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Passing a window, | glanced into it, a photography
exhibition by Atit Sornsongkram, tries to find the
possibilities of photography media In how it can
surpass the two dimensional planes under its own
rules.

Atit is interested in visualisation, the creation of
images, and creating images that representimage in
the mind. He questions the status of photography;
what it truly is, and what its functions are, by having
the perception of his audiences to fulfill his work.

Nowadays, when people can access photography
in a short moment, Atit, on the contrary, creates
his art slowly and carefully. Working in front of
the camera, Atit handpicks materials and stages
them like how a sculptor works. Then, he uses
digital methods in an attempt to reach the nearest
perfection as it can, while still retains its own
purity. And for himself, he considers his works
as another form of clean and simple poetry, only
that it requires sensory perception and time to
consider and fully embrace it.

Atit believes that photography can lead its
audiences to the space within the picture as if
the photograph has a world within it. However, in
reality, a photograph is merely a piece of paper that
its producer arranges.
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In the exhibition Passing a window, | glanced into it,
Atit questions ‘The image of an image’ again. However,
this time, it is to return to an emergence of images
that is the simplest and the most natural, which is
reflection. Since ancient time, reflection would occur
on the surface of any liquid with only mechanic of
light. For this series, the artist chooses ‘Mirror’ as the
main element, being an object that is able to create an
image onits own. After that comes experiments in ma-
nipulating images as he wants; that is to question the
planes and the depth dimension in terms of surface -
image - inside the image which the two dimensional
photograph can make them appear.

Atit Sornsongkram was born in 1981 in Bangkok,
Thailand, where he now lives and works.
Sornsongkram works mainly with the medium
photography, in which it has been manually
constructed and digitally edited. His form-reduced
abstract monochrome multisize photograph usually
start with questioning and hypothesizing media of
photography by playing with the perception of the
audience through lighting, duplicating and rearrang-
ing of the image. He defines his works as a poem in
another form. Sornsongkram started his study in
Germany at Kunstakademie Dusseldorf in 2008 in
the class of Professor Hubert Kiecol and graduated
with the title master student from class of Professor
Andreas Gursky in 2014.

Exhibition View
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Conversation with Atit Sornsongkram
in his kitchen; Feb 16, 2019, 5 PM;
interviewed by Pojai Akratanakul,
joined by Prae Pupityasataphon

PA: What is it that triggered you to be this very into
photography and influenced you to use photograph
as medium?

AS: It began when | was in my teenage years. I've
come to some realization that photography is kinda
romantic. It captures the moment or time. And it
also sort of creates the sense of ownership at the
same time. | don’t think that we can actually own a
mountain or anything like that. But with photograph,
we can actually be the owner of the photo of that
mountain.

PA: So you say that photography is somehow the
process of possession?

AS: Yes. For instance, when | was young and had a
girlfriend, I'd take the photo of her and kept it with
me. Such doing, | think it indeed is what it’s called
‘ownership’. | don’t have to be or act like ‘the owner’
of my girlfriend, but there’s a sense of ownership
there in photographs I'd taken.

PA: Could you tell us more about your time when
you were just a student? When did you start to get
serious about taking photos?

AS: Actually, I've been into ‘photography as art’
since | was doing my bachelor degree at KMITL.
After | graduated, | went to further my education
in Germany. At first, | did really want to study with
Thomas Ruff. But when | arrived there, | found out
that he hadn’t been teaching for 3 years already.
Moreover, at that time, there was no professor
who taught purely in photography at all except
for Christopher Williams. His class was super
conceptual. He didn’t order any of his students
exactly for what particular media we ought to use.
Therefore, | went to speak to him about my idea to
get to his class, but, well, | failed. However, in the
end, | still got to study, but with professor Hubert
Kiecol who was a sculptor instead. And his class
was, in fact, pretty brilliant.

Kiecol is a post-minimalist artist. His works directly
involved with architectural elements

Kiecol once gave me advice to make the art that
even myself couldn’t explain it through words. He
said something like that because all my previous
works had to be explained in words in order to make
people understand them. I've been keeping this
advise in my mind since then. It has become the key
for my working process.
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(Fig. 1)
Untitled, 2011
Inkjet-Print
44.1x60 cm

PA: Did your works go into the suggested direction
during that time?

AS: At that time, my works were about things like
time and space, like Day and Night, 2008-13 (Fig.
1). In that work, | used photos of architecture to
compare with time. | edited the lighting in the photos
by overlapping daylight and nightlight in a photo

After that, | had a photo set series called Display,
2011-12 (Fig. 2). It's the set of photos which
documented the front of abandoned shops. | had
spent 3-4 years on that photo set. | did that until |
changed my class to study with Andreas Gursky.

PA: What made you change your class to study with
Gursky?

AS: As a matter of fact, | admire Kiecol a lot. But
| decided to move out from the class because
| wanted to study with an artist who could really
talk about using photography as media. | wanted
to understand more about philosophy and how the
photo artists think.

PA: Could you explain more about the Display,
2011-127?

AS: Actually, this series had began at time of my
portfolio making when | applied for colleges. At
that period of time, my family business, publishing
house, was closing down. Such incident made the
concept of “time freezing” come to my mind. For
example, when we walk on the street and spot some
random abandoned stores and that when we take
a good look through the window of the stores, we'll
see all the abandoned stuff inside. They’'ll all be
dusty. This discovery is like time have been frozen
inside.

However, taking a photo that is time related is
different from taking a photo of people playing table
tennis where the photo shows the a shot of the activi-
ty like it just freezes the moment of the game. Taking
photo that is time related is like you take a photo of
an aquarium of time, the time that has stopped since
the stores shut. Then | imagined about the action
of the people inside the stores. People who might
have packed their stuff and left. But no matter what
has happened, there’ll be something still remaining
there. Seeing some room, that’s what I'm interested
in.
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PA: So do you have any special time to go out and
capture the picture? Do you stick with that particular
6.05 PM?

AS: No. Not at all. For photo, | think technique is
what truly matters. | want some kind of light that will
make everything look ‘timeless’. | want the photo
| take to be a timeless model. | want nothing to relate
to just a specific time but | want the photo to be the
representative of the actual place. Normally, when
| imagine a picture in my head, there has never been
rain or sunshine. Do you follow?

PA: How did you start prioritizing material?

AS: Well, it maybe because of this photo series,
the photo within photo. | printed out a landscape
photograph. | put it in the water, waited till it dry. It
got crinkled. Then | adjusted the lighting and after
that, | photographed the photo of this photo.

And for the photo I've got, | intended to leave dust
and some marks there. | want to make people
see that what they are actually seeing is not the
landscape of a mountain but a mountain (Fig. 3).

PA: So you'd say that being ‘the photo within photo’
is what you have always been into?

AS: I'm interested in the stage of being photo and
medium and the place within the photo. They all
are parts of the question that asks us about what
exactly a photograph is, where its boundary lies.
Even though each of them is just a small question,
| still find it amusing especially on that the photo
is kinda bringing about some realisation to the
audiences.

PA: Do you see your artwork as experimental?
AS: Pretty much.

PA: How experimental? | thought you always kinda
shoot 1,000 photos and then pick 5 out of them. |
thought you've got goal in what you do already not
just experimenting it.

AS: Wel, for me, trying out things in front of the
camera is what it’'s called “experimental”. | never
know what kind of photos I'll get in the end or what
they’ll be like. Most of the time, I've never pictured
the outcome first. The process that | follow is like
making sculpture. | play with material and position
and then | observe.

PA: If you don’t have any particular goal in mind when
you create the set, what will be the sign that tells you
something like “OK. This is the angle | need™?

AS: That’s purely about instinct. Besides that,
there’s also an important thing called experience.
Experience will let me know when | got an image
that can represent the message | want to convey.
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(Fig. 3)
Alpen Il, 2014
Inkjet-Print
100x 150 cm

PA: Why do you choose the name ‘Passing a window,
| glanced into it.”?

AS: Part of it came from the beginning of this photo
set. Supposedly, | walked pass a mirror and then |
decided to look at it, other people who noticed me
looking at the mirror would never know what exactly
| was looking at. It could be just an insect sticking
on that mirror or me staring at my own reflection.
This given situation is actually a solid explanation for
what | am trying to do through this exhibition.

PA: Why do you choose to talk about reflection and
reflected image in your exhibition this time?

AS: Actually, the idea came to my mind after | finished
my previous project which was ‘a photo of a photo'.

| feel like when we look at the mirror, there’s some-
thing that actually can be connected to photography.
Mirror is an ‘object’ that can create an image but it
can’t capture thatimage. So | kinda picture peoplein
primitive age, imagine them seeing themselves the
first time on the surface of the water. They must be
very surprised.

| used to have this project where | express my
desire to photograph old mirrors in their own place
like in Louvre or some old houses. It's because, for
me, mirror appears to be like an object that allows
people to travel through time. It has that timeless
attribute in itself.

PA: Why is mirror timeless?

AS: It's because the image appearing on the mirror
will always change. | always think that photograph is
like a window or door that can take you somewhere.
Whenever a human being look at a photo, presum-
ingly, a photo of the Alps, he will not only see just
the printed paper but he’ll see inside the subject of
the Alps. He'll see the place.

It's the same with mirror. When we look at it, we look
at the reflected image, at our bodies, or at our etes;
not the mirror.
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PA: So for this exhibition, is there any topic else
besides the mirror that you want to talk about?

AS: Actually, there’s none. | don’t want to compare or
create any metaphor. The Drop of Water 2019 (Fig.
4) might have some kind of metaphoric sense in it
though. For instance, when a drop of water drops
on any certain kind of surface repeatedly, let’s say a
million times, the shape of the water dropped will be
different from each other as well, which | kinda like
this topic.

PA: What’s the difficulty you've faced during the
working process of this exhibition?

AS: For the difficult part, | think it’s that | want
to limit my material in producing all photos.
Supposedly, there are 20 final photos, these
photos are taken from only 5-6 pieces of mirror.
So I'll have to think of how | can make them.

PA: Do you get angry when someone come to you
and tell you that your work is just another illusional
piece that deceit the perception of audiences?

AS: Nope. | don’t get angry with that kind of
opinion. But I'd be very mad if someone says that
it’s just an effect. In my opinion, illusion is another
tool that can speak as much as possible about the
essence of the material. However, the goal of all of
this is absolutely not about creating illusion.

PA: In your opinion, which piece is your most
dramatic work that you've ever done?

AS: I'll go with the Display. | think it's my most
dramatic work because it is literally connected
to my own experience. It’s about the time when
| was in Germany. In that period of time, my family
was running a publishing house still. And we used
to have like a hundred of workers working for
us 24 hours. There were always the roars of the
machines, noises and such all the time. But when
| got back home, | found nobody in that building
anymore. There was just my family. Just only 5-6
of us. This incident became such a huge dramatic
experience to me.

(Fig. 4)

A Drop of Water, 2019
Waterjet cut mirror

on plywood,
185x140cm
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PA: If there’s any sweat or dust, it will be related to
time and atmosphere, right?

AS: | don’t want ‘time’ in my photo. | want the photo
to be its own world.

PA: Does that mean you don’t want your photo to
represent just a particular moment? Like if you
take a photo of Prae, the photo has to be able to
represent the Prae-ness. Something like that, right?
AS: Exactly. The purity of the photo is the best tool
that can make me express the idea of my work
clearly.

PP: So you'd say that dust annoys you?

AS: Sometimes | let it be, sometimes | get rid of it.
For instance, in my series Day and Night, 2008-13,
| tried turning each set to depict my ‘model’ as
closely as possible. It didn’t have to talk about the
house no.25 and stuff like that. What | did need is
the ‘model’. The particular building with the right
shape that matched the ‘model’. | didn’t want the
story behind that place.

PA: So how do you feel with an image having
been influenced by other stuff. Like when we say
‘Hamburger’, the picture of ‘Big Mac’ will just
appear on people’s minds. How do you deal with
something like the?

AS: Well, | feel like that too. So it’s acceptable.

PA: Do you think about these stuff alot?  mean such
topic like Politics of Image Representation?

AS: Not exactly. Like | said before. If there’s a picture
that | can sense political matters in it, | will feel like
it's contaminated. And to feel such feelings it will just
makes me need no involvement. | don’t need any
misunderstanding from people.

PA: Would you like to consider it to be ‘anonymous’?
AS: In fact, | think ‘anonymous’ is just about the
title issue of my work, isn’'t it? For me, | think what
important is that to ‘make’ it to be ‘anonymous’,
not by name, but by itself. Specificity of place is
unnecessary.

PA: And timeless?
AS: Yes, | just only want the picture that can
represent the picture in my thought.

PA: iniluiteduduazluineanu van Au ussernia laluw?
' @ <) v W
AS: lipennlifinanlugy senlifudulanvesinduies

pA: Aolddldoenldsy a vian Taramila wu
mamﬂlmﬂmmuwsnmmmuumnamw
iﬂuumwmuum quuw .

As: Teias Anuusansveannilunay
\Huesosdiofivilfsmdslefsesnuvonslédniian

PP: ﬂawuuumumm

AS: UneiisRTaueTisnAudey sndeghagunuyn Day
and Night, 2008-13 Liﬁwmmaﬂﬂsmnuuq Thdunileu
Iuma ‘Uadlﬁ’llﬂﬂﬂﬁﬂ fuliisuluitezdomyai

Truaui 25 ugedye le evisdesnisua Tuaa’
mniﬂmsdquumwuululﬂmadmiLimiﬂ'ﬂﬂE]waaamumsa

PA: aUNusanmlqnumwmwmwuumﬂawﬁwamaumau
\‘1"| munmwwmm LLS&JLUBiLﬂaS mw’lummammmam
wm Blg Mac ADUNLED i‘UllE)EJ\ﬂ\iﬂUﬁﬂ’luﬂ’liﬂ«lu')

AS: Li”lﬂiﬁﬂ’l']llutﬂuﬂ&l’]ﬂu Sula

PA: udIARRaSasWINtiwes Iy
nsilesifeuniuamduuuil?

AS: leiiiien ggniiven nmluuiiisidndndudl politics
msammuﬂumaua“ Lsﬂluamna%ﬂmnwuum
Taudnledin

PA: udaBstuagniTutisulag?
AS: 9349 wiisesisuiuegiiFestesnilylny
AsitdndnyAans i Tifullsun

AnUN LQW']“’L?J’]"‘\]\ﬂlJﬁ’]ﬂEUV

PA: uae timeless?

As: 3u 19 ‘ ;
¥ g < o a 1 o
fosnsuanmiiduimunuvesnwluauAamiiy



PA: This exhibition must look very neat then. Is
neatness that important in this work?

PP:: Hmm...Can it be counted as the ‘ideal’ that you
mentioned about?

AS: No, it’s not.

PP: Actually, Atit is not a neat person at all. If you
see his desk where he works, you'll see what a
mess it is. His desktop will always be clean though.
However, that desktop is another story when talking
about his personality.

AS: Right. I'm never a neat person at all!

PA: Or you just see neatness as an attempt to
understand professionalism?
AS: Nope. Not at all.

PP: Or is it about being a perfectionist?

AS: Nope. It's more about visualization. An image
that can convey messages. What | want to say is that
‘image’ for me means the picture that got stuck in my
head. For example, when | think about a picture or
an image, that image won’t be dusty. Do you follow?
Therefore, in my work, if | leave any mark of reality
there, it means that | am being very thoughtful on
leaving it on this particular image because | think it
through that people in general may have imagined
these elements inside their heads while they are
seeing it which is very important to the work.

PA: When you edited the photos, did you removed
a lot of marks?

PP: A lot. (Whisper).

AS: Mostly, I'll make everything clean first. I'll make
sure that the set and the subjects of the photoshoot
look clean first. Then, if | found any unexpected
thing in my taken photos, | will just delete it later.

PA: So “cleanness” is actually important then?

AS: It depends on each photo actually. Well, in my
work, | want ideal photos. | want the photos that
contain the sense of objectiveness which means
that there won’t be any references to the mind or
thought of the photographer at all. For example, if
it's a photo of Prae [Pupityasataphon], | will never
want a photo of Prae undoing her hair or getting
sweaty. | want a photo of her biometry, something
like a passport photo. | mean for the part of it that
shows physical outlook of Prae. | want the photo
that can be a ‘representative of the picture of my
mind’. But this is just for some cases and some
contexts only.
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Mirror 019
2018
35x50cm
Inkjet-Print

Mirror 018
2018
50x75cm
Inkjet-Print
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Mirror 011
2018
88x120cm
Inkjet-Print

Mirror 03
2017
80x120cm
Inkjet-Print
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Mirror 05
2017
35x52cm
Inkjet-Print

Mirror 08
2017
100x150cm
Inkjet-Print
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Mirror 021
2018
50x75cm
Inkjet-Print

Mirror 012
2018
50x70cm
Inkjet-Print
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Mirror 020
2018
40x60cm
Inkjet-Print

Mirror 016
2018
44.5x60cm
Inkjet-Print
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Mirror 01
2017
100x150cm
Inkjet-Print

Mirror 04
2017
35x52cm
Inkjet-Print
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Mirror 015
2018
35x42cm
Inkjet-Print
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A Drop of Water, 2019
Waterjet cut mirror on plywood,
185x140cm
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Mirror 017, 2018, Installation
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ART AND SCIENCE OF ILLUSION
WRITTEN BY CHATCHAPOL KIATIKAJORNTHADA



Art and Science of lllusion
Written by Chatchapol Kiatikajornthada

The 15th century— which is known as Renaissance—
is when the art scene gave birth to one of the
well-known techniques namely “Linear Perspective”.
This such technique creates the 3D-like experience
to the eyes of the viewers through 2D painting
on canvas. Under the context of this astounding
happening, the artists in that period of time would
try to come up with new technique as they wanted
to deliver an amazement to their audiences’ eyes.
Either it would be about adding more dimension to
their artworks, virtualising them or making them to
be more animate. In other words, this such technique
of Linear Perspective can be read in the context of
science as “creating an illusion”.

When we talk about the paintings that can give us a
sense of illusion, surely that we all will point out to
the world’s most favourite painting, namely Mona
Lisa, which is painted by Leonardo Da Vinci.

Over hundreds of years that the painted picture of
Mona Lisa has haunted the viewers and touching
them with wonder through her mysterious smile.
The reason behind this such incident is due to
the feelings of the viewers when looking at Mona
Lisa. People will feel like Mona Lisa is smiling at
them no matter where they lay their focus on the
paintings; background or eyes. We'll always feel
like she’s smiling at us. However, if we stare at her
lips directly, we will feel like her smile disappears
and what is left is a smirk on her face.

What is the secret behind Mona Lisa’s smile? Well,
the answer is at the working process of human’s eyes.
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The painting of Mona Lisa

Habitually, when we look around, no matter it’s on
ourrightorleft, up ordown, due to ourjudgement to-
wards our own perception, we will think that we see
things distinctly. As a matter of fact, our eyesights do
have limitations involving distance. We can actually
objects clearly within limited distance. An easy way
to prove this distance limitation of visual perception
isthissimple experiment; raising both of yourforefin-
gers on eyes level (making sure that the fingers are
contiguous), staring at the forefingers. As the result,
you'll come to the realisation that your eyes can only
press their focus on only one of your forefingers,
meanwhile for the other one that is out of focus, you
will see it blurry. Such a result is due to the function
of retina and law of reflection. Our eyes are able to
see things not because of the objects we aim our
eyes at alone but it's the work of light as well which
is based on the law of reflection. For the function of
retina, it contains a tiny spot to respond to the light
that, according to the law of reflection, allows eyes
to be able to see. Therefore, if the light hits the fovea
precisely, we'll be able to see the object we lay our
eyes on distinctly. On the contrary, if the light hit any
place else besides fovea, we won't be able to see
objects clearly. For the distinct picture that we are
talking about here, it is known within scientific term

s “Central Vision”. Meanwhile, for the blurry picture
our eyes perceived that is originated from area
around retina besides fovea is named “Peripheral
Vision”.

Commonly, most people may give value and
attention on blurry picture way less than the clear
one. However, in fact, the distinct picture from
central vision and the blurry one from peripheral
vision have benefits in different ways. It is because
that this such unclear picture that we perceive by
temporal will allow us to see or notice things as
a whole picture better. Also, by this perception
through temporal, we can actually catch the
movement faster, for example, the predator who
moves fast. To get a better picture, let’s take a look
on this mirage.
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The hybrid picture of Albert Einstein
and Marilyn Monroe

This picture here, if we look at it in near distance,
we will see Albert Einstein. But if we take some
steps back to further the distance between our-
selves and the picture, we will see Marilyn Monroe
instead. The explanation to this suchincident is that
this picture has two pictures overlay on each other.
The face of Einstein was drawn with filamentary
line. Whereas for the picture of Monroe, it is a faded
silhouette. Therefore, with the use of filamentary
line in the Einstein picture, it is actually the reason
why our eyes view see Einstein easier than Monroe
when we view it in near distance. Meanwhile, for
Monroe picture, her face will catch our vision in
the further distance because her picture is more
like a faded silhouette. Even though this picture is
not directly related to central or peripheral vision,
it still helps us to understand such explanation of
them easier. Seeing things unclearly and roughly
(peripheral vision) make us see things different
from the picture our eyes capture through central
vision.

Let's get back to the painting of Mona Lisa
once again. When we stare at other parts of the
painting— anything besides her lips— we will
perceive her lips with peripheral vision though. As
explained earlier, such vision allow us to see things
that are shadowy better so that’s why our eyes
will easily catch the shadow of her smile, from her
lips up to her cheeks, where Da Vinci intentionally
put it there in his painting. But when our eyes lock
on Mona Lisa’s smile, which means that we are
depending on central vision, it will appear to us
that the smile seems to fade away suddenly.
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Viewing things with peripheral vision can also
be used to explain about other phenomena we
experience when looking at Impressionist paintings
since such style will not actually show any detail
distinctly. For instance, the Rue Montorgueil in Paris,
Festival of June 30, 1878 painted by Claude Monet.

If we intend to lock our eyes on just particular
object when there are many things else on the
same environment, we will still see those things
that we haven’'t focus on. However, those things
will appear to our vision blurry. For instance,
when we stare at just one particular flag or a
person when there are many in the setting, we'll
still perceive the appearance of other flags or
people that are there but they all will appear to
our vision blurry and not in complete figures.
Those flags or people will appear to be like some
rough brush stoke on canvas. But if we see things
literally in one whole picture without focusing on
any specific detail, we’ll actually see all that are
there before our eyes. Those brush stoke-like
figures will suddenly becomes crystallized. And
the cause of things being crystallised is that
sometimes when brain perceive pictures which
eyes can’t actually capture details fully or clearly
(can be applied on the cases of the picture we per-
ceive through peripheral vision and the unclear
painting), the brain will merge all the things we
see together. So that’s why in the given example,
we will see flags and people. This such operation
of the brain is commonly known in psychological
term as “lllusory Conjunction”. And with this such
integration of pictures worked by our brains there-
fore, that’'s why when we slowly glance around
from one particular picture to another picture,
we’ll see them in animate way.

From these given examples, we are now able to see
that in these days, scientists specialized in visual
perception are trying to understand the discoveries
of the artists, originated within trial and error
happening in over hundreds years ago. In contrast,
like what David Hubel, the winner of Nobel Prize
in Physiology or Medicine, says that he hopes
that one day, the knowledge from these scientific
researches will be the starter kit for artists to pick
up and develop some methods from them to create
beautiful artworks in the future as well.

Rue Montorgueil in Paris, Festival of
June 30, 1878 by Claude Monet
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About artist

Atit Sornsongkram was born 1981 in Bangkok Thailand, where he now lives and works.
Sornsongkram works mainly with the medium photography, in which has been manually con-
structed and digitally edited. His form-reduced abstract monochrome multisize photograph
usually start with questioning and hypothesizing media of photography by playing with the
perception of the audience through lighting, duplicating and rearranging of the image. He
defines his works as a poem in another form. Sornsongkram started his study in Germany at
Kunstakademie Dusseldorf in 2008 in the class of Professor Hubert Kiecol and graduated
with title master student from class of Professor Andreas Gursky in 2014.

Sornsongkram’s works have been included in many international art exhibition, among them
the exhibition “Black & White” from Diirer to Eliasson at Museum Kunstpalace Germany
(2018), “MULTIPLE PLANES” at BACC Bangkok (2018), “Strauss ist raus” part of Diisseldorf
Photo Weekend (2017), Brand New 2016 art project and has the solo exhibition “Minded
The Monsoon” at Ver Gallery Thailand, “Hidden Traces” part of Diisseldorf Photo Weekend
(2016), “SPAGAT” at Gallery A3 Moscow(2014), “EN EL CASTILLO” at MIAC Castillo de San
Jose, Lanzarote(2014), Klasse GURSKY STELLT AUS, Hiyoshi Raidésha Galerie Tokyo(2013)
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