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Baslangictadir sonum. Sirasi ile

Evler yiikselir ve yikilir, parcalanir, genisler,

Ortadan kaldirilir, yok edilir, onarilir ya da yerlerinde

Acik bir alan ya da bir fabrika veya bir kestirme
yol belirir.

Eski tagtan yeni binaya, eski ahsaptan yeni
yanginlara

Eski yanginlardan kiillere ve kiillerden topraga

Zaten et, tiiy ve diski olan,

insan ve hayvan kemigi, misir sap1 ve yaprak
olan topraga.

—T.S. Eliot, “East Coker,” Four Quartets

I. TOPRAK
T.S. Eliot’un et, tity ve digkinin alasimi olarak gordigi,
ev olarak bildigimiz su ince ve dengesiz yerkabugu:
Hem stirekli deveran halindeki biyokiitlenin, hem
de mineral ¢Okeltilerin sonsuzca katmanlagmasi,
ust tiste katlanip kaynagmasiyla devinen ele avuca
sigmaz karisim. Organik ve inorganik madde tarafin-
dan stirekli daglanip damgalanan ayagimizin hemen
altindaki bu toprak aslinda zamanin katmanlasmis
tortusudur. Imlenmis, centilmis, isaretlerle bezeli
ylzeyleri, sanki uzun jeolojik siireclerin, tekrar eden
yasam dongiilerinin ve tesadiifi insan eylemlerinin
cetelesini tutuyormuscasina, gelmis gecmis tim olay-
larin tekmil bir kaydini sunar. Bu yiizden, bazi medya
arkeologlarina gore yerytizi, kesif dokusu icerisinde
gecmis eylemlerin ve zamanin sinyallerini tasiyan bir
medya araci olarak, yani devasa bir kayit cihazi gibi
diistnilebilir.? Buradan hareketle denilebilir ki kaz-
mak asil ve en temel arsiv calismasidir; herhangi bir
oyugun derinleri bize zamanin en eski kayitlarini iletir.
Bu fikir hic de yeni ve devrimsel degildir aslinda.
On sekizinci ytizyil diisiintirlerinin éngorileri ve daha
sonra on dokuzuncu yiizyilda jeoloji, paleontoloji ve
arkeoloji gibi modern tarihsel bilimlerin yiikselisi,
yaygin zaman algisinda radikal bir degisimi de bera-
berinde getirdi. Tarihsel yazin ve dinsel kozmolojiyi
temel alan insan merkezli zamansallik vizyonunun
ufuklari, binlerce yilla degil, milyonlarca hatta mil-
yarlarca yil ile 6lcililen “insan 6ncesi derin zamanin”
sasirticit enginligini ortaya ¢ikaran kesiflerle epey bir
genislemisti.2 insanlik gecmisinin, diinyanin uzun
erimli cevresel tarihinin yalnizca kisacik bir kesimin-
den ibaret olusu, zamansal 6lcege dair algiy1 zorlayan
miithis bir degisim demekti. Bu yeni 6lcegin diisiinii-
lehilir, kavranabilir olmasi i¢in eski retorik stratejiler
ve metaforlarin devreye girmesi zaruriydi. Diinya hak-
kinda 6grenilen bu yeni ve akil almaz bilgiler ancak
tarihciler ve eski eser arastirmacilarinin (antiquari-
ans) varolan terminoloji ve ydntemlerinin uyarlanip

yeniden diizenlenmesi ile anlagilabilir ve kabul
edilebilir hale geldi. Nasil ki Klasik gecmis, Yenicag
aydinlarinca metinsel ve maddi kalintilarin calisil-
masi sayesinde yeniden insa edilmisti, diinyanin uzak
tarihi de, yer altinda sakli jeolojik ve arkeolojik isaret-
lerin yakindan okunmasi yoluyla ortaya ¢ikarilacakti,
hem de tiim dramatik canlilig1 ve nedensel baglantila-
riyla birlikte. Topragin derininde yuvalanmis jeolojik
ya da paleontolojik buluntularla sikkeler, kitabeler ve
arsivsel belgeler arasinda yakin benzesimler kuruldu.
Topografyasi, tim jeolojik katmanlari ve fosilleri ile
diinyanin varolan maddi varligi, gecmise dair verimli
bir belgesel kaynak olarak calisiimaya hazirdi. Yeralti
ve yeriistiindeki tiim kalint1 ve izler, modern bilimin
analitik stratejileri ile sirlarinin ¢6ziilmesini bekleyen
evrensel bir arsiv olusturuyordu. ister ilkel yaratikla-
rin kalintilari olsun, ister cansiz, atil ve yavas jeolojik
slireclerin sonucu, isterse de insan uiriint, yerka-
buguna islenmis tiim yaralar ve imler pek cok seyi
aciklayabilme potansiyeline sahip rumuzlar olarak
algilanmaliydi. Derin zamanin kesfinden sonra, jeo-
loglar, paleontologlar ve arkeologlar yeni kahinler ola-
rak, ge¢cmise dair kehanetlerde bulunacak miirsitler
olarak kabul gordiiler. Tim yeryiiziine dagilmis maddi
izleri bir araya getirecek, onlarin karmasik isaret
dilini ¢6zecek, ve diinyanin simdiye dek bilinmeyen,
derin ge¢misine dair sirlari acik edecek uzmanliga
sahiptiler.

Bizler de dogal cevrenin radikal bi¢cimde tarih-
sellestirildigi bu yeni zaman tasavvurunun varisleri-
yiz. Glincel olanin en eski ve kdksel olanla bir arada
var olduguna, ¢ok uzak ve ¢cok yabanci bir ge¢misin,
glindelik yasamimizi barindiran su siradan toprakta
elle tutulur bir bicimde mevcut olduguna dair algi, on
dokuzuncu ylizyila 6zgi tarihsellik bilincinin bize bir
mirasidir. Ge¢gmis odakli bu yaklasim (cagdas gercek-
likten kacinmay1 6ngdren) nostaljik bir kacist icermez.
Burada kastettigim tarihsellik hissinin 6zlinde olan,
Kitty Hauser’in “arkeolojik imgelem” olarak tanim-
ladig8, uzak gecmisin giinceldeki maddi varligi ve
ickinligine dair modern bir farkindaliktir.3 Yerytiziinii
yogun bicimde zamansallastiran modern algi, bizi
mekanin maddi ve tarihsel katmanlanisina cok daha
duyarl: hale getirdi. Bu yeni zamansallik bilinciyle
cevremiz, bize derin zamanin sik ve girift ¢izgileriyle
sekillenmis kesif bir értinta gibi gérintr. Kurak bir
cografyaya yerlesmis ciplak bir hoyiik, bizim i¢in
bir zamanlar ilk insanlar tarafindan iskan edilmis,
tropik bitki 6rtiisii, egzotik hayvanlari ve meyveleriyle
capcanli, muhtemel bir sit alanidir. Simdi fabrikalar
ve otoyollarla alt iist edilmis kalkerden bir peyzaj,
zamanin asiri yavas sayacinda vuku bulan agir ve dra-
matik bir degisimi bize hatirlatan, 6zl taglasmis deniz
canlilarindan olusan bir tortular y1ginidir. Derin bir



karsiliklilik hissi giincel olanla ebediyi, ugucu olanla
kalimliy1 birbirine baglar.

IT. ALAN

Gobekli Tepe Urfa sehri yakininda, kurak bir cograf-
yaya yerlesmis ciplak bir hoytktiir. Arkeologlar tara-
findan yakin zamanda toprak altindan ¢ikarilmaig bir
dizi devasa kirectasi siitunu icinde barindiran Neolitik
bir kutsal alandir. Bu alan tizerinde yaptigi cogul-med-
yali argiv calismasinda fotograf sanatgisi Sinem Disli,
optik ve maddi temasla tiretilen farkli tiirde belirtisel
kayit teknikleri ile calisiyor.

Calismanin biyiik bir kismi fotograf islerini icerir-
ken, Disli ayrica fotojenik baski (nesneler ve yansi-
malarin dogrudan kimyasal olarak duyarli kagitlara
kaydedildigi cyanotype gibi) ve toprak kromatografisi
gibi farkli kimyasal siirecleri de kullaniyor. Bu belge-
leme ¢abasinin merkezinde insan eli ya da doga tara-
findan arazi tizerine birakilmis tiirli izler, kalintilar ve
oruntiler vardir. Bu izler birebir olaylarin Grintdir;
kisa ya da uzun vadeli eylemlerin kaydini tutarak bos
bir peyzaj1 "yer”e dontstiirirler.

Digli'nin Neolitik alan ve cevresi lizerine yaptig1
isler derin zamana ve onun giinceldeki ickinligine
dair giicli bir duyarliligin irintidiir. Bu igler tim
Gobekli Tepe peyzajinin maddi isaretlerinin yeniden
yazildigy, dizildigi ve zenginlestirildigi bir gérsel deney
olarak kurgulanmistir. Katmanlasmis zamanin gorsel
tani81 olan fotograf Gobekli Tepe’deki bu izlere belir-
ginlik kazandirir. Bu cabanin nihai hedefi ise diinyevi
maddenin; kireg, kil ve cakmaktasinin, zamani nasil
kavrayip ona sekil verdigini, ve giiniin sonunda gec-
mis olaylarin somut kalib1 olarak nasil baki kaldigini
gostermektir. Bu yiizden de Disli yalnizca Neolitik
zanaatkarlarin arkaik izleriyle, buytleyici vahsi
hayvan kabartmalariyla ve anitsal taslarla ilgilenmez.
Bir o kadar 6nemli olan baska bir sey de zamansal
akisin giinceldeki izlerini kayit altina almaktir. Bu
izler, arkeolojik bulgular: sarmalayan alc1 kalipla-
rin bosluklarinda, ya da yillarca giines ve topragin
izleriyle lekelenmis kazi evi perdelerinin dokusunda
karsimiza ¢ikar. Zamanin kalintilarini belgeleyen adli
bir caba olarak fotograf, bu noktada arkeoloji ile yakin
iliski halindedir; ikisi de gecmiste kalmis olan ve
ancak maddi tortulariyla var olan eylemlerin belgesel
cetelesini tutar.

Gobekli Tepe'nin T-bicimli dikilitaslar: yakindaki
kirectasi ocaklarda yontulmus ve Neolitik is¢iler ve
tas ustalar: tarafindan alana taginmaisti. Bu tasima
isi de ciddi bir teknik ve organizasyonel yeti gerekti-
riyordu. Bin yillar icinde, kutsal alanin bircok yerle-
sim katmani bilingli bir sekilde moloz ile kaplandi
ve Gobekli Tepe hoylgi Neolitik doldurma yi1ginlar:
uzerinde yiikseldi. Yirminci yuzyilin ikinci yarisinda

bu yapay hoytik arkeologlar tarafindan kazildiginda,
tarihsel molozun, yani kirectasi yontular: (Neolitik tasg
ocagi kalintilart), toprak ve kemiklerden olusan y1gin-
larin arasindan pek cok insan yapimi eser, cakmak-
tasi kaplar, 6glitme taslari ve boncuklardan olusan
bir hazine kendini gosterdi. Disli'nin kaz1 envanteri,
alandaki uzun dénemli degisimlerin kesitini alarak
oyuk-hoyiik-oyuk cemberinin (yani tag ocagi kazi-
si-moloz dolgu-arkeolojik kazi) hareketini takip
ediyor. Fotograflar tarihsellestirici bir bakisla, simdi
ve burada olan ile ¢ok uzakta kalan ge¢mis arasindaki
akis1 ve gecirgenligi 6n plana aliyor.

Derin zamanin yasanilan cevredeki ickinligi ve
varlhigini stirdirisi, ¢cagdas Urfali tag ustalarinin
ellerinde hayat bulmus giillelerin (geleneksel bir
sokak oyununun tastan yontma misketleri) yakin
plan gorsellerinde en etkili bicimde gézlemleniyor.
Gezegen benzeri miikemmel geometrileri ve ebruli
ic-pariltilariyla giilleler Gobekli Tepe’'nin derin jeolojik
gecmisinin zengin mineral dokusunu da iclerinde
barindiriyor. Ama her seyden 6te, ebedi ve giincel ara-
sindaki devamli gidip gelisi kayda gegirerek gintimiiz
ile gecmis arasindaki temasa ve kesisime en carpici
sekilde taniklik eden, Digli'nin Gébekli Tepe peyzaji
imgeleridir. Bu fotograflarda Neolitik peyzajin ken-
dine 6zgi hatlariyla yoresel topografyaya yapilan yeni
midahaleler birbirine hem karsit hem de tamamlayici
bicimde konumlanmaistir; kara bazalt molozu ile leke-
lenmis yol kenarlari, arazinin hendeklerle yarildigi,
tiinel makinalariyla oyuldugu tas isleme tesisleri,
veya endiistriyel kirectasi ocaklarinin kustugu moloz
tepelerden olugsmus yeni bir cografya — derin geg-
misin tatsiz bir giincele sokiin ettigi tim bu alanlar
fotografin esitleyici hassasligl ile kayit altina alinmais-
tir. Zamansal akisi yakalamak ve uzagi yakinlagtirmak
icin gelistirilen bir on dokuzuncu ytizyil teknolojisi
olarak fotograf, bu cok katmanl tarihsel yogunlugu
dizinlemek i¢in en uygun aractir. Hatta maddi ger-
ceklik ile anlik ve dokunsal bir temasin Grini olan
fotograf ile zamanin maddi etkilerine uzun vadelerde
maruz kalan diinyamiz arasinda temel bir esdegerlik
oldugu bile iddia edilebilir. Yogun bir gérsel temas
aninin fotokimyasal kalintisi olarak fotograf, yasamin
yuzeydeki izlerini sonsuz detayiyla hapseder, ve bu
ozelligiyle de yerytiziiniin plastikligini ve emiciligini
mikro Olgekte tekrar eder.

III. TARIH

Geleneksel tarih yazimi modellerinde olay akisi, ¢izgi-
sel gelisime, ardisik nedensel baglantilara ve séylem-
sel diizene siki sikiya tabidir. Yerkiireye naks olunmus
milyarlarca yillik maddi kayitlarsa, derin zamanin
urettigi tim detay ve karmasasiyla, bu diizene mey-
dan okur. Jeoloji, paleontoloji ve evrimsel biyolojinin
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uzun doénemli birikimleri, dlizensiz hizlar, dengesiz
sicramalar, sapmalar, ve ataletin de damgasini vur-
dugu bambaska, daha sacakli ve cetrefilli bir diinya
tarihi modelini ortaya koyar. Ornegin giintimiizde,
primatlar1 Homo sapiens’e baglayan sabit ve cizgisel
bir bagin olmadigi, insan evriminin sapmalar, tiirler
arasi gecigler, ortiigsmeler ve ¢cikmaz sokaklarla dolu
bir haritasi oldugu biliniyor. Boéylesine bas dondii-
riicli bir cesitlilik, birlik ve biitiinliikten cok, tesadiifii,
ariziligi ve olumsallig1 hesaba katan alternatif bir
tarih vizyonunu talep eder. Derin zamanin ¢ogul izleri,
cizgisel ve yonsel ilerleyen bir anlatinin etaplarina
hapsolunamaz. Burada artik, zamansal degisimin
(Deleuze ve Guattari'nin “platolar” olarak tanimladigr)
birbirine bagli noktalar ve zincirlerden olusan agik bir
ag uzerinde haritalandirildigi daha daginik ve eklemli
tarih yazimi modellerine ihtiyag vardir.4

Ham, ciplak gorsel veriyi isleyen modern bir
medya teknolojisi olarak fotografin bilgiyi kaydetme,
arsivleme ve iletme sekli konvansiyonel tarihin bilgi
iretme yontemleri ile uyumlu degildir. Fotografin alt-
yapisal mantigi, maddi gercekligin cogullugu ve kar-
gasasiyla dogrudan kurulan optik temasa dayanir. Bu
ozelligiyle fotograf, tarihsel sdylemin dogrusal seman-
tik mantigiyla uyumlu degildir. Diger bir deyisle,
gecmis bir anin maddi, fotokimyasal izlerini tasiyan
fotograf, tarihin secici ve homojenlestirici kalibina
oturtulamayacak kadar akiskan, dengesiz ve taskindir.
Bu sebeple de, tarihsel metinlerin aksine, fotografin
zaman ve hafiza ile iliskisi cisimsel ve duyumsaldir,
fiziksel diinya ile yogun, dokunsal yakinlik temelinde
sekillenmistir. Zamanimizin tarihsel duyarliligi en
yuksek medya kuramcilarindan biri olan Wolfgang
Ernst’in fotografcilig: yeni ve ileri teknolojiye sahip,
ama yine de nesne odakli bir tiir eski eser meraki
(antiquarianism) olarak nitelendirmesinin sebebi de bu
olsa gerek.?

Fotograf bize ge¢mis ile farkli bir iliski kurma
imkani sunar. Yogun yiizey detayi iceren fotograf,
zamanin biraktig1 pek ¢ok izi aracisiz ve e zamanli
olarak var eder. Fotografta zamanin tiim katman-
lariyla birden 6érneklenisi, ve bir gézlem nesnesi
olarak kalic1 bicimde sabitlenmesi, gecmisle baglan-
timizi tarihin kaliplagmis rutinlerinin 6tesine tasir.
Fotografin hamlig1 ve tabiatinda var olan asiriligi
(buna “veride ifrat” diyebiliriz belki), ge¢cmisin fiziksel
izleri arasindaki tirli alis verigleri, ardisik olmayan
baglari, beklenmedik karsilagmalari bize fark ettire-
cek bir potansiyel tasir, ve dolayisiyla zamanin farklh
katmanlarinin birbirini igeriyor oldugu gercegine
bizi daha bir alistirir. Bu bakimdan Sinem Disli'nin
Gobekli Tepe fotograflar: alanin tarihine iligkin varo-
lan yaklasimlara carpici bir alternatif olusturur. Bu
fotograflar zamani yeniden diisinmeye, ¢cok katmanli
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birikimini ve alandaki dolaysiz varligini gézlemle-
meye ¢agirir bizi. Gobekli Tepe'nin Neolitik katmanini
cevreden soyutlayip, tarihsel koklerini yeniden sabit-
lemek ve belgelemek yerine, hafizay: 6zgiirlestirmeyi
ve daha cogullagsmis bir tarihin imkanlarini gozden
gecirmeyi amaclar. Giintimiz Urfa’sinin ve Neolitik
Gobekli Tepe'nin tas ustalarinin birbirlerini icerdigi
ve dontstirebildigi bu alternatif tarihte kirectasi, hem
endistriyel istahin hem de Neolitik hiirmetin nesne-
sidir. Tarihsel hafizay1 ¢cogullagstirma ve genisletmeye
yonelik bu yaklasim, ge¢misin tekil ve yekpare yorum-
larinin otoriter rejimlerce bize dayatildigi bu ¢agda cok
daha tazeleyici bir etkiye sahiptir. Neyse ki, tarihte hala
farkliliga ve ihtilafa yer var. Zira tarih, T. S. Eliot'in dile
getirdigi gibi, “kolelik de olabilir, 6zgiirlik de.”®

Ahmet A. Ersoy Bogazici Universitesi Tarih Bélimii'nde
docenttir, ge¢ Osmanli dénemi kiiltiir tarihi tizerine
caligmaktadir.
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In the beginning is my end. In succession
Houses rise and fall, crumble, are extended,

Are removed, destroyed, restored, or in their place
Is an open field, or a factory, or a by-pass.

Old stone to new building, old timber to new fires
Old fires to ashes, and ashes to the earth

Which is already flesh, fur and faeces,

Bone of man and beast, cornstalk and leaf.

—T.S. Eliot, “East Coker,” Four Quartets

I. THE EARTH

The thin unsteady crust that we consider to be our
habitable earth, what T.S. Eliot calls an amalgam

of flesh, fur, and faeces, is an unruly mix, vibrant
with clusters of circulating biomass, and the steady
layering, folding, and fusion of mineral sediment.
Constantly seared and stamped by organic and
inorganic matter, the ground underneath our feet is a
layered deposit of time. Its marked surfaces form an
aggregate record of events, acting as an index of long-
term geological processes, recurrent life cycles, and
erratic human action. The earth, some media archae-
ologists claim, can therefore be imagined as media,
an immense recording device that carries signals of
time and past activity in its variegated texture.l This
implies that digging is the most primordial form of
archival work, the depths of any hollow transmitting
to us the earlier records of time.

The idea is neither new nor revolutionary. The
insights of eighteenth-century savants and the rise
of modern historical sciences in the nineteenth
century, such as geology, paleontology, and archae-
ology, brought forward a radical transformation in
the common conception of time. The horizons of a
human-centered vision of temporality, based on
historical writing and religious cosmology, were vastly
expanded by discoveries that revealed the bewilder-
ing immensity of “pre-human deep time,” measured
in millions, or even billions of years rather than
thousands.? Since human history is only a brief, final
episode in the long-term environmental history of the
world, the very uncanniness of this shift in temporal
scale, older rhetorical strategies and metaphors are
required. The new, unfathomable knowledge on the
natural world was rendered intelligible and admissi-
ble by redeploying the methods and terminology of
historians and antiquarians. Just as the Classical past
had been reconstructed through the study of textual
records, ancient objects, and material remains, the
distant history of the earth was to be plotted, in its full
drama and causal order, by a close reading of signs
nested in the geological and archaeological under-
ground. Analogies were made between the geological

or paleontological record and coins, inscriptions, and
documents. The earth’s material present, with its
topography, geological strata, and fossils, was envis-
aged as the past’s fertile documentary detritus, a uni-
versal archive waiting to be deciphered through the
analytical strategies of modern science. The scars and
traces embedded in the earth’s crust, whether inert,
organic, or human-made, carried an immense revela-
tory potential. After the discovery of deep time, geolo-
gists, paleontologists, and archaeologists emerged as
the new seers, as masters of retrospective divination.
They possessed the expertise to piece together the
diffused material traces of the earth, to unravel their
complex sign language, and expose the secrets of deep,
hitherto unknown, pasts.

We are inheritors of this radically historicized
vision of the natural environment. The idea that our
present coexists with the very ancient and the primor-
dial, that the distant, alien past is immediately and
tangibly present in the mundane soil that we inhabit,
is a legacy of the nineteenth century’s historical
consciousness. Rather than being a form of nostalgic
reversion (which demands the evasion of contem-
porary reality), this vision is grounded in what Kitty
Hauser calls the “archaeological imagination,” involv-
ing a keen awareness about the material immanence
of the past in the present.3 The modern, intensely
temporalized vision of the earth has made us more
attuned to the materiality and historical layering of
space. To us, our surrounding environment appears
as a mixed and laminated assemblage of time. A
barren mound in an arid landscape is a potential site
once inhabited by early humans, lush with tropical
vegetation, exotic animals, and fruits. A limestone
landscape, now cluttered with factories and highways,
is also a carbonate sediment of coagulated marine
organisms, evoking long-term, dramatic action taking
place in an extremely slow-paced register of time. A
deep sense of reciprocity binds together the present
and the primeval, the ephemeral and the slow.

IT. THE SITE

Gobekli Tepe is a barren mound in an arid land-
scape, in the vicinity of the city of Urfa in southeast-
ern Turkey. It is the setting of a Neolithic sacred site,
marked by a series of limestone monoliths recently
unearthed by archaeologists. In her multimedial
archival work on the site, photographic artist Sinem
Disli engages with several techniques of indexical
registration involving optical and material contact.
While the larger part of the study comprises photo-
graphic works, Disli also employs various techniques
of photogenic printing (like cyanotypes where images
and reflections are registered directly on chemically



sensitized paper), as well as forms of chemical
processing such as soil chromatography. At the core
of this documentary effort is the disparate range of
marks, dents and patterns left on the terrain by nature
or by the human hand. As end products of events,
chronicling long- or short-term activity, these markers
are what turn the empty landscape into a site.

Disgli’s work on the Neolithic site and its environs
is suffused with an acute sense of deep time and its
contemporary inherence. It is a visual experiment
in re-inscribing, collating, and enhancing the mate-
rial markers of the entire Gobekli Tepe landscape.
Photographic techniques bring these traces into sharp
relief as testimonies to the composite stratification of
time in the site. The ultimate goal of this endeavor is
to address how earthly matter, stone, mud, and flint,
embraces and molds time, leaving behind its residue
as a material cast of past events. Disli, therefore, is not
solely interested in registering the archaic imprints
of Neolithic craftsmen, the captivating reliefs of wild
animals, and the megalithic enclosures in which they
are embedded. Just as important is to transcribe the
contemporary vestiges of temporal flux, evidenced by
plaster casts used to replicate archaeological objects,
or by the weather worn curtains of the excavation
shacks, stained by years of exposure to the sun and
soil. As a forensic effort in evidencing the layers of
time, photography here is conversant with archaeol-
ogy; it is enlisted to assemble a documentary record of
past and forgotten activity.

The T-shaped monoliths of Gobekli Tepe were
carved out in nearby limestone quarries and trans-
ported to the site by Neolithic workmen and masons, a
task that required considerable technical and orga-
nizational skill. Over millennia, several occupational
layers of the sacred site were intentionally covered
with rubble, and the Gobekli Tepe mound rose atop
these layers of Neolithic landfill. When the artificial
mound was dug out by archaeologists in the late twen-
tieth century, the debris revealed a treasure trove of
artifacts, flint vessels, grinding stones, and beads, scat-
tered in a sea of limestone chips (detritus of Neolithic
quarry work), dirt, and bones. Digli’s inventory of exca-
vation activity cuts across these long-term patterns of
change in the site, tracing out the movement of the hol-
lowing—mounding-hollowing cycle. Her photographs
reveal a keen historicizing outlook, and foreground the
flow and porosity between the immediate and the very
remote pasts.

The immanence and survival of deep time in the
landscape is most penetratingly observed in close-up
images of giilles, stone balls carved in the hands of
contemporary masons of Urfa and used in a tradi-
tional street game. In their planet-like radiance and

perfection the giilles embody the rich mineral texture
of Gobekli Tepe’s deep geological past. But above all,
it is Digli’s images of the broader Goébekli Tepe land-
scape that fully attest to the contact and confluence
between the present and the past, charting the con-
stant back and forth movement between the eternal
and the current. Contours of the astounding Neolithic
landscape are juxtaposed and complemented by
recent interventions on local topography: roadsides
patched with dark basalt debris, a newly emerging
geography of rubble hills disgorged in the land-
scape by stone factories, or industrialized limestone
quarries where the land is fissured by trenches and
hollowed by machine-made tunnels. All these sites,
where the deep past migrates into the unsavory pres-
ent, are recorded with the leveling precision of pho-
tography. As a nineteenth-century technology devised
to capture time and to make the remote immediate,
photography is the most fitting medium for indexing
this multi-layered temporal density. One can even go
further and argue for an elemental reciprocity that
exists between photography, its split-second physical
contact with material reality, and the earth, with its
long-term exposure to the marks of time. As a fixed
photochemical residue of a moment of intense visual
contact, photography arrests the surface traces of life
in exorbitant detail, and replicates, in micro-scale, the
plasticity and porosity of landscape.

IIT. HISTORY
The overwhelming detail and complexity of deep
time’s material traces, the earth’s layered record of bil-
lions of years, defies traditional models of history writ-
ing based on linear sequences, uniform development,
and discursive regularity. The long-term insights of
geology, paleontology, or evolutionary biology put
forward a wildly diversified, multi-threaded history of
the world marked by a mix of uneven speeds, erratic
jumps, diversions, and standstills. It is now common
knowledge, for instance, that no uniform, directional
link connects the primate and Homo sapiens, and that
the map of human evolution is a patchwork of detours,
crossovers and dead ends. Such bewildering diversity
demands an alternative vision of history that accounts
for chance and contingency, rather than one that
aspires to wholeness and unity. It calls for more dif-
fused and reticulated models of history writing where
change is distributed across an open meshwork of
interconnected nodes and strands, what Deleuze and
Guattari define as “plateaus,” rather than progressing
in stages along a linear, directional narrative.*

As a modern media technology for processing
raw, aggregate visual data, photography’s mode of
recording, archiving and transmitting knowledge is
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incompatible with that of conventional history. The
infrastructural logic of photography, based on direct
optical contact with the mix and clutter of material
reality, defies the linear semantic logic of ordinary
historical discourse. In other words, photography’s
content, the photochemical traces of past material
presence, is too fluid, unstable, and excessive to fit
into the selective and homogenizing matrix of history.
As opposed to history as text, therefore, photography’s
relationship with time and memory is embodied by
images of artifacts—evoking a dense, visceral contigu-
ity with the physical world. This is why Wolfgang Ernst,
among the most historically-minded media theorists
of our time, defines photography as a new and tech-
nologized form of antiquarianism.®

Photography allows for an alternative mode of
engagement with the past. Its thick surface detail ren-
ders multiple marks of time immediately and simul-
taneously present. This layered sampling of time,
permanently fixed in the photograph as an object
of observation, provides an occasion to go beyond
the established routines of history. The rawness and
inherent excess of photography carries the potential
to make us detect non-sequential links, uncalled for
juxtapositions, and reciprocities between the physi-
cal traces of the past, making us more attuned to the
co-inherence of different layers of time. It is in this
sense that Sinem Disli’'s Gobekli Tepe photographs
pose a counterpoint to standard visions of the site’s
history. They are interjections that urge us to rethink
time, to observe its multilayered sedimentation, and
immediate presence in the site. Rather than docu-
menting Gobekli Tepe’s fixed origins, these photo-
graphs aspire to emancipate memory, and to consider
the possibility of a more diversified form of history,
where limestone is the object of both industrial hun-
ger and Neolithic reverence; a history where stone-
masons of contemporary Urfa and those of Neolithic
Gobekli Tepe might include and transform each other.
This offer to diversify and expand historical memory
is all the more invigorating in an age when singular,
monolithic versions of the past are enforced on us by
burgeoning authoritarian states. Thankfully, there is
still room for difference and dissent in history, which,
as confirmed in the words of T.S. Eliot: “may be servi-
tude ... may be freedom.”®

Ahmet A. Ersoy is Associate Professor of History at Bogazici
University, Istanbul. He is a specialist of late Ottoman
cultural history.
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NOTES

1. See Jussi Parikka, The Anthrobscene (Minneapolis:
Minnesota University Press: 2015); and Siegfried Zielinski,
Deep Time of the Media: Toward an Archaeology of Hearing and
Seeing by Technical Means, trans. Gloria Custance (Cambridge
MA: MIT Press, 2006).

2. On nineteenth-century notions of deep time, see: Stephen
Jay Gould, Time’s Arrow, Time’s Cycle: Myth and Metaphor in the
Discovery of Geological Time (Cambridge MA: Harvard University
Press, 1987); and Martin J. S. Rudwick, Earth’s Deep History
(Chicago and London: University of Chicago Press, 2014). On
the relationship between photography and nineteenth-century
natural sciences, see Kathleen Davidson, Photography, Natural
History and the Nineteenth-Century Museum: Exchanging Views of
Empire (London and New York: Routledge, 2017).

3. Kitty Hauser, Shadow Sites: Photography, Archaeology, and the
British Landscape 1927-1955 (Oxford: Oxford University Press,
2007).

4. In proposing a “nomadic” alternative to linear,
authoritative models of history prescribed by the sedentary
state, Deleuze and Guattari define plateau as a point where
circumstances bring an activity to a state of intensive
stabilization, without orienting it towards a final wholeness
or climactic culmination. Gilles Deleuze and Félix Guattari,

A Thousand Plateaus: Capitalism and Schizophrenia, trans. Brian
Massumi (Minneapolis: University of Minnesota Press, 1987).

5. Wolfgang Ernst, Digital Memory and the Archive
(Minneapolis: University of Minnesota Press, 2013).

6. T.S. Eliot, “Little Gidding,” in Four Quartets (New York:
Harcourt Inc., 1972): 63.
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