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“Heykel ve Fotograf Iliskisinde Kopya Kavraminin Herakles Heykeli Uzerinden
Degerlendirilmesi” baslikli tez, gorsel algi kurami g¢ercevesinde heykel ve fotograf
arasindaki ¢cok katmanli, tarihsel ve kavramsal iliskiyi hem kuramsal hem de uygulamali
diizeyde incelemektedir. Calisma, ozellikle “kopya”, “0zgiinliik” ve “sanat nesnesi”
kavramlari iizerinden, bu iki mecranin birbirine nasil yaklastigini, nasil doniistiigiinii ve
cagdas sanatsal ifade bigimleri icerisinde nasil yeniden anlam kazandigini ele almaktadir.
Heykelin maddeselligi ile fotografin temsiliyet giicii arasinda kurulan bu diyalog, yalnizca
estetik degil; aym1 zamanda tarihsel bellek, gorsel anlati ve kavramsal sorgulama
boyutlarinda da analiz edilmistir. Arastirmanin merkezinde yer alan Farnese (Yorgun)
Herakles heykeli hem mitolojik anlatilar hem de sanat tarihsel referanslar baglaminda
giiclii bir simgesel ornek olarak degerlendirilmistir. Bu heykelin farkli donemlerdeki
temsilleri, ozellikle 1859 tarihli Gabriel de Rumine fotografi “kopya” ve “orijinal”
kavramlar1 arasinda kurulmus olan geleneksel hiyerarsilere elestirel bir bakis sunmaktadir.
Heykelin pargalanmis fiziksel gecmisi, alblimin baskilar aracilifiyla yeniden

yapilandirilmis; yokluk, kayip ve temsil {izerinden sanatsal bir anlati gelistirilmistir.



Uygulama siireci, biiyiik format kamera ve 19. ylizyilin 6zgiin fotograf tekniklerinden biri
olan albiimin baski yontemiyle yiirlitiilmiis; bu teknik se¢im yalnizca estetik degil,
kavramsal bir tercih olarak da degerlendirilmistir. Her bir baski hem belge hem 6zgiin
sanat nesnesi olarak, fotografin cogaltilabilirligine kars1 tekil bir varlik olarak
konumlandirilmistir. Alblimin baskilarin iist-alt parcalar halinde aious agaci iizerine
monte edilmesi ise, heykelin tarihsel parcalanmisligina gorsel bir gonderme sunarak
imgelerle bellegin yeniden kurulabilece§ini vurgulamaktadir. Tezin kuramsal altyapisi,
Rudolf Arnheim’in gorsel algi kurami dogrultusunda sekillendirilmis; algi, tesadiif ve
yapilandirilmig anlam kavramlariyla desteklenmistir. Ayrica, Photography Into Sculpture
(1970) ve The Evolving Photographic Object (2011) gibi sergi 6rnekleri lizerinden,
fotograf ile heykel arasindaki tarihsel etkilesim kiiratoryel baglamda da
degerlendirilmistir. Bu tez; heykel ve fotografin birbirine paralel degil, birbirini
doniistiiren, besleyen ve yeniden kuran iki sanatsal diisiince bi¢imi oldugunu ortaya
koymakta ve 6zgiin ile kopya arasindaki ikilikleri sorgulayan ¢agdas bir sanatsal yaklagim

Onermektedir.

Anahtar sozciikler: Fotograf, Heykel, Teknik Kamera, Kopya, Albiimin Baski, Gorsel
Algi
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ABSTRACT

This thesis examines the multi-layered, historical, and conceptual relationship
between sculpture and photography within the framework of visual perception theory,
addressing both theoretical and practice-based dimensions. Focusing particularly on the

99 ¢

notions of “copy,” “originality,” and the “art object,” the study explores how these two
artistic media converge, transform, and are re-signified within contemporary modes of
artistic expression. The dialogue established between the materiality of sculpture and the
representational power of photography is analyzed not only in terms of aesthetics, but also
through the lenses of historical memory, visual narrative, and conceptual inquiry. At the
center of the research is the Farnese (Weary) Hercules sculpture, which serves as a potent
symbolic case study within the contexts of mythological narratives and art historical
references. Various representations of this statue—especially Gabriel de Rumine’s 1859

photograph—are critically examined as challenges to the conventional hierarchies

established between “copy” and “original.” The fragmented physical history of the



Vi

sculpture is restructured through albumen prints, creating an artistic narrative centered
around absence, loss, and representation. The practical component of the research was
conducted using a large format camera and albumen print technique, one of the original
photographic processes of the 19th century. This technical approach is not only an
aesthetic decision but also a conceptual one. Each print is positioned simultaneously as a
document and as a unique art object, resisting the reproducibility typically associated with
photography. The mounting of these albumen prints—separated into upper and lower
segments—on a slab of aious wood visually references the historical fragmentation of the
sculpture, emphasizing the role of images in reconstructing memory. The theoretical
foundation of the thesis is grounded in Rudolf Arnheim’s theory of visual perception and
is further supported by the concepts of perception, chance, and constructed meaning.
Additionally, key exhibitions such as Photography into Sculpture (1970) and The
Evolving Photographic Object (2011) are analyzed to contextualize the historical
interaction between photography and sculpture within curatorial frameworks.

This thesis ultimately asserts that sculpture and photography are not parallel but rather
mutually transformative, generative, and reconstructive modes of artistic thinking. It
proposes a contemporary artistic approach that questions the binary between the original

and the copy, offering new perspectives on the ontology of the art object.

Keywords: Photography, Sculpture, Large-Format Camera, Copy, Albumen Print, Visual

Perception
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GIRIS

Heykel ve fotograf, gorsel kiiltiir tarihinde farkli maddesel ve temsili dogalara
sahip iki ayr1 sanat mecrasi olarak gelismistir. Fotografin dogusundan bugiine kadar gegcen
yaklasik 200! y1l boyunca, fotograf ve heykel alanlari, birgok farkli sekilde birbirlerini
etkileyen ve birlikte gelisen bir iliski paylasmiglardir. Fotograf teknolojisinin gelismesiyle
birlikte bu iki alan arasindaki iliski yalnizca belgeleyici bir diizeyde kalmamus; estetik,
kavramsal ve kuramsal diizlemlerde de derin bir etkilesim alani1 yaratmistir. Fotografin
heykeli belgeleyen bir araca doniismesiyle birlikte, “goérsel hakikat”, “orijinallik” ve
“otantiklik” gibi kavramlar yeniden tartismaya acilmistir. Fotografin nesneyle kurdugu
iligki, onu yalnizca temsili yeniden iireten degil, ayn1 zamanda yeniden anlamlandiran bir
ara¢ haline getirmistir. Bu baglamda, heykelin fotograftaki yansisi yalnizca fiziksel bir

kopya degil, izleyici algisin1 doniistiiren kavramsal bir yap1 olarak da degerlendirilmeye

baslanmustir.

Bu ¢alisma, fotograf ile heykel arasindaki bu ¢ok katmanli iligkiyi, tarihsel, estetik
ve kavramsal baglamlarda derinlemesine incelemeyi amaglamaktadir. Ozellikle “kopya”
ve “orijinal” kavramlar1 {izerinden ylriitiilen tartismalar, iki medyum arasindaki
geciskenligin ve karsilikli doniistiiriicii etkilerin incelenmesini gerekli kilmaktadir.
Fotografin heykeli nasil belgeledigi, arsivledigi ve yeniden sundugu kadar; heykelin de
fotograf sayesinde nasil yeni baglamlara tagindig1 bu tez kapsaminda ele alinmaktadir.
Sanat eserlerinin algilanis big¢imleri, iretim yoOntemleri ve temsil stratejileri bu

geciskenligin 1s181inda yeniden diisiiniilmektedir.

Arastirma, yalnizca kuramsal diizeyde degil ayn1 zamanda uygulamal1 bir liretim
stirecine dayanmaktadir. Tez kapsaminda, Roma dénemine ait Yorgun Herakles heykelinin

Antalya Arkeoloji miizesindeki temsili, biiyiik formathi kamera ile fotograflanmis ve

! 1826 yilinda Nicéphore Niépce ilk kalict ve hayatta kalan fotografi ¢eker
https://projects.iq.harvard.edu/photographpreservationprogram/harvards-history-photography-timeline-
text-only



albiimin baski yontemiyle yeniden iiretilmistir. Bu teknik se¢im, yalnizca bir nostalji ya
da estetik tercih degil ayn1 zamanda 19. yiizyildaki arkeolojik ve oryantalist fotograf
iiretimlerine bir gonderme niteligindedir. Bu baglamda uygulama siireci, yalnizca sanatsal

bir tiretim degil, ayn1 zamanda kavramsal bir sorgulama olarak da degerlendirilmektedir.

Tezin kuramsal cergevesi oOzellikle Rudolf Arnheim’in gorsel algi kurami
tizerinden yapilandirilmistir. Arnheim’in sanatta algi, tesadiif ve anlam iiretimi iizerine
gelistirdigi yaklasimlar, hem kopya-orijinal tartismalarina hem de fotografin sanatsal
stirecteki islevine iligkin yeni yorumlar sunmaktadir. Sanatin yalnizca niyetle degil, ayni
zamanda cevresel tesadiiflerle ve algisal yonlendirmelerle sekillendigi goriisii, bu

calismada uygulamaya da rehberlik eden temel anlayislardan biri olmustur.

Bu calisma, literatiirde genellikle teknik belgeleme ya da bigimsel analiz
diizeyinde kalan heykel-fotograf iliskisini daha derinlikli ve ¢ok boyutlu bir yaklasimla
ele almaktadir. Ozellikle “kopya” kavrammin iki mecrada nasil farklilastigi, nasil
ortlistiigli ve hangi noktalarda estetik ve algisal gerilimler tirettigi, bu aragtirmanin temel
sorunsalin1 olusturmaktadir,. MOMA’da 1970 yilinda diizenlenen “Photography Into
Sculpture” sergisi gibi tarihsel doniim noktalar1 da iki disiplin arasindaki iligkilerin ¢agdas

sanat baglaminda nasil yeniden tanimlandigini gostermesi bakimindan incelenmistir.

Tez, heykel ve fotograf arasindaki iligkiyi yeniden diisiinmeyi, sanat iiretiminde
mecralar aras1 gegisliligin tasidigi kuramsal ve estetik potansiyeli ortaya ¢ikarmayi ve
“gorsel alg1”, “otantiklik” ve “kopya” kavramlar1 ekseninde sanatin ¢agdas okuma
bicimlerine katki sunmay1 amaglamaktadir. Calisma geleneksel ikilikleri asarak, heykel
ve fotograf arasindaki dinamik etkilesimi agiga c¢ikarmayi, zaman i¢inde evrimlerini
sekillendiren etkilerin zengin dokusunu ortaya koymayir amaglamaktadir. Arnheim'in
goriisiine gore, gorsel algi optik projeksiyonlar tarafindan sunulan sekilleri diizenleyen ve
yapilandiran bir siirectir. Bu diizenlenmis sekiller, geleneksel ideogramlar kiimesi degil,
goriintliniin zengin karmasikligina erisim saglayan goriintii kavramlarini olusturur. Bu

ifade, tezin temel Onermesiyle uyumludur. Heykel ve fotograf arasindaki iliskiyi



incelerken, Arnheim'in bakis agis1 Onemlidir. Arnheim, gorsel alginin sekilleri
yapilandirarak gorintiilerin karmasikligina erisim sagladigini ileri siirdiigli gibi, bu
arastirmanin amaci da heykellerin ve fotograflar araciligiyla olusturulan zengin anlatiy1

ortaya ¢ikarmak ve nihayetinde sanat, alg1 ve yorum arasindaki iliskiyi agiklamaktir.

Yorgun Herakles ve onun fotografik reprodiiksiyonlar1 {izerine bir vaka ¢aligmasi
yoluyla heykel ve fotografin kesisim noktalarini inceleyen bu arastirma, sanatsal
medyumlar arasindaki akiskan sinirlar {izerine daha genis bir tartismaya katkida
bulunmaktadir. Arnheim’in gorsel algi kavramsallastirmasi gibi teorik perspektiflere
dayanan bu caligma, kat1 kategorizasyonlara meydan okuyarak sanatsal ifadenin dinamik
ve siirekli evrilen dogasin1 vurgulamaktadir. Hem heykel hem de fotografik temsillerin
elestirel bir analizini yaparak, bu iki medyumun birbirleri lizerindeki karsilikli etkisini

aciga c¢ikarmay1 amaclamaktadir.



BOLUM 1

1.1 Amac ve Onem

Bu tezin temel amaci, heykel ve fotograf arasindaki tarihsel, estetik ve kavramsal
etkilesimi disiplinler aras1 bir yaklasimla inceleyerek, bu iki sanat mecrasinin birbirini
nasil dontistiirdiigiinli ve ¢cagdas sanat pratikleri icinde nasil i¢ ige gectigini kapsamli bir
bigimde ortaya koymaktir. Ozellikle sanat tarihinde siklikla gdz ardi edilen, ancak gorsel
kiiltiirtin - sekillenmesinde belirleyici bir rol oynayan bu etkilesim, sadece nesnel
temsillerin degil, ayni zamanda sanatsal iiretimin dogasina iligkin algilarin da

dontistimiinii yansitmaktadr.

Calisma, bu baglamda ii¢ temel amaca yonelir: ilki, heykel ve fotograf arasindaki
iligkinin tarihsel gelisimini, belirli donemsel kirilmalar, kuramsal yaklagimlar ve sergi
pratikleri tizerinden analiz ederek, bu iki mecranin modern ve ¢agdas sanat i¢cinde birbirine
nasil eklemlendigini anlamaktir. Tkincisi, “kopya”, “orijinallik”, “otantiklik” ve “algisal
yorum’ gibi sanat teorisinin merkezinde yer alan kavramlari, heykel ve fotograf 6zelinde
yeniden degerlendirmektir. Ugiinciisii ise, bu kuramsal altyapry1 somutlastiran ve sanat
liretimini bir arastirma ydntemi olarak kullanan bir uygulamali c¢aligmayi- Yorgun

Herakles heykeli iizerinden gelistirilen biiylik format albiimin baski projesini- ortaya

koymaktir.

Calismanin 6nemi, yalnizca bu konuyu ele aliyor olmasindan degil, bunu hem
tarihsel-kuramsal hem de deneysel-uygulamali bir diizlemde gergeklestirmesinden
kaynaklanmaktadir. Tez, 19. yiizyildan giiniimiize uzanan doénemde fotografin heykel
tizerindeki temsiliyetini ve doniistiiriicii etkisini incelerken; bir yandan da sanat
arastirmasinin yalnizca yazili metinle degil, ayn1 zamanda gorsel {iretimle yapilan bir bilgi
bicimi oldugunu ileri stirmektedir. Bu yoniiyle ¢aligma, klasik akademik tez yapisinin
Otesine gecgerek sanat pratigini bir aragtirma yontemi olarak ortaya koymakta ve sanat
alanindaki bilgi {retimini hem teorik hem uygulamali bir siire¢ olarak

kavramsallastirmaktadir.



Tez kapsaminda, yiiriitiilen uygulamali proje, bu yaklasimin 6zgiin bir 6rnegini
olusturmaktadir. Roma donemine ait Yorgun Herakles heykelinin tarihsel izlek
icerisindeki ¢esitli kopyalarinin, biiyiik formatli kamera ile ¢ekilen fotograflar araciligiyla
belgelenmesi ve bu imgelerin 19. yiizyila 6zgii albiimin baski yontemi ile ¢agdas bir
baglamda yeniden iiretilmesi, sadece teknik bir siire¢ degil, ayn1 zamanda sanatsal ve
kavramsal bir sorgulamanin da pargasi olarak kurgulanmistir. Bu yoniiyle ¢alisma, teknik
secimlerin kavramsal igerikle nasil Ortlistiigii sorusunu tartismaya agmakta; geleneksel
fotograf  tekniklerinin c¢agdas sanatsal anlatilar igindeki yerini  yeniden

degerlendirmektedir.

Albiimin baski yontemi, 19. yiizyi1lda 6zellikle arkeolojik belgeler ve oryantalist
temsillerde yaygin olarak kullanilan, imgelerin estetik degerini ve tarihsel otoritesini
pekistiren bir tekniktir. Tezde bu teknik yalnizca yeniden uygulanmakla kalmamis, ayni
zamanda bu yontemin tasidigi tarihsel anlamlar, somiirgeci gorme bigimleri, arkeolojik
temsil politikalar1 ve kiiltiirel iktidar ile olan iligkileri baglaminda elestirel olarak
tartisilmistir. Dolayisiyla ¢alisma, sadece bir sanat eseri iiretmekle kalmamakta, ayni
zamanda gorsel tarih yazimi, miizeolojideki temsil stratejileri ve fotografin ideolojik islevi

tizerine bir ¢oziimleme sunmaktadir.

Bu ¢aligmanin bir diger 6zgiin katkisi, Rudolf Arnheim’in gorsel alg1 ve estetik
kuramlarindan hareketle, kopya ve orijinal arasindaki sinirlarin ne OSlgiide gegirgen
oldugunu sorgulamasidir. Arnheim’in “gdrsel algi siirecinin sanatsal yorumla i¢ ige
gecmis yapisi, bu tezde hem fotografin hem de heykelin algilanma bigimlerine yonelik
derin bir okuma g¢ergevesi sunmustur. Arnheim’in gorisleri, o6zellikle kopyanin
algilanisina iligkin sliphe ve belirsizliklerin otantiklik kavramini nasil doniistiirdiigiinii
gostererek, gorsel temsildeki epistemolojik krizleri kavramsallastirmak agisindan kritik

bir zemin olusturmaktadir.

Bu tez, aynm1 zamanda literatiirdeki O6nemli bir boslugu da doldurmay:

hedeflemektedir. Fotograf ve heykel iliskisine dair calismalar genellikle ya teknik



diizlemde ya da yalnizca teorik bir perspektifle sinirli kalmaktadir. Oysa bu tez, iki
mecranin hem tarihsel gelisimini hem de kavramsal arka planini, glincel sanatsal iiretim
stirecleri ile degerlendiren biitiinciil bir yaklasim benimsemektedir. Bu 6zelligiyle calisma,
gorsel kiiltiir alanindaki akademik tartigmalara katki saglamanin yani sira, sanat pratigi
icinde iiretim yapan arastirmacilar i¢in de yontemsel bir model olusturma potansiyeline

sahiptir.

Tez, heykel ve fotograf arasindaki mecralar arasi etkilesimi, gorsel kiiltiir tarihi,
estetik teori ve sanatsal uygulama baglaminda disiplinler arasi bir bakisla ele alan
kapsamli bir ¢alismadir. Hem tarihsel bir bellegi glincellemekte hem c¢agdas bir yorum
onermekte hem de sanatta bilgi liretiminin ¢ogul yollarim1 gozler Oniine sermektedir.
Albiimin baski gibi tarihsel tekniklerin giincel sanatsal baglamda yeniden islenmesi,
gecmisle kurulan iliskilerin yalnizca nostaljik degil, elestirel ve yaratici bir bigimde
yeniden yazilabilecegini gostermektedir. Bu yoniiyle tez, sanat arastirmalarinda teori ile
pratigin biitiinlestigi, liretimle diistinmenin bir araya geldigi 6zgiin bir akademik katki

sunmaktadir.

1.2 Yontem

Bu arastirma, hem tarihsel-kuramsal hem de sanatsal {iretime dayali uygulamali
bilesenleri bir arada degerlendiren karma niteliksel bir yontem yaklasimiyla
gergeklestirilmistir. Tezin biitiinsel yapisi iginde, arastirma sorularina hem metinsel
kaynaklardan hem de gorsel liretim siireclerinden veri toplanarak yanit aranmistir. Bu
cercevede calisma; belge tarama, ikonografik ¢oziimleme, uygulamali gorsel iiretim,
elestirel teknik analiz ve gorsel algi yorumu gibi farkli yontemlerin birlikte kullanildig1

disiplinler aras1 bir aragtirma modeli ile yapilandirilmistir.

Arastirmanin ilk asamasinda, fotograf ve heykel iliskisinin tarihsel baglamda
kavranabilmesi icin sanat tarihi, estetik kurami ve fotograf tarihi alanlarina ait kaynaklar
sistematik bi¢gimde incelenmis, literatiir taramasi yapilmistir. Fotografin belgeleyici
islevinden temsiliyet tartismalarina, heykelin algisal yorumundan fotografin gorsel giic

iliskilerine kadar birgok kavramsal eksen bu asamada yapilandirlmistir. Ozellikle



fotografin tarihsel olarak heykelle iliskili {iretim bigimleri {izerine yogunlasilmis;
arkeolojik belgeler, miize kataloglari, oryantalist gorsellestirme pratikleri ve bellek

politikalar1 gibi farkli temalar iizerinden kuramsal zemin olusturulmustur.

Ikinci asamada, arastirmanin odak nesnesi olan Yorgun Herakles heykelinin 6zgiin
kopyalar ile iligkili belgeler ve arsiv materyalleri incelenmis, 6zellikle Perge kazisinda
ortaya ¢ikarilan tarihsel seriiveni, sergilenme bicimleri ve kamusal algisi
detaylandirilmistir. Bu siiregte alan aragtirmasi, yerinde gozlem ve fotografik belgeleme
yontemlerinden yararlanilmis; Antalya Arkeoloji Miizesi’ndeki fiziksel goézlemlerle

metinsel bilgiler desteklenmistir.

Uygulamali aragtirma siireci, sanat pratigini arastirma yontemi olarak benimseyen
yaklasimlar dogrultusunda planlanmistir. Bu baglamda, biiyiik formatli teknik kamera ile
gergeklestirilen ¢gekimler, klasik belgesele dykiinen bir estetikle degil; cagdas kavramsal
bir yap1 kurmak amaciyla planlanmistir. Perspektif kontrolii ve yliksek detay ¢oziintirligi
saglayan biiyiik format teknigi, fotografin yalnizca temsil edici degil; ayn1 zamanda

arastirmaya katilan, anlam iireten bir araca donligmesini miimkiin kilmistir.

Cekilen negatifler, geleneksel fotograf {iretim tekniklerinden biri olan albiimin
baski yontemi kullanilarak ¢ogaltilmistir. Bu siireg, yalnizca teknik bir tercih olmaktan
cok, arastirmanin kavramsal arka planiyla ortiisen bilingli bir estetik karardir. Baski siireci
boyunca, her bir fotografin ylizey kalitesi, ton gegisleri, kenar izleri ve 1s1k dagilimi
tizerinden malzeme tlizerinden anlam iiretme prensibine dayali bir gorsel diisiinme siireci

yirlitilmistir.

Uygulamali iiretimler, yalnizca ciktilar olarak degil; ayn1 zamanda gorsel veri
olarak degerlendirilmis, kuramsal tartismalarla birlikte analiz edilmistir. Bu analiz siireci,
ikonolojik okuma, algisal odakli gorsel ¢oziimleme ve estetik durum degerlendirmesi
yontemlerini bir araya getirmistir. Fotografin, heykelin tarihsel otantikligini yeniden
tiretme big¢imi ile degil, onun bellegini ve temsiliyetini doniistiirme potansiyeli tizerinden

okunmasina 6zen gosterilmistir.



Yontemsel olarak bu ¢alisma, sanat iiretimini bir diisiinme bi¢imi olarak goren
sanat temelli arastirma paradigmasina dayanmaktadir. Tez siiresince uygulanan yaklagim,
arastirma-yaratma iliskisini tek yonlii bir bilgi aktarimi olarak degil; doniisiimli, i¢ ice
gecen bir silire¢ olarak kurgulamaktadir. Bdylece sanatgi ve arastirmacit kimlikleri
arasindaki sinir muglaklasmakta; teorik bilgi ile iiretim deneyimi arasinda karsilikli

besleyici bir iligki kurulmaktadir.

1.2.1 Literatiir incelemesi:

Bu aragtirmanin kuramsal temelini olusturan literatlir incelemesi, heykel ve
fotograf sanatlar1 arasindaki tarihsel, teknik ve kavramsal iliskileri ele alan kaynaklara
dayanmaktadir. Literatilir taramas1 kapsaminda, gorsel sanatlar, sanat tarihi, fotograf ve
heykel alanlarinda yayimlanmis akademik kitaplar, makaleler, sergi kataloglari, tez
caligmalar1 ve bildiriler incelenmistir. Calisma, 6zellikle fotografin belge niteligi, temsil
giicli ve sanat alanindaki islevi ile heykelin mekansal, maddesel ve tarihsel boyutlar

arasindaki iliskiyi arastiran kaynaklara odaklanmastir.

Heykel ve fotograf arasinda tarih boyunca gelisen etkilesim, sanat tarihinde 6nemli
bir tartigma alani olarak varlik gostermektedir. Bu baglamda, literatiir taramasinda,
ozellikle 19. yiizyildan itibaren fotografin belgeleyici giiciiniin arkeolojik kazilar, miize
kataloglar1 ve sanat eserlerinin belgelenmesinde oynadigi rol ele alinmistir. Yorgun
Herakles heykelinin tarihsel stireci i¢ginde farkli baglamlarda nasil yeniden iiretildigi, bu
baglamda fotografin nasil islev gordiigii sorular etrafinda odaklanan kaynaklar

incelenmistir.

Bu calismada kullanilan literatiiriin 6nemli bir boliimiinii, Yorgun Herakles
heykelinin kazi, sergileme ve belge stireciyle ilgili arsivsel ve yayimnlanmis belgeler
olusturmaktadir. Ozellikle Antalya Arkeoloji Miizesi’ne ait kataloglar ve Perge kazisiyla
ilgili yayinlar, heykelin tarihsel ve maddi baglamini anlamada basvuru kaynag: olarak

degerlendirilmistir. Ayrica, 1981 yilinda diizenlenen "Glories of the Past" baslikli sergi ve



bu sergiye ait kataloglar, eserin yurtdisina ¢ikarilmasi ve yeniden geri doniisii slirecinde

fotografin nasil bir temsil araci haline geldigini gostermesi bakimindan dikkate degerdir.

Ayrica literatiir incelemesi kapsaminda, albiimin baski teknigiyle ilgili teknik
kaynaklara ve tarihsel fotograf liretim siireglerine iliskin yayinlara da bagvurulmustur. Bu
kaynaklar, 19. yiizy1l fotografcilifinin belge estetigi ve gorsel hafiza iiretimiyle olan
iliskisini agiklamakta, arastirmanin uygulamali kismini kuramsal olarak temellendirmeye

katki saglamaktadir.

Sergi kataloglar1 ve giincel sanat yayimlar1 da fotograf ve heykelin birlikte
sunuldugu, aralarindaki iliskinin ¢agdas anlatilar i¢inde nasil temsil edildigini gosteren
ornekler iizerinden incelenmistir. Literatiir incelemesi bu yoniiyle, hem tarihsel temsillerin
arka planini kurmakta hem de tez kapsaminda yiiriitiilen uygulamali siirecin kavramsal

cercevesini olusturacak temel yaklagimlari belirlemektedir.

1.2.2 Etkili Nesneler ve Konular

Bu aragtirmada kullanilan nesneler, belgeler ve kavramsal araglar, heykel ve
fotograf arasindaki etkilesimi hem tarihsel hem de ¢agdas baglamda inceleme hedefi
dogrultusunda sec¢ilmistir. Arastirmanin kavramsal ¢ercevesi, yalnizca sanat eserleriyle
degil; bu eserlerin ¢evresini olusturan teorik yaklasimlar, belgeler, teknik metinler ve

sergilerle de iligkilidir.

Caligmanin temel kaynaklar1 arasinda, Berenice Abbott’'un biiyiik formath
fotograf¢iligi anlasilir kilmayr hedefledigi “The View Camera Made Easy”
(Kolaylastirilmis Teknik Kamera) adli kitab1 yer almaktadir. Bu kitap, sadece teknik bilgi
sunmas1 acisindan degil, ayn1 zamanda fotografin bigimsel kontrol ve ifade olanaklarini
nasil sekillendirdigine dair goriisleriyle de onemlidir. Arastirma siiresince biiytlik formatl
kameranin kullanimina dair teknik kararlar bu kaynaktan dogrudan -etkilenmistir.
Abbott’un yaklasimlari, teknik bilgi ile sanatsal ifade arasinda kurulan iligkiye dair

diisiinsel bir temel olusturmustur.
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Calismada ayrica, Vancouver'daki Western Front Dernegi arsivlerinden elde edilen
ve lizerinde “Copier Recopier” (Kopyalamak, Yeniden Kopyalamak) ifadesi yer alan bir
afise de yer verilmistir. Bu afis, “kopyalama” eylemi iizerinden sanatta tekrar, cogaltma
ve Ozgilinliik gibi kavramlarin yeniden diisiiniilmesine olanak tanimaktadir. Afigin
tipografisi, dili ve sunum bic¢imi, kavramsal olarak “kopya” ve “orijinal” arasindaki
sinirlarin bulaniklastig1 alanlara isaret eder niteliktedir. Arastirma bu gorsel metni hem

tarihsel hem kavramsal baglamda bir gonderme noktasi olarak ele almaktadir.

Aragtirmanin gorsel odak noktasini olusturan Yorgun Herakles heykelinin farkli
temsilleri, fotograflar iizerinden incelenmistir. Bu iki temsiliyet hem fiziksel bir sanat
objesi hem de fotograf araciligiyla temsil edilen bir gorsel imge olarak degerlendirilmistir.
Bu baglamda heykel yalnizca tarihsel bir nesne degil, ayn1 zamanda fotografik yeniden
tiretim yoluyla kavramsallastirilan bir arastirma malzemesi olarak ele alinmistir. S6z
konusu temsiller, orijinallik, otantiklik ve gorsel bellek gibi kavramlarin sanat i¢indeki

isleyisini sorgulamak agisindan anlamli 6rnekler sunmaktadir.

Bu aragtirmanin diisiinsel ¢er¢evesinde Rudolf Arnheim’in gorsel algi ve sanatsal
diisiinme tizerine gelistirdigi kuramlar merkezi bir yer tutmaktadir. Arnheim, sanatsal
stirecin dogasinda yer alan “kazalar1” yani sanat¢inin bilingli olarak kontrol edemedigi
ancak siirece yon veren tesadiifi karsilagmalari, yaratici siirecin vazgegilmez bir pargasi
olarak tanimlar (Arnheim, 1966, s. 164). Bu anlayis dogrultusunda arastirma, sanat
tiretimini lineer bir nedensellik {izerinden degil; iliskisel, agik u¢lu ve ¢ok katmanli bir
siire¢ olarak degerlendirmektedir. Arnheim’in yaklasimi, arastirmada hem iiretim
stirecinin dogasini hem de kopya ile Ozgiinliik kavramlar1 arasindaki gerilimi

anlamlandirmakta yol gdsterici olmustur.

Calisma boyunca kullanilan nesneler ve belgeler yalnizca veriye degil, aym
zamanda disiinceye, yoruma ve analize kaynaklik eden etkili araglar olarak

degerlendirilmistir. Arsiv belgeleri, sergi kataloglari, birincil kaynak niteligindeki afis ve
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yayinlar, heykel ve fotograf arasindaki iligkinin sadece sonuglarmni degil, bu iliskinin

olusma stirecini de aciga ¢ikarmaktadir.

Bu dogrultuda, arastirmanin amaci yalnizca secili 6rnekleri agiklamak degil; bu
ornekler araciligiyla, sanatta kasitli niyet, tesadiif, ¢ogaltma ve 6zgiinliik gibi kavramlarin
birbirine dolandig1 bir diisiinsel alant goriiniir kilmaktir. Calisma, disiplinler arasi bir
bakisla, sanatsal nesnelerin yalnizca iiriin degil, ayn1 zamanda kavramsal {liretim alanlar
oldugunu savunur. Boylece, fotograf ve heykel arasindaki bag yalnizca tarihsel bir iliskiler
dizisi olarak degil, ¢agdas sanatin diisiinsel zeminini olusturan temel meselelerden biri

olarak ele alinir.

1.3 Ana Problem/Arastirma Boslugu:

Mevcut literatiir, fotograf ile heykel arasindaki iliskiyi genellikle ya teknik
temsiliyet diizeyinde ele almakta ya da yalnizca tek bir sanat pratigi iizerinden
degerlendirmektedir. Bu sinirli bakis, iki mecranin tarihsel ve kavramsal olarak i¢ ige
gectigi cok katmanli iliskileri anlamakta yetersiz kalmaktadir. Ozellikle, “kopya”,
“orijinal” ve “otantiklik” gibi kavramlarin fotograf ve heykel alanlarinda nasil
yorumlandigina ve birbirleriyle nasil etkilesime gectigine dair derinlemesine analizler

literatiirde sinirhi diizeyde yer almaktadr.

Arastirma, bu bosluktan hareketle, fotografin yalnizca belgeleyici bir ara¢ olarak
degil; aynt zamanda heykelin otantikligini, estetik degerini ve tarihsel anlamini
doniistiiren bir arac1 olarak nasil islev gordiigiinii sorgulamaktadir. Ozellikle 19. yiizyildan
itibaren arkeolojik kazilar, miize envanterleri ve sanat kataloglar1 araciligiyla tiretilen
fotograflarin, heykel sanatina dair algiy1 nasil yeniden yapilandirdigi bu baglamda temel
bir problem alani olarak belirlenmistir. Fotografik temsillerin yalnizca bir kopya
iretmekle kalmayip, eserin yorumunu ve izleyiciyle kurdugu iliskiyi de yeniden

sekillendirdigi savi, arastirmanin temel ¢ikis noktalarindan birini olusturmaktadir.
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“Kopya” ve “orijinal” kavramlarinin her iki disiplinde nasil farklilastig1 ve nerede
kesistigi sorusu, 6zellikle gorsel alg1 diizeyinde derinlemesine irdelenmektedir. Heykelin
fotografla belgelenmesi veya yeniden tretilmesi ile fotografin heykelsi formlarla temsil
edilmesi arasindaki gecislilik, bu kavramlarin sinirlarim1 muglaklastirmakta ve bu
baglamda sanatsal otorite, niyet ve hakikat kavramlarin1 tartigmaya agmaktadir. Ayni
sekilde, fotografin ii¢ boyutlu nesnelligi iki boyutlu temsil diizlemine indirgemesi, gorsel

hafiza ve otantiklik konularinda yeni bir sorgulama alani1 yaratmaktadir.

Aragtirma ayrica, Rudolf Arnheim’in gorsel algi, desen tanima ve sanatsal
diisiinceye dair gelistirdigi kuramsal ¢er¢eveden yararlanarak, kopya ve orijinal arasindaki
algisal farklarin sanat eserinin yorumlanma bi¢imi iizerindeki etkilerini incelemeyi
amaglamaktadir. Arnheim’in 6zellikle sanat¢inin bilingli kontroliiniin disindaki “tesadiifi”
karsilagsmalarin yaraticiliktaki roliinii vurgulayan yaklagimi, bu aragtirmanin hem teorik

hem uygulamali boyutunda 6nemli bir diisiinsel dayanak olusturmaktadir.

Tarihsel baglamda ise, 1970 yilinda MOMA’da diizenlenen "Photography Into
Sculpture" baglikli sergi ve sonrasindaki giincel tekrarlari, iki sanat formunun birbirine
eklemlenmesinin somut Ornekleri olarak arastirma kapsamina dahil edilmistir. Bu tiir
sergiler, fotografin sadece belge degil, ayn1 zamanda mekani, objeyi ve {li¢ boyutlu
deneyimi yeniden kuran bir ara¢ olarak konumlandirildigin1 gostermektedir. Dolayisiyla
bu c¢alisma hem tarihsel bir ¢éziimleme yapmayr hem de cagdas sanatsal iiretim

siireclerinde bu tiir geciskenligin nasil ele alindigini ortaya koymay1 amaglamaktadir.

Tez, fotograf ve heykel arasindaki iliskide hem kuramsal hem gorsel diizeyde
ortaya cikan doniislimleri inceleyerek; sanat eserinin iiretimi, temsili ve yorumu
siireclerine dair yeni bir bakis agis1 sunmay1 hedeflemektedir. Mevcut literatiirdeki bu
boslugu doldurarak, gorsel sanatlarda mecralar arasi gegisin teorik altyapisini gelistirmek
ve sanat arastirmalarinda disiplinlerarasi yaklasimin 6nemini pekistirmek bu ¢alismanin

0zglin katkilarindandir.
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1.4 Siirhhklar

Bu tez caligmasi, heykel ve fotograf arasindaki tarihsel, teknik ve kavramsal
iligkiyi belirli 6rnekler ve kuramsal g¢ergeveler i{izerinden ele almayi amaglamaktadir.
Disiplinleraras1 bir yontemle yiiriitiilen bu arastirma, 6zgiin bir katki hedeflemekle
birlikte, dogas1 geregi bazi simirliliklar igermektedir. Bu sinirliliklar, ¢alismanin kapsama,
secilen kuramsal yonelimler, uygulama teknikleri ve kaynaklara erisim kosullar

cergevesinde asagida belirtilmistir:

Arastirma, heykel ve fotograf arasindaki iliskiyi 6rneklemek amaciyla 6zellikle
Yorgun Herakles heykelinin Antalya Arkeoloji Miizesindeki temsilleri iizerinden
sekillendirilmistir. Bu bilingli sinirlama, konuya odakl bir derinlik saglamay1 amaglasa
da heykel-fotograf iliskisini baska Ornekler iizerinden karsilastirmali bigimde
degerlendirme imkanini kisitlamistir. Ayni sekilde, secilen eserlerin cografi ve kiiltiirel

baglami nedeniyle, daha genis 6lgekli bir gorsel repertuar bu ¢alismanin disinda kalmistir.

Uygulama siireci yalnizca biiylik formatli analog fotograf teknigi ve albiimin bask1
yontemi kullanilarak yiirtitiilmiistiir. Dijital fotograf, 3D tarama, fotogrametri gibi ¢agdas
teknolojilere yer verilmemistir. Bu durum, arastirmanin teknik yogunlugunu belirli bir
tarihsel ve estetik baglama oturtmakla birlikte, cagdas fotografik uygulamalarin sundugu
farkli temsil bigimlerini kapsam dis1 birakilarak, s6z konusu siire¢ sanatsal pratigine dayali
olarak gerceklestirilmistir. Bu baglamda, fotografik iiretim siireci ve gorsel tercihler,
arastirmacinin bireysel bakis acisi, estetik anlayist ve kavramsal ilgileri dogrultusunda
sekillenmistir. Bu durum, ¢aligmaya yaratici bir yon ve diislinsel derinlik kazandirmakla
birlikte, elde edilen sonuglarin genellenebilirligini sinirlandirmakta; yoruma acik, 6znel

bir katman da icermektedir.

29 ¢

Literatiir taramasi, biiylik dl¢iide “kopya”, “orijinal”, “belgeleme” ve “otantiklik”
gibi kavramlarin heykel ve fotograf baglamindaki yorumlar1 iizerine odaklanmistir. Bu
yaklagim, c¢aligma agisindan tematik biitiinliik saglasa da video sanati, yerlestirme,
performans ya da dijital sanat gibi diger mecralarda ayni1 kavramlarin nasil igledigine dair

karsilastirmal1 ¢6ziimlemeleri disarida birakmustur.
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Bu sinirliliklar, ¢calismanin akademik gegerliligini zedelemez; aksine, onun belirli
bir arastirma sorusu ve yontemsel ¢erceveye sadik kalarak yapilandirildigini gosterir. Ayni
zamanda, bu smirhiliklar, ilerleyen arastirmalar i¢in yeni sorular ve yonelimler agma

potansiyeli tagimaktadir.
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BOLUM 2: FOTOGRAF VE HEYKELIN KESiSiMi

Gorsel sanatlar tarihinde, farkli ifade bigimleri arasinda kurulan etkilesim, yalnizca
teknik bir cesitlilik degil, ayn1 zamanda sanatin ontolojik ve epistemolojik sinirlarmin
yeniden tanimlanmasina olanak taniyan bir doniisiim siirecini beraberinde getirmistir.
Ozellikle 19. yiizyilin ilk yarisinda fotografin ortaya ¢ikis1, sanat tarihinde sadece yeni bir
gorsel teknolojiye degil, ayn1 zamanda temsil, gerceklik ve zaman algisina dair derin bir
paradigma degisikligine isaret etmektedir. Fotograf, resim ve heykel gibi geleneksel sanat
bigimlerinden farkli olarak, dogrudan ger¢ekligi yakalama iddiasi tasimasiyla 6ne ¢ikmis

ve sanatgilar icin hem bir arag hem de bir sorun alan1 haline gelmistir.

Modernizmle birlikte sanatcilar, geleneksel malzeme, teknik ve kavramlara
yonelik elestirel bir durus sergileyerek sanatin sinirlarin1 zorlamaya baslamislardir. Bu
stirecte, gorsel sanat mecralar1 arasindaki karsilikli etkilesim daha da goriiniir hale gelmis
ve ¢agdas sanatin dogusuna zemin hazirlamistir. Ozellikle heykel, fotograf, resim, sinema
ve grafik anlatilar gibi farkli gorsel ortamlar arasindaki sinirlarin gegirgenligi, sanatin
sadece estetik degil, aym1 =zamanda diisiinsel bir etkinlik olarak yeniden

konumlandirilmasini beraberinde getirmistir.

Bu baglamda, heykel ve fotograf arasindaki iliski, sanat kurami ve pratigi
acisindan kritik bir inceleme alani olarak belirginlesmektedir. Farkli tarihsel kdkenlere
sahip olan bu iki mecra, teknolojik ilerlemeler, estetik arayislar ve temsil bigimlerinin
evrimiyle birlikte giderek daha fazla kesisim noktasi iiretmistir. Baslangicta fotograf,
heykelin belgelenmesine hizmet eden bir ara¢ olarak konumlanirken; heykel ise 6zellikle
19. yiizyil sonlarinda fotograf¢ilik pratigi igin estetik ve simgesel bir nesne olarak
degerlendirilmistir. Ancak 21. yiizyila gelindiginde, dijital teknolojilerin sundugu
olanaklar sayesinde her iki mecra da geleneksel sinirlarini agarak yeni ifade olanaklarina

ulagmustir.

2 6

Heykel ve fotografin iliskisi 6zellikle “kopyalama”, “yeniden iretim” ve “temsil”

kavramlar1 iizerinden degerlendirildiginde, Walter Benjamin’in “sanat eserinin aura’s1”
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(1936) kavramsallagtirmas: ile 6nemli bir paralellik kurmak miimkiindiir. Heykelin
fotograf araciligryla ¢cogaltilmasi ya da bir fotografin ii¢ boyutlu bir forma doéniistiiriilerek
heykellestirilmesi, 6zgiinlilk ve tekrar arasindaki gerilimi giindeme getirir. Bu tiir
doniistimler yalnizca bigimsel degil, ayn1 zamanda ontolojik bir sorgulama alan1 da agar:

Orijinal nedir? Temsil ne zaman gerceklige doniisiir?

Heykel ve fotograf etkilesimde “zaman” ve “mekan” kavramlar1 6zel bir 6nem
tasir. Heykel, fiziksel varligiyla mekana niifuz ederken; fotograf, ani sabitleyen ve
zamanin akisini durduran bir mecra olarak hareket eder. Fotografin iki boyutlu ve
zamansal niteligi ile heykelin {i¢ boyutlu ve mekansal karakteri, her iki medyumun
karsilagtirmali ¢dztimlemesini olanakli kilar. Bu baglamda, fotografin heykel tizerindeki
bakis agisini dontistiirmesi ve heykelin fotograf araciligiyla yeniden yorumlanmasi,

izleyici algisinda yeni sorular dogurur.

Bir heykelin fotograflanmasi, yalnizca fiziksel bir kayit degil, ayn1 zamanda
fotografcinin bakis agisiyla yeniden kurulan bir anlam insasidir. Bu siirecte heykel,
tarihsel, sosyolojik ve kiiltiirel baglamlarda yeniden konumlanir. Benzer sekilde, bir
fotografin heykellestirilmesi, imgenin maddesel karsiligini arastiran yeni bir temsil bigimi
tiretir. Bu ¢ift yonlii donilisiim, sanat yapitinin “tekilligi” ve “gogaltilabilirligi” gibi

kavramlar etrafinda donen teorik tartigsmalara da katki sunar.

Giliniimiizde bu mecralar arasi1 kesisimler, 6zellikle dijital uygulamalar, ii¢ boyutlu
modelleme teknolojileri ve etkilesimli medya sayesinde daha da cesitlenmis ve
derinlesmistir. Fotografin ve heykelin, yalnizca teknik baglamda degil, ayn1 zamanda
kuramsal diizeyde de birbirlerini yeniden tanimladiklart bu dinamik siire¢, gorsel
sanatlarin gelecegine dair énemli ipuglar1 tasimaktadir. Fotografin, heykelin mekansal
dogasin1 yeniden kurmasi; heykelin de fotografin zaman igindeki sabitligine karsi
hareketli ve katmanli bir alternatif sunmasi, izleyicinin goérsel deneyimini doniistliren

giiclii etkilesim alanlar1 yaratir.
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Bu baglamda yiiriitiillecek olan sanatsal arastirma, yalnizca mevcut literatiiriin
degerlendirilmesiyle siirli kalmayip, fotograf ve heykel arasinda kurulacak yeni estetik
iliskileri liretmeye yonelik yaratici stire¢lere de odaklanmaktadir. Sanat yoluyla aragtirma
yontemini benimseyen bu yaklasim, gorsel sanatlarda gerceklik, temsil ve maddesellik
kavramlarini disiplinler arasi bir diizlemde yeniden ele almay1 hedeflemektedir. Boylece,
heykel ve fotografin smirlar1 arasindaki gegirgenligi arastiran bir iiretim alam
olusturularak, sanatin hem tarihsel hem de cagdas baglamda yeniden yorumlanmasina

katk1 sunulmasi1 amag¢lanmaktadir.

2.1 Fotograf ve Heykel iliskisinin Tarihsel Siireci

"Fotograf her zaman mermerin 6ziine sadiktir." (Johnson, 1998, s. 2)

Heykel ve fotograf arasindaki iliski uzun siiredir sanatcilar ve akademisyenler i¢in
ilgi ¢ekici bir konu olmustur. Geraldine Johnson (1998), fotografin genellikle mermerin
Oziinli yakalamada dogas1 geregi otantik olarak algilandigin1 vurgulayarak bu iki sanat
dali arasindaki derin bagi ortaya koymaktadir. Bu etkilesim, geleneksel sanatsal sinirlari
zorlamakta ve gorsel sanatlar alaninda doniistliriici yeniden yorumlamalara yol

agmaktadir.

Gorsel 1. Martin, P. (t.y.). Billingsgate Pazarinda Yiikleme: Kesilmis Figiirler. Teksas Universitesi, Austin
Harry Ransom Beseri Bilimler Aragtirma Merkezi'nin izniyle.

Kaynak: https://onthisdateinphotography.com/2018/04/16/april-16-pedestrian/ adresinden 8 Mart 2025
tarihinde alinmigtir.
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Tarih boyunca sanatgilar, heykel ve fotografin kesisim noktasini kesfederek
yerlesik normlar1 sorgulamislardir. Ornegin, 19. yiizyilin sonlarinda ingiliz fotograf¢1 Paul
Martin, Londra’daki iscilerin fotograflarim1 kesip notr arka planlara yapistirarak onlari
yasayan heykeller gibi gosteren bir teknik gelistirmistir (Gorsel 1). Martin’in ¢alismalari,
daha sonraki Gilbert & George gibi sanatcilar tarafindan yapilan deneysel ¢aligmalari
ongorerek, fotografin heykelsi nitelikler kazanabilecegini gostermektedir (Johnson, 1998,

s. 13).

Gorsel 2. Karl Blossfeldt. Urformen der Kunst (1928).
Kaynak: https://publicdomainreview.org/collection/karl-blossfeldt-s-urformen-der-kunst-1928 adresinden
8 Mart 2025 tarihinde alinmistir.

Benzer sekilde, 20. yiizyilin baslarinda Almanya’da Karl Blossfeldt’in bitkileri
konu alan fotograflar1 (Gorsel 2), 6zenli kirpma ve gerceveleme teknikleriyle onlarin
heykelsi niteliklerini 6ne ¢ikarmistir. Blossfeldt’in ¢aligmalari, organik formlara yonelik
algiy1 degistirerek onlar1 heykel estetigiyle uyumlu hale getirmistir. Bu yaklasim,
fotografin dogal nesneleri li¢ boyutlu sanat alanina tasima potansiyelini gostermektedir
(Johnson, 1998, s. 13). Bu tarihsel Ornekler, heykel ve fotograf arasindaki siirekli
etkilesimi gozler Oniine sermektedir. Fotograf, heykelsi 6zellikler kazanabilirken, heykel

de fotograf yoluyla belgelenebilir ve donilisiime ugrayabilir. Bu iki disiplin arasindaki
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sinirlarin siirekli olarak yeniden degerlendirilmesi, modern sanat pratigini sekillendirmeye

devam etmistir.

Heykel ve fotograf arasindaki degisen iliski, sanat iiretimi ve teorisindeki daha
genis ¢apli déniisiimleri de yansitmaktadir. Ornegin, Walter Benjamin’in Mekanik Uretim
Caginda Sanat Eseri (1936) adli eserinde ortaya koydugu “aura” kavrami, fotografik
yeniden iiretimin heykel eserlerinin algilanan 6zgiinliigiinii ve benzersizligini nasil
degistirdigini incelemek i¢in 6nemli bir teorik ¢cerceve sunmaktadir. Fotografin heykelleri
kopyalayabilme yetisi, geleneksel 6zgiinliik kavramini sorgulayarak kopya ve orijinal

meselesinin yeniden degerlendirilmesini gerekli kilmaktadir.

Buna ek olarak, Rosalind Krauss’un (1979) Heykelin Genisletilmis Alani teorisi,
modern heykelin klasik taniminin 6tesine gecerek yeni medya, enstalasyon ve fotografile
nasil iliskilendigini anlamak i¢in uygun bir cer¢eve sunmaktadir. Krauss, heykelin
siirlarinin giderek daha gegirgen hale geldigini ve fotografin da bu genisletilmis alan
icinde kendine yer buldugunu savunmaktadir. Bu bakis agisi, heykel ve fotografin artik
ayr disiplinler olmaktan ¢ok, daha genis ve akiskan bir sanatsal baglamin pargasi haline

geldigini gostermektedir.

Heykel ve fotograf arasindaki etkilesim siirekli olarak evrilerek sanatsal
konvansiyonlar1 zorlamis ve her iki disiplinin olanaklarini genisletmistir. Paul Martin ve
Karl Blossfeldt gibi sanatcilarin tarihsel deneylerinden Walter Benjamin ve Rosalind
Krauss’un teorik tartigmalarina kadar, bu iliski gorsel kiiltiirdeki doniisiimleri anlamada

merkezi bir rol oynamaktadir.

2.2 Fotografin Gelisimi ve Heykelin Fotograftaki Etkisi

Fotografin ilk donemlerindeki dogusu, heykellerin tasviriyle yakindan iligkiliydi.
Fotografin erken donemlerinde, uzun pozlama siireleriyle basa ¢ikmak zorunda kalindi;
bu, heykelleri gosteren goriintiilerin yayginligi ve cazibesini 6nemli 6l¢iide etkileyen bir
ozellikti. Geraldine Johnson’in belirttigi gibi, bu iliski tesadiifi degil, aksine fotografin
gelisim siirecinin ayrilmaz bir pargasiydi (Johnson, 1998, s. 7). Fox Talbot, The Pencil of
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Nature adli 6nemli eserinde, fotografin heykelleri oliimsiizlestirmedeki etkinligini
vurguladi ve bu basarisini beyazlik ve ¢ogaltilabilirlik gibi i¢sel niteliklerine bagladi. Bu

tespit, heykellerin fotografin erken gelisiminde oynadigi 6nemli rolii ortaya koydu.

Pozlama siiresi kavrami, fotografin temel bir unsuru olarak yalnizca tarihsel bir
oneme sahip olmakla kalmaz, ayn1 zamanda fotograf ile heykel arasindaki kalic1 iligkiyi
de vurgular. Johnson, “ilk fotografik siireglerin gerektirdigi uzun pozlama siireleri, bu
donemde heykel goriintiilerinin popiilaritesine bir agiklama saglar” der (Johnson, 1998, s.
7). Bu fotograflar, dogrudan gorsel etkilerinin 6tesinde, fotografin gelisim siirecinde
onemli bir rol oynamis ve heykel etrafindaki tarihsel anlatiya dair algilarimizi ince bir

sekilde etkilemistir.

Fotograf¢1 ve arastirmaci Allan Sekula, 'Fotografik Anlam'i, ikonik, grafik ve
anlatimsal yontemler arasindaki etkilesimden dogan melez bir yapi olarak tanimlar
(Sekula, 1981, s. 15-25). Bu 'melez yapt', izleyici ile sanat¢i arasinda yeni bir diyalektik
stirecin baglangicin1 isaret eder. Diyalektikler, mantiksal argiimanlarin yeniden
incelenmesine dayanarak sorulara yanit bulmaya yonelik olarak gelisir. Hem fotograf hem
de heykel iizerine yazilarinda Michael Fried, fotograf ile 'nesne' arasindaki iliskiye
odaklanir. Ozellikle Becher’lerin su kuleleri ve endiistriyel yapilar1 tasvir eden tipolojik

fotograf serisini vurgular? (Fried, 2012, s. 303-317).

Fotografile heykelin kesistigi dikkat ¢ekici bir nokta, bir heykelin eksik pargasinin
bir fotografla degistirilmesi eyleminde ortaya ¢ikar. Bu olgu, iki medya arasindaki
geleneksel ayrimlar1 zorlar. Bu durumun en iyi 6rneklerinden biri, kayip parcanin yerine
bir fotografin yerlestirildigi Yorgun Herakles heykelidir. Bu eylem, yalnizca fiziksel
boslugu doldurmakla kalmaz, ayn1 zamanda fotografin heykelin bir uzantis1 olarak islev

gorebilecegini ve yoklugu varliga doniistiirebilecegini gosterir. Johnson, “Bir medyay1

2 Michael Fried, Becher'lerin fotograflarindaki konulara "nesneler" olarak atifta bulunduklarimi ve bilingli
olarak "motif" teriminden kagindiklarini agiklar. Onlarin goziinde, teknik yerlestirmeler "motifler degil,
nesneler" idi ve "fotograf nesnenin sadece bir ikamesidir, kelimenin alisilmis anlamiyla bir resim olarak ise
yaramaz" (Fried, 2004, s. 321).
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digerinden aywran ¢izgiyi tanimlamaya ne kadar ¢ok calisirsak, heykel ve fotograf
arasindaki iliski o kadar karmasik hale gelir” der (Johnson, 1998, s. 13). Bu tiir 6rnekler,
fotografin heykeli yalnmizca belgelemekle kalmayip, ayn1 zamanda onu yeniden

yorumlayip baglamina yeniden yerlestirdigini vurgular.

Walter Benjamin’in Mekanik Uretim Caginda Sanat Eseri adli eserinde yaptig
cogaltma analizi, heykel ile fotograf arasindaki etkilesimi anlamak agisindan kritik 6neme
sahiptir. Benjamin, ¢ogaltmanin bir sanat eserini 6zgiin varligindan kopararak 'aura'sini
zayiflattigin1 savunur (Benjamin, 2008, s. 21). Heykel fotografi baglaminda bu siireg,
heykelleri sonsuzca ¢ogaltilabilen goriintiilere doniistiirerek geleneksel 6zgiinliik
kavramin1 sorgular. Bununla birlikte, bu siire¢ ayni zamanda, tekillikten ziyade

erisilebilirlik ve baglam tarafindan tanimlanan yeni bir aura tiirii ortaya koyar.

Fotograf, heykel ve ¢ogaltma arasindaki etkilesim, fotografin fiziksel nesneleri
anlama bi¢imimizi nasil doniistiirdiigiinii ortaya koyar. Geoffrey Batchen (2001), Talbot,
Hippolyte Bayard ve Daguerre gibi erken donem onciilerinin heykellerle nasil etkilesime
girdiklerini ve li¢ boyutlu fiziksel gerceklikle iki boyutlu temsil arasindaki gerilimi nasil
arastirdiklarim  vurgular. Talbot, heykellerin temsillerine bir miktar karmasiklik
kazandirmak icin cesitli acilar ve 151k kosullariyla deneyler yapmistir (Batchen, 2001, s.
122-123). Bayard ise statik nesneyi gegici olarak canlandirarak ve sonra tekrar fotografik
formuna indirerek bu diyalogu bir adim ileriye tasimistir. Rosalind Krauss’un Heykelin
Genisletilmis Alani teorisi, heykelin geleneksel tanimlarinin 6tesine gecgerek fotograf,
enstalasyon ve mekana 6zgii ¢aligmalar gibi unsurlar1 kapsadigint savunur (Krauss, 1979,
s. 42). Krauss’un teorisi, fotografin siklikla {i¢ boyutlu nesnelerin belgelendiricisi olarak
goriilmesine ragmen, mekan ve baglam ile etkilesimde bulundugunda nasil heykelsi bir

ortam olarak kabul edilebilecegini anlamak i¢in bir ¢ergeve sunar.

'Orijinal olma' ve '¢ogaltilabilir olma', hem heykelin hem de fotografin tanimi igin
esastir. Eugenia Parry Janis’e gore, heykel ve fotograf alanindaki 6ncii vizyonerlerden

biri, genellikle fotografin {iclincii 'mucidi’ olarak kabul edilen Hippolyte Bayard’dir.
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1839’un ilk aylarinda Bayard, dogrudan pozitifler iireterek fotografin erken diinyasina
adim atmistir. Kamerasiyla etrafindaki diinyay1 bir fantezi alanina dontistiirmiis, klasik
heykellerin sisler arasinda dans ettigi sahneler yaratmistir. Parry’nin belirttigi gibi,
“Bayard, ge¢ donem bir klasik heykelcigi, modelin odasinda saklanan bir gozlemci gibi
belli bir mesafeden arkadan sunar” (Parry, 1991, s. 14). Bayard, donemin popiiler
litograflarinin  6zelliklerini yansitan masum ama kigkirtict bir cinsellik aurasiyla

geleneksel fotografin siirlarin1 asmistir. (Gorsel 3)

Gorsel 3. Hippolyte Bayard. Biblo. 1839-40.
Kaynak: The Kiss of Apollo. s 14

2.3 Albiimin Baski, Oryantalizm ve Erken Modern Arkeoloji

Bu boliimde proje i¢in ileride kullanilacak olan Albiimin baski tekniginden ve
tarihsel baglantilardan bahsedilmektedir. Es zamanli olarak modern arkeolojinin Dogu'da
gelisimine atif yapilmaktadir. Albiimin bask: siireci, erken donem arkeolojik
belgelenmede ve Oryantalist fotografta 6nemli bir rol oynamistir. 1850’lere gelindiginde,
alblimin baskilar 6zellikle Avrupali kasiflerin antik kalintilar1 ve heykelleri belgelemek

amaciyla gittikleri Akdeniz ve Yakin Dogu’daki arkeolojik kesif gezilerinde yaygin olarak
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kullanilmaktaydi (Tucker, 2009). Bu baskilar, Bati'nin antik ¢aglara dair hayal giiciinii
sekillendirmede etkili olmus ve Avrupali olmayan tarihler lizerinde kiiltiirel bir otorite

duygusunu pekistirmistir.

Félix Bonfils ve Francis Frith gibi Oryantalist fotograf¢ilar, alblimin baskilari
kullanarak “egzotik” bir estetik yaratmis, arkeolojik alanlar1 Avrupa zevkine uygun
sekilde tasvir etmistir (Nochlin, 1983). Bu fotograf tarz1 genellikle romantize edilmis
kalintilara vurgu yaparak bu medeniyetlerin yalnizca incelenmesi ve toplanmasi gereken
gecmisin kalintilar1 oldugu fikrini giiclendirmistir. Par¢alanmis ve yeniden birlestirilmis
olan Yorgun Herakles heykeli, fotograf¢iligin yalnizca belgeleme araci olmakla kalmayip
ayn1 zamanda eserleri somiirgecilik anlatilar1 i¢inde yeniden baglama oturtan daha genis

bir tarihsel ¢er¢eveye oturmaktadir.

2.4 Albiimin Baski Siirecinin Tarihcesi

19. ylizy1lin ortalarinda yagin fotograf baski yontemi haline gelen albiimin bask1
stireci, sodyum kloriir kullanan tuzlu kagit siire¢lerinden evrilmistir. Bu erken doneme ait
baskilar, UV 1s1gma duyarli giimiis kloriir olusturmak i¢in giimiis nitratla duyarli hale
getirilmistir. Ancak, tuzlu kagit yontemi, diizensiz tonlama ve yiiksek kaliteli baskilar

tutarl1 bir sekilde iiretememe gibi sinirlamalara sahipti (James, 2025, ss. 386-413).

1840'larda Henry James ve William Henry Fox Talbot gibi dnciiler, fotografik
emiilsiyonlar i¢in farkli baglayicilar1 denemeye basladilar. Talbot, Grnegin, baglayici
olarak jelatin ve zamki incelerken, albiimini giimiis nitratla birlestirerek bir baglayici
olarak kullanmay1 da denedi. Deneyleri tam anlamiyla basarili olmasa da albiiminin
fotografta kullanimi konusunda sonraki gelismelere zemin hazirladi (James, 2025, ss. 386-
413).1847'de Louis-Desiree Blanquart-Evrard, 6nceki denemeleri gelistirerek albiimin
kagit slirecini tanitt1 ve bunu ticari olarak basarili bir bask1 yontemine doniistiirdii (James,
2025). Blanquart-Evrard'in teknigi, albiimini giimiis kloriirle birlestirir ve hem 1slak hem

de kuru halde pozlayabilmektedir. Bu gelisme, biiyiik cam negatiflerin yiikselisiyle
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birlikte, albiimin baskilarini ticari olarak uygulanabilir hale getirdi ve tuzlu kagit gibi

onceki yontemlere kiyasla daha hassas olmasini sagladi.

1850'lere gelindiginde, albiimin baski siireci, Ozellikle Avrupa'da, fotograf
diinyasinda yaygin hale gelmisti. Albiimin baskilara olan yogun talep, Dresden
Albumizing Company gibi sirketlerin halkin talebini kargilamak i¢in biiytik 6lcekli ticari
iiretim yapmasina yol acgt1 (James, 2025, ss. 386-413). Siireg, 1880'lerde giimiis jelatin
baskilarin ortaya ¢ikisina kadar otuz yili agkin bir siire boyunca fotografciliga hakim oldu.
Ancak albiimin baskilarin essiz berraklig1 ve ton kalitesi, sanatcilar etkilemeye devam

etti ve cagdas fotografcilar arasinda bu yonteme yeniden ilgi duyulmasina yol agti.

Gorsel 4. Olimpiya'dan Heykel Pargalari, 1886/1887. Albumen prints, cut into pieces. Archive of the
Antikensammlung Berlin, Rep. 1 Abt. B Ausgrabungen der Berliner Museen, Oly 91, Olympia, Photo
archive.

Kaynak: https://ebrary.net/143056/travel/reconfiguring_photography archaeology adresinden 8 Mart 2025
tarihinde alinmigtir.

Fotograf, 6zellikle albiimin baskilar, 19. ylizyilin sonlarinda arkeolojik siireclerde
doniistiiriicii bir rol oynayarak eserlerin belgelenme, analiz edilme ve anlasilma bi¢imini
yeniden sekillendirmistir. Hillnhuetter ve Klamm’1in (2022) tartistig1 gibi, Olympia’daki
kazilar, fotografik medyanin eserlerin baglamdan koparilmasinda ve yeniden

baglamsallastirilmasinda nasil kolaylik sagladigini gdstermektedir. Ornegin, heykel
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parcalar1 alblimin baskilar kullanilarak — berraklig1 ve parlakligiyla taninan — gorsel olarak
kaydedilmis, ardindan pargalar halinde kesilerek envanter numaralar1 ve buluntu detaylari
gibi temel bilgilerle notlandirilmistir. Olympia kazi arsivinden alinan (Gorsel 4), bu
uygulamayi, pargalar halinde kesilmis heykel fragmanlarmmin albiimin baskilarini
gostermektedir; bu baskilar, daha sonra arkeologlarin i¢ c¢alisma materyali olarak
saklanmigstir. Bu fotograflar, yayinlarda dogrudan ¢ogaltilmamis olsa da siniflandirma ve
daha fazla calisma i¢in birer ara¢ olarak hizmet ederek, Ozellikle alblimin baskilarin
hassasiyeti sayesinde, eserleri orijinal baglamlarindan izole etme ve onlar1 yeni akademik
cercevelere entegre etme siirecinde Onemli bir rol oynamistir. Bu uygulama,
fotografciligin, Ozellikle albiimin baskilar aracilifiyla, arkeolojik anlatinin hem
korunmasinda hem de dontistiiriilmesindeki temel roliinii vurgulamaktadir (Hillnhuetter

& Klamm, 2022).

2.5 Fotograf ile Heykel Arasindaki Etkilesimin Baslangici ve Kopya

Bu c¢aligmada donemin o©nemli eserleri, elestirileri ve teorik ¢ergeveleri
incelenerek, heykel ve fotograf arasindaki iliski arastirilmaktadir. Bu analiz, heykellerin
fotograflanmasinin, kopyalar ve orijinallerin anlasilmasinda nasil bir paradigma degisimi
baslattifin1 ve nihayetinde iki sanat formu arasinda daha incelikli bir iliskiyi nasil

gelistirdigini ortaya koymay1 amaglamaktadir.

Kopienkritik® kavrami, 6zgiinliik, otantiklik ve heykel ile fotograf arasindaki
etkilesim hakkindaki degisen algilar1 anlamada merkezi bir rol oynar. Klasik sanat
caligmalar1 alaninda ortaya c¢ikan Kopienkritik, kaybolmus orijinallerin 6zelliklerini
yeniden insa etmek amaciyla kopyalarin elestirel olarak incelenmesini ifade eder.
Kopyalarin sadakatini inceleyerek, bu yaklagim orijinal sanat eserlerinin 6ziinli ortaya

cikarmay1 amaglar. Fotograf ve heykel baglaminda Kopienkritik, kopyalarin anlagilmasini

3 On dokuzuncu yiizyilin ortalarina gelindiginde, kaybolmus Yunan sanat eserlerini iddia edilen Roma

kopyalar1 araciligiyla izlemek, akademisyenler i¢in ilgi ¢ekici bir gorev haline gelmisti. Al¢t kaliplara ve
1850'den sonra yeni bir medya olan fotografa dayanarak, antik sanat uzmanlari, Greko-Romen heykelini
kataloglamak ve anlamak icin Kopienkritik (kopya elestirisi) olarak bilinen bir metodoloji gelistirdiler
(Friedland, Sobocinski ve Gazda, 2015, s. 277).
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doniistiirerek fotografik reprodiiksiyonlar1 sadece belgeler olarak degil, ayn1 zamanda
yorumlayici eylemler olarak konumlandirir. Kameranin mercegi hem belgeleme hem de
yeniden yorumlama araci olarak islev goriir ve 151k, doku ve form gibi niianslar1 vurgular.
Bu siireg, orijinaller ve kopyalar arasindaki kat1 sinirlari zorlayarak otantiklige daha ince

bir bakis agis1 getirir.

Rudolf Arnheim "Cogaltma derken, en genis anlamiyla, bir seyin bagka bir seye
benzer olabilecegi cesitli yollar1 kastedecegim. Bu, sahtekarligin daha 6zel karakterine
dair bir baglam saglayacaktir."(1986, s. 276) diye ¢cogaltma konusuna deginir. Arnheim'in
caligmalari, sanatin birbirine bagliligina vurgu yapar; kopyalar, reprodiiksiyonlar ve hatta
sahtekarliklar, ortak bir estetik 6zii iletme yeteneklerine gore degerlendirilir (Arnheim,
1986, s. 283). Bu bakis acisi, sanatsal alandaki siireklilik ve yankilanmay1 vurgulayarak
orijinaller ve kopyalar arasindaki geleneksel ikili karsitlhig1 sorgular. Arnheim'in analizi
fotograf¢iliga kadar uzanir ve fotograflarin genellikle gercekligin sadik kopyalari olarak
algilandigini, el yapimi sanat eserlerinden farkli ve 6zgiin bir statiiye sahip oldugunu 6ne
stirer (Arnheim, 1986, s. 109). Heykel baglaminda fotograf, sadece bir belge araci olmanin
Otesinde, orijinalin algisini1 yeniden sekillendiren bir yorumlama araci olarak da hizmet

eder.

Heykel ve fotograf arasindaki iliskinin evriminde, iki medya arasindaki etkilesim
yogunlagmaya baslayarak her iki sanat formunun tarihinde 6nemli bir dénemi isaret eder.
Kopyalama, fotograf ve heykel arasindaki iliski, sanatta orijinallik, reprodiiksiyon ve
yorumlama hakkinda kritik sorular ortaya ¢ikarir. Roxana Marcoci'nin "Bir kopya hangi
kosullar altinda orijinal hale gelir?" sorusu, orijinallik ve reprodiiksiyon arasindaki
degisen sinirlar1 vurgular (Marcoci, 2010). Bu soru, fotografin heykelleri yeniden baglama
yerlestirmedeki rolii agisindan 6zellikle onemlidir. Yakin ¢ekimler, 1siklandirma ve kadraj
gibi fotograf teknikleri, orijinal baglamda fark edilemeyen yoOnlerini yakalayarak bir
reprodiiksiyonu orijinal statiisiine ylikseltebilir. Marcoci'nin incelemesi, orijinal ve kopya
arasindaki ayrimin sabit olmadigini, fotografin sagladigi yorumlayict baglama bagh

oldugunu oOne siirer. Fotografik reprodiiksiyonlarin heykellerin algisin1  nasil
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doniistiirdiigiinii inceleyerek, bu analiz kopyalarin kendi otantiklik ve sanatsal degerlerini

kazanabilecegi argiimanini giiclendirir.

Heykelde kopyalama, orijinal bir sanat eserinin yeniden yaratilmasini ifade eder;
bu, ister Yunan heykellerinin Roma kopyalarinda oldugu gibi kiiltiirel miras1 koruma
amaciyla olsun, isterse de anlamini yeniden yorumlamak amaciyla yapilsin. Ancak
fotograftaki "orijinal kopya" kavrami, orijinallik ve otantiklik konusundaki geleneksel
anlayislara meydan okur. Ornegin, analog fotografta negatifler veya diapozitifler siklikla
"orijinal" olarak kabul edilir ve fotograf siirecinin ilk somut sonucunu temsil eder. Walter
Benjamin'in  (1936/2008) sanat eserlerinin  "aura"sim1 incelemesi, fotografik
reprodiiksiyonlarin  heykel iizerindeki etkisini anlamak i¢in kritik bir cerceve
sunar. "Mekanik Reprodiiksiyon Caginda Sanat Eseri” adli makalesinde Benjamin,
fotograf aracilifiyla eserlerin yeniden liretilebilirliginin, orijinallerin essizlik ve baglama
dayali "aura"sin1 azalttigini savunur. Ancak, Benjamin'in analizi sadece "aura" kaybiyla
sinirlt degildir; aym1 zamanda fotografik reprodiiksiyonlar araciligiyla sanat eserlerine
erisimin demokratiklesmesinin otantiklik kavramini nasil doniistiirdiigiinii de ele alir.
Heykelleri daha genis bir kitleye erisilebilir kilarak, fotograf bu eserleri yeniden baglama
yerlestirir ve onlarin maddi orijinalliginden ziyade gorsel ve kavramsal yorumlarina
odaklanir. Bu doniistim, orijinali ayricalikli kilan geleneksel hiyerarsilere meydan
okuyarak, fotografin yorumlayict giiciinlin kopyalara kendi otantiklik bi¢imlerini

kazandirabilecegini One stirer.

Bu yeniden tiretilebilirlik ve otantiklik arasindaki iliski, ozellikle fotograf ve
heykel baglaminda belirgin hale gelir. Marcoci'a gore (2010), heykelleri fotograflamak
sadece belgeleme anlamimna gelmez; ayni zamanda fotograf¢inin ¢erceveleme,
1siklandirma ve perspektif secimleriyle sekillenen sanatsal bir yorumlamasini da igerir. Bu
tiir kararlar, heykelleri yeniden baglama yerlestirerek sadece gorsel 6zlerini degil, ayn
zamanda kavramsal ve mekansal dinamiklerini de yakalar. Geraldine Johnson ve diger

bazi akademisyenlerin de savundugu gibi, bu fotografik temsiller, kopyalar ve orijinaller
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arasindaki geleneksel ikili karsithigi zorlar; fotografin kendisi doniistiiriicii bir mecra

haline gelir.

Fotografin heykelleri yeniden yorumlama ve yayma kapasitesi, sanat tarihi
pratiklerini yeniden tanimlamistir. Donald Preziosi (1989), modern sanat tarihinin, bir
disiplin olarak metodolojik ¢ercevesini fotografin arsivleme potansiyeline borg¢lu
oldugunu o6ne siirer. Charles Négre ve Henri Le Secq gibi erken donem fotograf¢ilar,
katedrallerdeki heykelleri belgeleyerek cogunlukla ¢iplak gozle goriilemeyen detaylar
vurgulamiglardir (Johnson, 1997). 19. yiizyila gelindiginde, yakin ¢ekimler ve deneysel
kadrajlama gibi teknikler, bir heykelin belirleyici 6zelliklerini vurgulamak i¢in yeni yollar

sunarak onun incelenmesini derinlestirmis ve sanatsal yorumunu genigletmistir.

André Malraux’nun "hayali miize" kavrami, fotografik dizilerin zamansal ve
cografi smirlarin 6tesine gectigini ve kiiltiirleraras1 analizleri tesvik ettiini gosterir.
Malraux’nun farkli donemlerden ve kiiltiirlerden heykelleri yan yana getirdigi fotograf
albiimleri, fotografin sanat tarihi anlatilarin1 yeniden sekillendirmedeki roliinii vurgular.
Geleneksel miizelerin orijinal sanat eserlerinin maddeselligini 6n plana ¢ikaran
yaklasimimin aksine, Malraux’nun yaklasimi, fotografi sanatsal sdylemde aktif bir
katilimer olarak konumlandirir. Fotografik reprodiiksiyonlar1 yalnizca belgesel olarak
degil, yorumlayici olarak sunarak, Malraux, otantikligin yalnizca heykellerin orijinal

maddi formuna bagli oldugu diisiincesine meydan okur.

Man Ray ve Edgar Allan Poe’nun fotografin gériinmeyen gerceklikleri yakalama
kapasitesine dair goriisleri, orijinaller ve kopyalar arasindaki diyalektik iliskiye degerli
bakis agilar1 sunar. Man Ray’in, fotografin “retinamizin asla kaydedemeyecegi yonlerin
harika bir kasifi” oldugunu belirtmesi (Marcoci, 2010), mecranin yalnizca belgesel
olmaktan Oteye ge¢me potansiyelini yansitir. Benzer sekilde, Poe da erken donem
fotografcilig, ciplak gozle erisilemeyen perspektifleri agiga ¢ikarabilen modern bilimin
bir zaferi olarak gérmiistiir (Kriebel, 2010). Bu goriisler, kopyalarin orijinallere kiyasla

daha diisiik oldugu seklindeki geleneksel algiya meydan okuyarak, fotografik
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reprodiiksiyonlarin yeni anlam katmanlarini ortaya ¢ikarabilecegini 6ne stirer. Heykellerin
fark edilmeyen detaylarin1 yakalayarak, fotograf kopyalar1 yeniden yorumlama ve kesif

alanlarina doniistiirir.

Kopyalama siireci, ayn1 zamanda post-prodiiksiyon ve temelliik pratiklerinde de
kendini gosterir. Sherrie Levine'in Walker Evans’in eserlerini yeniden fotograflamasi,
orijinallik ve yazarlik kavramlarimi sorgulayarak, kopyalarin kavramsal agirlik
tagiyabilecegini gosterir. Levine'in After Walker Evans serisi (Gorsel 5), onun
fotografyoluyla nasil bir temelliik pratigi gelistirdigini ortaya koyar. "After" basligi hem
sanatsal borcunu hem de gegmisteki sanatsal devrimlerin ardindan yaratma hissini ifade
eder (Centre Pompidou.). Levine’in c¢aligmalari, yalnizca orijinalligin smirlarim
sorgulamakla kalmaz, ayn1 zamanda sanat tarihindeki kadinlarin tarihsel olarak yeterince
temsil edilmemesi sorununu da ele alir (Marcoci, 2010). Erkek sanatgilar tarafindan
yaratilmis eserleri temelliik edip yeniden yorumlayarak, Levine bu goriintiilerin anlamini

ve baglamini yeniden tanimlar.

-
-

i
-
—
—
-

Gorsel 5. Walker Evans Sonrasi, Sherrie Levine,

Kaynak: https://www.metmuseum.org/art/collection/search/267209) adresinden 8 Mart 2025 tarihinde
alinmistir.

Adam Fuss'un ¢alismalari, tipki Sherrie Levine’in yaklasimi gibi, kopyalama ve
yeniden yorumlama siirecinin tarihsel sanat formlarmma nasil taze bakis agilar

sunabilecegine dair etkileyici bir 6rnek olusturur. Fuss, Metropolitan Sanat Miizesi'ndeki
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zamaninda, klasik heykellerin biiyiileyici derecede ruhani fotograflarin1 yakalamak
icin igne deligi fotograf¢iligi (pinhole) teknigini kullanmistir. Geleneksel kameralarin
hassasiyet ve netliginden feragat eden Fuss, heykellerin "6zilinii" ileten, dinamik ve canl
niteliklerini vurgulayan fotograflar yaratmistir. Bu yaklasimiyla, miize kiiratorlerinin
dayattig1 kat1 anlatilara meydan okuyarak, klasik heykelleri samimi ve alisilmadik bir
1sikta sunar. Fuss'un fotograflari, antik heykellerin yalnizca saf beyaz mermer olarak
algilanmasina meydan okur ve onlarin aslinda pigment ve yaldiz ile siislendigini 6ne siiren
tarihsel kanitlarla da ortiisiir. Riiya gibi ve akiskan estetigi sayesinde bu fotograflar bu

antik konulara canlilik ve aciliyet duygusu kazandirir. (Gorsel 6)

Gorsel 6. Adam Fuss'un igne deligi fotografciligi, Allen Memorial Art Museum. 2018
Kaynak: https://amam.oberlin.edu/exhibitions-events/exhibitions/2018/07/24/a-different-kind-of-picture-
pinhole-photography-by-adam-fuss adresinden 8 Mart 2025 tarihinde alinmisgtir.
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Gorsel 7. Untitled (Cowboy), Richard Prince, Metropolitan Museum of Art 2000.
Kaynak: https://www.metmuseum.org/art/collection/search/283742) adresinden 8 Mart 2025 tarihinde
almmugtir.

Richard Prince'in sanatsal pratigi, cagdas sanatta 6zgilinliik, yeniden iiretim ve
sahiplik arasindaki gerilimi daha da 6rneklemekte ve Walter Benjamin'in mekanik olarak
iretilen eserlerdeki "aura" {izerine yaptig1 incelemeyle Ortiismektedir. 1970'lerin
sonlarindan itibaren Prince; kitle medyasindan, reklamlardan ve eglenceden imgeler
cikararak, bu imgeleri sanatina yeniden baglamlar i¢inde yerlestirerek sahiplik ve yazar
kavramlarina yonelik geleneksel anlayislar1 sorgulamistir. (Gagosian, t.y.). Bu tiir imgeler
Marlboro reklamlar {izerine yaptigi ¢alismalarda 6zellikle 6n plana ¢ikmustir. (Gorsel 7).
Diger yaraticilarin eserlerinin yankilariyla kendi 6zgiin tarzin1 harmanlayan yaklagima,
sahipligin genellikle katmanli ve karmasik bir islem oldugunu vurgulamaktadir. Amerikan
alt kiiltiirleri ve halk dilini inceleyerek kimlik insasi iizerine 1rk¢ilik, cinsiyetgilik, psikoz
gibi temalarla birlikte kovboylar, motosiklet¢iler, tinliiler gibi mitolojik statiiler lizerinde
durmustur. Ucuz roman (pulp fiction) ve yumusak pornografiden (soft-porn) ilham
alan Nurse tablolari, kitle iiretimi imgelerini son derece degerli sanat eserlerine
doniistiirme yetenegini simgelemektedir. Bu pratik, sanatin yeniden iiretimindeki rolii ve

Ozgiinliikle kiiltiirel anlamlar iizerine olan siirekli diyalogu yansitmaktadir (Gagosian,

t.y.).

Kopyalama, heykel ve fotograf arasindaki etkilesim, orijinallik ve yeniden
iretimin birbirine zit degil, birbiriyle baglantili siire¢ler oldugunu ortaya koyar.

Fotografin heykelleri yorumlama ve yayma rolii, her iki sanat formunu algilama ve onlarla
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etkilesim bicimimizi koklii bir sekilde degistirmistir. Geleneksel otantiklik kavramlarini
sorgulayan fotograf, orijinal olarak kabul edilenin sinirlarin1 yeniden tanimlar. Marcoci
(2010), Benjamin (1936/2008) ve digerlerinin perspektiflerinden bakildiginda, fiziksel ya
da fotografik olsun, kopyalama eylemi yalnizca bir yeniden iiretim hareketi degil, yeni

yorumlar ve i¢goriiler davet eden yaratici bir siire¢ olarak ortaya ¢ikar.

Eugenia Parry Janis, makalesinde fotograf ile heykel arasindaki incelikli iliskiyi
ele alarak, bir heykelin her fotografik tasvirinin yalnizca bir kayit olarak degil, orijinal
eserin yeniden yorumlanmasi olarak hizmet ettigini 6ne siirer; tipki bir miizik bestesinin
yeniden incelenmesi gibi. Bir fotograf, heykelsi konunun o6ziinii tam olarak
yansitamadiginda veya eksik bir temsil sundugunda bile, orijinal eserin temel yonlerini
uyandirma potansiyeline sahiptir. Parry, her bir fotografik tasvirin heykele dair yeni bir
bakis acis1 sundugunu ve izleyicileri onun formunu, dokusunu ve mekansal varligini yeni

sekillerde diisiinmeye davet ettigini savunur (Parry, 1991, s.12).

Geraldine Johnson’in "Heykel Fotografciliginda Sanata Kars1 Belge" baslikli
eserinde, fotografin belge, arsiv veya yorum olma ayrimi sorgulanir (Johnson, 1998 s.3).
Eugeéne Atget, Paris manzaralarinin fotograflarim1 yalnmizca "basit belgeler" olarak
nitelendirerek onlarin siradan belgeler oldugunu belirtmistir (Johnson, 1998, s.13). Ancak
Rodin gibi sanatcilar, 6zellikle Steichen tarafindan fotograflandiklarinda, bir fotografin
bir sanat¢inin eseri oldugu stirece ilging olabilece§ine inanmig ve fotografin nesnel bir
belge olma fikrinden uzaklagsmislardir (Johnson, 1998, s.5). Steichen’in Rodin’in stiidyosu
ve Balzac heykeline dair atmosferik fotograflari, heykeltiraglarin ve eserlerinin nasil

fotograflanmasi gerektigine dair resimsel bir bakis sunar.

Fotograftaki bu degisim, dayandigi nesneye ve temsil ettigi konuya dair farkli
algilara yol agar. Rudolf Arnheim, bir goriintiiniin izleyici iizerindeki deneyimini, denge
arayisindaki bir kuvvetler sistemi i¢inde gezinmeye benzetir. Bu kavrami agiklarken,
herhangi bir kuvvet alaninin bilesenlerine benzeterek, bu bilesenlerin dogustan gelen

dengeye yonelme egilimlerini vurgular. Arnheim, dogrudan algisal deneyimin bu dengeyi
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test etmede, degerlendirmede ve nihayetinde diizeltmede oynadig: kritik rolii vurgular.
Canl1 bir benzetme yaparak, bu siireci bisiklet siirerken dengede kalmaya benzetir; burada
kisi, gercek zamanli olarak uyum saglamak ve dengede kalmak igin kinestetik
duyumlarina giivenir. Bu bakis acisi, izleyici ile goriintii arasindaki dinamik etkilesimi
vurgulayarak, gorsel uyaranlarin biitiinsel bir sekilde anlasilabilmesi i¢in aktif katilimin

Onemini ortaya koyar (Arnheim, 1986, s.9).

Fotograf, teknolojik olarak ortaya c¢iktig1 andan itibaren siirekli olarak
dayanabilecegi bir ylizey arayisinda olmustur. Bu yilizey; metal levhalardan cama,
seramige ve kagida kadar evrilmis, gliniimiizde ise ekranlar ve dijital ortamlar gibi maddi
olmayan yansimalar halini almistir. Saussure, belirli degerlerin belirli kavramlara karsilik
geldigini ve bu kavramlarin birbirlerinden tamamen farkli oldugunu &ne siirer.
Kavramlarin igeriklerine gore pozitif olarak degil, sistemdeki diger unsurlardan
farkliliklar1 ile negatif olarak belirlendigini ifade eder ve soyle ekler: “Her birini tam

olarak karakterize eden sey, digerlerinin ne olmadigidir” (Saussure, 1995, s.162).

Fotograf, dayandig1 nesneye ve temsil ettigi konuya bagimli olarak algilanir.
Temsil ettigi konuyu yeniden yoruma veya yeniden yonlendirmeye olanak tanir. Dahasi,
etkilesimde bulundugu her nesne, fotografin algisini degistirir. Bu baglamda, fotograf bir
isaret olmaktan aninda igaret edilene doniisiir. Sanat olarak en degisken ortami temsil eder

ve diger sanatlarin algisini yonlendirir.

Roman Polanski’nin yonettigi "J'Accuse" (Memur ve Casus) filminde, Apollo
heykeli iizerinden bir kopya ile sahtecilik arasindaki ayrim vurgulanir. Film, kopya
kavramini, orijinalin ve otantikligin geleneksel anlayislarina meydan okuyarak, aldatici
olmayan sadik bir yeniden iiretim olarak tanitir. Dreyfus davasini ele alan filmde, Albay
Picquart ve Dedektif Jean Alfred Desvernine, Louvre Miizesi'nde bulusurlar. Desvernine,
Picquart’a Apollo heykelinin Yunan olup olmadigint sorar. Albay’in cevabi, “Hayir, bu
Roma donemi bir kopyast; orijinali kayip” olur. Dedektif, “Sahte mi?” diye sorar. Albay

ise “Hayir, bu bir kopya. Sahte degil.” diye yanit verir (Polanski, 2019).
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Fotograf ve heykel arasindaki etkilesim, Constantin Brancusi’nin eserlerini hem
tanitmak hem de korumak i¢in fotografi kullanma bi¢iminde goriildiigi gibi, kopya ile
orijinal arasindaki sinirlar1 daha da netlestirir. Brancusi, baslangigcta profesyonel
fotografcilara bagimliyken, eserlerinin 6ziinli yansitamayan izinsiz reprodiiksiyonlar
karsisindaki hayal kirikligi nedeniyle kendi fotograflarim1 ¢ekmeyi ve banyo etmeyi
O0grenmistir (Johnson, 1998, s.12). Brancusi’nin fotograflari, dramatik 151k oyunlar ile
heykellerinin ylizeyindeki ince detaylari one cikararak, fotografin yalnizca bir belge
olmanin 6tesinde, sanat¢inin eserlerinin temsili ilizerinde kontrol saglamasini miimkiin

kilmastir.

Constantin Brancusi’nin heykellerini kendi fotograflamasi, fotografin yalnizca bir
belgeleme araci olarak degil, ayn1 zamanda heykellerin anlamini yeniden sekillendiren bir
ara¢ olarak hizmet edebilecegini gdsterir (Gorsel 8). Benzer sekilde, Henri Cartier-
Bresson’un Alberto Giacometti’yi bir “hareket bulanikligi” olarak yakalayan fotografi
(Gorsel 9) heykellerin statik algisini zorlar. Bu dinamik tasvir, fotografin yorumlayici
giicliniin, heykellerde hareket ve zamansallik gibi yeni boyutlar1 a¢iga ¢ikarabilecegini ve

orijinaller ile kopyalar arasindaki ayrimi daha da karmasiklastirabilecegini one siirer.

Gorsel 8. Constantin Brancusi, Golden Bird. 1920.
Kaynak: https://www.metmuseum.org/art/collection/search/26543 1adresinden 8 Mart 2025 tarihinde
almmugtr.



35

Brancusi'nin fotograflarinda ve Cartier-Bresson'un Giacometti'yi bir “hareket
bulaniklig1” icinde tasvirinde goriildiigii gibi, iki sanat formu arasindaki iliski,
fotograf¢iligin  heykellerin ve onlar1 yaratan sanatgilarin  nasil  algilandigim

sekillendirmedeki yorumlayici giiclinii ortaya koymaktadir.

Gorsel 9. Henri Cartier-Bresson. Alberto Giacometti, Paris, 1961
Kaynak: https://www.henricartierbresson.org/en/expositions/henri-cartier-bresson-alberto-giacometti/
adresinden 8 Mart 2025 tarihinde alinmistr.

"Eger bir kopyanin varligi sanat tarihini zorluyorsa, bunun nedeni tekilligin,
birligin, tek bir varligin yerine, bu birligi parcalama ve dagitma tehdidi tasiyan ¢ok baslt
bir cogullugun hayaletini getirmesidir." (Krauss, 1986, s. 35)

Ozgiinliik, zaman ve mekanda benzersiz bir varliga sahip olma olarak
goriilmektedir. Rosalind Krauss, "Originality as Repetition” adli makalesinde, sanat
alaninda 0zgiinliik ve tekrar arasindaki karmasik iliskiyi inceler. Krauss, makalesinin
girisinde, kopyanin varliginin sanat tarihinin geleneksel anlatisina meydan okudugunu

ileri siirer. Sanat tarihi siklikla sanatsal varliklarin tekilligini ve birligini kutlarken,
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kopyalarin varlig1 bu kavrami dagitan ve pargalayan bir ¢gogulluk getirir (Krauss, 1986, s.

35).

Sanat tarihindeki kopyalama kavrami, Ozgiinliik, yaraticihik ve sanatin 6zii
hakkindaki tartigmalarla i¢ i¢e ge¢mis, ¢ok boyutlu ve tartismali bir konudur. Kopyanin
sanat tarihinde yikici bir gili¢ olarak goriilmesi, 6zgiinliik, yaraticilik ve sanat eserinin
varolusu hakkinda temel sorular ortaya atmaktadir. Geleneksel olarak, 6zgiin bir sanat
eseri, sanat¢inin yaratici vizyonunun en saf haliyle somutlasmis hali olarak kabul
edilmistir. Ancak kopyalarin ¢ogalmasi, orijinal ile kopya arasindaki simirlar

bulaniklastirarak, eserin 6zgiinliigli ve degeri konusunda siipheler yaratmaktadir.

Krauss'un kopyalarda var olan ¢ok basli ¢cogulluk iizerine yaptig1 inceleme, sanat
tarihinin geleneksel anlatilarini yeniden degerlendirmeye davet eder. Krauss, kopyalari
sanatsal degerden yoksun basit replikalar olarak reddetmek yerine, onlarin doniistiiriicii
bir potansiyele sahip oldugunu ve vyerlesik 0Ozgiinlik ve yaraticilik kavramlarin
zorlayabilecegini savunur. Kopyalarin c¢ogullugunu kucaklayarak, sanat tarihgileri
sanatsal manzara i¢inde yeni anlam ve 6nem katmanlarini kesfedebilir, sanatsal iiretim ve
kabul konusundaki anlayisimizi zenginlestirebilir. Krauss'un giris kismi, sanatta tekrar ve
Ozgiinliik arasindaki diyalektik iligkiyi derinlemesine incelemek i¢in saglam bir temel
olusturur. Kopyalarin ortaya ¢ikardigi cogulluk hayaletiyle yiizleserek, Krauss, bilim
insanlarin1 sanatin dogas1 ve Kkiiltlirel sdylemin sekillenmesindeki rolii hakkindaki

varsayimlarin1 yeniden diistinmeye davet eder.

Bu sdylemi genisleten Jane Francis, yaptig1 etkileyici aragtirmada, antik mermer
heykeller ile onlarin Roma kopyalar1 arasindaki karmasik iliskiyi aydinlatir ve Klasik
Arkeoloji alanina degerli i¢goriiler sunar. Bu disiplindeki her 6grencinin yolu, kaybolmus
Yunan orijinallerinin Roma kopyas1 oldugu iddia edilen antik mermer heykel imgeleriyle
kesisir. Bu eserler sadece estetik birer nesne degil, ayn1 zamanda Yunan prototipleri
hakkinda tarz, kompozisyon, durug ve genel goriiniim gibi konularda zengin bilgiler sunan

kaynaklar olarak deger gormektedir (Francis, 2004, s. 345). Bu kopyalar inceleyen



37

aragtirmacilar, eserlerin yaratildiklar1 kiiltiirel ve tarihi baglami daha derinlemesine
kavrayarak, sanattaki 6zgilinliik ve ¢ogaltma arasindaki karmasik etkilesimi daha iyi
anlamaktadir. Bu sliregte, arastirmacilar aymi heykelin birden fazla versiyonunu
inceleyerek, orijinal Yunan heykellerinde mevcut olan unsurlar1 belirlemeye caligirlar.
Antik literatiirde, ¢ogunlukla Romali yazarlar tarafindan, Yunan sanatgilar, eserleri,
temalar1 ve sanatsal yaratim kosullarina yapilan referanslar, giinlimiize ulasan heykellerle
titizlikle eslestirilir. Bu titiz caba, Yunan heykel sanatinin tarihini aydinlatmak ve eserlere

atiflarda bulunmak amaci tasir (Francis, 2004, s. 345).

Ormnegin, Pliny'nin Lysippos adli sanat¢imin bir atlet heykeli yarattigindan
bahsetmesi ve bunun Apoxyomenos olarak bilinen heykel tipiyle eslestirilmesi gibi.
Aragtirmacilar, bu heykelin tarzint ve kompozisyonunu inceleyerek, Lysippos'un
eserlerine ve M.O. 4. yiizy1l sonundaki heykel egilimlerine 151k tutmaya calisirlar. Bu tiir
karsilastirmali analizlerden elde edilen tarihlendirme ve atif ¢ergeveleri, Yunan heykel
sanatinin evrimi ve anlagilmasinda 6nemli katkilar sunmaktadir (Francis, 2004, s. 345).
Ozetle, Francis'in bulgulari, Klasik Arkeolojide titiz analiz ve baglamsal yorumlamanin
Oonemini vurgulamaktadir. Yunan heykel geleneginin izlerini siirerek, arastirmacilar antik
sanatin daha zengin bir anlatisini olusturabilir, Yunan sanatgilarinin yaraticit dehasini ve

Bati kiiltiirel mirasi1 lizerindeki kalic1 etkilerini aydinlatabilirler.

Sanatta c¢ogaltma kavrami uzun siiredir tartigmalarin ve derinlemesine
diisiincelerin konusu olmus, sanatsal yaratimin 6zii ve reprodiiksiyonun bu biitlinliigi
korumadaki rolii sorgulanmistir. Rudolf Arnheim, "Cogaltma Uzerine" adli makalesinde,
bu karmasik iliskiyi ele alarak, 6zgiinliik ve orijinallik iizerine geleneksel bakis agilarina
meydan okuyan derinlemesine i¢goriiler sunar. Arnheim, kopyalar veya reprodiiksiyonlar
konusunda bir bakis agis1 degisikligi Onerir ve bu tiir ¢ogaltmalarda korunan veya
kaybedilen niteliklerin incelenmesini savunur. Bir eserin zihinsel tasarimi ile onun
algilanabilir bir ortamda gergeklestirilmesi arasindaki ayrilmazligi vurgular ve bu siirecin,
sanat¢inin zihninden somut sanat eserine uzanan kesintisiz bir sekillendirme ve icat siireci

oldugunu belirtir (Arnheim, 1986, s. 276-277).
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Ayrica, Arnheim, sahtecilik kavraminin karmagsik dogasini kabul ederek, yetenekli
bir sahtekarin biiyiik bir eserin belirli niteliklerini yakalayabilecegini ve bdylece orijinal
ile replikalar arasindaki ayrimi bulaniklastirabilecegini one siirer. Reprodiiksiyonlarin
sanat olmadig1 seklindeki diistinceye kars1 ¢ikarak, Yunan heykellerinin al¢1 kaliplar1 veya
inlii bagyapitlarin kiigiik kopyalar1 gibi 6rnekler verir ve bu tiir eserlerin orijinalin giicii

ve cesaretinden bazi unsurlari korudugunu savunur (Arnheim, 1986, s. 278).

Arnheim, Japonya’daki kutsal Ise Tapinagi gibi 6rneklerden yola cikarak, bir
eserin ¢ogaltilmasinda zanaatkarlik ve geleneksel tekniklerin dnemini vurgular. Orijinal
malzemelere ve yontemlere bagl kalmanin 6nemini dile getirir ve giic aletleri veya ¢ivi
gibi modern miidahalelerin eserin Oziinii tehlikeye atabilecegi konusunda uyarir
(Arnheim, 1986, s. 278). Ayrica, Arnheim, fotografik reprodiiksiyonlarin sanat eserlerinin
6ziinli korumadaki roliinii de inceler ve bu tiir reprodiiksiyonlarin yararliliginin, orijinalin
temel niteliklerini ne kadar sadakatle yakaladiklarina bagli oldugunu belirtir. Baz1 sanat
tarihgilerinin, sekil ve konuya odaklandiklar1 i¢in siyah-beyaz reprodiiksiyonlar1 tercih

ettigini ifade ederek, alg1 ve yorumun 6znel dogasini vurgular (Arnheim, 1986, s. 279).

Arnheim'in sanatta ¢ogaltma iizerine yaptig1 inceleme, 6zgiinliik ve orijinallik
hakkindaki geleneksel goriisleri yeniden gézden gecirmeye davet eder. Onun ayrintili
analizi, reprodiiksiyonlarin igsel karmasikliklarini takdir etmeye ve sanatsal mirasi

koruma ve yorumlama konusundaki degerlerini tanimaya tesvik eder.

Kopyalama, heykel ve fotograf arasindaki etkilesim, 6zgiinliik ve reprodiiksiyonun
birbirine karsit olmadigini, aksine birbirine bagl siirecler oldugunu ortaya koyar.
Fotografciligin heykelleri yorumlama ve yaymadaki rolii, her iki sanat formunu da
algilama ve onlarla etkilesim kurma seklimizi kokten degistirmistir. Geleneksel 6zgiinliik
kavramlarina meydan okuyarak, fotograf, orijinali neyin olusturduguna dair sinirlari
yeniden tamimlar. Marcoci, Benjamin, Malraux ve Krauss gibi  isimlerin

perspektiflerinden bakildiginda, kopyalama eylemi — fiziksel veya fotografik olsun —
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sadece bir yeniden tiretim hareketi degil, ayn1 zamanda yeni yorumlamalar ve i¢gdriiler

sunan yaratici bir siire¢ olarak ortaya ¢ikar.

2.6 Mecralar Arasi Kesifler: 20. Yiizyi1lda Heykel ve Fotograf Arasindaki
Gelisen Diyalog

Mecralar arasi ve sonraki entegrasyonlar ayni zamanda yirminci yiizyilin ilk
yarisindan itibaren heykel ve fotograf arasindaki evrilen iliskiyi teskil eder. Rudolf
Arnheim'in analizine gore; yaratici ifade icin biiylik potansiyel sunmasina ragmen,
fotografik ortamin belirgin bir yiizey i¢inde isledigi goriinmektedir (Arnheim, 1996,
s.113-114). Diger sanat ortamlar1 gibi, fotograf da basarili ifade konusunda sinirlamalar
tasir. Ancak, Arnheim, bi¢imsel boyutlarla kisitlanan sanatsal yorumlar ile ortamin
kendisinin sinirlari iginde ifade 6zgiirliigliniin daralmasi arasinda ayrim yapar. Bu ayrimu,
fotograf¢iligin  nispeten gengligine degil, insan faaliyetleriyle olan igsel fiziksel
baglantisina baglar. Dansla paralellikler ¢izerek, fiziksel kosullarla sinirlanan bagka bir
ortam1 0rnek gosterir. Arnheim, fotograf¢iligin optik projeksiyona dayandigi gibi, dansin
da insan bedeninin yapis1 ve motor yeteneklerinden sekillendigini savunur. Dansin tarihsel
evrimini inceleyerek, Arnheim, ifade hareketinin temel dogasinin zaman ve kiltiirler
arasinda goreceli olarak degismeden kaldigini one stirer. Farkliliklara ragmen, dans
yoluyla iletilen vizyonlar, fotograf ¢ekimlerinde yakalananlar gibi, genellikle giinliik
yasamin insan deneyimine ritiiellesmis baglantisindan kaynaklanan basitligi korur
(Arnheim, 1996, s.113-114). Bu analiz, fotograf sanatinda simirlarin ve olanaklarin
elestirel bir sekilde kesfedilmesini tesvik eder ve ortam iginde sinirlamalar ile ifade

Ozglirligl arasindaki etkilesimi diigiinmeye ¢agirir.

Geraldine Johnson'in goriisleri ise heykel ve fotograf arasindaki iliskiyi, erken 20.
ylizyildan giiniimiiz sanat uygulamalarina kadar olan evrimini aydinlatir. Tarih boyunca,
Edward Steichen, Gyula Brassai, Man Ray ve Walker Evans gibi fotograf¢ilar hem yapay
hem de ‘buluntu’ malzeme ile tiretilen heykele hayran kalmaislar, iki boyutlu alan iginde
sanatsal ifadeye yeni boyutlar kazandirmiglardir. Daha yakin zamanlarda, Robert

Mapplethorpe, Helen Chadwick ve Jeff Wall gibi sanatcilar, fotografciligin sinirlarim
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zorlamig, heykeli tasvir etme konusundaki geleneksel kavramlari sorgulamislardir
(Johnson, 1998, s.1). Charles Baudelaire'in "heykel birden fazla taraf gosterir" seklindeki
ifadesi, heykeli iki boyutlu goriise indirgeme konusunu etkili bir sekilde sorgular
(Johnson, 1998, s.3). Heykelin fotograflanmasinin karmasikliklari, Charles Baudelaire
tarafindan heykelin ¢ok yonlii dogasinin, iki boyutlu goriise indirgenememesi seklinde
aciklanir (Johnson, 1998, s.3). Heykelin fotograflari, kaginilmaz olarak fotografcinin
bakis agis1 ve tarihsel baglamindan etkilenir ve diger gorsel goriintiiler kadar kapali
olabilir. Ancak bu durum yenilik i¢in verimli bir zemin saglar hem heykelin hem de
fotografin, {i¢ boyutlu sanat anlayisini yeniden sekillendiren beklenmedik yollarla ortami
manipiile etmesine izin verir (Johnson, 1998, s.3). Malraux'un fotograflarin orijinalleri
asabilecegi Onerisi, fotografin gegici heykel nesneleri ve performanslarinin kalici bir kaydi
olarak kullanilmasinin derin etkilerini vurgular. Henri Zerner gibi bilim insanlari,
fotografin David Smith, Eva Hesse, Joseph Beuys ve Yves Klein gibi sanatcilarin
calismalarin1  belgelemekteki roliinii arastirir (Johnson, 1998, s.3). Fotografin
baslangicindan bu yana, akademisyenler ve sanatgilar i¢in belge degeri agiktir. Fox Talbot,
sanat¢ilarin, manuel kopyalama siirecinden kaginarak iic boyutlu formlarin 6ziini
yakalamak i¢in bir arag olarak fotografcilig: tanitmistir. Bu kabul, fotograf¢iligin heykelin
incelenmesi ve tanitilmasinda vazgecilmez bir ara¢ haline gelmesinin yolunu agmistir
(Johnson, 1998, s.7). Johnson'in diisiinceleri, heykel ve fotograf arasindaki ¢ok yonlii
iliskiyi kapsamli bir sekilde kesfeder ve bu iki ortamin sanatsal ifade alaninda nasil

kesistigini, etkiledigini ve birbirini nasil zenginlestirdigini ortaya koyar.

1840'larin ortalarindan itibaren, heykelin fotografik goriintiilerinin bilim insanlar1
ve sanatcilar icin belge degeri agiktir. Fransa'nin Comité des Monuments Historiques
(Tarihi Anitlar Komitesi) gibi kuruluslari, fotograf¢iligi ulusal sanat ve mimari miraslarini
incelemek i¢in kullanmistir. Heykellerin kataloglanmasi, genel goriintiilerden detayli
fotograflara evrilmis ve dnceden ortalama bir izleyiciye ulasilamayan karmagsik detaylar
vurgulamistir (Johnson, 1998, s.4). Medardo Rosso'nun fotograf ve cizimle yaptigi
deneyler, heykel nesnelerini essiz yollarla maddesizlestirmeyi amaclamistir. Bu da onun

heykelde geleneksel kahramanca mitolojiyi reddetmesine etki etmistir (Hecker, 2017, s.
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1). Fotograflar genellikle heykeltraglar1 eserleriyle birlikte gosterir, heykel
fotograf¢iliginin bir alt tiiri vurgulanir. Sanat¢inin poz verdigi portreleri, nesne ve nesne
arasindaki iliskiyi, teknik ve sanatsal yonlerin gerilimini yakalamanin bir yolu olarak

incelenir (Johnson, 1998, s.12).

Heykel ve erken fotograf¢ciligin kesisimi, sanatsal kesif ve teknik yeniliklerin
etkileyici bir hikayesini ortaya c¢ikarir. Talbot'un The Pencil of Nature'daki (Doganin
Kalemi) titiz belgelemesi, eski eserlerin fotograflanmasinin inceliklerine dair bir bakis
acis1 sunar; 1siklandirmanin ve pozlamanin heykellerin tasvirindeki derin etkisini ortaya
koyar. Talbot'un Patroclus'un alg¢1 biistiiniin 6ziinii yakalamaya yonelik ¢abasi, degisen 151k
kosullar1 i¢inde {i¢ boyutlu dolgunlugu elde etme adina agisinin ve aydinlatmanin 6nemini
vurgular ve klasik sanatin duygusal derinligini iletmekteki 6nemini aciga ¢ikarir (Parry,

1991, 5.13).

Ebedi giizellik ve oranin zamansiz ideallerini temsil eden eski heykellerin
cekiciligi, Talbot gibi erken fotografcilarin hayal giiciinii cezbeder. Bu eserler, sadece
temsil etmekle kalmayip, mitolojik anlatilarda bulunan kahramanlik ve fedakarlikla ilgili
derin duygular ¢agristirmaktadir. Talbot'un klasik diller ve edebiyata olan ilgisi, fotograf
cabalarina daha derin bir rezonans katmis ve heykellerin belgelenmesini, siradan teknik
egzersizlerden derin sanatsal girisimlere yiikseltmistir (Parry, 1991, s.13). Erken
fotograf¢iligin teknik incelikleri, hava kosullarinin ve pozlama stiresinin etkisi de dahil
olmak tizere, heykellerin tasvirini daha da sekillendirir. 1840'taki bir dagerrotip hakkinda
el kitabi, hava durumu, pozlama siiresi ve fotograf siireci arasindaki ince iligki hakkinda
paha bicilmez goriisler sunar. Heykel formlarinin 6ziinii yakalamak i¢in gereken titiz
ayarlama, erken fotografcilarin antik eserlerin dogru ve cagrisimsal temsillerini elde

etmedeki karsilastig1 zorluklar1 vurgular (Parry, 1991, s.13).

Hippolyte Bayard, heykel fotograf¢iliginda bir baska oncii olarak ortaya ¢ikar ve
goriintiilerine romantizm ve hayalperestlik katmak ister. Bayard'in algidan yapilmis kiigiik

klasik figiirlerle yaptig1 denemeler, geleneksel temsil bi¢cimlerini agma istegini yansitir ve
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fotograflarint mistik bir gilizellik ve ¢ekici bir cazibe ile doldurur. Heykellerin idealize
edilmis antik giizelligini yakalama konusundaki yenilik¢i yaklasimi, 19. yiizyilin degisen
estetik duyarliliklarin1 yansitarak sanat ile hayal arasindaki sinirlar1 bulaniklastirir (Parry,
1991, s.14). Heykel ve erken fotografciligin birlesimi, sanatsal kesif, teknik dahiliyet ve
estetik yeniliklerin zengin bir tarzin1 temsil eder. Talbot, Bayard ve c¢agdaslari, antik
eserlerin zamansiz giizelligini ve gizemini yakalamak i¢in yola ¢ikarlar ve fotograf¢ilarin
gelecek nesillere, insan yaraticiliginin ve hayal giiciiniin derinliklerini kameranin objektifi

araciligiyla kesfetmelerine olanak tanirlar.

2.7 Heykelin Hikayesini Ortaya Cikarmak: Fotografin Evrimi

19. yiizyilda, heykel, hareketsiz, kocaman ve sabit bir i olarak, fotograf sanatinin
bir konusu haline gelmistir. Bundan sonra, heykel, kameranin 6niinde bir tema olarak
ortaya ¢ikmis; cansiz nesnelerden performanslara ve enstalasyonlara kadar genis bir
yelpazede yer almistir (Marcoci, 2010, s.12-18). Heykellerin fotograflanmasindaki evrim,
ilk donemden modern sanatsal yorumlara kadar uzanan, sanat, tarih ve teknolojinin
degisen algilarmi yansitir. 1851'den bu yana, Fransamin Comité des Monuments
Historiques gibi girisimler, kiiltliirel mirasin sistematik belgelenmesinin baslangicini isaret
ederek ulusal sanatsal miraslar1 fotograf araciliiyla inceleme gorevine girismislerdir
(Johnson, 1998, s.4). Alinari kardeslerin Italya'daki koleksiyonu gibi ticari girisimlerle,
fotograf arsivlerini genisletmisler ve heykellerin temsillerine erisimi demokratize

etmisglerdir (Johnson, 1998, s.4).

19. yiizyilin sonlarinda, detayl yakin ¢ekimler ve karmasik gortiniimlerle ilgili bir
gecis ortaya ¢ikmis ve heykellerin daha onceki genellestirilmis tasvirlerinden ayrisma
goriilmiistiir. Bu ge¢is, Clarence Kennedy'nin Desiderio da Settignano'nun Marsuppini
Aniti'nin kapsamli belgelenmesinde belirginlesmistir (Gorsel 10). Bu belgelenme, genel
bir gorlinimden detaylarinin tiimiine adanmis bir hacme evrilir (Johnson, 1998, s.4).
Yakin planlar, heykelleri kesintili gorsel anlatilara doniistlirerek, goriinmeyen yonleri

ortaya cikarir ve izleyici etkilesimini arttirir (Johnson, 1998, s.14).
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Gorsel 10. Kennedy, C. (1928). Tablo 6: Kaide; Gézlemcinin Saginda Sfenks, Kanat. Heykel Tarihi ve
Elestirisi Uzerine Caligmalar, Cilt I1: Desiderio da Settignano ve Yardimcilariin Carlo Marsuppini'nin
Mezari.

Kaynak: https://museums.fivecolleges.edu/detail. php?museum=&t=objects&type=exact& f=&s=clarence
&record=972 adresinden 8 Mart 2025 tarihinde alinmustir.

Kurumsal arsivlerle karsilastirildiginda, mermer biistlerin modern fotograflar1 6zel
koleksiyonculara hitap eder ve bu durum, heykel fotograf¢iligini geleneksel
yaklasimlardan ayirir (Johnson, 1998, s.5). Bu ayrim, fotografin farkli baglamlara ve
izleyici kitlesine uyum saglayabilmesini vurgular ve sanat ile belgeleme arasindaki
cizgileri bulaniklastirir (Johnson, 1998, s.6). Fotografciligin heykel ile kesisimi sadece
belgelemeyle sinirli kalmaz, sanatsal performanslar1 ve gegici yerlestirmeleri de igine alir.
Yves Klein, Joseph Beuys ve Eva Hesse gibi sanat¢ilarin, fotografik kayit igin bilingli
olarak tasarladiklar1 eserleri, fiziksel tezahiirlerini asarak gorsel bir anlatinin nesnesi
haline gelirler (Johnson,1998, s.7). Fotografin Italyan Rénesans heykelinin incelenmesi
iizerindeki derin etkisine ragmen, akademik sonucglari nispeten az arastirilmistir.
(Johnson, 1998, s.15). Heykel uygulamalarinda fotografciligin ¢esitli kullanimlari,

fotografcilig1 yaratici siirecine sorunsuzca entegre eden Constantin Brancusi gibi isimlerle
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temsil edilmis ve Brancusi, potansiyel sergi alanlarmin fotograflarina heykelsi fikirleri

dogrudan ¢izmistir (Johnson, 1998, s.12).

Oziinde, heykel fotografciliginin seyri, gelenek ve yenilik, belgeleme ve sanatsal
ifade arasindaki siiregelen bir diyalogu yansitir. Ulusal miraslarin sistemli
incelemelerinden mermer biistlerin samimi portrelerine kadar, fotograf heykel mirasinin

anlayisini ve takdirini sekillendirmeye devam eder, zamanin ve mekanin sinirlarini agar.

2.8 Heykel ve Fotograf Uzerine Calisan Erken Donem Sanatcilar

Heykel ve fotografin kesisim noktasindaki sanatcilarin kesfi, yenilik¢i bakis agilari
ve metodolojilere 151k tutar. Fotograf ve heykelin kesisiminde etkili olan c¢esitli
fotografcilar ve heykeltiraglar bulunmaktadir. Dikkate deger figiirler arasinda Charles
Negre, Hippolyte Bayard, Henri Le Secq, Fratelli Alinari, Fox Talbot, Eugene Atget,

Constantin Brancusi, Edward Steichen ve daha fazlasi yer almaktadir.

Yo |

Gorsel 11. Spartan Soldier, Charles Négre, 1859.
Kaynak: https://www.metmuseum.org/art/collection/search/283133 adresinden 8 Mart 2025 tarihinde

almmugtr.
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Charles Negre, heykel ve fotograf arasindaki iligkiyi aragtiran erken donem sanatcilardan
biridir. Negre, 6zellikle Paris'teki tarihi heykelleri ve mimari yapilar1 fotograflayarak, bu
yapilarin detaylarin1 ve sanatsal degerlerini belgelemeye ¢alismistir. Onun ¢alismalari,
fotografin belgeleyici giiciinii ve heykelin estetik degerini bir araya getirir. Négre'nin
fotograflari, (Gorsel 11) tarihi eserlerin korunmasi ve belgelenmesi agisindan énemli bir

kaynaktir.

Gaorsel 12. Still Life with Statuary. Hippolyte Bayard, 1850.
Kaynak: https://www.metmuseum.org/art/collection/search/285907 adresinden 8 Mart 2025 tarihinde
almmugtir.

Hippolyte Bayard, fotograf¢iligin onciilerinden biri olarak, heykel ve fotograf
arasindaki etkilesimi arastirmistir. Bayard'in fotograflari, heykellerin detaylarini ve
formunu yakalarken, ayni1 zamanda bu eserlerin sanatsal ve tarihi degerini de vurgular.
Bayard'in ¢aligmalari, fotografin sanatsal bir ifade araci olarak nasil kullanilabilecegini

gosterir (Gorsel 12).

Henri Le Secq, fotograf¢iligiyla bilinen bir bagka 6nemli figiirdiir. Le Secq, heykel

ve mimari yapilar1 fotograflayarak, bu eserlerin detaylarin1 ve estetik degerlerini ortaya



46

¢ikarmistir. Onun fotograflari, heykel ve fotograf arasindaki iliskide belgeleyici bir rol

oynar ve tarihi eserlerin korunmasina katki saglar. (Gorsel 13)

Gorsel 13. Henri Le Secq, Cathedral de Reims. Hippolyte Bayard, 1852.
Kaynak: Pygmalion Photographe s.29

Fox Talbot, fotograf¢ciligin mucitlerinden biri olarak, heykel ve fotograf arasindaki
iligkiye dair 6nemli katkilarda bulunmustur. Talbot'un fotograflari, heykel ve diger ii¢
boyutlu sanat eserlerinin detaylarii ve estetik degerlerini belgelemeye yonelik
caligmalardir. Talbot'un ¢alismalari, fotografin sanatsal bir ifade araci olarak

potansiyelini gostermektedir. (Gorsel 14)

Gorsel 14. Fox Talbot, Buste de Patrocle,1844.
Kaynak: Pygmalion Photographe s.19
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Gorsel 15. Fratelli Alinari, Loggia dei Lanzi, circa 1859.
Kaynak: Pygmalion Photographe s.32

Fratelli Alinari kardesler, Italya'da tarihi heykelleri ve mimari yapilar1 belgeleyen
ticari fotografgilar olarak taninirlar. Alinari kardeslerin fotograflari, heykellerin ve diger
sanat eserlerinin genis bir izleyici kitlesine ulagsmasini saglar. Bu fotograflar, sanatsal

eserlerin belgelenmesi ve yayilmasi agisindan biiylik bir 6neme sahiptirler. (Gorsel 15)

Eugene Atget, Paris'teki tarihi yapilar1 ve heykelleri fotograflayarak, bu eserlerin
sanatsal ve tarihi degerlerini belgelemeye ¢alismistir. Atget'in fotograflari, heykellerin ve
diger tarihi eserlerin korunmasi ve belgelenmesi agisindan da 6nemli bir kaynaktir. Onun
caligmalari, heykel ve fotograf arasindaki iliskinin belgeleyici ve estetik boyutlarin

vurgular. (Gorsel 16)
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Gorsel 16. Eugene Atget, Versailles, vase, 1906.
Kaynak: Pygmalion Photographe s.43

Constantin Brancusi, heykellerinin fotograflarin1 ¢ekerek, eserlerinin farkl
acilardan nasil algilandigini géstermeye caligsmistir. Brancusi'un fotograflari, heykelin ii¢
boyutlu formunu ve estetik degerlerini iki boyutlu bir yiizeyde yansitma ¢abasini gosterir.

Onun c¢alismalari, heykel ve fotograf arasindaki iliskinin sanatsal boyutunu vurgular.

(Gorsel 17)

Garsel 17. Constantin Brancusi, Pogany 1.
Kaynak: Pygmalion Photographe s.53



49

Edward Steichen, heykel ve fotograf arasindaki iligkiyi arastiran Onemli
sanatcilardan biridir. Steichen'in fotograflari, heykellerin estetik degerlerini ve formunu
vurgular. Onun c¢alismalari, fotografin sanatsal bir ifade aract olarak nasil
kullanilabilecegini ve heykelin estetik degerlerini nasil yansitabilecegini gosterir. (Gorsel

18)

Gorsel 18. Edward Steichen, Balzac, Au clair de lune, 1908.
Kaynak: Pygmalion Photographe s.51

2.9 Fotograf ve Heykel Uzerine Farkh Egilimler

Johnson'a gore, heykeltiraglar ve fotografcilar da {i¢ boyutlu sanat etrafindaki
geleneksel tanimlarin sinirlarint zorlayan fotograf ortaminin yenilik¢iligine dahil olurlar
(Johnson, 1998, s.3). Fotografciligin benzersiz yeteneklerinden yararlanarak,
heykeltiraslar eserlerine yeni anlam katmanlar1 ve dinamizm katarak, geleneksel heykelin
statik smirlarim1 asarlar. Benzer sekilde, fotografcilar da derinlik ve hareket duygusu
uyandirmak i¢in agilar, bakis acilar1 ve aydinlatma ile oynamak suretiyle heykelsi
formlarin 6ziinli yakalamak i¢in yaratici teknikler kullanirlar. Boylelikle, geleneksel
heykel estetigine meydan okur ve izleyicileri sanatsal ifadede somut ve gecici arasindaki

sinirlart yeniden diisiinmeye davet ederler.

Heykel ve fotograf arasindaki iliskiye dair farkli bakis acilarim1 agikliga
kavusturmak i¢in David Smith, Thomas Demand ve Robert Heinecken gibi ¢esitli
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sanat¢ilar incelenmektedir. Her sanatci bu ortamlari farkl: sekillerde kullanir ve geleneksel

yapilar1 sorgular, birbiriyle etkilesirler.

Gorsel 19. David Smith: Cubi XII. Guggenheim Miizesi Koleksiyon Cevrimigi.
Kaynak: (https://www.guggenheim.org/artwork/3955) Erisim Tarihi 8 Mart 2025 tarihinde almmugtir.

Heykeltiras David Smith, ¢alismalarinin kendi heykellerinin fotograflar etrafinda
donmesi nedeniyle arastirmada 6nemli bir rol oynar. Fotograflar, Smith'in eserleri ve sanat
siireci hakkindaki benzersiz bakis acisini paylasma araci haline gelir. Ug boyutlu
heykellerini iki boyutlu fotograflara doniistiirerek, Smith izleyicilerin heykeller
tizerindeki bakis acilarini diisiinmesini saglar. Bu siire¢, heykel ve fotografciligin
geleneksel anlayislarin1 sorgular ve yaratici siirecin dinamik dogasini vurgular. Ornegin,
Smith'in "Cubi" serisi, fotograflarla birlikte sunuldugunda, heykelin farkli agilardan nasil

algilandigini gosterir. (Gorsel 19)

David Smith’in heykele olan ilgisi 1933 yilinda Cahiers d’Art dergisinde Pablo
Picasso ve Julio Gonzalez’in yapitlarin1 gormesi ile baglar (Hamill, 2015, s.3). Cizgilere
ve konturlara egilimi Kiibizm’e olan ilgisi ile gelisir. David Smith oncelikle heykel
sanatgist olarak anilsa da resim, ¢izim ve fotograf ile iligkisi hi¢cbir zaman sona ermez.

Belki de bakis agisinda siirekli iki boyut ile {i¢ boyut arasinda bir bag kurmasinin bir
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nedeni de budur. Hauser Wirth Galerisi Smith’in 1958-1964 yillar1 arasinda resimlerini
‘Sprays’ sergisi altinda toplamistir. Sergi basliginda yer alan Smith’in s6zleri belki de
sanat¢cinin ylizeylere olan bakis acgisin1 en giizel sekilde dogrular. “’Ben ressamlar ile
beraberim, ¢iinkii tiim arkadaslarim ressamlardi ve hep beraber okuduk. Ve bu nedenle
kendimi ressamdan farkli gérmedim ¢iinkii eserlerim herzaman ylizeye bagl oldular’

(David Smith Sprays, Hauser Wirth).

Fotograf ve resim gibi iki boyutlu sanatlar da hacim igerirler. Fakat daha ¢ok diiz
ylizeye yayilir ve tiglincii boyutta daha az hacim tasirlar. David Smith’in eserleri belki de
ilk basta kendisine esin kaynagi olan Kiibizm gibi iki boyut ile {i¢ boyuta da yiizeysellik
ile hacim iligkisini sorgular. Smith’in fotograf ve heykel iliskisinde goz ard1 edilmemesi
gereken en biiylik bag belki de ister ¢izim ister fotograf iizerinden olsun ‘heykel nedir’
sorusuna cevap arayisinin devam etmesidir. Smith i¢in “Cizimler, bazen heykel i¢in
calismadir, bazen heykelin ne oldugu iizerinedir, bazen de heykelin hi¢cbir zaman

olamayacagi lizerinedir.” (David Smith, Hauser Wirth).

Gorsel 20. David Smith. Tuval {izerine sprey boya 1958.
Kaynak: https://www.vip-hauserwirth.com/wp-content/uploads/2020/06/SMIDA74155-web-hires-1.jpg
adresinden 8 Mart 2025 tarihinde alinmustir.
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Smith 1947°de fotograf ile (Hamil, 2015, s.2), 1958 yilinda ise sprey boya ile
calismaya baslar (David Smith, Hauser Wirth). Hem fotograf hem sprey boya, Smith’in
iki boyut ile ii¢ boyut arasindaki boslugu doldurmasi i¢in bir arag¢ olur. (Gorsel 20)

David Smith’in dairesel heykelleri objektiflere benzer. ‘Bu bir rastlant1 degildir’.
Smith heykellerini fotograflarken ayn1 peyzaja ayni dairesel objektif iizerinden bakmustir.
(David Smith, Hauser Wirth) David Smith i¢in 6nemli olan objelerin ve mekéansal
boslugun algisidir. Klasik heykelde yer alan oyma ve modelleme yerine Smith bir bakima
negatif boslugu sekillendirir. Ayn1 dogrultuda Smith’in fotograf ile iliskisi bir yandan da
bir heykel sanatgis1 olarak kendi eserlerinin nasil géziikecegine dair nihai karar1 vermesini
saglar. Eserlerine dair fotograflarin kendisi tarafindan ¢ekildigi ¢ogu zaman bilinmez.
Belki de eserleri gibi eserlerinin fotografik kayitlar1 da bu sayede transparan hale
dontstirler. Smith’in fotograflarinin ¢ogu New York’taki Bolton Landing arazisini arka
planda gosterir. (Gorsel 21) Smith calismalarinin ¢ogunu 1940 yilinda aldig1 bu arazi
tizerinde gergeklestirir. Smith’in heykelleri arazi {izerine yayilir. Endiistriyel ve insan
yapimi olan ile doga eserlerinde bir araya gelir, heykellerin biraktig1 boslugu arka plandaki

peyzaj doldurur.

Gorsel 21. David Smith. Photograph of a Group of Painted Sculptures. 1960-1961
Kaynak: Hamill, Sarah. David Smith In Two Dimensions levha 37.
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Smith’in heykelleri de fotograf ile benzerlik tasir. Kar altinda Boston Landing
arazisini bos bir fotograf kagidina benzetmek miimkiindiir. Smith’in bu arazide ¢ektigi
eserleri bir bakima {i¢ boyutlu uzayda yer alan fotogramlar1 andirir. Fotogram, bir objenin
1518a duyarli bir yiizey lizerine yerlestirilmesi ve 1518a maruz kalmasi ile dogan bir karanlik
oda fotograf teknigidir. Fotogram uygulamasinda, 15131 bloke eden objeler siyah,
transparan kalan yerler beyaz, yar1 opak yerler ise tonal olarak belirir. Fotogram aslinda
fotografin ilk giinlerinden beri kullanilan bir tekniktir. David Smith’in eserleri bir yandan

iki boyutlu, bir yandan ise ii¢ boyutlu objeleri yansitan fotogramlara benzer.

Thomas Demand'in eserleri, kartondan heykeller yaratmay1 ve bunlari 6zel olarak
fotograflamak iizere tasarlamay1 igerir. Amaci, heykelin ii¢ boyutlu 6ziinii fotografin diiz
ylizeyi araciligiyla iletmektir. Demand'in yaklasimi, fiziksel heykel ile fotografik temsil
arasindaki ¢izgiyi bulandirir ve her iki sanatin da var oldugu hibrit bir alan yaratir. Bu
durum, heykellerin nasil algilandigi ve deneyimlendigi konusundaki geleneksel
kavramlar1 sorgular. Demand'in "Archive" eseri, gercek olaylarin kartondan heykellerini

yapip fotograflayarak bu etkiyi yaratir. (Gorsel 22)

Gaorsel 22. Thomas Demand. (1995), Guggenheim Miizesi Koleksiyonu
Kaynak: https://www.guggenheim.org/artwork/4383 adresinden 8 Mart 2025 tarihinde alinmuistir.
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Thomas Demand’in egitimi heykel {izerinedir, diinya capinda sanatgi olarak
taninmasini saglayan ise fotograflaridir. Thomas Demand, kagit ve karton kullanarak
birebir Glgekte mekanlar ve objelerden olusan heykeller yaratir. Yarattigi modelleri
sergilemez, cogunu fotografladiktan sonra imha eder. Geriye kalan eser sadece modelin

fotografidir.

Demand eserlerini ¢cogunlukla medyada ya da kitaplarda rastladigi fotograflara,
bazen de gorsel bellek arsivine dayandirir (Fried, 2012, s.261). Demand stirekli olarak
gergeklige gonderme yapar. Eserleri aslinda ne yasanan gergekligin parcasidir ne de hayal
tirtiniidiir. Demand izleyici ile gerceklik arasinda medya iizerinden kurulan farkindaligi
sorgular. Demand’e gore gergekte var olan seyler bize en bastan kendilerini gostermek
yerine, ‘’gerceklige fotograflar aracilig ile girerler” (Marcoci 2005, s.9). Sanat¢inin
fotograflar1 kaynak aldig1 imaja dayanan kagit modeller ve bu modellerin fotografidir.
Sanat¢inin ortaya koydugu eser izleyicinin hig¢ tecriibe etmedigi ger¢egin kopyasi, hem
kopyanin kopyasidir. Demand’in eserlerinde hig tecriibe edilmeyen bir gercekligi yansitan
kagit modelelle tutululur materyal bir gergeklige dontisiir. Modelin fotografi ise farkli ve

yeni bir gergekligi yansitir.

Demand fotograflarini pleksiglas lamine kapli ve cergevesiz olarak sergiler.
Eserler ortalama olarak 183.5x233 cm ebatlarindadir. Thomas Demand’in sergileme
yontemi, gercekligi yeniden kurgulayarak izleyicinin karsisina getirir. Marcoci’ye gore
Demand’in kurgulanmis ‘fablo’lart (tableau) illiizyonlara ragmen, yaratiliglarini igeren
mekanizmalar1 yansitir (Marcoci 2005, s.10). Demand’in fotograflarinin sergilenme sekli,
sanat tarthinde 1970’ler sonlarinda baslayarak gelisen yeni kavramsal fotograf akiminin
devamidir. Jean-Frangois Chevrier 1989 yilinda yazdigi makalede fotografin duvar igin
sunumunu ‘tableau’ yani resim formu olarak adlandirir. Chevrier tablo terimini kullansa
da bunu resmin yerine gegen bir form olarak adlandirmaz, boyutlardan da bahsetmez.
Chevrier’ye gore yeni fotografta dnemli olan “izleyiciyle yiiz yiize gelen ve onu karsi

karstya birakan deneyim” dir (Fried, 2012, s.143).
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Gorsel 23. Thomas Demand. Grotto, 2015.
Kaynak: https://www.designboom.com/art/grotto-installation-thomas-demand-fondazione-prada-12-12-

2015/ adresinden 8 Mart 2025 tarihinde alinmstir.

Diger tiim modellerini fotograf ¢ekiminden sonra imha ettigi halde Thomas
Demand Grotto eserini Fondazione Prada sergisinde birebir model olarak sergiler. Grotto
sadece model olarak sergilenmesi diginda tiretim siirecinde de Demand’in diger islerinden
ayrisir. Demand islerinin ¢ogunu elle ve tek basina modeller. Mallorca Adasi’nda yer alan
yeralti magarasini yeniden canlandirdig1 Grotfo igin ise bilgisayar ile olusturulan modeller
tiretir. Modeller yine karton ve kagittan olusur. Bu teknik ile iiretim bir sekilde Demand’in
gercekligi yansitma ¢abasinda artik gergeklikten iyice koptugu noktadir. Ote yandan 2007
senesinde Fondazione Prada’nin Venedik sergisinde yer alan Grotto (Gorsel 23) ilk kez
Demand’e ait {i¢ boyutlu bir karton modeli izleyici ile karsilagtirir (Grotto, Designboom).
Grotto karsisinda izleyicinin baktig1 artik magara degil magaranin ve magaray1 gezmenin

tecriibesinin yeniden canlandirilmasidir.

Gorsel 24. Valkyrie.
Kaynak: https://upload.wikimedia.org/wikipedia/commons/7/77/Bundesarchiv_Bild 146-1972-025-
10%2C_Hitler-Attentat%2C _20. Juli_1944.jpg adresinden 8 Mart 2025 tarihinde alinmuistir.


https://upload.wikimedia.org/wikipedia/commons/7/77/Bundesarchiv_Bild_146-1972-025-10%2C_Hitler-Attentat%2C_20._Juli_1944.jpg
https://upload.wikimedia.org/wikipedia/commons/7/77/Bundesarchiv_Bild_146-1972-025-10%2C_Hitler-Attentat%2C_20._Juli_1944.jpg
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Thomas Demand eserlerinde ne kendisinin ne de izleyicisinin birebir olarak
karsilasmadig1 sahneleri yeniden yaratir. Temel aldig1 imajlar cogunlukla sosyal, kiiltiirel
ya da politik olarak 6nem tasiyan imajlardir. Demand izleyicinin tecriibe etmeden, sadece
medya araciligi ile gordiigli imaji yeniden yaratirken modellerinde insan kullanmaz.
Ayrica ozellikle kagit ve karton kullandig1 halde kagitlarin yiizeyinde yazi ve resim yer
almaz. Izleyiciyi sadece gergegin modeli ve modelin fotografi ile kars1 karsiya birakmay1

tercih eder.

Gorsel 25. Suikast girisimi sonras1 The "Wolf's Lair" konferans odas1 (20 Temmuz, 1944).
Kaynak: http://germanhistorydocs.ghidc.org/sub_image.cfm?image id=2233&language=english
adresinden 8 Mart 2025 tarihinde alinmistir.

Room (1994) eseri Hitler’in Rasternburg’da yer alan merkezinin bir fotografi
tizerinedir (Gorsel 25). Demand’in eserinde, 20 Temmuz1944°te Hitler’e kars1 yapilan
bombal1 bir suikasttan sonrasini gosterir (Fried, 2012, s.261). Hitler’in gliniimiiz
Polonya’sinda yeralan Wolfsschanze adl1 gizli sigina yapilan saldir1 Valkyrie operasyonu
olarak anmilir (Wolf's Liar, Wikipedia). Demand’in temel aldig1 imajlardan biri Nazi
Almanya’s1 baskanlarindan Hermann Goéring’in de aralarinda bulundugu suikast sonrasi
sorusturma sahnesini gosterir. Diger imaj ise,Wolfsschanze konferans odasinin suikast

sonrast bos halini yansitir. (Gorsel 24)

Orijinal adiyla Raum, 1994, ‘dagmiklhigi taklit etmek {lizere titizlikle
diizenlenmistir’ (Marcoci, 2005, s.13). Hitler kagmistir, odada patlayan parcalar yere
sacilmistir. Demand’in fotografinda ise geriye kalan aslinda daginikligi gosterse de

temizlenmis ve yeniden modellenmis gercekliktir. (Gorsel 26)
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Gorsel 26. Thomas Demand, Raum, 1994.
Kaynak: https://artefields.net/photographie/thomas-demand-photography-and-models/ adresinden 8 Mart
2025 tarihinde alinmustir.

Robert Heinecken'in eserleri, heykel ve fotografciligin fiziksel olarak bir araya
getirildigi bir hibrit kavrama dayanir. Heinecken'in sanatinda; fotograf, heykelsi bir
nesneye doniisiir ve bu iki ortamin birlesmesini daha da vurgular. Bu yaklasim, sanat
tiirlerinin geleneksel siniflandirmasini sorgular ve sinirlart zorlar. Heinecken'in
eserlerinin incelenmesi, fotografin geleneksel roliinden siyrilarak hibrid bir sanat
nesnesine doniismesinin bir 6rnegi olarak hizmet eder. Heinecken'in "Recto/Verso"

serisi, fotograf ve heykelin i¢ ice gectigi hibrid bir form sunar.

Robert Heinecken de Thomas Demand gibi eserlerinde medya’da yeralan imajlari
kullanir. Bir yandan da yine Demand gibi birebir olarak tecriibe edilmeyeni yeniden
izleyici ile kars1 karsiya birakir.1968 yilinda sundugu Are You Rea (Gorsel 27) serisi,
popiiler dergilerden aldig1 imajlar1 fotogram teknigi ile tersine ¢evirdigi yirmi bes imajdan
olusur. Seri lizerine olan yorumunda bu resimlerin birebir tecriibeleri temsil etmediklerini,

ama sosyal olarak daha fazla 6nem tasiyan kitle iletisimi tarafindan giinliik iiretilen


https://artefields.net/photographie/thomas-demand-photography-and-models/
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tecriibeler ile ilgili olduklarini aktarir. Ardindan André Breton’un “Aslinda her sey bir

imajdir. . .” séziinii alint1 olarak kullanir (Reality Effects, Art Forum).

Gorsel 27. Recto/Verso, Portfolio: Are You Real? Heinecken, R. (1989). Los Angeles County Sanat
Miizesi.

Kaynak: https://collections.lacma.org/node/175291 adresinden 8 Mart 2025 tarihinde alinmistir.

Robert Heinecken fotograf ile ¢alisir ama David Smith ve Thomas Demand’in
aksine cogunlukla fotograf makinesi kullanmaz. ikiliden ayrildig1 diger nokta ise heykel
sanatcisi olmayisidir. Kendisini ‘paraphotographer’ olarak tanimlar (Robert Heinecken:
Object Matter, UCLA). On ek olarak “para’ birseyin yaninda ya da dtesinde olmayi ifade
ederken, Heinecken sanatini fotograf¢i olmanin hem yakininda hem 6tesinde diye ifade
etmektedir. Eserleri tek bir ortam (medium) ile sinirlt kalmaz: kolaj, video, baski, heykel,
fotografi igerirler. Heinecken icin fotograf “bir resim degil, bir sey hakkinda bir objedir.”
(Robert Heinecken: Paraphotographer, Aperture). Sanat¢inin 24 Figure Blocks (yaklagik
1965) ve Fractured Figure Sections (1967) (Gorsel 28-29) eserleri imaj, materyal ve
heykel iizerine bir oyun gibidir. ‘Heykel ve fotograf’, ‘mizah ve oyun’ haline
dontismistiir. Heinecken’in oyunu ise kadin bedeni ve medya {lizerine kuruludur. Kadin
bedenini igeren giimiis jelatin fotograflar ahsap parcalar iizerine basilmistir. Yapboza

benzeyen bu parcalar izleyici ile imaj arasinda etkilesime agik bir yapidadir. Heinecken,



59

kadin bedenini parcalara ayirirken, ayn1 zamanda kadin bedenine yonelik bakisi(gaze) da
parcalara ayirir ve izleyicinin bu bakis1 yeniden kurgulamasina imkan tanir. Pargalanan ve
yeniden yapilandirilan artik sadece kadin bedeni degil, medyanin yiikledigi anlam ve
izleyicinin bakigidir. Medya araciligiyla obje haline getirilmis kadin bedeni Heinecken ile

yeni bir obje haline gelmistir.

Gorsel 28. Photography into Sculpture 1970 sergisinde yer alan Robert Heinecken’in Light Figure Cube
(1965) ve Fractured Figure Sections (1967) eserleri. Statzer, Mary. The Photographic Object :22

Gorsel 29. Robert Heinecken, Figure in Six Sections, 1965.
Kaynak: https://hammer.ucla.edu/exhibitions/2014/robert-heinecken-object-matter adresinden 8 Mart 2025

tarihinde alinmistir.

Robert Heinecken fotograf ile heykelin birlesimi ile yeni bir kadin imaj1 yaratir ve

bu imaj bagl oldugu ¢erceveden kopar- ister fotograf olsun ister televizyon ister magazin
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dergisinin cergevesi, Heinecken, bloklar ve kesitler araciligiyla ‘imaj’1t daha 6nce yer
aldig1 anlamdan ¢ikartarak, izleyici ile arasinda yeni bir gerceklik oyunu yaratir.
Heinecken ve 6grencilerinin eserlerinin de yer aldigi, 1970 MOMA’da gerceklesen The
Photographic Object sergisi heykel ve fotograf iliskisi iizerinden ‘Fotograf¢i nedir?
Fotograf nedir?’ sorularin1 glindeme getirir (Statzer, 2016, s.6). Belki de sorunun cevabi
Heinecken'de saklidir. Fotograf ile heykel bir araya geldiklerinde izleyicinin etkilesimine
actk mizahi bir oyun haline gelirler. Heinecken’in eserlerinde siirrealizm ve André
Breton’un kara mizahinin etkileri goriiliir.

Fotograf ve anlatiy1 sekillendirmeye yonelik sinirlar1 zorlayan bir sanatgi olan
Robert Cumming'in eserleri, geleneksel normlar1 sorgular. Onun sanatsal yaklagima,
fotografin anlat1 potansiyelini yeniden sekillendirmeye katkilar1 baglaminda incelenir.
Cumming'in "The Secret Life of Objects" (Gorsel 30) serisi, giinliik nesneleri

fotograflayarak onlara farkli anlamlar yiikler.

Garsel 30. Kiigiik Sonuclu Aksilik, Cumming, R. (1973), Modern Sanat Miizesi.

Kaynak: https://www.moma.org/collection/works/50641 adresinden 8 Mart 2025 tarihinde alinmistir.

Heykel ve fotografciligin, sanat eseri veya sanat¢i tarafindan olusturulan nesneler
olarak var oldugu fiziksel ve kavramsal temelleri sorgulamak i¢in David Smith, Thomas
Demand, Robert Heinecken ve Robert Cumming'in eserlerini bu baglamda ornek teskil
eder. Bu sanatgilar, fotograf ve heykelin birbirine nasil entegre olabilecegini ve bu

entegrasyonun sanatin algilanigini nasil degistirdigini géstermektedir.
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2.10 Sergiler ve Elestirel Perspektifler

Fotograf ve heykel iligkisi lizerine sergiler ve elestirel perspektifler, heykel ve
fotografciligin nasil kesistigini anlamay1 daha da zenginlestirir. Ilgili sergiler ve yayinlar,
fotograf ve heykel arasindaki karmasik iliski etrafindaki siiregelen diyaloga topluca
katkida bulunarak, bu kesisime dair ¢esitli perspektifler ve iggoriiler sunar. Bu sergileri ve
elestirel perspektifleri kesfetmek, fotograf ve heykel etrafindaki daha genis séylem i¢in

degerli bir baglam saglar.

Bu sergilerden biri Fraenkel Gallery'deki "The Kiss of Apollo: Photography and
Sculpture 1845 to the Present" dir. Bir diger referans ise "Pygmalion Photographe"'dir.Bu
sergiler, 19. ylizy1l ortalarindan gilinlimiize kadar sanatsal pratiklerde fotograf ve heykelin

etkilesimini, etkisini veya kesisimini kesfetmektedir. (Tablo 1)

Rotterdam'daki Boijmans Miizesi, "Brancusi, Rosso, Man
Ray- Heykeli Cergevelemek" baglikli bir sergiye ev sahipligi
yapti. Bu sergi, Brancusi, Rosso ve Man Ray gibi
sanat¢ilarin heykeli fotograf ¢ergevesinde nasil ele
aldiklarini aragtirmigtir.

Brancusi, Rosso, Man Ray-
Heykeli Cercevelemek.

8 Subat—11 Mayis 2014

Apollo'nun Opiiciigii: | Fraenkel Gallery, 1845'ten giiniimiize kadar fotograf ve

Fotograf  ve Heykel,

1845'ten Guniimiize

heykel arasindaki iliskiyi izleyen "Apollo'nun Opiiciigii"
baslikl1 bir sergi sunmustur.

14 Subat—30 Mart, 1991

Fotograf Pygmalion

Baskilar Koleksiyonu 28 Haziran- 3 Eyliil 1985 Cenevre.

Agilis: New York Resim ve
Heykel: 1940-1970

Cagdas Sanat Miizesi (MOCA), "Agcilis: New York Resim ve
Heykel: 1940-1970" bashkli bir sergiye yer verdi. Sergi,
Garry Winogrand, Claes Oldenberg, Hannah Wilke ve Diane
Arbus gibi sanatcilarin eserlerini iceren, o donemde New
York'taki canli sanat sahnesini kesfetmistir.

Metropolitan Museum of Art (New York, N.Y.) 1969
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Gergekten Daha  Garip-
Stranger Than Fiction

Capture Fotograf Festivali, "Ger¢ekten Daha Garip" baglikli
bir sergi diizenlemistir. Bu sergi, gergeklik ve hayal giicii
arasindaki ¢izginin bulaniklastigi, geleneksel beklentilere
meydan okuyan fotograf alanlarini inceler.

6 Nisan, 2022 — 30 Nisan, 2022 Emily Carr University
Vancouver BC CA

Lens Tabanli  Heykel:
Fotografla Heykelin
Degisimi

"Die Veranderung der Skulptur durch die Fotografie"
(Fotografla Heykelin Degisimi) baslikli lens tabanli heykel
sergisi ve kitabi, fotograf¢iligin heykelin algisini ve dogasim
nasil degistirdigini arastirir. Lens Tabanli Heykel Akademie
der Kiinste'de Hermann Pitz'in bu sergideki ¢aligmasi,
arastirma ve proje icin dikkate degerdir. Mekana Ozgii
yerlestirmelerde teknik kamera kullanan Hermann Pitz'in
"Innen, Aussen" adli c¢alismasi, sanal ortamlar tarafindan
yerinden edilen gercek kamusal alanlara dikkat c¢ekerek
teknoloji ve fiziksel diinya arasindaki kesisimi vurgular.

24 Ocak- 21.Nisan.2014 Academy of the Arts, Hanseatenweg
10, 10557 Berlin

La sculpture photographiée:
Véra Cardot ve Pierre
Joly'nin Emile Gilioli'nin
heykel eserine bakisi.

Cagdas sanat ve mimarlik alaninda uzmanlagsmig olan
fotografcilar Véra Cardot ve Pierre Joly, 1960'larin basinda
isbirligine baslamig, Fransa ve yurtdisinda Le Jardin des
Arts, Art et Architecture, Plaisir de
France, Domus, Architecture d'Aujourd'hui ve
ozellikle L'(Eil gibi bir¢ok yayinda otuz yili askin bir siire
birlikte caligmislardir. Su anda Paris'teki Centre Georges
Pompidou'daki  Musée National d'Art Moderne'in
Bibliothéque Kandinsky'sinde saklanan fotograf
koleksiyonlari, altmis binden fazla fotograf icermekte olup,
yaklagik bes yiiz mimar ve gorsel sanatginin galigmalarini
belgeler. (Noirot, 2021)

Photography Into Sculpture.

The Museum of Modern Art. 8 Nisan 8 — 5 Temmuz 1970.

Tablo 1. Sergi ve Yaymlar
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BOLUM 3: NESNE OLARAK FOTOGRAF VE HEYKEL

3.1 Heykel ve Fotografta Malzeme ve Nesnellik

Malzeme ve nesne olma, sanat eserlerini anlama ve algilama seklimizi 6nemli
ol¢iide etkileyen temel kavramlardir. Her sanat eseri, izleyicisiyle dinamik bir iligki kurar
ve genellikle sanatcinin orijinal niyetlerinin 6tesine gegen tartismalar ve yorumlar baglatir.
Bu etkilesimli diyalog oOzellikle fotografta belirgin hale gelir; burada goriintiiler,
izleyicilerle etkilesim kurarak yaraticilarinin baslangigtaki amaglarini asan anlamlar
uiretir.

Bir fotografin hem bir sanat eseri hem bir nesne olarak islev goren ¢ergevesi,
algimiz1 sekillendirmede merkezi bir rol oynar; ayni zamanda kavramsal, fiziksel ve hayal
glicii boyutlarin1 kapsar. Cergeve, malzeme ve onlara atfedilen anlamlar, sanat eserini
diger nesne benzeri seylerden ayiran bir aura ve kutsal bir estetik olusturur. Bu aura, sanat
eserinin fiziksel varliginin yani sira izleyici iizerinde yarattigi duygusal ve diislinsel
etkileri de igerir. Sanat eserinin Otesinde, toplumsal, kiiltiirel ve tarihsel baglamlarla

etkilesime girerek izleyicinin deneyimledigi anlami derinlestirir.

Sanat eserini siradan nesnelerden ayiran, derin diislinceleri ve baglantilart uyandirma
yetenegidir. Sanat eserlerindeki estetigin transandantal rolii, Adorno ve Horkheimer
tarafindan kabul edildigi gibi, onlara bir cazibe ve kutsallik duygusu kazandirir. Boris
Groys bu kavrama daha da derinlemesine inerek, kurulumlarin orijinallik aurasin
uyandirarak, yari-dini deneyimler yarattifini one stirmektedir (Groys&Elkins, 2008,
s.165).

Fotograf, teknik siire¢lere dayansa da sadece belgeleme islevini asar, nesnel
deneyimlere nesnel bir bigim verir ve varlik ile yokluk arasindaki sinirlar1 bulaniklagtirir.

Michael Fried'in minimal heykel ve fotografta nesnellik* hakkindaki karsit yorumlari,

4 Nesnellik: Bir nesne olma durumu. 'Nesne olma durumu' terimi, sanat tarihgisi Michael Fried tarafindan
1967'de yazilan "Sanat ve Nesne Olma Durumu" adli denemede bulunur. Bu denemede, Fried nesneyi
sanattan veya sanat nesnesinden ayirir. Ozellikle minimalist heykel araciligiyla nesnellik durumunu elestirir.
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fotograflarin nesne olarak algilanmasinin  karmagsikligini aciklar. Fried, tipoloji
fotograflarinin ve fotografciligin nesnelestirilmesinin analizi, fotografin imajindan 6teye
gecmenin zorluklarint ve Onemini vurgulamaktadir. (Groys, Elkins, 2008, s.165).
Heykelde maddesellik, eserlerin 6zerkligini tanimlamada hayati bir rol iistlenir. Resmin
aksine, heykelin icerigi malzeme olarak bagimsizdir ve izleyicinin bakis agisina baglh
olarak var olur. Bu bagimsizlik; sanatta konuyla ilgili geleneksel kavramlari sorgular, ayni
zamanda heykelin somut varligini ve izleyicinin pozisyonuna karsi kayitsizligini vurgular.
Ozetle, bu boliim heykel ve fotografta malzeme ile nesnellik kavramlarmin gok yonlii
dogasina odaklanmaktadir. Disiplinlerarasi bir yaklagimla, bu kavramlarin sanat eserlerin
anlayisini nasil sekillendirdigi, geleneksel 6zgiinliik, otantiklik ve 6znellik kavramlarini

nasil zorladig1 aktarilmaktadir.

3.2 Nesnellik Kavram

Nesnellik kavrami, Fried’in de aktardig: sekliyle kendiliginden bir nesne olmanin
durumunu ifade eder. Gergekte nesne, dokunulabilir niteliklere sahip olmak ve fiziksel
manipiilasyon ile kimyasal iglemlere tabi olmak demektir. Ancak, bu noktada su soru
ortaya cikar: sanat eserinin nesnelligi ne demektir? Sanat bu kadar sterilligi siirdiirmek
zorunda mudir? Sanat eserleri temelde, sanatcilar tarafindan iletilen ve izleyiciler
tarafindan algilanan mesajlarin yorumlar1 olarak hizmet eder. Fried, Bir sanat eserinin
bagimsiz bir nesne olarak var olup olamayacagini sormaktadir. Michael Fried, "Sanat ve
Nesnellikte minimal heykelin nesnellik hakkindaki karsit yorumuyla bu konuyu ele
almistir (Fried, 1998) ve "Neden Fotograf Hi¢ Olmadigi Kadar Sanat Olmustur?" adli
kitapta sanatin nesnellik konusunu yeniden degerlendirir (Fried, 2008). Fried, fotograf ve
nesnellik arasindaki iligkiyi ele alarak, Becher'larin tipoloji fotograflari, Jeff Wall'in
"Beton Top" (2003) fotografi ve August Sander'in "20. Yiizyilin Insanlar1" gibi 6rnekler
sunar. Fried''n Becher'larin tipoloji fotograflar1 lizerine yapti§i yorum, nesnellik
kavraminin nesnel varolusunu gdstermesi bakimindan 6zellikle dnemlidir. Fotografi bir
nesne olarak doniistiirmek ve bu siirecte ortaya ¢ikan deneyim hem sanatci hem izleyici

icin anlamli1 bir baglant1 olusturur ve sanat eseri, sanat¢inin ifadesiyle uyumlu bir somut
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nesne yaratmayi ve sanat eseri, sanatci ve izleyici arasindaki fiziksel etkilesimi tesvik
etmeyi amaglar. Nesnellik kavramina bakmak, fotograf ve heykel arasindaki iliskiyi
anlamak icin bir yol gosterir. Fotograf, dijital teknolojinin ortaya ¢ikisindan 6nce de bir
nesne olarak algilanmamis bununla birlikte nesneleri temsil etmenin 6tesine gegen bir

anlam tagimistir.

3.3 Analogdan Dijitale Fotograf Baskisi, Peter Hujar Ornegi

Dijital sanatlar ve sanal gerceklik ilerledikge, fiziksel etkilesim tasariminin es
zamanli gelisimi tesadiifi degildir. Insanlarn hala fiziksel deneyimler aradifi
muhtemeldir. Sanat platformlarinin evrimine bakildiginda, resim ve heykel gibi
geleneksel sanatlar, geleneksel malzemelerle olan baglantilarina daha sadik kalmaktadir.
Bu durum, toplumun insan temasmni ve sicakligin1 deneyimleme isteginden
kaynaklanabilir ve ayni zamanda bu sanat formlariin nesnellikleri tarihsel siirecler
altinda kabul edilmis olabilir. Fotograf, teknoloji ile gelisen daha yeni bir sanat formudur.
Teknoloji, tiim sanat formlarmi kapsayan bir terim olsa da fotograf sanati kimyasal ve
optik teknolojinin gz bebegi olmustur. Ote yandan, fotografciligin karanlik oda ile
karanliga gémiilmenin esiginde olan unutulmus bir nesne olma niteligi de vardir. Jessica
Williams’in "Analog Kiiltiir" adli kitabinda, Schneider/Erdman Fotograf Laboratuvari
tarafindan iretilen analog fotograf baskilar1 incelenmektedir (Williams, 2018, s. 40).
Schneider/Erdman laboratuvarinda iiretilen baskilar her sanat¢i i¢in birebir 6zel olarak
calistlmistir. Williams, analog baskilar iizerine yaptigi yorumda, Benjamin'in, daha
sonraki teorisyenler ve fotograf tarihgilerinin aksine, karanlik odada fotograf baskisi
olusturmanin zahmetli siirecinin pek farkinda olmadigini, ancak bu goriintiilerin karmagik
fiziksel iiretiminden ziyade yeniden iiretilebilirliginin siyasi boyutlariyla ilgilendigini ileri
stirer (Williams, 2018, s. 40). Benjamin'in nesnelerin aurasinin kaybina iligskin endisesini
vurgularken, analog fotograf baskilarinin yorumlayici olarak nasil hizmet ettigini aciklar.
Benjamin'in Baudelaire'in "Tableaux Parisien" (Paris Tablolar1) ¢evirisine yazdig1 6nsozii
ornek olarak gostererek, Ozellikle Peter Hujar'in O6liimiinden sonra yapilan analog

baskilara atifta bulunarak, "Teknolojik yeniden iiretilebilirlik ¢aginda, bu fotograflar
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sadece yeniden iiretilemez mi, ayn1 zamanda yorumlanabilir mi?" diye sorar. Fotograflarin
basilma siireci genellikle titiz bir zanaat olarak goriiliir, hassasiyet, beceri ve gorsel
anlatimi1 anlama yetenegi gerektirir. "Peter Hujar't Basmak" baslikli denemelerinde Gary
Schneider ve John Erdman, fotograf¢i Peter Hujar'in sanatsal felsefesi ve teknik uzmanligi

hakkinda degerli i¢cgoriiler sunar.

Hujar'in basim yaklasimi, zanaatina verdigi Oonemle karakterize edilir. Aym
goriintiilerin baskilarinda birlik saglamak yerine, Hujar, her baskiya kendi anlatisim
kazandirmaya c¢aligmistir, bdylece goriintiiniin ardindaki hikaye her versiyonda canli bir
sekilde iletilmistir. Schneider ve Erdman, Hujar'im gelecekteki akademisyenlerin
baskilarin farkliliklarini inceleyerek gorsel diisiinme stlirecini ¢6zmesini bekledigini
anlatir. Her baskinin kendine 6zgii tonal dinamizmini koruma konusundaki kararliligini

vurgular (Schneider & Erdman, Analog Kiiltiir, s.98).

Hujar'in metodolojisinden etkilenen Schneider, bask1 yapma konusunda benzer bir
yaklasim benimsemis ve bu durum aranan bir baskici olarak sonunda ona {in
kazandirmistir. Karanlik odada karsilasilan zorluklar1 hatirlar, burada ekipman ve
kimyanin ince dalgalanmalarinin detayl1 bir dikkat gerektirdigini belirtir. Bu zorluklara
ragmen, Schneider, her baskiya kendine 0zgii tonal niteliklerini koruyan baskilar
olusturma firsatin1 benimsemistir. Bu sekilde her yeni versiyonda bireysel ifadeye olan

Hujar'in baghiligin1 yansitmistir (Schneider & Erdman, 2018, s.98).

Hujar'in baski felsefesinin merkezinde her baskinin goriintiiniin  6zlinli
kucaklamasi1 gerektigi fikri vardir. BoOylece gorsel anlatisimi ve duygusal etkisini
korumustur. Hujar'in baski araciligiyla hikdye anlatmaya olan bagliligi, sanatsal
biitiinliglinli vurgular ve fotograf eserlerinin kalici cazibesine katkida bulunur. Dahasi,
etkisi kendi uygulamasinin 6tesine gegerek, kendine 6zgii tarzin1 ve etigini taklit etmeyi

amaclayan Schneider gibi baski yapanlarin yaklasimini sekillendirmistir.
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"Peter Hujar' Basmak", fotograf baskisinin sanatsal prensipleri ve teknik
incelikleri hakkinda derin i¢gdriiler sunar. Hujar'in bireysel ifade ve hikaye zenginligine
olan baglilig1 ve Schneider'in kendi baski siirecine dair diisiinceleri araciligiyla, deneme,
fotograf baskisi olusturma eyleminde sanatsal ifade iizerine bilgi verir. Teknolojik
degisimlere ragmen, fotograf nesnesinin 6zgiinliigii hala 6énemini korumaktadir. Dijital
olarak iiretilmeyen baskilarda bu 6zgiinliikk korunur ve bu durum fotografin sanatsal

degerini artirir.

3.4 Disiplinlerarasi Perspektifler ve Gestalt

Arnheim'in "Bu diinyadaki tiim seyler birbirine bir sekilde benzer, bir sekilde
farklidir" seklindeki iddiasina bakildiginda (Arnheim, 1986, s.276), bir Yunan heykelinin
Roma kopyasini ayirt etmek, ya da heykelin algidan bir kopyasinin fotografi ile heykelin
fotografi arasindaki farki belirlemek zordur. Burada kastedilen, birini digerinden
ayirmanin zor olmasi degil, ancak birinin digerinden nasil farkli oldugunu agiklamanin
zorlugudur. Yardimci olabilecek bir sey algiya ya da daha ¢ok sezgiye hitap etmektir.
Arnheim i¢in kopyalama, benzeme ya da farklilasma "insan bilincinin gelisiminde, bilgi
genellemelerle baslar ve gerektiginde farklilasir”" (Arnheim, 1986, s.276). Ancak antik
heykelin fotograflanmasi sadece disiplinler arasi degil ayn1 zamanda katilimci bir sanattir.
Fotografcinin ve arkeologun katkisini igerir. Fotograf, heykel ve arkeoloji arasinda yeni
bir iliski kurmanin roliinii iistlenir. Sonu¢ olarak, izleyicinin veya okurun bir pargasi

olabilecegi bir ayna gibi evrensel ve g¢ift tarafli bir ¢alismay1 olusturur.

Arnheim'a gore, "Felsefi estetikte, ikili diisiince tarafindan sikici, sahte problemler
tamitilmistir. Ornegin, bir sanat eserinin ¢esitli asamalarina bakarken, sdyle sorulma
tehlikesiyle kars1 karsiya kalabilirsiniz: Hangisi sanat eseri?" (Arnheim, 1986, s.276).
Arnheim'in arglimani, sanatlarin ikiligi veya disiplinlerarasi dogasina ve ayni zamanda
Gestalt psikolojisine dayanmaktadir. Arnheim'in bakis agisi, bir Yunan heykelinin Roma

kopyast ile heykelin algidan kopyasinin fotografi arasindaki ayrimin zorlugunu
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vurgulamak i¢in ¢agristirilmis olsa da antik heykelin fotograflanmasinin disiplinler arasi

ve katilimci1 dogasinin vurgulanmasi konusunda yeni iliskiler igerir.

Arnheim’in arglimani, alginin biitlinciil dogasini vurgulayan Gestalt psikolojisiyle
baglantilidir—buna gore, biitlin, pargalarinin toplamindan daha fazlasidir (Koftka, 1935,
s. 176). Sanat baglaminda bu, bir sanat eserinin varliginin herhangi bir tek asamasina ya
da malzeme formuna indirgenemeyecegi anlamina gelir. Bunun yerine, bir Roma kopyasi,
bir Yunan heykelinin al¢1 dokiimiiniin fotografi veya sanatsal siire¢ gibi her asama, Gestalt
veya "tlim sanat eseri" olarak adlandirilan seye katkida bulunur. Bu perspektiften, anlam
yalnizca nesnenin kendisinden degil, onun cesitli temsilleri, kopyalari ve yorumlari

arasindaki iligkilerden ve etkilesimlerden dogar.

Eski bir heykelin fotografi diistiniildiigiinde—ozellikle arkeolojik baglamlarda—
fotograf, heykel ve arkeoloji arasindaki etkilesim onemli bir hal alir. Bir heykelin
fotografi, yalnizca pasif bir yeniden tiretim degildir; estetik, teknik ve tarihsel unsurlar
iceren aktif bir yorumdur. Fotografcinin rolli, heykelin anlamini yeniden baglama

oturtmada ve yeniden canlandirmada arkeologlar ve tarihgilerle isbirligi icinde olur.
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Gorsel 31. Gestalt 6rnegi—kamera, bireysel gorsel unsurlarin toplamindan farkli bir biitiin olarak goriiliir.
Kaynak: Perception and Imaging: Photography as a Way of Seeing (5. baski, s. 31), R. D. Zakia ve J.
Suler, 2017.



69

Benzer sekilde, 1900'lerin basinda Max Wertheimer tarafindan kurulan Gestalt
psikolojisi okulu, gorsel unsurlarin nasil tutarl bir biitiin olarak diizenlendigini agiklar.
Bir kisinin tam bir goriintii olarak algiladig1 sey, bireysel bilesenlerin toplamindan temel
olarak farklidir (Zakia & Suler, 2017). Gestalt ilkeleri, gorsel unsurlarin bir "alan" i¢cinde
etkilesime girdigini ve birbirlerini ya ¢ekip ya da ittigini, bunun da onlarin bir biitiiniin
parcasi olarak nasil algilandigini etkiledigini vurgular. Wertheimer, bunu fizigin kuvvet
alanlarina benzetmistir; burada unsurlarin diizenlenmesi, onlarin kolektif anlamini
tanimlar (Zakia & Suler, 2017). Fotografta, bu ilke, bireysel harflerden olusan bir kamera
goriintlisli gibi tek bir figiirin birlesik bir algi olarak ortaya ¢iktigi durumlarda agikga
goriiliir (Gorsel 31).

3.5 Erken Donem Fotograf, Klasik Heykeller ve Arkeoloji

Geraldine Johnson'a gore, klasik biistler ve heykeller, sadece pratik avantajlar
sunmakla kalmaz, ayni1 zamanda "fotografciligin prestijini antik ¢aga dayanan saygin
sanatsal geleneklerle baglayarak" (Johnson, 1998, s.7) ylikseltirler. Miizeler, sanatsal
tiikketim tapinaklar1 olarak tasvir edilirken, fotograf i¢in tercih edilen mekanlar haline gelir

ve orta sinifin politik duyarliligini yansitir.

Bagka bir yaklagim olarak; André Malraux, fotografta kopyalamanin kutlanmasini
vurgulayarak sanatsal eserlerin sahiplenilmesini ve kopyalanmasini 6ne ¢ikarir. André
Malraux, Sessizligin Sesleri adl1 eserinde, fotografin heykel ve diger sanat formlarinin
algilanisin1 ve anlagilmasini doniistiirmedeki 6nemli roliinii vurgular. Baslangicta sadece
taninmis basyapitlarin goriintiilerini yaymak icin miitevaz1 bir ara¢ olarak goriilen
fotograf, zamanla sadece daha genis bir eser yelpazesine erisimi artirmakla kalmayip ayni
zamanda "basyapit" kavramini yeniden tanimlayan bir araca doniisiir (Malraux, 1953, s.
16). Daha az bilinen eserlerin ve halk sanatlarinin ¢ogalan fotografik reprodiiksiyonlari,
fotograf¢iligin agi1, odaklama ve 1siklandirma gibi teknik ve estetik kararlarla, orijinal
sanat¢inin yalnizca hafifce ima ettigi unsurlar1t 6ne c¢ikarabildigini gdstermektedir.

Malraux, bu siirecin sanatin entelektiiellesmesini tesvik ettigini, reprodiiksiyonlarin
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izleyicileri bir bagyapitin dogasini sorgulamaya ve eserleri daha genis bir sanatsal tisluplar
ve gelenekler "ailesi" i¢inde yeniden degerlendirmeye yonelttigini one siirer (Malraux,
1953, s. 21). Ayrica, fotograf, heykeller, halilar ve vitray pencereler gibi farkli nesneleri
ayn1 sayfada sunarak, aksi takdirde birbiriyle iliskisiz goriinebilecek eserler arasinda
gorsel bir "aile benzerligi" yaratir. Bu yakinsama, sanata erisimi demokratiklestirmenin
yani sira, yeni yorumlar1 davet ederek formlar arasindaki sinirlar1 agar ve sanatsal mirasi

daha derin bir sekilde anlamay1 tesvik eder.

Fotografciligin arkeolojideki rolii, disiplinin doniistiiriicii etkisini gosterir. Antik
sitelerin ve eserlerin fotograflari, medeniyetlerin gorsel belgelenmesine katkida bulunur,
onlarin ¢alisilmasina ve anlasilmasina yardimer olur. Kazi yapanlar ve fotografcilar
arasindaki ortaklik, arkeolojinin meraklisindan bagimsiz bir disipline doniismesine yol
acar. Fotograflarin anlatisi, fotograf makinesinin 6zellikle de Akdeniz ¢evresinde antik
cagin yeniden kesfindeki temel roliinii dogrular. Fotograf, stilistik benzerlikleri ve kiiltiirel
ozellikleri gorsellestirmekte dnemli bir ara¢ haline gelir, sanat¢inin elinin araciliginin
objektif bir kontroliinii sunar. Fotograf koleksiyonlarinin biiylimesi, sanat tarihini ve
arkeolojiyi sekillendirir, heykellerin ve diger sanat eserlerinin siniflandirilmasinda

vazgecilmez araglar haline gelir.

Roger Fenton'in fotograf ¢aligmalari, Elgin Mermerleri de dahil olmak iizere, sanat
egitiminde ve gorme deneyimindeki degisiklikleri gostermektedir. S6z konusu fotograflar
gorsel belgelenme olarak hizmet ederek medeniyetlerin anlagilmasina katkida bulunur.
Ote yandan, Roger Fenton "British Museum'daki antik heykelleri fotograflayan ilk heykel
ve arkeoloji fotograf¢ilarindan biridir" (Marcoci, 2010, s.13). Onun fotograf ¢alismalari,
Elgin Mermerleri de dahil olmak iizere, British Museum'un giines 1s181yla dolu galerisini

yakalayarak, sanat egitiminde ve gérme deneyimindeki degisiklikleri sembolize eder.

Geoffrey Batchen'in gozlemi, fotograflarda portre edilen sanatin 6ziinii 6zetler.
Natiirmort kompozisyonlar, sadece kopyalama ve cogaltma yetenegini kutlamakla

kalmaz, ayn1 zamanda sanat nesnelerinin sergilenmesine karsi rahat, neredeyse kayitsiz
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bir tutumu da yansitir, onlar1 saygin bagyapitlar yerine yagma veya ucuz mallar olarak ele
alir. Bu tasvir, zengin orta smifin politik bilincini yansitirken ayn1 zamanda miizeyi "o
siifin yeni etkinlestirilen sanatsal tiikketim tapinagi" olarak ima eder. Miizeler hizla
fotograf icin tercih edilen mekanlar haline gelir, sadece iinlii heykellerin kopyalarini
siparis etmek i¢in degil, ayn1 zamanda ¢esitli sanat formlarini diisiinme icin de ideal
mekanlar olarak 6nem kazanir. Fenton'in British Museum ig¢indeki bir galeriyi
betimlemesi, bu fenomeni canli bir sekilde gosterir, klasik heykellerin dogal giines
1s1g¢inda diizenli bir sekilde yerlestirilmesi, bu kalintilarin miizenin siirlar igindeki
sistemli diizenlenmesiyle hem gercekten hem metaforik olarak aydinlanmay1 simgeler.
Sanatcilarin gegmis ustalarin eserlerini kopyalamasi, sanat egitiminde bu kopyalamanin
Onemini ve sanat¢inin yeteneklerini gelistirme potansiyelini vurgular. Fenton'in miizedeki
heykelleri, Elgin Mermerleri de dahil olmak iizere fotograflamasi, fotografin eskiz
yapmaktan daha etkili bir yontem oldugunu gosterir ve bu gegisin sanat mirasinin
belgelenmesi ve yayilmasinda yeni bir donemi baslattigini isaret eder. Batchen'in
yorumuyla "Burada gordiigiimiiz gibi bu tiir fotograf kopyalar kisa bir silire sonra

buradaki zahmetli eskiz yapmay1 ge¢miste birakacaktir" (Batchen, 2010, s. 22).

Teknolojik ilerlemeler, 6zellikle William Henry Fox Talbot'un negatif-pozitif
prosediirii, gorsel taklitlerin yeniden iiretilmesini ve yayilmasmni devrimlestirir. Bu
gelisme, eski sanat ve arkeolojinin resimli betimlemelerine sanat egitimini ve genis halkin

erisimini onemli Olgiide etkiler.

Arkeolojide de fotografciligin rolii vurgulanmis, gorsel belgelerle antik sitelerin
ve eserlerin belgelenmesinde disiplinin doniistiiriicii etkisi gosterilmistir. Fotografciligin
anlatim giict, stilistik benzerlikleri ve kiiltiirel 6zellikleri gorsellestirmede, cogaltma ve
yayilma siirecindeki rolii tartisilmistir. William Henry Fox Talbot'un gelistirdigi negatif-
pozitif prosediir gibi teknolojik ilerlemeler, gorsel taklitlerin {iretimini ve yayilmasin
biiyiik 6l¢iide degistirir. Bu yenilikler, sanat egitimini ve halkin antik sanat ve arkeolojiye

erigimini etkiler.
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19. yiizy1l boyunca, arkeolojinin hizla gelisen alan1 ve antik sanatin bilimsel
incelenmesi neticesinde fotograf¢iligin  derin potansiyelini hemen fark etmistir.
Belgelendirme bigimi olarak kabul edilen fotograflar; bilim insanlar tarafindan antik
mimari, eserler ve dilleri incelemek i¢in paha bicilmez varliklar olarak goriilmiistiir. Ayn1
anda, "erken 1840'larda antik Akdeniz bdlgelerine giris yapan ilk fotograf¢ilar, modern bir

kalem gibi yeni bir ara¢ kullanan sanatgilar olarak™ algilanmistirlar." (Lyons, 2005, s. xi).

Garsel 32. Bilinmeyen Fotografci, Laocoon grup al¢1 heykel, ca. 1850’ler.
Kaynak: Antiquity and Photography, 2005, s. vii.

Baslangicta fotografciligin zor ve maliyetli ekipmanlari, biiyilk kameralar ve
“biiylik ahsap iicayaklara monte edilmis kameralar ve fotograflar1 yerinde duyarli hale
getirmek ve gelistirmek icin gerekli bir¢ok kimyasal” gibi zorluklar s6z konusu idi
(Lyons, 2005, s. xi). Ancak 1900'lerden itibaren fotomekanik cogaltma yontemlerinin
gelismesi, antik cagin goriintiilerinin yayilmasini1 bliyiik 6lgiide degistirdi ve bu
goriintiileri uzak yerlerdeki insanlar icin bile tanidik hale getirdi. Ozellikle Avrupa'nin
kiiltiirel kimligi acisindan 6nemli olan Akdeniz bolgelerinde, Arkeoloji ve fotograf¢iligin
birlesimi, fotograf¢iliin antik ¢agin yeniden kesfinde hizla 6nemli bir rol oynamaya
basladigini gosteriyordu. Fotograf gelistikce, arkeolojiye biiyiik bir katkida bulunmus ve
bu alan1 sadece bir ilgi alan1 olmaktan ¢ikarip bagimsiz bir bilimsel disiplin haline
getirmistir. (Gorsel 32) Boylece kameranin objektifiyle, gegmis yeniden insa edilmis ve
korunmustur. Sanatcilar ve gezginler tarafindan diriltilen medeniyetlerin net ve kalict bir
betimlemesi sunulmustur. Kazi yapanlar ile fotograf¢ilar arasindaki igbirligi, bu
dontistimii kolaylastirmistir. Bu durum, antik sanat ve kiiltiiriin belgelenmesi ve yayilmasi

konusunda yeni bir ¢agin habercisi olmustur. Fotograf sadece arkeoloji pratigini yeniden
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sekillendirmemis, ayn1 zamanda antik ¢cagin bir ahlaki ve bilimsel otorite olarak yayilma
alanini genisletmis ve "bu yerleri ve anitlari, onlari hig ziyaret etmemis kisilere bile tanidik

hale getirmistir." (Lyons, 2005, s. xi).

Gorsel 33. Benjamin L Spackman, View of Colossol L after being Rais, 1856.
Kaynak: Antiquity and Photography, 2005, s. 44.

Avrupa'nin kendi algisinin ayrilmaz bir pargasi olan Akdeniz c¢evresindeki
topraklar, antik ¢agin yeniden kesfinde kameranin oynadig belirleyici role sahit olmustur.
Daha o6nceki kusaklar i¢in harabelere yapilan bir hac, fotograf¢ilarin atalarin anitlarina
objektiflerini ¢evirdiklerinde yeni bir amag¢ kazanmistir. Lyons’a gore "Arkeolojik
fotografta sunulan 6rnekler, antik ¢ag algisinda derin degisiklikleri gosterir." (Lyons,
2005, s.24). Kaz1 yapanlar ile fotografcilar arasindaki isbirligi, arkeolojiyi antik meraki
otonom bir disipline doniistiirmistiir. (Gorsel 33) Fotograf, gercegi kesin ve kalici
kopyalarda ¢ogaltma yetenegiyle, on dokuzuncu yiizy1l Avrupa'sinin ge¢misi anlama
seklini devrim niteliginde degistirmistir. Fotograf aracilifiyla antik cagin optik
gelismelerini 6ngdren Francois Arago gibi figiirler, bu iki disiplinin i¢ ige gegen
anlatilarinda doniim noktasini isaretleyerek, arkeolojinin uygulamasina énemli bir katki
yapacagint Ongormiistiir. Arago, "Louis-Jacques-Mandé Daguerre'in icadinin bir¢ok
avantajin1 vurgulamis ve fotograf¢iligin arkeolojinin uygulanmasina yapacagi katkiyi

onceden gormiistiir." (Lyons, 2005, s.27).
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Lyons'a gore 19. ylizyilin baslangici, sanat ve arkeoloji alanlarinda doniisiimsel bir
cagin habercisiydi; ¢iinkii fotograftaki yenilikler, antik artefaktlarin ve anitlarin algilanma,
belgelenme ve yayilma bi¢imini devrimlestirmisti. Bu devrimin onciisii William Henry
Fox Talbot, 1835 ile 1840 arasinda gelistirdigi oncii negatif-pozitif prosediiriiyle, kesin
gorsel kopyalarin hizli bir sekilde yayilmasinda biiyiik bir ilerleme kaydetmisti. Talbot'un
yontemi, birden fazla baski iiretme olanagi saglayarak, daguerrotype’lar ile daha 6nce
hayal edilemeyen yenilik¢i ¢Oziimler getirmis, bu gelisme, yayincilik endiistrisi igin
devrim niteliginde sonuglar dogurmustur. Boylece halkin antik sanat ve arkeolojiye iliskin
gorsel temsillere genis erisimi saglanmistir. Bilim insanlari, sanatgilar ve antik topraklara
seyahat eden kisilerle yazismalar1 yoluyla, Talbot'un etkisi genis kitlelere ulagsmis ve
fotograf "kesif gezileri i¢cin vazge¢ilmez bir arac" olarak kabul gérmiistiir (Lyons, 2005,

s.33).

Bu erken fotograflarda anlatilan hikaye, antik medeniyetlerin anitsal ve sanatsal
kalmtilarnmn ikna edici kanitlarimi olusturmustur. Ozellikle, 1860'ta Roma'da sergilenen
Halikarnas Mozolesinin goriintiileri hem halki hem arkeologlart biiyiileyerek,
"Samothraki gibi arkeolojik sitelerin Alexander Conze gibi figiirler tarafindan daha fazla
kesfini ve belgelenmesini" tesvik etmistir (Lyons, 2005, s.42). Bu fotograflar, sadece
gorsel temsiller degil, ayn1 zamanda basili tarih belgeleri haline gelmis ve arkeolojik
sorusturmanin seyrini sekillendirmistir. Lyons'a gore, bu 6zellikle heykel ¢aligmalarinda
acikea goriilmiis, burada resimlerin ve heykellerin fotograflar1 sanat uzmanlarini sanat
tarih¢ilerine doniistiirerek, sanat tarihindeki "ana donemeglerde" karsilastirmali analizleri

kolaylastirmistir (Lyons, 2005, s.62).

Geleneksel sanatsal tasvirlerden fotografik cogaltmalara gecis, sanat ve
arkeolojinin birlesiminde doniim noktasini igaretlemistir. John Samuel Agar'in antik
heykellerin c¢izimlerinden (Gorsel 34) Robert Macpherson'un Vatikan kopyalariin
fotograflarina kadar, fotograf, giizel sanatlarin 6ziinii yakalamak icin profesyonel

fotograf¢ilarin merkezi bir ugrasi olarak ortaya c¢ikmistir (Lyons, 2005, s.62). Bu



75

fotografcilar, objektiflerinden sadece antik artefaktlarin giizelligini kaydetmekle

kalmamais, ayn1 zamanda sanatin bilgi ve anlayisini doniistiirmeye katkida bulunmustur.

Sanat ve arkeoloji alaninda fotografin ortaya ¢ikisi, antik medeniyetlerin nasil
algilandig1 ve incelendiginde paradigma degisikligini simgelemistir. Antik doneme iliskin
gorsel temsillere erisimi demokratiklestirmis, bilimsel arastirmayi1 kolaylastirmis ve

geemisin hatirlanma ve anlasilma bigimini temel bir sekilde degistirmistir.

Gorsel 34. John Samuel Agar, The Townley Discobolus, 1809.
Kaynak: Antiquity and Photography, 2005, s. 62.

Gorsel 35. Robert Macpherson, The Discobolus of Myron, 1862.
Kaynak: Antiquity and Photography, 2005, s. 63.
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Lyons'a gore 19. ylizyilin ortalarinda, Roma'da bulunan bir ressam ve sanat tiiccari
olan Robert Macpherson, antik heykellerin algilanma ve incelenme seklini sonsuza dek
degistirecek devrim niteliginde bir proje baslatmistir. (Gorsel 35) 1863°te, galeri
ayarlarinda en iinlii heykelleri gosteren fotograflar igeren "Vatican Sculptures" adli bir
koleksiyon yaymlanmistir (Lyons, 2005, s.64). Macpherson, fotograf ¢aligmalarina bir
sanatc1 zihniyetiyle yaklasmis, 151k ve golge kontrastini artirmak i¢in dikkatlice kontrol
edilen  aydinlatma  tekniklerinden  yararlanmistir.  Onun  dikkate  deger
kompozisyonlarindan biri Vatikan Diskobolos'u yakalamis ve sembolik figiirii daha
onceki tasvirlerden fazla one ¢ikarmistir. Dramatik arka aydinlatma ile Macpherson,
sporcu kollarinin zarif yanin1 vurgulayarak, hareketin beklenen bir izlenimini yaratmistir.
Bu yenilike¢i yaklasim sadece heykellerin fiziksel giizelligini yakalamakla kalmamis, ayni
zamanda antik sanatsal ifadenin inceliklerini agiga ¢ikararak, psikolojik derinligini ortaya

koymustur.

Macpherson'un  projesi, miize koleksiyonlarinin  gorsel  belgelerinin
olusturulmasina yonelik 19. yiizy1l ortalarindaki daha genis bir hareketin pargasidir. Roger
Fenton, Adolphe Braun, Giorgio Sommer ve Alinari stiidyosu gibi figiirlerle birlikte,
Macpherson antik sanat ve malzeme Kkiiltiirliniin gorsel belgelenmesinin yayilmasina
katkida bulunmustur (Lyons, 2005, s.64). Bu fotograf kampanyalari, heykellerin,
boyanmis vazolarin ve diger artefaktlarin sistemli olarak yakalanip siiflandiriimasini
amaglamis, sanat tarihini ve arkeolojinin uygulanisini sekillendirmistir. Roma'daki
Deutsches Archaologisches Institut'teki genisleyen "Fototeka" gibi fotograf arsivlerinin
ortaya ¢ikmasi, geleneksel baski ve ¢izim koleksiyonlarinin yerini alarak bilim insanlar
icin vazgecilmez araglar haline gelmistir. Ayrica antik eserlerin siniflandirilmasinda yeni

olanaklar sunmustur.

Fotografin Akdeniz antik ¢aginin incelenmesine entegrasyonu, belgesel prosediir
ve estetik deneyimin birlesmesinin igaretidir. Biiyiileyici derecede giiclii bir gdrsel ortam
olan fotograf, antik ¢cagin ahlaki ve bilimsel otoritesinin yayilmasini saglamistir. Lyons'a

gore " antik ¢agin ahlaki ve bilimsel bir otorite olarak erisimini genisleten, bastan ¢ikarici
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derecede giiglii bir gorsel medya olmustur ki bu durum, onun yaygmhgi ile de
birlesmistir." (Lyons, 2005, s.65) Yayginlig1 sayesinde, fotograf hem bilimsel aragtirma
hem halkin katilimi i¢in bir ara¢ haline gelmistir. Antik medeniyetlerin gorsel temsillerine
erisimi var olan anlayis1 demokratize etmis ve ge¢misin daha derin bir anlayisini tesvik
etmistir. Esasen, fotografin kolaylastirdigi gorsel belgeleme, antik ¢agin incelenmesini
dontistiirmiis; antik sanat ve malzeme kiiltiiriine yonelik yeni bir kesif, yorum ve takdir

cag1 baglatmistir.

Fotograf, antik cagi anlamanin gii¢lii bir aract olarak hizmet eder, gegmisin hem
gorsel bir kaydin1 hem antik eserler ve kiiltiirlerle etkilesimde bulunmanin bir aracini
sunar. Bu ornekler ve kesifler; fotograf, heykel, miizeler ve kolektif olarak ilgilendikleri
antik zaman eserleri arasindaki ¢ok yonlii iliskiyi vurgular. Johnson'a gore, klasiklesmis
biistler ve heykelcikler, yeni bir medya olan fotografciligi antik c¢aglara kadar uzanan
saygin sanatsal geleneklere baglayarak erken donem fotografcilarin popiiler konular
olarak hizmet etmistir. Bu uygulama sadece pratik avantajlar saglamakla kalmamis, ayni
zamanda fotografciligin itibarini yiiksek sanatla olan iligkisiyle yiikseltmistir. Bu tiir
konularin fotografik kompozisyonlarda yer almasi, fotografciligi yerlesik sanatsal
geleneklerle uyumlu hale getirmeyi amaglayan bilingli bir c¢abayr yansitmaktadir

(Johnson, 1998, s. 7).
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BOLUM 4: YORGUN HERAKLES HEYKELIi VE PROJE UYGULAMA

Yorgun Herakles heykelinin 1859 yilinda Gabriel De Rumine tarafindan islak
kolodiyon siireciyle ¢ekilmis olan fotografi (Gorsel 36), bu eserin bilinen en erken
belgelerinden biri olarak kabul edilmektedir. S6z konusu fotograf, Napoli’de bulunan ve
Lysippos’un orijinal bronz heykelinden tiiretilmis bir mermer kopyay1 belgelemektedir.
Rumine'nin bu erken donem c¢ekimi, yalnizca belgesel bir kayit olmanin 6tesinde, 19.
yilizyilda fotografin arkeolojik ve sanatsal belgelerde iistlendigi islevin de somut bir

Ornegini sunmaktadir.

Gorsel 36. de Rumine, G. (1859). Yorgun Herakles.
Kaynak: Pygmalion Photograph 1985

Perge'de 1980 yilindaki kazida ¢ikarilan Yorgun Herakles (Acar, 2018, s.40-42).
Prof. Jale Inan liderligindeki kazi sirasinda heykelin alt bedeni fotografli olarak
belgelenmistir. 1990 yilinda, gazeteci Ozgen Acar, Herakles'in iist bedenini Met
Museum'un Gegmisin Isiltilar1 sergisinde kesfetmistir (Acar, 2018, s.3). Acar, sergi
katalogundaki Herakles fotografini fotokopi ve faks yontemiyle ¢ogaltarak belgelemeyi

basarmistir. Daha sonra, Herakles'in iist kisminin Tiirkiye'ye Boston Miizesi'nden donmesi
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icin 21 y1l gegmistir. Heykel, Perge'de bulunan diger heykellerle ve hatta diger Herakles
tasvirleriyle karsilastirildiginda popiilerligini daha da artirmistir. Yorgun Herakles
heykelinin Prof. Jale Inan’in Perge kazis1 sirasinda kesfi esnasina ait fotograflar, arsiv

degeri tasimaktadir (Gorsel 37-38).

Gorsel 37. Yorgun Herakles Bulundugunda. Prof. Jale inan Arsivi.
Kaynak: Coban Herkiilii Yordu s.19

Gorsel 38. Yorgun Herkiil Bulundugunda. Prof. Jale Inan Arsivi.
Kaynak: Coban Herkiilii Yordu s.19

Herakles'in iist bedenini yerine koyan ve fotograf ile heykel arasindaki baglantiy1
baska bir seviyeye tasiyan Glories of the Past (Ge¢misin Isiltilar1) katalogundaki
fotograftir (Gorsel 39-40). Fotograf 1980'lerde ¢ekilmis, sergi katalogunda yayinlanmis

olmasina ragmen, ayni zamanda 6zel koleksiyoncular Levy ve White'a ait bir heykel basi
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fotografidir (Acar, 2018, s. 5). Fotografin kdkeni veya nerede g¢ekildigi Acar'in
kayitlarinda belirtilmemis olsa da Geraldine Johnson'da benzer bir yaklasim goriilebilir.
Johnson, "1980'lerin sonlarindan bu yana 6zel koleksiyoncular tarafindan satin almak
amaciyla, kurumsal arsivler yerine alinan mermer heykel baslarinin fotograflarinin radikal
bir farkl yaklagimi gosterdigini belirtir. (Johnson, 1998, s.5). Johnson'in endiselendigi
yaklasim, fotografin heykeli bir degerli nesne olarak gdsterilmesine odaklanirken,
heykelin kendi alanimi dolduran bir varlik olarak degil, tam olarak Perge'nin

hamamlarindaki gibi algilanmas1 gerektigi diisiincesidir.

Gorsel 39. Yorgun Herakles heykelinin Metropolitan Miizesi’nde sergilenen iist boliimii. Glories of the
Past Sergi Katalogu.
Kaynak: Coban Herkiilii Yordu s.2

Gorsel 40. Yorgun Herakles heykelinin sunta {izerine monte edilmis baskisi. Antalya Miizesi ofisleri.

Kaynak: Naime Tagdemir, 2021
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Rudolf Arnheim'a gore bir sanat eserinin otantikligi konusundaki siiphelerin neden
oldugu alg1 degisiklikleri, kopyalarin ve orijinallerin anlagilmasini daha da karmasik hale
getirir. Bu siiphe ve kuskularin etkisiyle meydana gelen alg1 degisiklikleri, otantiklik, algi
ve yorum arasindaki karmasik etkilesimi vurgular. Arnheim’in bu fenomeni incelemesi,
Jean Giraudoux’un 'Amphitryon 38' oyununa dayanmakta olup, otantiklik, alg1 ve yorum
arasindaki karmasik etkilesimi aydinlatir (Arnheim, 1986, ss.282-283). Bir sanat eseri
sahtekarlik araci olarak suglandiginda, algisal bir doniistim gegirir ve tamamen farkli bir
alg1 nesnesi haline gelir. Arnheim'in gézlemledigi gibi, hatta gercek orijinaller bile boyle
kosullar altinda siiphe uyandiran O6zellikler sergileyebilir. Giraudoux'un oyunundan
esinlenerek, Arnheim siiphenin tanidik nesnelerin algisini nasil degistirebilecegini gosterir
(Arnheim, 1986, ss.282-283). "Amphitryon 38"de, Alcmene'nin kocasinin goriiniisiinde
ve davranislarinda tanidik olmayan ozellikler kesfetmesi, siipheden kaynaklanan algi
degisikliklerinin bir metaforu olarak hizmet eder. Burada Arnheim, siiphenin sanat
eserlerini yorumlama {izerindeki derin etkisini vurgular. Amphitryon tarafindan
Alcmene'ye verilen tavsiye "Esler arasinda fazla yilizlesmemek en iyisidir, kesiflerden
kacinmak isteniyorsa." (6, Akt II, sahne 7) sanat alanindaki algi1 ve gerceklik arasindaki
hassas dengeyi daha da vurgular (Arnheim, 1986, ss.282-283). Siiphe, sanatta otantikligin
anlagilmasini karmasiklagtirirken, Arnheim'in goriislerini Giraudoux'un oyunuyla birlikte
inceleyerek, sanatsal yorumun ¢ok yonlii dogas1 daha iyi anlasilir. Ote yandan, Edith
Hamilton’a gdre burada bahsedilen Alcmene, Herakles’in annesidir. Alcmene’nin esi ise
Amphitryon’dur. Jipiter (Zeus), General Amphitryon savasta iken onun sekline girerek
yani onun bir kopyasina doniiserek Alcmene'i kandirmis ve hamile birakmistir. (Hamilton,
1942/2011, s. 168). Zeus Herakles'in gergek babasidir ve bahsedilen siiphe Alcmene'nin
gergek esi olan Amphitryon ile onun kopyasi olarak ortaya ¢ikan Zeus arasindadir.
Arnheim'in diisiinceleri ise, sanat eserlerini nasil algiladigimizi yeniden diisiinmeye davet
eder, otantiklik ve orijinallik hakkindaki anlayisimiz1 sekillendirmede siliphenin etkisini

kabul eder.



82

Projenin odak noktasi, Antalya Miizesi'nde sergilenen Yorgun Herakles heykeli,
Herakles'in efsanevi gorevleriyle iligkilendirilen hikayeleri anlatir. Lysippus tarafindan
M.O. 330 civarinda yaratilan Yorgun Herakles, Herakles'in elmalarini arkasinda tuttugunu
tasvir eder (Salapata, 2021, s. 161). Yorgun Herakles, Lysippus'un Roma kopyalari
aracilifiyla Herakles’in onuncu isini tasvir etmenin en popiiler 6rneklerinden biri haline
gelmistir. Lysippus'un Herakles heykelinin Roma kopyalarindan biri, "1980 yilinda
Tirkiye'nin giineyinde bulunan antik Perge kentinde kesfedilmistir. Heykelin {ist kisma,
1981 yilinda Perge'den ABD'ye kacirilmis ve 30 yil boyunca Boston Giizel Sanatlar
Miizesi'nin koleksiyonlarinda kalmistir (Gorsel 41-42). 2011'de Tiirkiye'ye iade edilmistir
ve su anda Antalya Miizesinde parcanin geri kalaniyla birlikte sergilenmektedir."
(Raddato, 2021). Ust kismu1 eksik oldugu dénemde, Herakles’in alt viicudu Antalya

Miizesi'nde bir biist fotografi ile sergilenmistir. (Gorsel 43)

Gorsel 41. Boston'daki test. Jale Inan, Vermeule.

Kaynak: Coban Herkiilii Yordu s.84
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Gorsel 42. Herakles’in iist kismmin MET teki sergisi
Kaynak: Glories of the Past: Ancient Art from the Shelby White and Leon Levy Collection, Metropolitan

Museum of Art Images- The Metropolitan Museum of Art Libraries dijital koleksiyonlar1 dosyalar1

Gorsel 43. Yorgun Herakles'in alt kismimin Antalya Miizesi'ndeki sunumu.

Kaynak: Ozgen Acar arsivleri
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4.1 Yorgun Herakles'in Anlatis1 Aracihigiyla Fotograf ve Heykel Arasindaki
Etkilesimi Kesfetme

Anne M. Wagner'in fotograf ve heykel arasindaki iliskiye iligkin diislinceleri, bu
iki ortam arasindaki dinamik etkilesimin derin i¢gdriilerini sunmaktadir. Analizleriyle,
fotografin heykelin algilanmasi1 ve temsili lizerindeki doniistiiriicii etkisini agiklarken,
kendi 0Ozgilin nitelikleri arasindaki kalici gerilimleri de kabul etmektedir. Wagner,
fotografin heykel alanmna girisiyle gergeklesen derin degisimi vurgular. Ik fotograf
pozlamasiyla, heykelin bir zamanlar ¢6ziilmez ve agirlikli olarak algilanan malzemenin
sadece bir iz haline geldigini belirtir. Sonu¢ olarak, heykelin fiziksel agirligi ve
boyutundan arindirilmig bir replikasyonu ortaya ¢ikar, mekan ve zaman i¢inde aninda
taginabilir hale gelir. Bu doniisiimde, nesne bir goriintiiye doniisiir ve ontolojik durumunda
temel bir degisiklik meydana gelir (Wagner, 2017, ss. 270-271). Wagner, fotograf ve
heykel arasindaki benzerliklerin, bu iki ortam arasindaki kalici gerilimlerden
kaynaklandigini 6ne siirer. Zitliklarin bir araya gelmesine ragmen, kendi 6zgiin nitelikleri
arasindaki ¢oziimlenmemis gerilimler devam eder. Heykelin fiziksel varligi, elle tutulur
varlik ve belirgin formuyla karakterize edilirken, fotografin fiziksel varolusa paradoksal
bir yaklagimi vardir. Hubert Damisch'in tanimiyla, fotograf, kalinlik veya madde
olmaksizin bir goriintii olarak var olur, ancak yakaladig1 gergeklikten bir iz birakmay1
basarir (Wagner, 2017, ss. 270-271). Damisch'in fotografin "kurucu aldatmacasi" kavrami,
goriintii ile gergeklik arasindaki karmasik iligkiyi vurgular. Maddi olmayan dogasina
ragmen, bir fotograf, konusunun gercekligini ortaya ¢ikarma yetenegine sahiptir, elle
tutulur ve elle tutulmaz arasindaki sinirlar1 bulaniklastirir. Bu siirsel kavram, fotografin
heykelin algilanmas1 ve dayanikli gercekligi tizerinde sekillendirici giiciinii diisiinmeye
davet eder (Wagner, 2017, s. 270-271). Heykelin geleneksel olarak kalicilik iddialarinin
giderek sorgulandigr bir donemde, Wagner'in analizi, heykelin nesnelliginin evrilen
dogasin1 yeniden diislinlilmesini saglar. Kayan paradigmalara ve degisen sanatsal
kurallara isaret eden bir donemde, fotograf ve heykelin kesisimi kesif ve yeniden

yorumlama i¢in verimli bir zemin sunar. Her iki ortam da birbirlerini etkilemeye ve
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bilgilendirmeye devam ettik¢e, dinamik etkilesimleri ¢agdas sanat diinyasindaki gorsel

ifadenin dayanikli canliliginin bir kanit1 olarak hizmet eder.

4.2 Biiyiik Format Fotografcihigr ve Heykel Hakkinda

Bu béliimde, arastirma projesinde bir teknik kamera kullanma tercihinin mantigi
aciklanmis ve bu makinenin diger fotograf makinelerinden farklarini vurgulamak iizerinde
durulmustur. Teknik kamera veya biiyiik format kamera® olarak da adlandirilan, heykelleri
etkili bir sekilde yakalamak icin gerekli olan benzersiz 6zelliklere sahip belirli bir kamera
tiirtidiir. Berenice Abbott ¢esitli hareketlerini ve ayarlarin1 gergeklestirmek ig¢in tripod
veya standa ihtiya¢ duyan, 6zellikle merceklerin farkli odak uzunluklarini karsilamak igin
koriiklerini uzatma ve daraltma yetenegi gibi O6zelliklere sahip bir kamera tiiriiniin

gerekliligini aciklamaktadir (Abbott, 1948, s.7).

Bu baglamda, biiyiik format kameralar, heykelin ii¢ boyutlu formunu dogru bir
sekilde belgeleyebilmek ve perspektif bozulmalarini minimize edebilmek igin gereklidir.
Heykellerin hacmini ve yiizey detaylarini en dogru sekilde aktarabilmek, ayn1 zamanda
miize sergileme pratikleri baglaminda bir arsiv olusturabilmek a¢isindan da biiytlik format
kameralar, diger fotograf makinelerine kiyasla daha avantajlidir. Ozellikle koriiklii
sistemin sagladigi odak esnekligi ve hareket kabiliyeti, heykelin belirli agilardan ideal

goriintilislinli yakalamak i¢in 6nemli bir aragtir.

Bu projede 4x5 inglik bir teknik kamera kullanma karari, birkag faktore

baglanabilir:

a) Diger tiirdeki makinelerin aksine, genellikle egme, kaydirma ve yiikseltme gibi
hareketleri igermeyen dijital tek mercekli refleks (DSLR) makineleri gibi, teknik kamera,

goriintiileri yakalamak i¢in daha biiyiikk bir esneklik saglar. Hareketlerin, ozellikle

5 Koriiklii Kamera: Ingilizce ‘de "teknik kamera", biiyiik format kamerasi veya 'gériintiileme kameras1'
olarak da bilinir. Kamera birden fazla ayirt edilebilir parcadan olusur. Lensi tasiyan 6n panel ve filmi ve
odaklama camini tasiyan arka panel genellikle koriiklerle baglanir. Kameranin 6zelliklerine baglh olarak
hem 6n hem de arka paneller yukari, asagi, saga, sola, ileri ve geri hareket edebilir. Bu kameralarda
kullanilan en yaygin film formati 4x5 inglik tabaka filmdir. Bu kameralarda goriintii ters olarak goriiniir.
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'yiikselme' islevinin bulunmasi, Yorgun Herakles heykeli gibi yiiksek bir yerlesim yerini

cekerken perspektif bozulmasini 6nlemeye yardimci oldugu i¢in 6nemlidir.

b) Teknik kameralarda biiyiik format 4x5 in¢lik film kullanimi, 6zellikle daha
biliylik baskilar iiretmek icin elverigli olan {istiin ¢Oziiniirliik ve esneklik saglar.
Hareketlerin hem goriintii diizlemi hem de mercek diizlemi iizerinde birlesimi, biiyiik
format filmle birlikte, heykelleri hassaslik ve detayla belgelemek i¢in gereken optimal

goriintii kalitesini ve netligini saglar.

c) Fotograf alaninda, 6zellikle teknik kameralar gibi biiylik format kameralarin
kullanimi, heykellerle etkilesimde bulunma deneyimine benzeyen essiz bir deneyim sunar.
Berenice Abbott'un teknik kameralarin islevleri hakkindaki goriisleri, sanatsal konulari

hassasiyet ve derinlikle yakalama baglaminda 6nemlerini agikliga kavusturur.

d) Abbott'un belirttigi gibi, teknik kameralar c¢esitli hareketlere ve ayarlamalara
sahiptir ve her biri fotograf kompozisyonlarini gelistirmede belirli bir amaca hizmet eder
(Abbott, 1948, s.7). Bu hareketler, 6n tarafta yiikselme ve algaltma, yan kaydirma ve arka
ve On tarafta egme gibi, teknik kameralarin ¢esitli fotograf senaryolarimi karsilama

konusundaki esnekligi ve uyarlanabilirligine katkida bulunur.

e) Teknik kameralarin isletilmesinde gozlemlenen biiyiik format fotograf¢iliginin
dikkate deger bir yonii, fotografcilarin ekipmanlarinin ayrintilarini gezinirken takip
ettikleri bilingli adimlardir. Teknik kameralar1 ¢alistirirken bu bilingli yavaglik, bir
heykelin kontemplatif bir sekilde izlenmesiyle paralellik gosterir; burada detaylara ve
sabra bliylik 6nem verilir. Bir teknik kamera kurma, hareketlerini ayarlama ve goriintiiyii
olusturma siireci, galeri veya miize ortaminda heykel ile ritliel benzeri bir etkilesimi

animsatan yontemli bir yaklagim gerektirir.

f) Ayrica, bir teknik kamera isletmenin dokunsal dogasi, fotograf¢i ile sanatsal
konu arasinda somut bir baglant1 kurar. Dijital kameralar veya hatta geleneksel film

kameralarinin aksine, teknik kameralar, koriikler, digmeler ve kontroller gibi fiziksel
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bilesenlerin elle manipiilasyonunu gerektirir. Bu dokunsal etkilesim, fotograf ¢ekmenin
duyusal deneyimini artirir ve fiziksel mekandaki heykellerin somut varligina paralellik
cizer. Dahasi, Abbott'un teknik kameralarda mevcut hareket ¢esitliliginden bahsetmesi, bu
makinelerin farkli fotograf durumlarina uyum saglayabilme yeteneklerini vurgular. Bu
hareketler araciligiyla perspektifi, odaklanmayi ve kompozisyonu manipiile etme
yetenegi, fotografcilara goriintiileri hassaslhik ve yaraticilikla yakalama giicii verir. On
standarttin ylikselmesini ve diismesini ayarlamak veya yan kaydirma hareketlerini
kullanmak gibi her hareket, fotograf¢inin gorsel anlati iizerinde ifade kontroliine katkida

bulunur.

Sonug olarak, biiyiik format fotograf¢iligin ritiielistik dogasi, teknik kameralarin
isletilmesiyle simgelenir ve fotografcilar1 heykelleri deneyimleme sekline benzeyen bir
sekilde konulariyla etkilesime girmeye davet eder. Abbott'un teknik kameralarin islevleri
hakkindaki goriisleri, fotografcilar icin sanatsal konularin 6ziinii derinlik ve netlikle

yakalamak i¢in vazgec¢ilmez araglar olarak konumlarini vurgular.

4.3 Fotograf ve Heykelin Hibritlesmesi®

Heykel ve fotograf arasindaki iligki, nesnelerin bir araya getirilmesi, pargalanmasi,
yeniden birlestirilmesi ve dogada 6znelliklerin icad1 siireglerini incelemek i¢in metaforik
bir mercek islevi goriir. Tipki dilbilimin kelimeleri birlestirerek yeni anlamlar olusturmast
gibi, sanatta gorsel unsurlarin etkilesimi de yeni yorumlar iiretir. Burada fotograf ve
heykel arasindaki birlesim yalmizca teknik agidan degil, ayn1 zamanda anlattiklar

hikayeler ve cagristirdiklar1 anlamlar agisindan da ele alinmaktadir.

Bu arastirma, fotograf ile heykel arasindaki iligkiden ilham almaktadir.
Uygulamali projede biiyiik formath teknik kamera kullanmaktadir. Bu caligmanin
merkezinde, Antalya Miizesinde bulunan pargalanmis Yorgun Herakles heykelinin

hikayesi yer almaktadir. Bu anlatinin 6nemli bir yonii, eksik parcanin Met Miizesi

6 Hibrid: Birden fazla unsurun veya alanin kombinasyonu.
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katalogundaki bir fotograf kullanilarak restorasyonudur; bu siireg, teknik islemler ile

sanatsal yorum arasindaki 6nemli bir bagi olusturmaktadir.

Bu baglamda Met Miizesi’nin fotografi yalmizca bir belge olarak degil, aym
zamanda yeniden baglamsallastirilmis bir eser olarak islev goriir; mekéansal ve zamansal
sinirlart asarak bir koprii olusturur. Bu fotografin Antalya’daki Yorgun Herakles
heykeliyle karsilastirilmasi, bu proje ile paralellikler ortaya ¢ikarir: pargalanma, yeniden
yapilandirma ve yeniden yorumlama eylemi. Teknik kamera ile Yorgun Herakles’in
fotograflanmasinda kullanilan teknik siiregler, parcalanmis Herakles’in tarihsel olarak

fotograflanmas1 ve korunmasi siirecini yansitir.

Perge’nin  Yorgun Herakles’i, teknik bir kamera ile farkli agilardan
fotograflanmistir. Her bir goriintii, heykelin iist ve alt boliimlerini gosteren iki adet 8x10
inclik kagida yansitilmistir. Heykelin 6n, arka, sol ve sag agilarinin gorsellerini gostermek
icin toplamda sekiz albiimin baski yapilmistir. Her bir goriis agisinin iist ve alt parcalara
boliinerek basilmasi, bir zamanlar iki parcaya ayrilmis olan ikonik Yorgun Herakles

heykelinin tarihsel pargalanmighigini yansitmak amaciyla gerceklestirilmistir.

4.4 Projenin Teknik Siireci

4.4.1 Teknik Kamera Kullanimi

Cekim i¢in 4x5 ing teknik kamera ve 150mm lens kullanilmistir. Film olarak Ilford
HP5 400 ASA kullanilmistir. Miizedeki 151k 6lger ile dl¢iilmiis ve alinan neticeye gore F22
diyafram aciklig1 i¢in 3 saniye pozlama yapilmistir. 150 mm objektif 4x5 inglik
kameralarda normal agiya denk gelir. Bu insan goziinlin gordiigii agiya es deger sayilir.
F22 diyafram kullanilan objektifte orta acikliga denk gelmektedir ve orta alan derinligini
ve netligi elde etmek icin tercih edilmistir. Son olarak yiiksek bir sahnede bulunan heykele
odaklanirken perspektif kontrolii saglamak amaciyla teknik kameranin objektif plam

yiikseltilmisgtir.
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4.4.2 Film Banyo Siireci

a) Film islemek i¢in 100% karanlik gereklidir. Bu calismada film islemek i¢in
Paterson 3 Bobin tanki ile kullanilabilen adaptor kullanilmistir. Rulo film standart
makaralara sahip isleme tanklarinda banyo edilebilir, bunlar silindiriktir. Film tabakalari,
islem sonuna kadar tam karanlikta kullanilan 6zel yontemlere, 6rnegin kiivet banyosuna
veya film tabakasi tanklarinin kullanimina ihtiyag¢ duyar. Adaptoriiniin yardimiyla, filmleri
bir seferde bir kez tam karanlikta tanka yiiklendikten sonra, giin 15181inda 6 film banyo

edilebilmistir.

b) Siyah beyaz fotograf filmi islemek i¢in, film kimyasallari, filtrelenmis su ve
islem sirasinda belirli bir sicaklikta tutulan ortam ve sivilar gereklidir. Bu siirecte film
tireticisinin gelistirme semalar1 ve kimyasal iireticisinin onerilerinin bir araya getirilmesi
oldukca 6nemlidir. Projede kullanilan gerekli kimyasallar; siyah beyaz film gelistirici,
durdurucu, sabitleyici ve foto-flo ¢ozeltisidir. Belirli kimyasallar marka ve filmin tiiriine
gore degisiklik gosterebilir, ancak en yaygin olarak kullanilan Ilford Hp5 film 6zellikle
cekim seansini tekrarlama sansinin ¢ok fazla olmadigi hallerde daha genis gelistirme

esnekligi saglamaktadir.

¢) Kimyasallar1 6l¢gmek i¢in meziir silindirleri kullanilmis ve iireticinin seyreltme

oranlari i¢in Onerileri izlenmistir.

d) Kimyasallar {iretici tarafindan belirtilen siraya gore karistirilmistir. Bazi

kimyasallarin damitilmis su ile seyreltilmesi gerekebilir.

e) Kimyasallar1 karistirmak igin su filtreleme sistemi kullanilmistir ¢iinkii
filtrelenmis su, gelistirme siirecinde filmi etkileyen kirleticileri onler. Siireci devam
ettirdigim sehirler olan Antalya ve Istanbul'daki musluk suyu, son goriintiilerin kalitesini

tehlikeye sokabilecek kirleticiler ve kalsit icerir.
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f) Her kimyasalin isleme tankina eklenmesi i¢in sira ve zamanlama takip
edilmistir, bdylece film gelistirme, durdurma, sabitleme ve son islem asamalarini

gectiginden emin olunur. Film isleme kimyasallar1 belirli bir sicaklikta yapilmalidir.

g) Gelistirme semalarini, film ve kimyasal {ireticisi tarafindan belirtilen gelistirme
grafikleri izlenmistir. 24 °C veya 20 °C sicaklik, genellikle gelistirme grafiklerinde
belirtilen standart sicakliklardir. Ve sicaklik, film isleme siirecinde tutarlilik elde etmek
i¢in onemlidir. Siire¢ boyunca 24 °C civarinda kontrol edilmis bir ortam olusturmak igin
klima kullanarak sivilar termometre ile kontrol edilmistir. Tankta 6,5 dakika boyunca
gelistirdikten sonra, durdurma, durulama, sabitleme, ikinci durulama islemi yapilmistir,
hipoklorit temizleyici kullanip, son durulama gergeklestirilmistir ve 30 saniye foto-flo
kullanilmistir. Son olarak, film en az 6 saat boyunca tozsuz bir ortamda, bir dolapta

kurutulmustur.

4.4.3 Albiimin Baski Yontemi

Geleneksel albiimin bask siireci, kagit hazirlanmasi, duyarli hale getirme, UV
15181na maruz birakma ve goriintiiniin gelistirilmesi gibi dikkat gerektiren bir dizi adimi
igerir. Siireg, ylksek kaliteli bir ¢izim kagidi veya cam ylizeyin hazirlanmasi ve ince bir
alblimin tabakasi ile kaplanmasiyla baglar. Albiimin ¢ozeltisi genellikle amonyum kloriir
veya sodyum kloriir ile damitilmig su ve asetik asit igerir. Bu tabaka, glimiis tuzlarinin
kagit lizerinde asili durmasii saglayarak duyarlilagtiricinin emilmesini onler ve net,

ayrintili bir goriintii elde edilmesini saglar (James, 2025, ss. 386-413).

Kagit albliminle kaplandiktan sonra, birka¢ dakika boyunca giimiis nitrat ve
damitilmis su ¢ozeltisine daldirilarak duyarli hale getirilir. Duyarli hale getirilmis kagit
tyice kurutulur. Kuruduktan sonra kagit pozlama i¢in hazirdir. Pozlama islemi i¢in duyarl
hale getirilmis kagit, fotografik bir negatif ile bir kontak bask1 ¢ercevesine yerlestirilir ve
UV 1s18mma maruz birakilir. Golge alanlarda bronzlagma belirtilerinin ortaya ¢ikmast,

yeterli pozlama oldugunu gosterir (James, 2025, ss. 386-413).
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Pozlamadan sonra baski, fazla giimiis nitrati ¢ikarmak i¢in durulanir ve sodyum
kloriir eklenerek ¢oktiiriiliir. Daha sonra istenirse baski, renk tonunu degistirmek ve tonal
arali@1 artirmak i¢in altin klortir kullanilarak tonlanir. Son olarak, baski, bir sodyum
tiyosiilfat ¢ozeltisi i¢inde sabitlenir, kimyasallar1 ¢ikarmak i¢in iyice yikanir ve kurumasi
icin asilir. Sonug, alblimin baglayicinin benzersiz 6zellikleri sayesinde netligini koruyan

parlak, ayrintili bir baskidir (James, 2025, ss. 386-413).

4.4.4 8 x10 In¢ Albiimin Baski Kullanim

Bu projede 8x10 ing alblimin bask1 kullanma karari, cagdas sanatsal pratigi tarihi
fotograf yontemleriyle iliskilendirmektedir. Bu format, 19. yiizyil arkeolojik baskilarina
benzer sekilde yiiksek ayrint1 seviyesine olanak taniyarak Yorgun Herakles’i tarihsel bir
perspektiften yeniden yorumlama fikrini gliglendirmektedir. Ayrica, alblimin baskinin
karakteristik sicak tonlar1 ve ince detaylari, erken donem arkeolojik fotografciligin
estetigini yansitmakta ve belgeleme ile sanatsal yorum arasindaki etkilesimi

vurgulamaktadir.

4.4.5 Proje Gorselleri

Gorsel 44. Naime Tasdemir, Isik Olgiimii. Eser Kayit numaras1:2011.255. Heracles Perge M.S. 2. Yiizyil.
Antalya Miizesi
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Gorsel 45. Naime Tagdemir, Kamera kurulumu

Gorsel 46. Omer Ozer, Fotograf ¢ekimi. Eser Kayit numarasi: 2011.255. Heracles Perge M.S. 2. Yiizyil.
Antalya Miizesi



Gorsel 47. 4x5 Negatiflerin kurutma agamasi

Gorsel 48. Albumin hazirlik, yumurta akinin ayrilmasi
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Gorsel 49. Albiimin ¢6zeltisi hazirhigi i¢in mikser ile yumurta aki, amonyum kloriir, damitilmis su ve

asetik asit i¢eriklerinin karistirilmasi stireci.

Gorsel 50. Albiimin ¢6zeltisinin siiziilmesi.
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Gaorsel 51. Albiimin ¢6zeltisinin kagida siirtildiikten sonra kurutulmasi.

Gorsel 52. UV baski siireci
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Gorsel 53. Alblimin test bask1 yikama asamasi

Gorsel 54. Albiimin baski sabitleme asamasi
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Gaorsel 55. Albiimin baski son yikama sonrasi kurutma asamast



Gorsel 56. Baski 1

Gorsel 57. Baski 2
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Gorsel 58. Baski 3

Gorsel 59. Baski 4

99



100

Gorsel 60. Bask1 5

Gorsel 61. Baski 6
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Gorsel 62. Bask1 7

Gorsel 63. Baski 8
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Gorsel 64. Ayous agaci lizerine monte edilmis fotograf serisi
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BOLUM 5: SONUC

Bu tez heykel ve fotograf arasindaki ¢ok katmanli iligkileri tarihsel, kuramsal ve
uygulamali boyutlarda ele alarak, gorsel sanatlar alaninda nadiren merkezilestirilen bir
diyalogu derinlemesine incelemistir. Farkli disiplinlere ait bu iki mecra, yalnizca bigimsel
olarak degil, kavramsal ve algisal diizeyde de birbirini doniistiirmiis, sanat tarihinin ve
gorsel kiiltiiriin onemli tartisma alanlarinmi sekillendirmistir. Calisma, 6zellikle “kopya”,
“orijinal” ve “otantiklik” kavramlari etrafinda odaklanarak, bu iki ifade bi¢iminin tarihsel
ve cagdas baglamlarda nasil kesistigini, i¢ ice gectigini ve birbirine nasil miidahil

oldugunu analiz etmistir.

Tezin merkezinde yer alan Yorgun Herakles heykeli, bu kuramsal ve sanatsal
cozlimlemeyi somutlastirmak agisindan islevsel bir 6rnek sunmustur. Lysippos’un 6zgiin
bronz heykelinden tiireyen Roma donemi mermer kopyasi hem fiziksel temsiliyet hem de
fotografik yeniden iiretim araciligiyla, 6zglinliik ve tekrar arasindaki sinirlar1 sorgulamak
icin verimli bir zemin olusturmustur. 1859 yilinda Gabriel De Rumine tarafindan 1slak
kolodiyon teknigiyle ¢ekilen fotograf, sz konusu heykelin bilinen en erken fotografik
belgelerinden biridir. Bu gorsel kayit, yalnizca tarihsel bir belge degil, ayn1 zamanda 19.
ylizyilda fotografin arkeolojik nesnelerle kurdugu belgeleme iliskisine dair énemli bir

ornek niteligindedir.

Calismanin Onemli katkilarindan biri, sanat temelli arastirma yonteminin
kavramsal altyapiyla biitiinlestirilerek nasil 6zgiin sonuglar {iretebilecegini gostermesidir.
Uygulama siireci, biiylik formath teknik kamerayla gergeklestirilen ¢ekimlerin albiimin
baski yontemiyle tiretilmesiyle, yalnizca estetik bir deneyim degil, ayn1 zamanda tarihsel
fotograf liretim tekniklerine gondermede bulunan bilingli bir sanat stratejisi olusturmustur.
Fotograf, bu baglamda heykelin pasif bir yansimasi degil; zaman, bellek, parcalanma ve
yeniden kurulum kavramlar1 etrafinda bigimlenen yaratici bir yeniden yorum alam

olmustur.
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Projenin uygulama kisminda, Yorgun Herakles heykelinin on, arka, sag ve sol
cephelerinden sekiz albiimin baski iiretilmis ve bu baskilar, heykelin tarihsel siiregte
yasadig1 fiziksel parcalanmay1 temsil edecek sekilde her biri list ve alt olmak {izere
boliinmiistiir. Bu pargalar, gegmiste yalnizca poster baskisiyla sunta iizerine yerlestirilen
kayip iist parga metaforuna gonderme yapacak bicimde, aious agaci {lizerine monte
edilmistir. Bu bigimsel tercih, yalnizca estetik bir tasarim degil; ayn1 zamanda heykelin
tarih boyunca ge¢irdigi parcalanma ve yeniden insa siireglerine dair kavramsal bir refleks
sunmaktadir. Fotograflardaki gorsel parcalanma hem gorsel hafizanin kirillgan dogasina

hem de imgelerin kayip olan1 temsil etme kapasitesine isaret etmektedir.

Albiimin baski tekniginin se¢imi, baskinin her birinin 6zgiin ve tekil karakterini
vurgulayarak, kopyanin kitlesel cogaltim ve degersizlesme fikrini sorgulamasini miimkiin
kilar. Boylece, calismada kullanilan her bask1 hem bir belge hem de 6zgiin bir sanat objesi
olarak degerlendirilmis; "orijinal" ile "kopya" arasindaki geleneksel ikilik yapisina

alternatif bir diisiinme bi¢imi 6nerilmistir.

Tez boyunca, Rudolf Arnheim’in gorsel algr kurami, gorsel 6gelerin
anlamlandirilmasinda yalnizca optik degil, yapisal ve kavramsal diizeydeki roliinii
aciklamak iizere temel bir ¢erceve sunmustur. Arnheim’in, sanatin rastlantisallik ve
diistinsel biitiinliik iceren bir siire¢ olarak ele alinmasi gerektigine dair goriisleri hem
uygulamali hem de kuramsal béliimlerde yapici bicimde degerlendirilmistir. Ozellikle,
fotografin heykel karsisinda yalnizca temsili degil, yorumlayict ve doniistliriicii bir

mecraya doniismesi, Arnheim’in “gorsel diisiince” anlayisiyla ortiismektedir.

Calismada ayrica, fotograf ve heykel arasindaki etkilesimin kiiratoryel ve sergisel
tarth lzerinden nasil sekillendigi de incelenmistir. MOMA’da 1970 yilinda
gergeklestirilen Photography Into Sculpture sergisi ve 2011°de Cherry and Martin
galerisinde diizenlenen The Evolving Photographic Object baglikli giincel yorumu,
fotografin mekansal ve maddesel doniisiimiinii ortaya koyan kritik 6rnekler olarak

degerlendirilmistir. Bu sergiler, fotografin {ic boyutlu sanatsal bir varlik olarak nasil
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islevsellestirildigini, heykelin ise fotograf araciligiyla nasil farkli baglamlara tagindigini

gostermektedir.

Aragtirmanin temel bulgularindan biri de “kopyanin degersizlestirilmis bir tekrar
degil; baglama gore anlam iireten ve yorumlayan yaratici bir miidahale bi¢imi oldugudur.
Yorgun Herakles heykelinin farkli miize baglamlarinda, farkli estetik stratejilerle
fotograflanmasi ve temsil edilmesi, bu savi desteklemektedir. Her bir kopya, yeni bir
gorsel anlati, yeni bir baglamsal gonderme ve izleyiciyle kurulan yeni bir iliski bi¢imi

uretmektedir.

Bu tez, sanat tarihine, gorsel kiiltiir calismalarina ve sanat temelli arastirma
yontemlerine disiplinleraras1 bir bakis acisiyla katki sunmaktadir. Heykel ve fotograf
arasindaki iligkiyi yalnizca teknik bir mesele olarak degil; zaman, hafiza, mekan, temsil
ve alg1 gibi derin kavramlar iizerinden tartismaya agmakta ve bu iki mecranin birbiriyle
olan iligkisinin diislindiigiimiizden ¢ok daha yakin ve yaratici oldugunu gdstermektedir.
Sanatsal ifade araglar1 olan heykel ve fotograf, bu baglamda yalnizca estetik nesneler
degil; aym1 zamanda elestirel diisiincenin ve tarihsel bellegin tasiyicilar1 olarak

degerlendirilmelidir.

Sonug olarak, bu arastirma, orijinal ile kopya, imge ile nesne, gecmis ile simdi
arasindaki sinirlarin ne kadar gegirgen oldugunu, bu simirlarin tarihsel, kavramsal ve
estetik diizlemlerde nasil yeniden ¢izildigini gostermektedir. Heykel ile fotograf
arasindaki iliski, yalnizca birbirine gdnderme yapan iki mecra degil; birbirini doniistiiren,
yeniden iireten ve ortak bir diisiinsel zemin kuran yaratici ortakliklardir. Bu baglamda tez,
sanat eserlerinin temsili, algilanisi ve yorumlanisi iizerine gelistirilen geleneksel
kavrayislara elestirel bir katki sunarken, ayn1 zamanda yeni gorsel anlati olanaklarina da

kap1 aralamaktadir.
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EK-1: ETiK BEYANI

Akdeniz Universitesi Giizel Sanatlar Enstitiisii Tez Yazim Kilavuzu’na uygun

olarak hazirladigim bu Tezde

Tez igindeki biitiin bilgi ve belgeleri akademik kurallar ¢ercevesinde elde

ettigimi,

o gorsel, isitsel ve yazili biitiin bilgi ve sonuglar1 bilimsel ahlak

kurallarina uygun olarak sundugumu,

o Dbagkalarinin eserlerinden yararlanilmast durumunda ilgili

eserlere bilimsel normlara uygun olarak atifta bulundugumu,
o atifta bulundugum eserlerin biitliniinii kaynak olarak gésterdigimi,
¢ kullanilan verilerde herhangi bir tahrifat yapmadigimi,

¢ bu Tezin herhangi bir boliimiinii bu {iniversitede veya baska bir

iiniversitede baska bir Tez ¢alismasi olarak sunmadigima,

beyan ederim.

........ [eviiidd nii.

Naime Tasdemir
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Tez Bashigi: Heykel ve Fotograf Iliskisinde Kopya Kavraminin Herakles Heykeli

Uzerinden Degerlendirilmesi

Yukarida baslig1 verilen Tezimin tamami1 Turnitin adli intihal programi araciligi ile

Tez Danismanim tarafindan kontrol edilmistir. (Tez 106, Tez 206, Tez 010 Formlar)

Kontrol sonucunda (kaynakca hari¢) asagidaki veriler elde edilmistir:
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INTRODUCTION

Sculpture and photography have developed as two distinct artistic mediums with
different material and representational natures throughout the history of visual culture.
Over the approximately 2007 years since the emergence of photography, these two fields
have shared a mutually influential and evolving relationship in various forms. With the
advancement of photographic technology, the interaction between sculpture and
photography has extended beyond a merely documentary level to encompass rich
aesthetic, conceptual, and theoretical dimensions. As photography became a tool for
documenting sculpture, concepts such as “visual truth,” “originality,” and “authenticity”
were reopened to debate. The relationship that photography established with the object
positioned it not only as a medium for reproducing representation but also as a means of
reinterpreting it. In this context, the reflection of sculpture in photography has come to be
seen not merely as a physical copy but also as a conceptual construct capable of

transforming the viewer’s perception.

This study aims to examine the multi-layered relationship between photography
and sculpture in depth, within historical, aesthetic, and conceptual contexts. The
discussions surrounding the concepts of “copy” and “original” in particular necessitate an
investigation into the permeability and mutual transformative effects between the two
media. The thesis explores not only how photography documents, archives, and re-
presents sculpture but also how sculpture, through photography, is transferred into new
contexts. Modes of perception, methods of production, and strategies of representation in

art are rethought in light of this fluidity.

The research is based not only on theoretical inquiry but also on a practice-based

production process. Within the scope of the thesis, the representation of the Roman-period

7 1826: Nicéphore Niépce takes the first surviving permanent photograph
https://projects.iq.harvard.edu/photographpreservationprogram/harvards-history-photography-timeline-
text-only
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Weary Heracles sculpture in the Antalya Archaeological Museum was photographed using
a large-format camera and re-produced using the albumen print method. This technical
choice is not merely an aesthetic or nostalgic one but also a reference to 19th-century
archaeological and Orientalist photographic practices. In this regard, the practical process

is evaluated not only as artistic production but also as conceptual inquiry.

The theoretical framework of the thesis is particularly structured around Rudolf
Arnheim’s theory of visual perception. Arnheim’s approaches to perception, coincidence,
and meaning-making in art provide new interpretations for both the original-copy debate
and the function of photography in the artistic process. The view that art is shaped not
solely by intention but also by environmental chance and perceptual guidance is one of

the guiding principles of this project.

This study addresses the relationship between sculpture and photography—which
is often limited in literature to technical documentation or formal analysis—with a more
comprehensive and multidimensional approach. The core issue lies in how the concept of
“copy” diverges, overlaps, and generates aesthetic and perceptual tensions across the two
media. Historical turning points such as MoMA’s 1970 exhibition Photography Into
Sculpture are examined for their significance in showing how the relationship between the

disciplines has been redefined in the context of contemporary art.

The thesis aims to rethink the relationship between sculpture and photography, to
reveal the theoretical and aesthetic potential of intermedial transitions in artistic
production, and to contribute to contemporary modes of interpreting art through the axes

29 <e

of “visual perception,” ‘“authenticity,” and “copy.” The study seeks to go beyond
traditional dualities, to uncover the dynamic interaction between sculpture and
photography, and to reveal the rich texture of influences that have shaped their evolution
over time. According to Arnheim, visual perception is a process that organizes and
structures the forms presented by optical projections. These organized forms do not

constitute a traditional set of ideograms but instead generate conceptual images that allow
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access to the rich complexity of the visual. This statement aligns with the core premise of
the thesis. When investigating the relationship between sculpture and photography,
Arnheim’s perspective proves essential. Just as Arnheim suggests that visual perception
renders images readable by organizing their forms, this study seeks to uncover the rich
narratives created through sculptures and photography, and ultimately to explain the

relationship between art, perception, and interpretation.

By examining the intersections of sculpture and photography through the case
study of the Weary Heracles and its photographic reproductions, this research contributes
to broader discussions around the fluid boundaries between artistic media. Grounded in
theoretical perspectives such as Arnheim’s conceptualization of visual perception, this
study challenges rigid categorizations and instead highlights the dynamic and
continuously evolving nature of artistic expression. Through a critical analysis of both
sculptural and photographic representations, the thesis aims to reveal the reciprocal

influence these two mediums exert on one another.
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CHAPTER 1

1.1 Objective and Significance

The primary aim of this thesis is to examine the historical, aesthetic, and
conceptual interaction between sculpture and photography through an interdisciplinary
approach, and to reveal how these two artistic media have transformed one another and
become intertwined within contemporary artistic practices. This interaction—often
overlooked in art history yet playing a critical role in shaping visual culture—not only
reflects shifts in objective representation but also signals changes in the perception of

artistic production itself.

This study pursues three main objectives: First, to analyze the historical
development of the relationship between sculpture and photography by exploring key
turning points, theoretical approaches, and curatorial practices, and to understand how
these two media have become integrated in modern and contemporary art. Second, to

2 (13

reassess core concepts at the center of art theory—such as “copy,” “originality,”
“authenticity,” and “interpretation”—through the specific lens of sculpture and
photography. Third, to present a practice-based component that embodies this theoretical
framework: a project based on the Weary Heracles sculpture, which employs large-format
photography and albumen printing techniques to explore these concepts materially and

visually.

The significance of this study lies not only in its focus but in its execution across
both historical-theoretical and experimental-practical dimensions. While the thesis
examines how the photographic representation of sculpture has evolved from the 19th
century to the present, it also proposes that artistic research constitutes a form of
knowledge production—one that unfolds not only through written text but also through
visual practice. In this regard, the thesis goes beyond the boundaries of classical academic

structure and repositions artistic practice as a valid and generative research method.
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The practical component of the thesis exemplifies this methodology. Through the
photographic documentation of various historical copies of the Weary Heracles sculpture
using a large-format camera, and their re-presentation via a 19th-century albumen printing
process in a contemporary context, the project is framed not simply as a technical exercise
but as a conceptual inquiry. This approach invites reflection on the convergence of
technical choices and conceptual content, and reevaluates the role of historical

photographic processes within contemporary artistic discourse.

The albumen print method—widely used in 19th-century archaeological
documentation and Orientalist visual culture—was not only revived in this thesis but also
critically examined in its historical implications, its ties to colonial visual regimes,
archaeological representation, and cultural authority. As such, this research extends
beyond art production into an analysis of visual historiography, museological

representation strategies, and the ideological functions of photography.

Another original contribution of this study lies in its investigation of how Rudolf
Arnheim’s theories of visual perception and aesthetics challenge the rigidity of the
boundaries between copy and original. Arnheim’s notion of accident and ambiguity as
inherent to perception provides a compelling framework for examining how the tension
between originality and reproduction shapes our understanding of artistic meaning. His
theories offer a critical lens through which the perceptual and epistemological dimensions

of visual representation can be interrogated.

This thesis also addresses a significant gap in the literature. Existing studies on the
relationship between photography and sculpture are often limited to technical
documentation or confined to a single artistic practice. In contrast, this research adopts a
holistic perspective that encompasses the historical evolution and conceptual foundations
of both media, while incorporating current artistic production processes. In doing so, it
contributes not only to academic discussions in the field of visual culture but also proposes

a methodological model for artist-researchers working within contemporary practice.
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Ultimately, this study offers a comprehensive and interdisciplinary investigation
of the intermedial relationship between sculpture and photography, situated within the
frameworks of visual culture history, aesthetic theory, and artistic research. It
simultaneously updates historical memory, proposes a contemporary reading, and
highlights the plural paths of knowledge production in art. By reworking historical
techniques such as albumen printing within a current artistic context, the thesis shows that
the past can be engaged not only nostalgically but also critically and creatively. In this
way, the research presents an original academic contribution in which theory and practice

are integrated, and production and reflection converge.

1.2 Method

This research has been carried out through a hybrid qualitative methodology that
evaluates both historical-theoretical and practice-based artistic components. Within the
holistic structure of the thesis, research questions are addressed by collecting data from
both textual sources and visual production processes. In this context, the study is
structured as an interdisciplinary research model that combines various methods including
document review, iconographic analysis, practice-based visual production, critical

technical analysis, and visual perception interpretation.

In the first stage of the research, sources from the fields of art history, aesthetic
theory, and the history of photography were systematically reviewed in order to
understand the relationship between photography and sculpture in a historical context.
During this phase, several conceptual axes were established, ranging from the
documentary function of photography to issues of representation, from the perceptual
reading of sculpture to the visual power dynamics inherent in photography. Particular
emphasis was placed on the historical modes of photographic production related to

sculpture, and a theoretical framework was developed through themes such as
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archaeological documentation, museum catalogs, Orientalist visualization practices, and

memory politics.

In the second stage, documents and archival materials related to the original copies
of the Weary Heracles sculpture—the object of focus in this research—were examined.
Special attention was paid to the sculpture’s historical trajectory following its excavation
in Perge, its modes of exhibition, and its reception in the public sphere. During this
process, fieldwork, on-site observation, and photographic documentation methods were
employed, and textual information was supplemented with physical observations

conducted at the Antalya Archaeological Museum.

The practice-based research process was planned in accordance with
methodologies that view artistic practice as a mode of inquiry. In this framework, the
large-format camera was not used with a documentary aesthetic but rather as a means to
construct a contemporary conceptual structure. The large-format technique, which allows
for perspective control and high-resolution detail, enabled the camera to serve not only as
a representational tool but also as a participant in the research process—producing

meaning through the image.

The captured negatives were printed using one of the traditional photographic
methods, the albumen print process. This was not merely a technical choice but an
aesthetic decision consciously aligned with the conceptual background of the research.
Throughout the printing process, a visual thinking approach was employed—based on the
principle of generating meaning through material qualities—by attending to the surface

texture, tonal transitions, edge markings, and light distribution of each photograph.

The resulting practice-based productions were evaluated not just as final outputs
but also as visual data, analyzed in conjunction with theoretical discussions. This analysis
combined iconological interpretation, perception-oriented visual analysis, and aesthetic

evaluation. The photographs were not approached as reproductions of the historical
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authenticity of sculpture, but rather through their potential to transform its memory and

representation.

Methodologically, this study is grounded in a practice-led research paradigm that
views art-making as a form of critical thinking. The approach adopted throughout the
thesis does not treat the relationship between research and creation as a one-directional
transfer of knowledge, but rather as a reciprocal, intertwined process. As a result, the
boundaries between the identities of artist and researcher become blurred, allowing a
mutually nourishing relationship to emerge between theoretical knowledge and

production experience.
1.2.1 Literature Review:

The literature review forming the theoretical basis of this research is grounded in
sources that address the historical, technical, and conceptual relationship between
sculpture and photography. Within the scope of this review, academic books, articles,
exhibition catalogs, theses, and conference papers published in the fields of visual arts, art
history, photography, and sculpture have been examined. The study particularly focuses
on literature investigating the documentary quality of photography, its representational
power, and its function in the arts, alongside the spatial, material, and historical

dimensions of sculpture.

The evolving interaction between sculpture and photography throughout history
has been a prominent area of debate in art history. Accordingly, the literature review
considers the role photography has played since the 19th century in documenting
archaeological excavations, museum collections, and artworks. Sources that center around
how the Weary Heracles sculpture has been reproduced in different contexts and how

photography has functioned in this process have been closely analyzed.

A significant portion of the literature reviewed includes archival and published
documents related to the excavation, exhibition, and documentation processes of the

Weary Heracles sculpture. In particular, catalogs from the Antalya Archaeological
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Museum and publications related to the Perge excavation have been used as reference
materials for understanding the historical and material context of the sculpture. Moreover,
the 1981 exhibition Glories of the Past and its accompanying catalogs are noteworthy in
showing how photography came to function as a medium of representation during the

artwork’s international relocation and eventual return.

The review also draws upon technical sources and publications related to the albumen
printing process and early photographic production techniques. These materials clarify the
relationship between 19th-century photography, documentary aesthetics, and visual
memory production, thereby providing theoretical support for the applied aspects of the

research.

In addition, contemporary art publications and exhibition catalogs that present
sculpture and photography together have been reviewed, offering insight into how the
relationship between these media is represented in contemporary narratives. In this regard,
the literature review not only builds the background of historical representations but also
defines the foundational approaches that shape the conceptual framework of the practical

component of the thesis.

1.2.2 Influential Objects and Subjects

The objects, documents, and conceptual tools used in this research have been selected
in line with the aim of examining the interaction between sculpture and photography
within both historical and contemporary contexts. The conceptual framework of the study
is not only based on works of art, but also on the theoretical approaches, documents,

technical texts, and exhibitions that surround these works.

Among the key references in the study is Berenice Abbott’s book 'The View Camera
Made Easy', which aims to make large-format photography more accessible. This book is
significant not only for its technical content but also for its reflections on how photography

shapes formal control and expressive potential. The technical decisions related to the use
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of the large-format camera during the research were directly influenced by this source.
Abbott’s perspective provided an intellectual foundation for connecting technical

knowledge with artistic expression.

The study also includes a poster obtained from the archives of the Western Front
Society in Vancouver, bearing the phrase 'Copier Recopier' (To Copy, To Recopy). This
poster provides an opportunity to reconsider concepts such as repetition, reproduction, and
originality in art through the act of copying. Its typography, language, and format point
conceptually to blurred boundaries between the notions of 'copy' and 'original." The
research approaches this visual document as a point of reference both historically and

conceptually.

The visual focus of the research is the multiple representations of the Weary Heracles
sculpture, examined through photographic images. These representations are interpreted
both as physical art objects and as visual images mediated through photography. In this
context, the sculpture is not only treated as a historical artifact but also as a conceptual
research object through photographic reproduction. These visual examples offer
meaningful grounds for questioning how concepts such as originality, authenticity, and

visual memory operate within art.

Rudolf Arnheim’s theories on visual perception and artistic thinking play a central role
in the intellectual framework of this study. Arnheim defines the 'accidents' inherent in the
artistic process—those encounters that cannot be consciously controlled by the artist but
nevertheless shape the creative outcome—as integral to artistic creation (Arnheim, 1966,
p. 164). Following this perspective, the research does not approach artistic production as
a linear cause-effect relationship, but rather as a relational, open-ended, and multilayered
process. Arnheim’s framework offers valuable guidance in understanding both the nature
of the production process and the tension between the concepts of the copy and the

original.
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Throughout the study, the objects and documents used are evaluated not just as data,
but as effective tools that give rise to thought, interpretation, and analysis. Archival
documents, exhibition catalogs, posters as primary sources, and publications reveal not
only the outcomes of the relationship between sculpture and photography, but also the

processes through which this relationship is formed.

Accordingly, the objective of this research is not merely to describe selected examples,
but to make visible a conceptual field in which intentionality, chance, reproduction, and
originality are entangled. With an interdisciplinary perspective, the study argues that
artistic objects are not only products but also spaces of conceptual production. In this way,
the symbiotic relationship between photography and sculpture is considered not only as a
historical series of connections, but also as a fundamental issue in the intellectual

foundations of contemporary art.

1.3 Main Problem/Research Gap:

The existing literature typically addresses the relationship between photography
and sculpture either at a technical level of representation or through the lens of a single
artistic practice. This narrow perspective falls short in capturing the multilayered and
conceptually intertwined nature of the two mediums. In particular, there is a notable lack
of in-depth analysis concerning how concepts such as 'copy,' 'original,' and 'authenticity’

are interpreted and interact within the fields of sculpture and photography.

Building upon this gap, the research examines how photography functions not
merely as a documentary tool, but as an agent that transforms the authenticity, aesthetic
value, and historical meaning of sculpture. Of central concern is how photographs
produced through archaeological excavations, museum inventories, and art catalogs—
especially from the 19th century onward—have restructured the perception of sculpture.
One of the core premises of the study is the assertion that photographic representations
not only create copies but also reshape interpretation and viewer engagement with the

artwork.
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The inquiry into how the notions of 'copy' and 'original' diverge and intersect
within both disciplines is approached through the lens of visual perception. The
permeability between documenting or reproducing sculpture through photography and
representing photography in sculptural form blurs the boundaries of these concepts. This
ambiguity invites a critical reassessment of artistic authority, intentionality, and truth.
Likewise, photography's translation of three-dimensional objecthood into a two-

dimensional plane opens a new domain for questioning visual memory and authenticity.

Drawing upon Rudolf Arnheim’s theoretical framework on visual perception,
pattern recognition, and artistic thinking, the research explores how perceptual differences
between copy and original affect the interpretation of artworks. Arnheim’s emphasis on
the role of accidental encounters—those beyond the artist’s deliberate control—in the
creative process forms a critical intellectual foundation for both the theoretical and

practice-based dimensions of the study.

In historical terms, MoMA’s 1970 exhibition 'Photography Into Sculpture' and its
contemporary reiterations are incorporated as concrete examples of the intersection
between these two art forms. These exhibitions illustrate how photography has been
positioned not merely as a documentary medium, but as a tool that reconfigures space,
object, and three-dimensional experience. Thus, the study aims to provide both a historical
analysis and an understanding of how such intermediality is approached in contemporary

artistic production.

By examining the transformations that occur at both theoretical and visual levels
in the relationship between photography and sculpture, the thesis aims to offer a new
perspective on the production, representation, and interpretation of artworks. Filling this
gap in the literature, the study contributes to the development of a theoretical foundation
for intermedial transitions in visual art and emphasizes the importance of interdisciplinary

approaches in artistic research.
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1.4 Restrictions

This thesis aims to examine the historical, technical, and conceptual relationship
between sculpture and photography through specific examples and theoretical
frameworks. While the research adopts an interdisciplinary methodology and seeks to
make an original contribution, it naturally contains certain limitations. These limitations,
outlined below, pertain to the scope of the study, selected theoretical orientations,

application techniques, and conditions of access to sources.

The research has been structured around representations of the Weary Heracles
sculpture at the Antalya Archaeological Museum in order to exemplify the relationship
between sculpture and photography. While this intentional focus provides depth on the
subject, it limits the opportunity for a comparative evaluation of the sculpture-
photography relationship using other examples. Likewise, due to the geographic and
cultural context of the selected works, a broader visual repertoire lies outside the scope of

this study.

The practical phase of the research was conducted solely through the use of large-
format analog photography and the albumen print method. Contemporary technologies
such as digital photography, 3D scanning, and photogrammetry were not employed.
Although this decision situates the technical intensity of the study within a specific
historical and aesthetic framework, it excludes the alternative representational forms
offered by modern photographic techniques. As such, the photographic production process
and visual preferences were shaped according to the researcher's personal perspective,
aesthetic sensibility, and conceptual interests. While this brings creative depth and
intellectual complexity to the study, it also limits the generalizability of the findings,

adding a subjective layer that is open to interpretation.

The literature review has largely focused on interpretations of the concepts of
'copy,’ 'original,' 'documentation,' and 'authenticity’ within the context of sculpture and

photography. While this approach ensures thematic coherence, it does not provide
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comparative analyses of how these same concepts function in other media such as video

art, installation, performance, or digital art.

These limitations do not undermine the academic validity of the research; rather,
they demonstrate its coherence and commitment to a specific research question and
methodological framework. At the same time, these constraints hold potential to inspire

new questions and directions for future studies.
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CHAPTER 2: THE INTERSECTION OF PHOTOGRAPHY AND SCULPTURE

In the history of visual arts, interactions between different forms of expression
have led not only to technical diversity but also to transformative processes that enable
the redefinition of the ontological and epistemological boundaries of art. The emergence
of photography in the early 19th century marked not just the arrival of a new visual
technology, but also a profound paradigm shift in perceptions of representation, reality,
and time. Unlike traditional forms such as painting or sculpture, photography stood out
for its claim to directly capture reality, becoming both a tool and a point of tension for

artists.

With modernism, artists began to critically engage with traditional materials,
techniques, and concepts, pushing the boundaries of art. In this period, interactions among
visual art forms became more visible, laying the foundation for the emergence of
contemporary art. The permeability between sculpture, photography, painting, cinema,
and graphic storytelling enabled a repositioning of art as an intellectual activity, not just

an aesthetic one.

In this context, the relationship between sculpture and photography has become a
significant subject of inquiry in both theory and practice. Though born of different
historical origins, these two mediums have increasingly intersected through advances in
technology, evolving aesthetics, and shifts in modes of representation. Initially,
photography served as a tool to document sculpture, while sculpture emerged as an
aesthetic and symbolic object within photography—especially by the late 19th century. In
the 21st century, digital technologies have enabled both mediums to transcend their

traditional boundaries.

When considered through the concepts of copying, reproduction, and
representation, this relationship echoes Walter Benjamin’s idea of the 'aura' of the artwork.
The photographic reproduction of sculpture or the sculptural translation of a photograph

brings forth a tension between originality and repetition, raising ontological questions
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about authenticity and representation. Time and space are critical elements in the
interaction between sculpture and photography. Sculpture occupies and transforms space

with its physical presence, while photography captures and freezes time.

Their contrasting properties—sculpture’s three-dimensional spatiality and
photography’s two-dimensional temporality—allow for comparative analyses.
Photography reframes the viewer’s perception of sculpture, just as sculpture challenges
photography’s fixed temporality by offering movement and material complexity. To
photograph a sculpture is not only to document it but to reinterpret it through the
photographer’s gaze. The sculpture is thereby repositioned within sociocultural and
historical contexts. Similarly, sculptural reinterpretations of photographs explore material

expressions of the image.

This reciprocal transformation contributes to theoretical discussions about the
uniqueness and reproducibility of the art object. Today, these intermedia intersections have
grown more complex through digital technologies, 3D modeling, and interactive media.
Such dynamic relationships point to the future of visual arts, where photography
reconstructs sculptural spatiality, and sculpture disrupts photographic stillness,

transforming the viewer's visual experience.

Thus, this research aims not only to evaluate existing literature but also to explore
creative processes that produce new aesthetic relationships between sculpture and
photography. By embracing art-as-research, this thesis revisits concepts like reality,
representation, and materiality through an interdisciplinary lens, establishing a field of
production that explores the permeability between the boundaries of sculpture and

photography.

2. 1 The Historical Process of the Relationship Between Photography and

Sculpture

" The photograph is always true to the marble." (Johnson, 1998, p. 2)
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The relationship between sculpture and photography has long intrigued artists and
scholars alike. Geraldine Johnson (1998) underscores this deep connection by noting that
photography is often viewed as inherently authentic in capturing the essence of marble.
This relationship challenges traditional artistic boundaries and fosters transformative

reinterpretations in the visual arts.

Figure 1. Martin, P. Loading up at Billingsgate market: Cut-out figures. Courtesy of Harry Ransom
Humanities Research Center, University of Texas at Austin.

Reference: Retrieved from https://onthisdateinphotography.com/2018/04/16/april-16-pedestrian/ March 8§,
2025

Throughout history, artists have explored the intersection of sculpture and
photography to question established norms. For example, in the late 19th century, British
photographer Paul Martin developed a technique where he cut out images of London
workers and placed them on neutral backgrounds, presenting them as living sculptures
(Figure 1). Martin’s work prefigured the experimental practices of artists like Gilbert &

George, demonstrating how photography can acquire sculptural qualities (Johnson, 1998,

p. 13).
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Figure 2. Karl Blossfeldt. Urformen der Kunst (1928).
Reference: Retrieved from https://publicdomainreview.org/collection/karl-blossfeldt-s-urformen-der-

kunst-1928 March 8, 2025

Similarly, in early 20th-century Germany, Karl Blossfeldt’s botanical photographs
(Figure 2) used precise cropping and framing to emphasize the sculptural nature of plants.
His work redefined perceptions of organic forms, aligning them with sculptural aesthetics
and highlighting photography’s potential to bring natural subjects into the realm of three-
dimensional art (Johnson, 1998, p. 13). These historical examples show the continuous
interaction between sculpture and photography—where photography can take on
sculptural attributes, and sculpture can be documented and transformed through

photography.

This evolving relationship also mirrors broader shifts in artistic production and
theory. Walter Benjamin’s "The Work of Art in the Age of Mechanical Reproduction'
(1936) provides a key theoretical framework for examining how photographic
reproduction affects the perceived authenticity of sculptural artworks. Photography’s
ability to replicate sculpture questions conventional ideas of originality and demands a

reevaluation of the relationship between copy and original.

Rosalind Krauss’s 'Expanded Field' theory (1979) further explores how modern
sculpture extends beyond its classical definition to engage with new media, installation,
and photography. Krauss contends that the boundaries of sculpture have become

increasingly permeable, allowing photography to occupy a significant place within this
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expanded space. This perspective reframes sculpture and photography not as separate

disciplines, but as interconnected components of a broader, more fluid artistic context.

The interaction between sculpture and photography continues to challenge artistic
conventions and expand the possibilities of both media. From Paul Martin and Karl
Blossfeldt’s experimental practices to the theoretical analyses of Benjamin and Krauss,

this evolving relationship remains central to understanding shifts in visual culture.

2.2 Development of Photography The Impact of Sculpture on Photography

The genesis of photography during its infancy shares an intimate connection with
the portrayal of sculptures. Early photography grappled with prolonged exposure times, a
characteristic that significantly influenced the prevalence and appeal of images
showcasing sculptures. As noted by Geraldine Johnson, this relationship was not
incidental but rather intrinsic to the developmental trajectory of photography (Johnson,
1998, p. 7). Fox Talbot, in his seminal work The Pencil of Nature, emphasized
photography’s effectiveness in immortalizing sculptures, attributing its success to their
inherent qualities, such as whiteness and reproducibility. This recognition underscored the

significant role sculptures played in shaping photography’s early development.

The concept of exposure time, a fundamental element in photography, not only
holds historical significance but also highlights the enduring relationship between
photography and sculpture. Johnson states, "The long exposure times demanded by the
earliest photographic processes provide one explanation for the popularity of images of
sculpture in this period" (Johnson, 1998, p. 7). Beyond their immediate visual appeal,
these photographs played a pivotal role in shaping photography’s trajectory and subtly

influenced our perceptions of the historical narrative surrounding sculpture.

Photographer and researcher Allan Sekula defines 'Photographic Meaning' as an
inference arising from the interaction between iconic, graphic, and narrative methods as a

hybrid structure (Sekula, 1981, pp. 15-25). This 'hybrid structure' marks the beginning of
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another dialectic between the viewer and the artist. Dialectics develop based on
reexamining logical arguments to find answers to questions. In his writings on both
photography and sculpture, Michael Fried focuses on the relationship between
photography and the 'object." He particularly emphasizes the example of the Bechers'
typological photographic series depicting water towers and industrial structures *(Fried,

2012, pp. 303-317).

A particularly compelling intersection between photography and sculpture
emerges in the act of substituting a missing part of a sculpture with a photograph,
challenging traditional distinctions between the two media. This phenomenon is
exemplified by the Weary Heracles statue, where a photographic image stood in for the
lost fragment. This act not only bridged the physical gap but also illustrated how
photography can serve as an extension of sculpture, transforming absence into presence.
Johnson notes that "the more one tries to define the line that separates one medium from
the other, the more complex the relationship between sculpture and photography becomes"
(Johnson, 1998, p. 13). Such examples underscore how photography does not merely

document sculpture but actively reinterprets and recontextualizes it.

Walter Benjamin’s analysis of reproduction in The Work of Art in the Age of
Mechanical Reproduction is crucial to understanding the interplay between sculpture and
photography. Benjamin argues that reproduction detaches an artwork from its unique
existence, thereby diminishing its "aura" (Benjamin, 2008, p. 21). In the context of
sculpture photography, this process challenges traditional notions of originality by
transforming sculptures into images that can be infinitely reproduced. However, this also
introduces a new kind of aura, one defined by accessibility and context rather than

singularity.

8 Michael Fried explains how the Bechers’ referred to the subjects of their photographs as "objects,"
avoiding the term "motif" deliberately. In their view, the technical installations were "objects, not motifs,"
and that "the photo is merely a substitute for the object, it is useless as a picture in the usual sense of the
word" (Fried, 2004, p. 321)
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The interplay between photography, sculpture, and reproduction reveals
photography’s transformative role in redefining our understanding of physical artifacts.
Geoffrey Batchen (2001) highlights how early pioneers like Talbot, Hippolyte Bayard,
and Daguerre engaged with sculptures to explore the tension between three-dimensional
physicality and two-dimensional representation. Talbot experimented with multiple angles
and lighting conditions to restore some complexity to sculptures’ representations
(Batchen, 2001, pp. 122-123). Bayard took this further by posing as a relief sculpture,
animating the static object before reducing it to its photographic form. Daguerre’s still-
life compositions, incorporating statuary and print reproductions, blurred artistic
boundaries and emphasized reproduction as a central theme (Batchen, 2001, p. 123).
Rosalind Krauss’s Expanded Field of Sculpture theory argues that sculpture has moved
beyond traditional definitions to include elements such as photography, installations, and
site-specific works (Krauss, 1979, p. 42). By expanding the boundaries of sculpture,
Krauss's theory provides a framework to understand how photography, often seen as a
documenter of three-dimensional objects, can itself be considered a sculptural medium

when it interacts with space and context.

'Being original' and 'being reproducible' are essential for both the definition of
sculpture and photography. According to Eugenia Parry Janis, among the pioneering
visionaries in the realm of sculpture and photography was Hippolyte Bayard, often
credited as the third "inventor" of photography. In the early months of 1839, Bayard
embarked on a journey of artistic exploration, creating direct positives on paper, thus
venturing into the nascent world of photography. His subjects ranged from the picturesque
windmills of Montmartre to small classical figurines crafted from plaster of Paris. With
his camera in hand, Bayard transformed his surroundings into a realm of fantasy, where
classical sculptures danced amidst the haze of imagination. As noted by Parry, “Bayard
presents one late classical figurine from behind at some distance as if he were a voyeur
concealed in the model’s boudoir” (Parry, 1991, p.14). Bayard transcended the boundaries
of traditional photography, infusing them with an aura of innocent yet provocative

sexuality—a hallmark of the era's popular lithographs. (Figure 3)
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Figure 3. Hippolyte Bayard. Statuette. 1839-40.
Reference: The Kiss of Apollo. p14

2.3 Albumen Printing, Orientalism, and Early Modern Archaeology

In this chapter, the albumen print technique, which will be used in the project in
the future, and its historical connections are discussed. Simultaneously, references are
made to the development of modern archaeology in the East.The albumen print process
played a crucial role in early archaeological documentation and Orientalist photography.
By the 1850s, albumen prints were widely used in archaeological expeditions, particularly
in the Mediterranean and the Near East, where European explorers sought to document
ancient ruins and sculptures (Tucker, 2009). These prints became instrumental in shaping
the Western imagination of antiquity, reinforcing a sense of cultural authority over non-

European histories.

Orientalist photographers such as Félix Bonfils and Francis Frith utilized albumen
prints to create an aesthetic of the "exotic," depicting archaeological sites in a way that

aligned with European tastes (Nochlin, 1983). This photographic style often emphasized
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romanticized ruins, reinforcing the idea that these civilizations were relics of a past to be
studied and collected. The Weary Heracles sculpture, fragmented and reassembled, fits
into this broader historical framework, where photography not only documented but also

recontextualized artifacts within colonial narratives.

2.4 Background History of the Albumen Print Process

The albumen print process, which became the dominant photographic printing
method in the mid-19th century, evolved from the salted paper processes that used sodium
chloride. These early prints were sensitized with silver nitrate to create silver chloride,
which was UV-sensitive. However, the salted paper method had limitations, such as
uneven toning and an inability to produce high-quality prints consistently (James, 2025,

pp 386-413).

In the 1840s, pioneers such as Henry James and William Henry Fox Talbot began
experimenting with different binders for photographic emulsions. Talbot, for instance,
explored gelatin and gum as potential binders, while also experimenting with albumen as
a binder combined with silver nitrate. Though his experiments were not entirely
successful, they paved the way for further developments in the use of albumen in
photography (James, 2025). In 1847, Louis-Desirée Blanquart-Evrard improved upon
earlier attempts and introduced an albumen paper process, which he further developed
into a commercially successful printing method (James, 2025). Blanquart-Evrard’s
technique combined albumen with silver chloride and could be exposed in both wet and
dry states. This development, coupled with the rise of large glass plate negatives, made
albumen prints commercially viable and more precise than previous methods like salted
paper.

By the 1850s, the albumen print process had become ubiquitous in the
photographic world, particularly in Europe. The widespread demand for albumen prints
led to large-scale commercial production, with companies such as the Dresden

Albumizing Company manufacturing the paper to meet public demand (James, 2025). The
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process dominated photography for over three decades, until the introduction of silver
gelatin prints in the 1880s. However, the unique clarity and tonal quality of albumen prints
continued to captivate artists, leading to a resurgence of interest in the process among

contemporary photographers.

Figure 4. Sculptural fragments from Olympia, 1886/1887. Albumen prints, cut into pieces. Archive of the
Antikensammlung Berlin, Rep. 1 Abt. B Ausgrabungen der Berliner Museen, Oly 91, Olympia, Photo
archive.
Reference: Retrieved from https://ebrary.net/143056/travel/reconfiguring_photography archaeology
March 8, 2025

Photography, particularly albumen prints, played a transformative role in the
archaeological processes of the late 19th century, reshaping how artifacts were
documented, analyzed, and understood. As Hillnhuetter and Klamm (2022) discuss, the
excavation at Olympia demonstrates how photographic media facilitated the de- and re-
contextualization of artifacts. Sculptural fragments, for example, were visually recorded
using albumen prints—renowned for their clarity and glossiness—before being cut into
pieces and annotated with essential information, such as inventory numbers and discovery
details. (Figure 4) from the Olympia excavation archive illustrates this practice, showing

cut-up albumen prints of sculptural fragments, which were then preserved as internal

working materials for archaeologists. These photographs, while not directly reproduced
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in publication, served as tools for classification and further study, emphasizing the
medium's role in isolating artifacts from their original contexts and reintegrating them into
new scholarly frameworks. This practice highlights how photography, particularly
through the precision of albumen prints, became instrumental in both preserving and

altering the archaeological narrative (Hillnhuetter & Klamm, 2022).

2.5 The Beginning of Interaction Between Photography and Sculpture and
the Copy

By examining key works, critiques, and theoretical frameworks of the time, the
relationship between sculpture and photography is explored. This analysis aims to reveal
how photographing sculptures initiated a paradigm shift in the understanding of copies

and originals, ultimately fostering a more nuanced relationship between the two art forms.

The concept of Kopienkritik® plays a pivotal role in understanding the evolving
perceptions of authenticity, originality, and the interplay between sculpture and
photography. Originating in the field of classical art studies, Kopienkritik refers to the
practice of critically analyzing copies to reconstruct the characteristics of lost originals.
By examining the fidelity of copies, this approach seeks to uncover the essence of the
original artworks. In the context of photography and sculpture, Kopienkritik transforms
the understanding of copies by positioning photographic reproductions not merely as
documents but as interpretive acts. The camera’s lens serves both as a tool of
documentation and reinterpretation, highlighting the nuances of light, texture, and form.
This process challenges the rigid boundaries between originals and copies, inviting a more

nuanced appreciation of authenticity.

° By the mid-nineteenth century, tracing lost Greek works of art through their alleged Roman replicas had
become a compelling task for scholars. Relying on plaster casts and, after 1850, on the new medium of
photography, experts on ancient art developed a methodology known as Kopienkritik (copy criticism) to
catalog and understand Graeco-Roman sculpture (Friedland, Sobocinski, & Gazda, 2015, p. 277)
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Rudolf Arnheim (1986, p. 276) explains: “By duplication I shall mean, in the
broadest sense, the various ways in which one thing can be like another. This will provide
a context for the more particular character of forgery.” Arnheim's work emphasizes the
interconnectedness of art, where copies, reproductions, and even forgeries are evaluated
based on their ability to convey a common aesthetic essence (Arnheim, 1986, p.283). This
perspective challenges the traditional dichotomy between originals and copies by
highlighting the continuity and resonance within the artistic domain. Arnheim's analysis
extends to photography, suggesting that photographs, often perceived as faithful replicas
of reality, possess a unique status distinct from handcrafted artworks (Arnheim, 1986,
p.109). In the context of sculpture, photography serves not only as a means of
documentation but also as an interpretive medium that reshapes the perception of the

original.

In the evolution of the relationship between sculpture and photography, the
interaction between the two mediums began to intensify, marking a significant chapter in
the history of both art forms The relationship between copying, photography, and
sculpture raises critical questions about originality, reproduction, and interpretation in art.
Roxana Marcoci's question—"Under what conditions does a copy turn into an
original?"—underscores the shifting boundaries between originality and reproduction
(Marcoci, 2010). This question is particularly relevant to the role of photography in
recontextualizing sculptures. Photographic techniques, such as close-ups, lighting, and
framing, can elevate a reproduction to the status of an original by capturing aspects of the
sculpture that may not be perceptible in the original context. Marcoci’s exploration
suggests that the distinction between original and copy is not fixed but is contingent on
the interpretive context provided by the photograph. By examining how photographic
reproductions transform the perception of sculptures, this analysis reinforces the argument

that copies can acquire their own authenticity and artistic value.

Copying in sculpture refers to the recreation of an original artwork, whether to

preserve its cultural heritage, as with Roman copies of Greek statues, or to reinterpret its
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significance. However, the concept of an "original copy" in photography challenges
traditional understandings of originality and authenticity. In analog photography, for
example, the negatives or transparencies often serve as the "originals," representing the
first tangible outcome of the photographic process. Walter Benjamin's (1936/2008)
exploration of the aura of artworks offers a critical framework for understanding the
impact of photographic reproduction on sculpture. In his essay, The Work of Art in the
Age of Mechanical Reproduction, Benjamin argues that the reproducibility of artworks
through photography diminishes their aura—the unique presence tied to the original’s
singularity and context. However, Benjamin's analysis extends beyond the mere loss of
aura. He suggests that the democratization of access to artworks through photographic
reproductions transforms the notion of authenticity itself. By making sculptures accessible
to a broader audience, photography recontextualizes these works, shifting the focus from
their material originality to their visual and conceptual interpretation. This transformation
challenges traditional hierarchies that privilege the original, suggesting that the

interpretive power of photography can imbue copies with their own form of authenticity.

This relationship between reproducibility and authenticity is particularly evident
in the context of photography and sculpture. According to Marcoci (2010), photographing
sculptures extends beyond mere documentation; it involves artistic interpretation, shaped
by the photographer's choices in framing, lighting, and perspective. Such decisions
recontextualize sculptures, capturing not only their visual essence but also their conceptual
and spatial dynamics. As Geraldine Johnson and other scholars have argued, these
photographic representations challenge the traditional dichotomy between copies and

originals, with the photograph itself becoming a transformative medium.

Photography’s capacity to reinterpret and disseminate sculptures has redefined art
historical practices. Donald Preziosi (1989) posits that modern art history, as a discipline,
owes its methodological framework to photography’s archival potential. Early
photographers like Charles Négre and Henri Le Secq documented sculptures in cathedrals,

emphasizing details often inaccessible to the naked eye (Johnson, 1997). By the 19th
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century, techniques such as close-ups and experimental framing offered new ways to
highlight a sculpture's defining characteristics, deepening its study and expanding its
artistic interpretation.

André Malraux’s concept of the musée imaginaire illustrates how photographic
sequences transcend temporal and geographical boundaries, fostering cross-cultural
analysis. Malraux’s use of photographic albums to juxtapose sculptures from different eras
and cultures highlights photography's role in reshaping art historical narratives.

Unlike traditional museums that emphasize the materiality of original artworks, Malraux's
approach positions photography as an active participant in artistic discourse. By
presenting photographic reproductions as interpretive rather than merely documentary,
Malraux challenges the notion that authenticity is tied solely to the original material form

of sculptures.

The perspectives of Man Ray and Edgar Allan Poe on the ability of photography
to capture unseen realities offer valuable insights into the dialectical relationship between
originals and copies. Man Ray’s assertion that photography is “a marvelous explorer of
aspects our retina never records” (Marcoci, 2010) reflects the medium's potential to
transcend mere documentation. Similarly, Poe viewed early photography as a triumph of
modern science, capable of revealing perspectives inaccessible to the naked eye. Poe also
viewed early photography as a triumph of modern science, capable of revealing
inaccessible perspectives (Kriebel, 2010). These views challenge the traditional
perception of copies as inferior to originals by suggesting that photographic reproductions
can uncover new layers of meaning. By capturing details and aspects of sculptures that
may go unnoticed, photography transforms copies into sites of reinterpretation and

discovery.

The artistic process of copying is also evident in practices of postproduction and
appropriation. Sherrie Levine’s rephotographs of Walker Evans’s work question notions

of originality and authorship, demonstrating how copies can carry conceptual weight.
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Sherrie Levine's work exemplifies the artistic processes of copying, postproduction, and
appropriation, challenging traditional notions of authorship, originality, and authenticity.
Through her series After Walker Evans (Figure 5) , Levine rephotographed images by the
celebrated photographer Walker Evans that she encountered in a catalog. The title "After"
acknowledges both her artistic indebtedness and the postmodern sense of creating in the
wake of past artistic revolutions (Centre Pompidou, n.d.). Her work highlights the
conceptual weight that copies can carry, not only interrogating the boundaries of
originality but also addressing the historical under-representation of women in art history
(Marcoci, 2010). By appropriating and reinterpreting works originally created by male
artists, Levine redefines the meaning and context of these images, fostering critical
discourse around the nature of art and authorship. By presenting copies as independent
artworks, Levine challenges the assumption that authenticity is tied solely to the original.
Her use of rephotography as a form of appropriation suggests that the value of a copy lies
not only in its fidelity to the original but also in its capacity to invite new interpretations.

Levine’s practice illustrates how the act of copying can be a creative process that redefines
the boundaries between original and reproduction. By framing her rephotographs as
commentaries on art history and authorship, Levine transforms the copy into a medium of

critique and innovation.

Figure 5. The Metropolitan Museum of Art. (1981.). After Walker Evans: 2 [Photograph by Sherrie Levine].

Reference: Retrieved from https:/ www.metmuseum.org/art/collection/search/267209 March 7, 2025



https://www.metmuseum.org/art/collection/search/267209
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Adam Fuss's work provides another compelling example of how copying and
reinterpretation can offer fresh perspectives on historical art forms, similar to Sherrie
Levine's approach. Fuss, a photographer deeply engaged with alternative photography
techniques, employed a pinhole camera to capture hauntingly ethereal images of classical
sculptures during his time at the Metropolitan Museum of Art. By bypassing the precision
and clarity typical of modern cameras, Fuss creates images that convey the statues'
"essence," emphasizing their dynamic and lifelike qualities. His work challenges the rigid
narratives often imposed by museum curators, presenting classical sculptures in an
intimate, unconventional light that encourages viewers to engage with them as living,
breathing entities. Fuss's practice also intersects with contemporary discussions on the
polychromy of ancient sculptures. While these works are often perceived as pure white
marble, historical evidence suggests they were originally adorned with pigment and
gilding, representing a diversity of skin tones. Fuss's photographs, through their dreamlike
and fluid aesthetic, metaphorically restore a sense of vitality and immediacy to these
ancient subjects, aligning with the recognition that their original appearance was far more

vibrant and colorful than commonly understood. (Figure 6)

Figure 6. Allen Memorial Art Museum. (2018). A different kind of picture: Pinhole photography by Adam

Fuss
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Reference: Retrieved from https://amam.oberlin.edu/exhibitions-events/exhibitions/2018/07/24/a-different-

kind-of-picture-pinhole-photography-by-adam-fuss March 7, 2025

Figure 7. The Metropolitan Museum of Art. (2000). Untitled (Cowboy) [Photograph by Richard Prince].
Reference: Retrieved from https://www.metmuseum.org/art/collection/search/283742 March 7, 2025

Richard Prince's artistic practice further exemplifies the tension between
originality, reproduction, and authorship in contemporary art, resonating with Walter
Benjamin’s exploration of the “aura” in mechanically reproduced works. Since the late
1970s, Prince has mined images from mass media, advertising, and entertainment,
challenging traditional notions of authorship and ownership by recontextualizing these
images into his art (Gagosian, n.d.). Such images have been particularly prominent in his
works on Marlboro advertisements. (Figure 7). His approach, which merges echoes of
other creators' works with his distinctive style, underscores the idea that authorship is often
a layered and complex transaction. By delving into American subcultures and vernaculars,
Prince examines the construction of identity through themes such as racism, sexism, and
psychosis, as well as the mythical status of cowboys, bikers, and celebrities. His
iconic Nurse paintings, inspired by pulp fiction and soft porn, epitomize his ability to
transform mass-produced imagery into highly coveted art objects. This practice reflects
the ongoing dialogue about the role of reproduction in art and its impact on notions of

originality and cultural meaning (Gagosian, n.d.).


https://amam.oberlin.edu/exhibitions-events/exhibitions/2018/07/24/a-different-kind-of-picture-pinhole-photography-by-adam-fuss
https://amam.oberlin.edu/exhibitions-events/exhibitions/2018/07/24/a-different-kind-of-picture-pinhole-photography-by-adam-fuss
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The interplay between copying, sculpture, and photography illustrates that
originality and reproduction are not binary opposites but interconnected processes.
Photography’s role in interpreting and disseminating sculpture has fundamentally
reshaped how we perceive and engage with both art forms. By challenging traditional
concepts of authenticity, photography redefines the boundaries of what constitutes an
original. As seen through the lens of Marcoci (2010), Benjamin (1936/2008), and others,
the act of copying—whether physical or photographic—is not merely a reproductive

gesture but a creative process, fostering new artistic and conceptual insights.

In her essay, Eugenia Parry Janis delves into the nuanced relationship between
photography and sculpture, proposing that every photographic portrayal of a sculpture
serves not merely as a record but as a reinterpretation of the original work, akin to the
reexamination of a musical composition. Even when a photograph falls short in accurately
conveying the essence of the sculptural subject or presents an incomplete representation,
it still possesses the potential to evoke essential aspects of the original artwork. Parry
contends that each photographic rendition offers a fresh perspective on the sculpture,
inviting viewers to contemplate its form, texture, and spatial presence in new ways (Parry,

1991, p.12).

Through Geraldine Johnson's Perspective in the context of photography of
sculpture, the distinction between a document, an archive, or an interpretation is
questioned through "Art Versus document in the photography of sculpture" (Johnson,
1998 p.3). Eugene Atget considered his photographs of Parisian scenes as mere documents
by calling them "simply documents” he makes, (Johnson,1998, p.13). However, artists
like Rodin, particularly when photographed by Steichen, believed that a photograph could
be interesting if it is the work of an artist, shifting away from the idea of a photograph as
an objective document (Johnson,1998, p.5). Steichen's atmospheric images of Rodin's
studio and Balzac statue portray a pictorial view of how sculptors and their works should

be photographed.
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This change in photography leads to different perceptions, dependent on the object
it relies on and the subject it represents. Rudolf Arnheim, underscores the viewer's
experience of an image as akin to navigating a system of forces seeking equilibrium. He
elucidates this concept by likening it to the constituents of any field of forces, emphasizing
their inherent tendency towards balance. Arnheim highlights the crucial role of direct
perceptual experience in testing, evaluating, and ultimately correcting this equilibrium.
Drawing a vivid analogy, he likens this process to maintaining balance on a bicycle,
wherein one relies on kinesthetic sensations to adjust and adapt in real-time. This
perspective underscores the dynamic interaction between the viewer and the image,
emphasizing the active engagement required for a holistic understanding of visual stimuli

(Arnheim, 1986, p.9).

Since its technological inception, photography has been continuously sought a
surface to rely on. This surface has evolved from metal plates, glass, ceramic, and paper
to intangible reflections on screens and digital environments. Saussure conveys that
certain values correspond to specific concepts and that these concepts are entirely distinct
from each other. While proposing that concepts are determined 'negatively, not positively,
in terms of their contents, but as different from the other elements in the system,' he adds,

'What exactly characterizes each one is not what the others are' (Saussure, 1995, p.162).

Photography is perceived to be dependent on the object it relies on and the subject
it represents. It leaves the subject it represents open to reinterpretation or redirection.
Moreover, every object it interacts with changes the perception of the photograph. In this
context, photography shifts from being a sign to becoming the signified in an instant. It

represents the most variable medium as art, directing the perception of other arts as well.

In the film "J'Accuse"(Officer and Spy), directed by Roman Polanski, the
distinction between a copy and a forgery is highlighted through a conversation about the
Apollo sculpture. The film introduces the concept of a copy as a faithful reproduction

without deceit, challenging conventional ideas about originality and authenticity. In the
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film dealing with the Dreyfus affair, Colonel Picquart and Detective Jean Alfred
Desvernine meet at the Louvre Museum. Desvernine asks Picquard if the Apollo sculpture
is Greek. The Colonel's response is, "No, it's a Roman-era copy; the original is lost." The
detective inquires, "Is it a fake?" The Colonel replies, "No, it's a copy. Not a forgery." In
the case discussed in the film, the accusation is based on a handwritten note and its copy

(Polanski, 2019).

The interplay between photography and sculpture further defines the boundaries
between copy and originality, as exemplified by Constantin Brancusi’s use of photography
to both promote and protect his work. While Brancusi initially relied on professional
photographers, he later learned to take and develop his own photographs, motivated by
frustration over unauthorized reproductions that failed to capture the essence of his art
(Johnson, 1998, p. 12). His images, though technically imperfect, conveyed his
perspective through the dramatic interplay of light on his polished sculptures, highlighting
the sculptor’s interpretation of his creations. This dynamic underscores how photography
does not merely document sculpture but serves as a medium through which artists assert

control over the representation of their work.

Constantin Brancusi’s self-photography of his sculptures demonstrates how
photography can serve not only as a documentation tool but also as a medium for
reshaping the meaning of sculptures (Figure 8). His photographs, which emphasized
dramatic lighting and form, were interpretive acts that asserted control over the
representation of his works (Johnson, 1998). Similarly, Henri Cartier-Bresson’s
photograph of Alberto Giacometti captures the sculptor as a “blur of activity,” ( Figure 9)
challenging the static perception of sculptures. This dynamic portrayal suggests that the
interpretive power of photography can reveal new dimensions of movement and
temporality in sculpture, further complicating the distinction between originals and

copies.
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The relationship between the two art forms, as seen in Brancusi’s photographs and
in Cartier-Bresson’s depiction of Giacometti as a “blur of activity,” reveals the interpretive

power of photography in shaping how sculptures—and their makers—are perceived.

Figure 8. Constantin Brancusi, Golden Bird. 1920.
Reference: Retrieved from https://www.metmuseum.org/art/collection/search/265431 March 8. 2025

Figure 9. Henri Cartier-Bresson. Alberto Giacometti, Paris, 1961.
Reference: Retreived from:https://www.henricartierbresson.org/en/expositions/henri-cartier-bresson-
alberto-giacometti/ March 8. 2025
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“If the existence of the copy challenges art history, it does so because in the place
of a singularity, a unity, an entity of one, it raises the specter of a hydra- headed

multiplicity that threatens to fracture and disperse that unity. (Krauss, 1986, p.35)

Originality is viewed as having authenticity, a unique presence in time and space.
Rosalind Krauss, in her essay "Originality as Repetition," delves into the complex
interplay between originality and repetition in the realm of art. The introduction to
Krauss's essay introduces a thought-provoking premise: the challenge posed by the
existence of the copy to the traditional narrative of art history. Krauss contends that while
art history often celebrates the singularity and unity of artistic entities, the presence of
copies disrupts this notion by introducing a multiplicity that threatens to fracture and

disperse the perceived unity (Krauss, 1986, p.35).

The concept of copying in art history is a multifaceted and contentious issue,
intertwining with debates on authenticity, authorship, and the very essence of art itself.
The notion of the copy as a disruptive force in art history raises fundamental questions
about authenticity, authorship, and the ontology of the artwork. Traditionally, the original
artwork has been revered for its uniqueness and singularity, embodying the creative vision
of the artist in its purest form. However, the proliferation of copies challenges this
paradigm by blurring the boundaries between original and copy, raising doubts about the

authenticity and value of the artwork.

Krauss's exploration of the hydra-headed multiplicity inherent in copies prompts
a reevaluation of the traditional narratives of art history. Rather than dismissing copies as
mere replicas devoid of artistic merit, Krauss suggests that they possess a transformative
potential, capable of challenging established notions of authenticity and originality. By
embracing the multiplicity of copies, art historians can uncover new layers of meaning
and significance within the artistic landscape, enriching our understanding of artistic
production and reception. In essence, Krauss's introduction lays the groundwork for a

nuanced examination of the dialectical relationship between repetition and originality in
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art. By confronting the specter of multiplicity raised by copies, Krauss invites scholars to
reconsider their assumptions about the nature of art and its role in shaping cultural

discourse.

Expanding on this discourse, Jane Francis, in her insightful exploration, sheds light
on the intricate relationship between ancient marble sculptures and their Roman copies,
providing valuable insights into the field of Classical Archaeology. The journey of every
student in this discipline invariably involves encountering images of ancient marble
sculptures purported to be Roman copies of lost Greek originals. These artifacts are not
merely objects of aesthetic appreciation but are prized for the wealth of information they
offer about their Greek prototypes, including style, composition, pose, and overall
appearance (Francis, 2004, p. 345). By examining these copies, scholars can gain a deeper
understanding of the cultural and historical contexts in which they were created, further
illustrating the complex interplay between originality and replication in the world of art.
Through this process, scholars seek to identify elements present in the original Greek
sculptures by examining multiple versions of the same statue. References in ancient
literature, predominantly Roman, to Greek artists, their works, themes, and circumstances
of artistic creation are meticulously matched to extant sculptures. This rigorous effort aims

to provide attributions and illuminate the history of Greek sculpture (Francis, 2004, p.345)

For instance, the mention by Pliny of the artist Lysippos creating a statue of an
athlete which is matched to the statue-type known as the Apoxyomenos. Scholars analyze
its style and composition, considering them as examples of Lysippos's work and indicative
of trends in late fourth-century B.C. sculpture. These attributions and dating frameworks,
derived from such comparative analyses, contribute significantly to our understanding of
Greek sculpture and its evolution over time (Francis, 2004, p.345). In essence, Francis's
insights underscore the importance of meticulous analysis and contextual interpretation in
Classical Archaeology. By unraveling the threads of Greek sculptural tradition, scholars
can piece together a richer narrative of ancient art, illuminating the creative genius of

Greek artists and their enduring impact on Western cultural heritage.
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The concept of duplication in art has long been a subject of debate and
contemplation, raising questions about the essence of artistic creation and the role of
reproduction in preserving its integrity. Rudolf Arnheim, in his essay "On Duplication,"
offers profound insights into this intricate relationship, challenging conventional notions
of authenticity and originality. Arnheim proposes a shift in perspective regarding copies
or reproductions, advocating for an examination of the qualities retained or lost in such
duplications. He emphasizes the inseparability of the mental conception of a work from
its realization in a perceivable medium, highlighting the continuous process of shaping
and inventing that extends from the artist's mind to the tangible artwork (Arnheim, 1986,

p.276-277).

Moreover, Arnheim acknowledges the nuanced nature of forgery, suggesting that
a skilled forger can capture certain qualities of a great work, thereby blurring the
distinction between original and replica. He argues against dismissing reproductions as
non-art, citing examples such as plaster casts of Greek sculpture or small copies of
renowned masterpieces, which retain elements of the original's power and audacity

(Arnheim, 1986, p.278).

Drawing on examples like the sacred Ise shrine of Japan, Arnheim illustrates the
significance of craftsmanship and traditional techniques in maintaining the authenticity of
a replicated entity. He emphasizes the importance of adherence to original materials and
methods, cautioning against modern interventions like power tools or nails, which may
compromise the essence of the artifact (Arnheim, 1986, p.278). Arnheim also explores the
role of photographic reproductions in preserving the essence of artworks, noting that their
usefulness depends on how faithfully they capture the original's essential qualities. Some
art historians, he observes, prefer black-and-white reproductions for their focus on shape
and subject matter, highlighting the subjective nature of perception and interpretation in
the realm of art (Arnheim, 1986, p.279). In conclusion, Arnheim's exploration of

duplication in art challenges us to reconsider conventional notions of authenticity and
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originality. Through his nuanced analysis, he invites us to appreciate the inherent
complexities of replication and to recognize the value of reproductions in preserving and

interpreting artistic heritage.

The interplay between copying, sculpture, and photography reveals that originality
and reproduction are not binary opposites but interconnected processes. Photography’s
role in interpreting and disseminating sculptures has fundamentally reshaped how we
perceive and engage with both art forms. By challenging traditional concepts of
authenticity, photography redefines what constitutes an original. Through the perspectives
of Marcoci, Benjamin, Malraux, and Krauss, the act of copying—whether physical or
photographic—emerges not merely as a reproductive gesture but as a creative process that

invites new interpretations and insights.

2.6 Intermedia Explorations: The Evolving Dialogue Between Sculpture and

Photography in the 20th Century

The realm of intermedia and subsequent integrations explores the evolving
relationship between sculpture and photography during the first half of the twentieth
century and beyond. The photographic medium, despite its immense potential for creative
expression, appears to operate within a discernible ceiling, according to Rudolf Arnheim's
analysis (Arnheim, 1996, p.113-114). Like other artistic mediums, photography imposes
limitations on the range of successful expression. However, Arnheim distinguishes
between productive limitations that enhance artistic statements by confining them to a few
formal dimensions and a narrowing of expressive freedom within the confines of the
medium itself. He attributes this distinction not to the relative youth of photography but
to its inherent physical connection with human activities. Drawing parallels with dance,
another medium bound by physical conditions, Arnheim argues that both photography and
dance are deeply rooted in the tangible aspects of human existence. Just as photography
relies on the optical projection of material objects, dance is shaped by the structure and

motor capacities of the human body. Through an examination of the historical evolution
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of dance, Arnheim suggests that the fundamental nature of expressive movement remains
relatively unchanged across time and cultures. Despite variations, the visions conveyed
through dance, like those captured in photography, often retain a simplicity derived from
their ritualized connection to human experience in daily life (Arnheim, 1996, p.113-114).
This analysis prompts a critical exploration of the boundaries and possibilities inherent in
photographic art, inviting contemplation on the interplay between limitations and

expressive freedom within the medium.

Geraldine Johnson's profound insights illuminate the relationship between
sculpture and photography, tracing its evolution from the early 20th century to
contemporary art practices. Throughout history, photographers such as Edward Steichen,
Gyula Brassai, Man Ray, and Walker Evans have been captivated by both man-made and
"found" sculpture, exploring new dimensions of artistic expression within the two-
dimensional realm. More recently, artists like Robert Mapplethorpe, Helen Chadwick, and
Jeff Wall have pushed the boundaries of photography, challenging conventional notions
of depicting sculptural objects and bodies (Johnson, 1998, p 1). Charles Baudelaire's
statement, "sculpture shows too many sides at once," challenges the effective reduction of
sculpture to a single two-dimensional view(Johnson, 1998, p.3). The complexities of
photographing sculpture are eloquently articulated by Charles Baudelaire, who noted that
sculpture's multifaceted nature defies reduction to a single, two-dimensional view.
Photographs of sculpture, inevitably influenced by the photographer's perspective and
historical context, can be as opaque as any other visual image. (Johnson, 1998, p.3).
Photographs of sculpture, inevitably influenced by the photographer's perspective and
historical context, can be as opaque as any other visual image. Yet, this opacity provides
fertile ground for innovation, allowing both sculptors and photographers to manipulate the
medium in unexpected ways, reshaping our understanding of three-dimensional art
(Johnson, 1998, p.3).Malraux's proposition that photographs can surpass the originals
underscores the profound implications of using photography as a permanent record of
ephemeral sculptural objects and performances. Scholars like Henri Zerner delve into the

nuances of photography's role in documenting the work of artists such as David Smith,
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Eva Hesse, Joseph Beuys, and Yves Klein (Johnson, 1998, p.3). Since the inception of
photography, its documentary value for scholars and artists has been unmistakable. Fox
Talbot recognized photography as a tool for artists seeking to capture the essence of three-
dimensional forms without the painstaking process of manual copying. This
acknowledgment paved the way for photography to become an indispensable tool in the
study and promotion of sculpture (Johnson, p.7). In essence, Johnson's reflections offer a
comprehensive exploration of the multifaceted relationship between sculpture and
photography, revealing how these two mediums intersect, influence, and enrich each other

in the realm of artistic expression.

Since the mid-1840s, the documentary value of photographic images of sculpture
for scholars and artists has been evident. Organizations like France's Comite des
Monuments Historiques(Committee of Historical Monuments), used photography to
survey national art and architectural patrimonies. The cataloging of sculptures evolved
from general views to detailed photographs, highlighting intricate details previously
inaccessible to the average viewer (Johnson, 1998, p. 4). The ways in which sculptors use
photography are illustrated through examples like Brancusi's practice of sketching ideas
directly onto photographs of potential display sites (Johnson, 1998, p.12). Medardo
Rosso's experiments with photography and drawing aimed to dematerialize sculptural
objects in unprecedented ways, influencing his rejection of traditional heroic mythmaking
in sculpture (Hecker, 2017, p.1). Photographs often portray sculptors alongside their
works, highlighting a subgenre in the photography of sculpture. The posed portrait of the
artist paired with their creation is explored as a way of capturing the relationship between
the subject and the object, as well as the tension between technical and artistic aspects of

photography (Johnson, 1998, p.12).

The intersection of sculpture and early photography unveils a captivating narrative
of artistic exploration and technical innovation. Talbot's meticulous documentation in 7he
Pencil of Nature offers a glimpse into the intricacies of photographing ancient works,

revealing the profound impact of lighting and exposure on the portrayal of sculptures.
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Talbot's endeavor to capture the essence of his plaster bust of Patroclus exemplifies this
dedication to achieving three-dimensional fullness amidst varying lighting conditions,
emphasizing the importance of angle and illumination in conveying the emotional depth

of classical art (Parry, 1991, p.13).

The allure of ancient sculptures, embodying timeless ideals of beauty and
proportion, captivated the imagination of early photographers like Talbot. These works
transcended mere representation, evoking profound emotions of heroism and sacrifice
inherent in mythological narratives. Talbot's appreciation for classical languages and
literature imbued his photographic pursuits with a deeper resonance, elevating his
documentation of sculptures beyond mere technical exercises to profound artistic
endeavors (Parry, 1991, p.13). The technical intricacies of early photography, including
the influence of weather conditions and exposure time, further shaped the portrayal of
sculptures. A handbook on daguerreotype from 1840 provides invaluable insights into the
nuanced relationship between weather, exposure time, and the photographic process. The
meticulous calibration required to capture the essence of sculptural forms underscores the
challenges faced by early photographers in achieving accurate and evocative

representations of ancient works (Parry, 1991, p.13).

Hippolyte Bayard emerges as another pioneer in the photography of sculpture,
infusing his imagery with a sense of romanticism and whimsy. Bayard's experimentation
with small classical figurines in plaster of Paris reflects his desire to transcend traditional
modes of representation, imbuing his photographs with a sense of ethereal beauty and
provocative allure. His innovative approach to capturing the idealized antique beauty of
sculptures mirrors the evolving aesthetic sensibilities of the 19th century, blurring the
boundaries between art and imagination (Parry, 1991, p.14). In essence, the convergence
of sculpture and early photography represents a rich tapestry of artistic exploration,
technical ingenuity, and aesthetic innovation. Talbot, Bayard, and their contemporaries

embarked on a journey to capture the timeless beauty and mystery of ancient works,
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paving the way for future generations of photographers to explore the depths of human

creativity and imagination through the lens of a camera.

2.7 Unveiling the Sculptural Narrative: Photography's Evolution

In the 19th century, sculpture, as an immovable, massive, and fixed work, became
a subject in the art of photography. Subsequently, sculpture emerged as a theme in front
of the camera, ranging from lifeless objects to performances and installations (Marcoci,
2010, p.12-18). The evolution of photography in capturing sculptures spans from its early
utilitarian documentation to its modern artistic interpretations, reflecting shifting
perceptions of art, history, and technology. Since 1851, initiatives like France's Comite
des Monuments Historiques embarked on the monumental task of surveying national
artistic legacies through photography, marking the genesis of systematic documentation
of cultural heritage (Johnson, 1998, p.4). Commercial endeavors, exemplified by the
Alinari brothers' collection in Italy, further expanded these photographic archives,

democratizing access to sculptural representations (Johnson, 1998, p.4).

Figure 10. Kennedy, C. (1928). Plate 6: Base; Sphinx to Observer’s Right, Wing. In Studies in the History
and Criticism of Sculpture, Volume II: The Tomb of Carlo Marsuppini by Desiderio da Settignano and
Assistants.

Reference: Retrieved from
https://museums.fivecolleges.edu/detail.php?museum=&t=objects&type=exact&f=&s=
clarence&record=972 March 8, 2025
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Contrasting with institutional archives, modern photographs of marble busts cater
to private collectors, embodying a departure from conventional approaches to sculptural
photography (Johnson, 1998, p.5). This divergence underscores photography's
adaptability to varied contexts and audiences, blurring the lines between art and
documentation (Johnson, 1998, p.6). The intersection of photography and sculpture
extends beyond mere documentation, permeating artistic performances and ephemeral
installations. Works by Yves Klein, Joseph Beuys, and Eva Hesse, consciously designed
for photographic capture, transcend their physical manifestations to become objects of
visual narrative (Johnson, 1998, p.7). Despite photography's profound impact on the study
of Italian Renaissance sculpture, its scholarly implications remain relatively unexplored
(Johnson, 1998, p.15). The diverse applications of photography in sculptural practices are
epitomized by Constantin Brancusi, who seamlessly integrated photography into his
creative process, sketching sculptural ideas directly onto photographs of potential display

sites (Johnson, 1998, p.12).

In essence, the trajectory of sculptural photography reflects an ongoing dialogue
between tradition and innovation, documentation and artistic expression. From the
systematic surveys of national patrimonies to the intimate portrayals of marble busts,
photography continues to shape our understanding and appreciation of sculptural heritage,

transcending temporal and spatial boundaries.

2.8 Early Era Artists Working on Sculpture and Photography

The exploration of artists at the intersection of sculpture and photography offers
insights into innovative perspectives and methodologies. A diverse range of
photographers and sculptors have significantly influenced the intersection of these art
forms. Notable figures include: Charles Negre; Hippolyte Bayard, Henri Le Secq, Fratelli

Alinari. Fox Talbot, Eugene Atget, Constantin Brancusi, Edward Steichen and more.
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Figure. 11. Spartan Soldier 1859. Charles Négre,1859. (Metropolitan Museum, 22.03.2024)
Reference: Retrieved from https:// www.metmuseum.org/art/collection/search/283133 March 8, 2025

Charles Negre is one of the early artists who explored the relationship between
sculpture and photography. Negre specifically focused on photographing historical
sculptures and architectural structures in Paris, aiming to document the details and artistic
values of these structures. His work combines the documentary power of photography
with the aesthetic value of sculpture. Négre's photographs (Figure 11) are a significant

resource for the preservation and documentation of historical artifacts.

Figure. 12. Still Life with Statuary. Hippolyte Bayard ,Early 1850s
Reference: Retrieved 22.03.2024 from Metropolitan Museum,
https://www.metmuseum.org/art/collection/search/285907 March 8, 2025



https://www.metmuseum.org/art/collection/search/283133
https://www.metmuseum.org/art/collection/search/285907
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Hippolyte Bayard, as one of the pioneers of photography, investigated the
interaction between sculpture and photography. Bayard's photographs capture the details
and form of sculptures while also highlighting the artistic and historical value of these
works. His work demonstrates how photography can be used as a medium for artistic

expression. (Figure 12)

Henri Le Secq is another important figure known for his photography. Le Secq
photographed sculptures and architectural structures, revealing the details and aesthetic
values of these works. His photographs play a documentative role in the relationship
between sculpture and photography and contribute to the preservation of historical

artifacts. (Figure 13)

Figure. 18. Henri Le Secq, Cathedral de Reims. Hippolyte, 1852.
Reference: Pygmalion Photographe p.29

Fox Talbot, one of the inventors of photography, made significant contributions to
the relationship between sculpture and photography. Talbot's photographs are efforts to

document the details and aesthetic values of sculptures and other three-dimensional
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artworks. His work demonstrates the potential of photography as an artistic medium.

(Figure 14)

Figure. 14: Fox Talbot, Buste de Patrocle,1844.
Reference: Pygmalion Photographe p.19

Figure. 15 Fratelli Alinari, Loggia dei Lanzi, circa 1859.
Reference: Pygmalion Photographe p.32
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The Fratelli Alinari brothers are recognized as commercial photographers in Italy
who documented historical sculptures and architectural structures. The Alinari brothers'
photographs allowed sculptures and other artworks to reach a wider audience. These
photographs are of great importance for the documentation and dissemination of artistic

works.(Figure 15)

Eugene Atget, by photographing historic buildings and sculptures in Paris, aimed
to document the artistic and historical value of these works. Atget's photographs are an
important resource for the preservation and documentation of sculptures and other historic
artifacts. His work highlights the documentary and aesthetic dimensions of the

relationship between sculpture and photography. (Figure 16)

Figure 16. Eugene Atget, Versailles, vase, 1906.
Reference: Pygmalion Photographe p.43

Constantin Brancusi, by photographing his sculptures, aimed to show how his
works are perceived from different angles. Brancusi's photographs reflect the effort to

represent the three-dimensional form and aesthetic values of sculpture on a two-
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dimensional surface. His work highlights the artistic dimension of the relationship

between sculpture and photography. (Figure 17)

Figure. 17. Constantin Brancusi, Pogany I.

Reference: Pygmalion Photographe p.53

Edward Steichen is an important figure who explored the relationship between
sculpture and photography. Steichen's photographs highlight the aesthetic values and form
of sculptures. His work demonstrates how photography can be used as an artistic

expression tool and how it can reflect the aesthetic values of sculpture. (Figure 18)
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Figure. 18. Edward Steichen, Balzac, Au clair de lune, 1908.
Reference: Pygmalion Photographe p.51

2.9 Different Perspectives on Photography and Sculpture

According to Johnson sculptors and photographers alike engage in innovative
manipulation of the photographic medium, pushing the boundaries of traditional
definitions surrounding three-dimensional art (Johnson, 1998, p.3). Through their
respective practices, they navigate the intricate interplay between sculpture and
photography, redefining the conventional understanding of spatial representation and
artistic expression. By harnessing the unique capabilities of photography, sculptors infuse
their creations with new layers of meaning and dynamism, transcending the static confines
of traditional sculpture. Similarly, photographers employ creative techniques to capture
the essence of sculptural forms, exploring unconventional angles, perspectives, and
lighting to evoke a sense of depth and movement. In doing so, they challenge established
notions of sculptural aesthetics and invite viewers to reconsider the boundaries between

the tangible and the ephemeral in artistic expression.
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To clarify different perspectives on the relationship between sculpture and
photography, various artists such as David Smith, Thomas Demand, and Robert
Heinecken are examined. Each artist employs these mediums in distinct ways, challenging

traditional structures and intersecting with one another.

Figure 19. Guggenheim Museum. (n.d.). David Smith: Cubi XII [Sculpture].
Reference: Retrieved from https:/www.guggenheim.org/artwork/3955. March 8, 2025

David Smith plays a crucial role in the research due to his works revolving around
photographs of his own sculptures. The photographs become a means for Smith to share
his unique viewpoint on his creations and the artistic process. By translating his three-
dimensional sculptures into two-dimensional photographs, Smith prompts viewers to
contemplate their perspectives on the sculptures. This process challenges the conventional
understanding of sculpture and photography, emphasizing the dynamic nature of the
creative process. For example, Smith's "Cubi" series, when presented alongside
photographs, demonstrates how the sculpture is perceived from different angles. (Figure

19)


https://www.guggenheim.org/artwork/3955
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David Smith’s interest in sculpture began in 1933 when he encountered works by
Pablo Picasso and Julio Gonzélez in Cahiers d’Art magazine (Hamill, 2015, p. 3). His
fascination with lines and contours developed alongside his interest in Cubism. While
Smith is primarily recognized as a sculptor, his engagement with painting, drawing, and
photography never ceased. This continuous interplay between two-dimensional and three-
dimensional perspectives is perhaps why he constantly connected the two in his artistic
vision.

The Hauser Wirth Gallery organized Smith’s paintings from 1958—-1964 under
the Sprays exhibition. The exhibition title includes a quote from Smith that reflects his
perspective on surfaces: "I was with painters because all my friends were painters, and we
all studied together. For that reason, I never saw myself as different from a painter because

my works were always connected to the surface" (David Smith Sprays, Hauser Wirth).

Figure 20. David Smith, Spray Paint on Canvas, 1958
Reference: Retrieved from: https://www.vip-hauserwirth.com/wp-content/uploads/2020/06/SMIDA74155-

web-hires-1.jpg March 8, 2025

Two-dimensional arts like photography and painting also contain volume, but they

primarily extend across flat surfaces and involve less physical depth in the third


https://www.vip-hauserwirth.com/wp-content/uploads/2020/06/SMIDA74155-web-hires-1.jpg
https://www.vip-hauserwirth.com/wp-content/uploads/2020/06/SMIDA74155-web-hires-1.jpg
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dimension. Smith’s works, much like Cubism, the movement that initially inspired him,
explore the relationship between two dimensions and three dimensions, or between
flatness and volume. The connection between photography and sculpture in Smith’s
practice might be best understood as part of his ongoing inquiry into the question, “What
is sculpture? ” As Smith explained: "Drawings are sometimes studies for sculpture,
sometimes about what sculpture is, and sometimes about what sculpture can never be"

(David Smith, Hauser Wirth).

Smith began working with photography in 1947 (Hamill, 2015, p. 2) and spray
paint in 1958 (David Smith, Hauser Wirth). Both mediums served as tools for bridging the

gap between two-dimensional and three-dimensional spaces. (Fig 20)

Figure 21. David Smith. Photograph of a Group of Painted Sculptures. 1960-1961

Reference: David Smith In Two Dimensions. Hamill, Sarah. plate 37
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Smith’s circular sculptures resemble lenses—a deliberate connection. When
photographing his sculptures, he often viewed the landscape through a circular lens,
mirroring the forms of his works. For Smith, the perception of objects and spatial voids
was essential. Unlike classical sculpture, which emphasizes carving and modeling, Smith,
in a sense, shaped negative space. His engagement with photography also enabled him, as
a sculptor, to control how his works would appear visually. However, it’s not widely
known that Smith personally photographed many of his pieces. This process perhaps lent
a transparency to the photographic records of his works, mirroring the nature of his
sculptures. Most of Smith’s photographs feature the Bolton Landing property in New York
as their backdrop, where he carried out much of his work after acquiring the land in 1940
(Figure 1) . His sculptures are dispersed across the landscape, where industrial and man-
made elements merge with nature. The surrounding scenery fills the void left by the

sculptures, creating a harmonious relationship between the two.

Smith’s sculptures also share similarities with photography. The Bolton Landing
property under snow, for instance, can resemble a blank photographic paper. His
sculptures photographed in this setting evoke the appearance of three-dimensional
photograms. A photogram is a darkroom photographic technique where objects placed on
light-sensitive paper block light to create images: black where light is blocked, white

where it is fully exposed, and tonal variations for semi-opaque areas.

Thomas Demand's works involve creating sculptures out of cardboard specifically
designed to be photographed. The intention is to convey the three-dimensional essence of
the sculpture through the flat surface of the photograph. Demand's approach blurs the lines
between the physical sculpture and its photographic representation, creating a hybrid
space where both arts coexist. This challenges traditional notions of how sculptures are
perceived and experienced. Demand's work "Archive" creates this effect by making and

photographing cardboard sculptures of real events. (Figure 22)
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Figure 22. Demand, T. (1995). Archive [Photograph]. Guggenheim Museum Collection Online.

Reference: Retrieved from https:/www.guggenheim.org/artwork/4383/ March 8, 2025

Thomas Demand's education is in sculpture, but his worldwide recognition as an
artist stems from his photography. Using paper and cardboard, Demand creates life-sized
sculptures of spaces and objects. However, he does not exhibit these models; most are
destroyed after being photographed. The only remaining work is the photograph of the

model.

Demand often bases his creations on photographs he encounters in media or books,
and sometimes on images from visual memory archives (Fried, 2012, p. 261). His work
consistently references reality, yet his creations are neither part of lived reality nor purely
imaginary. Demand interrogates the awareness of reality mediated through images.
According to Demand, things that exist in reality enter our perception "through
photographs rather than presenting themselves to us directly" (Marcoci, 2005, p. 9). His
photographs depict the paper models created from these source images, representing a
copy of a reality never directly experienced by the viewer—a copy of a copy. In Demand's
works, the paper model, which reflects an unexperienced reality, is transformed into a
tangible material reality, while the photograph of the model conveys a distinct and novel

reality.


https://www.guggenheim.org/artwork/4383
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Demand displays his photographs without frames and laminated under plexiglass,
with an average size of 183.5 x 233 cm. His method of presentation reconstructs reality
for the audience, according to Marcoci, by reflecting the mechanisms of their creation
despite their constructed "tableaux" illusion (Marcoci, 2005, p. 10). Demand's method
aligns with the conceptual photography movement that emerged in the late 1970s, as
described by Jean-Francois Chevrier, who referred to the "tableau" or picture form of
photography for wall display in his 1989 article. Chevrier emphasized the importance of
the "front-facing experience that confronts the viewer" in new photography rather than the

dimensions or the replacement of painting by photography (Fried, 2012, p. 143).

Despite destroying most of his models after photographing them, Demand
exhibited the model of Grotto as a three-dimensional piece at the Fondazione Prada
exhibition. Unlike his other works, Grotto involved computer-generated models during its
production process. The model, made of cardboard and paper, reconstructs an
underground cave on the island of Mallorca. This technical shift marks a departure from
reality in Demand's efforts to reflect it. Nonetheless, Grotto's (Figure 23) exhibition at the
Fondazione Prada in Venice in 2007 marked the first time a three-dimensional cardboard
model by Demand was presented to viewers (Grotto, Designboom). In encountering
Grotto, the audience is no longer viewing a cave but a recreation of the experience of the

cave and traversing it.

Figure 23. Thomas Demand. Grotto 2015.
Reference: Retrieved from: https://www.designboom.com/art/grotto-installation-thomas-demand-
fondazione-prada-12-12-2015/ March 8, 2025
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Figure 24. Valkyrie.

Reference: Retrieved from
https://upload.wikimedia.org/wikipedia/commons/7/77/Bundesarchiv_Bild 146-1972-025-10%2C_Hitler-
Attentat%2C 20. Juli 1944.jpg. March 8, 2025

In his works, Demand recreates scenes that neither he nor his audience has directly
experienced. The images he bases his models on often carry social, cultural, or political
significance. By recreating an image that the audience has seen only through media,
Demand avoids using human figures in his models and ensures the paper surfaces are
devoid of text or images. He prefers to confront the audience solely with the model of

reality and its photograph.

Figure 25 The Conference Room at the "Wolf's Lair" after the Assassination Attempt (July 20, 1944).

Reference: Retrieved from:

http://germanhistorydocs.ghi-dc.org/sub_image.cfm?image id=2233&language=english March 8, 2025
Demand’s work Room (1994) is based on a photograph of Hitler’s headquarters in

Rastenburg (Figure 25). It depicts the aftermath of a failed bombing assassination attempt


https://upload.wikimedia.org/wikipedia/commons/7/77/Bundesarchiv_Bild_146-1972-025-10%2C_Hitler-Attentat%2C_20._Juli_1944.jpg
https://upload.wikimedia.org/wikipedia/commons/7/77/Bundesarchiv_Bild_146-1972-025-10%2C_Hitler-Attentat%2C_20._Juli_1944.jpg

183

on Hitler on July 20, 1944 (Fried, 2012, p. 261). The attack, known as Operation Valkyrie,
targeted the Wolfsschanze (Wolf's Lair), Hitler's secret bunker in present-day Poland
(Wolf’s Lair, Wikipedia). One of the images Demand references shows the aftermath of
the assassination attempt with figures such as Hermann Goring investigating the scene.
Another image portrays the conference room at Wolfsschanze in its empty state following

the attack. (Figure 24)

In Room, Demand meticulously replicates the chaos to appear deliberate. While
the scene depicts scattered debris, what remains in Demand's photograph is a cleaned and
remade reality (Marcoci, 2005, p. 13). Hitler has fled, the explosion’s fragments are
scattered across the floor, yet the scene has been painstakingly reconstructed by Demand,

representing a new form of reality. (Fig 26)

Figure 26. Thomas Demand. Raum 1994.
Reference: Retrieved from: https://artefields.net/photographie/thomas-demand-photography-and-models/.
March 8, 2025

Robert Heinecken's works revolve around a hybrid concept where both sculpture
and photography are physically exhibited together. In Heinecken's art, photography
transforms into a sculptural object, further emphasizing the fusion of these two mediums.
This approach challenges conventional boundaries, questioning the traditional

categorization of art forms. The examination of Heinecken's works serves as an example


https://artefields.net/photographie/thomas-demand-photography-and-models/

184

of photography evolving into a hybrid art object, transcending its traditional role.
Heinecken's "Recto/Verso" series presents a hybrid form where photography and sculpture

intersect.

Robert Heinecken, like Thomas Demand, uses images sourced from the media in
his works. Similarly, he reintroduces to the viewer what has not been directly experienced.
His Are You Rea series (Figure 27), presented in 1968, consists of twenty-five images in
which he inverted visuals from popular magazines using the photogram technique.
Commenting on the series, Heinecken noted that these images do not represent direct
experiences but instead relate to the socially significant, mass-communicated experiences
produced daily. He later referenced André Breton’s statement, “In fact, everything is an

image...” (Reality Effects, Art Forum).

Figure 27. Heinecken, R. (1989). Recto/Verso [Fotograf]. Portfolio: Are You Real?
Retrived from March 8, 2025 https://collections.lacma.org/node/175291

Robert Heinecken works with photography, but unlike David Smith and Thomas
Demand, he rarely uses a camera. Another key distinction is that he is not a sculptor.

Heinecken describes himself as a "paraphotographer" (Robert Heinecken: Object Matter,


https://collections.lacma.org/node/175291
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UCLA). The prefix "para" signifies being adjacent to or beyond something, and
Heinecken defines his art as both close to and beyond photography. His works are not
limited to a single medium; they include collage, video, printmaking, sculpture, and
photography. For Heinecken, photography is “not a picture, but an object about
something” (Robert Heinecken: Paraphotographer, Aperture).

His works, such as 24 Figure Blocks (circa 1965) and Fractured Figure Sections
(1967), play with image, material, and sculpture. “Sculpture and photography” transform
into “humor and play.” (Figure 28-29) Heinecken’s artistic play centers on the female body
and media. Silver gelatin photographs featuring the female form are printed on wooden
blocks. These puzzle-like pieces are designed to foster interaction between the viewer and
the image. By fragmenting the female body, Heinecken simultaneously deconstructs the
gaze directed at it, allowing the viewer to reconstruct this gaze. What is fragmented and
restructured is not just the female body but also the meanings imposed by the media and
the viewer’s gaze. Through Heinecken, the female body, objectified by media, becomes a

new kind of object.

Figure 28. Photography into Sculpture 1970. Robert Heinecken.Light Figure Cube (1965) and Fractured
Figure Sections (1967). Statzer, Mary.
Reference: The Photographic Object p.22
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Figure 29. Robert Heinecken, Figure in Six Sections, 1965
Reference: Retrieved from https://hammer.ucla.edu/exhibitions/2014/robert-heinecken-object-matter

March 8, 2025

Robert Heinecken creates a new image of the female body through the fusion of
photography and sculpture, and this image breaks free from its traditional frame—whether
that frame is photography, television, or a magazine. Using blocks and fragments,
Heinecken removes the “image” from its original context and creates a new reality game
between the image and the viewer. The The Photographic Object exhibition at MoMA in
1970, which included works by Heinecken and his students, raised questions about the
relationship between sculpture and photography, such as "What is a photographer?" and
"What is photography?" (Statzer, 2016, p.6). Perhaps the answer lies with Heinecken:
when photography and sculpture merge, they become a humorous game open to viewer
interaction. Heinecken's works also reflect the influence of surrealism and André Breton’s

dark humor.

Robert Cumming, an artist pushing the boundaries of photography and narrative,
Cumming's works challenge traditional norms. His artistic approach is explored in the
context of his contributions to reshaping the narrative potential of photography.
Cumming's "The Secret Life of Objects" series (Figure 30) assigns new meanings to

everyday objects by photographing them.
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Figure 30. Cumming, R. (1973). Mishap of minor consequence [Photographl].

Reference: Retrieved from https://www.moma.org/collection/works/50641 March 8, 2025

The primary objective is to showcase the points at which sculpture and
photography deviate from conventional structures and intersect with each other. This
exploration delves into how the audience's perception changes when exposed to different
environments and physical dimensions at these intersections and deviations. The research
uses David Smith, Thomas Demand, and Robert Heinecken as case studies to question the
physical and conceptual grounds where sculpture and photography exist as works of art
or objects created by the artist. These artists demonstrate how photography and sculpture

can integrate with each other and how this integration alters the perception of art.
2.10 Exhibitions and Critical Perspectives

Various exhibitions and critical perspectives further enrich the understanding of
how sculpture and photography intersect. Relevant exhibitions and publications contribute
collectively to the ongoing dialogue surrounding the complex relationship between
photography and sculpture, offering various perspectives and insights into this
intersection. Exploring these exhibitions and critical perspectives provides valuable

context for the broader discourse on photography and sculpture.


https://www.moma.org/collection/works/50641
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One of these exhibitions is "The Kiss of Apollo: Photography and Sculpture 1845 to the
Present" at the Fraenkel Gallery. Another reference is titled "Pygmalion Photographe."
These exhibitions likely explore the interplay, influence, or intersection of photography

and sculpture in artistic practices from the mid-19th century to the present.

Exhibitions and publications play a crucial role in shaping our understanding of
the intersection between photography and sculpture. Notable examples that shed light on

this dynamic relationship are presented at (Table 1)

Brancusi, Rosso, Man Ray- Framing | Boijmans Museum in Rotterdam hosted an
Sculpture. exhibition titled "Brancusi, Rosso, Man Ray-
Framing Sculpture." This exhibition explored
how artists like Brancusi, Rosso, and Man Ray
approached sculpture within the frame of
photography.

8 February—11 May 2014

The Kiss of Apollo: Photography and | Fraenkel Gallery presented "The Kiss of
Sculpture, 1845 to the Present Apollo," an exhibition tracing the
relationship between photography and
sculpture from 1845 to the contemporary era.

Feb 14-Mar 30, 1991

Pygmalion Photographe Cabinet des Estampes.

June 28 - September 3, 1985, Geneva

Opening: New York Painting and Sculpture: | The Museum of Contemporary Art (MOCA)
1940-1970 featured an exhibition titled "Opening: New
York Painting and Sculpture: 1940-1970."
The exhibition explored the vibrant art scene
in New York during that period, featuring
works by artists such as Garry Winogrand,
Claes Oldenberg, Hannah Wilke, and Diane
Arbus.

Metropolitan Museum of Art (New York,
N.Y.) 1969
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Stranger than Fiction

Capture Photography Festival organized an
exhibition titled "Stranger than Fiction." This
exhibition likely delves into the realms of
photography that challenge traditional
expectations, perhaps including works where
the line between reality and imagination
blurs.

April 6, 2022 — April 30, 2022 Emily Carr
University Vancouver BC CA

Lens Based Sculpture: Die Verdnderung der
Skulptur durch die Fotografie

The lens-based sculpture exhibition and
book, "Die Verdnderung der Skulptur durch
die Fotografie" (The Transformation of
Sculpture Through Photography), curated by
Akademie der Kiinste, explores how
photography has altered the perception and
nature of sculpture. The work of Hermann
Pitz is notable for my research and project in
this exhibition. Using view camera in site-
specific installations, Hermann Pitz's work
"Innen, Aussen." draws attention to the
displacement of real public spaces by virtual
environments, emphasizing the intersection
of technology and the physical world.

24.1- 21.4.2014 Academy of the Aurts,
Hanseatenweg 10, 10557 Berlin

La sculpture photographiée: le regard de Véra
Cardot et Pierre Joly sur I’ceuvre sculpté
d’Emile Gilioli.

Specializing in contemporary art and
architecture, photographers Véra Cardot and
Pierre Joly began their collaboration in the
early 1960s and worked together for over
thirty years on numerous publications in
France and abroad, such as Le Jardin des
Arts, Art et Architecture, Plaisir de

France, Domus, Architecture d'Aujourd'hui,
and especially L'&il, from 1967 to 1987.
Their photographic collection, now held at
the Bibliotheque Kandinsky of the Musée
National d'Art Moderne at the Centre
Georges Pompidou in Paris, contains more
than sixty thousand photographs and
documents the work of nearly five hundred
architects and visual artists. (Noirot, 2021)



https://www.persee.fr/doc/hista_0992-2059_2005_num_57_1_3115
https://www.persee.fr/doc/hista_0992-2059_2005_num_57_1_3115
https://www.persee.fr/doc/hista_0992-2059_2005_num_57_1_3115
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Photography Into Sculpture The Museum of Modern Art. April 8 - July 5,
1970.

Table 1: Exhibitions and Publications
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CHAPTER 3: PHOTOGRAPHY AND SCULPTURE AS OBJECTS

3.1 Materiality and Objecthood in Sculpture and Photography

Materiality and objecthood are fundamental concepts that significantly influence
our understanding and perception of artworks. Every artwork establishes a dynamic
relationship with its viewer, sparking discussions and interpretations that often extend
beyond the artist's original intentions. This interactive dialogue is notably pronounced in
photography, where images engage audiences, generating meanings that surpass the initial

aims of their creators.

The frame of a photograph, serving both as an artwork and an object, is pivotal in
shaping our perception, encompassing conceptual, physical, and imaginative dimensions.
The frame, material, and the meanings assigned to them create an aura and a sacred
aesthetic that distinguish the artwork from other object-like things. This aura encompasses
not only the physical presence of the artwork but also the emotional and intellectual effects
it produces on the viewer. Beyond the artwork itself, it interacts with social, cultural, and

historical contexts, deepening the meaning experienced by the viewer.

What distinguishes the artwork from mere objects is its transcendental capacity to
evoke deeper reflections and connections. The transcendental role of aesthetics in
artworks, as acknowledged by Adorno and Horkheimer, imbues them with a sense of
enchantment and sacredness. Boris Groys further delves into this notion, suggesting that
installations, by evoking an aura of originality, elicit quasi-religious experiences (Groys

& Elkins, 2008, p. 165).

Photography, despite its reliance on technical processes, transcends mere
documentation, providing objective form to subjective experiences and blurring the

boundaries between existence and non-existence. Michael Fried's contrasting
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interpretations of objectivity!® in minimalist sculpture and photography shed light on the
complexities of perceiving photographs as objects. His analysis of typology photographs
and the transformation of photography into an object underscores the challenges and
significance of understanding photography beyond its image. ( Groys, Elkins, 2008,
p.165). In sculpture, materiality assumes a crucial role in defining its autonomy. Unlike
painting, sculpture's content is materially independent, existing irrespective of the viewer's
perspective. This independence challenges conventional notions of subjectivity in art,
emphasizing sculpture's tangible presence and its indifference to the viewer's position.

In summary, this chapter delves into the multifaceted nature of materiality and objecthood
in sculpture and photography. Through an interdisciplinary approach, we explore how
these concepts shape our comprehension of artworks, challenging traditional notions of

originality, authenticity, and subjectivity.

3.2 Concept of Objectivity

The term of objectivity denotes the state of being an object in itself, possessing
tangible qualities and being subject to physical manipulation and chemical processes.
However, the question arises: Does art need to maintain such sterility? Artworks,
essentially, serve as interpretations of messages conveyed by artists and perceived by
audiences. Can an artwork exist as an independent object? Michael Fried addresses this
issue through his contrasting interpretation of the objectivity of minimalist sculpture in
"Art and Objecthood" and reconsiders the objectivity of art in "Why Photography Matters
As Art As Never Before." ( Fried, 1998) Fried initiates a discussion on the relationship
between photography and objectivity, providing examples such as the typological
photographs of the Bechers, Jeff Wall's photograph "Concrete Ball" (Fried, 2003), and
August Sander's "People of the 20th Century." Fried's commentary on the typology

0 Objecthood: The state of being an object. The term 'objecthood' is found in the essay "Art and
Objecthood" written by art historian Michael Fried in 1967. In this essay, Fried separates the object from art
or art object. He criticizes the situation of objectivity, especially through Minimalist sculpture.
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photographs of the Bechers is particularly significant in demonstrating the objectness of
the object. He provides a different interpretation of the objectivity of photography to
redefine the photograph as an object. Transforming photography into an object, and the
resulting experience for both the artist and the viewer, forms a meaningful connection,
aiming to create a tangible object that aligns with the artist's expression and fosters
physical interaction between the artwork, the artist, and the audience. Looking at the
concept of objectivity offers a means of understanding the relationship between
photography and sculpture. While photography, even before the advent of digital
technology, was not perceived as an object, it holds significance that extends beyond

simply representing objects.

3.3 Analog to Digital Photographic Print an Example of Peter Hujar

As digital arts and virtual reality advance, the simultaneous development of
physical interaction design is not coincidental. It is likely that people still seek physical
experiences. When we look at the evolution of art platforms, traditional arts such as
painting and sculpture remain more loyal to the connection with traditional materials. This
is likely due to society's desire to experience the human touch and warmth as a possibility,
and also because the objectivity of these art forms has been accepted under historical
processes. Photography is a newer art form that has developed with technology. Although
technology is a term that encompasses all art forms, the art of photography has been the
pupil of chemical and optical technology. On the other hand, there is the nature of
photography being a forgotten object, on the verge of being buried in darkness with the
darkroom. In the book "Analog Culture," edited by Jessica Williams (Schneider &
Erdman, Analogue Culture, p.40), they discuss the analog photo prints produced by the
Schneider/Erdman Photo Laboratory. In her commentary on analog prints, she claims that
Benjamin was not very aware of the laborious process of creating photographic prints in
the darkroom, unlike later theorists and photo historians but was concerned with the
political aspects of the reproducibility of these images rather than the intricate physical

production of the images. (Williams, 2018, s.40). In the Benjaminian concern of the loss
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of the aura of objects, she explains how analog photo prints served as interpreters. She
cites Benjamin's preface to the translation of Baudelaire's "Tableaux Parisien" as an
example, especially referring to the analog prints made after Peter Hujar's death,
questioning, "In the age of technological reproducibility, can these photographs be not
only reproduced but also translated?" The process of printing photographs is often
regarded as a meticulous craft, requiring precision, skill, and an acute understanding of
visual storytelling. In their essay "Printing Peter Hujar," Gary Schneider and John Erdman
offer valuable insights into the artistic philosophy and technical expertise of the renowned

photographer Peter Hujar.

Hujar's approach to printing was characterized by a profound sense of pride in his
craftsmanship. Rather than aiming for uniformity across prints of the same image, Hujar
sought to imbue each print with its own narrative, ensuring that the story behind the image
was vividly conveyed in every rendition. Schneider and Erdman recount Hujar's belief
that future scholars would study the variations in his prints to unravel his visual thinking
process, highlighting his commitment to infusing each print with a distinct tonal

dynamism (Schneider & Erdman, p.98).

Schneider, influenced by Hujar's methodology, adopted a similar approach to
printing, which ultimately contributed to his reputation as a sought-after printer. He recalls
the challenges encountered in the darkroom, where subtle fluctuations in equipment and
chemistry necessitated meticulous attention to detail. Despite these challenges, Schneider
embraced the opportunity to create prints that retained their unique tonal qualities, echoing
Hujar's commitment to individual expression within each iteration (Schneider & Erdman,
2018, p.98). Central to Hujar's printing philosophy was the notion that each print should
encapsulate the essence of the image, preserving its visual narrative and emotive impact.
This dedication to storytelling through printing underscored Hujar's artistic integrity and
contributed to the enduring appeal of his photographic works. Moreover, his influence
extended beyond his own practice, shaping the approach of printers like Schneider who

sought to emulate his distinctive style and ethos.
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"Printing Peter Hujar" offers profound insights into the artistic principles and
technical nuances of photographic printing. Through Hujar's commitment to individual
expression and narrative richness, as well as Schneider's reflections on his own printing
process, the essay provides a compelling exploration of the artistry inherent in the act of
creating photographic prints. Despite technological changes, the authenticity of the
photographic object remains significant. This authenticity is preserved in prints not

produced digitally, which enhances the artistic value of the photograph.

3.4 Interdisciplinary Perspectives and Gestalt

As Arnheim argues “All things in this world resemble one another in some ways
and differ in others.” (Arnheim, 1986, p.276). It is hard to articulate how a Roman copy
of a Greek sculpture differs from the original, or a photograph of a plaster cast differs from
a photograph of the sculpture itself. The difficulty lies not in distinguishing one from the
other , but in explaining how they differother, One approach they may help is to consider
perception—or more precisely, intuition. For Arnheim, duplication, resemblance—or
rather, differentiation—is rooted in the idea that “in the development of human cognition,
knowledge begins with generalities, which are subjected to differentiation as needed”

(Arnheim, 1986, p. 276).

Nonetheless, photographing ancient sculpture is not only interdisciplinary act but
also a participatory art. It involves the contributions of both the photographer and the
archeologist, establishing a new relationship between photography, sculpture, and
archeology. The result is a work which is ubiquitous and double sided —like a mirror

through which the viewer or the reader become part of it.

According to Arnheim, “In philosophical aesthetics, tedious pseudo problems have
been introduced by dichotomous thinking. In looking, for example, at the various stages
of an artistic creation, one may be tempted to ask: Which of them is the work of art?”.

(Arnheim, 1986, p.276). Arnheim’s argument returns to the theme of duality— not only
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interdisciplinarity of arts but also the principles of Gestalt psychology. While Arnheim's
perspective is invoked to underscore the difficulty in distinguishing between a Roman
copy of a Greek sculpture and a photograph of a plaster cast from the original sculpture,
it also serves to highlight the interdisciplinary and participatory nature of photographing
ancient sculpture. This process involves both photographers and archaeologists in

constructing new relationships among photography, sculpture, and archaeology.

Arnheim's critique of dichotomous thinking in philosophical aesthetics highlights
a central tension in how we perceive and define art, particularly when engaging with
interdisciplinary or process-oriented practices. His question -“Which of them is the work
of art? -challenges the notion that art must exist as a singular, finalized product or discret
moment in its creation. This resonates strongly in discussions involving mediums such as
photography, sculpture, and archaeology, where the boundaries between original, copy,

process, and representation are inherently fluid.

Arnheim’s argument aligns with Gestalt psychology, which emphasizes the
holistic nature of perception—the idea that the whole is more than the sum of its parts
(Koftka, 1935, p. 176). In the context of art, this suggests that an artwork cannot be
reduced to any single stage or material form. Instead, each stage—whether it be a Roman
copy of a Greek sculpture, a photograph of a plaster cast, or the artistic process itself—
contributes to the Gestalt, or the “total work of art.” From this perspective, meaning
emerges not only from the object itself but from the relationships and interactions between

its various representations, copies, and interpretations.

When considering the photograph of an ancient sculpture—particularly in
archaeological contexts—the interplay between photography, sculpture, and archaeology
becomes key. A photograph of a sculpture is not merely a passive reproduction; it is an
active interpretation that incorporates aesthetic, technical, and historical considerations.
The photographer's role becomes collaborative with that of archaeologists and historians

in recontextualizing and reactivating the meaning of the sculpture.
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Figure 31. An example of Gestalt—the camera as a whole is different from the sum of the individual
visual elements.

Reference: Perception and Imaging: Photography as a Way of Seeing (5th ed., p. 31), by R. D. Zakia & J.
Suler, 2017, Routledge

Similarly, the Gestalt school of psychology, founded in the early 1900s by Max
Wertheimer, explains how visual elements are organized into coherent wholes, where what
one perceives as a complete image is fundamentally different from the sum of its

individual components (Zakia & Suler, 2017).

Gestalt principles underscore that visual elements interact within a "field" where
they either attract or repel each other, influencing how they are perceived as part of a
whole. Wertheimer likened this to physical fields of force in physics, where the
arrangement of elements defines their collective meaning (Zakia & Suler, 2017). In
photography, this principle is evident when a single figure, such as an image of a camera

formed by individual letters, emerges as a unified perception. (Figure 31)

3.5 Early Photography, Classical Sculptures, and Archaeology

“According to Geraldine Johnson, classicizing busts and statuettes become

significant photographic subjects, not only offering practical advantages but also
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“elevating the prestige of photography by linking it to esteemed artistic traditions dating
back to antiquity” (Johnson, 1998, p.7). Museums, portrayed as temples of artistic
consumption, quickly become favored sites for photography, reflecting the political

sensibility of the upper middle class.

As another approach Andre Malraux's perspective emphasizes the celebration of
copying in photography, highlighting the ownership and copying of artistic works.
In Voices of Silence, André Malraux underscores the transformative role of photography
in reshaping the way sculpture and other art forms are perceived and understood. Initially
regarded as a modest tool to disseminate images of acknowledged masterpieces,
photography has evolved into a medium that not only expands access to a diverse range
of works but also redefines the concept of a "masterpiece"” itself (Malraux, 1953, p. 16).
The proliferation of photographic reproductions, including lesser-known works and folk
art, demonstrates how technical and aesthetic decisions in photography—such as angle,
focus, and lighting—can accentuate elements that the original artist may have only subtly
implied. This process, Malraux suggests, fosters an intellectualization of art, where
reproductions prompt viewers to question the nature of a masterpiece and to reevaluate
works within the broader "family" of artistic styles and traditions (Malraux, 1953, p. 21).
Furthermore, by presenting disparate objects—such as sculptures, tapestries, and stained-
glass windows—on the same page, photography creates a visual "family resemblance"
among works that might otherwise appear unrelated. This convergence not only
democratizes access to art but also invites new interpretations, bridging the boundaries

between forms and encouraging a deeper understanding of artistic heritage.

Photography's role in archaeology is underscored, demonstrating its
transformative impact on the discipline. Photographs of ancient sites and artifacts
contribute to the visual documentation of civilizations, aiding in their study and
understanding. The partnership between excavators and photographers results in the
transformation of archaeology from antiquarian curiosity into an autonomous discipline.

The narrative of photographs confirms the essential role of the camera in the rediscovery
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of antiquity, particularly around the Mediterranean. Photography becomes instrumental in
visualizing stylistic affinities and cultural traits, offering an objective check upon the
mediating presence of the artist's hand. The growth of photograph collections shapes the
conduct of art history and archaeology, becoming indispensable tools in classifying

sculptures and other works of art.

Roger Fenton's photographic studies, including the Elgin Marbles, capture the
British Museum's gallery flooded with sunlight, showcasing changes in art education and
the viewing experience.Roger Fenton's photographic studies, including those of the Elgin
Marbles, demonstrate changes in art education and viewing experience, with photographs
serving as visual documentation contributing to the understanding of civilizations.Roger
Fenton on the other hand is one of “the first pioneers in sculpture and archeological
photography photographing ancient sculptures at the British Museum”. (Marcoci,2010,
p-13) His photographic studies, including those of the Elgin Marbles, capture the British
Museum's gallery flooded with sunlight, symbolizing changes in art education and the

viewing experience.

Geoffrey Batchen’s observation encapsulates the essence of art as portrayed in
photographs, where each image becomes a tribute to the act of replication and possession.
These still-life compositions not only celebrate the capacity to possess and reproduce
copies but also embody a casual, almost indifferent attitude towards the display of art
objects, treating them more as plunder or inexpensive commodities rather than revered
masterpieces. This depiction mirrors the political consciousness of the affluent middle
class while also alluding to the museum as “that class's newly activated temple of artistic
consumption”. Consequently, museums rapidly emerged as favored locations for
photography, not only for commissioning reproductions of renowned sculptures but also
as ideal settings for the contemplation of various forms of art. Fenton's depiction of a
gallery within the British Museum vividly illustrates this phenomenon, with its orderly
arrangement of classical statues bathed in natural sunlight, symbolizing enlightenment

both literally and metaphorically through the systematic organization of these relics within
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the museum's confines. The inclusion of artists, diligently engaged in copying these
artifacts, serves as a poignant reminder of the significance of emulating the works of past
masters as a fundamental aspect of artistic education during this era, suggesting that genius
could potentially be cultivated through the repetition of established forms. Fenton's
photographic studies of sculptures within the museum, including the renowned Elgin
Marbles, mark a pivotal moment in the transition from laborious sketching to the more
efficient method of photographic reproduction, heralding a new era in the documentation
and dissemination of artistic heritage. Or as Batchen comments “It wouldn't be long before

these kinds of photographic copies made the laborious sketching, we see here a thing of

the past”. (Batchen 2010, p 22)

Technological advancements, particularly William Henry Fox Talbot's negative-
positive procedure, revolutionize the reproduction and dissemination of visual surrogates.
This development significantly impacts art education and the wider public's access to

illustrations of ancient art and archaeology.

Photography's role in archaeology is emphasized, showing its transformative
impact on the discipline through visual documentation of ancient sites and artifacts. The
narrative power of photography in visualizing stylistic affinities and cultural traits, as well
as its role in reproduction and dissemination, is discussed. Technological advancements,
particularly the negative-positive procedure developed by William Henry Fox Talbot,
revolutionize the reproduction and dissemination of visual surrogates, impacting art

education and public access to illustrations of ancient art and archaeology.

During the 19th century, the burgeoning field of archaecology and the scholarly
examination of ancient art promptly recognized the profound potential of photography.
Considered a form of documentation, photographs were envisioned by scientists as
invaluable assets for studying ancient architecture, artifacts, and languages.

Simultaneously, the earliest photographers venturing into “the ancient Mediterranean sites
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in the early 1840s perceived themselves as artists wielding a novel tool akin to a modern

pencil.” (Lyons, 2005, p. xi).

Figure 32. Unknown photographer, Plaster statuette of the Laocodn group, ca. 1850s.
Reference: Antiquity and Photography, 2005, s. vii.

Initially, photography faced challenges such as cumbersome and expensive
equipment, large cameras, and chemical processes, such as “large cameras mounted on
wooden tripods and the many chemicals necessary to sensitize and develop pictures on
the spot” (Lyons, 2005, p. xi). The development of cost-effective photomechanical
reproduction methods since 1900 revolutionized the dissemination of images of antiquity,
rendering these distant places and monuments familiar even to those who had never visited
them. This convergence of archacology and photography was prophetic, as photography
swiftly became integral to the rediscovery of antiquity, particularly in the Mediterranean
regions, which were pivotal to Europe's cultural identity. As photography evolved, it
played a transformative role in the discipline of archaeology, elevating it from mere
antiquarian curiosity to an autonomous scientific endeavor (Figure 32). Thus through the
lens of the camera, the past was reconstructed and preserved, offering a clear and
permanent depiction of civilizations resurrected by the hands of artists and the eyes of
travelers. The collaborative efforts between excavators and photographers facilitated this
transformation, heralding a new era in the documentation and dissemination of ancient art
and culture. Ultimately, photography not only reshaped the practice of archaeology but
also extended the reach of antiquity as a moral and scientific authority, leaving an indelible

mark on the study of Mediterranean antiquity and the broader discipline of art history and
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making “these places and monuments familiar, even to those who have never visited

them.” (Lyons , 2005, p. xi).

Figure 33. Benjamin L Spackman, View of Colossol L after being Rais, 1856.
Reference: Antiquity and Photography, 2005, p. 44.

The lands surrounding the Mediterranean, integral to Europe's self-conception,
witnessed a decisive role played by the camera in the rediscovery of antiquity. What was
once a pilgrimage to ruins for earlier generations took on new purpose when
photographers turned their lenses to ancestral monuments. As Lyons explains “The
examples presented in archaeological photography illustrate profound changes in the
perception of antiquity ,transitioning from a source of personal aesthetic and emotive
experience to an authoritative symbol of communal identity and a mass-produced
commodity” (Lyons , 2005, p.24). The partnership between excavators and photographers
catalyzed the transformation of archaeology from antiquarian curiosity to an autonomous
discipline (Fig 33). Photography, with its intrinsic ability to replicate reality in exact and
permanent copies, revolutionized nineteenth-century Europe's understanding of the past.
Anticipating the optical enhancements of antiquity through photography, figures like
Francois Arago foresaw its significant contribution to the practice of archaeology, marking

a pivotal moment in the intertwining narratives of these two disciplines. Arago
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“emphasized the many advantages of Louis-Jacques-Mande Daguerre's invention and
foresaw the contribution that photography would make to the practice of archaeology.”

(Lyons , 2005, p.27)

According to Lyons the dawn of the 19th century heralded a transformative era in
the realms of art and archaeology, as innovations in photography revolutionized the way
ancient artifacts and monuments were perceived, documented, and disseminated. At the
forefront of this revolution stood William Henry Fox Talbot, whose pioneering negative-
positive procedure, developed between 1835 and 1840, marked a major leap forward in
the rapid dissemination of precise visual surrogates. Talbot's method enabled the
generation of multiple prints, unlocking new possibilities for reproducibility that were
previously unimaginable with daguerreotypes. This advancement had revolutionary
consequences for the publishing industry and widened public access to illustrations of
ancient art and archaeology. Through correspondence with scholars, artists, and travelers
to ancient lands, Talbot's influence spread far and wide, establishing photography ‘“as an

indispensable tool for voyages of discovery”. (Lyons , 2005, p.33)

The narrative depicted in these early photographs served as compelling evidence
of the monumental and artistic remains of ancient civilizations. Notably, images of
Halicarnassus, displayed in Rome in 1860, captivated both the public and archaeologists
alike, inspiring further exploration and documentation of archaeological sites such as
“Samothrace by figures like Alexander Conze”. (Lyons , 2005, p.42) These photographs
became more than mere visual representations; they became vouchers for printed history,

shaping the course of archaeological inquiry.

According to Lyons This was particularly evident in the study of sculpture, where
photographs of paintings and sculptures served to convert connoisseurs into art historians,

facilitating comparative analyses at “key junctures” in art history. (Lyons, 2005, p.62)
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The transition from traditional artistic depictions to photographic reproductions
marked a pivotal moment in the convergence of art and archaeology. From John Samuel
Agar's drawings of ancient statues (Figure 34) to Robert Macpherson's photographic
reproductions of Vatican copies, photography emerged as a central pursuit for professional
photographers seeking to capture the essence of fine arts. (Lyons , 2005, p.62). Through
their lenses, these photographers not only preserved the beauty of ancient artifacts but also

contributed to the transformation of art connoisseurship into art historical inquiry.

In essence, the advent of photography in the realm of art and archaeology
symbolized a paradigm shift in how ancient civilizations were perceived and studied. It
democratized access to visual representations of antiquity, facilitated scholarly inquiry,

and fundamentally altered the way in which the past was remembered and understood.

Figure 34. John Samuel Agar , The Townley Discobolus, 1809.
Reference: Antiquity and Photography, 2005, p. 62.
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Figure 35. Robert Macpherson, The Discobolus of Myron, ca. 1862.
Resference: Antiquity and Photography, 2005, p. 63.

According to Lyons in the mid-19th century, Robert Macpherson, a painter and art
dealer based in Rome, embarked on a groundbreaking project that would forever change
the way ancient sculptures were perceived and studied (Figure 35). In 1863, he published
"Vatican Sculptures," a collection of photographs illustrating the most renowned statues
in their gallery settings. (Lyons, 2005, p.64) Macpherson approached his photographic
work with the mindset of an artist, employing carefully controlled illumination techniques
to enhance the chiaroscuro effect of light and shadow. One of his notable compositions
captured the Vatican Discobolus, portraying the iconic figure slightly more frontally than
previous depictions. Through dramatic backlighting, Macpherson emphasized the
graceful arc of the athlete's arms, creating an expectant impression of movement held in
check. This innovative approach not only captured the physical beauty of the sculptures
but also offered insight into their psychological depth, revealing the nuances of ancient

artistic expression.
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Macpherson's project was part of a broader movement in the mid-19th century to
create illustrated repertoires of museum collections. Alongside figures like Roger Fenton,
Adolphe Braun, Giorgio Sommer, and the Alinari studio, Macpherson contributed to the
proliferation of visual documentation of ancient art and material culture. (Lyons , 2005,
p.64) These photographic campaigns aimed to systematically capture and categorize
sculptures, painted vases, and other artifacts, shaping the conduct of art history and
archaeology as we know it today. The emergence of photographic archives, such as the
expanding '"fototeca" at the Deutsches Archaologisches Institut in Rome, became
indispensable tools for scholars, replacing traditional collections of prints and drawings

and offering new avenues for the classification of ancient works of art.

The integration of photography into the study of Mediterranean antiquity signaled
a convergence of documentary procedure and aesthetic experience. As a seductively
powerful visual medium, photography extended the reach of antiquity as a moral and
scientific authority. Through its pervasiveness, photography became a tool for both
scholarly inquiry and public engagement, democratizing access to visual representations
of ancient civilizations and fostering a deeper understanding of the past. In essence, the
visual documentation facilitated by photography transformed the study of antiquity,
ushering in a new era of exploration, interpretation, and appreciation for ancient art and
material culture. According to Lyons “the outcome was a seductively powerful visual
medium, which, together with its very pervasiveness, extended the reach of antiquity as a

moral and scientific authority.” (Lyons , 2005, p.65)

Photography serves as a powerful tool for understanding antiquity, offering both a
visual record of the past and a means of engaging with ancient artifacts and cultures.
Through its ability to capture and disseminate images, photography facilitates scholarly
inquiry, fosters appreciation for ancient art, and enriches our understanding of history.
According to Johnson, Classicizing busts and statuettes served as popular subjects for
early photographers, linking the new medium to esteemed artistic traditions dating back

to antiquity. This practice not only had practical advantages but also elevated the prestige
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of photography by association with high art. The inclusion of these subjects in
photographic compositions reflects a deliberate effort to align photography with

established artistic conventions. (Johnson, 1998, p. 7)
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CHAPTER 4: THE WEARY HERACLES SCULPTURE AND THE APPLIED
PROJECT

The photograph of the Weary Heracles sculpture taken in 1859 by Gabriel De
Rumine using the wet collodion process (Figure36) is considered one of the earliest known
records of the work. The image documents a marble copy located in Naples, which is
derived from Lysippos’s original bronze sculpture. Rumine’s early photograph is not
merely a documentary record; it also serves as a concrete example of the role photography

played in archaeological and artistic documentation in the 19th century.

Figure 36. de Rumine, G. (1859). Weary Heracles
Reference: Pygmalion Photograph 1985

The Weary Herakles sculpture unearthed during the 1980 excavation in Perge
(Acar, 2018, pp. 40—42) was documented photographically under the direction of Prof.
Jale Inan, with the lower half of the statue being recorded at the site. In 1990, journalist
Ozgen Acar discovered the upper half of the Herakles sculpture in the Glories of the Past
exhibition at the Metropolitan Museum of Art (Acar, 2018, p. 3). Acar succeeded in
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documenting the Herakles image featured in the exhibition catalogue by reproducing it
via photocopy and fax. It took 21 years for the upper half of the Herakles to be repatriated
to Turkey from the Boston Museum. The statue has gained even more prominence when
compared to other sculptures found in Perge and to other representations of Herakles.
Photographs from the time of the sculpture’s discovery during Prof. Jale Inan’s excavation

in Perge hold significant archival value (Images 37-38).

Figure 37. 2 Excavation of Weary Heracles. Prof. Jale Inan Archives
Reference: Coban Herkiilii Yordu p.19

Figure 38. Excavation of Weary Heracles. Prof. Jale Inan Archives

Reference: Coban Herkiilii Yordu p.19

The same photograph (Figure 39-40) from Glories of The Past catalog substitutes
Heracles’s upper body, and takes the connection of photography and sculpture to another

level. Taken in the 1980’s, the photograph was published in the exhibitions’ catalog but
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at the same time, it is a photograph of a bust that belongs to private collectors Levy and
White (Acar, 2018, p. 5). Although the origin of the photograph or where it was taken is
not specified in Acar’s records it is possible to see a similar approach in Geraldine
Johnson. Johnson states that “photographs of marble busts taken since the late 1980s,
primarily for purchase by private collectors rather than for institutional archives”
demonstrate a radically different approach.” (Johnson, 1998, p.5). The approach that
Johnson is concerned about is much more related to how photograph shows the statue as
a precious object rather than the statue itself as a being filling the space just like in Perge’s

baths.

Figure 39. The upper part of Weary Heracles exhibited at the Metropolitan Museum. Glories of the past
Catalogue .

Reference: Coban Herkiilii Yordu p.2 Ozgen Acar archives
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Figure 40. Masonite mounted print of Heracles bust photocopied from Met Museum Catalogue. Antalya

Museum offices. Photography Naime Tagdemir 2021

Rudolf Arnheim's reflections on the perceptual shifts induced by doubts about an
artwork's authenticity further complicate our understanding of copies and originals. These
perceptual shifts, influenced by doubt and suspicion, underscore the intricate interplay
between authenticity, perception, and interpretation. Arnheim's exploration of this
phenomenon, rooted in Jean Giraudoux's play "Amphitryon 38," illuminates the intricate
interplay between authenticity, perception, and interpretation (Arnheim, 1986, p.282-
283). When an artwork is suspected of being a forgery, it undergoes a perceptual
transformation, becoming a different object of perception altogether. Even genuine
originals may exhibit suspicious features under such conditions, as Arnheim aptly
observes. Drawing from Giraudoux's play, Arnheim illustrates how doubt can alter one's
perception of familiar objects (Arnheim, 1986, p.282-283). In "Amphitryon 38,"
Alcmene's discovery of unfamiliar traits in her husband's appearance and behavior serves

as a metaphor for the perceptual shifts induced by doubt. Arnheim underscores the
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profound impact of doubt on our interpretation of artworks, highlighting the fluidity and
subjectivity of perception. The advice given to Alcmene by Amphitryon—"II ne faut pas
se regarder trop en face, entre €poux, si I'on veut s'éviter des découvertes" (6, Act I, scene
7)—further emphasizes the delicate balance between perception and reality in the realm
of art (Arnheim, 1986, p.282-283). Doubt complicates the understanding of authenticity
in art. By examining Arnheim's views alongside Giraudoux's play, the multifaceted nature
of artistic interpretation becomes clearer. On the other hand, according to Edith Hamilton,
the mentioned figure here, Alméne (Alcmene), is the mother of Heracles. Alcmene's
husband is Amphitryon. Jupiter (Zeus), disguised as Amphitryon while the general was
away at war, deceived Alcmene by transforming into his likeness. (Hamilton, 1942/2011,
p. 168). Zeus is Heracles' true father, and the mentioned doubt lies between Amphitryon,
Alcmene's actual husband, and Zeus, who appears as his copy. Arnheim's thoughts invite
us to reconsider how we perceive and interpret artworks, acknowledging the influence of

doubt in shaping our understanding of authenticity and originality.

The focus of the project is the Weary Herakles sculpture exhibited at the Antalya
Museum, which tells the stories associated with Herakles' legendary tasks. The Weary
Heracles created by Lysippus around 330 BC portrays Heracles holding the apples behind
his back (Salapata, 2021, p.161). Weary Heracles becomes one of the most popular
examples of depicting Heracles’ eleventh labour following Lysippus through Roman
copies. One of the Roman copies of Lysippus Statue of Hercules is “discovered in 1980
at the ancient city of Perge in southern Turkey. “The top half of the statue was smuggled
from Perge to the USA in 1981 where it remained in the collections of the Boston Museum
of Fine Arts for 30 years (Fig 41-42). It was returned to Turkey in 2011 and is now
displayed with the rest of the piece at the Antalya Museum in Turkey.” (Raddato, 2021).
During the lack of its upper part, Heracles’ lower body is displayed with a photograph of
his bust at the Antalya Museum (Figure 43).
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Figure 41. Test at Boston. Jale Inan, Vermeule.

Reference: Coban Herkiilii Yordu p.84 Ozgen Acar archives

Figure 42. Exhibition at MET upper part of Heracles

Reference: Retrieved from Glories of the past _ancient art from the Shelby White and Leon Levy collection
[Installation photographs]- Metropolitan Museum of Art Images - Digital Collections from The
Metropolitan Museum of Art Libraries files March 8, 2025
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Figure 43. Exhibition of lower part of Weary Heracles at Antalya Museum.

Reference: Ozgen Acar archives

4.1 Exploring the Interplay Between Photography and Sculpture Through the
Narrative of Weary Herakles

Anne M. Wagner's reflections on the relationship between photography and
sculpture offer profound insights into the dynamic interplay between these two mediums.
Through her analysis, she illuminates the transformative impact of photography on the
perception and representation of sculpture, while also acknowledging the enduring
tensions between their inherent qualities. Wagner begins by highlighting the profound
shift that occurs with the introduction of photography to the realm of sculpture. She notes
that with the first photographic exposure, sculpture's materiality, once perceived as

intractable and weighty, is reduced to a mere trace. The result is a replication of sculpture
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devoid of its physical weight and dimension, rendered instantly transportable through
space and time. In this transformation, the object transitions into an image, fundamentally
altering its ontological status (Wagner, 2017, pp. 270-271). The affinity between
photography and sculpture, Wagner suggests, arises from their inherent differences. While
opposites attract, the unresolved tensions between their respective materialities persist.
Sculpture's physicality, characterized by its tangible presence and determinate form,
stands in contrast to photography's paradoxical approach to physicality. Photography, as
defined by Hubert Damisch, exists as an image without thickness or substance, yet
manages to retain a semblance of the reality it captures (Wagner, year, pp. 270-271).

Damisch's notion of photography's "constitutive deception" underscores the complex
relationship between image and reality. Despite its immaterial nature, a photograph is
capable of releasing the reality of its subject, blurring the boundaries between the tangible
and the intangible. This poetic conception invites contemplation on the transformative
power of photography in shaping our perception of sculpture and its enduring reality
(Wagner, 2017, pp. 270-271). At a time when sculpture's traditional claims to permanence
are increasingly questioned, Wagner's analysis prompts us to reconsider the evolving
nature of sculpture's objecthood. In an era marked by shifting paradigms and changing
artistic conventions, the intersection of photography and sculpture offers fertile ground for
exploration and reinterpretation. As both mediums continue to influence and inform each
other, their dynamic interplay serves as a testament to the enduring vitality of visual

expression in the contemporary art world.
4.2 Regarding View Camera Photography and Sculpture

In this section, it is aimed to elucidate the rationale behind the choice of utilizing
a view camera in this research project and highlight its distinctions from other
photographic cameras. The view camera, also referred to as a technical camera or large

format camera'l, is a specific type of camera with unique features essential for capturing

" Bellows Camera: Also known as a technical camera, large-format camera, or 'view camera' in English.
The camera consists of multiple separable parts. The front panel, which carries the lens, and the rear panel,
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sculptures effectively. As described by Berenice Abbott, it is characterized as a camera
requiring a tripod or stand to facilitate the operation of its various movements and
adjustments, including the extension and collapse of its bellows to accommodate lenses

of varying focal lengths (Abbott, 1948, p.7).

In this context, large format cameras are essential for accurately documenting the
three-dimensional form of a sculpture and minimizing perspective distortions. Capturing
the volume and surface details of sculptures in the most accurate way is also advantageous
in terms of creating an archive for museum exhibition practices. The flexibility of focus
and movement provided by the bellows system is particularly important for capturing the

ideal view of a sculpture from specific angles.

The decision to employ a 4x5 inches view camera in this project can be attributed to

several factors:

a) Unlike other types of cameras, such as digital single-lens reflex (DSLR)
cameras, which typically lack movements such as tilt, shift, and rise, the view camera
offers a greater degree of flexibility in capturing images. The availability of movements,
particularly the 'rise' function, is crucial for photographing subjects like the Weary
Heracles sculpture, as it helps prevent perspective distortion when capturing scenes

situated higher than the camera's position.

b) The use of large format 4x5 inch film in view cameras provides superior
resolution and flexibility, particularly conducive to producing larger prints. The
combination of movements in both the picture plane and lens plane, coupled with the large
format film, ensures optimal image quality and clarity, essential for documenting

sculptures with precision and detail.

which carries the film and focusing glass, are usually connected by bellows. Depending on the camera's
features, both the front and rear panels can move up, down, right, left, forward, and backward. The most
common film format used with these cameras is 4x5 inches sheet film. These cameras show the image upside
down.
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¢) In the realm of photography, the use of large format cameras, particularly view
cameras, offers a unique experience akin to engaging with sculptures. Berenice Abbott's
insights into the functionalities of view cameras shed light on their significance in the

context of capturing artistic subjects with precision and depth.

d) As Abbott notes, view cameras possess a variety of movements and adjustments,
each serving a specific purpose in enhancing photographic compositions (Abbott, 1948,
p.7). These movements include the rising and falling front, lateral sliding front, and swing
back and front, all of which contribute to the versatility and adaptability of view cameras

in accommodating diverse photographic scenarios.

e) One notable aspect of large format photography, as observed in the operation of
view cameras, is the deliberate pace at which photographers must navigate the intricacies
of their equipment. This deliberate slowness in operating view cameras parallels the
contemplative act of viewing a sculpture, where attention to detail and patience are
paramount. The process of setting up a view camera, adjusting its movements, and
composing the image demands a methodical approach, akin to the ritualistic engagement

with sculpture in a gallery or museum setting.

f) Moreover, the tactile nature of operating a view camera fosters a tangible
connection between the photographer and the artistic subject. Unlike digital cameras or
even traditional film cameras, view cameras require hands-on manipulation of physical
components, such as bellows, knobs, and controls. This tactile engagement heightens the
sensory experience of photographing, drawing parallels to the tangible presence of
sculptures in physical space. Furthermore, Abbott's mention of the variety of movements
available in view cameras underscores their adaptability to different photographic
situations. The ability to manipulate the perspective, focus, and composition through these
movements empowers photographers to capture images with precision and creativity.

Each movement, whether it's adjusting the rise and fall of the front standard or employing
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lateral sliding movements, contributes to the photographer's expressive control over the

visual narrative.

In conclusion, the ritualistic nature of large format photography, embodied by the
operation of view cameras, invites photographers to engage with their subjects in a manner
reminiscent of experiencing sculptures. Abbott's insights into the functionalities of view
cameras highlight their versatility and adaptability, positioning them as indispensable
tools for photographers seeking to capture the essence of artistic subjects with depth and

clarity.
4.3 Investigating the Hybridity!? of Photography and Sculpture

The relationship between sculpture and photography serves as a metaphorical lens
through which to examine processes of object assembly, fragmentation, reassembly, and
the invention of subjectivities in nature. Much like the way linguistics combine words to
create new meanings, the interplay of visual elements in art generates novel
interpretations. Here, the fusion of photography and sculpture is explored not only

technically but also in terms of the stories they tell and the meanings they evoke.

This research is inspired by the deep relationship between photography and
sculpture. The applied project utilizes a large-format bellows camera. At the core of this
study is the story of the fragmented Weary Heracles statue in the Antalya Museum. A
crucial aspect of this narrative is the restoration of its missing piece using a photograph
from the Met Museum catalog, which establishes a vital connection between technical

processes and artistic interpretation.

In this context, the Met Museum’s photograph serves as more than
documentation—it becomes an artifact of recontextualization, bridging spatial and

temporal divides. By comparing this photograph with the Weary Heracles sculpture in

2 Hybrid: A combination of multiple elements or fields.
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Antalya, parallels emerge with this project: the act of fragmentation, reconstruction, and
reinterpretation. The technical processes involved in capturing the Weary Heracles with a
technical camera are mirrored in the historical act of photographing and preserving the

fragmented Heracles.

The Weary Heracles of Perge is captured from various angles with a technical
camera . Each image is reflected on two sheets of 8x10 inch paper, showing the cropped
picture of the statue's upper and lower parts. 8 albumen prints has been made to show
front, back, left and right angles visions of the sculpture. Printing and dividing each view
in upper and lower parts is made in order to nmirror the historical fragmentation of the

iconic sculpture of Weary Heracles, which was once broken into two pieces.

4.4 The Technical Process

4.4.1 Using the view camera

A 4x5-inch technical camera with a 150mm lens was used for the shoot. Ilford
HPS5 400 ASA film was used. The light was measured using a light meter in the museum,
and based on the results, an exposure of 3 seconds was made at an aperture of F22. On
4x5-inch cameras, a 150mm lens corresponds to a normal angle, which is considered
equivalent to the human eye’s field of view. The F22 aperture represents a mid-range
setting for the lens and was chosen to achieve moderate depth of field and sharpness.
Finally, to maintain perspective control while focusing on the statue positioned at a high

level, the lens plane of the technical camera was raised.

4.4.2 Processing the film

a) For processing sheet film, an adaptor compatible with 3 Reel tank has been used.
Processing film requires 100% darkness. Roll film can be processed in processing tanks
with standard reels which are cylindrical. Sheet film requires special methods either tray

processing or the use of sheet film tanks which is used in total darkness until the end of
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fix process. With the help of the adaptor, after once loading the films in total darkness in
the tank, it is possible to process 6 films in daylight.

b) Processing black and white photographic film requires film chemicals, filtered
water and temperature-controlled environment or liquids kept at a certain temperature
during the process. It is quite crucial the developing charts of the film manufacturer
combined with developing chemical’s manufacturer during this process. The necessary
chemicals are black and white film developer, stop bath, fixer, and photo-flo solution. The
specific chemicals may vary based on the brand and type of film but I have been using
Ilford HpS which is most commonly used film in the market to keep things safe since I

didn’t have much chance to repeat the shooting session.

¢) For measuring chemicals, it has been used graduated cylinders to measure the
exact amounts of each chemical and followed the manufacturer's recommendations for

dilution ratios.

d) The chemicals were mixed in the order specified by the manufacturer. Some

chemicals require dilution with distilled water.

e) A water filtration system has been used for mixing chemicals since filtered water
prevents impurities from affecting the film during the development process. Tap water in
Antalya and Istanbul contains contaminants and calcite that could compromise the quality

of the final images.

f) It has been followed the sequence and timing for adding each chemical to the
processing tank, ensuring that the film undergoes the necessary stages of development,
stop bath, fixing, and final treatment. Chemicals in film processing requires to be done in

a specific temperature.

g) The developing charts specified specified by the film and chemical

manufacturer has been followed. 24 °C or 20 °C temperatures are the usual temperatures



221

mentioned the development charts. And the temperature is crucial to obtain consistency
during processing film. It has been used an air-conditioned room to create a temperature-
controlled environment around 24 C during the process and checked the liquids using a
thermometer. After developing for 6.5 minutes in tank, stop, rinse, fix, second rinse
process, I used hypo clear agent, did the final rinse and I used 30 seconds of photo-flo.
Finally, the processed films has been dried at least for 6 hours in a dust free environment,

in a closet.

4.4.3 Method of Albumen Printing

The traditional albumen print process involves a meticulous series of steps,
including preparing the paper, sensitizing it, exposing it to UV light, and developing the
image. The process begins by selecting a high-quality drawing paper or a glass
surface,which is then coated with a thin layer of albumen. The albumen solution typically
contains ammonium chloride or sodium chloride mixed with distilled water and acetic
acid. This layer is crucial as it creates a smooth, glossy surface that holds the silver salts
suspended above the paper, preventing the sensitizer from being absorbed into the

substrate and ensuring a clear, detailed image (James, 2025).

Once the paper is coated with albumen, it is sensitized by immersing it in a solution
of silver nitrate and distilled water for several minutes. The paper is then thoroughly
driedbefore exposure. To create the print, the sensitized paper is placed in a contact
printing frame with a photographic negative andexposed to UV light. The exposure
continues until bronzing appears in the shadows, signaling that the image has developed

sufficiently (James, 2025).

After exposure, the print is rinsed to remove excess silver nitrate, which can be
precipitated with a small amount of sodium chloride. If toning is desired, the print is
treated with gold chloride to modify its color and enhance its tonal range. Finally, the print

is fixed in a sodium thiosulphate solution, thoroughly washed to eliminate residual
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chemicals, and left to dry. The result is a glossy, highly detailed print that maintains clarity

due to the unique characteristics of the albumen binder (James, 2025).

4.4.4 Rationale for Using 8x10-Inch Albumen Prints

The decision to use 8x10-inch albumen prints in this project bridges contemporary
artistic practice with historical photographic methodologies. The format offers a high level
of detail, akin to 19th-century archaeological prints, reinforcing the reinterpretation of the
Weary Heracles through a historical lens. Furthermore, albumen printing’s characteristic
warm tones and fine detail echo the aesthetics of early archaeological photography,

Highlighting the interplay between documentation and artistic interpretation.

4.4.5 Project Images:

Figure 44. Naime Tasdemir, Light Metering work 2011.255. Heracles Perge B.C. 2. Antalya Museum
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Figure 45. Naime Tagdemir, Camera Setup

Figure 46. Omer Ozer, Photography Session. Work 2011.255. Heracles Perge B.C. 2. Antalya Museum
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Figure 47. Drying 4x5 Negatives

Figure 48. Preparation of albumen. Egg white separation
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Figure 49. Preparation of albumen solution. Mixing egg whites, amonium chloride, distilled water and

glacial acetic acid

Figure 50. Albumen solution straining
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Figure 51. Albumen coated paper drying.

Figure 52. UV printing
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Figure 53. Albumen print test washing

Figure 54. Albumen print fixing
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Figure 55. Albumen final drying

Figure 56. Print 1
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Figure 57. Print 2

Figure 58. Print 3
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Figure 59. Print 4

Figure 60. Print 5
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b

Figure 61. Print 6

Figure 62. Print 7
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Figure 63. Print 8

Figure 64. Prints mounted on ayous wood
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CHAPTER 5 : CONCLUSION

In conclusion, this research investigates the evolving dialogue between sculpture
and photography through the lens of Rudolf Arnheim's theories of visual perception. By
focusing on the Weary Herakles sculpture—a Roman copy of an original bronze by
Lysippos—this project explores how the notion of the "copy" manifests both in sculptural
and photographic contexts. The layered history of this sculpture, particularly its
fragmentation and later reunification, becomes a powerful metaphor for broader

discussions on authenticity, originality, and reproduction.

Since the emergence of photography nearly two centuries ago, the relationship
between photography and sculpture has been one of collaboration rather than competition.
As Rebecca Morse aptly notes, these two mediums have long been "close companions,"
engaged in a dynamic exchange of forms and ideas. From MoMA’s seminal 1970
exhibition Photography Into Sculpture to more recent curatorial re-investigations like
Pygmalion Photographe and The Evolving Photographic Object, the intersection of
sculpture and photography has continually pushed the boundaries of medium specificity.
This project positions itself within that trajectory, contributing to an ongoing artistic and

scholarly exploration of their interconnected histories.

The photographic documentation of the Weary Herakles using the historical
albumen print method offers not just a visual record but an interpretive re-engagement
with the sculpture’s complex past. Eight albumen prints were produced, capturing the
front, back, left, and right perspectives. Each of these views was divided into upper and
lower sections—a deliberate strategy that mirrors the historical separation of the statue
into two fragments due to excavation theft and illicit trafficking. This formal
fragmentation within the prints draws attention to the rupture in historical continuity and
the ways in which photography can visually and conceptually reconstruct what was once

lost.



234

In the applied project, the albumen prints of the Weary Herakles statue of Perge
were mounted on two pieces of aious wood, representing the upper and lower parts of the
sculpture. This material choice echoes the way the missing upper torso was once
displayed—reproduced as a printed poster on chipboard during its absence from the
original site. Through this visual citation, the project reflects on the temporary and
mediated presence of sculpture and invites contemplation on how images stand in for

physical objects across time.

The use of albumen prints—a labor-intensive, early photographic process known
for its sharp detail and warm tonal qualities—reinforces the project’s thematic concern
with uniqueness, materiality, and historical reference. As each albumen print is a singular
object, the process resists the mass reproducibility often associated with photography and
instead aligns with the uniqueness of the art object. In this sense, the albumen print
becomes both a document and an original artifact, challenging binary distinctions between

original and copy and offering a historically resonant counterpoint to digital replication.

Arnheim’s theory of visual perception offers a critical framework for this exploration,
emphasizing how meaning emerges through the arrangement of visual elements into
coherent forms. According to Arnheim, perception is not passive reception but an active
process that renders visual concepts readable. The photographs in this project are therefore
not passive reproductions of sculpture, but active agents of interpretation. They serve as

sites of meaning-making where historical, aesthetic, and conceptual threads converge.

Ultimately, this project demonstrates that photography and sculpture are not merely
parallel mediums, but fundamentally intertwined in their capacity to interpret, reframe,
and reconstruct notions of the original and the copy. Rather than comparing or opposing
the two, the project shows how both function as equally valid and deeply interrelated
forms of artistic expression. They operate through a shared language of form, perception,
and narrative, shaping how we understand authenticity, temporality, and material

presence. In doing so, this research offers new insight into the dynamic continuum
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between photography and sculpture, affirming their collective role in shaping cultural

memory and artistic meaning.
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