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GiRIS
SANATSAL TRANSGENETIK CANLILAR

21.yuzyilin, belki de, sosyal teori icinde gelmis oldugu noktadaki
en sessiz ama en dikkat cekici gelisme biyolojik olan ve kiltirel
olan arasindaki ayrimin sorgulanmasiyla gerceklesti. icine girmis
oldugumuz ylizyilda, gecen ylizyildan gelen ve filozoflar tarafindan
iddia edildigi sekilde olusan teorik bir bakisin da sirdirilmesiyle,
degisik oldugu ileri sirilen ve fonksiyonlarinin da farkli oldugu
iddia edilen erkek ve kadinin dogalarinin ayrisikligi olarak
ortaya atilan modern teoriler, ayrimlari birbirilerinin icine giren
slireclerde, amaclarinin ve aracsalliklarinin bir tarafa birakildig:
bir anlayis icinde kesistiren bakislari birlestirmeye basladi. Michel
Foucault ile Noam Chomsky'nin 1960°li yillarin sonunda yaptiklari
tartismada, Chomsky “insanin dogasina” inandiini séylerken,
Foucault insan dogasinin ontolojik olmaktansa tarihi oldugunu ve
belirli donemlere gore degiskenlik gosterdigini iddia etmekteydi.
Bugiin gerek biyolojik devrimlere gerekse fiziki molekdler
devrimlere baktigimizda Foucault'nun bu tartismada hakli oldugu
ortaya cikmakta sanki. Bugiin ne insanin biyolojik olarak dogumu
ne de kiltirel olarak olusumu dogallik icinde gordlebiliyor. Birbiri
icine girmis cinsiyetler, nerdeyse Platon zamaninda beri bildigimiz
bir gercegi su yuzline cikarmislarcasina yan yana yasamakta ve
pratik edilmekte. Queer teori bugiin gelmis oldugumuz toplumsal
ve cins kimlikleri tizerine olan tartismayi bu ikili kesismeye dogru
slirtiklemis vaziyette!".

Once kadinlarin erkeklerden daha asagi oldugu iizerine baslayan
tartismaya gore, daha kisa boylu olduklarindan dolayr daha mi
zayiftirlar ve glicslizdirler lzerine gelisen disiince, daha sonra
kafatasi 6lcmeleriyle birlikte antropolojik olarak irklari hedef aldi:
asagi ve Ustln irklar olarak diinyayi birbirine katti. Siyah mi beyaz
mi, erkek mikadin mi? ikili karsitliklar tzerine kurulu olan bir teorik
yaklasim, kimlikler insa etti ve etnik, milli, dini ve cinsiyet kimlikleri
olarak geri dondu pratik yasantilarimizda. 20. yiizyila girdigimizde

INTRODUCTION

ARTISTIC TRANSGENETIC BEINGS

The mostinteresting, albeit quiet developmentin social theory of the
21st century was probably the questioning of the difference between
what’s biological and what's cultural. In this century, with the
continuation of what was suggested by the philosophers of the last
century, the modern theories, where it was alleged that the nature
of men and women were heterogeneous and that their functions
were different, united the gazes that had previously intersected,
in an understanding where their aims and instrumentalization
were ignored, in processes where their differences intertwined.
In the discussions between Michel Foucault and Noam Chomsky
in the late 1960s, while Chomsky said he believed in “human
nature”, Foucault claimed human nature was historical rather than
ontological, and that it varied from era to era. Today, when we look
at the biological revolutions as well those in molecular physics, it
seems Foucault was right. Today neither the biological birth nor
the cultural formation of man can be seen as natural. Interwoven
genders that live side by side, are practised as if to reveal the truth
we’ve known since the time of Plato. Queer theory has brought the
social and gender identity discussion to this binary intersection ",

The discussion that begins with the notion that women are inferior
to men, brings up the question whether their weakness and
powerlessness is due to their lack in height, then, anthropologically
targets the races through the measuring of skulls: They raised hell
by dividing the world into inferior and superior races. Black or
white, man or woman? A theoretical approach that is built upon
binary oppositions, constructed identities and entered back into
our lives as ethnic, national, religious and gender identities. As
we entered the 20th century, the positivism of the world of science
created a biology which focussed on endocrinology and gonads,
i.e. testicles in men and ovaries in women. The world of biology
reigned supreme. But the world of art, compared to the world of

bilimsel dinyanin pozitivizmi endokrinoloji ile gonadlarin
yani erkeklerde testikillerin, kadinlarda ise yumurtaliklarin
cinsiyeti lzerine odaklanan bir biyolojiyi baslatti. Biyoloji diinyasi
egemendi artik. Ama sanat diinyasi, bilim diinyasina ragmen daha
“acayiplerle” ugrasmaktaydi. Erkek ve kadin hormonlariyla birlikte
fark diuslincesi Uzerine bir yasam kurdu, insan tirt. Hormonlari
cinsellestirdi ve davranislarimizi belirledik. Erkek XY, kadin XX
olarak ogretildi. XO veya XXY ise istisnai durum olarak kabul
edildi. “Anormaller” dodustan deformasyona ugrayanlar olarak
adlandirildi.

Bu tarih, farki tek bir aciklama faktoriine bagladi. Sonra bu kimyasal
ve genetik olanin cevre faktorlerine nasil baglandigi s6z konusu
edildi. Boylece biyolojik olan ile sosyal olan arasinda sosyolojik bir
ayrim olustu. Cinsellik de cinsiyet kimligine baglandi. Bilimin veri
olmaninyanisira, bir sosyallige bagli olarak diistinildigi ise ihmal
edildi. Cinsiyet nesneldi, clinki fiziki olarak oyle karar verilmisti.
Toplumsal cinsiyet ise -kadinsi veya erkeksi olsun- dznel sayildi;
cinki bireyseldi ve sosyal olarak kurulmustu, bir secime bagliydi
eninde sonunda. Transeksiiller, La Metamorphose impensable
adli kitabin yazari, Pierre_Henri Castel'e gore, caniydiler 6ncelikle;
daha sonra psikiyatrinin eline teslim edilen hastalar oldular.
1945'ten sonra pediyatrik ameliyatlar interseks bireyleri yok etmeye
calisti. Daha dogustan doktorlar karar verdiler hangi cinsiyetten
olacaklarina®. Her insan canli olarak bir klinikten, hastaneden
medeni hali belirlenmis olarak cikacakti bundan bdyle. Artik,
vajino-falloplastik miidahaleler bazi yerlerde sosyal glivencelerden
faydalanmakta.

Artik cinsiyet kimliklerinin sonrasina dogru, kimliksizlesme
siirecine dogru yol alinmis vaziyette. Her insanin dogustan
hastaneden cinsiyeti belirlenmis olarak cikmasi gerekmemeli.

science, was dealing with rather “bizarre” things. The human kind
built a life on the notion of difference, sexualised the hormones
and we determined our behaviour. The men were taught as XY
and the women XX. XO or XXY were accepted as exceptions. “The
abnormals” were defined as deformed-at-birth.

This history attributed the difference to a single explanation factor.
Then, it was discussed how these chemical and genetic ones
were connected to environmental factors. Sexuality was tied to
gender identity. The idea that science, in addition to being data, is
connected to sociability, was disregarded. Gender was objective, it
was physically agreed on as such. Social gender, however -whether
it be male or female— was considered subjective; because it was
personal and it was established as social, it was a choice after
all. Transsexuals, according to Pierre-Henri Castel, the author of
La Metamorphose Impensable, were villains first and foremost;
and then they became psychiatric patients. Paediatric operations
performed after 1945 tried to wipe out intersexual individuals.
Doctors decided at birth what gender they were going to be 2.
Every person was going to leave the hospital or the clinic with their
marital status already determined. Today, vaginal phalloplastic
surgeries are covered under public health care systems in some
parts of the world.

The world is moving in the direction of post-gender identity, a
process of de-identification. People shouldn’t have to leave the
hospital with their gender already determined. Instead of dual
contradictions, a sustenance of genders, a man/woman continuity
is medically accepted. For the last twenty years, transgenders
have proven the existence of another kind of sexuality, gender and
other kinds of lives. Everyone has endless choices. Queer theory
presents ambiguity and anonymity as sexuality. Thanks to this,



ikili karsitliklar yerine cinsiyetin bir siirekliligi, erkek/kadin
devamliligr tibbi olarak kabul gérmis vaziyette. Transcinsiyetler
son yirmi yildir baska bir cinselligin ve cinsiyetin var oldugunu ve
baska tiirli yasamlarin var oldugunu belirlemekte. Herkesin elinde
sonsuzcasina bir secim var. Queer teori cinsellik olarak belirsizligi
ve kimliksizligi bize sunmakta. Bu sayede belki bir gin diger
kimlikleri de unutmaya baslariz ve bunlar tarih kitaplarinda kalir.

Bu tarihi Osmanli cografyasi icinde disinen ve Avrupali
gravirlerinden yola cikarak cinsiyetleri bugline dogru getiren
fotografik teknikleriyle Ahmet Elhan cins kimliklerini Tirkiye
topraklarinda ust Uste bindirerek, buglinki cinsiyet kimliklerinin
kimliksizlesmesini bize sunmakta. Tarihi olarak yukarida ele almis
oldugumuz ve 6zetledigimiz dontisim Ahmet Elhan’in calismasinda
birbiri icine gecen ve kimligi tespit edilemeyen trans’lar meydana
getirmekte. Her biri farkli olan ve asla 6zdeslesemeyecek olan
cok bedenli, cok tercihli cinsiyetleri, cinselligi olan insanlar
neo-oryantalist bir bakisa, sanki, izin vermemek Uzere onceden
kurulmus? Fotograf teknikleri ve sosyal kurgularin icinden
gecen bu bakis her seyden once modernligimizin ve sosyal
alanimizin  6nemli sorularindan birisini glindeme getiriyor:
Kimlik nerde baslar ve nerde biter? Bu soru onemli midir, yoksa
modernligimizin yeni sorulara yonelmek lzere onu terk ettigi bir
anda, degerini kaybetmeye mi baslamistir? “Cinsellik muammasi”
bir benzemezlik alanina mi aittir?® Asla 6zdeslemeyecek olan,
Oedipus kompleksinin kadindaki eksigi bulmaya calistigi Freud'ci
bakis [Anti-Oedipe aslinda bunun yeniden okunmasindan baska
bir sey degil, eksikten cikis teorisi) bugiin terk ettigimiz bir teorik
alan olarak durmaktal. Ahmet Elhan’in calismasi bu terk ettigimiz
cinsiyetimizin nereden geldiginin arastirmasini mi yapmakta?
Bedenlerin cinsiyeti degil sadece hareketi var, kimildarcasina,
degisircesine, donistircesine bir cinsiyetten bir digerine.

maybe someday we will forget other identities and these will be
buried in the pages of history.

Ahmet Elhan, by overlapping these sexual identities in Turkey,
presents us with today’s de-identification of sexual identities
using photographic techniques that bring about the genders of
the Ottoman era, using European gravures. The transformation
that | have talked about from a historical standpoint, generates
intertwined and unidentifiable changes in Ahmet Elhan’s work.
Could people have pre-designated these multi-bodied, distinct
and mutually exclusive sexualities to disallow a neo-orientalist
view? This gaze that originates from photography techniques and
social constructs begs an important question of our modernity
and social environment: Where does identity start and end? Is this
question important or has it lost its value whilst our modernity had
been busy dwelling on other questions? Does “the conundrum of
sexuality” belong to a field of dissimilarity? ® The Freudian view
that tries to find what's missing in the woman through the Oedipus
complex (Anti-Oedipus is actually nothing but a re-evaluation of
this, induction from lack] is today an abandoned theory “. Does the
work of Ahmet Elhan investigate the whereabouts of the gender
that we have abandoned? Bodies have motion, rather than gender,
wiggling, changing, transforming from one gender to another.

To define the ideology, Althusser suggests “interpellation” ©l: It's
the ideology that states that by shouting, “Hey you there!” towards
a person, as the person who is called turns, or even before the
shout, that person who is called becomes a “subject” . With
the technique and the three-era duplication technology he uses
in his photographs, Ahmet Elhan creates a superposition. Ink;
from gravure to palladium, from Platinum to digital printing: An
overlapping genealogy.

ideolojinin ne oldugunu belirtmek icin Althusser’in bir “seslenme”
olarak adlandirdiyi sey®: “Hey sen oradaki!” seslenerek daha
en basindan, seslenilen kisi donerken ve hatta daha da oteye
seslenmeden de dnce seslenilen kimsenin bir “6zne” oldugunu
belirten ideoloji olarak adlandirilmaktal®. Ahmet Elhan,
fotograflarinda kullandigi teknikle lc¢c doénem cogalta teknolojisi
sayesinde bir siiperpozisyon yaratmakta. Gravirden palladium
Platinum’ dan dijital baskiya miirekkep: Ust iste binen bir
soykitigu.
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DiL, FOTOGRAF, BEDEN:
AHMET ELHAN’IN “MUREKKEP”
SERISi UZERINE BiR
YORUMLAMA ONERISi

Mirekkep sozciigl Uc farkli anlama sahip: “Yazi yazmak, desen
cizmek ya da basmak icin kullanilan sivi madde” (isim), “birlesmis,
birlesik” (sifat) ve “-den olusmus” (sifat) anlamlarina gelmekte.
Bu s6zcugtin bir sergi basligi olarak secilmesini baslangic noktasi
olarak ilerleyecegim bu yazimda, Ahmet Elhan'in “Mirekkep”
basligini tasiyan son serisi icin, sanatcinin kendisinin de anladigi
bicimiyle, sozciglin Uclinci anlamina odaklanan bir okuma ve
degerlendirme denemesi yapmaya calisacagim. Fakat bu tespitin,
diger iki anlami disarida birakacagim sonucuna gotirmesini
istemem. Aksine, zannimca Ahmet Elhan sozciigi kullanim islevi
baglaminda, itk iki anlami ve bdylece tarihi, sosyal, siyasi, ekonomik
ve kiiltirel referanslari da kapsayacak bicimde sozcligi genis
bir kapsamda kullanmakta. Peki, neyden mirekkep bir konudan
bahsediyoruz? Bununla ilgili olarak Uc farkli alani iceren bir okuma
katmanlari 6nerecedim: Dil, fotograf ve tarih/beden iliskisi.

Dil, neyi icerir? insanlarin cogu “dil” denildiginde hemen konusulan
ya da yazilan sozctiikleri ya da sozleri dislinmekte; fakat dil sadece
sozcikler ve ifadelerden cok daha genis oOlcekli bir sistemi isaret
etmektedir, eger bu konuyu sorunsallastirip, Uzerine daha derin
bir bicimde diisiinmeyi arzu ediyorsaniz. Ornegin dil, ayrica
iletisimde kullanilan bedensel “jestleri” de kapsar. Burada
evrensel 6lcekte isaret sistemlerinde kullanilan genel uygulamalar
- trafik lambalari ya da dur isareti gibi - degil de, iletisimde
kullanilan sozciklerin otesinde, karsi tarafa iletilmesi istenen
anlami destekleyen bedensel jestleri kastetmekteyim. Erwin
Panofsky'nin bir resmin algilanabilmesi ve haz alinabilmesi icin

LANGUAGE, PHOTOGRAPHY,
BODY: A COMMENTARY

ON AHMET ELHAN'S NEW
SERIES "MUREKKEP"

Theword “mirekkep” (ink), in Turkish, has three different meanings:
“Liquid used to write and to draw or print patterns” (noun), “united,
combined” (adjective), and “comprised of” (adjective). As a starting
point, | will talk about why this word has been chosen as the title
of this exhibition. My commentary will focus on the third meaning
of the word. However, this doesn’'t mean the other two meanings
will be left out. On the contrary, | believe Ahmet Elhan uses this
word in its first two meanings as well, thus covering historical,
social, political, economic and cultural references. So, why are we
talking about a “combined” subject? To answer this | will present
a three-layered reading: Language, photography and history/body
relationship.

What does language mean? Most people think of spoken or written
word when they hear the word “language”, but language is much
more than just words or phrases, if you want to problematise and
think deeper about it. For example, language covers gestures
that are used in communication. In saying this, | don’t mean the
general applications used in international signalling systems -
such as traffic lights or stop signs— I'm talking about, apart from
the words used in communication, the gestures that are used to
support the meaning that's being transmitted. Erwin Panofsky's
method to interpret and take pleasure a painting called “the pre-
iconographic description of the work”, which can be found in his
book “lconography and Iconology”, more or less covers this. |
believe this can be a starting point in trying to interpret the works
of Ahmet Elhan, who gathers different layers of meaning in his

onerdigi yorumlama ydntemi “ikonografi ve ikonoloji"deki “eserin
on-ikonografik tasviri” asamasinin belirtileri de asagi yukari bu
durumu kapsamakta. Farkli anlam katmanlarini “Mirekkep”
baslikli son fotograf serisinde bir araya getiren Ahmet Elhan’in
Uretimleri bahsinde bunun bir baslangic noktasi olabilecegini
distinmekteyim. Slperimpozisyon teknigi ve sanatcinin bunu
kullanimi ile devam ederek, acimlayayim.

Elhan'incalismalarininiltk katmanini, Flaman-Fransizressam Jean-
Baptiste van Mour'un geleneksel giysileri icinde Osmanli tiplerini
cizdigi ve janr, portre ve tarihsel yapilar biciminde cisimlesen
graviirleri olusturuyor. Burada, Elhan’in anlam katmanlarinin daha
ilk asamasinda bir tir “dogu-bati” ekseni kuraminin varligi ile
her bir tabakanin kendi icinde coklu anlamlari barindirdigr tespit
edilebilir. Fonda Osmanli siyasi yasaminin cesitli temsilcileri -
Cavus Basl, Solak Basi vb. - lzerlerinde kendi siyasal statilerini
gosteren atriblleri - sorguclar, silahlar vb. - ile yer alarak, 17.
Yuzyiin Osmanli yasaminda figirler, statiiler ve mekanlara dair
gostergeleri temsil etmektedir. 1699'da geldigi Istanbul'dan
1737'deki olimine kadar ayrilmayan Jean-Baptiste van Mour,
dogunun imgelerinin batiya ihracinda biyik bir roli tstlenmisti.
Bugtin Osmanli tarihinin enilginc belgelerinin bir kismini olusturan
bu graviirler, Ahmet Elhan’in platin paladyum baskilarinin zeminini
olusturmaktadir. Gravirlerin 15. ylizyildan bu yana bir baski teknigi
olarak kullanimi ve platin paladyum baskinin renk tonlamalarinin
genisligi, ylizey kalitesi ve kaliciigi ile gravirle birlikte Urettigi
ikili “malzeme” anlami da, sadece icerik olarak degil, bicimsel bir
yaklasimla da Elhan’in tarih ve malzemenin birlikte okunabilecegi
stirece dair nitelikli sorgulamalarini icermektedir. En nihayetinde,
fotograflarin da resimler ve desenler - ve elbette gravirler -
gibi diinyaya dair birer yorum oldugunu disinilmeli. Bu acidan
bakildiginda, Ahmet Elhan’in hi¢c de basit bir illistratif kolayliga
gitmeden, nitelikli okumalar sundugunu ilk etapta one siirebilirim.
Siiperimpozisyon ile Ahmet Elhan’in imgeleri Ust Uste bindirmesi
ve boylece bircok imgenin Ust Uste getirilerek bir arastirma
metodunun ortaya kondugu gorilmekte. Yizeylerin dis hatlarinin
belirlenmesi ve bircok fotografin cakistirilmasiyla sanatci kapsamli
bir tarih, siyaset, kiiltlir okumasi yapilmasi gerekliligini de boylece
one slirmektedir. Bunun basitce “tarihin bir ilerleme” olarak
okunmasi anlayisina dair modernist bir indirgemecilik oldugunu
iddia etmeyecegim elbette. Bu sanatcinin calismalarini cok basit
bir bicimde konumlandirmak olurdu. Aksine, birbirleri Uzerine
bindirilen imgelerin belirli noktalarda agirlikli referans noktalari
yaratarak, nitelikli bir “kimliklendirme” okumasina uzandigini
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last series “Mirekkep”. Let me elaborate by continuing with the
technique called superimposition and the artist’s use of it.

The first layer of Elhan’s work consists of Flemish-French painter
Jean-Baptise Van Mour’s gravures which depict Ottoman people
in traditional clothing. These gravures are embodied as genres,
portraits and historical buildings. Here in the first phase of Elhan’s
layers of meaning, one can see the existence of an “east-west” axis
theory and that each of these layers hold multiple meanings. In the
background are the representatives of Ottoman political scene -
Cavus Basi, Solak Basi, etc. - carrying status-revealing objects -
ospreys, weapons, etc.—, exemplifying symbols of figures, statuses
and locations in 17th-century Ottoman life. Jean-Baptiste van Mour,
who came to Istanbul in the year 1699 and never left until his death
in 1737, played a big role in exporting eastern imagery to the west.
Today, the gravures that make up a part of the most interesting
documents of the history of the Ottoman Empire, make up the base
of Ahmet Elhan’s platinum palladium prints. Gravure is used as a
printing technique since the 15th century and the extensiveness of
the colour-toning in platinum palladium printing, its surface quality
and durability and the dual “material” meaning it creates with
gravure incorporate Elhan’s questioning of the process in which
history and material can be read together, not just as content, but
with a stylistic approach as well. Ultimately, photographs, just
like paintings and patterns -and of course, gravures-, should be
interpreted as a commentary on the world. Looking at it from this
angle, | can say that Ahmet Elhan elicits qualified readings, without
resorting to simple illustrative conveniences. It is evident from his
usage of superimposition that a method of research was utilised
in which various images were put on top of one another. Through
determining the outlines of the surfaces and the superposition
of various photographs, the artist claims a thorough historical,
political and cultural reading should be done. | of course will not
claim one should read this as a modernist reductionism on the
notion of “history is a progress”, as this would mean defining the
artist’s work in very simple terms. On the contrary, | claim that these
superpositioned images lead to a qualified “identity-establishing”
reading by creating weighted reference points at certain instances.
Let's pay attention to the qualified shifts in the evolution of the
image: Ottoman Empire - The Republic of Turkey; Gravure -
Photography - Digital. The superimposition of each period, image
and indicators can be evaluated as an important aesthetic data as
certain cultural signalling systems and gestures form the weighted
reference points and thereby reveal which factors -similar and



iddia etmekteyim -. Gorilntlndn evrimi icerisindeki nitelikli
kaydirmalara dikkat edelim: Osmanli - Turkiye Cumhuriyeti; Gravir
- Fotograf - Dijital. Her bir dénemin, imgenin ve gostergelerin
sliperimpoze edilmesi ve belirli kiiltlrel isaret sistemleri ve
jestlerinin agirlikli referans noktalarini olusturmasi, boylece ortaya
hangi benzer ve farkli unsurlarin cikacagini géstermesi acisindan
onemli bir estetik veri olarak degerlendirilebilecektir - bu da
Ahmet Elhan’in modernist estetik bir reflekse degil, sosyolojik bir
okumay! kapsayan bir estetik bicime yaslandigini gostermektedir.
Ote yandan fotograf tarihi acisindan bakarsak siiperimpozisyonun
antropoloji, kriminoloji gibi alanlarin bu sistemi siklikla kullandigini
hatirlatmama lizum yok sanirim.

Gelelim fotografa ya da daha genel bir yaklasimla oncelikle
“fotograflara”. Her biri ayni zamanda birer kanit olarak gérilen
fotograflar, miidahaleye ve stlerinde herhangi bir oynamaya
tabi tutularak degistirilmeye acik Uretimler. Bu gecmiste kagit
zerine baskidan dolayr “baski” odakli - edisyon - malzeme niteligi
ile dislnulirken, glinimuizde dijital Uretim olarak Uzerlerinde
bilgisayar programlari ile yapilan degisimleri de kapsiyor.
Ahmet Elhan'in “Mirekkep” serisi bir midahaleyi ve degisimi
kapsamakta, ama bu basit bir goriinti selalesi sunumundan
- ki buglin glincel sanatta bu imge tacizine sikca ugramaktayiz -
ustalikla farklilasmaktadir. Elhan, yukarida bahsedilen Osmanli
gravirlerinin tzerine ciplak kadin/erkek modellerinin cekimlerini
tatbik etmistir. Fakat gorunttilerin burada bir noktada esitlendigini,
ama bunu basit bir goriintu esitlemesi olmadigini ifade etmeliyim.
Gorlintiler fotografin dogasi geregi esitlenebilir, zira fotograf
makinesi farkli bircok konuda fotografi belirli sunumlarda
esitlemektedir. Fotografin islevinin “bir olayr cekmek” oldugu
noktasinda bir konsensis saglanirsa, bu fotografin gercekligidir.
Zira sanatcinin kadin/erkek modellerin gorintilerinin Ust Uste
cakistirilmasi ile bir tir “androjenligi” yakaladigini ve vurguladigini
ileri sirebilirim. Ama sanatcinin sadece bunu temsil etmeyi
istedigini sanmiyorum. “Ruhun cinsiyeti yoktur” yargisinda bir
post-feminist vurguyu icerdigini disinmek daha olasi ki, bu da yine
bizi siyasi bir icerigin sunuldugunu gosterecektir; ve yine bizi farkli
anlam katmanlarindan bir digerine ulastirmaktadir: “gérintintn
evrimi”. Tarihten bu yana akan gorintilerin biraradaligi, bizi
gorintl esitlemeden ziyade, bir tir “midahil olma” mertebesine
ulastirmistir - zaten fotografcinin bir olay karsisindaki pozisyonu
da bu degil midir? “Midahil olmak”. Tabiri caizse sanatci bizi
burada bir tarihsel sureklilige tanik olmaya cagirmaktadir; bu
tam anlamiyla “gercekten yana” bir politik durustur. Politik angaje

unlike- will emerge -and this testifies to Ahmet Elhan counting
on an aesthetic that covers a sociological reading, rather than a
modernist aesthetic reflex. Also, if we were to look at this from the
angle of history of photography, | don’t think | have to remind you all
that superimposition is used frequently by the likes of anthropology
and criminology.

Let’s have a look at photography, or by a wider, general approach,
“the photographs”. The photographs, which can all be seen as
individual pieces of evidence, are productions open to modification.
This also includes the modifications done by computer programs
as digital production, as opposed to “print” oriented - editions - of
the past. Ahmet Elhan’s “Mirekkep” involves an interference and
a modification, but this appears expertly dissimilar to a simple
flow of images. Elhan applies photos of naked women/men to
the above-mentioned Ottoman gravures. However | have to say
that these images even out at a certain point, although this is not
a simple evening-out. Images can even out due to the nature of
photography, as the camera evens out the photograph in different
subjects in certain presentations. If a consensus that the purpose
of photography is to “shoot something” is reached, this is the reality
of photography, insomuch that | can claim that the superposition
of women/men images reaches a sort of “androgenity”. But | don't
think the artist intended to represent only this. It is more probable
that it harbours a post-feminist emphasis in the judgement “Soul
has no gender”, and this will show us that a political content is
covered; and again will transport us from one layer of meaning to
another: “The evolution of image”. The togetherness of the images
that has been flowing throughout time, promotes us to “intervenor”,
instead of an image “even-outer” - after all, isn’t this the role of the
photographer in the face of an event? “To intervene”. The artists
calls on us to witness a historical continuity, if you will. This is, in
the strictest sense, a stance “on the side of the truth”. I'm talking
about a more effective presentation that is more political than the
politically-engaged image production. This summarises the ideal
presentation of conflicts that have happened throughout time and
the inconveniences of which are still felt, from a logical, ethical and
aesthetical aspect. This, with the presentation of unsuffered pain,
alludes to the comprehensiveness of a complete historiographic
point of view, and not a quasi-political statement.

Finally, | would like to touch on history and its relationship with
the body. | have already mentioned that historical continuousness
is represented in Ahmet Elhan’s photographs with a high level
aesthetic presentation. But | also have to say that the body is

imge Uretiminden cok daha politik, cok daha etkili bir sunumu
nitelendirmekteyim. Bu, tarihten bu yana gelen ve hala sikintilari
devam eden celiskilerin lojik, etik ve estetik acidan yetkin bir
sunumunu Ozetlemektedir. Bu cekilmeyen acinin sunumuyla
sozde-politik bir soylemi degil, bitinlikli bir tarihselci bakis
acisinin kapsayiciligini imlee.

Son olarak tarihe ve onun beden ile olan iliskisine deginmek
istiyorum. Tarihsel sirekliligin Ahmet Elhan’in fotograflarinda
st dizey bir estetik sunumla temsil edildigini belirtmistim. Ama
ayni zamanda bedenin biyo-politik bir bicimde ele alindigini da
iletmeliyim. Deleuze yasamin bedenler araciligi ile bicimlesen giic
iliskileri oldugunu ileri sirerken, her bir fenomenin birer gésterge
olarak ele alinabilecegini ve boylece de felsefenin bir semioloji/
semptomoloji olarak okunabilecegini bizlere géstermisti. Beden
ve bilincin on plana ciktigi bu okumada, her iki kavram arasindaki
gerceklikten baska gerceklik yoktur. Beden aslinda coklu bir
tekilliktir; bu acidan Ahmet Elhan’in siiperimpoze edilmis bedenleri
strekli olus slreclerinde devinen, fakat kavramsallastirilmadan
kacinan bir distlinceyi isaret etmektedir. Deleuze'den farklilasan
noktasi ise, Elhan'in énermesi “uzam - zaman disi” dedgildir;
Osmanli gravirleri bunu temsil etmektedir. Mekanlar da gayet
aciktir, Elhan’in islerinin bu serideki anlamsallig, stirekli bir olus
icinde bedenin ve mekanin degisimini temsil ederken, herhangi
bir modernist ya da post-modernist etikete gerek olmaksizin,
gorintiler ile yazilmis bir sosyolojiyi animsatmaktadir.

Fotograflar, birer kanit olarak gorilmelidir yazmistim ve
fotografcinin bir olayi ceken ve ona midahil olan bir figlir oldugunu
eklemistim. Bu bizi her bir fotografin bir tir dinya yorumu oldugu
gercegine goturecektir. Boylece, Ahmet Elhan’in “Mirekkep”
serisi, Ust Uste cakistirilan imgeleriyle izleyiciyi edilgen bir estetik
haz alma basitligine dair imgelerin goriindiigl gibi kabullenildigi
bir algilamadan ziyade, muhalif bir derin bakisa sevk etmektedir.
Bu ise derin bir kavrayisi gerektirecektir, fotografta temsil edilen
imgeler ve temsil edilmeyenleri de kapsayacak bicimde sanatcinin
ucu actk yorumlara biraktigi olgu ve nesneler, derinlikli bir kavrayisa
uzanmaktadir. Bu da kapsayici, anlamli ve kalici bir sunumun
varligiyla bas basa birakacaktir bizi. Bizlere diisen, Ahmet Elhan’in
tim bu anlam katmanlarini desifre etmeye calisarak, tam da bu
noktada bilimsel, ahlaksal ve sanatsal kodlari aciga cikarmak
olacak.

Firat ARAPOGLU

addressed in a bio-political way. Deleuze, in claiming life is a
series of power relationships formed by bodies, has shown us that
each phenomenon can be treated as an indicator and therefore
philosophy can be read as a semiology/symptomatology. In this
reading where the body and the conscious become prominent,
there is no other reality than the reality between the two concepts.
The body is in fact a multiple singularity; in this respect Ahmet
Elhan's superimposed bodies point to an idea that constantly
moves between formation processes, but one that avoids being
conceptualised. Where it becomes different from Deleuze is that
Elhan's proposal is not “out of space - time”; the Ottoman gravures
represent this. The locations are explicit, too. Elhan’s semanticity in
these works represents the change in the location and the body in
a continuous procession whilst recalling a sociology that is written
by images, without needing a modernist or post-modernist label.

| have said the photographs should be interpreted as individual
pieces of evidence, and added that the photographer is one who
shoots it and intervenes. This means that every photograph is a
commentary on the world. So, Ahmet Elhan’s series "M'L]rekkep",
with its superposed images, drives its audience to a defiantly deep
view, rather than to a perception where images, on a simplicity
of passive indulging, are taken as they seem. This, in return, will
demand a deep understanding, the images represented and the
ones that are not represented and thus are open to interpretation
in the photographs result in a deep understanding. And this will
leave us with an inclusive, meaningful and lasting existence a
presentation. Our task is to try to decipher Ahmet Elhan’s layers of
meaning and through that, bring to light the scientific, moral and
artistic codes.



Miirekkep I/Composed I, 2013 Miirekkep II/Composed Il, 2013 Miirekkep 111/Composed lll, 2013
36x27 cm 36x27 cm 36x27 cm

Palladium Platinum Baski Palladium Platinum Baski Palladium Platinum Baski
Palladium Platinum Print Palladium Platinum Print Palladium Platinum Print
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Miirekkep IV/Composed IV, 2013 Miirekkep V/Composed V, 2013 Miirekkep VI/Composed VI, 2013
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Palladium Platinum Print Palladium Platinum Print Palladium Platinum Print
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Miirekkep XIIlI/Composed XIIl, 2013 Miirekkep XIV/Composed XIV, 2013 Miirekkep XV/Composed XV, 2013
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Miirekkep XVI/Composed XVI, 2013 Miirekkep XVIlI/Composed XVII, 2013 Miirekkep XVI1l/Composed XVIII, 2013
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Miirekkep XIX/Composed XIX, 2013 Miirekkep XX/Composed XX, 2013 Miirekkep XXI/Composed XXI, 2013
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Palladium Platinum Baski Palladium Platinum Baski Palladium Platinum Baski
Palladium Platinum Print Palladium Platinum Print Palladium Platinum Print
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AHMET ELHAN

1959 izmir dogumlu. Marmara Universitesi Grafik Tasarim ve

Dokuz Eyliil Universitesi Sinema-TV bélimlerinden mezun oldu.

istanbul'da yasiyor ve calisiyor.

Kisisel Sergiler

2013 MUREKKEP Galeri Zilberman

2011 IKILILER C.A.M. Sanat Galerisi

2008 YERLER C.A.M. Sanat Galerisi

2007 YIKIM MANZARALARI C.A.M. Sanat Galerisi
2002 ZAMAN/MEKAN IV Platform Glncel Sanat Merkezi
2000 NESNE/OZNE Il Urart Sanat Galerisi

1999 NESNE/MEKAN | Urart Sanat Galerisi

1999 NESNE/MEKAN | YKY Sanat Galerisi

1998 ZAMAN/MEKAN | Dulcinea Sanat Galerisi
1996 NESNE/OZNE | Kadin Eserleri Kiitiphanesi
1993 FOTOPORTRELER | Taksim Sanat Galerisi

ikili Sergiler

2012  KISKANCLIKLAR 44A Sanat Galerisi (Esat Tekand ile)

2006 ICTEN MANZARALAR istanbul Fotograf Merkezi
(Ragip Erdem ile)

2003 ZENCEFIL Fransiz Kiiltiir Merkezi (Fatma Tiilin ile)

Karma Sergiler

2010 ISTANBUL COOL LTMH Galerisi / Newyork

2009 TERS AKINTII C.A.M. Sanat Galerisi

2009 LA PHOTOGRAPHIE CONTEMPORAINE TURQUE
Maison des Métallos/ Paris

2009 EGO KIRILMALARI Il C.A.M. Sanat Galerisi

Born in Izmir,1959. Graduated from Department of Graphic Design,

Marmara University, Istanbul and Department of Cinema-TV, Dokuz

Eylil University, izmir. He lives and works in Istanbul.

Solo Exhibitions

2013
20M
2008
2007
2002
2000
1999
1999
1998
1996
1993

COMPOSED Galeri Zilberman

DIPTYCHS C.AM. Art Gallery

PLACES C.A.M. Art Gallery

RUINSCAPES C.A.M. Art Gallery

TIME/SPACE IV Platform Contemporary Art Center
OBJECT/SUBJECT Il Urart Art Gallery
OBJECT/SPACE | Urart Art Gallery
OBJECT/SPACE | YKY Art Gallery

TIME/SPACE | Dulcinea Art Gallery
OBJECT/SUBJECT | Women's Library Art Gallery
PHOTOPORTRAITS | Taksim Art Gallery

Dual Exhibitions

2012
2006

2003

JEALOUSIES 44A Art Gallery (with Esat Tekand)

VIEWS FROM THE INSIDE Photography Center Istanbul
(with Ragip Erdem)

GINGER French Cultural Center/istanbul (with Fatma Tiilin)

Selected Group Exhibitions

2010
2009
2009

2009
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ISTANBUL COOL LTMH Gallery / Newyork

BACKWARDS | C.AM. Art Gallery

LA PHOTOGRAPHIE CONTEMPORAINE TURQUE Maison des
Métallos / Paris

EGO BUSTERS Il C.AM. Art Gallery

2009
2008
2008
2008
2008
2007

2007
2006
2006
2005
2004
2004
2004
2003
2002
2002
2000
2000
1999
1999
1997

KOPRU6 Orangerie du Senat / Paris

ISTANBUL DIPTIKLERI istanbul Merkezi / Briiksel
ISIMSEHIR B.E. Kiiltiir Merkezi

SEZGILER, KURGULAR Atlas Pasaji 3.Kat 2010
ISTANBULART Hiibner& Hubner Galerisi / Frankfurt
ACIK SANATCI STUDYOLARI BM-Suma Cagdas Sanat
Merkezi

KOPRU6 ISTANBUL MODERN Sanat Miizesi

EGO KIRILMALARI C.A.M. Sanat Galerisi
NATUR-MORT Galerist Sanat Galerisi/ Istanbul
KOLLEKSIYON IKIBINBES istanbul Fotograf Merkezi
BiZDEN GORUNENLER ISTANBUL MODERN Sanat Miizesi
SELF Mudam Camp de Base /Liksemburg

BEDEN DILI C.A.M. Sanat Galerisi

RANDEVOUS C.A.M. Sanat Galerisi

UC SANATCI Fransiz Kiiltiir Merkezi

60 YIL 60 SANATCI TUYAP Fuar Alani

VERITAS OMNIA VINTIC TUYAP Fuar Alani
MERCEK/MERCIMEK Kasa Sanat Galerisi

KEM GOZ HAS BAKIS Pamukbank Fotograf Galerisi
SANAT VE MODALARI Urart Sanat Galerisi

CAGDAS SANATCILAR Atatiirk Kultir Merkezi

Fuarlar

2012
2012
2012
2012

CONTEMPORARY ISTANBUL
VIENNAFAIR

ARTPLATFORM / LOS ANGELES
ABU DHABI ART

2009
2008
2008
2008
2008
2007
2007
2006
2006
2005
2004

2004
2004
2003
2002
2002
2000
2000
1999
1999
1997

Fairs
2012
2012
2012
2012
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BRID4E Orangerie du Senat / Paris

ISTANBUL DIPTYCHS Istanbul Center / Brussels
MEMORYCITY B.E. Cultural Center

INSTUITIONS, FICTIONS 3th floor of Atlas Passage
ISTANBULART Galerie Hibner&Hubner / Frankfurt
OPEN ARTIST STUDIOS BM-SUMA Contemporary Art Center
BRID4E ISTANBUL MODERN Art Museum

EGO BUSTERS C.AM. Art Gallery

NATUR-MORT Galerist Art Gallery

COLLECTION 2005 Photography Center Istanbul
APPEARANCES AS WE SEE THEM  ISTANBUL MODERN
Art Museum

SELF Mudam Camp de Base /Luxembourg

BODY LANGUAGE C.A.M. Art Gallery
RANDEVOUS C.A.M. Art Gallery

THREE ARTISTS French Cultural Center

60 YEARS 60 ARTISTS TUYAP Art Gallery

VERITAS OMNIA VINTIC TUYAP Art Gallery
LENS/LENTIL Kasa Art Gallery

EVIL EYE, TRUE GAZE Pamukbank Art Gallery

ART AND ITS FASHIONS Urart Art Gallery
CONTEMPORARY ARTISTS Atattrk Cultural Center

CONTEMPORARY ISTANBUL
VIENNAFAIR

ARTPLATFORM / LOS ANGELES
ABU DHABI ART
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