
3313

TOWARDSUNKNOWNTERRITORY
FLURINA CASTY

2015

1  Drummond, H., Tropical Africa, Hodder and Stoughton, 1888, 

Preface vi

2 Drummond, op. cit., page 4

3 Drummond, op. cit., page 3

4 Drummond, op. cit., page 51

5 Conrad, J., Heart Of Darkness, e-book (Kindle Edition Amazon), 

1899, page 48

6 ibid., page 66

7 ibid., page 66

8 ibid., page 96

9 ibid., page 5

10 ibid., page 111

11 ibid., page 111

12 Drummond, op. cit., page 9

13 Conrad, ibid., page 49

14 ibid., page 49

15 Brown, T. C.,  ibid., “Cultural Psychosis On The Frontier: The Work 

Of The Darkness In Joseph Conrad’s Heart Of Darkness”, Studies in 

the Novel, Vol. 32, No. 1, spring 2000, page 23

16 Conrad, ibid., page 49

17 Conrad, op. cit., page 5

18 Pecora, V., Heart of Darkness and the Phenomenology of Voice, ELH, 

Vol 52, No. 4, Winter 1985, page 1005

19 ibid., page 2007

20 Conrad, ibid., page 79, “’I went a little farther’, he said, ‘then still a lit-

tle farther – till I had gone so far that I don’t know how I’ll ever get back’”

21 Coppola, F. F., Apocalypse Now, 1979

22 Conrad, ibid., page 105

23 Conrad, ibid., page 7

24 Conrad, ibid., page 109

25 Conrad, ibid., page 108

26 Conrad, ibid., page 112



INDEX

ABSTRACT

PROLOGUE

INTRODUCTION

CHAPTER 1

THE SECRET HEART

CHAPTER 2

THE RIVER

CHAPTER 3

CONTEMPLATING DARKNESS

CHAPTER 4

SHEDDING LIGHT ON DARKNESS

EPILOGUE

ABSTRACT

With the following pages I will depict aspects of a small selection of pic-
torial representations of expeditions in relation to the encounter with 
an unknown territory. Other concepts of expeditions are left out and 
I focus merely on the image of the expedition that lies in the context 
to the era of exploration. However I’m aware of the many variations of 
concepts of what an expedition can be, but the focus of this text lies in 
consideration of a—maybe conventional—image of it, rather than in 
defining a concept of the notion of the expedition. This derives partly 
from a slightly ignorant fascination for some of those tales that I was 
told in history class, but even more from a personal encounter, which 
I will recount later on. Therefore I will transcribe specific moments 
within some chosen accounts of expeditions in an essayistic manner, 
aiming that the combination of my display creates an image, which 
can be read uncoupled with the specific historical context it derived 
from. The chapters of the text resemble different points of divergence 
within the accounts of the expeditions, which open up into a more 
comprehensive conception of unknown territory.

PROLOGUE

A little while ago I left this side of the globe and I went to Africa. 
Somewhere over there I stumbled upon an old book in an antiquarian 
shop. It was an account of a journey into Africa by an Englishman. I 
skimmed with fascination through the yellowed pages of the book, 
which was a century older than me, and I thought of how many hands 
it had passed before it fell in mine. I wondered how it ended up back 
there, in the place it was intended to describe. As I thought about the 
time that had elapsed, I realized that even though the book was slowly 
crumbling away, the words of that Englishman had resisted time. It 
seemed as if his voice was emanating from the past. Those words seem 
to open up an approach to a place withdrawn by time. And yet, even 
though holding the book in my hand, that place remained distant and 
inaccessible to me. I was contemplating through those words an un-
known territory. I became aware of how distant this man’s perception 
of what he contemplated was and at the same time it felt as if distance 
and proximity melted into each other – indefinable and unclear.

I related Henry Drummond’s Tropical Africa to two other subjects of 
my fascination. The vigorous displays of expeditions exposed to the 
force of the unknown territory: Heart of Darkness by Joseph Conrad 
and Werner Herzog’s Film Aguirre, the Wrath of God.
The subject I deal with in my text begins with a focus on an image of 
the past and might raise the question why I aim at an era, where the 
notion of the unknown territory lies embedded in the historical aspect 
of colonialism. Maybe this distant conception of the unknown territo-
ry can work as a tool to move closer towards an understanding of the 
unknown territory even today.
I will contemplate these testimonies of expeditions with the necessity 
to move towards a better understanding of their relation with the un-
known territory.

INTRODUCTION
Henry Drummond was a Scottish evangelist and writer, who set out 
for his journey around the year 1888. Tropical Africa is not a travel 
journal in a traditional sense, but brings forth a variety of essayistic 
chapters. Each of them takes in a different position of observation: 
from a more personal to a philanthropic, scientific or economical po-
sition. The arguments in the chapters remain on the surface but are 
also intended to serve as a “general sketch”.1 Drummond’s position to-
wards his venture seems to be likewise general and undifferentiated, 
whereas Conrad introduces a more torn argumentation with his topic. 
Even though the books derive from the same era and deal with a sim-
ilar subject, they are very different in their argumentation, form and 
intention. 
Heart of Darkness arose from Joseph Conrad’s own experience as a 
sailor. He tells the story through the figure of the aged captain Marlow 
as a retrospect and therefore creates two levels of storytelling: Conrad 
as the author of the book and the captain as the author of his story. 
Occupied as the captain of a steamboat the journey takes him to the 
tropical region of Africa. He is commissioned to find and retrieve a 
certain Mr. Kurtz at an inner station, who fell from grace by seizing 
control over the station and doing business in his own name. 
Werner Herzog’s Film Aguirre, the Wrath of God was influenced by 
Conrad’s book. The film tells the story of Lope Aguirre’s search for El-
dorado, supported by the extracts of the travel journal by the mission-
ary Carvajal. The image of the confrontation between the explorers 
and the strange surrounding remains close to the one created in Heart 
of Darkness.
The three stories differentiate in their way to illustrate the encoun-
ter of an unknown territory. Drummond’s account radiates lightness; 
the surrounding he describes is illuminated and determined. Rarely 
he mentions a lack of understanding towards what he encounters – 
without saying that he is familiar with what he sees, but that he seldom 
seems to reach a point of insecurity and imbalance towards the extent 
of fright. Conrad’s account differentiates in that: The fright or the hor-
ror becomes the word to symbolize the loss of balance and security 
and is introduced with the figure of Kurtz. Marlow’s image of his sur-
rounding is dim and obscure and leaves the reader uncertain of what 
really passes by in front of his eyes. Comparing the two books at this 
stage, it seems almost as if one expedition took place only by day and 
the other entirely at night.
The film works different due to its medium. The narration of the story 
depends strongly on the camera position and framing. Opposed to the 
books, the film lets the viewer contemplate directly through the lens of 
the camera, rather than through the mind of the explorer. Even though 
the film is accompanied by the disembodied voice of Carvajal, we do 
not feel as if we contemplate through him, since he appears in the film 
as a character. The voice remains distant, vaguely paraphrasing the sit-
uation once in a while. The camera matches a kind of window to con-
template the moment everything occurs and therefore gives a feeling 
of intermediacy, which also derives from the spatiality of the camera 
position. The filming almost entirely takes place within the scene, oc-
cupying a tight space among the party of exploration, without hardly 
ever taking in a distance.

In the beginning of the book Drummond describes his fascination 
with the unknown and a personal motive for this journey. Drummond 
is particularly interested to explore a place of adventure.3  His expedi-
tion takes him to the part on the world map that was the least explored 
by that time and where adventure could still be anticipated.
Drummond describes a fascination of an intimate experience of the 
unknown, in which he would be the first to encounter it. The birds, 
the trees, the language and the faces become one: the unknown world. 
Drummond reveals quite clear the target of the mission: to reach the 
unknown worlds secret heart. In resemblance to Drummond’s state-
ment, the heart makes more than an appearance in Heart of Darkness 
by Joseph Conrad. Reading back and forth in between the curious and 
enthusiastic description of Drummond and the sinister and dark de-
piction of Conrad I kept wondering what is this secret heart?
The heart refers to the central mechanism of a system, which impels 
everything around it and makes it thrive. It also refers to a geograph-
ical center. The territorial heart is not a desert—not empty and dead, 
but has to be a place of thriving vegetation, in the midst of the jungle.4 
To reach the core surrounded by its protective cloak is a venture. But 
the geographical heart is what contains the authenticity and essence of 
what the rest of the territory derives from. 
The heart is also the seat of affections and sensibilities. In Drummonds 
journey it also insinuates the emotional purpose of the expedition, 
which he placed into the center of the geographical unknown and 
what he is craving to reach. 
The secrecy he refers to, reveals the uncertainty of what the encounter 
with the unknown will bear: his unknown self [the emotion he’s look-
ing for] and the unknown other [the surrounding he’s looking for]. 
That ambiguous secret heart, which contains the both —the unknown 
deriving from outside and inside—will be where no one has been be-
fore, since it is uniquely accessible for oneself. 
In Heart of Darkness Kurtz has penetrated the darkness and resides 
in a place that Marlow is intending to reach at first. For Marlow the 
steamer “crawled towards Kurtz—exclusively”.5 Since he read Kurtz 
writings and heard so much about this infamous man, his anticipation 
to meet or to finally be able to hear him talk grows. Initially Kurtz’ 
voice becomes the thread of rationality to hold on to within the in-
comprehensible reality of his surrounding. “The point … that carried 
with it a sense of real presence, was his ability to talk, his words.”6

Even though Kurtz’ words seem to serve as an illuminating element 
in the midst of this strange surrounding, they also describe a “the de-
ceitful flow from the heart of an impenetrable darkness”.7 This is what 
Marlow realizes at the point of encounter with the body to which the 
voice belongs to: Kurtz has entered the secret heart in its ambiguity 
and Marlow realizes that it is a place of darkness he does not want 
or cannot follow to. It is a place of madness and darkness beyond the 
moral values, as Marlow knows them. The deceit by the rationality of 
the words is uncovered and Marlow realizes that behind them lies only 
darkness: 

“They were common everyday words,—the familiar, vague sounds ex-
changed on every walking day of life. But what of that? They had be-
hind them, to my mind, the terrific suggestiveness of words heard in 
dreams, of phrases spoken in nightmares.”8

At the heart of the movie Aguirre, the Wrath of God lays a mystery 
too. After Aguirre overthrows Ursua and puts him in captivity, the 
former leader falls in silence. Moreover, he clings tightly to something 
in his fist, which is unable to open even by the force of Aguirre’s men. 
Just as he never opens his fist, he never opens his mouth again to form 
words. Ursua’s body preserves the unknown in the midst of the group. 
Hence he symbolizes the unknown hidden not only in an exterior ter-
ritory but also inside the corpus of the group. Neither they nor the 
viewer discover the secret in his fist. It is not anymore Ursua’s rank 
that constitutes a threat to Aguirre’s pursuit, but it is his silence and 
secrecy that make Aguirre uneasy. And so Ursua is finally carried into 
the forest to be killed. Thus Ursua’s secret joins the exterior territory of 
the unknown and remains unrevealed to Aguirre and his men. Then 
they drift further down the river.

The secret heart describes the unknown within oneself, which only 
can be encountered trough an outer alienation: One has to live in “the 
midst of the incomprehensible” in order to search—out of despera-
tion—refuge in oneself.9 It is then, where one might encounter the se-
cret heart.
The encounter with the secret heart bears the encounter with the real—
detached from cultural values and symbolic meanings. In Marlow’s 
eyes Kurtz “kicked himself loose of the earth” and entered the heart 
of darkness, whose secrecy Marlow maintained for himself.10 Kurtz 
did not turn mad—he did not loose his mind but was perfectly clear 
about his situation. “But his soul was mad. Being alone in the wilder-
ness, it had looked within itself, and, by heavens! I tell you, it had gone 
mad.”11 In Marlow’s eyes the soul refers to the system of Christian be-
liefs. Therefore one might conceive that the madness is a renunciation 
of the world of Marlow rather than an absolute forsakenness.
Aguirre and Marlow, both decide to turn their back to the secret heart 
before they unfold its mystery.

The river is “the stupendous natural highway” of any expedition.12 Af-
ter struggling on foot through the thicket and being lost with all the 
possibilities to turn way, the expedition will continue on the river. It 
offers the explorers a safe place—a vessel for passage to the deep inte-
rior with the promise of a safe return. But the river is not just offering 
an easy access to enter and leave the unknown. It becomes a place 
itself: A place in between the unknown and the known; between pen-
etrating and observing; between safety and confinement; absence and 
presence.
What ever takes place outside of the confining boarders of the steam-
boat or the raft becomes another world. Even though the river seems 
to be a vessel to penetrate the unknown, it does that in a peculiar way. 
Different to the penetration by foot, which diminishes visibility and 
exposes the explorer to a labyrinth of thicket, the river creates visibility 
through distance. Evidently the explorer’s eye still doesn’t penetrate 
through the thicket but has a survey on it. Yet the silhouettes and shad-
ows of the forest dominate now the image of the unknown. What one 
sees now on the other side of the river lies in the realm of memory and 
perception. Marlow stares into “a prehistoric earth, … an earth that 
wore the aspect of an unknown planet”, as he moves his journey up 
river.13

As they move further past the unknown the remoteness and isolation 
grows. The only confrontation the explorers have now with the terri-
tory is one of invisibility. Marlow seems to lose to an extent his own 
credibility of being present as they “glided past like phantoms” looking 
into the darkness.14 And as the fog closes in on the boat the alienation 
reaches a peak: “Cut off visually and aurally from everything beyond 
the blurred edges of the steamer, the rest of the world was nowhere.”15

Hence the river is not just a safe passage to a destination, but it be-
comes an involuntary destination itself—a limbo. By the illusive sil-
houette of the surrounding and the sole contemplation one might fi-
nally loose sight and memory where one is going to and where one is 
coming from. It becomes clear that even though a steamboat drives 
in two ways, water only flows in one. The river of Lethe has only one 
destination—that of oblivion: “We could not understand, because we 
were to far and could not remember, because we were traveling in the 
night of first ages, of those ages that are gone, leaving hardly a sign – 
and no memories.”16

The further Aguirre’s troop floats downstream, the more they fall into 
despair and finally they become completely delirious and apathetic. 
Entrapped by the silence and invisibility of their surrounding, one of 
them gets sight on a ship resting on a tall tree. But the missionary calls 
it a delusion, since it is impossible for the water to reach that high. As 
the camera turns towards it, the ship becomes visible for all – crew 
and spectator. But now all the remaining men, except Aguirre, begin 
to doubt that the ship is a ship, the forest is a forest and the arrow is an 
arrow. Now the existence on the raft has become an illusion itself and 
made it impossible to turn back and to turn frontwards. The linearity 
of the journey has dissolved and they are left in a maelstrom of their 
mind.

Marlow observes the world surrounding him from the steamboat. But 
he cannot penetrate the thicket merely with his eyes. He is not able to 
behold the content of the darkness but he is able to look at it. It serves 
as an impenetrable surface covering the reality, which lies behind it. 
The darkness is synonym with the unknown territory. Both of them 
are inconceivable in their shape. Marlow tries to illustrate the invisi-
ble—things, which are vaguely perceptible and hardly describable. The 
little what he might be able to see are the silhouettes of what moves in 
the threshold of the riverbank and the thicket. In that sense, Marlow’s 
mysterious image of what he suspects behind the curtain of darkness 
is conducted by shadows. They carry an image of horror, because the 
beholder feels the indecisiveness of their origin. It is what one doesn’t 
understand, what agitates fear.
Marlow is able to contemplate the darkness, because he stays across 
from it—unlike Kurtz who entered and by that, transgressed the 
“threshold of the invisible”.18 For Kurtz the reality, which lies in the 
dark, has obtained shape. That leap into a reality unknown to the out-
sider or the void of a complete and deracinating moral relativism is, 
what Marlow withdraws from.19 In that sense, the steamboat is not 
only a safety-vessel in terms of geographical orientation but it becomes 
the ground, which sustains Marlow’s moral values: If one leaves the 
boat, one leaves the last familiar ground and cuts the remaining thread 
of where one came from.20 Willard suggests one should not leave the 
boat, unless you plan to go all the way and “Kurtz got off the boat.”21

As much Marlow isn’t going all the way Drummond isn’t either. Both 
of them stay on the boat—inside their intermediate world—without 
ever crossing over. Whereas Marlow’s journey literally takes place 
mostly on the steamboat, Drummond moves also by foot through the 
country, but metaphorically he still remains on the river. He’s not leav-
ing the trail of his journey; he’s not stepping aside into the unknown, 
but remains contemplating it through a contraposition. Drummond’s 
cultural baggage or his position tied to where he came from works 
metaphorically like the steamboat on the river, which Marlow so des-
perately clings to. But unlike Marlow Drummond is not trying to illus-
trate the unbearable reality of the darkness; he seems to confirm only 
the enlightened image of the exotic or the otherness, which referred 
to his Zeitgeist. His book aims also to promote the British Empire’s 
purposes in Africa and therefore appears to enlighten rather than to 
draw a dark image of what he sees. This comes forth in the use of lan-
guage: Conrad doesn’t draw a clear image, but a blurry and obscure 
one, focusing on the inability to determine. Drummond doesn’t draw 
necessarily a clearer but a more firm and adherent image, sketching 
geological, biological and anthropological conditions. In this effect, 
Drummond doesn’t succeed illustrating the unknown, because he’s 
contemplating only what he can distinguish from the darkness – only 
what emerges from the invisibility.

Frans Post’s Brazilian landscape paintings take in a different physical 
position of observation as Drummond and Marlow, but they illustrate 
very visually the same inability to describe the unknown. Almost all 
of his Brazilian landscape paintings have the same visual composition. 
Post was a Dutch landscape painter and lived in Brazil from 1637 to 
1644.
When we look at Post’s Brazilian Landscape (1665), the attention is 
immediately drawn to the light part in the left center of the image. We 
see a white Mediterranean church surrounded by tropical vegetation. 
Bushes and thicket seem to attempt to overgrow this structure. From 
the distance a group of people is about to enter the church. In the very 
center of the image we can make out houses and fields in the back-
ground—signs of a settlement. The scene takes place under a blue sky.
Only later one becomes aware of the scene, which unfolds in the very 
front of the image. Dark thicket frames the image left, right and be-
low. One becomes aware that the position of observance in the paint-
ing takes place inside the forest—it is as if we are looking through an 
opening of the jungle to the settlement. The wild vegetation to our feet 
is painted in a dark green. By looking, one tries to make out the shapes 
that hide in it. In the shadow of the thicket appears to be a snake, an 
armadillo and a little monkey more to the right and a lizard in the left 
corner. But by focusing more on the dark corners of the image, it sud-
denly seems hard to make out, what else hides in those leaves. We can 
see more shapes, without being sure what body they belong to.
Post succeeds in illustrating visually the inability of contemplating the 
unknown. The two different positions of contemplation of Drummond 
and Marlow appear in his painting. First he shows how the light can 
deceive us to take it for all there is. The story in the enlightened part 
of the image—that what we look at first—tells us about a settlement in 
a tropical place. Some residents are just about to attend a holy fair. We 
see a start of a civilization in the midst of the New World surrounded 
by wild vegetation, trying to rise above the untamable wilderness.
Only after a while we start to read a different story. By focusing in the 
dark parts of the image, we realize that another world unfolds at the 
edges of the painting. In the threshold of the wilderness of the jun-
gle and the clearing of the settlement, it becomes hard to distinguish 
the leaves from the animals. Now it becomes clear, that Post maybe 
was not only trying to illustrate settlements in Brazil, but that he was 
also trying to draw an image of the unknown and mystical environ-
ment, which unfolds around the settlements. Thus by trying to con-
sider shapes in between the leaves we ultimately realize that beyond 
the edges of the painting unfolds itself the essence: A landscape of an 
unknown territory that is only suggested but not illustrated by means 
of paint. And we can wonder, why Post decided to paint the settlement 
out of the position of somebody hiding in the threshold of the jungle. 
Why did he decide to paint out of the darkness an image of light?

The explorers of the 19th century tried to shed light on the dark corners 
of the world, but if one looks at the history, one questions the mean-
ing of shedding light in relation to revealing truth. To shed something 
means to cover. In that sense light doesn’t unfold what is there, but only 
covers darkness. Darkness in that sense reveals something more truth-
fully than light ever will: a homogeneous zone of which we know that 
we cannot comprehend what lies beyond it.  But once the shed of light 
covers the darkness, the unknown territory is covered by the illusion of 
knowing and therefore has lost its appearance of being a “blank space” 

or a dark zone and becomes invisible.23

When Marlow arrives back in the place where he first came from and 
meets Kurtz’ mourning fiancée, he finds himself in the position of a 
mediator—the mediator between there and here; the past and the pres-
ent, to transmit Kurtz’ last words to the mourning woman. Kurtz voice, 
which had once served as Marlow’s leading thread through the darkness, 
now is meant to pass through him to comfort her, to give her clarity and 
something to hold on to. But as once Marlow had to encounter the real 
image behind those words, which was beyond clarity and comfort, he 
recognizes that she too faces a similar deceit. The woman is convinced 
that she had “understood him [Kurtz] better than anyone on earth”.24 
But Marlow has encountered darkness and has realized that there is a 
limit to what one can truly understand: “I knew him as well as it is pos-
sible for one man to know another.”25

Marlow knows the truth about Kurtz’ last words—not what they meant, 
but what they were—but those words were far beyond what the woman 
imagines them to be. Marlow stands for a moment in a moral dilemma 
of telling the truth about these dark last words or showing her the image 
of Kurtz that she knew. He decides to shed light on her dim vision of 
the man’s last moment and ultimately accepts that the illusion of light 
is easier to bear than the truth in the darkness: “It would have been too 
dark – too dark altogether…”26

“It is a wonderful thing to start from the civili-
zation of Europe, pass up these mighty rivers, 
and work your way into that unknown land—
work your way alone, and on foot, mile after 
mile, month after month, among strange birds 
and beasts and plants and insects, meeting 
tribes which have no name, speaking tongues 
which no man can interpret, till you have 
reached its secret heart, and stood where white 
man has never trod before.”2

While the raft—he groups only safe place in 
the unknown territory—is moving slowly and 
calmly downstream the emperor of Eldorado 
is standing up, looking across the scores and 
declares that all the land to his right and all the 
land to his left are now his wealth and property. 
He notes it down on a piece of paper, smiling in 
contentment and observes that his kingdom is 
already six times bigger than Spain. He seems 
to have forgotten that his throne is an unsteady 
raft and his mastery does not reach further 
than the trunks that hold him over the water. 
[despriction from Aguirre... by the author]

“All that mysterious life of the wilderness 
that stirs in the forest, in the jungles, in 
the hearts of wild men. There’s no initia-
tion either into such mysteries. He has to 
live in the midst of the incomprehensi-
ble, which is also detestable.”17

“I know that the sunlight can be made to lie too…”22

1 THE SECRET HEART 2 THE RIVER

Aguirre is the last man standing on the waver-
ing ground of the raft, as he moves along the 
edges of it. The raft of delirium and despair has 
finally calmed and joined the steady flow of the 
river. The wilderness around remains as it was: 
silent. It seemes as if nothing had taken notice 
of the incident on the river.
[description from Aguirre... by the author]
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EPILOGUE

Nowadays photographic imagery predominantly qualifies as the tool 
to expose the outside world to an audience at home. They have re-
placed the accounts, illustration and paintings of a foreign land—or 
any place—and have become the modern testimony of exploration. 
Google Earth, military spy technics, travel guides and private holiday 
photo-collections have charted and photographed all places on earth 
by a multitude of angles, from above and across. Therefore, where does 
the unknown territory lie nowadays? 
If one looks to National Geographic or scientific publications of any 
kind, the photograph provides the tool to illuminate new dark and 
hidden corners of the world. Micro cameras or the Hubble Telescope 
make it even possible to see things, which are invisible to the human 
eye—things that could not be contemplated without a camera. They 
have expanded the visibility of the world and pushed the boarders of 
the darkness to the micro and macro scale. Apparatuses have become 
surrogates to discover the world and we are able to contemplate many 
of these places only through the images they create. Therefore the im-
age isn’t anymore only a depiction of something or someplace by a 
human individual, but it is now created through the position and the 
mechanism of the apparatus of the photo or film camera.
Photographs may provide an image of the world unseen, yet they still 
remain representations of something that is still unknown. Not so dif-
ferent from tales and accounts of pioneering explorers in the 19th cen-
tury, they might obscure the view of the world, since they obliterate 
the boarder between the pictorial representation of the object and the 
object itself. Where ever these images appear they always appear in 
between the spectator and the object—leaving the spectator to con-
template through the mechanical pre-composed image of something 
that still lies in the dark. Therefore we see that the image insinuates 
the unknown territory, which always lies beyond the margin of the 
observable.

As I returned from Africa I brought back the book of Drummond 
along with my photo camera with a full memory card in it with all the 
photographs I had taken there. Now that I was back I looked at the 
pictures for the first time closely. As I studied them on my computer 
screen I realized there were things captured in the photograph that I 
had forgotten or didn’t noticed when I took the picture. I zoomed in 
trying to make out some of these hidden parts in the background. But 
the further I zoomed in, the blurrier my view became and the more I 
distanced myself from the image, until a single dark pixel took over 
my entire view and I couldn’t zoom any further. It was then that I 
made a discovery. I recognized the instability of the image. That in fact 
it’s only maintainable from a proper distance and it dissolves through 
approaching it. When the image had disappeared I looked into dark-
ness—into the unknown territory, which reemerged in the lack of in-
formation.


