by his pupils
much later. Then the whispers become a text.

I turn my face to the sun—Alexandria is across from me. The father
of geometry, Euclid, is standing on the shore, showing a book to me.
I cross the Mediterranean in one stroke. The book he is holding is,
“Optics.” This term, which means “appearance” is also the general
heading of the “secing” theory of antiquity. When I skim through
the book, I realize that Euclid looks at the relationship between light




and seeing. He is interested in how an object appears in relationship
to the eye from different angles and distances in a space. These works
make me think about perspective. But there is still seventeen centuries
till the discovery of perspective. Just as I'm about to tell Euclid about
this, a bright light blinds me. When I put up my hand and look, I
see Ptolemy, smiling and reflecting the light with a mirror, directing
it to my eye. I'm again in Alexandria, but now it’s one hundred and
fifty years AD. Ptolemy is interested in the reflection and refraction of
light. He also has a book called 'Optics' in which he gives information
on how to copy images reflected in mirrors and which also includes
geometrical drawings. I wonder if Brunelleschi saw Ptolemy’s book as
he was forming the first image of the history of perspective with the
help of mirrors in fifteenth century Florence?

As I move between old texts and lost images, somebody takes my arm
and pulls me under a shade in eleventh century. The Antique Era is
over, it’s been almost five hundred and fifty years since the middle
ages started. 'm in Egypt again, but this time 'm in Cairo. This
mathematician, who introduces himself as Ibni’'l-Heysem, shakes his
head from side to side and says that Euclid was, unfortunately, wrong.
How could that be? Euclid, who wrote Elements, which is the book
that influenced Western thinking more than any book except Holy
Bible, was wrong? He says that he read all his books. Ibnii’l-Heysem
even wrote a summary of Euclid’s geometry. But his observations
took him to another interpretation. He opens up a door and invites
me inside. This is 'El-beyti’l-muzlim', the 'Dark Room'. With the
experiments that he constructs here, he subverts the optical theory of
Antiquity. He tells me that seeing is not because the light that emerges
from our eyes enlightens the objects, but rather is because the lights
reflected off the objects reach our eyes. He calculates mathematically
the physical being of light and how it defines our perception with the
help of five oil lamps. As he is preparing his seven-volume 'Kitabii’l-
Menazir', book of appearances, in his dark room, he glances at the faint
images of the outside that trembles on the wall across from him. But
he never gets fixated on these images. He only talks about forms of
light. According to ibnij’l-Heysem, what’s most important is the light.




The image, on the other hand, is a totally mental conception. Since
percieved mentally, it is impossible to draw the image on a surface.
After saying these he leaves my side to pray.

Now here, I need to take a break under the persimmon tree because
the road is forked into two. Should I follow the visions of my mind
or should I pursue the images on the ground glass? When I take a
few steps back, I realize that both roads are paved with texts. Arabic
texts and Latin texts read 'Seeing' completely differently. The Qur'an,
seeing God as an eye that cannot be seen but that sees all eyes in full,
and the Bible seeing Jesus as the flesh and bone of God's word form
the foundations of these two different understandings.

As I'm after the ground glass, I take a sailing ship from Cairo, say
goodbye to ibnii’l—Heysem, knocking Roger Bacon’s door in the
middle of the thirteenth century. He opens the door with excitement
and takes me inside. On his desk filled with books and drawings, there
lies his seven-volume book, 'Opus Majus'. He dedicated the fifth
chapter to the theory of seeing with reference to 'Perspektiva’, the
Latin translation of Ibnii'l-Heysem's book. He talks about the benefits
of the dark room in viewing sun eclipses. He places an emphasis on
the rule of physics of light and he places 'Seeing' as the source of
knowledge. He asks me to step outside with him to make observations
in nature. Just as we are about to step outside, priest Bacon is put in
house arrest. For almost a thousand years, 'Seeing' is under the rubric
of Christian theology and belongs to the world of divine inspiration.
This means that devotees cannot see and describe the world with their
own eyes. The theory of 'Seeing', which placed the human gaze at
its core, has stepped into the territory of the church. Texts, images,
counter-texts...

I'm walking in the dark and humid labyrinth, slowly. I hear bells from
afar in the twilight. A light breeze goes through the trees, leaves'
utterances resemble whispers. I think this is the first time that I hear
the voice of Petrarca, the poet; the 'Dark Ages' start to be illuminated.
A little further away, people have opened their 'Eyes' wide, looking




onto the world with desire and demanding to see the world through
their own 'Eyes'. But how will this natural 'Seeing' be represented on a
surface? Let’s not forget that image on the wall of a dark room is still
a method of observing and the only image that can be watched clearly
is the source of the light. I walk to the end of the fourteenth century.
Biagio Pelacani, the mathematician, meets me in Northern Italy. He
guessed that I would arrive there when I started on the theory of
'Seeing'. I arrived just in time, because Pelacani, by defending that
everything can be known by measuring and thus the world can be
comprehended, fundamentally changes the geometry of light and
beam of the theory of 'Seeing'. He invents a mathematical space in
which the space can be measured as well as the objects. This is a space
of 'Seeing' in which objects concretely exist and can be described in
the field of art. I'm on the verge of the invention of perspective.

In order to witness this invention, I move forward to the entrance of
the Cathedral of Florence and approach architect Brunelleschi who
is waiting for me inside. It is obvious that he is excited. He takes
me to a spot that he has meticulously calculated and asks me to
look outside. He hands me a painting that he has made with the
mastery of a miniature painter and a flat mirror that was invented
recently in Venice. Depicted in the painting is the baptistery that I
saw in the square. He asks me to look outside from the back of the
painting through the hole that he has made in the painting. I bring
one of my eyes closer and see the square and the baptistery, bathed
in sunlight. When I bring the mirror in my other hand to my eye
level, I now see the baptistery of the painting on the mirror. There
appears the first image of linear perspective in history. The hole that
Brunelleschi has made in the painting is later named the vanishing
point. The vanishing point is then placed on the horizon line. The
horizon line of the New Era is quite different from that of the Middle
Ages. This horizon line is connected to the human 'Eye' and not an
'Eye' outside this world. Two centuries after Bacon, religious texts
start to weaken. These newborn images are the offspring of the text,
'Aristos Krotos'. We go with Brunelleschi to a church nearby. He tells
me that perspective is the technique to show the space. Is that all?




Filippo helps his painter friend with the calculations in this church
because Massacio is working on the first painting based on the rules
of perspective: Holy Trinity. As I look at this fresco, I think about
the text of perspective because the image on the ground glass is also
based on this main principle; taking the viewer’s gaze as the basis and
directing it back at himself/herself. But this gaze is the gaze of a single
'Eye' that is standing in a fixed position. Alberti, who sees perspective
as a technique and a symbol of the human gaze, publishes perspective
drawings that painters can use in his thesis, “On Painting.” Old icons
disappear, a new one appears; the 'Eye".

I go in and out of studios in fifteenth century Italy. Perspective takes
human gaze into painting and makes the human being a subject of
painting. Painters are making portraits using this new painting
technique. Aristocrats and the blossoming 'Bourgeoisie’ glorify
their own faces. I open up a parentheses and visit Jan van Eyck in
the Netherlands of 1433. He is sitting in front of mirrors, making
portraits of himself. This painting is the first 'selfie’ in the world. I
close the parentheses and return back to Florence. From what I can
see, there still is no connection between the darkroom and drawing.
Leonardo does talk of the dark room in his 'Codex Atlanticus' where
he also features his work on optics. But I don’t see him and I can’t
ask him whether or not he has used it for drawing. Waiting for a
development until the middle of the sixteenth century, I wonder
around Italian landscapes with open-air perspectives. Finally, a voice
comes from Napoli, Giovanni Battista Della Porta writes his book
'Magiae Naturalis'. He says that when one places a lens in front of the
hole in the dark room, the image that falls on the wall is of better
quality and he recommends that artists use this dark room to make
drawings... Now this is very important, because there merges the two
most important elements of the camera: the lenses and the dark room.
Now, it’s the turn of the ground glass.

I'm in Germany at the beginning of the seventeenth century. I meet
with the astronomer Johannes Kepler. He has read the new, unabridged
translation of the 'Kitabii'l-Menazir'. In 'Astronomiae Pars Optica', he




names Ibni’'l-Heysem’s 'El-beytii’l-muzlim' as 'Camera Obscura' and
establishes a new term. Kepler uses a mobile tent instead of a room
in his research. I keep wandering around where Johannes Gutenberg
lived two hundred years ago. In my hand is German mathematician
Athanasius Kircher’s 'Ars Magna Lucis et Umbrae' that he published
in the middle of the seventeenth century. In his Camera Obscura
design, the image appears not on the wall but rather on the surface
that is vertically placed in the middle of the room. But what is most
interesting is that this surface is a sheet of oily paper. The image is thus
placed between the lens and the person making the drawing. I'm very
close to the ground glass. I meet Johann Zahn on the shore of the river
Main. Zahn is a devout member of the church and he likes introducing
himself as a student of light. We look at the detailed drawings in his
book 'Oculus Artificialis' together. There are microscopes, telescopes,
lenses. But what is most interesting is the portable, rectangular
wood boxes. Here, I encounter the Camera Obscura that has been
transformed from a room into a box. The 'Outside' seeps through the
lens in front of the wood box, deflected off of the mirror 'inside' the
darkness and appears on the ground glass on the box. Now, painters
can work outside the Camera Obscura, rather than within the Camera
Obscura. I look at my watch, it is the end of the seventeenth century.

I move forward in the labyrinth. There are different noises coming
from different spots. Some claim that knowledge can be obtained
through senses and experience. Some others argue that knowledge
forms in thought and in the mind. As the development of Camera
Obscura is completed in this era, the position of the 'Eye' is called into
question. On the verge of the industrial revolution, 'm right in front
of the ground glass. There is an intense commotion behind the ground
glass. Time becomes more precious, moving by rapidly. The extensive
and calm 'Gaze' is replaced by quick 'Glance'. As the aristocracy’s
text fades, the bourgeois’s text becomes more distinct. I'm in Paris
in those days when the noises become more audible. Another era is
beginning. Enlightenment sheds light on the 'Eye’, the 'Eye' provokes
the photographic image, the photographic image carries the text of

“Liberty, Equality, Fraternity”...




It has been almost two hundred years since the appearance of the first
photograph on a copper plate. One evening, I'm sitting in my room,
reading a book on photography. There is a light rain drizzling outside.
The drops are pattering on the shutters. Suddenly, my cat jumps into
the middle of my book. I remember that surprising gift from my
childhood, and I smile. Those beautiful days are long past. I now
know that images can tell a fairy tale, texts can cast a spell. Every day,
their tricks become more common, their distractions more frequently
used. As they play me, I try to play with them—I try to deconstruct
the photographic image, the camera that produces the photographic
image, the knowledge that produces the camera and the meta-text
that produces that knowledge. “Ground Glass” is the search for an exit
from this labyrinth...
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