








GECENIN ESIGINDEN BAKMAK
Rana Oztiirk

1
Gecenin Egigi

Evrenin stirekli devinimi i¢inde diinyay1 bir aydinlik bir karanlikla
saran iki orti gibi siirekli birbirinin yerini alan gece ve glindii-
zlin rekabetinde glindiiz hep onde gibidir. Al Alvarez, Gece adl1
kitabina “geceyi nasil yok saydigimizi” vurgulayarak baglarken
atesin bulunmasi ve ardindan elektrigin icadiyla 151¢1n karanligi
alt etmesinden beri geceden nasil koptugumuzdan bahseder.! Gece,
karanligiyla Orttiigii sokaklar: tekinsizligin hakimiyetine birakir;
glindiiz kuytu koselerde saklanmigs fenaliklar: ortaya sagarak
sokaklari tehlike, korku ve bilinmezlerle dolu bir ortama gevirir.
Isiksa can kurtarici, rahatlaticidir. Karanlikta goremediklerimizi

gostererek endiseleri ortadan kaldirir. Insanin bilimsel bulug-

larinin basinda gelerek, modern hayat kurgusunun en 6nemli
Ogelerinden biri olagelmistir. Geceyi aydinlatarak agmanin yani
sira toplumsal hayat1 da sekillendirir.

Yapay 151k, geceyi karanliktan ayirip giindiize yaklastirir.
Opysa evrenin yaratiligina dair hikdyeler, ¢ogunlukla karanligin,
kendisinden dogan 1s1iktan ayrilarak Gece ve Giindiiz’ii olugtur-
masiyla baglar. Yaratilis 6ncesinde yalnizca bigimsiz karanlik bir
bosluktan ibaret olan Kaos, 15181n getirdigi diizenden ayrilir. Isikla
birlikte giinler olusur, yerytizii dongiisel ritmini kazanir. Antik
Yunan anlatilarinda gece, yeryiiziindeki varolusun oncesindeki
karanlik ve yasadigimiz diinyevi hayat arasinda bir gegis noktas1
gibidir.? Tanrica Niks ile kisilik kazanan Gece, her tiirld olus ve
varolusa imkan sunan, 151k ve gdkyiizlinii yaratarak yerytiziinde
hayat1 baglatandir. Yani Niks, ezeli gece ile diinyevi gece arasinda
bir baglanti noktasidir. Var olan her seyin baglangicinin ve sinir-
larinin birlestigi yerde, bilinebilir diinyanin ¢eperlerinde yasar.
Diinyada belirgin bir yere sahiptir, ama ayni zamanda yerytiziindeki
varolusun kokeninde ezelden beri var olan karanlik bilinmez ile
bir baglanti noktasidir. Ezeli karanliktan, yani hiclikten, ilk glintin
dogusunu hatirlatir. Ezeli gece, her seyi Orter ama ayni zamanda
kendinden dogacak her seyi icermektedir; diinyevi gece ise alaca-
karanlik ve safak vakti arasindaki zamani tanimlar. Bu nedenle,
Niks aslinda bu iki gecenin arasindaki esigi de simgeler. Diinyevi
gece somut ve algilanabilir bir diinyaya aitken, ezeli gece bunun
Otesini simgeler. Gecenin esigini agmak, duyularla algilanabilir
diinyevi deneyimlerin sinirlarinmi da agsmak demektir.

Asli Narin’in yakin donemde tirettigi fotograf serileriyle
buluntu fotograflardan olusan bir bagka seriyi bir araya getirdigi
Carpe Noctem, iste bu tlirden bir esigi agma ¢abasiyla geceyi hak-
kini vererek yasama ¢agrisinda bulunuyor. Sergide sanatg1, hem
geceleyin sokakta yaptig1 gezintilerle fotograflarin bir kahramany,
hem de gecenin hayat1 kavramaya dair potansiyelini, karanligin
icindeki aydinligi ve glin 151g1nda miimkiin olmayacak bagka tiirli
bir olus halini kesfetmeye caligsan bir arastirmaci gibi karsimiza
cikiyor. Gecenin karanligini, gorsel deneyimleri ve fotografik
imgeleri esik fikri etrafinda birlestirerek gorsel estetik deneyimin
sinirlarimi aragtiriyor.

Narin, cogunu sokaklarda ¢ektigi fotograflar araciligiyla,
dtinyayla gecenin bilinmezligi icinde bir bag kurarak sadece estetik
deneyim yoluyla elde edilebilecek bir bilginin pesinden gidiyor.
Ancak bu deneyim, fotograf ¢cekme eylemi sonucunda cikacak olan
nihai imgeyle sinirli degil. Sanatgi, sokaklarda gezinme eyleminin
kendisiyle ortaya ¢ikan, varolusa dair daha 6nce fark edilmemis
bir potansiyelin ya da gecenin muglak akigskanlig: i¢inde aklin
sinirlarinin Stesinde bir olusu tecriibe etmeyi deniyor. Ciinki

1. Alvarez, Al (1996) Gece, Istanbul: Ayrint1 Yayinlari, s.11-12.
2. Bronfen, Elisabeth (2013) “N d Her Children”, Night Passages: Philo-
sophy, Literature, and Film, New Y Columbia University Pr

gece, gizemli karanligiyla 6liimli canlilarin alg: ve kavramsal
diinyasini agar; akil ile bilinebilir ve kavranabilir olanin Stesin-
dedir. Evrenin yaratiliginin da simgesi olan gecenin esigi, hayal
glicli, sezgi ve yaraticiliga ait bir alana gecisi de ifade etmektedir.
Bu nedenle de estetigin ve sanatin kaynagidir, akla dayali bir
alg1 yerine duygusallig1 ve maneviyat1 ne ¢ikarmaktadir. Cogu
zaman aydinlikla iligkilendirilen bilgi, gecenin iginde karanlikla
sarmalanmuistir ve bu sekilde ortiilmiis olmasi estetigin ve onun
etki glicliniin alanini olusturur. Elle tutulamayan ama karanligin
i¢inden ¢ekilip alinacak bu bilginin pesindedir sanat.

Narin’in kendisini yalnizca sergi girisindeki 1g1kl1 kutuda bir
esigin tam Ontinde tefekkir halinde gortiriiz. Karsisindaki beton
duvar kendisine bir engel gibi goriinse de, sergide atlayip gectigi ve
fotografik imgenin sinirlarinda karanlik bir diinyada, gesitli anlarin,
sokaklarin, mekanlarin, dogadan detaylarin igine karigtig: bir esik
iglevi goriir. Bu esik, gecenin i¢inde zamanin, mekanin ve bireyin
de esigi olur ayni zamanda. Onu agmasiyla Narin kendi disinda
bir dlinyaya tasarak zaman ve yerin sinirlarinin muglaklastig:
kolektif bir deneyime dair bir algiya da ulagmaya caligmaktadir.

Gecenin sundugu bu alg1 potansiyeli, psikiyatrist Carl Gustav
Jung’un fikirlerine dayanan gilines ve ay bilinci kavramlariyla
da iligkili digtindlebilir. Jung uzmani Murray Stein’a gore ilki
uyanik haldeki giinlik bilinci anlatirken, digeri hayal giict ve
riyalarin alanidir. Uyanik bilin¢ egonun kontrol edici etkileri
altinda iglerken riiya goren biling bu kontrol mekanizmasinin
disindadir. Giines bilincinde ego bir kontrol merkezini temsil
eder ve mantikla hareket eder. Ay bilinci hayallere ve cagrisimlara
izin verir, aklin birbiriyle bagdastirmayacagi imgeleri yan yana
getirir. Boylelikle de egonun hakimiyetindeki giines bilincinin
kacirdig: bir algi ve anlama durumu yaratir. Egonun kontrol
merkezi olmadig1 bir durumda da birey hikdyenin i¢indeki diger
tiim karakterlerden biridir yalnizca.? Sergide, sanat¢inin kendi
fotograflarini gesitli insan siluetlerini gorebildigimiz buluntu
fotograflarla yaptig1 kurgu icine yerlestirmesi de benzer bir etki
yaratir. Ayin 151g1n1 yakalama ¢abasinda her ne kadar varlig:
halen hissedilse de serginin genelinde kendini merkez olmaktan
cikarmig ve diger karakterlerden biri haline gelmigtir.

Ay, Glines’in 1518101 alir ve aksettirir. Zamanin sonsuz
dongiiselligini, insanin dogayla olan iligkisini, stirekli degisen
mevsimlerin tekrarlarini, giindelik hayatin rutinini vurgular. Bu
bakimdan da diinyayla ve her seyle bir biitiin olmayi, yasayan
tabiatin bir pargasi olarak, zamansiz ve mekansiz bir varolug
icinde stirekli mevcut olmay olas: kilar. Yani ay bilinci esigini
gectiginde i¢inde bulunulan zaman ve mekanin somut nitelikle-
rinin Stesinde daha genis bir zaman ve mekanin icinde bulur insan
kendini. Riiyalardaki mekanlar tanidik gelse de ¢agrisimlara aciktir,
bir mekandan digerine kolayca gegivermenin miimkiin oldugu,
gecmis, gelecek ve su anin birbirine karigtigi, kisinin hem mekan
hem de bireysel sinirlarinin Stesine gegebildigi bir deneyim yasatir.

Carpe Noctem, gecenin esiginin asilmasiyla yerlerin ve za-
manlarin birbirine gectigi, karanlik dar sokaklardan, yerlesimin
olmadig1 genis bosluklara uzanan bir yolculugu sunmaktadir
iste. Fotograflardaki mekanlarin kimisi agina oldugumuz yerler
gibi gortinse de, sanatci fotograf teknigiyle bunlar: hem olduk-
larindan daha yabanci hem de birbirinin yerine gecebilecek hale
getiriyor. Yani farkl: sehirlerin sokaklar: birbirine karigiyor.
Yaptiklar: anlik ¢cagrisimlarla izleyiciye de karanlik sokaklardaki
deneyimlerini animsatiyor.Bdylece yer ve zamani muglak, sinirsiz
ve herkese ait kiliyor.

3. Stein, Murray (2014) Minding the Self: Jungian meditations on contempo-
rary spirituality, London & New Y Routledge, s.35.
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LOOKING THROUGH THE THRESHOLD OF THE NIGHT
Rana Oztiirk

1
Threshold of The Night

Day and night are like two veils that cover the earth alternately with
light and darkness through the continuous motion of the universe.
Day, however, seems to be ahead of their race to replace each other.
Al Alvarez starts his book Night by highlighting how “we overlook
the night”, and talks about how we have drifted away from the night
since the discovery of fire and the subsequent invention of electricity,
through which light has overcome the night.! Covering the streets
with its veil, the night exposes them to the hazards of its darkness;
spilling out all evil that had been hiding in hidden corners during
the day and filling the streets with danger, fear and the unknown.
Light, on the other hand, is rescuing and reassuring. It clears away
any anxiety by revealing what we cannot see in the dark. As one of
the foremost scientific discoveries of humanity, light has been an
important factor in the construct of modern life. Besides lightening
up the night, it also shapes the social life.

Artificial light separates the night from darkness and draws
it closer to the day. However, narratives about the creation of the
universe often start with the separation of darkness from light that
is born out of it, giving way for the formation of the Night and the
Day. Chaos, which was only an amorphous dark emptiness before
creation, separates from the order brought by light. With light, days
emerge and the earth gains its cyclical rhythm. In classical Greek
narratives, the night is like a fulcrum between the primordial night
and the terrestrial night.? Personified by the Goddess Nyx, the Night
is the one that makes all beings and existence possible and that starts
the life on earth by creating light and the sky.

In other words, Nyx is the contact point between the primordial
night and the worldly night. She resides at the limits of the knowable
world, where the origin and boundaries of everything unite. She has
a concrete place in the world, but at the same time she is a point of
contact with the dark primordial unknown at the origin of all terrestrial
existence.? She evokes the emergence of the first day from primordial
darkness, in other words, nothingness. The primordial night conceals
everything but also contains all that will emerge from it; the terrestrial
night identifies the time between the dusk and the dawn. Therefore,
Nyx also symbolises a threshold between these two nights. The terrestrial
night belongs to a concrete and perceptible world, while the primordial
night symbolizes what is beyond that world. Overpassing the threshold
of the night is to overpass the limits of terrestrial experiences that can
be perceived by the senses.

In Carpe Noctem, Asl1 Narin presents her recent photographic
series along with a series of found photographs and issues a call for
making the best of the night, in an effort to overpass such a nightly
threshold. In the exhibition, we encounter the artist not only as a
protagonist of her photographs through her nightly walks on the
streets, but also as an explorer who wants to discover the potential
of the night to comprehend life, the light within the darkness, and a
different kind of existence that is not possible in daylight. She explores
the boundaries of aesthetic experience by creating links between the
darkness of the night, visual experiences and photographic images
through the idea of a threshold.

With her photographs, many which are taken on the streets,
Narin pursues an idea that knowledge can only be obtained through
aesthetic experience by forging a bond with the world through the
obscurity of the night. Yet, this experience is not limited to the final
image that will emerge as a result of the act of photographing. The
artist attempts to experience a potentiality of existence that has
not been noticed until then or a way of being that is beyond the
limits of reason, which will emerge through the very act of walking
in the streets in the ambiguous fluidity of the night. Because the

1. Alvarez, Al (1996) Gece, Istanbul: Ayrint: Yayinlari, p.11-12.

2. Bronfen, Elisabeth (2013) “Nyx and Her Children”, Night Passages:
Philosophy, Literature, and Film, New York: Columbia University Press,
pp.30-38.

3. Bronfen, “Nyx and Her Children Nyx”, p.33.

night exceeds the perception and conceptual world of mortals with
its mysterious darkness; it is beyond what is knowable and compre-
hendible through reason. The threshold of the night, which is also
the symbol of the creation of the universe, signifies a passage into
a field of imagination, intuition and creativity. It is for this reason
that it is the source of aesthetics and art; it highlights sentimentality
and spirituality. Knowledge, which is often associated with light, is
wrapped with darkness at night and such concealment of knowledge
constitutes the realm of the aesthetic and its affective force.# Art is after
this intangible knowledge that needs to be pulled out of the darkness.

We see Narin herself only in the photograph that is displayed in
a light box at the entrance of the gallery. It looks as if she is absorbed
in contemplation right in front of a threshold. While the concrete
wall that stands in front of her looks like an obstacle, in the exhibi-
tion it functions as a threshold over which she jumps into a variety
of moments, streets, places, and views of nature in a dark world at
the limits of photographic image. This threshold also becomes a tem-
poral, spatial and personal threshold within the night. In exceeding
it, Narin expands into a world beyond her own and tries to achieve
comprehension of a collective experience for which the boundaries
of time and place have now become unclear.

Such potential comprehension offered by the night can also be
considered in relation to the notions of solar and lunar consciousness
based on the theories of Carl Gustav Jung. According to Jungian analyst
Murray Stein, the former is about the everyday waking consciousness,
while the latter is the realm of imagination and dreams. The waking
consciousness functions under the controlling influences of the ego,
while the dreaming consciousness is free from such a control mecha-
nism. In solar consciousness the ego represents a control centre and
operates with reason. Lunar consciousness allows for dreams and
associations, brings together images that reason would not associate
with each other. It creates a state of perception and comprehension
that is missed out by solar consciousness under the control of the
ego. When ego is not the controlling centre the individual is just one
of the many characters in a story.’> The exhibition also produces a
similar effect as a result of the construct that the artist has developed
placing herself within a series of found photographs in which we
see silhouettes of various anonymous individuals. Her presence is
still sensed in her efforts to catch the light of the moon, yet in the
overall layout of the exhibition she has avoided holding a central
position and has become one of the many characters in the images.

The moon receives the light of the Sun and reflects it. It highlights
the never-ending cyclicality of time, the humanity’s relationship with
nature, the continuous repetition of the changing of seasons, and
the routine flow of everyday life. In that sense, it makes it possible
to become one with everything on earth and to live as part of nature
within a timeless and placeless existence. That is to say, once someone
overpasses the threshold of lunar consciousness, they find themselves
in an expanded time and space that is beyond the tangible qualities
of the current time and place. Even when the places in dreams look
familiar, they are open for associations, which enables an experience
where individuals can exceed their spatial and personal boundaries; it
becomes possible to instantly pass from one place to another and the
past, the present and the future merge into one another.

Carpe Noctem presents such a journey starting with the over-
passing of the threshold of the night, going through dark streets of
the city and extending over to vast empty fields with no settlement.
Even though some of the places in the photographs look familiar
to us, with her photographic technique the artist has made them
look stranger than they actually are and interchangeable. That is
to say, streets of different cities gets mixed up. By causing instant
associations, they evoke the viewer’s own experiences in dark streets,
making time and place in the photographs ambiguous, boundless,
and belonging to all.

4. Bronfen, “Nyx and Her Children Nyx”, p.35.

5. Stein, Murray (2014) Minding the Self: Jungian meditations on con-
temporary spirituality, London & New York: Routledge, p.35.
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GECENIN ESIGINDEN BAKMAK — Rana Oztiirk

2
Goriigiin Egigi

Narin, giristeki egikle birlikte goriilen ile gériilemeyen, karanlik
ve 151k, Orten ve Ortiilen, karanligin Srttiikleri ile giin 151g1nda
fark edilemeyenler arasindaki engelleri de asacaktir. Atlamak
tizere oldugu esik, az ilerisinde duran ¢imento guvallari, du-
varin dibinde uzanan borular, {izeri bir takim ¢6p ve kalint1
maddelerle dolu toprak zemini ile heniiz bos bir ingaat alaninin
dis duvarlarindan biri gibidir. Burasi, kisa stire oncesine dek
yasamakta oldugu sehir olan Istanbul’un, gegirdigi vahsi do-
niigiimle geri déntisli olmayan agir kayiplar yagamas: sonucu
tarihin i¢inde diistiigd halini de yansitan askida kalmig bir
yerdir adeta. Narin, bu atlayisin esiginde belki de Istanbul’un
kentsel olarak temsil ettigi daha genel bir politik, ekonomik
ve toplumsal karanlikla da bag etmeye galigiyor gibidir. Bir
gece yolcusu olarak karanlik zamanlarin i¢inde hayatta kalma-
ya calisan bir figiirdiir. Dlinyanin sorunlarina karsi gecenin
sundugu farkl: bir alg1 imkan iginde bir nevi i¢ diinyasina
donerek yagsama dair daha sahici bir deneyim aramaktadir. Bu
noktada karanlik, hem tiim hayat: kusatmis ve iginden ¢itkilmaz
gériinen toplumsal bir durumu ifade eden bir engeldir, hem
de bu engeli agmay1 miimkiin kilabilecek bir egik.

Byung-Chul Han Seffaflik Toplumu adli kitabinda anlam-
larin ancak esikler ve gegislerle, yani engellerle ortaya ¢ikma-
sindan bahseder. “Esikler ve gecisler gizemin, miiphemligin,
degisimin, Sliimiin, korkunun oldugu kadar ézlemin, umudun ve
beklentinin de alanlaridir. Olumsuzlugu, tutkunun topolojisini
olusturur.” Han, her tiirli enformasyonun her an ulasilabilir
oldugu seffaflik toplumunda hakikatin ortaya ¢itkamayacagini
anlatir. Ciinki enformasyon yigini yon ve anlamdan yoksun-
dur. Buna kars: her zaman kendi mantigini izleyen sezgi ile
diisiince ve ilhami saglayabilecek bir durum olarak boslugu
koyar.? Gortis alanindaki bir bosluk, goriilebilir olani olanca
agikligiyla sergilemektense hayal giiciine, ihtimallere, sistemin
bilinebilir kildig1 tiim bilgilerin Stesinde bir bilgiye acik olma
potansiyeli tagir.

Narin’in fotograflarinda goriilebilir olanin sinirlarinda
dolantyor olmas1 bu tiir bir bogluk yaratmaktadir. Ayni zamanda
bir olumluluk toplumu olan seffaflik toplumunda, boslugun
olumsuzluguna, muglakliga yer yoktur. Oysa ancak olumsuz-
da oyalanma, olumsuzun yarattig1 gerilime katlanma yoluyla
varliga dair bir hakikate ulagilabilir.? Bu yol, géritilebilir olani
belirleyen kapitalist sistemin, ayn1 zamanda siyasi gatigmalari,
savaglari, esitsizlikleri ile diinyanin tiim sorunlarini da igeren
gortilebilir diinyanin kiyisinda dolanir.

Sergideki fotograflarin gorsel nitelikleri de bu kiyida
dolagma, yani yine bir egikte olma durumunu yansitir halde-
dir. Ornegin, neredeyse hemen hepsi insansiz olan karanlik
sokaklar etraftaki bina, sokak esyalari ve diger nesnelerin
belli belirsiz golgeleriyle hareketlenirken, sokak lambalari, ev
iclerinden gelen aydinlik, yagmur sularini pirildatan 1s1k, ay
15181yla bir nebze aydinlanan gokytiziinlin sehrin geri kalan
karanligiyla olusturdugu kargitlik bunu yaratir. Bu fotograflar
sanatginin sahaftan toplu halde almis oldugu, bilyiik ihtimalle
90’1 yillara ait dia pozitiflerden tirettigi insan gortintiileriyle
yan yana gelmektedir. Narin’in fotograflar: negatif goriintiilere

1. Han, Byung-Chul (2015) Seffaflik Toplumu, Istanbul: Metis, s. 50.
2. Han, Seffaflik Toplumu, s. 19.
3. Han, Seffaflik Toplumu, s.19-20.

gevirerek kullanmasi nedeniyle bu insanlarin ne yaptiklari tam
olarak anlagilamamaktadir. Fakat 15181n ters yiiz olmus haliyle
yabancilagma yasatsalar da aslinda fotograflarda huzurlu aile
ortamlarinda, dogada, okulda, sehirde mutlu gériinen, giilen,
eglenen, isini yapan insanlar gérmekteyiz. Yani aslinda reklam-
larda gorebilecegimiz tlirden, tam da dahil olmusg olabilecegimiz
ya da olmamiz beklenen bir hayatin iginden goriintiiler bunlar.
Oysa Narin’in bu goériintiileri pozitif olarak kullanmaktan
imtina etmesi bu goriintiileri asil hedefinden saptirmaktadir.
Tam olarak goriilmelerine engel olarak fotograflar: izleyici
agisindan daha anlagilmaz ve gizemli kilmagstir. Yani sanatg1
bu fotograflardaki goriis alanini da karanligin ortiisii altinda
kalmis sokaklar gibi bir 6rtiiye blirtindiirmistiir.

Boylelikle tlim sergi, iginde yasadigimiz dlizenin kuralla-
riyla sekillenip hayata egemen olan kentsel ve gorsel diinyanin
bir kismini ortiik olarak yeniden kurmus oluyor. Oysa “[k]
apitalist ekonomi her seyi sergilenme mecburiyetine tabi kilar.
Sadece sergilenmeye yarayan sahnelemedir deger yaratan, sey-
lerin her tiirld kendine 6zgiiligl feda edilmistir. Seyler karan-
l1gin iginde degil agir1 151k altinda ortadan kaybolmaktadir.”#
Narin’in yarattig1 ortiikliik ise ancak apagik olma halindeyken
hemen tiiketilmeye hazir birer meta olabilen seylere yeniden sir
kazandirmis oluyor. Sanatgi bu sir araciligiyla, hem yerel hem
de kiiresel baglamda i¢inde bulundugumuz tarihsel déneme
dair yaygin bir karanlik algisina ragmen, herhangi bir politik
ya da toplumsal duruma dogrudan bir génderme yapmaksizin,
sehirden, sokaklardan, insan figiirlerinden yola gikarak karan-
l1igin potansiyeline dikkat cekmeye calisiyor.

Narin, diinya problemlerinden bu sekilde uzaklasarak,
gecenin hissettirdigi déngiisellik icinde daha kolay bag kura-
bilecegi tabiat1 da sehirdeki deneyimiyle tezat olusturan bir
kesif alani olarak gérmeyi deniyor. Sergide ayr1 bir oda igine
yerlestirilmis olan bir dizi cyanotype bask1®, dogadan goriintii-
lere dikkat ¢ekiyor. Bir takim soyutlanmis yakin plan detaylara
karsilik, bir agiklik ve bogluk duygusu yaratan karli bir arazinin
gortintiileri karanligin alternatifi olarak karsimiza ¢ikmaktadir
burada. Sanatg1 bu islerle, siyasi ve ekonomik politikalar ile
sehrin hizla betonlagmasi ve kiiresel tiiketim bigimlerinin tiim
hayat1 kusatmasi sonucu iyice uzaklastigimiz dogayla yeniden
iligki kurmaya galigir gibidir. Daha 6nceki iki kisisel sergisin-
de de dikkat ¢eken bir yere varma hedefi olmaksizin yollara
diistip dogaya donerek kendine dair bir kesif yapma cabasi
burada yeni bir boyut kazaniyor. Ozellikle de yasadigimiz yer
ve zamanin yogun bir dogaya 6zlem duygusuna neden oldugu
asikirken, toplumsal karanliktan siyrilmak tabiata dénerek
miimkiin olabilir mi? $ehirden ¢ikip tabiatin iginde olmak,
gecenin sagladifi yersiz ve mekansiz olabilme haline kapil-
mak, sehirdeki sikigmiglik ve toplumsal karanlikta yasanan ig
sikintisini hafifletebilir mi? Bu sorulara yanit arayan Narin,
kendi sesiyle okudugu alinti metinlerle {iretilmis bir ses ens-
talasyonu yoluyla kolektif bir ig sesi de sergiye dahil etmistir.
Her seyle biitlinlesip sonsuz evrene kavusmak igin gecenin
icinde zamanin ve yerin muglak oldugu “iginde kolaylikla her
yana, her yoreye yol alinabilir”¢ olan bir alana ulagabilmenin
yollarini sehirden gikarak da aragtirmaktadar.

4. Han, Seffaflik Toplumu, s. 28.

5. Mavi baski olarak da bilinen, gériintiilerin demir tozlar: yardimi ile
1518a dogrudan maruz birakilmak suretiyle pozlanarak sabitlendigi en
eski fotograf baski tekniklerinden biri.

6. Uyar, Tomris (2015) Gece Gezen Kizlar, Istanbul: Yapikredi
Yayinlari, s.45.
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2
Threshold of Vision

Upon overpassing the threshold at the entrance, Narin is also
about to overcome any barriers between darkness and light, the
veil and the veiled, those covered by the darkness and those that
cannot be discerned in daylight. The threshold that she is about
to jump over is like an outer wall of a construction site, still
empty aside from some bags of cement a bit further away, some
pipes laid along the wall, soil ground covered with rubbish and
various waste material. This is a place in limbo, almost reflecting
the state of Istanbul, where the artist has been living in until
recently, the city’s current status in history after the great losses
it has experienced as a result of the on-going brutal transforma-
tion at a point of no return. At verge of her jump, Narin seems
to be trying to cope with a more general political, economic and
societal darkness represented by Istanbul in an urban context. As
a night traveller, she is a figure trying to survive in dark times.
She is in search of a more genuine experience in life by turning
to her inner world through the possibility of a different type of
comprehension offered by the night. As such, the night is both
an obstacle that represents an insurmountable social state that
seems to be pervading all aspects of life, and a threshold that
can make surpassing of this obstacle possible.

In his book Transparency Society, Byung-Chul Han points
out that “meanings arise only at thresholds and in transitions”
in other words through obstacles. “Thresholds and transitions
are zones of mystery, uncertainty, transformation, death, and
fear, but also of yearning, hope, and expectation. Their negativity
constitutes the topology of passion.” Han explains that truth
cannot emerge in a transparency society in which all informa-
tion is available at all times. It is because, an accumulation of
information lacks direction and meaning. Against such lack of
direction, he puts intuition that always follows its own logic and
emptiness as a condition that can enable thought and inspiration.?
Rather than displaying the visible in all its clarity, emptiness in
the field of vision has the potential to be open for imagination,
possibilities, and any knowledge beyond all knowledge that the
system allows to be known.

The fact that Narin is wandering around the limits of the
visible with her photographs creates a similar type of emptiness.
In a transparency society, which is also a society of positivity,
there is no place for the negativity of emptiness, for ambiguity.
However, only when lingering in the negative, enduring the
tension caused by the negative, one can reach a truth about ex-
istence. This path goes along the margins of the capitalist system
which determines what can be seen, and this visible world also
contains all the problems of the world, its political conflicts,
wars, and inequalities.

The visual aspects of the photographs in the exhibition also
reflect a wandering along the margins, in other words another
experience of being at the threshold. For example, such an effect
emerges through the livening up of empty dark streets with vague
shadows of the surrounding buildings and street furniture; and
through street lamps, light coming out of apartments, rain pud-
dles shimmering with the reflection of light, the sky somewhat
brightened with the moonlight, all creating a contrast with the
darkness of the city. These photographs are juxtaposed with
images of individuals that the artist produced using a set of
diapositives that are most probably from the 1990s and bought

1. Han, Byung-Chul (2015) Seffaflik Toplumu, Istanbul: Metis, s. 50. The
translation of the quote taken from Erik Butler’s translation in Transpa-
rency Society, Stanford, California: Stanford University Press, p.32.

2. Han, Seffaflik Toplumu, p. 19.

by the artist at a second-hand bookseller. Since Narin uses the
diapositives by converting to negative images, it is not possible
to clearly see what these people are doing. However, even though
they are estranging due to the reversal of the light, we see in-
dividuals who are laughing, having fun, and working, overall
looking happy in peaceful family settings, in nature, at school,
or on the streets. These are in fact images that resemble those
we see in advertisements, images of a life that we have already
been or expected to be part of. Yet, Narin’s refusal to use these
images as positives diverts them from their original objective.
She obstructs the proper viewing of these images, making them
obscure and mysterious for the viewer. In other words, the art-
ist has veiled the field of vision in these photographs in a way
similar to the streets under the veil of darkness.

In this way, the whole exhibition reconstructs a part of the
urban and visual world that dominates everyday life, shaped
by the rules of the system we live in, albeit in an enshrouded
way. Yet, “capitalist economy subjects everything to compulso-
ry exhibition. The staging of display alone generates value; all
the inherent nature of things has been abandoned. They do not
vanish in the dark, but through overexposure.” The covertness
that Narin creates, on the other hand, provides a new secrecy to
those that can function as commodities ready for consumption
in a state of full explicitness. Through this secrecy, the artist
attempts to draw attention to the potential of darkness using
to the city, the streets and human figures, without any direct
reference to a political or social issue, despite the widespread
association of darkness with the current historical period both
locally and globally.

By moving away from world problems in this way, Narin
also tries to see nature as a field of exploration that contrasts her
experience in the city. The cyclicality evoked by the night enables
an easier connection with nature. A series of cyanotype prints*
on display in a separate room in the exhibition draws attention
to some views from nature. Here, in contrast to a series of close-
up abstract images also presented in this room, views of a vast
snowy terrain appear as an alternative to the darkness, creating
a sense of openness and emptiness. It is as if the artist is trying
to reconnect with nature we have estranged from as a result of
the construction craze in the city due to political and economic
policies as well as the global consumption trends dominating all
aspects of life. Her previous two solo exhibitions had highlighted
her inclination to hit the roads without a destination and return
to nature in an effort to discover something about herself. Such
an effort gains a new dimension in this exhibition. Especially
when it is so obvious that the time and place we live in cause a
deep longing for nature, is it possible to elude the social darkness
by returning to nature? Can it help to leave the city and be in
nature, seized by the nightly state of existing with no place and
time to relieve the distress of being entrapped in the city in a
societal darkness? Narin searches for answers to these questions
shared by many members of the society. Therefore, she has also
integrated a collective inner voice into the exhibition through
a sound installation produced with excerpts read by herself.
Thus, she is exploring the ways of reaching a realm in the night
where “it is possible to easily move to all directions and travel to
all places”> and where the time and place is ambiguous so that
she can be one with everything and rejoin the eternal universe.

3. Han, Seffaflik Toplumu, s. 28. The translation of the quote taken
from Erik Butler’s translation in Transparency Society, p.11.

4. Also known as blueprint, one of the oldest photographic print tech-
niques where the images are fixed by directly exposing to light using
iron salt.

5. Uyar, Tomris (2015) Gece Gezen Kizlar, Istanbul: Yapikredi Yayin-
lar1, p.45.
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3
Fotografin Esigi

Sergideki fotograflar herhangi bir seyi temsil etme
amac1 glitmektense, fotografin bir deneyim alani ola-
rak potansiyelini inceleme ¢abasi sonucunda ortaya
citkmis gibiler. Fotografin 1sikla var oldugunu diistin-
diglimiizde sanatg1 gecenin fotografini cekmek gibi
nafile bir ¢abaya girmis gortiniiyor. Ancak fotograf
bu kez anin gegiciligini dliimstizlestirmektense sti-
regiden bir arayis iginde karanligin i¢inde bir kegif
stirecinin, asla tam olarak temsil edilemeyecek bir
imgenin pesinde. Gortilebilir olanin sinirlarinda
dolagmay1 yegleyerek 151k ile karanlik arasinda bir
yerde kalmaya caligiyor. Sanatgi, fotografin ugup
giden anlar: 6limstizlestirme kapasitesini bu arada
kalmis alanda askiya aliyor. Yani bir nevi fotografin
temel amacindan vazge¢mis durumda.

Bir fotograf makinesinin yakaladig: anlik bir
goruntiiniin, gercekte daha o anin hemen ertesinde
ucup gitmis olmasi, gecenin karanliginin barindirdi-
&1 anlam esigiyle benzer bir uguculuk tagir. “Gecenin
etki alanindaki ilhamin dogurdugu imge daima yok
olus halindeyken yakalanir. Tezahiir ederken bile
¢oktan ortadan kaybolmustur.” Diinya ve tezahtir-
lerinin gecenin iginde belirmesindeki temel mesele
iste bu bir uguculuktur.’ Narin’in gecenin iginde
kaybolan goriintiilerin pesinden gitmesi, gecenin
sundugu bu ugucu imgelerin i¢inde diinyaya dair bir
ilham alabilmek amaci giidiiyor. Olen sevgilisi Eury-
dike’yi bulmak tizere Tartarus’un karanligina inen
Orfeus’un hikayesindeki gibi, gecenin neyi ortiip
kapattigini géormek arzusundan dogan bir meraktir
bu, imkansiz bir bakigtir. Miizigiyle yeraltindaki tiim
kapilar1 agan Orfeus, kendisine yeryiiziine gikana
dek dontup Eurydike’ye bakmamasi soylenmesine
karsin geri dontip baktiginda goriilemeyen ve sahip
olunamayan bir kadin bedeniyle karsilagir. Kargilag-
t1g1 sey temsil edilip aktarilamayacak kadar engin
bir deneyim ve bilgi barindirmaktadir. Yasak olan
bakisa kendini ve sarkisini kurban ederken aslinda
bir seyi idrak edisi sirasinda ayn1 zamanda o kavra-
dig1 seyden vazgecmis de olur.

Bu idrak ve vazgegis ani, giines ve ay bilincinin
birlestigi andir ayn1 zamanda. Gecenin 6liimctl ca-
zibesine kapildiktan sonra ayakta kalmay1 basarma
ve giindiize gegerek giinii yagama arzusu da varligim
stirdiirtir. Niks’in bilinebilir diinyanin esigindeki ye-

rinin temsil ettigi gibi, gece, goriilebilir ve bilinebilir

1. Bronfen, “Nyx and Her Children Nyx”, s.38.

olan seylerden olusan diinyaya da hayat vermistir. Bu
sergi de gecenin esiginden hayata bu iki diinyanin
algisiyla bakabilme arzusundan dogmus gibidir sanki.

Fotografin kendisi dogas1 geregi 151k ve karanli-
gin etkilesimiyle olusur. Negatif imgelerde aydinlik
goriinen alanlarin daha az 151k almisg, karanlik alan-
larin ise 151¢1n daha ¢ok etkisinde kalmis olusu, bu
etkilesimi ortaya koyuyor. “Fotografinin 15181 asla
yalniz bagina gelmez. Daima karanligin egliginde-
dir. Hatta diyebiliriz ki, 151k ile karanlik arasindaki
aktarim fotografiyi tarif etmekle kalmaz, onu dogu-
rur da.”? Sergideki buluntu fotograflar, fotografik
imgenin bu dogum stirecini de vurgulamaktadir.
Negatif gorlintiiler olarak 1siktan gorsel imgeye
dontisiimiin esiginde kalmis halde hem karanlig:
hem de aydinlik diinyay: hatirlatmaktadirlar.

Narin, aligilmis fotograf yontemlerinin olabildi-
gince disina ¢ikarak karanligin igindeki 15181 ar1yor
gibi. Ayi biytitecle biiytiterek fotograflamasi onun
151g1n1 yakalamak igin nafile bir ¢abadir mesela.
Sergide bir dizi fotografi ise cyanotype yontemiyle
dogrudan 1s1ga maruz birakarak basmasi, fotografin
1s1kla olan dogrudan iligkisini gézler oniine seriyor.
Glintimuzin dijital teknolojilerini kullanmaya devam
etse de fotografi, kagidi ve 15181 dokunulabilir somut
maddeler olarak kullanmayi da deniyor. “Dijital fo-
tografta negatif yoktur. Ne karanlik oda ne de banyo
gerekir. Oncesinde bir negatif bulunmaz. Pozitiften
ibarettir. Olma, yaglanma, dlme silinmigtir”.? Oysa
Roland Barthes zamanin olumsuzlugunun olusturucu
6ge olmast ile iligkilendirir fotografi.4 Filmin, kagidin,
151kla olan iligkisi fotografi stirekli olarak olusturup
dontistiirmekte hatta bazen yok etmektedir.

Narin sergisinde yok edici de olabilen 15181n
gliciinii karanligin potansiyeli icinde yaratmaya
calisiyor. Gorme esiginde yakaladig: gortintiiler
araciligiyla yasamin sahici yanini sezme ¢abasi,
gecenin sonunda karanliktan ¢ikip yeniden giin
1s1g1na ¢ikildiginda bir gesit yenilenmenin, ayin
etkisiyle glines bilincinin ay bilinci ile birlestigi bir
tist biling haline ulagmanin pesindedir. Stirekli bir
dontistim halinde olan fotograflar gibi, bu deneyim
de stirekli bir olug halini hedefliyor. Carpe Noctem,
esikten atladiktan sonra yasananlarin kaydini tu-
tarak bu dontisiim stirecini, géormenin sinirlarinda
dolanan bir estetikle izleyiciye sunuyor.

2. Cadava, Eduardo (2008) Isik Sozciikleri: Tarihin Fotografisi Uzerine
Sozler, Istanbul: Metis, s. 103.

3. Han, Seffaflik Toplumu, s. 26.
4. Han, $effaflik Toplumu, s. 27.




3
Threshold of Photography

The photographs in the exhibition look as if they have
come to existence as a result of the efforts of exploring
the potential of photography as a field of experience,
rather than a tool for representing something. Since
photographs have an existential relationship with
light, the artist seems to have been involved in a futile
attempt of photographing the night. However, the act
of photographing do not aim to immortalize a moment,
but is in a continuous search in the darkness for an
image that can never be represented. Preferring to
wander around the boundaries of the visible, the artist
tries to remain somewhere between light and darkness.
In this space in-between, she suspends the capacity of
photography to immortalize fleeting moments. She
has in a sense given up the fundamental function of
photography.

The vanishing of a momentary image right after
being captured by a camera, resembles a transience
similar to the threshold of meaning embodied in the
darkness of the night. “The image that inspiration
brings forth in the domain of the night is always caught
in the act of vanishing. Even as it appears it has already
disappeared.” What is at issue about how the world
and all its manifestations emerge from the night is
this transience.! By going after the sights that vanish
in the midst of the night, Narin aims to get inspira-
tion about the world among these transient images
that the night offers. As in the story of Orpheus who
descends the darkness of Tartarus in order to find
his deceased lover Eurydice, this is a curiosity born
out of the desire to see what the night covers up, it
is an impossible gaze. Orpheus opens all the gates in
the underworld with his music, but fails to keep the
promise of not turning back and looking at Eurydice
until they ascend to the surface again. What he sees
when he turns is an unseeable and unattainable body
of a woman. It harbours an experience and knowledge
that is so profound that it cannot be represented and
conveyed. When he is sacrificing himself and his music
for the forbidden gaze, Orpheus also renounces what
he grasps as a result of this gaze at the moment of
comprehending it.

This moment of comprehension and renouncement
is also the moment of the integration of solar and
lunar consciousness. After surrendering to the fatal
attraction of the night, the will to survive and move
beyond a nocturnal state into the everyday continues.
Just as represented by Nyx’s position at the threshold
of the knowable world, the night has given life to the
world that is made of all things that can be grasped

1. Bronfen, “Nyx and Her Children Nyx”, p.38.

LOOKING THROUGH THE THRESHOLD OF THE NIGHT — Rana Oztiirk

and discerned. In a similar vein, it seems as if this
exhibition is born out of a desire to look at the world
at the threshold of the night, allowing to see through
the perspective of both of these worlds.

A photograph is developed through the interaction
between light and darkness by its own nature. This
interaction is evident in the fact that bright areas on
negative images have actually been exposed to less
light, while dark areas have been overexposed. “The
light of photography never arrives alone. It is always
attended by darkness. We might even say that the relay
between light and darkness that names photography

2

also gives birth to it.”? The found photographs in the
exhibition underscore this birth process of the pho-
tographic image. Presented as negative images that
are on the threshold of transforming light into visual
image, they evoke both darkness and daylight.

It is as if Narin is searching for the light within the
darkness by going beyond the ordinary techniques of
photography. For example, photographing the moon
through a magnifier is a futile attempt of grasping its
light. Her prints under direct exposure to light with
cyanotype technique highlight photography’s direct
relationship to light. Even though she continues to
use contemporary digital technologies, she also tries to
use photographs, paper and light as tangible physical
materials. “Digital photography wipes out all negativ-
ity. It requires neither a darkroom nor developing. No
negative precedes it. It is purely positive. Becoming,
aging, and dying have all been erased.”? However,
“Roland Barthes associates photography with a mode
of living in which the negativity of time plays a consti-
tutive role.”* The contact of light with film and paper
continues to constitute and transform the photograph
and sometimes even destroys them.

In her exhibition Narin is endeavouring to create
the power of light, which can also be destructive, within
the potentiality of darkness. Her efforts to comprehend
some truth about life through the images captured
at the threshold of seeing aims for a kind of renewal
when she gets out to daylight again at the end of the
night. She is chasing after a superior consciousness, the
point at which solar consciousness unites with lunar
consciousness as a result of the moon’s effect. Just like
the continuous transformation of photographs, this
experience also aims for a state of continuous becom-
ing. Carpe Noctem keeps a record of what happens after
jumping over the threshold and presents the audience
this transformation process with an aesthetics at the
boundaries of seeing.

2. Cadava, Eduardo (2008)
History, Princeton, New Jers

ords of Light: Theses on the Photography of
: Princeton University Press, p.66.

3. Han, Seffaflik Toplumu, s. 26. The translation of the quote taken
from Erik Butler’s translation in Transparency Society, p.10

4. Han, Seffaflik Toplumu, s. 27. The translation of the quote taken
from Erik Butler’s translation in Transparency Society, p.10
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