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The project Sandstorm: And Then There Was Dust is a transnational exhibition dialogue
between seven artists from Iran, Irag, and Turkey. It is also a social and activist (artivist)
approach to connecting these countries’ human and nonhuman ecologies.

The project was initiated in 2016, by us, theater and film director Ayat Najafi and curator
and scholar Sarah Maske. We met at the conjunction of socially critical, generative, and
ecological projects and developed the idea of a transmedia long-term network.

The title of the exhibition points to this environmental
phenomenon, whose roots and consequences are investigated
in the shown artworks. Dust storms arise when a gust front or
other strong wind loosens sand and dirt from a dry surface.
And Then There Was Dust is inspired by a sentence of the bible:

1:3). Humans create deserted and spare regions, which we
deprived of water, nutrients, and resources and leave behind
transformed; stages for new ecological phenomena.

The project examines the manifold forms of ecological

processes in the region and looks for a way to “stay with the trouble” (Haraway, 2016).
In his Three Ecologies, French psychiatrist and psychoanalyst Felix Guattari developed
the theory of Ecosophy, a philosophical approach to ecology that questions the
changes in human- and nonhuman- systems and considers three components. In The
Three Ecologies, Guattari explains that “only an ethico-political articulation - which T call
ecosophy - between the three ecological registers (the environment, social relations and
human subjectivity) would be likely to clarify these questions.” [1] Questions of a good life

The Three Ecologies
“And God said, let there be light and there was light” (Genesis Sarah Maske

Kum Firtinasi - And Then There Was Dust projesi Iran, Irak ve Tiirkiye'den yedi sanatci ve
kolektif arasinda ulusoétesi bir sergi diyalogudur. Bu Ulkelerin insan ve insan olmayan
aktorlerinin ekolojilerini iliskilendirmek tzere sosyal ve aktivist (artivist) bir yaklasimdir.
Projeyi 2016 yilinda, tiyatro ve film yonetmeni Ayat Najafi ile kiratér ve arastirmaci
Sarah Maske olarak yogun cabalarla baslattik. Sosyal, elestirel, tretken ve ekolojik
projelerin kesisiminde biraraya gelerek uzun vadeli ve mecralar 6tesi bir ag olusturma
fikrini gelistirdik.

Serginin bashg@i, gosterilen islerde kdken ve sonuglari
arastirilan bir cevresel olguya isaret ediyor. Toz firtinalari,

hamle cephesi ve diger kuvvetli rizgarlarin kuru bir Ug Ek0|0ji

yuzeyden kum ve toz savurmasiyla meydana gelir.

Sarah Maske

“And Then There Was Dust” (Ve Sonra Toz Oldu) incil'deki bir
ayetten esinlenmistir: “Tanri, ‘Isik olsun’ diye buyurdu ve
istk oldu.” (Yaratilis 1:3).Insanlar olarak su, besin maddeleri
ve kaynaklardan yoksun kildigimiz 1ssiz ve kurak bélgeler
yaratarak arkamizda birakiyoruz; yeni ekolojik fenomenler
icin sahneler.

Proje bolgedeki ekolojik sireclerin cesitli bigimlerini inceliyor ve "belayla kalmanin”
(Haraway, 2016) yollarini ariyor. Fransiz psikiyatrist ve psikanalist Felix Guattari
Ekosofi'yi Ug Ekoloji (1989) kitabinda gelistirdi. insan yapimi ve insan yapimi olmayan
sistemlerdeki degisimleri sorgulayan ve Ug bileseni dikkate alan bir teoridir.

Das Projekt Sandsturm-And Then There Was Dustisteintransnationaler Ausstellungsdialog
zwischen sieben Kiinstler*innen aus Iran, Irak und der Tiirkei und gleichermafSen Ausdruck
eines gesellschaftlich-aktivistischen (artivistischen) Strebens, Verbindungen zwischen
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Okologien, den Menschen und den nicht-menschlichen Akteur*innen dieser jeweiligen

Ldnder. Initiiert wurde das Projekt im Jahr 2016 von uns - dem Theater- und Filmregisseur

Ayat Najafi sowie der Kuratorin und Wissenschaftlerin Sarah Maske - und seitdem mit
viel Herzblut begleitet. Wir trafen uns an der Schnittstelle
von sozialkritischen, generativen und 6kologischen Projekten
und entwickelten daraus die Idee eines Netzwerkes mit
transmedialem Charakter und einer langen Projektdauer.

250300 4 18988 (yaat Lilwill g Giluil slaole o

2017 ,JLu.) ) I) 039).3 L)-" tl.AJJJ..IJ 9)JUJ u'.))g)ls (R g.,:;lg (G890 9)9.)')95 Sawlo |)Lu.) Y]
23 Lo it )y ol o 1) 395 N Calgd 9 029)S Egpub

Gilbpgy g 03ily «($3lasl eloizl (s0jgp vz sliile

o0 BLasl 4 @b O » g @b 42lge )30 saojoy b

bl didls o g sldilwysiz cdas a5 eojluy sldSud

Die drei Okologien Der Titel weist bereits auf das Phdnomen hin, dessen Wurzeln F-Y- S [WVITS P FF) /,_,wlh.i:pg.g A 0T 5y oLl ooy ol 4 Loy oBuiulai cl olgic
und Konsequenzen in den ausgestellten Werken beleuchtet Wildislay ol laoly ¢ i) 4 j oBiules ol ($pid
Sarah Maske werden. Sandstiirme treten auf, wenn Windbéen oder andere Sl hlw Sl ulw b 3L dges 45 e 03 LBy Gub High

starke Winde lockeren Sand und andere Partikel von einem
trockenen Untergrund verwehen.

S iy S s 595 51 h G )L 9 (i $98

aS Gwado OLS sl (ol )l egle cuwl GiHle «jle Sl g»

Ol OUS) g5 SiT g bl o8 CadS 135 g9 1S 0

&> Giblo g LI (gblie g8lg 4 eo lagluil e 3> o (1:3

o&dg> 4y Jauwo ) LT Ol (v 9 muan bty 4 ) LaiT @lio 9 RIAE 3lgo 9 LT aS Liblio (euiSe
el dislw 32 Gogr Cu) s oy

‘And Then There Was Dust” ist an einen Teil der
Schépfungsgeschichte der Welt aus der Bibel angelehnt: ,Und Gott sprach: Es werde
Licht! Und es ward Licht”. Nun schépfen auch wir Menschen, und zwar wiiste und karge
Landstriche, denen Wasser, Ndhr- und Rohstoffe entzogen wurden und die verwandelt
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on this planet. To Guattari, environmental ecology is not isolated but is indeed connected
to mental and social ecology.

Sandstorm - And Then There Was Dust examines these three components in the several
artworks in different levels.

Environmental Ecology

Observing the environment allows for a realistic image of the ecological changes caused
by human intervention and the resulting consequences. Some of these consequences
affect nonhuman actors, as in Mahmoud Obaidi's installation Turtles (2005), which
examines the disappearance of turtles from the Iraqi wetlands following the drainage of
the Tigris and the Euphrates rivers.

In another piece in the exhibition, the pop-up shop Uranium Generation Design (2020),
Obaidi turns his attention the toll these changes have on human bodies in the form of
what appears at first glance to be a trendy shop but upon closer look is filled with objects
that consider the increasing deformations happening to human bodies in Iraq.

The difficult realities of altered regions are central to the VR and digital piece Al Mashoof
(2020) by the Tehran Platform (Mehran Davari, Niloofar Najafi, EImira Shirvani)
collective. Al Mashoof examines the changes in the Khuzestan wetlands in southwestern
Iran, caused in the past few decades by drainage, and the disappearance of the connected
human culture.

Sinem Disli also turns her attention to regions around the Euphrates river,

border. In

Guattari sunu savunuyor: “yalnizca Ug ekolojik isaret (cevre, sosyal iligkiler ve insan 6znelligi)
arasindaki -benim ekosofi olarak adlandirdigim- etik-politik eklemlenme bu sorulan
acikhda kavusturabilir.” [1] Bu sorular, bu gezegende iyi bir yasamin kosullarini arastiriyor.
Guattari, cevresel ekolojiyi kendi basina degil, zihinsel ve sosyal ekolojilerle iliskili olarak
konumlandiriyor.

Kum Firtinasi - And Then There Was Dust tam da bu Uc bileseni cesitli yapitlarda farkli
dizeylerde inceliyor.

Cevresel Ekoloji

Cevrenin goézlemlenmesi insan midahalesinin neden oldugu ekolojik degisikliklerin
ve buna bagl ortaya ¢ikan sonuglarin gergek¢i bir géranisinid mumkin kilar.
Bunlar insan olmayan aktérler i¢in kismi 6zgul sonuglardir; Mahmoud Obaidi'nin
Irak sulak alanlarindan kaybolan kaplumbagalari inceledigi Kaplumbagalar (2005)
yerlestirmesinde oldugu gibi.

Sergideki diger bir iste, Uranium Generation Design (2020) pop-up madgazasinda,
Obaidi dikkatini bu degisimlerin insan bedeni UGzerinde biraktigi hasara ceviriyor.
ik bakista sik bir magaza gibi gériinen bu kése, Irak'ta giderek artan bedensel
deformasyonlara isaret eden nesnelerle dolu.

Tahrifedilmis bolgelerin gerceklikleri Tehran Platform (Mehran Davari, Niloufar Najafi, EImira
Shirvani) kolektifinin sanal gergeklik ve cevrimici calismasi Al Mashoof (2020)Yda gosteriliyor.
franin giineybatisindaki Huzistan sulak alanlarinda, dzellikle son dénemdeki kuruma ve
bununla baglantili insan kiltirinun ortadan kalkmasi ile meydana gelen degisiklikleri inceliyor.

Das Projekt stellt die Frage nach den mannigfaltigen Ausprédgungen der 6kologischen Prozesse
in der mesopotamischen Region und sucht nach einem Weg, ,,to stay with the trouble” (Haraway,
2016), also mit den nachhaltigen Verdnderungen dauerhaft umzugehen. Der franzdsische
Psychiater und Psychoanalytiker, Felix Guattari entwickelte die Theorie der Okosophie in seiner
Abhandlung Die Drei Okologien (1989). Es ist eine Theorie, die Verdnderungen der menschlichen
Systeme hinterfragt und dabei drei Komponenten berticksichtigt. Guattari erklért, dass ,[...]
nur eine ethisch-politische Verbindung zwischen den drei Bereichen von Umwelt, sozialen
Beziehungen (soziale Okologie) und menschlicher Subjektivitét (mentale Okologie) - ich nenne sie
Okosophie - dazu in der Lage [wire], die angesprochenen Fragen zufriedenstellend zu klciren.”
Die ,Fragen”, die Guattari anspricht, sind die nach einem guten Leben in der heutigen Welt. Dabei
betrachtet er Umwelt-Okologie nicht alleinstehend, sondern sieht sie mit sozialer und mentaler
Okologie sehr wohl verbunden. Sandsturm - And Then There Was Dust untersucht genau diese
drei Komponenten in den verschiedenen Kunstwerken in unterschiedlicher Gewichtung.

Umwelt
Die Betrachtung der Umwelt ermdglicht ein realistisches Bild der Verdnderungen der
Okologien durch menschliche Interventionen und den daraus resultierenden Konsequenzen.

Teils sind es spezifische Konsequenzen auf nicht-menschliche Akteur*innen, wie in der Installation
Turtles (2005) von Mahmoud Obaidi, bei denen er das Verschwinden der Schildkréten aus den
irakischen Feuchtgebieten thematisiert. Aber auch die Konsequenzen auf menschliche Kérper
finden Beachtung in seinem Pop-Up Shop Uranium Generation Design (2020), der in poppiger
Weise Deformationen der Kérper in den Waren, hier vor allem Spielzeug-Designs berticksichtigt.
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her photographic works Fields on Fire (2015) and Sand in a Whirlwind (2015) as well as her
video work Manufacturing of the Familiar (2015), Disli follows stories of agriculture, of its
impact on the soil, and of the resulting ecological phenomena. Through these pieces she
renders visual the severity of how humans interact with their ecological surroundings.

Social and Mental Ecology

In a proper observation of ecological changes it is equally important to consider social and
mental ecology alongside environmental ecology. Mental ecology implies processes that
take place in our heads, like the formation of attitudes and prejudices. This has an important
impact on social ecology, which creates ecological dynamics and interactions through the
connection of human and nonhuman actors and thus captures the complexity of the world.

Negar Farajiani aims to calibrate the mental and social ecology of children in Iran. Her
installation Green Corners (2020) is a mirror room in which regional plants have been
placed. Entering the room, the visitor is confronted with a network of multitudes of
reflected plants and faces. Green Corners is a visualization of the social workshop she
has been going for years and through which she seeks to create such networks. Farajiani
is presenting the entirety of her educational work in the publication Tehran Monoxide,
published by Sandstorm - And Then There Was Dust in cooperation with the Dr. Samuel M.
Jordan Center for Persian Studies and Culture at the University of California, Irvine.

Also focusing on process, Kerem Ozan Bayraktar will work throughout the exhibition
period on the development of a diagram called How does a vacuum cleaner work? (2020),
which seemingly connects knowledge, the production of dust, technical features, and
elementary forces. The diagram is an ironic commentary on online explanation videos.

Sinem Disli memleketi Urfa'da ve Turkiye-Suriye sinirindaki genis alanlarda ortaya
cikan degisiklikleri arastirlyor. Aniz Yakimi (2020) ve Burgag (2015/2020) adli fotograf
caligmalarinda ve Asina Olanin Imalati (2015) adli videoda tarim hikayeleri, toprak
Uzerindeki etkileri ve ortaya ¢ikan ekolojik hadiseleri takip ediyor; bdylece insan
etkilesiminin ekolojik gevre Uizerindeki agirligini gérsellestiriyor.

Sosyal ve Zihinsel Ekoloji

Ekolojik degisikliklerin uygun bir sekilde gozlemlenebilmesi icin gevresel ekolojinin yani
sira sosyal ve zihinsel ekolojiler de bir o kadar dikkate alinmalidir. Zihinsel ekoloji, tutum ve
6nyargilarin olusumu gibi zihnimizde gerceklesen stiregleri belirtir. Bunun takibi insan ve
insan olmayan aktorlerin baglantilari Gzerinden ekolojik dinamikler ve etkilesimler Greten ve
bdylece diinyanin karmasikligini yakalayan sosyal ekoloji Uzerinde ¢ok gugli etkilere sahiptir.

Negar Farajiani iran'daki cocuklarin zihinsel ve sosyal ekolojilerini kalibre etmeyi
amachyor. Yesil Koseler (2020) yerlestirmesi bélgesel bitkilerin yerlestirildigi aynah
bir oda. Odaya girilirken yansimalarin ¢ogalmasiyla bitkilerden ve ziyaretcilerden
olusan bir ag meydana gelir. Yerlestirme sanatcinin yillardir ytrattaga, bu tur
aglar yaratmanin merkezde yer aldigi sosyal atdlyelerin bir gorsellestiriimesidir.
2010'dan bu yana yaptigi tim egitim calismalari, California Universitesi, Irvine'deki
Fars Kultiirt ve Calismalari Merkezi'nden Dr. Samuel M. Jordan ile isbirligiyle Tehran
Monoxide adli bir yayinda sunularak Kum Firtinasi - And Then There Was Dust'a eslik
ediyor.

Kerem Ozan Bayraktar toz Uretimi, sanat ve hammaddelerin ¢ikariimasiyla ilgili farkh
bilgi turlerini gdérunuste birbirine baglayan, sergi boyunca gelisecek olan Bir Elektrik

Die Realitéten ganzer verdnderter Landstriche zeigen sich in der VR- und Online-Arbeit
Al Mashoof (2020) des Kollektivs Tehran Platform (Mehran Davari, Niloofar Najafi, ElImira
Shirvani), das die Verdnderungen der Feuchtgebiete in der Region Khuzestan, im Stidwesten
Irans, untersucht, besonders die durch Trockenlegung der letzten Jahrzehnte damit verbundene
menschliche Kultur.

Sinem Disli untersucht die Verdnderungen ihrer Heimat, der Region um Urfa an der tiirkisch-
syrischen Grenze. Sie folgt den Geschichten um Landwirtschaft, deren Einfluss auf die Erde
und die folgenden ékologischen Phdnomene in ihrer fotografischen Arbeit Fields on Fire (2015)
und Sand in a Whirlwind (2015) sowie in der Videoarbeit Manufacturing of the Familiar (2015)
Damit visualisiert sie auf beeindruckende Weise die Hdrte, mit der die Menschen mit ihrer
6kologischen Umgebung umgehen.

Soziale und Mentale Okologie

Bei der Betrachtung von Okologieverinderungen ist der sozialen und mentalen Okologie
der gleiche Stellenwert einzurdumen, wie der Umweltanalyse. Mentale Okologie beinhaltet
die Vorgdnge in unseren Kopfen, wie z.B. die Bildung von Einstellungen und Vorurteilen, und
hat somit einen starken Einfluss auf die soziale Okologie. Die soziale Okologie erzeugt durch
Interaktion Verbindungen zwischen menschlichen Akteur*innen und nicht-menschlichen
Akteur*innen, somit also auch ékologische Dynamiken, die die Komplexitdt der Welt einfangen
kénnen.
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His video piece Rotor (2020) examines the material character of dust and how it engages
with and connects all human and nonhuman actors.

Two final works tie all of the exhibition’s pieces together. birbuguk kolektif (Ayse Ceren
Sari, Serkan Kaptan, Yasemin Ulgen) have created an audio commentary that reacts to
the exhibited works through several different researchers, adding to them facts, stories,
and history with a focus on water as an additional layer.

Ayat Najafi presents the multimedia installation Planting Gilgamesh (2020), in which
he merges old and contemporary interpretations of chapters of the Gilgamesh epic in a
sand-and-water environment.

Publication

The texts in this publication, written by different international authors, represent different
focal points of the exhibited artworks: biodiversity, borderlessness, desertification,
critical geography, Gilgamesh, nonhuman actors, networks and toxins. These thematic
connections are highlighted in pink the texts. The publication is structured by Ayat Najafi's
poems, which are inspired by the Gilgamesh epic (ca. 2000 BC-700 BC) as well as the
documentary The Lovers’ Wind (1978) by the French director Albert Lamorisse, and use
entire passages of both of these old stories, reviving them in print.

In his poems Najafi lets the winds speak, from South, East, North, and West, from the fire
storm, to the flood, the earthquake to the tornado. The wind is thus our main protagonist.

Siptirgesi Nasil Calisir? (2020) semasi Uzerinde galisiyor. Diyagram herhangi bir dogru
bilgi sunmuyor, daha ¢ok ¢evrimici agiklama videolari tizerine ironik bir yorum getiriyor.

Video calismasi Rotor (2020) tozun materyal karakterini ve insan ile insan olmayan
aktorler ve onlarin gesitli zamansalliklarina iliskin kapsayici niteliklerini inceliyor.

birbucuk kolektif (Ayse Ceren Sari, Serkan Kaptan, Yasemin Ulgen) sergideki islere
cesitli aktorler Gzerinden tepki veren, su uzerine odaklanan gercekler, hikayeler ve
tarih anlatisi igeren yapisiyla projeye yeni bir katman ekleyen bir sesli-yorum yaratiyor.

Ayat Najafi Gilgamis destaninin bélimlerinin eski ve cagdas yorumlariyla cevreledigi, bir kum
ve su havuzunda birlestirdigi multimedia yerlestirmesi Gilgamis Asilamak’i (2020) ortaya koyuyor.

Yayin

Yayinda sunulan yedi uluslararasi yazarin metinlerinin ana konular sergilenen islerin
farkli odak noktalarini temsil ediyor: biyogesitlilik, sinirsizlik, ¢6llesme, elestirel cografya,
Gilgamis, insan olmayan aktorler, aglar ve toksinler. Metinler arasindaki baglantilar
renklerle kodlanan bu kavramlar Gzerinden saglaniyor. Metinler Ayat Najafi'nin Gilgamis
destanindan (y. MO 2000-700) ve Fransiz ydnetmen Albert Lamorisse'in Asiklar Riizgari
(1978) belgeselinden esinlenen siirleri Gzerinden bicimlendirildi ve bu eski iki hikayeden
butln pasajlar kullanarak onlari basili ortamda yeniden canlandiriyor.

Najafisiirlerinde giineyden, dogudan, batidan, kuzeyden riizgarlari, ates firtinasini, seli,
depremi ve kasirgay! konusturuyor. Dolayisiyla, rizgar, bu yayinda ana karakterimiz
olarak beliriyor.

Negar Farajiani strebt eine Kalibrierung der mentalen und sozialen Okologie von
Kindern in Iran an. Ihre Installation Green Corners(2020) im Ausstellungsraum beinhaltet
einen groflen Spiegelraum in dem Pflanzen, die in den jeweiligen Ausstellungsorten
heimisch sind, positioniert werden. Beim Betreten entsteht durch die Mehrfachspiegelung
ein Netz aus diesen Pflanzen und den im Raum befindlichen Besucher*innen, das eine
Versinnbildlichung der vorangegangenen Workshop-Arbeit darstellt, deren Kern es ist,
solche sozialen Netzwerke aufzubauen. Ihre gesamte seit 2010 andauernde Bildungsarbeit
stellt sie zudem in der Publikation 7ehran Monoxide vor, die Sandsturm - And Then There
Was Dust in Zusammenarbeit mit dem Dr. Samuel M. Jordan Center for Persian Studies
and Culture an der University of California, Irvine, herausgibt.

Kerem Ozan Bayraktar erarbeitet ein sich (ber die Ausstellungszeit entwickelndes
Diagramm mit dem Titel How Does a Vacuum Cleaner Work?(2020), das Wissensproduktion
tiber Staub, technischem Know-how und elementaren Krdften scheinbar visuell verbindet.
Dabei liefert das Diagramm kaum wissenschaftlich akkurate Informationen. Es ist ein
ironischer Kommentar auf Online-Erkldrvideos. Seine Videoarbeit Rotor (2020) untersucht
den materiellen Charakter von Staub und dessen Eigenschaft, simtliche Akteur*innen,
menschlich oder nicht-menschlich und zahlreiche verschiedene Temporalitéten auf eine
Stufe zu stellen, indem sich alles in ihm verbindet.

birbuguk kolektif (Ayse Ceren Sari, Serkan Kaptan, Yasemin Ulgen) erarbeiten ein
Audio-Kommentar, der verschiedene Akteur*innen auf die ausgestellten Werke reagieren ldsst
und somit zahlreiche Fakten und Geschichten, sowie Geschichte mit dem Schwerpunkt auf das
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relevante Element Wasser als eine weitere Ebene des Projektes und der Werke hinzufiigt.
Ayat Najafi prisentiert die Multimedia-Installation Planting Gilgamesh (2020) in der er
alte und zeitgen 06ssisch interpretierte Teile des Gilgamesch-Epos in einer Sand-Wasser
Umgebung ineinanderfliefSen Idsst.

Publikation

Die in dieser Publikation von sieben internationalen Autor*innen behandelten Themen
vertiefen Schwerpunkte der ausgestellten Kunstwerke: Biodiversitdt, Grenzenlosigkeit,
Desertifikation, kritische Geografie, Gilgamesch, nicht-menschliche Handlungsmacht
Netzwerke und Erkrankungen von Okosystemen. Zwischen den einzelnen Texten werden
Verbindungen durch farbig hervorgehobene Begriffe hergestellt.

Strukturiert werden die Texte durch Ayat Najafis Gedichte, die sowohl vom Gilgamesch-
Epos (ca. 2000 v. Chr. - 700 v. Chr.) als auch von dem Dokumentarfilm Le vent des
amoureux (The Lovers’ Wind) des franzésischen Regisseurs Albert Lamorisse aus dem jahr
1978 inspiriert wurden und nicht selten auch ganze Passagen der Erzihlungen aus den
vergangenen Zeiten in die vorliegende gedruckte Gegenwart wiederaufnehmen.

Najafi ldsst durch seine Gedichte verschiedene Winde sprechen, aus Stid, Ost, West und
Nord sowie den Feuersturm, die Flut, das Erdbeben und den Tornado. Dadurch wird der
Wind zu unserem wichtigsten Protagonisten.



In Yyour city [ can live no /onger,

[ can treaagf no more on this gmuna/.

[ want to escape, ﬂgmg avmg from the cz’tg’s winds
Am [ a foo[?

[ am /ong[ng to drown into the ocean 66/0\/\),

\/Dorn away @ memory, reduced to an absence

The mightg absence will send you a rain o p[ent%'
An abundance g[ 6z'ra/s, a pro usion of fisnes.

T

Tehran Platform, timeline of ecological and water changes in the Marshlands, 2020



“The problem is not just the loss of
individual species but of assemblages,
some of which we may not even know
about, some of which will not recover.
Mass extinction could ensue from
cascading effects. In an entangled world
where bodies are tumbled into bodies,
extinction is @ multispecies event.”

- Introduction to Arts of Living on a Damaged Planet.[1]

Exhibition view, Depo, Mahmoud Obaidi, Turtles, sand and gypsum, 2005



Between the 1950s and 2003, the Mesopotamian Marshes, once the largest wetland
ecosystem in Western Eurasia, were drained of 90% of their water. At first the human
practices responsible were tied to land reclamation for agriculture or oil exploration. Then
Saddam Hussein, in retribution for the failed uprising of 1991, ordered the diversion of
the Tigris and Euphrates rivers away from the marshes. His intention was to turn the
wetlands, one of the most diverse ecosystems in the world and home to many flora and
fauna species, into a desert and eliminate food sources to
force the local Shia population from their homes. Since 2003,
a portion of the wetlands has been remediated, thanks to

Bati Avrasya'nin bir zamanlar en genis sulak alan ekosistemi, Mezopotamya
Batakliklari 1950'lerle 2003 arasinda sularinin %90'in1 kaybetti. Ilk énceleri, baslica
insan kaynakli sebep, tarima agma veya petrol arama amacl arazi islahiydi. Daha
sonra Saddam Huseyin 1991'deki basarisiz ayaklanmayi cezalandirmak icin Dicle ve
Firat nehir yataklarinin batakliklardan uzaklastiriimasini emretti. Amaci, diinyanin
en yuksek cesitlilikteki ekosistemlerinden birini, pek ¢ok bitki ve hayvan tirani
barindiran sulak alanlari ¢éle doéndstirmek, bdylece
yerel Sii halki besin kaynaklarindan mahrum birakarak
yurtlarindan etmekti. 2003'ten bu yana, suyu ve sazliklari,

projects that seek to bring back the water and reeds[2] and Assemblages of Loss: bunlarla birlikte insan ve insan olmayan ahaliyi geri Kaylp Kumeleri:

W|th them both human a‘nd nonhuman inhabitants. Still, the Extinction and Entanglement ggtlrmeyl.h.edeflfeyfen prOJeIe[ saye5|.|.1de, sulak a!anla.rln Mezopotamya'da Yok 0|U§
region will never be what it was. bir kismi iyilestirildi. Buna ragmen bdlge asla eski haline

, , _ , Between Two Rivers donemeyecek. ve Dolanikhik
Landscapes exist as assemblages, which Anna Tsing describes
as "open-ended entanglement[s] of ways of being” that “"don't Elisabeth Dedk Peyzajlar (Landscapes) kiimeler halinde var olurlar. Anna Elisabeth Dedk

just gather lifeways” but “make them”[3] in what Donna

Haraway calls “worldings.”[4] Assemblages happen in balance,

the disruption of which Deborah Bird Rose describes as

“worlds of loss."[5] Under terrible duress, the landscapes of the Mesopotamian Marshes
reveal their interconnections to life.

Human activity's severe impact on the region, whose name, meaning "between rivers,”
speaks directly to its landscapes, is central to Sinem Disli, Mahmoud Obaidi, and Tehran

Tsing'in “varlik bicimlerinin acik uclu dolanikhgr” olarak tarif
ettigi peyzajlar (landscapes) “yasama bicimlerini bir araya
toplamakla kalmaz” ayni zamanda, Donna Harraway'in
dunyalarin i¢ ice ge¢mis sekillenisi [worlding] olarak tanimladigi gibi, onlari yaparlar.

Asamblajlar aynizamanda denge icinde var olurlar ve Deborah Bird Rose bu dengenin
bozulmasini “yitim diinyalar” olarak isimlendirir. Mezopotamya Batakliklari, cok zor
kosullarla karsi karsiyayken hayatla baglarini gézler 6ntune sermekte.

Platform’s contributions to Sandstorm: And Then There Was Dust. Sinem Disli's ongoing
series Currents is an in-depth study of the effects of industrial agriculture in the region

Zwischen den 1950er-Jahren und dem Jahr 2003 wurden die Mesopotamischen Siimpfe,
einst eines der gréfiten Feucht-Okosysteme im westlichen Eurasien, zu neunzig Prozent
entwdssert. Zundchst waren menschliches Handeln verbunden mit Landaneignung fiir
Landwirtschaft oder Olférderung dafiir verantwortlich. Dann, als Vergeltung fiir einen
1991 gescheiterten Aufstand, ordnete Saddam Hussein an, Tigris und Euphrat von den
Feuchtgebieten wegzuleiten. Sein Ziel war es, eines der vielfdltigsten Okosysteme der
Welt und Zuhause einer vielfiltigen Flora und Fauna, in eine
Wiiste zu verwandeln, um Lebensmittelquellen der lokalen
Bevolkerung der Shia zu eliminieren und sie somit aus der

Geflige des Verlustes: Region zu vertreiben.
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ehemaligen Mesopotamiens ihre Verzahnung mit dem Leben.



around the Euphrates River, where cereals like wheat and barley as well as lentils, cotton,
and sesame are grown.[6] The two photographic projects Disli presents in Sandstorm
speak to the dangerous consequences of unnatural —desertification. In Fields of Fire,
we see images of stubble burning, a farming practice meant to get the most out of the
soil in a short amount of time with devastating effects on the soil and biodiversity. Sand
in a Whirlwind is a photograph of a whirlwind Disli came across while working on Fields
on Fire in an area that had been turned to desert by the Atatiirk Dam in Urfa, Turkey. The
dramatic and terrible whirlwind is a direct consequence of the dam.

In his installation Turtles, Canadian-Iraqi artist Mahmoud Obaidi honors the complexity of
interweaving cross-creature destinies by placing twenty turtles made of sand as symbolic
stand-ins for the more-than-three million Iraqgis displaced by violence since the First Gulf
War. The turtles, once plentiful, are now on the verge of extinction due to chemical waste.
Like the region’s humans, they are being forced to disappear from a homeland marked
by immeasurable loss. With his Uranium Generation Design, Obaidi, who left Iraqg in 1991,
subverts the trope of the pop-up shop in order to reveal the harsh realities of what living
in Irag means today, how violence and loss shape everyday life. Focusing on the lives
of those who stayed, Obaidi questions what living means in a place that is fraught by
disappearance.

Iranian collective Tehran Platform’s Al Mashoof, meaning “marsh boat,” alludes directly to
the violence human politics and wars have had on the marshes straddling the Iran-Iraq
border. In the past, this artificial boundary was meaningless to its inhabitants, humans
or otherwise. Life revolved around the water and people traveled freely by boat. With
Al-Mashoof, a partly virtual-partly material installation, Tehran Platform have created a

Insan faaliyetlerinin bélge tizerindeki siddetli etkisi, Sinem Disli, Mahmoud Obaidi ve
Tehran Platform’un Kum Firtinasi - And Then There was Dust'taki katkilarinin merkezini
olusturuyor. Sinem Disli'nin devam etmekte olan Cereyan serisi, bugday, arpa gibi
tahillarin yani sira, mercimek, pamuk ve susam yetistirilen Firat Nehri cevresindeki
bélgede endustriyel tarimin etkileri hakkinda derinlemesine bir inceleme. Disli'nin
Kum Firtinasi'nda sundugu iki isi dogal olmayan ¢éllesmenin sonuclarina deginiyor.
Aniz Yakimi'nda, hem toprak hem de —biyocesitlilik Gzerinde yikici etkiler birakan,
topraktan en kisa siirede en fazla verimi almay1 hedefleyen bir tarim pratigi olan aniz
yakilmasinin gértntuleri yer aliyor. Burgag ise sanatginin Aniz Yakimi tizerine galistig
sirada karsilastigi, Urfa'daki Atatlirk Baraji nedeniyle c¢éllesen alanlardan gelen
kumla olusan hortumun fotografi. Bu korkutucu hava olayi, dénen ruizgar, barajin
dogrudan sonuclarindan biridir.

Kanadali-Irakli sanatgi Mahmoud Obaidi Kaplumbagalar isimli yerlestirmesinde,
Birinci Kérfez Savasi'ndan bu yana siddet yoluyla yurdundan edilen i¢ milyondan
fazla Irakliyr sembolize eden kumdan yapilmis yirmi adet kaplumbaga figuruyle,
farkh mahlukatin kaderlerinin karmasik sekilde i¢ ice gecisine selam duruyor. Bir
zamanlar sayica ¢ok olan kaplumbagalarin simdilerde kimyasal atiklar nedeniyle
soylari tikenmek Uzere. Bolgenin insan sakinleri gibi, él¢lilemeyecek kadar buylik
kayiplar yasamis bir anavatandan yok olmaya zorlaniyorlar. Irak'tan 1991'de ayrilan
Obaidi Uranium Generation Design isinde, bugln Irak'ta yasamanin ne olduguna,
siddet ve kayiplarin gindelik hayati nasil sekillendirdigine dair sert gerceklikleri
ortaya cikarmak icin pop-up dikkdn mecazini ters yuz ediyor. Obaidi kalanlarin
yasamlarina odaklanarak, yok oluslarla yukli bir yerde yasamanin ne anlama
geldigini sorguluyor.

Der gravierende Einfluss menschlichen Handelns auf die Region ist wesentlich fiir Sinem
Dislis, Mahmoud Obaidis und Tehran Platforms Beitrédge zu Sandstorm - And Then There
Was Dust. Sinem Dislis fortlaufende Serie Currents ist eine detaillierte Studie der Effekte,
die die industrielle Landwirtschaft auf die Region um den Euphrat hat, in der Getreide wie
Weizen, Gerste und Linsen sowie Baumwolle und Sesam angebaut werden.[6]

Die zwei in der Ausstellung gezeigten fotografischen Projekte Dislis sprechen die
gefdhrlichen Konsequenzen der artifiziellen —Desertifikation an.

In Fields on Fire sehen wir das sogenannte Stoppelabbrennen, eine landwirtschaftliche Praxis, die
in kiirzester Zeit die lippigsten Ertrdge aus der Erde holen soll und gleichzeitig verheerende Effekte
auf Erde und Biodiversitét hat. Sand in a Whirlwind ist eine Fotografie eines Wirbelwindes, den Disli
aufnehmen konnte, wéhrend sie an Field's of fire arbeitete. In dem Areal, das durch den Atatiirk-Damm
in Urfa in eine Wiiste verwandelt wurde, ist der dramatische Wirbelwind eine direkte Konsequenz.

In seiner Installation Turtles huldigt Mahmoud Obaidi der Komplexitdit der verflochtenen
Cross-Kreaturen-Schicksale, indem er zwanzig Schildkréten aus Sand als symbolische
Vertretungen fiir die mehr als drei Millionen Iraker*innen platziert, die durch die seitdem
ersten Golfkrieg herrschenden Gewalt verdrédngt wurden.

Die Schildkréten, einst massenhaft, sind nun wegen der Chemieabfdlle am Rande des
Aussterbens. Wie die menschliche Bevélkerung sind sie gezwungen, gekennzeichnet durch
unermesslichen Verlust, aus ihrer Heimat zu verschwinden.
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“digital heritage” archive in which they have collected stories and experiences from many
generations. Their hope is to save the place’s stories so its history and existence won't be
lost to future generations.

Intimate knowledge of place, memory, and visibility as fuels for possible ongoingness are
also central to Negar Farajiani's piece Green Corners, an ecological education program
that focuses on —nonhuman actors, specifically “superplants” that have the ability to
clean the air, soil, and water from different toxic materials. In workshops with children,
Farajiani connects plants from different places, overcoming manmade borders and
creating networks of remediation and care.

The loss we are witnessing in the global ecological crisis, made so visible in this particular
tragedy, highlights the entanglements we have tried so long to blind ourselves to in our
efforts to grow and control. When you forcibly shift the paths that rivers have taken for
eons, you force millions of beings into oblivion. When you accumulate their waters in
one place, you deprive other places of life. The violence humans inflict on other humans
extends far beyond the limitations of our societies into the innumerable worldings with
which we are entangled.

franli kolektif Tehran Platform'un Al Mashoof (bataklik teknesi) isimli isi direkt olarak,
siyaset ve savaslarin Iran-Irak sinirinin iki yanindaki batakliklar tizerinde estirdigi
siddete atifta bulunuyor. Ge¢miste bu yapay sinir, lizerinde yasayan insan ve insan
olmayan sakinleri icin bir anlam tasimiyordu. Yasam su etrafinda déniyordu ve
insanlar teknelerle serbestce dolasiyordu. Tehran Platform yari sanal yari maddi bir
yerlestirme olan Al Mashoof ile bircok nesilden hikayeleri ve deneyimleri topladiklari
bir “dijital miras” arsivi olusturdu. Bu yere ait hikayeleri kurtarip saklayarak, tarihinin
ve varliginin gelecek nesiller icin tamamen kaybolmasina engel olabilmeyi Gimit
ediyorlar.

Muhtemel devamliligi besleyen mekan, hafiza ve géruntrlik hakkindaki yakindan
edinilmis bilgi Negar Farajiani'nin Yesil Koseler isinde merkezi konumda. Bu ekolojik
egitim programi —insan olmayan aktorlere, 6zellikle de havayi, topragi ve suyu
farkli toksik maddelerden temizleme kabiliyetine sahip “stiper bitkiler”e odaklaniyor.
Cocuklarla yurattigu atdlyelerde Farajiani farklh yerlerde yetisen bitkileri biraraya
getirerek, insan yapimi sinirlari asan iyilestirme ve bakim aglari olusturuyor.

Kiresel ekolojik krizde karsi karsiya oldugumuz, bu trajedi esnasinda daha gorinur
hale gelen kayiplar, butun bliylime ve kontrol ugrasimizda gérmemeye calistigimiz
dolanikhklari 6ne cikariyor. Nehirlerin ezelden beri aktiklari yataklari zorla
degistirirseniz, milyonlarca varhigin yok olmasina, unutulup gitmesine yol acarsiniz.
Nehirlerin suyunu tek bir yerde toplarsaniz diger yerlerdeki yasami séndiirtrstinuz.
insanlarin diger insanlar (izerine uyguladiklani siddet, toplumlarimizin sinirlarinin
¢ok 6tesine, dolaniklik halinde oldugumuz, sayisiz i¢ ice gecerek sekillenmis diinyaya
[worldings] uzaniyor.

Mit Uranium Generation Design untergrébt Obaidi, der Irak 1991 verlief, den Tropus
des Pop-up-Shops, um die harschen Realitdten des Lebens im heutigen Irak, die Gewalt,
toxische Umgebungen und Verlust involvieren, zu offenbaren. Er fokussiert sich auf die
Leben derjenigen, die blieben, mit der Frage, was Leben an einem Ort bedeutet, der durch
das Verschwinden belastet ist.

Tehran Platforms A/ Mashoof, was (bersetzt ,Sumpf-Boot” bedeutet, spielt direkt
auf die Gewalt an, die menschliche Politik und Kriege auf die Feuchtgebiete an der
iranisch-irakischen Grenze austibten. In der Vergangenheit war diese artifizielle Grenze
bedeutungslos fiir ihre Bewohner*innen, Menschen oder sonstige. Das Leben rotierte um
das Wasser und Menschen konnten sich frei mit dem Boot fortbewegen.

Mit Al Mashoof, einer teils virtuellen, teils materiellen Installation, hat Tehran Platform
ein Archiv fiir digitales Erbe geschaffen, in dem sie Geschichten und Erfahrungen vieler
Generationen sammeln. Ihre Hoffnung ist, dass diese Erzdhlungen gespeichert und also
gesichert werden, damit nicht auch die Geschichte und verbunden mit ihr die Existenz
zukiinftiger Generationen verloren gehen.

Privates Wissen (liber Ort, Erinnerung und Sichtbarkeit als Treibstoff fiir mdgliche
Kontinuitdt sind zentral fiir Negar Farajianis Arbeit Green Corners, einem 6kologischen
Bildungsprogramm, das sich auf —nicht-menschliche Akteur*innen stiitzt, besonders
auf sogenannte Super-Pflanzen, die die Fdhigkeiten besitzen, Luft, Erde und Wasser
von toxischen Materialien zu sdubern. In einem Workshop mit Kindern bindet Farajiani
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Pflanzen von verschiedenen Orten ein, um menschengemachte Grenzen zu lberwinden
und Netzwerke der Wiederherstellung und Sorgfalt aufzubauen. —Netzwerk

Der Verlust, den wir in der 6kologischen Krise beobachten kénnen, und der in dieser
speziellen Tragddie sichtbar gemacht wird, hebt die Verflechtungen hervor, die wir lange
versuchten zu ibersehen, um weiterhin wachsen und kontrollieren zu kénnen.

Wenn man die Wege von Fliissen, die diese seit Weltaltern nahmen, mit Gewalt verschiebt,
dann zwingt man Millionen von Wesen in die Vergessenheit. Sammelt man deren Wasser
an einem Ort, entzieht man anderen Orten das Leben.

Die Gewalt, die Menschen anderen Menschen zufiigen, erweitert die Grenzen unserer
Gesellschaft (iber jedes MafS hinaus, hinein in die unzédhlbaren Verweltlichungen, in die
wir verwoben sind.



[ was an ocean W[na’,

At once miracle and mz’mge,

The stillness of my. storm ,tmssec/ over the sky

And all that was bright was turned to c/arﬁgness.

[ c/mrgea’ the land /lfe a bull on a rampage,

[ smashed it to pz’eces like a vessel g[ c[a%

[ went tmmp[[ng thmug/] the  forest of cedar,

[ p[c/aea’ up a tree in my hand and took it into the pure
gam/en 0 Um/e,

Stan mg on the banks g( the river Euphmtes:

T/u’s c[tg is old — the gods Were once here —

], the Wina’, did not p[&mt the tree With my /W)a/,

[ p[antea’ it with my foot.

Ayat Najafi, Planting Gilgamesh, video stills, 2020



“The autumn soil continued on the other side
with the same colour, the same texture.

It rained on both sides of the chain.”

m Choman Hardi, At the Border, 1979. [1]

Sinem Disli, Sand In A Whirlwind, Archival Pigment Print, 2015



Like the prefix "hyper”, the term hybridity is increasingly present in the vocabulary of art
discourse. Hybridity both in form and in content denotes a phenomena through which
the merging of disparate elements brings about a new entity, for example through the
connection of outside and inside, of nature and art, and of material and representation.
[2]In ancient Greek mythology, the figures of the harpies (Gpmuta harpyia) embodied the

“Hiper” 6neki gibi, melezlik (hybridity) terimi de sanat séylemi dagarciginda giderek
dahafazlayer almakta. Hem bi¢cim hem de icerik olarak melezlik, bambaska unsurlarin
birlesmesinin -6rnegin dis ve i¢, doga ve sanat, malzeme ve temsil arasindaki
baglanti yoluyla- yeni bir varlik meydana getirdigi olgulari ifade eder [2]. Antik
Yunan mitolojisinde harpialar (&prtuia harpyia) firtina rizgarlarini cisimlestiriyordu.

storm winds. The harpies were the daughters of the sea titan Thaumas and the Okeanide
Elektra and were characterized in their form as hybrid beings,
between woman and bird. Already ancient mythology sought
to inscribe a fictional meaning into unpredictable natural
phenomena and the influence of —non-human actors through

Harpialar deniz tanrisi Thaumas ve Okeanid Elektra'nin kizlariydi ve gérunusleri
kadin ve kus arasinda melez varliklar olarak karakterize
edilirdi. Antik mitoloji, halihazirda, 6ngérilemeyen doga
olaylari ve —insan olmayan aktoérlerin etkilerine anlati
ve kisilestirmeler yoluyla kurgusal bir anlam yiklemeye

Moving Beyond Borders in Eski Mezopotamya'da

narratives and personifications. calhismistir.

Mesopotamia Sinirlari Asmak
As man-made control structures, political borders are an P ?

instrument for the construction of national belonging and Nadine Isabelle Henrich

insan yapimi kontrol mekanizmalari olarak siyasi sinirlar
ulusal aidiyetin ingasi icin bir aractir ve gégun segici Nadine Isabelle Henrich

stand for a worldview in which migration is a selective privilege.

Border installations transfer the natural, undefined territory

into the classification of administrative areas and trade areas

and subject it to territorial ownership claims. The countries of

the Mesopotamian region in particular are historically and currently marked by conflicts
over the negotiation of borderlines, which can often be described as phantom borders.
This recently coined term refers to “former, mostly political borders or territorial divisions
which, once they have been institutionally abolished, continue to structure the space”.
[3] Storms and borders can be understood as symbols of two contrary poles, the former
associating movement, unpredictability and border crossing, the latter appearing as a
manifestation of forced static systems and denied migration movements.

bir imtiyaz oldugu bir dinya goérisuni temsil eder.

Sinirlar dogal, tanimsiz bélgeyi idari ve ticari alanlar

siniflandirmasina aktarir ve bélgesel mulkiyet taleplerine

tabi hale getirir. Ozellikle Mezopotamya bélgesindeki

ulkeler gecmiste ve ginimuzde, “hayali hudutlar” olarak tanimlanabilecek sinirlarin
muzakeresine dair anlasmazliklarla damgalanmistir. Yakin zamanda ortaya atilan bu
terim “resmi olarak ortadan kaldirildiktan sonra da mekani yapilandirmaya devam
eden eski, genellikle politik sinirlar ve bélgesel bélinmelere” isaret eder[3]. Firtinalar
ve sinirlar iki zit kutbun sembolleri olarak anlasilabilir: ilki hareket, 6ngérilemezlik
ve sinir asimiyla iliskiliyken, ikincisi zorunlu istatistik sistemleri ve reddedilen gé¢
hareketlerinin tezahiiru olarak ortaya cikar.

Nadine Isabelle Henrich

Der Begriff ,Hybriditdt” ist wie auch das Prdfix ,hyper” zunehmend im Kunstdiskurs présent.

Hybriditdt bezeichnet formal wie inhaltlich Phdnomene der Durchdringung, bei denen aus

disparaten Elementen eine neue Entitdt entsteht, z.B. durch die Verbindung von Aufien und

Innen, Natur und Kunst, Material und Darstellung.[2] In der antiken griechischen Mythologie

verkdrperten die Figuren der Harpyien (dpmuta: hdrpyia) die Sturmwinde. Sie sind die Téchter

des Meerestitanen Thaumas und der Okeanide Elektra und in ihrer Gestalt als hybride Wesen
zwischen Frau und Vogel charakterisiert. Schon die antike Mythologie
suchte durch Narrative und Personifikationen unberechenbaren
Naturphdnomenen und dem Einwirken —nicht-menschlicher
Akteur*innen einen Sinn einzuschreiben.

Grenzen verwehen in

Als menschengemachte Kontrollstrukturen bilden politische

Mesopotamien Grenzen ein Instrument zur Konstruktion nationaler Zugehérigkeit

und stehen fiir ein Weltbild, in dem Migration ein selektives Privileg
ist. Grenzanlagen Gberfiihren das natirliche, undefinierte Gebiet in
eine Einordnung nach Verwaltungsgebieten, Handelsrdumen und
unterwerfen es territorialen Besitzanspriichen. Insbesondere Lédnder
in der Region Mesopotamiens sind historisch wie gegenwdrtig von
Konflikten um die Verhandlung von Grenzlinien geprdgt, die sich oftmals als Phantomgrenzen
beschreiben lassen. Dieser jiingst geprdgte Begriff bezeichnet »friihere, zumeist politische
Grenzen oder territoriale Gliederungen, die, nachdem sie institutionell abgeschafft wurden, den
Raum weiterhin strukturieren«.[3]
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https://fa.wikipedia.org/wiki/%D8%A7%D9%88%DA%A9%D8%A6%D8%A7%D9%86%D9%88%D8%B3
https://fa.wikipedia.org/w/index.php?title=%D8%AA%D8%A7%D8%A6%D9%88%D9%85%D8%A7%D8%B3&action=edit&redlink=1

As temporary, dynamic and hybrid entities as well as spatial aggregates, storms are —non-
human actors that can move across, damage, demolish and level separatist infrastructures.
Where the soil is no longer fixed by roots and plants but becomes eroded and unstable after
years of conflict, the storm carries sand and dust away with it, and takes it to neighbouring
countries and beyond. In German military vocabulary, “storm attack” (Sturmangriff) means a
fierce, surprise attack that aims to break through the enemy’s frontline of defense through
high-speed movement. In many ways, the storm is a metaphor for the dynamic breaking
through, the moving over static constructions: a meteorological phenomenon that has been
sweeping across the earth and overcoming borders for thousands of years. The sandstorm in
particular is a meteorological migrant that leaves its mark. Crossing the boundaries between
different fields of knowledge and disciplines, Kerem Ozan Bayraktar circles the topic of dust
from the angle of gravity and condenses the different material properties, contexts, and
aesthetic phenomena of dust particles in a video piece. The piece consists of four parts and
the mostly digitally generated visuals explore the migration of particles, their movements and
collisions, as a “balance of imbalance”. His own artistic research process on the topics of mine
construction and geology as starting points for the formation of dust merges scientific and
poetic approaches, and is manifested in a wall piece that, like a giant mind map, traces the
searching paths for information and references as a —network of unexpected connections.

The photographic piece Sand in a Whirlwind (2015) by Sinem Digli follows a whirlwind that carries
sand and crosses the border between Syria and Turkey. The absence of vegetation or trees in much
of the region —Desertification offers the storm a space to move in that allows it to grow unhindered,
both in size and speed. In Sand in the Whirlwind, the vertical axis of rotation of the storm rises
high and links the earth’s atmosphere and the landscape through the body of the vortex, not only
crossing national borders but also levelling the boundary between heaven and earth.

Gegici, dinamik ve hibrit varliklar ve uzamsal topluluklar olarak firtinalar ayrilikgi altyapilari
asabilen, hasar verebilen, yikabilen ve hizalandirabilen —insan olmayan aktérlerdir. Topragin
artik kokler ve bitkiler tarafindan sabitlenmedigi, yillarca stren ¢atigsmalardan sonra asinmis
ve dengesiz hale gelmis yerlerde firtina kum ve tozu beraberinde tasir, komsu ulkelere ve
otesine gotirar. Alman askeri sézciik dagarciginda “firtina saldirisi” (Sturmangriff) yuksek
hizli hareketle diismanin savunma cephesini yarip ge¢gmeyi amaclayan siddetli, stirpriz
bir saldir anlamina gelir. Firtina bir¢cok yénden dinamik bir kirma, Gzerinden ge¢gme
metaforudur: binlerce yildir diinyayi boydan boya stiptiren ve sinirlari asan meteorolojik bir
fenomen. Kum firtinasi, bilhassa, izini birakan meteorolojik bir gé¢mendir.

Farkli bilme alanlari ve disiplinler arasindaki sinirlari asan Kerem Ozan Bayraktar, toz konusunu
yer ¢cekimi acisindan cevreliyor ve toz par¢aciklarinin farkli maddesel ézelliklerini, baglamlarini
ve estetik gériingiilerini bir video isinde yogunlastinyor. Is dért bélimden olusuyor ve
cogunlukla dijital olarak uretilen gorseller pargaciklarin goglini, hareketlerini ve carpismalarini
“dengesizligin dengesi” olarak arastiriyor. Tozun olusumu icin baslangig noktalari olarak maden
insasi ve jeoloji konularinda kendi sanatsal arastirma sureci bilimsel ve siirsel yaklasimlari
birlestiriyor ve dev bir zihin haritasi gibi, beklenmedik baglantilar agi olarak bilgi ve referanslarin
arayis yollarini izleyen bir duvar ¢alismasinda gérunur hale geliyor. —aglar

Sinem Digli'nin fotograf ¢alismasi Burgag (2015) Suriye - Trkiye sinirini gegerek kum tasityan
bir siddetli bir riizgar takip ediyor. Bélgenin buytk bir kisminda bitki 6rtlsu ve agaclarin
yoklugu firtinaya, hem boyut hem de hiz agisindan engelsiz biiyime imkani saglayan bir
hareket alani sunar. —collesme Burgac'ta firtinanin dikey donis ekseni ytikselir ve diinyanin
atmosferiyle araziyi girdap goévdesi boyunca birbirine baglar; yalnizca ulusal sinirlari
ge¢mekle kalmaz, ayni zamanda cennet ile yery(izii arasindaki siniri ayni seviyeye getirir.

Stiirme und Grenzen lassen sich gewissermafSen als Sinnbilder zweier kontrdrer Pole verstehen,
ersterer assoziiert Bewegung, Unberechenbarkeit und Grenztiberschreitung, letzterer erscheint
als Manifestation erzwungener statischer Systeme und verwehrter Migrationsbewegungen. Als
tempordre, dynamische und hybride Entitdten sowie rdumliche Aggregate sind Stiirme nicht-
menschliche Akteure, die sich Uber separatistische Infrastrukturen hinwegbewegen, diese
beschddigen, demolieren, nivellieren kénnen. Dort, wo der Boden nicht mehr durch Wurzeln und
Pflanzen fixiert ist, sondern nach Jahren des Konflikts instabil und unbestdndig wird, reift der
Sturm Sand und Staub mit sich fort, trigt ihn in Nachbarldnder und in die Ferne.

Im militdrischen Vokabular meint der Sturmangriff den heftigen, (berraschenden Angriff mit
dem Ziel, durch die Geschwindigkeit der Bewegung die vordere Verteidigungslinie des Gegners
zu durchbrechen. Der Sturm ist in vielerlei Hinsicht Metapher fiir das dynamische Durchbrechen,
das Hinwegbewegen (iber statische Konstrukte: ein meteorologisches Phdnomen, das seit
Jahrtausenden (ber die Erde hinwegfegt und Grenzen (iberwindet. Insbesondere der Sandsturm
ist ein meteorologischer Migrant, der Spuren hinterldsst.

Die Grenzen zwischen verschiedenen Wissensgebieten und Disziplinen (iberschreitend, umkreist
Kerem Ozan Bayraktar das Thema Staub vor der Folie der Schwerkraft und verdichtet die
unterschiedlichen materiellen Eigenschaften, Kontexte und dsthetischen Phdnomene von
Staubpartikeln in einer Videoarbeit. In den zumeist digital generierten Ansichten, fokussiert
die in vier Teile gegliederte Arbeit die Migration von kleinsten Partikeln, ihre Bewegungen und
Kollisionen als eine ,balance of imbalance”. Sein eigener kiinstlerischer Rechercheprozess zu
den Themen Minenbau und Geologie als Ausgangspunkte fiir die Entstehung von Staub, der
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Kerem Ozan Bayraktar, Rotor, video still, 2020

wissenschaftliche und poetische Zugdnge verknliipft, manifestiert sich auch in einer Wandarbeit,
die wie eine riesige Mindmap, auf der sich die Pfade seiner Suche nach Informationen und
Beziigen als —Netzwerk unerwarteter Verbindungen abzeichnen.

Die fotografische Arbeit Sand in a Whirlwind (2015) von Sinem Digsli folgt einem Wirbelsturm, der
Sand mit sich fiihrt und die Grenze zwischen Syrien und der Tiirkei (iberwindet. Die weiten Fldchen
ohne Vegetation oder Baumbestand — Desertifikation bieten dem Sturm einen Bewegungsraum,
der ihn in GréfSe und Geschwindigkeit ungebremst anwachsen ldsst. Die vertikale Drehachse des
Sturmes ragt hier hoch auf und verkniipft Erdatmosphdre und Landschaft durch den Kérper
des Luftwirbels miteinander, tiberschreitet nicht nur Ldndergrenzen, sondern nivelliert auch die
Grenze zwischen Himmel und Erde.

Kerem Ozan Bayraktar, Rotor, video still, 2020

Kerem Ozan Bayraktar, Rotor, video still, 2020



[ have turned me[/ow, pure scent and music,

[ have become the /rea[ing wind

\/D/tene\)er You see trees St[rr[ng gent[g, euphon[ous,
Know that it is me lmssm[q bg,

Urg[ng ﬂoWerS, 605/[es, souls, and ﬂesh to come to Q’fe

Js

t Tehran Platform, Al Mashoof, VR stills, 2020



Humans are tied together through specific means of localization. What distinguishes the
local here from the local there and how the local becomes comprehensible, i.e. in and of
which coherences it consists, is learned step by step through various, mostly imposed,
practices. This is how we explore our belonging and form a cosmos that is always political,
never extra-territorial or universal [1].0ne of the first forms of spatial description that we
encounter is geography. Before geography offers us a way to perceive the intangible
global in the form of maps and globes by suggesting ways
of looking at it, our local consists of manifold dynamic
relationships, which are primarily characterized by the fact that
every situation is meaningful and that we as actors are deeply
entangled in this material-semiotic —network. A separating
view from the outside, such as the view on a “physical” map,

are not primarily about geometric spatiality nor are they
characterized by singular modes of perception. The Cartesian
grid and the ocularcentric ego manifest only successively in
our observations. Warf captures this turning point, which
western philosophy and modern natural sciences still struggle
with, as follows:

With Descartes’ cogito, vision and thought became funneled into a spectator’s view of the
world, one that rendered the emerging surfaces of modernity visible and measurable and
simultaneously rendered the viewer bodyless and placeless. [2]

Mapping Inseparability

seems inconceivable at first because local investigations Alexander W. Schindler

insanlar belli basl yerellesme araclariyla birbirlerine baglidir. Buradaki yerelle oradaki
yereli nelerin ayirdidi, yerelin nasil makul oldugu-ne tur tutarhliklari icerdigi-ise adim
adim cesitli, cogunlukla maruz kalinan pratikler Gzerinden 6grenilir. Aidiyetimizi boyle
kesfederve her daim politik olan fakat asla sinirlarinin disinatasmayan, kiiresel olmayan
evrenler olustururuz [1]. Karsilastigimiz ilk mekansal tasvirlerden biri cografyadir.
Cografya bize soyut globali anlamak ig¢in haritalar, kiireler ve bunlara bakma tavsiyeleri
sunmadan ewvel, bizim yerelimiz binbir c¢esit dinamik
iliskiden olusur. Bu iliskilerin 6ncelikli nitelikleri her durumun
kendi i¢cinde anlamli olmasi ve bizim de aktérler olarak bu
materyal-semiyotik agin icine derin bir sekilde dolanikh
olmamizdir. Disaridan gelen ayirici bir gorintt, 6rnegin
‘fiziksel' haritadaki goruntd, ilk basta anlasilmaz gézukur,

iliskili degildir, tekil algi modelleriyle de nitelendiriimezler.
Kartezyen izgara ve g6z odakli ego g6zlemlerimizde sadece
yavas yavas belirir. Warf, bati felsefesi ve modern dogal
bilimlerin hala zorlandigi bu ddnme noktasini yakalar:

Descartes'in cogitosuyla, bakis ve distince izleyicinin diinyay1 gértisinde harmanlandi.
Bu durum, modernitenin belirmeye baslayan ylzeylerini goérunir ve olculebilir
kilarken, ayni zamanda izleyiciyi de bedensiz ve mekansiz kildi. [2]

Mekansiz ve bedensiz bakisin yukselisinin epistemik ve siyasi sonuglari oldu ve

Ayrilamazh@g: Haritalamak
¢Unku yerel kesifler 6ncelikli olarak geometrik mekansallikla Alexander W. Schindler

bunlara karsi “kritik cografya” direnmekte [3]. Karsi-haritalama, katilimci haritalama
ve en glncel olarak da Gaia-grafi [4] gibi pratikler araciligiyla, var olan kartografiler

Menschen verbindet eine spezifische Art sich zu lokalisieren. Was das Lokale hier von
dem Lokalen dort unterscheidet und wie das Lokale begreifbar wird, also in und aus
welchen Zusammenhdingen es besteht, lernen wir schrittweise durch diverse, gréftenteils
oktroyierte Praktiken. So erkunden wir unsere Zugehérigkeit und bilden einen Kosmos,
der immer ein politischer, niemals ein extra-territorialer oder gar universaler ist.[1] Eine
der ersten rdumlichen Beschreibungsformen, die uns begegnet, ist die Geografie. Bevor
die Geografie uns das unfassbare Globale in Form von Karten
und Globen perspektivisch prdsentiert und uns Blickwinkel und
-weisen vorschldgt, besteht unser Lokales aus mannigfaltigen
dynamischen Beziehungen, die sich primdr dadurch
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Rdumlichkeit geht wund diese nicht durch singuldre
Wahrnehmungsmodalitéten geprdgt sind. Der cartesische
Raster und das okularzentrischen Ego, manifestieren sich erst
sukzessive in unseren Observationen. Barney Warf erfasst diesen Wendepunkt, an dem
westliche Philosophie und moderne Naturwissenschaften bis heute zu kauen haben, wie
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The rise of dislocated and disembodied vision has had epistemic and political
consequences, against which “critical geography” is resisting [3]. By means of practices
such as counter-mapping, participatory mapping, and most recently Gaia-graphy
[4], existing cartographies are not just augmented by new levels of information, but
traditional perspectives and categories are fundamentally questioned: limited sites
become inseparably meaningful events.

Anthropology, which emerged from colonial practices of demarcation, attempts to detach
itself from its origins. Thus William Fisher described his approach in “Fluid Boundaries” as
follows:

The focus on process rather than product redirects our attention to the formation and
reformation of boundaries and suggests that boundaries are permeable, fluid, and always
already in the process of becoming. [5]

An extension of this anthropological method is currently being developed by Bruno Latour,
who locates our existence in “critical zones” and emphasizes that our anthropocentric
understanding of the earth must be mingled symmetrical with —nonhuman actors:
Space has become an agitated history in which we are participants among others,
reacting to other reactions.” [6]

Approaches of this kind not only challenge the archaic nature/culture dichotomies, but
also deprive them of any substrate. By now it might seem inconceivable to investigate
the local temporality of our relational existence on the basis of established scientific
paradigms. However, this is not primarily due to the fact that we lack the appropriate

yeni bilgi seviyeleriyle cogalmakla kalmiyor, ayni zamanda geleneksel perspektifler
ve kategoriler de temelden sorgulaniyor: sinirli mekanlar ayrilamaz anlaml olaylara
donusuyor.

Kolonyal hudut tayin etme pratiklerinden dodan antropoloji disiplini kendini
koklerinden ayirmaya calisiyor. William Fisher “Muglak Sinirlar” (Fluid Boundaries)da
kendi yaklagimini séyle acikhyor:

Sonugyerine strece odaklanmamiz, dikkatimizi sinirlarin nasil tekrar tekrar olustuguna
cekiyor ve sinirlarin gegirgen, akiskan ve her daim olusma surecinde oldugu 6nerisini
sunuyor. [5]

Bu antropolojik ydntemin bir devami simdilerde Bruno Latour tarafindan gelistiriliyor.
Latour varolusumuzu “kritik bodlgeler"de konumlandiriyor ve dinyay! insan odakh
kavrama seklimizin —insan olmayan aktorlerle simetrik bir sekilde birlesmesi
gerektigini vurguluyor:

“Mekan, icinde bizim de digerleri gibi katihmci oldugumuz, baskalarinin tepkilerine
karsi tepkiler verdigimiz tedirgin bir tarihe donlstd.” [6]

Bu tarz yaklagimlar kullanimdan kalkmis doga/kultdr ikiliklerine karsi cikmakla kalmiyor
ayni zamanda zeminlerini yok ediyor. Bugin, sabitlesmis bilimsel paradigmalar
kapsaminda iliskisel varolusumuzun yerel zamansalligini incelemek akil almaz geliyor.
Fakat, bu aslen uygun ydntemlere ve araglara sahip olmamizdan kaynaklanmiyor.
Aksine, olayin 6zl disiplinlerin sinirlari asma seklimizde, puzzle'in -veya “mozaigin”[7]-

,With Descartes cogito, vision and thought became funneled into a spectator’s view of the
world, one that rendered the ermerging surfaces of modernity visible and measureable
and simultaneously rendered the viewer bodyless and placeless.”[2]

Der Aufstieg des ortlosen und kérperlosen Sehens hat epistemische und machtpolitische
Folgen gegen die sich die ,kritische Geographie” mit aller Kraft stemmt.[3] Mittels
Praktiken wie Counter-Mapping, Participatory-Mapping oder jiingst Gaia-Graphy[4]
werden bestehenden Kartographien nicht blof8 neue Informationsebenen hinzugefiigt,
sondern althergebrachte Perspektiven und Kategorien grundlegend hinterfragt: Aus
begrenzten Orten werden untrennbare bedeutsame Ereignisse.

In direkter Verbindung mit dieser Strémung steht die Anthropologie, die selbst aus
kolonialen Praktiken der Demarkation entstand und sich davon loszulésen versucht. So
beschrieb Wiliam Fisher sein Vorgehen in Fluid Boundaries folgendermafen:

.The focus on process rather than product redirects our attention to the formation and
reformation of boundaries and suggests that boundaries are permeable, fluid, and
always already in the process of becoming.“[5]

Eine Erweiterung dieser anthropologischen Methode erfahren wir aktuell durch Bruno
Latour, der unser Dasein in ,Kritischen Zonen” verortet und dabei unterstreicht, dass
unser anthropozentrisches Erd-Verstindnis symmetrisch mit —nicht-menschlichen
Akteur*innen vermengt werden muss:
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methods and instruments. Rather, the crux of the matter is found in the way we overcome
disciplinary boundaries and how we decide which pieces of the puzzle - or "mosaics”
[7] - to examine in terms of their transformative impact. Inseparability, therefore, does
not only mean connectedness. Inseparability emphasizes the consequences of human
boundaries as an epistemic foundation. When 1 say that something is inseparable, I
already anticipate the danger of being tempted to separate. Inseparability is nothing
more than an implicit appeal to the acceptance of limited knowledge. A limitation which
we try to suppress since the start of the so called modernity through constantly coming
up with new boundaries to help us cope with the circumstances.

dénusturucu etkilerini g6z 6nuinde bulundurarak hangi parcasini arastiracagimiza karar
verme seklimizde yatiyor. Dolayisiyla ayrilamazlk sadece baglantida olma anlamina
gelmiyor. Ayrilamazlik epistemik bir temel olarak insan sinirlarinin sonuglarini
vurguluyor. Bir seyin ayrilamaz oldugunu sdyledigimde, ayirmaya meyletme tehlikesini
de halihazirda bekliyorum. Ayrilamazlik, sinirli bilginin kabultine karsi dolayli bir
itirazdan baska bir sey degildir. Bu kusuru, sézde modernitenin basladigi zamanlardan
beri, olaylarla basa ¢ilkmamiza yardim etsin diye durmadan yeni sinirlar yaratarak
bastirmaya calisiyoruz.

.Space has become an agitated history in which we are participants among others,
reacting to other reactions.“[6]

Ansdtze dieser Art fordern die alten Natur / Kultur-Dichotomien nicht blof8 heraus,
sondern entziehen ihnen jeglichen Ndhrboden. Noch scheint es unvorstellbar, die
lokale Zeitlichkeit unserer relationalen Existenz auf Basis bestehender wissenschaftlicher
Paradigmen zu untersuchen. Dies liegt aber in erster Linie nicht daran, dass uns die
passenden Methoden und Instrumente fehlen. Nein, der springende Punkt findet sich in
der Art, wie wir disziplindre Grenzen tiberwinden und wie wir die Entscheidungen treffen,
welche Teile der Puzzles - oder nennen wir sie ,Mosaike"[7] - auf ihre transformative Kraft
hin Gberpriift werden sollen.

Untrennbarkeit bedeutet also nicht blof8 Verbundenheit. Untrennbarkeit setzt den Akzent
auf die Konsequenzen menschlicher Grenzziehungen als epistemische Grundierung.
Wenn ich sage, dass etwas untrennbar ist, dann nehme ich bereits vorweg, dass die
Gefahr, zur Trennung verleitet zu werden, besteht. Untrennbarkeit ist nichts weiter als ein
impliziter Appell an die Akzeptanz der Grenzen unseres Wissens. Eine Limitierung, die wir
seit Beginn der Moderne, in dem wir uns immer wieder neue Grenzen einfallen lassen, die
uns helfen sollen mit den Umstdnden klar zu kommen.
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birbuguk, Loss of Habitat, An attempt to build an unharmonic story through the narratives of three researchers who work
on political ecology, conflicts on water, and environmental justice in Turkey, audio installation,, 2020



Do You see that so[z'mrg tree
grov\)[ng on the bank g( the /ro[g Eup/tmtes,
rz'n/cmg  from_its waters
], m[g/ttg Wz'm/, will tear it out at the roots and snap gj[ its

6mnc/:es,
[he water ?f the Ewp/;mtes will wash over it
0 you people 0 perpewa[ pain,
Demolish the ouse, and build a 60412,‘./
:?(mndon Wea[t/r, am/lsee//a SW\)[\MZ./
urn property, save Life!
75/&6 OIZ (f()mrg the seg/[ of all /[\)[ng z‘/pmgs/

Poster announcing an exhibition in Tehran of photographs taken by children
curated by Negar Farajiani, 2013

P



“History"is both a human storytelling practice
and that set of remainders from the past that

we turn into stories.”

m Anna Tsing, The Mushroom At The End Of The World, 2015. [1]




The important role of networks is found in a great number of contemporary
approaches to understanding and explaining the formation of our surroundings. One
such approach is developed by Anna Lowenhaupt Tsing in her book The Mushroom
at the End of the World, in which she positions “cross-species entanglement” [2] as
the very core of a new understanding of the world. To Lowenhaupt Tsing, survival
in an increasingly hostile environment necessitates “collaborative survival”[3] and
a “moment of co-species being” as its foundation [4].
Donna Haraway on the other hand talks about “kinship
networks"[5] and the subsequent formation of “multispecies

Cevremizin olusmasini anlamaya ve agiklamaya y6nelik glincel yaklasimlarin ¢cogunda
aglarin 6nemli rolt kargimiza ¢ikar. Dinyanin Sonundaki Mantar isimli kitabinda bu
yaklasimlardan birini gelistiren Anna Lowenhaupt Tsing, diinyay! yeni anlamlandirma
bicimimizin merkezine “capraz-turlerin dolanikhgini” [2] koyuyor. Lowenhaupt Tsing'e
gore gitgide hasinlesen bir ortamda hayatta kalmak, “isbirlik¢i hayatta kalma” modelini
ve “yoldas tiirler olmanin énemini” temel almayi gerektiriyor [3]. Ote yandan Donna
Haraway, “akrabalik aglarindan”[4] ve akabinde gelisen
“coklu tirlerin hikaye anlaticihgindan”[5] bahsediyor ve bu
kavramlar Gzerinden diinyay: farkli bir sekilde agiklamaya
calisiyor. Isbirligi, yoldas tarler olmak, akrabalik aglar:

storytelling”[6], which aims to explain the world in a new On the (In)visible Links

way. Collaboration, co-species being, kinship networks: all of Dunyanln Gorun(ur)/(mez)

butlin bu kavramlar insanlar arasi ve ozellikle insanlar ve

these concepts refer to active compounds between humans of the World —insan olmayan aktorler arasi aktif bilesimlere hiyerarsik Baglarl Uzerine
but especially between humans and —non-human actors in olmayan bir sekilde atifta bulunuyor.
a non-hierarchical form. Sarah Maske Sarah Maske

That the consideration of this type of network is essential

(though long overlooked) for an in-depth analysis of our

complex reality can be observed in many ecological artworks.

This analysis alone can allow us to see the actual complexity of ecosystems, the links
among actors and most likely a better way reaching cross-species entanglement
and multispecies storytelling in a nonlinear way. Networks are the very basis of
robust ecosystems and successful art projects in a world that restricts human and
nonhuman behavior, giving unsuitable input which leads to unsuitable results and not
trusting alternative paths. But the following projects prove that there is a way of civil
engagement which serves all entities on earth.

Cogu ekolojik sanat isinde, bu tur bir agin géz onunde

bulundurulmasinin (uzun suredir géz ardi edilse de) karmasik

gercekligimizin derin bir analizini yapabilmek icin gerekli

oldugu séylenebilir. Sadece bu analiz bile ekosistemlerin asli

karmasikhgini ve aktérler arasi aglari gérmemizigin yeterlidir. Hatta blyuk ihtimalle capraz-
turlerin dolanikligina ve ¢oklu turlerin dogrusal olmayan hikaye anlaticiigina ulasmanin
daha iyi yollarini gérmemizi de saglar. Adlar, dayanikli ekosistemlerin ve insanlarin ve
diger tirlerin davranislarini kisitlayan, uygun olmayan tavsiyeler vererek uygun olmayan
sonuglar doguran ve alternatif yollara glivenmeyen bir diinyada uretilen basarili sanat
projelerinin temelinde yer alir. Ama, asagida bahsi gecen projeler diinyadaki tiim varliklara
hizmet eden bir sivil iliskilenme biciminin mimkun oldugunu ortaya koyuyor.

Die Relevanz von Netzwerken zieht sich durch die zeitgenéssischen Denkansdtze der Welt-
und Mitwelterkldrung. Einen Ansatz entwickelt Anna Lowenhaupt Tsing in ihrem Buch 7he
Mushroom at the Fnd of the Wor/d bei der ,Cross-Kreaturen-Verflechtung“[2] als Grundlage
eines neuen Verstdndnisses der Welt beschrieben wird. Fiir das Uberleben auf einer immer
feindlicher werdenden Erde sieht sie sogenanntes ,gemeinschaftliches Uberleben”[3]
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und einen in der ,Kollaboration der Arten aufblitzenden Moment” als Grundlage.

[4] Donna Haraway spricht zudem von der besonderen

Wirkungsweise von Verwandschaftsnetzwerke[5] und dem

daraus entstehenden ,arteniibergreifender Geschichten[6],

mit dem die Welt neu erzdhlt wird. Kooperation, Co-Arten-

Die (un)sichtbaren Sein, Verwandschaftsnetzwerke: All diese Konzepte weisen
. auf eine aktive Verbindung zwischen Menschen, aber vor
Verbindungen der Welt  cjiem quch zwischen Menschen und —nicht-menschlichen
Akteuren hin und dies in nicht-hierarchischer Prégung. Dass Sawle hlw

Sarah Maske die Berticksichtigung dieser Art von Netzwerken relevant fiir

eine genaue Untersuchung der komplexen Realitdt ist, aber

lange (libersehen und ignoriert wurde, ldsst sich in vielen

der hier versammelten 6kologisch geprégten Kunstwerken

nachverfolgen. Nurdadurchwird die Komplexititvon Okosystemen sowie die Verbindungen

zwischen den Akteur*innen erkennbar und die arteniibergreifende Verbindung in einem

nicht linearen Weg erreicht. Heterogene Netzwerke sind die Grundlage von robusten
Okosystemen und nachhaltigen Kunstprojekten in einer Welt, die menschliches und
nicht-menschliches Verhalten unterdriickt, unpassende Beitrdge férdert, die zu nicht
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Negar Farajiani's Green Corners is an artivist collaborative handling of the present
moment. The project’s main subject is environmental education in urban as well
as rural areas of Iran. For Sandstorm - And Then There Was Dust Farajiani organized
workshops in Tehran as well as Yazd, Bam, and in the village Darzikola in the Hyrcanian
forests.

Farajiani initiates relationships between children in Tehran and other places by
creating and extending a network with plants and letters, which she lets the children
take care of (writing, repotting, watering) as active network members. With this
exchange of letters and regional plants, she seeks to provoke an expansion of the
conceptual cosmos and perception change in the children’s relationships to their and
other environments and to other people.

Furthermore she connects participating children with —non-human actors like
regional plants by raising awareness and informing them about them and uses the
plants as connectors and mediators between the children. In the exhibition space she
is presenting, the networks is a mirror installation in which the visitor will be part of a
self-plant-network.

Tehran Platform seeks to develop a network that is dedicated to the preservation of
culture connected to ecology. The piece Al Mashoof consists of an internet platform
that collects stories around the Iranian Hoor Al-Azim marshlands and makes them
accessible to a wider audience while simultaneously establishing a network among
the people sharing the stories and a VR installation which makes parts of the region
accessible to visitors. Tehran Platform additionally uses the social media network

Negar Farajiani'nin Yesil Koseler projesi, i¢cinde bulundugumuz zamani sanat ve
aktivizmin is birligi yaptigi bir noktadan ele aliyor. Projenin ana mevzusu iran'in hem
kentsel hem de kirsal bélgelerindeki ekolojik egitim. Kum Firtinasi- And Then There
was Dust icin Farajiani Tahran, Yezd ve Ben'de ve ayrica Hyrkaniaormanlarindaki
Darzikola Kéyi'nde atblyeler dizenledi.

Farajiani, Tahran'daki cocuklarla diger sehirlerde ve kdylerdeki ¢ocuklar arasinda
bitkilerin ve mektuplarin da dahil oldugu bir ag kuruyor ve agin bakimini (yazmak,
saksi degistirmek, sulamak) aktif tiyeleri olan ¢ocuklara birakiyor. Cocuklar arasinda
gidip gelen mektuplar ve yerel bitkiler araciligiyla olusan kavramsal evreni ve
cocuklarin kendi cevreleriyle, diger cevrelerle ve insanlarla kurdugu iliskide olusan
algi degisikligini genisletmeyi amachyor.

Ustelik, ocuklari farkindaliklarini gelistirerek, onlari bilgilendirerek onlari yerel bitkiler
gibi —insan olmayan aktorlerle biraraya getiriyor, bitkileri cocuklar arasinda baglar
kuran, aralarini bulan aktérler olarak kullaniyor. Bu aglari bir ayna yerlestirmesi olarak
sundugu sergi mekaninda, ziyaretciler de bu birey-bitki aginin bir parcasi oluyor.

Tehran Platform ekolojiye bagh bir kiiltiirin muhafaza edilmesiicin bir ag gelistirmeyi
amachyor.

Al Mashoof Iran'daki Hur al-Azim batakliklarina dair hikayeler toplayan bir internet
platformundan olusuyor, bu hikayeleri daha genis bir izleyiciye erisilebilir kilarken
ayni zamanda hikayelerini paylasan insanlar arasinda da bir ag kuruyor. Mekandaki
VR yerlestirmesiyse bdlgenin bazi kisimlarini izleyici icin erisilebilir hale getiriyor.

nachhaltigen Resultaten fiihren und Misstrauen gegeniiber alternativen Wegen schiirt.
Die hier beschriebenen Projekte dagegen beweisen, dass es viel ziviles Engagement gibt,
das allen Entitdten der Erde dient.

Es werden dabei nicht nur symbiotische Verbindungen geknlipft, sondern auch schddliche,
die das gesamte Netzwerk zundchst destabilisieren und unter Umsténden zerstéren, wie
Eingriffe in Umgebungen, die zu —Diversitdtsabbau oder sogar zu —Desertifikation fiihren.

Negar Farajianis Green Corners ist ein artivistische Unternehmung, einen kooperativen
Umgang mit der Gegenwart zu finden. Das Thema ist 6kologische Bildung in urbaner
aber auch ldndlicher Umgebung in Iran. Sie arbeitet in Form von Workshops im ganzen
Land. Farajiani hilft beim Aufbau von Beziehungen zwischen Kindern verschiedener Orte,
indem sie Netzwerke um aktive Netzwerkakteure, wie Pflanzen und Briefe erweitert, die
die Kinder austauschen. Dadurch provoziert sie eine Erweiterung des Denkkosmos und
Wahrnehmungsverdnderungen beziiglich ihrer und mdglicher anderer Umgebung(en)
und dem Umgang mit anderen Menschen. Zusdtzlich verbindet sie die teilnehmenden
Kinder mit —nicht-menschlichen Akteur*innen, ndmlich regionalen Pflanzen, indem sie
die Kinder (iber sie informiert und diese als Mittler*innen und Mediator*innen zwischen
den Kindern verschiedener Regionen einsetzt. Im Ausstellungsraum présentiert sie eine
Spiegelinstallation, in der Besucher*innen Teil eines Ich-Pflanzen-Netzwerkes werden.

Tehran Platform strebt an, ein Netzwerk zu entwickeln, das sich der Erhaltung der an
Okologie gebundenen Kultur verschreibt. Das Werk A/ Mashoof besteht aus einer
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Instagram account memory_of the_hoor to bring together photographs, stories and
other data of the region. Al Mashoof trusts technology to be the right tool for storing
and maintaining lost ecological and cultural treasures.

Ayat Najafi's Planting Gilgamesh is a contemporary interpretation of one of the oldest
pieces of writing ever found, the Gilgamesh epic. The installation includes audio-
readings of the old text in Akkadian and Sumerian by scholars of Ancient Middle
Eastern Studies, as well as interpretations of parts of the text by the exhibition’s
participating artists. A video will be projected on water while at the same time audio
of the old texts plays. Najafi knits together a network of past and present, one that is
geographically spread over Turkey, Iraq, and Iran.

birbucuk applies stories to the artworks by means of an audio-walk which collects
theories, spoken images, and stories by scientists, scholars, and others working
around ecological, geological, and activist topics. Thus bringing about a network of
visual and spoken narrative forms.

Without cooperation in a network the artworks could not be realized in this complex
and long-term form.

Tehran Platform ayni zamanda memory_of _the_hoor isimli instagram hesabini
kullanarak bolgeye dair fotograflari, hikayeleri ve verileri biraraya getirmeyi
amacliyor. Al Mashoof kaybedilmis ekolojik ve kultiirel hazineleri saklamak ve
muhafaza etmek icin teknolojinin dogru arag olduguna inaniyor. —biyocesitlilik

Ayat Najafi'nin Gilgamis Asilamak isimli isi en eski yazi 6rneklerinden birinin, Gilgamig
Destanr'nin giincel bir yorumlamasi. Film hem metnin Antik Cag Orta Dogu Calismalari
alaninda akademisyenler tarafindan Akad ve Siimer dillerinde okunmasinin ses
kayitlarini, hem de sergiye katilan sanatcilarin metnin farkli kissmlarina getirdikleri
yorumlari igeriyor. Tarihi metnin ses kayitlari arka planda calarken film de bir su
birikintisine yansitiliyor. Najafi cografi olarak Tiirkiye, Irak ve iran‘a yayilan, gecmisi
ve bugunu biraraya getiren bir ag 6ruyor.

birbucuk kolektif kurguladiklari sesli turda sergideki islerle hikayeleri eslestiriyor, bu
turda bilim insanlari, akademisyenler ve ekoloji, jeoloji ve aktivizm alaninda calisan
kisilerin teorileri, s6zli imgeleri ve hikayeleri biraraya geliyor. Dolayisiyla, gorsel ve
s6zlu anlati formlari arasinda bir ag ortaya koyuyor.

Adlar icinde is birlikleri kurulmadan bu sergideki islerin hi¢biri su an bulunduklar
karmasik formlari alamazdi ve uzun soluklu bir sekilde gerceklestirilemezdi.

Internetseite, die Geschichten rund um Hoor Al Azim, dem Sumpfgebiet an der iranisch-
irakischen Grenze, sammelt, zugdnglich macht und gleichzeitig ein Netzwerk von
Menschen aufbaut, die diese Erzdhlungen teilen. Eine dazugehdrige VR-Installation macht
Teile dieser Region zugdnglich. Zudem nutzen sie das Soziale Netzwerk Instagram mit
memory. of the_hoor, um Fotos, Geschichten und Daten der Region zusammenzufiihren.
Tehran Platform setzt Technologie als Werkzeug ein, um verlorene ékologische und
kulturelle Schétze aufzubewahren und zu erhalten. —Biodiversitdt

Ayat Najafis Planting Gilgamesh reflektiert eine der dltesten, gefundenen Schriften, den
—Gilgamesch Epos, in einer zeitgendssischen Wiederinterpretation. In der Installation werden
von Wissenschaftler*innen der Altorientalistik Ausschnitte auf Akkadisch und Sumerisch gelesen.
Zudem werden Teile der Schrift von den an der Ausstellung teilnehmenden Kiinstler*innen
interpretiert und als Video auf Wasser projiziert. Dadurch wird ein Netz aus Vergangenheit und
Gegenwart geknlipft, welches geografisch und sprachlich iber die Tiirkei, Irak und Iran verteilt ist.

birbuguk setzt ebenfalls das Geschichtenerzdhlen ein, allerdings in Form des Audio-Walks
"Loss of Habitat". Einige Wissenschaftler*innen und Aktivist*innen kommentieren die
ausgestellten Kunstwerke mit Theorien, ,gesprochenen Bildern” und eben Erzdhlungen.
Dadurch entsteht ein Netzwerk visueller und gesprochener Narrative.

Zusammenarbeit in einem Netzwerk ist eine relevanter Bestandteil, ohne den sich die
Kunstwerke bzw. das Gesamtprojekt nicht in dieser transnationalen, ausdauernden Form
entwickelt hdtten.
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\/D/ten the gremf goa’s send down the a/eluge,

At the Very first g/lmmer of 6rz'g/7ten[ng dawn,
[here rises on the horizon a dark cloud g( /)[acé
and be[[owmg Within it is me, the Storm @oc/.

0 Um/; arz'se./ Breach open the river Eup/rmtes./

0 /(u[[ab, arz’se/ Emptg the Eup/)mtes g" its Waters./
The /evg of Uruk, was a c/e[uge,

[he Ze\)g of Kullab was a thick-settled fog/

[ will breach the Ewp/;mtes, [ will empty it g( water.

0 Exhibition view, Depo, Kerem Ozan Bayraktar, How Does a Vacuum Cleaner Work?, drawing, 400 x 200 c¢m, 2020.



Featuring deeds of the gods and depicting the first written civilization's natural and social
life, the story of Gilgamesh puts together myth, fiction, and history. Wrestling with the
fear of death, the Gilgamesh journey offers deep insight into universal aspects of the
human condition and speaks of the intricacies of life in Mesopotamia, a region with a long
history of coping with tyranny as well as natural hazards. In the ancient Near East, where
the world was inhabited by the gods and the human race was created to serve them, the
unruly and rebellious nature of humans was encapsulated in
Gilgamesh, the heroic semi-god king who conquered nature
and its supernatural guardians to obtain fame and extend his
sovereignty.

A tribute to the ancient
after more than two thousand years of oblivion. This coincided history of Mesopotamia

It is worth noting that this iconic story was discovered in 1872,

with the emergence of the modern modes of communication,

which led to the announcement of its recovery spreading Nastaran Saremy
across the world more rapidly than previously possible.[1] At

the same time, Middle Eastern lands had been undergoing

Wecological collapse in the region. Since then, violent wars

and unrest and the proliferation of — toxins have led to even more destruction.

But how has the oldest human epic contributed to our contemporary society, and what
can it teach us as we go through all these changes? This question is central to Ayat Najafi
“planting” Gilgamesh in this exhibition. Combining sporadic fragments of the epic, Najafi's
work has incorporated the various ecological issues of the region presented in this
exhibition in a poetical composition. In addition to scientific and technological solutions,

Fear of Finitude

Tanrilarin edimlerini anlatan ve ilk yazih medeniyetin dogal ve toplumsal hayatini
betimleyen Gilgamis hikayesi, séylence, kurmaca ve tarihi biraraya getirir. Olim
korkusuyla bogusan Gilgamig'in macerasi, insanhk durumunun evrensel yonleri
hakkinda derinlemesine bir kavrayis sunarken, tiranlklar ve dogal felaketlerle
mucadeleyle dolu uzun bir gegmise sahip Mezopotamya'daki yasamin cetrefilliginden
bahseder. Tanrilarin ve onlara hizmet etmek Uzere yaratilmis insan irkinin yasadigi
eski Yakin Dogu'da, insanin kural tanimaz ve isyankar fitrati,
sohret elde etmek ve hukimranhgini genigletmek Uzere
dogayi ve onun doga ustu muhafizlarini zapteden, cesur yari
tanri kral Gilgamis'ta vicut bulmustu.

Bu ikonik hikayenin, ikibin yili askin bir unutulma devrinin

ardindan, 1872'de kesfedildigini belirtmekte fayda var. tarihine ithafen
Bu olay, kesfin daha ©6nce mumkin olamayacak bir
suratle dinyaya duyurulmasini saglayan, modern iletisim Nastaran Saremy

yontemlerinin ortaya ¢ikisina rastlar [1]. Ayni esnada Orta

Dogu topraklari, bélgede geri déndirulemez ekolojik yikimi

hizlandiran pek ¢ok siyasi degisime sahne olmaktaydi. O

zamandan beri siddetli catismalar, savaslar, huzursuzluk ve yayginlasan —toksinler
daha fazla tahribata yol acti.

Fakat insanhidin bu en eski destani glinimuiz toplumuna nasil bir katki sunabilir, tim bu
degisimlerden gecerken bize neler 6gretebilir? Bu soru Ayat Najafinin bu sergideki Gilgamis
“asilamasinin” merkezinde yer alir. Najafi'nin isi, destandan aldigi daginik parcalari biraraya
getirerek bdlgenin cesitli ekolojik sorunlarini siirsel bir kompozisyon i¢inde sunuyor. Bu

Sonluluk Korkusu
Mezopotamya'nin kadim

Geschichte Mesopotamiens

Der Gilgamesch-Eposverschrdnkt Mythos, Fiktion und Geschichte indem Gétterhandlungen
und im Rahmen der ersten schriftliche fixierten Beschreibung des natiirlichen und
sozialen Lebens einer Zivilisation dargestellt werden. Von Todenangst begleitet, bietet
die Reise, auf die sich Gilgamesch begiebt, tiefe Einblicke in die universellen Aspekte der
conditio humana und in die Komplexitét des damaligen Lebens in Mesopotamien, einer
Region, die schon zu jener Zeit iiber Jahrhunderte hinweg gelernt hat, Gewaltherrschaften
und Naturgefahren zu meistern. Im antiken Vorderasien - wo
die Welt mit Géttern bevélkert war und die Menschen dazu
erschaffen, ihnen zu dienen - wurden das aufsdssige und

Angst vor der Endlichkeit rebellische Wesen des Menschen in der Person des Gilgamesch

vereint, einem heroischen Halbgottkénig, der die sogenannte

- ein Tribut an die antike nNotur und die dbernatiirlichen Hiiter*innen eroberte, um

Ruhm zu erlangen und seine Herrschaft zu erweitern.

Es ist wichtig zu erwdhnen, dass diese ikonische Geschichte im
Jahre 1872 wiederentdeckt und ausgegraben wurde, nachdem
sie mehr als zweitausend Jahre in Vergessenheit geraten war.
Dieser Fund traf zeitgleich mit dem Aufkommen der modernen
Kommunikationsmedien zusammen, sodass die Neuigkeit dieser Ausgrabung schneller liber
die gesamte Welt hinweg ausbreitete, als es zuvor mdglich gewesen war.[1] Gleichzeitig
unterlagen die Ldander Mesopotamiens zahlreichen politischen Verdnderungen, die einen
irreversiblen 6kologischen Kollaps in der Region beschleunigten. Seitdem haben gewalttdtige
Kriege, Unruhen und die Verbreitung von —Giftstoffen zu weiteren Zerstérungen gefiihrt.

Nastaran Saremy
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we need to create a new “mental ecology” that can properly address this terrible situation.
The Sandstorm exhibition is an effort to enrich our sensibilities in order to demand more
responsible practices towards the environment.

Middle Eastern countries, the former so-called Mesopotamian lands, home to the world's
first empire, are particularly bound to collapse due to repeated droughts, dust, floods, and
—desertification. These are the very conditions the gods used in Gilgamesh to destroy
human civilization, as they found humans overpowering and irrepressible.

As in other ancient worlds, Mesopotamian gods were woven into nature and human life.
These were the sky god Anu, Enlil, god of earth, wind, air and storm, and Ea, who lived
in freshwater oceans beneath the earth and sent the seven Sages to civilize mankind.
The epic's symbolism illustrates the eternal conflict of nature versus nurture in a way
that resonates in every single period of human history. Gilgamesh was known as both a
tyrant king and as the powerful one who restored civilization and cultivated the lands. In
the epic, Gilgamesh stubbornly goes against the Sage's counsel and conquers the Cedar
Forest in search of everlasting fame. He and Enkidu fell the tallest cedar of the forest, kill
Humbaba, the forest guardian, and use the wood to create the great gate of their city.
This passage speaks to the central ecological theme in the epic,[2] which we continue to
see in practices that extract the most out of nature and overuse land and water resources,
causing major ecological issues in the region. This theme is present in Sinem Disli's Fields
on Fire, which depicts how stubble burning as a farming method to quickly get the most
out of the soil has caused deterioration and the senseless use of water and soil have
intensified desertification.

korkun¢ durumu hakkiyla ele alabilmek icin, bilimsel ve teknolojik ¢céztimlerin yaninda, yeni bir
“zihinsel ekoloji” yaratmamiz gerekmekte. Kum firtinas, cevre hakkinda daha fazla sorumluluk
tastyan pratikler talep edebilmek igin hassasiyetlerimizi zenginlestirmeyi hedefleyen bir sergi.

Orta Dogu Ulkeleri, énceden Mezopotamya olarak isimlendirilen cografya, dinyanin ilk
imparatorlugunun dogdugu bdlge, tekrar eden kurakliklar, toz, taskinlar ve —c¢ollesme
sebebiyle bir ¢okise dogru gidiyor. Gilgamis'ta tanrilarin, insanlari fazla kuvvetli ve zapt
edilemez bulduklari icin, medeniyetlerini yok etmek lzere harekete gecirdikleri kosullar da
bunlard.

Diger antik duinyalarda oldugu gibi, Mezopotamya tanrilari da doga ve insan hayati icine
siki sikiya dokunmustu. Gokydza tanrisi Anu, toprak, rizgar, hava ve firtina tanrisi Enlil ve
yeryuzinun altinda temiz su okyanuslarinda yasayan ve insanliga medeniyet getirmesi
icin Yedi Bilge'yi gonderen Ea. Destanin sembolizmi, doga ve yetisme (nature vs. nurture)
arasindaki ezeli celigkiyi, insanlik tarihinin hemen her déneminde karsiligini bulan bir sekilde
anlatir. Gilgamis hem zorba bir kral hem de medeniyeti yeniden kuran, topraklari isleyen
bir muktedir olarak taninir. Destanda Gilgamis, Bilgeler konseyinin kararina inatla karsi
¢ikar ve ebedi séhreti elde etmek icin Sedir Ormani'ni ele gegirir. Enkidu'yla birlikte ormanin
en buylUk agacini keser, orman muhafizi Humbaba'yr éldirtr, elde ettikleri keresteyle
sehirlerinin biylk kapisini insa ederler. Bu pasaj destandaki baslica ekoloji temasindan [2],
bolgede buylk capl ekolojik yikim yaratacak sekilde, dogadan en fazlasini elde etmeye,
toprak ve su kaynaklarini asirt kullanmaya dayali pratiklerde gérmeye devam ettigimiz
sorundan s6z eder. Ayni tema Sinem Disli'nin, topraktan hizli bicimde en fazla verimi almak
icin basvurulan aniz yakma yénteminin nasil toprak kaybina yol actigini, duyarsiz toprak ve
su kullaniminin ¢éllesmeyi nasil artirdigini gésteren Aniz Yakimi isimli isinde de mevcuttur.

Aber wie kann eines der dltesten menschlichen Epen zu unserer zeitgendéssischen
Gesellschaft beigetragen und was kann es uns lehren, wéhrend unsere Existenz all
diese Verdnderungen durchléiuft? Dies ist die zentrale Frage von Ayat Najafis Planting
Gilgamesh. Indem er Fragmente des Epos sporadisch kombiniert, umfasst Najafi die
diversen dkologischen Themen der Region, die in dieser Ausstellung prdsentiert werden, in
einer poetischen Komposition. Neben wissenschaftlichen und technologischen Lésungen
sollten wir eine neue ,mentale Okologie” entwickeln, die diese heutige schmerzhafte
Situation angemessen adressieren kann. Die Sandsturm-Ausstellung zielt darauf ab,
uns zu sensibilisieren, sodass wir mehr Verantwortung gegeniiber unserer Okologie
tibernehmen und auch durchsetzen.

Die heutigen, einstmals sogenannte mesopotamische Lénder, leiden besonders unter
dem Einfluss von Diirre, Staub, Fluten und —Desertification, die die Natur zunehmend
kollabieren lassen. Es handelt sich dabei um genau jene Bedingungen, die die Gotter
des Gilgamesch-Epos dazu nutzen, die menschliche Zivilisation zu zerstdren, wenn sie
die Menschen als zu tibermdchtig und unbéndig empfanden. Wie in anderen antiken
Kulturen waren auch die mesopotamischen Gétter in das Leben der Menschen und die
Natur eingebunden. Bekannt sind der Himmelsgott Anu, Enlil, der Gott der Erde, des
Windes, der Luft und des Sturmes, sowie Ea, der in Frischwasser-Ozeanen unter der Erde
lebte und die sieben Weisen sendete, um die Menschheit zu zivilisieren. Die Symbolik des
Epos verdeutlicht den ewigen Konflikt von Natur und Fortschritt in einer Art, die in jeder
einzelnen Epoche der Menschheitsgeschichte ihren Nachhall findet. Gilgamesch war
sowohl als tyrannischer Kénig bekannt als auch als ein mdchtige Figur, die zivilisatorisch
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After the great Flood, Utnapishtim, the survivor of the Flood, instructs Gilgamesh to clean
himself, wearing a new magic white garment that can never get soiled. This garment
implicitly refers to Gilgamesh's new state of peace, achieved thanks to Upnapishtim,
who helped him reach a sense of wisdom and humility before nature.[3] The great
Flood, a mythological and perhaps historical event, has traditionally been considered an
act of divine retribution. In more recent ecologically oriented approaches, it has been
interpreted as a tool to emphasize human beings' role in preserving the nature that we
have destroyed for so long. True to Mesopotamian ecology, water plays an important role
throughout the story:[4]Gilgamesh found water by digging wells, and is apparently the
inventor of the practice, a crucial advance in manmade technology in harsh Mesopotamian
environmental conditions. He bathes after every single battle, perhaps as both a cleansing
and a ritual ceremony. Above all, he ventures across the water of death to hear how Uta-
napishtim warned city-dwellers to empty the rivers to avoid the great Flood and finally
managed to survive the disaster and save entire species in order to rebuild life on earth.
In his installation, Najafi speaks to the importance of water by projecting interpretations
of passages of the epic on its surface; a strong statement about the water's capacity
for transmission in the region and in the project. Centering this vital natural element,
when we look back on all of these adventures, we might realize that to us the temple of
gods above the city-state (Uruk) now can be reimagined as a monument to water, the
exhaustible source of life and the central element of socio-political life in the Middle East,
where a more concerted effort is required to survive - the sort of efforts which ought to
diminish any kind of life-threatening practices, beyond the existing tyranny and cruelty.

Blyuk Tufan'dan sonra, tufandan sag kurtulan Utnapistim Gilgamis'a asla kirlenmeyecek
beyaz bir giysi giyerek temizlenmesini emreder. Bu giysi dolayli olarak, doda karsisinda
sagduyu ve tevazuyla hareket etmesine yardim eden Utnapistim sayesinde Gilgamis'in
ulastigi yeni banis ve huzur durumuna isaret eder [3]. Mitolojik ve belki de tarihi bir olay
olan buylk Tufan, geleneksel yorumlarda ilahi bir ceza olarak kabul edilir. Daha yakin
doéneme ait ekolojik odakli yaklasimlarda ise, ¢ok uzun zamandir tahrip edegeldigimiz
dogayr muhafaza etmede insanlarin rolini vurgulamaya yarayan bir ara¢ olarak
yorumlanmustir.

Mezopotamya ekolojisine uygun olarak su hikaye boyunca énemli rol oynar [4]: Gilgamis,
Mezopotamya'nin sert ¢evresel kosullarinda insan yapimi teknoloji agisindan son derece
kritik bir ilerlemeyle, anlasildigi kadariyla islemin muciti olarak, kuyular kazarak su bulmustur.
Hem temizlenmek i¢in hem de bir ritUel téreni olarak her muharebeden sonra banyo yapar.
En onemlisi, Utnapistim'in sehir sakinlerini buylk Tufan'i énlemek icin nehirleri
bosaltmalari konusunda nasil uyardigini duymak Uzere 6lim denizini gegmeyi géze
alr ve sonunda felaketten sag kurtulur, diinya tGzerinde yasami yeniden kurmak tzere
tum tarleri kurtarir. Najafi yerlestirmesinde, destandan aldigi pasajlarin yorumlarini su
yuzeyine yansitarak suyun énemini vurguluyor; bdlgede ve bu projede suyun aktarim
kapasitesi hakkinda gug¢la bir 6nerme. Bu dogal hayati 6geyi merkeze alarak, tim
bu maceralara donup baktigimizda Uruk sehir devletinin Ustindeki tapinagin suya
adanmis bir anit olarak da tahayyul edilebilecegini fark edebiliriz. Tikenebilir hayat
kaynadi su, hayatta kalmak icin daha uyumlu, dizenli cabanin -var olan despotluk ve
zulmin 6tesinde her tir yasama kasteden eylemi ortadan kaldiracak cinsten ¢abanin-
gerekli oldugu Orta Dogu'da sosyopolitik hayatin merkezi unsuru olan su.

wirkte und Lénder ,kultivierte”. In dem Epos handelt Gilgamesch stur gegen den Rat der
Weisen und erobert den Zedernwald auf der Suche nach ewigem Ruhm. Er und Enkidu
fdllen die héchste Zeder des Waldes, téten Humbaba, den Wichter des Waldes, und
bauen mit dem Holz das grof3e Tor fiir ihre Stadt. Diese Passage spricht das zentrale
6kologische Thema des Epos an,[2] es werden Praktiken benannt, die sich bis heute in
der Region fortsetzen, ndmlich das Meiste aus der Natur herauszuholen und Land- sowie
Wasserressourcen tibermdéfig zu nutzen und damit gravierende ékologische Probleme
in der Region auslésen. Ein solches Thema spricht Sinem Dislis Fields on Fire an, das
das Stoppelbrennen thematisiert, ein Landwirtschaftsmethode mit der die Erde méglichst
effizient ausgebeutet wird. Dies fiihrte zu Zerstérung und sinnlosem Wasser- und
Landverbrauch, was die Desertifikation verschdrft hat.

Es war Utnapishtim, der Uberlebende der Flut, der Gilgamesch beauftragte, sich in einem
weiflen Gewand, das niemals verschmutzt, zu reinigen. Dieses Gewand weist indirekt
auf Gilgameschs neuen Zustand des Friedens hin, den er dank Utnapishtim erlangen
konnte, und durch den er zu Weisheit und Demut vor der Natur gefunden hatte.[3] Die
grofSe Flut, ein mythologisches und vielleicht historisches Ereignis, wurde zundchst als
ein Akt der gottlichen Strafe interpretiert. In neueren 6kologisch orientierten Ansdtzen
wird die Flut vielmehr als Mittel verstanden, die Rolle des Menschen im Naturschutz
zu unterstreichen, nachdem dieser so lang fiir deren Zerstérung verantwortlich war.
Zutreffend fiir die mesopotamische Okologie ist, dass Wasser im Verlauf der Geschichte
eine wichtige Rolle spielt:[4] Gilgamesch fand Wasser, indem er Brunnen grub. Angeblich
war er der Erfinder dieser Praxis, eines zentralen Fortschritts der menschlichen
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Exhibition view, Depo, Ayat Najafi, Planting Gilgamesh, multimedia installation, 2020.

Technologie, um die harschen 6kologischen Bedingungen in Mesopotamien zu meistern.
Er badet nach jedem einzelnen Gefecht, méglicherweise sowohl zur Reinigung als auch
als rituelle Zeremonie. Vor allem aber wagt er sich tber die Gewdsser des Todes, um
zu héren wie Utanapishtim Stadtbewohner*innen ermahnt, die Fliisse zu lehren um
eine grofSe Flut zu vermeiden, und schaffte es schlieflich, das unvermeidliche Disaster
zu Uberleben, sdmtliche Tier- und Pflanzenarten zu retten und so das Leben auf der
Erde wieder aufzubauen. In seiner Installation thematisiert Najafi diese Relevanz des
Wassers, indem er es als Untergrundmaterial fiir seine Projektion nutzt und es somit als
die Existenzvoraussetzung fiir die Region und fiir das Sandsturm-Projekt unterstreicht.
Wenn wir auf all diese Abenteuer zurtickblicken, dabei dieses so lebendige Element in
den Mittelpunkt riicken, wirkt der Tempel der Gétter tiber dem Stadtstaat (Uruk) wie
ein Monument des Wassers, eine erschépfbare Lebensquelle und zentrales Element des
sozio-politischen Lebens in Mesopotamien. Eine Region, in der nur mit vereinten Krdften
das Uberleben gesichert werden kann - jene Art der Anstrengung unternommen werden
muss, die, jenseits existierender Tyrannei und Grausamekeit, jede Form lebensbedrohlicher
Praktik vermindert werden muss.



Finish them, s[ag t/vem, do av\)ag With their poWers./
You, wind of sudden death

Move them towards the tower g( the dead

Push them to their own towers g[ silence

Kerem Ozan Bayraktar, Rotor, video stills, 2020
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“Giving time is allowing something or
someone tread their singular path of turning
into dust. In lieu of the ancient desire to save
the ephemeral and inconstant actuality from
corruption and decay, the love of the finite
beings in their finitude demands that we
bestow on them the right to be converted into

dust in their due time and in their own style.”

Michael Marder - from Dust [1]



In her essay titled Marie Curie’s Fingerprint [2], historian Kate Brown tells the story of
Marie Curie's notebooks within the context of understanding and addressing nuclear
energy and radiating isotopes. Upon its release in 1943, the film Madam Curie became
a big hit in Japan, where it sparked a general interest in her life and work. Following
her passing, Japanese collectors acquired some of her papers and donated them to the
Tokyo library. Nearly seventy years later, artist Erika Kobayashi visited the library to see
one of the papers. While examining the notepad, Kobayashi
placed a Geiger counter (a tool for measuring radiation) onto
the papers. She discovered that even after several decades
Curie’s handwriting still transmitted radiation: the numbers on

the meter were rising. A Continuous Stream
Just as the atoms spreading from Marie Curie's fingertips Gulsah Mursaloglu

are still radiating today in Japan after a long journey (oceans

away from her lab in Paris), many particles, nonhuman actors

that enter our bodies outlive us, assert their agencies in

temporalities we can't relate to. Dust invades our bodies, our

stomachs; the air we breathe serves as a communal space for

many non-human actors, ranging from plastics to petcoke, uranium to acetone. What
we define as consumption is not as straightforward and one-sided as we make it to be
by promoting “human choice,” it is much more entangled and involves a complex web of
agents, compromises and relationships. —networks

A study conducted by the Dutch NGO Pax revealed in 2014 that during the Iraq war of
2003, US forces fired around 10,000 rounds of Depleted Uranium (DU) in the urban and

Marie Curie’nin Parmak izi (Marie Curie’s Fingerprint) [2] isimli makalesinde, tarihci
Kate Brown nukleer enerji ve radyasyon yayan izotoplari anlamak ve bunlar
Gzerine konusmak adina Marie Curie’'nin defterlerinin hikayesini anlatir. 1943'te
vizyona girmesinin ardindan Madam Curie belgeseli Japonya'da cok begenilir ve
Curie’'nin hayatina ve calismalarina dair genel bir ilgi uyandirir. Oliminiin ardindan
Curie’nin defterlerinden, belgelerinden bazilarini Japon koleksiyonerler satin alr
ve Tokyo kutlphanesine hediye eder. Neredeyse yetmis
yil sonra, sanat¢ Erika Kobayashi defterleri gérmek
lzere kutuphaneye gider. Defterlerden birini incelerken,
kagitlarin Uzerine bir Geiger sayaci (radyasyonu tespit

etmek ve 6lgmekicin kullanilan bir arag) yerlestirir. Bu kadar Siirekli Bir Akinti

yil sonra bile Curie'nin el yazisinin hala radyasyon yaydigini,

sayactaki rakamlarin durmadan arttigini kesfeder. Gulsah Mursaloglu

Marie Curie’nin parmak uglarindan yayilanizotoplarin, uzun

bir yolculuktan sonra (calismalarini yurattigl Paris'teki

laboratuvarindan okyanus 6tesine), bugun Japonya'da hala

radyasyon yaymasi gibi, viicudumuza giren bir¢ok parcacik,

insan olmayan aktér de bizden uzun yasiyor. iradelerini bizim iliskilenemeyecegimiz
zamansalliklarda ortaya koyuyor. Toz, vicutlarimizi, midelerimizi istila ediyor;
soludugumuz hava, plastik, petrol koku, uranyum, aseton gibi bir stirtiinsan olmayan
aktor icin kamusal alan olarak isliyor. Bedensel tiiketim dedigimiz sey “insan tercihini”
o6ne c¢ikaracak sekilde sundugumuz kadar tek tarafli ve basit bir sey degil; ¢cok daha
dolanikli ve karmasik bir aktérler, uzlagmalar, iliskiler agindan olusuyor. —aglar

In ihrem Aufsatz Marie Curies Fingerprint [2] erzéhlt die Historikerin Kate Brown von Marie
Curies Notizblichern und setzt diese in den Kontext von Nuklearenergie und Strahlen-Isotope.

Nach seiner Veréffentlichung im jahr 1943 wurde der Film Madam Curie in japan sehr

erfolgreich und léste ein allgemeines Interesse an ihrem Leben und ihrer Arbeit aus. Nach

ihrem Tod erwarben japanische Sammler*innen einige ihrer Unterlagen und spendeten sie an
Tokios Bibliothek. Fast siebzig Jahre spdter besuchte die Kiinstlerin
Erika Kobayashi diese Bibliothek, um sich einige dieser Papiere
anzuschauen.

Wahrend sie die Unterlagen studierte, platzierte Kobayashi einen

Ein kontinuierlicher Strom Geiger-Zahler (ein Werkzeug zur Strahlungsmessung) auf den

Dokumenten. Sie entdeckte, dass sogar nach mehreren Jahrzehnten

Gulsah Mursaloglu Curies Niederschriften noch Strahlung abgaben: die Zahlen auf

dem Messgeriit stiegen.

So wie die Atome von Marie Curies Fingerspitzen noch heute in Japan

strahlen (Ozeane entfernt von ihrer Heimatstadt Warschau sowie
dem Ort der Forschung in Paris), iberdauern uns viele Partikel - nicht-menschliche Akteur*innen,
die in unseren Korper eingetreten sind - und behaupten ihre Handlungsmacht in Temporalitéten,
die wir nicht nachvollziehen kénnen. Staub tritt in unsere Korper, unsere Mdgen ein; die Luft, die
wir atmen, dient vielen nicht-menschlichen Akteur*innen als Raum des Zusammentreffens - von
Plastik zu Petrolkoks, von Uran zu Aceton. Was wir als Konsum definieren, ist nicht so eindeutig
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rural areas of the country, including Basrah and Nasiriyah [3]. While the coordinates of
these firings still remain unclear, as a toxic and radioactive matter DU made its way into the
earth and air, seeping into people’s bodies, finding roots in their genetic codes. Through
the transference of these uranium particles from body to body, generation to generation,
17 years later children in Iraq are still born with birth defects, bearing physical anomalies,
missing limbs, and organ failure. In his installation Uranium Generation Design, Mahmoud
Obaidi draws attention to this undesired yet inevitable continuity between political arms,
events, soil, air, and bodies in subtle ways. After conducting several workshops with
Iragi citizens in Canada, Obaidi designed toys that reflect on these children’s physical
experiences and challenges: stuffed sheep with metal legs and missing eyes, teddy bears
with deformed furs, plastic trucks they can move not with their hands but their bodies via
handles that are specifically designed for this purpose.

Radioactive particles move between fingers and paper, bullets and bodies in ways that
are inaccessible to the human eye. In his video piece Rotor, Kerem Ozan Bayraktar
brings together several narratives in which particles migrate from one location to the
other. Dust itself is accumulated through cycles of growth, decay, conflict, and repose.
In the video, he lists the constituents of dust as: “fragments of migrating corpses, bits
of my lover, ghost in the machine.” Collisions form clouds of dust around planets, resin
dust creates images on metal plates, dust travels from the Bodélé Depression to the
Amazon, providing nutrition for entire forests. By bringing forward these micro and
macro journeys of dust and happenings at sites of varying sizes (a box, a home, a desert,
a galaxy) Bayraktar also highlights the non-hierarchical qualities of dust: a space in which
humans and non-humans merge into one another, dissolving boundaries, occupying
multiple temporalities at once, building a continuous stream.

Hollanda menseli sivil toplum kurulusu Pax'in 2014 yilinda sonlandirdigi bir arastirma,
2003 Irak savasinda Amerikan kuvvetlerinin, aralarinda Basra ve Nasiriye [3] de
bulunmak tizere, kirsal bélgelerde ve sehirlerde yaklasik 10,000 Zayiflatiimis Uranyum
(DU) mermisiyle ates actigini gésteriyor. Ates acilan bélgelerin koordinatlari hala
belirsiz olsa da, toksik ve radyoaktif bir madde olan DU bu zaman zarfinda topraga
ve havaya ulasmis, insanlarin vicutlarina sizmis, genetik kodlarinda kéklenmistir.
Bu uranyum taneciklerinin viicuttan vicuda, nesilden nesile aktarilmasiyla, 17 sene
sonra bugiin Irak’'ta cocuklar hala engelli doguyor; fiziksel anomaliler, eksik kollar
ve bacaklar, organ yetmezlikleri dogumlara eslik ediyor. Uranium Generation Design
isimli yerlestirmesinde, Mahmoud Obaidi vicutlarimizla siyasi silahlar, olaylar,
toprak ve hava arasindaki istenmeyen fakat kaginilmaz olan devamlihiga nukteli bir
sekilde dikkat ¢ekiyor. Kanada'da yasayan Irak vatandaslariyla yaptigi atélyelerden
sonra, Obaidi Irak'taki ¢ocuklarin fiziksel deneyimini ve yasadiklari zorluklari
yansitan oyuncaklar tasarladi: metal ayakli, gézleri olmayan pelus koyunlar, tuyleri
yolunmus ve yarali géziiken pelus ayilar, cocuklarin kollariyla degil vicutlariyla
hareket ettirebilmeleri icin 6zel olarak tasarlanmis plastik kamyonlar.

Radyoaktif parcaciklar parmaklarla kagitlar, mermilerle viicutlar arasinda insan
g6zunin gdéremeyecedi sekillerde dolasiyor. Rotor isimli videosunda Kerem Ozan
Bayraktar, parcaciklarin bir mekandan digerine gdg ettigi bir grup anlatiyi biraraya
getiriyor. Toz buyume, clirime, catisma ve siukunet dénguleri arasinda birikiyor.
Videoda, Bayraktar tozun bilesenlerini séyle siraliyor: "gé¢ eden ceset parcalari,
sevgilimin kirintilari, makinedeki hayalet”. Carpismalar gezegenlerin etrafinda toz
bulutlari olusturuyor, recine tozu metal plakalar tzerinde imgeler olusturuyor, toz
Bodélé Depression’dan Amazon'a seyahat ediyor, ormanlari besliyor. Tozun bu mikro

und einseitig, wie wir es uns unter dem Begriff ,menschliche [freie] Wahl” vorstellen. . Dieser
Verbrauch ist sehr viel mehr mit einem komplexen Netz aus Akteur*innen, Kompromissen und
Beziehungen verbunden. — Netwerke

Eine Studie der niederldndischen NGO Pax aus dem Jahr 2014 zeigt, dass die US-Armee
wdhrend des Irak-Krieges von 2003 rund 10.000 Ladungen angereichertes Uran in urbanen
und lédndlichen Regionen, inklusive Basrah und Nasiriyah, abgefeuert hat.[3] Wdhrend die
Koordinaten dieser Abschiisse unklar bleiben, findet die radioaktive Materie angereicherten
Urans ihren Weg in die Erde und die Luft, in die Korper der Menschen und wurzelt in ihrem
genetischen Code. Durch die Ubertragung dieser Uran-Partikel von Korper zu Kérper, von
Generation zu Generation, werden 17 Jahre spdter in Irak noch immer Kinder mit Geburtsfehlern
geboren, weisen kérperliche Anomalien, fehlende Gliedmafen und Organfehler auf. In seiner
Installation Uranium Generation Design macht Mahmoud Obaidi subtil auf diese ungewollte
aber dennoch unvermeidliche Kontinuitdt zwischen politischen Waffen, Ereignissen, Erde, Luft
und Kérpern aufmerksam. Obaidi gestaltet Spielzeuge, die die kdrperlichen Erfahrungen und
Herausforderungen reflektieren: Kuscheltierschafe mit Metallbeinen und fehlenden Augen,
Teddybdren mit deformiertem Fell, Plastiklaster, die nicht mit den Hdnden zu bedienen sind,
sondern mit dem Oberkérper durch speziell fiir diesen Zweck gestaltete Griffe.

Radioaktive Partikel bewegen sich zwischen Fingern und Papier, Munition und Kérpern in einer
Art, die fiir das menschliche Auge nicht sichtbar ist. In seiner Videoarbeit Rotor bringt Kerem Ozan
Bayraktar einige Narrative zusammen, in denen Partikel von einem Ort zum anderen wandern. Staub
wird durch den Kreislauf von Wachstum, Verfall, Konflikt und Ruhe akkumuliert. In seinem Video fiihrt
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Like all the beings of the world, we as humans also have limitations in our perception,
especially when it comes to recognizing non-human agencies, addressing non-human
temporalities. This shortcoming is by all means rooted in the long-lasting hierarchies
we have built through civilizations, placing humans at the top, favoring our perceptions,
narratives, and intentions. Our actions in our presents often have dire and irreversible
effects in faraway futures, our lifetimes are small units of measures in geological time.
The holes we dig into the ground to extract water or gas create further —desertification
in the once fertile lands of Mesopotamia, arms once fired to defeat the enemy trigger
particles that move into bodies, spreading disabilities across generations, and in turning
to dust we all merge into large cross species gatherings, diminishing in size and agency,
but nevertheless prolonging our temporalities.

ve makro yolculuklarini ve farkli boyutlarda alanlardaki (bir kutu, ev, ¢6l, galaksi)
hareketlerini 6ne cikararak, Bayraktar ayni zamanda tozun hiyerarsileri kiran
dzelliklerine de dikkat cekiyor: Iinsanlarin ve insan olmayan aktérlerin i¢ ice gectigi,
sinirlarin muglaklastigi, bircok zamansallikta ayni anda var olan sirekli bir akinti.

Diinyadaki tim varliklar gibi, biz insanlarin da algilarinin sinirlari mevcut, 6zellikle
de mesele insan olmayan iradeleri fark etmek, insan olmayan zamansalliklardan
bahsetmek oldugunda. Bu eksiklik tabii ki medeniyetler boyunca kurdugumuz,
kéklendirdigimiz, insani en tepeye koyan, algilarimizi, hikayelerimizi, niyetlerimizi
onceliklendiren uzun sureli hiyerarsilerden bagimsiz diistinilemez. Kendi simdiki
zamanimizdaki hareketlerimizin, kararlarimizin cogu zaman uzak geleceklerde vahim
sonuclari oluyor, bizim yasamlarimiz jeolojik zamanda ufak 6l¢t birimlerine tekabul
ediyor. Su ve dogal gaz cikarmak icin yere actigimiz cukurlar, Mezopotamya'nin
bir zamanlar bereketli olan topraklarindaki —céllesmeyi vahimlestiriyor, dismani
defetmek icin bir zamanlar atilan mermi parcaciklari viicutlara tasinmak uzere
tetikleniyor, engelleri nesillere dagitiyor ve toza doénusurken hepimiz turler 6tesi
toplasmalara karisiyoruz, ebatlarimiz, iradelerimiz kucguliyor, ama herseye ragmen
zamansalliklarimiz uzuyor.

er die Bestandteile des Staubes auf als: ,fragments of migrating corpses, bits of my lover, ghost in
the machine”. Kollisionen im All formieren Staubwolken um Planeten, Harzstaub schafft Bilder auf
Metallplatten, Staub wandert von der Bodélé-Depression im Tschad zum Amazonas und liefert Néhrstoffe
fiir samtliche Walder. Indem Bayraktar die Mikro- und Makroreisen von Staub und die Vorkommnisse
an Orten variierender GréfSen (eine Box, ein Zuhause, eine Wiiste, eine Galaxie) voranstellt, unterstreicht
er zudem die nicht-hierarchischen Eigenschaften von Staub. Ein Raum, in dem menschliche und nicht-
menschliche Akteur*innen sich miteinander verbinden, Abgrenzungen aufgeldst werden, verschiedene
Temporalititen gleichzeitig existieren und einen kontinuierlichen Strom bilden.

Wie alle Lebewesen der Welt, haben auch wir Menschen Wahrnehmungsgrenzen, besonders wenn
es um die Erkennung von nicht-menschlicher Handlungsmacht geht oder um das Adressieren
nicht-menschlicher Temporalitdt. Dieses Defizit ist auf alle Fdlle in den dauerhaften Hierarchien
verankert, die wir durch Zivilisation hinweg gebaut haben und in denen der Mensch an die Spitze
gesetzt wurde, damit unsere Wahrnehmungen, Narrative und Intentionen begiinstigt werden.
Unsere gegenwdrtigen Taten haben oftmals verheerende und unwiderrufliche Effekte auf die
weit entfernte Zukunft, unsere Lebensdauer ist nur eine kleine MafSeinheit in der geologischen
Zeitrechnung. Die Lécher, die wir in die Erde graben, um Wasser oder Gas emporzuholen
erzeugen weitere —Desertifikationen in den einst fruchtbaren Ldndern Mesopotamiens. Waffen,
die abgefeuert wurden, um den Feind zu besiegen, erzeugen Partikel, die in den Kérper wandern
und tiber Generationen kdrperliche Beeintrdchtigungen ausldsen - und indem wir uns alle in
Staub auflosen, gehen wir in grofie Cross-Arten-Ansammlungen, ineinander (ber, in GréfSe und
Handlungsmacht verringert, aber gleichwohl verldngert in die Temporalitdt.
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Exhibition view, Depo, Mahmoud Obaidi, Uranium Generation Design, installation, 2020.



“Mistakes made in the rush of the m
Accelerando left their mark on later
periods.”

Kim Stanley Robinson, 2372, 2012

Exhibition view, Depo, Mahmoud Obaidi, Uranium Generation Design, details of installation, 2020.



The sandstorm in Mesopotamia is not a disease but a symptom, just like a fever that
shows infection. It's a sign that represents a chronic “ecological disease” caused by
toxins of diverse character. There are other coinciding signs as well; wars, violence, and
displacements of people are some among many more. This exhibition aims to remind
that the disease will not be limited to Mesopotamia.

Since the end of the last “Ice Age,” warming of the Earth caused
melted water to flow into the bedrock of the Mesopotamian
flatlands. At that stage, several ecological players came on the
scene. The marshlands and alluvial plains of Mesopotamia, as
well as the Persian Gulf, were among the most critical. It took

humans. Groups of foraging bands settled in the fertile lands of
Mesopotamia and shifted from foraging to farming. Since then,
balanced environmental dynamism has kept Mesopotamia a
healthy ecosystem, up to the Modern era, when the “Industrial
Revolution” changed the game. A series of coinciding factors
gradually upset such environmental balance.

Industrialization and its aftermaths such as production shift, population growth, and
new energy were among the most important factors. But above all it was the discovery
of huge oil resources that dramatically changed the theater, making Mesopotamia the
most strategic economic zone and pushed it into the political spotlight, full of tumultuous
waves of conflict, turmoil, and misery that continue today.

Ecological Diseases and
a few millennia until another significant player was added: Symptoms

Hossein Madani

Mezopotamya'daki kum firtinasi bir hastalik degil semptomdur, tipki enfeksiyona
isaret eden ates gibi. Farkl karakterdeki toksinlerin neden oldugu kronik bir “ekolojik
hastahigi” gosteren bir isaret. Buna denk gelen bagka isaretler de vardir; savaslar,
siddet ve yerinden edilmeler bunlardan sadece bazilari. Bu sergi, hastaligin sadece
Mezopotamya ile sinirli kalmayacagini hatirlatmayr amacgliyor.

Son “Buz Devri"nin sona ermesinden bu yana Dunya’nin
Isinmasi erimis olan suyun Mezopotamya yaylalarinin
ana kayalarina akmasina sebep oldu. Bu asamada cesitli
ekolojik aktorler sahneye cikti. Mezopotamya'nin bataklik
arazileri ve altivyonlu ovalari ile Basra Korfezi en kritik
alanlardandi. Bir diger énemli aktoérln, insanin, sahneye
eklenmesi birkag bin yil sirdi. Mezopotamya'nin bereketli
topraklarina yerlesen gruplar toplayicihktan tarima
gecis yapti. O zamandan beri dengeli ¢evresel dinamizm
Mezopotamya'yl, Sanayi Devrimi'nin oyunu degistirdigi
Modern doéneme kadar saglikh bir ekosistem olarak
muhafaza etti. Rastlasan bir dizi faktor ise, bu cevresel
dengeyi kademeli olarak bozdu.

Sanayilesme ve onun tretim kaymasi, niifus artisi, yeni enerji gibi sonuglari en 6nemli
faktorler arasindaydi. Ancak her seyden 6nce, oyunu dramatik bir sekilde degistiren,
Mezopotamya'yi stratejik olarak en 6nemli ekonomik boélge haline getiren ve bugiin
halen devam eden calkantili catismalar, kargasa ve sefaletle dolu siyasi odaga iten,
dev petrol kaynaklarinin kesfiydi.

Ekolojik Hastaliklar ve
Semptomlar

Hossein Madani

Der Sandsturm in Mesopotamien ist keine Krankheit, sondern ein Symptom, so wie Fieber, das aufeine
Infektion hinweist. Es ist ein Zeichen, das eine chronische ,6kologische Erkrankung” reprdsentiert,
ausgeldst durch Gifte verschiedenen Charakters. Es gibt andere, mitihm (bereinstimmende Zeichen;
Kriege, Gewalt und Vertreibung von Menschen, um nur einige zu nennen. Das Ziel der Ausstellung
ist es, daran zu mahnen, dass das Leiden sich nicht auf Mesopotamien beschrdnken wird.

Cdghc 3g>g Cwode dS L Jio Caw)d cawl Cwode aS (g)low 39> 4 gl Ow )3 b Hlégb
0 calize pgow )l 3 dS 3l Goje «ogans) (§)low» O 3539 jl Culls cuode (pl .l
6)LAUUJ|)$).)@J)L£4.[A>)|).UP.))AL)S)|9|9w9w>9c_§.a> s (il Jads aidl g ol 030l
ilo aolgs Gyl 4 dgame $ylows (al 43S ($yall Lo dy oBiuled (pl Laiiws
O0edlon Eame Sooue) yuw » O b Cacl Guo) 0)S O S Ol pacr H>T il pw

GO slacuns o O3B oS a1y 23> Geddl Xk (paiz dap Hil )3 ed ©)l>

ol 4 Wil Gariege Sl )l Eel> Huizen 9 redloR

Wlsl 1 503 080 Sl SO a2y Jw Hlio iz sl

S G0) )3 033)913)8 9 L2 Sw0g)S LEx oLl 1ah

62910 9 $)5) S ) 9 B Hdiure (xedll Hw o>

EILe 9 Lhuso ) S low Lo Jslaie s 0oy 0T 51 336l 50) (SipslisS @
@le peICan) Sy Dyguo 4l Guedl G e
25 b (S5 «Gizino OB S )30 uac G 5)S Lass
d»w Ol @3 4 plojan Jolge 5l slacgono ol
283y Olee Sl Glassecau)

Seit dem Ende der letzten Eiszeit floff im Zuge der Erderwdrmung
geschmolzenes Wasser in den Untergrund des mesopotamischen
Flachlandes. Zu diesem Zeitpunkt kamen einige 0kologische
" Akteur*innen ins Spiel, die Feuchtgebiete und Schwemmlandebene
Okologische Leiden und Mesopotamiens, sowie der Persische Golf kénnen hier als die
wichtigsten genannt werden. Dann dauerte es Jahrtausende .
Symptome bis ein weiterer Akteur hinzukam: der Mensch. Gruppen von l-ell
Nahrungssuchenden siedelten sich in den fruchtbaren Lédndern )
Mesopotamiens an und wechselten von der Nahrungssuche A0 >
zur Landwirtschaft. Seitdem hatte sich in Mesopotamien eine
ausgewogene Umwelt-Dynamik als gesundes Okosystem etabliert -
bis in die Neuzeit, als die industrielle Revolution alles verdnderte. Eine
Serie zusammenhédngender Faktoren verdnderte allmdhlich dieses 6kologische Gleichgewicht.

Hossein Madani
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neue Energiepolitik, waren unter den wichtigsten Faktoren. Aber in erster Linie war es die Entdeckung

der riesigen Olressourcen, die das Setting drastische verdnderte. Sie machte Mesopotamien zu einer



Ayat Najafi reviews Gilgamesh to show how cultural revitalizing reactions to environmental
imbalances can play a role similar to that of the immune system in the body. Gilgamesh
narrates human efforts to protect nature from the destructive effects of extravagance
and political supremacy. Najafi shows us that such revitalizing efforts are recorded in the
cultural DNA of Mesopotamia. The DNA is traceable among several artistic/environmental
endeavors in present-day Mesopotamia, like the ones we'll cover below.

Kerem Ozan Bayraktar emphasizes the concept of “formation.” He reminds us how the
collision of different particles, from different sources, can lead to the formation of a "new
whole.” He looks at the “suspended nature” of these formations to show how humans,
objects, images, animals, plants, the body itself, and the planets all appear as the result
of an ongoing process of construction, deconstruction, and reconstruction. Bayraktar
depicts the “dual nature” of environmental challenges; on the one hand, the product of a
“formation process” and, on the other hand, the cause of another.

Mahmoud Obaidi highlights the concepts of “anomaly” and “deformity” to explain how
visible physical anomalies can symbolize the deformation of deeper invisible structures,
including environmental imbalances. He follows the footprints of the uranium particles
in Irag to show how these uranium particles, as a legacy of endless wars, have deformed
plants and animals, as well as the people (mostly children) of Irag. Obaidi also draws a
paradoxical combination of suffering and entertainment through an iconic store to sell a
collection of items to children with deformities caused by uranium and to show how big -
and especially Western - corporations use the suffering of others to make more money.

Ayat Najafi cevresel dengesizliklere karsi verilen kilturel olarak canlandirici
cevaplarin vicuttaki bagisiklik sistemine benzer bir rol oynayabilecegini gostermek
icin Gilgamis'i inceliyor. Gilgamis dogay! savurganlk ve siyasi Ustunligin yikici
etkilerinden korumaya yénelik insan cabalarini anlatir. Najafi bize bu tir canlandirici
cabalarin Mezopotamya'nin kultirel DNA'sinda kayith oldugunu goésteriyor. Bu DNA,
asagida ele alacaklarimiz gibi, ginimiz Mezopotamyasi'ndaki cesitli sanatsal/
cevresel gayretler arasinda izlenebilir durumdadir.

Kerem Ozan Bayraktar “olusum” kavramina vurgu yapiyor ve bize ayri kaynaklardan
farkli parcaciklarin carpigmasinin nasil “yeni bir biitiin” olusumuna yol acabilecegini
hatirlatiyor. insanlarin, nesnelerin, imajlarin, hayvanlarin, bitkilerin, bedenin
kendisinin ve gezegenlerin hepsinin surekli bir insa, yapibozum ve yeniden insa
slirecinin sonucu olarak nasil belirdigini géstermek icin bu olusumlarin “askiya
alinmis dogasina” bakiyor. Bayraktar, cevresel mucadele konularinin “ikili dogasini”
tasvir ediyor; bir yandan “olusum sirecinin” bir Griind, diger yandan da bir digerinin
sebebi.

Mahmoud Obaidi gorunur fiziksel anomalilerin cevresel dengesizlikler dahil
olmak Uzere daha derin goérinmez yapilarin deformasyonunu nasil temsil
edebilecegini aciklamak icin anomali ve deformite kavramlarinin altini giziyor.
Bitmeyen savaslarin mirasi olarak uranyum parcaciklarinin Irak halkinin
(cogunlukla ¢ocuklarin) yani sira bitki ve hayvanlari deforme ettigini géstermek
icin Irak’taki bu parcalarin izini struyor. Obaidi bunun yaninda uranyumun
etkiledigi cocuklara bir dizi Grin satmak ve buyuk -6zellikle Batili- sirketlerin
para kazanmak icin baskalarinin acilarini nasil kullandiklarini géstermek icin

Okonomisch hoch strategischen Zone und schob die Region in das politische Scheinwerferlicht, in die
bis heute anhaltenden turbulenten Wellen des Konflikts, der Unruhen und des Leids.

Ayat Najafi iberpriift den Gilgamesch-Epos, um zu zeigen, dass kulturelle Revitalisierungsreaktionen
Gkologischer Ungleichgewichte eine dhnliche Rolle spielen wie das ,Immunsystem” im Kérper.
Gilgamesch schildert das menschliche Bemiihen, von der Natur zu profitieren, sie aber gleichzeitig
auch vor den destruktiven Auswirkungen der Verschwendung und politischer Vormachtsstellungen zu
schiitzen. Najafi zeigt, dass solche Wiederbelebungsbemdiihungen in der kulturellen DNA Mesopotamiens
aufgezeichnet sind. Diese DNA kann (iber zahlreiche kiinstlerische und 6kologische Bemiihungen im
heutigen Mesopotamien nachverfolgt werden, wie die, die im Folgenden behandelt werden.

Kerem Ozan Bayraktar hebt das Konzept des , Entstehens” hervor. Er erinnert uns daran, dass
die Kollision unterschiedlicher Partikel von verschiedenen Quellen zur Entstehung eines ,neuen
Ganzen” fiihren kann. Er betrachtet die ,,verschobene Natur” dieser Formationen, um zu zeigen,
dass Menschen, Objekte, Bilder, Tiere, Pflanzen und Planeten ein Resultat des kontinuierlichen
Prozesses der Konstruktion, Dekonstruktion und Rekonstruktion ist. Bayraktar bildet die
Doppelnatur von 6kologischen Herausforderungen ab, auf der einen Seite als Produkt des
einen ,Enstehungsprozesses”, auf der anderen als Ausloser fiir den néichsten. —Netwerk

Mahmoud Obaidi hebt die Konzepte der ,,Anomalie” und der ,,Deformation” hervor, um zu erkléren
wie diese Arten sichtbarer Abweichungen tiefer liegende, unsichtbare Strukturen versinnbildlichen,
einschlieflich 6kologischer Missverhdiltnisse. Er folgt den Spuren von Uran-Teilchen in Irak, um zu
zeigen wie diese, als Vermdchtnis endloser Kriege, Pflanzen und Tiere sowie Menschen (zumeist
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Sinem Disli has emphasized the borderlessness of ecological challenges. She reveals
how this borderlessness can work against political hegemony. Disli depicts the ecological
inequality between Irag and Syria on one side and Turkey on the other side as the result
of Turkey's excessive dam construction projects on the Euphrates River. She narrates
nature’s response to such ecological inequalities in the form of a series of environmental
challenges that return to Turkey as an echo to its deed.

Tehran Platform attempts to digitally represent some elements of the endangered cultural
heritage of the people who live in Hoor Al-Azim, hoping that it may help to preserve parts
of this cultural DNA. The idea comes from small boats called Al-Mashoof, which “connect”
people from different parts of the region. They aim to show how the impossibility of the
boats to connect people as a result of the drying up of Hoor Al-Azim can accelerate the
destruction of this cultural heritage.

This exhibition highlights the sandstorm in Mesopotamia as an alarming reminder,
along with some possible and promising opportunities to show that the liberating and
enlightening characteristics of art are among the effective weapons we have to meet
current environmental challenges in Mesopotamia and beyond.

ikonik bir magaza araciliiyla aci ve eglencenin paradoksal bir kaynasmasini
tasvir ediyor.

Sinem Disli ekolojik zorluklarin hudutsuzlugunu vurguluyor ve bu durumun nasil
siyasi hegemonyaya karsi calisabilecegini ortaya koyuyor. Disli, Turkiye'nin Firat
Nehri Gzerindeki yogun baraj insaati projeleri sonucunda bir yanda Irak ve Suriye,
diger yanda da Turkiye arasinda olusan ekolojik esitsizligi ve doganin bu tir ekolojik
esitsizliklere karsi tepkisini, Turkiye'ye faaliyetlerinin bir yankisi olarak geri dénen bir
dizi cevresel zorluk seklinde anlatiyor.

Tehran Platform, Hur al-Azim'de yasayan insanlarin yok olma tehlikesi altinda
olan kultirel mirasinin bir takim unsurlarini, bu kiltirel DNAnin bazi pargalarinin
korunmasina yardimci olabilecegini umarak, dijital olarak temsil etmeye yoneliyor.
Fikir bolgenin farkh yerlerindeki insanlari birbirine baglayan Al Mashoof adh
kucik teknelerden geliyor. Hur al-Azim'in kurumasi sonucu teknelerin insanlari
birbirine baglayamaz hale gelmesinin, bu kultirel mirasin yok edilmesini nasil
hizlandirabilecegini goéstermeyi hedefliyor.

Bu sergi Mezopotamya'daki kum firtinasini endise verici bir hatirlatma olarak
vurgularken, bunun yaninda sanatin 6zgurlestirici ve aydinlatici niteliklerinin,
Mezopotamya ve étesinde mevcut olan giincel cevresel zorluklarla basa ¢ikmak igin
elimizde bulunan etkili silahlar arasinda oldugunu géstermek icin bazi olasi ve imit
verici firsatlar sunuyor.

Kinder) innerlich und é&uferlich verdndert haben. Eine paradoxe Kombination von Leiden und
Unterhaltung inszeniert er mit der Installation eines ikonischen Ladens, in dem er vorgibt, Waren
fiir Kinder mit Missbildungen zu verkaufen. Damit weist er darauf hin, wie GrofSkonzerne, besonders
westliche, politische und wirtschaftliche Entscheidungen nutzen, um mehr Geld zu machen.

Sinem Disli unterstreicht die Grenzenlosigkeit von 6kologischen Herausforderungen. Sie zeigt, wie
diese Grenzenlosigkeit gegen politische Hegemonie wirken kann. Disli schildert die 6kologischen
Ungleichheit zwischen Irak und Syrien auf der einen, und der Tiirkei auf der anderen Seite, als
Resultat des exzessiven Dambauprojektes der Tiirkei am Euphrat. In ihrer Darstellung reagiert
die Okologie auf solche Missstinde mit einer Serie von ékologischen Herausforderungen wie
—Desertifikation, die in die Tiirkei als Echo auf ihre Taten zurtickkehren.

Tehran Platform versucht, einige Elemente des gefdhrdeten Kulturerbes der im Hoor Al-Azim lebenden
Menschen digital zu reprdsentieren, in der Hoffnung, dass dies dazu beitrédgt, Teile der kulturellen DNA
der Region zu bewahren. Pate fiir diese Idee waren kleine, Al-Mashoof genannte Boote, die die Menschen
verschiedener Teile dieser Region verbinden. Tehran Platform méchte zeigen, wie die zunehmende Austrocknung
des Hoor Al-Azim die Verbindungen zwischen den Menschen durch ebenjene Boote unméglich macht. In der
Konsequenz fiihrt diese unfreiwillige Isolation aber zur Beschleunigung der Zerstérung des kulturellen Erbes.

Diese Ausstellung hebt den Sandsturms in Mesopotamien in seiner Funktion als alarmierende
Warnung hervor, zeigt aber zugleich vielversprechende Mdglichkeiten auf, die befreienden und
erleuchtenden Charakteristika der Kunst als effektive Waffen einzusetzen, mit denen wir den
Okologischen Herausforderungen in Mesopotamien und dartiber hinaus begegnen mdissen.
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Sinem Disli, Fields on Fire, Urfa (North Mesopotamia), digital inkjet print on hahnemuhle matt fibre,
display: mounting on 4 mm dibond (each photo 21 cm x 14,8 cm), 2015



Do %ou see t/vem, those who declared a war and deserted the
p/anet.

[ see them

+ow do t/veg fare?

%Z cannot iez‘ near the /ﬁ/ﬁfff i the Netherworld

ere z%e //' ations g‘ water are made

7—@/ drink in thirst

Do You see the sons of Sumer and Akkad?

[ see them

+ow do t/veg fare?

7%@1/ drink water from the /7//1[5 g a massacre a?'/zy water

Sinem Disli, Manufacturing of the Familiar. single channel video loop in mirrored box display, 2015



“Beyond a critical point within a finite space,
freedom diminishes as numbers increase. This
IS as true of humans in the finite space of a
planetary ecosystem as it is of gas molecules in
a sealed flask. The human question is not how
many can possibly survive within the system,
but what kind of existence is possible for those
who do survive.”

-Pardot Kynes, First Planetologist of Arrakis

Frank Herbert, Dune, 1966. [1]



A root and simultaneously a consequence of the increased appearance of dust and
sandstorms is the expanding desertification of the Mesopotamian region.

Desertification is the process of degradation of the ground/soil in arid and semi-arid areas,
which leads to the development of desert-like conditions. The causes are complex and multiple:
interactions among climatic factors with high variability of precipitation, phases of drought and
aridity, degradation and destruction of natural vegetation through

deforestation, cultivation, overgrazing, and logging [2].

Unlike the natural formation of deserts through natural climate

change, desertification sees the destruction of landscapes caused by A Deserted Planet

human activity, leading to so-called man-made-deserts. According

to the UN, 4.2 billion ha, that is 33% of the entire global surface, is Sarah Maske

currently in danger of desertification, 12% of which severely or very

severely. Subsequently 65% of the worldwide cultivated surface

is affected by soil degradation and progressive desertification [3].

Once it exceeds an ecosystem's capacity to regenerate, the excessive

usage of the ecosystem’s so-called resources leads to the loss of

—diversity, which brings with it degradation and desertification [4]. This leads to abandoned
regions from which human beings and animals have escaped, leaving only a blank desert.

The ongoing process of desertification matters in Tehran Platform's Al Mashoof,
Sinem Disli's Sand in a Whirlwind and Mahmoud Obaidi's Turtles on different layers.
Both Al Mashoof and Turtles examine the loss of —biodiversity that foreruns the desertification
of the marshlands between the Euphrates and Tigris. Obaidi highlights the disappearance of

Toz ve kum firtinalarinda gérilen artisin kaynagi ve ayni zamanda sonucu, Mezopotamya
bdlgesinde gittikce yayilan ¢éllesme/coraklasmadir.

Collesme, kurak ve yari kurak alanlardaki topragin asinmasi surecidir ve ¢6l benzeri kosullarin
ortaya ¢ikmasina yol acar. Bu stirecin karmasik ve ¢oklu sebepleri vardir: Yagislar ve kuraklik evreleri
arasinda asiri degiskenlikler iceren iklimsel faktérlerin etkilesimi, ormansizlastirma, tarim, asiri
otlatma ve tomrukguluk gibi etmenlere bagl olarak dogal bitki értustiniin yok edilmesi gibi [2].

Dogal iklim degisimine bagh olarak olugan dogal céllerden farkh
olarak, collesmede insan faaliyetleri topragin tahribatina yol
acar, insan-yapimi-¢olleri ortaya cikarir. BM istatistiklerine gore,

4,2 milyar hektarlik alan - yeryiizinin %33tne denk gelen bir  Terkedilmig bir Gezegen

buytklik - su anda c¢ollesme tehlikesi altinda ve bunun %12'si
siddetli veya ¢ok siddetli derecede. Ayrica diinyadaki ekili alanlarin
%65'i toprak erozyonu ve ilerleyen coraklasma etkisi altinda [3].
Ekosistemin yenileme kapasitesi agsildigi anda, ekosisteme ait
“kaynaklar”in asiri kullanimi —cesitliligin kaybolmasina yol acar,
bu da beraberinde asinma, toprak kaybi ve ¢ollesmeyi getirir [4].
insanlarin ve hayvanlarin bombos bir ¢ol birakarak kactigi, terkedilmis bolgeler geride kalir.

Sarah Maske

Suregiden ¢ollesme siiregleri, Tehran Platform'un Al Mashoof , Sinem Dislinin Burgag ve
Mahmoud Obaidi'nin Kaplumbagalar islerinde fakli katmanlarda ele aliniyor.

Hem Al Mashoof, hem de Kaplumbagalar Firat ve Dicle nehirleri arasindaki sulak arazilerin
¢ollesmesinin habercisi olan —biyocesitlilik kaybini inceliyor. Obaidi, sulak alanlarin

Eine Wurzel und gleichzeitig Konsequenz vermehrt auftretender Sand- und Staubstiirme

ist die zunehmende Desertifikation der mesopotamischen Region. Desertifikation

bedeutet, dass die Bodendegradation in Trocken- und Halbtrockenrdumen mit

der Entstehung wiistenartiger Bedingungen verbunden ist. Die Ursachen sind

komplex. Meist ist es ein Wirkungsgefiige von klimatischen Faktoren mit hoher

Niederschlagsvariabilitét, Diirrephasen und Trockenheit, Degradierung und Zerstérung
der natlrlichen Vegetation durch Rodung, Kultivierung,
Uberweidung und Holzeinschlag.[2]

Im Gegensatz zur sogenannten Desertation, welche die
natiirliche Wiistenbildung ausschliefSlich durch natiirliche

Ein Planet der Wiisten Klimaverdnderungen — beschreibt, meint Desertifikation

die Verwiistung von Landschaften durch von Menschen
Sarah Maske verursachte Prozesse, sogenannte ,man-made-deserts”.
Von der UNO werden 4,2 Milliarden Hektar, das sind
33% der globalen Oberfliche, als durch Desertifikation
gefdhrdet angesehen, davon 12% als stark oder sehr stark.
Die bedeutet, es sind 65% der weltweiten Kulturflidche von
Bodendegradation und fortschreitender Wiistenbildung betroffen.[3]

Wenn die Art und das Ausmaf der Nutzung von Teilen des Okosystems dessen
Regenerationsfdhigkeit (bersteigt und ein exzessive Nutzung sogenannter Ressourcen
stattfindet, kommt es in diesen Gegenden zum Verlust von —Diversitdt und daraufhin
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indigenous turtles, which went almost extinct after the marshlands were drained. The animals
serve as a metaphor of the disappearing human population, a population of which Obaidi
considers himself a member, belonging to this country that was destroyed by so many wars.
The last couple of years have seen an initiative to bring back the marshlands. The project has
been partially successful but the ecosystem as a whole will never be re-established.

Al Mashoof examines the erasure of the entire ecology of the Iranian marshlands of Hoor
Al Azim, and its effects on the local population and its culture, which was tightly connected
to the marsh's water, to its reeds, and to fishing. Today practically none of these people
are left in the region. With the vanishing diversity, leading to a vanishing robustness of
ecosystems, the soil erodes and with it comes the formation of badlands, which provide a
perfect contact surface for winds and other forms of extreme weather.

Sand in a Whirlwind represents the absurd concept of nation states with their imaginary borders and
the actual flow of elemental powers in landscapes with no natural boundaries. Here winds blow freely
from Syria to Turkey. The consequences of the agricultural industry around Sanliurfa region, which
introduced chemical fertilizer, monoculture, and with it stubble burning, lead to a deterioration of the
soil that brought on a complete degradation of the area. This allows for the ideal landscapes for dust
and sandstorm mobility since obstacles which normally hold the winds back have been removed.

The release mechanisms of desertification are manifold and in lake and river regions are commonly
tied to illegal or inappropriate agriculture and anthropogenic water management systems.

The destruction of ecosystems is accepted collateral damage in an anthropogenic
—network which Sandstorm - And Then There Was Dust aims to calibrate.

kurutulmasinin ardindan neredeyse nesli tiikenen yerel kaplumbagdalarin yok olusuna
odaklaniyor. Hayvanlar ayni zamanda, Obaidinin kendini bir tyesi kabul ettigi, bircok savasla
tahrip edilmis bu cografyaya ait insan niifusunun yok olusuna dair bir metafor islevi de géruyor.
Son birkag yildir bir inisiyatif sulak alanlari geri dondiirmeye yénelik calismalar yurtttyor. Proje
kismen basari saglamis olsa da bir bitiin olarak ekosistem asla yeniden kurulamayacak.

Al Mashoof, iran'daki Hur al-Azim sulak alan ekolojisinin tamamen yok olusunu ve
bunun yerel halk ve su, sazliklar ve balikcilikla siki sikiya iligkili kaltturt Gzerindeki
etkilerini inceliyor. Bugiin bu halktan bélgede yasayan neredeyse kimse kalmadi.
Ekosistemlerin dayanikhliginin yok olmasina yol acan cesitlilik kaybiyla, toprak
erozyona ugruyor ve bu da beraberinde, riuzgarlar ve diger asiri hava sartlari
icin mikemmel temas ylzeyi saglayan corak arazilerin olusumunu getiriyor.

Burgag, dogal sinirlari olmayan cografyalardaki doga guglerinin gercek akislarina
karsilik, hayali sinirlara sahip absirt ulus devlet kavramini temsil ediyor. Rizgar
Suriye'den Turkiye'ye serbestce eser. Sanlurfa boélgesindeki, kimyasal glibre
kullanimi, monokultir ve aniz yakmayi iceren tarimsal sanayinin sonuglari
topragin bozulmasina ve bélgenin tamamen yozlagmasina yol ag¢mistir.
Boylece normalde ruzgarlari tutacak engeller tamamen ortadan kalktigindan,
toz ve kum firtinasi hareketliligi acgisindan ideal arazi yapisi olusmus olur.

Collesmenin agiga ¢ikma mekanizmalar oldukca katmanhdir, gél ve nehir arazilerinde
¢ogu kez yasa disi ya da uygun olmayan tarim ve antropojenik su idare sistemleriyle
iliskilidir. Ekosistemlerin yikimi antropojenik bir ¢evre yapisi icinde ikincil zayiat olarak kabul
edilmektedir. Kum Firtinasi - And Then There was Dust projesi de bu algiyi diizeltmeyi hedefliyor.

Degradation und Desertifikation.[4]

Sowohl A/ Mashoof als auch Turtles thematisieren den verbundenen Diversitdtsabbau, der
der Desertifikation in den Feuchtgebieten zwischen Euphrat und Tigris vorangeht. Obaidi
thematisiert das Verschwinden von regionalen Schildkréten, die durch die Austrocknung
der Feuchtgebiete anndhernd ausgestorben waren. Die Tiere dienen zudem als Metapher
fiir eine verschwindende menschliche Bevélkerung des durch zahlreiche Kriege zerstérten
Landes, zu der Obaidi sich auch selbst zéhlt. Seit einigen Jahren bemdiiht sich eine
Initiative, die Feuchtgebiete wiederherzustellen. Sie ist teilweise erfolgreich, auch wenn
nie das komplette Okosystem zurtickgebracht werden wird.

Al Mashoof untersucht das Ausléschen einer kompletten Okologie im iranischen
Feuchtgebiet Hoor AlAzim, die dort heimische menschliche Bevélkerung und deren Kultur,
die stark an Wasser, Fischerei und Schilf gebunden war. Heute finden sich kaum noch
Vertreter*innen dieser Kultur. Durch das Verschwinden der Diversitdt verschwindet auch
die Robustheit der Okosysteme; Bodenerosion und die Bildung von sogenannten Badlands
(Zerschluchtung) bieten eine perfekte Angriffsfliche fiir Winde und andere Wetterextreme.
Dislis Sand in a Whirlwind visualisiert, was geschieht, wenn die Landschaft keine
natiirlichen Grenzen aufweist und Winde (iber nationale Grenzen, hier von Syrien in die
Tiirkei, hinwegwehen.

Die Folgen der industriellen Landwirtschaft, die in diesen Regionen der Tiirkei exerziert
wird, bestimmt vom Einsatz chemischer Diinger und vor allem durch Monokultur,
lost eine Verschlechterung der Erde aus, die bis zur bereits erwdhnten vollkommenen
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Tehran Platform, Al Mashoof, VR still, 2020

Degradierung reicht. Sie bietet besonders Sandsttirmen einen optimalen Freiraum zur
Bewegung, da natiirliche Hindernisse aus dem Weg gerdumt sind.

Die Ausloser der Desertifikation sind mannigfaltig und in Seen- und Fluf3regionen héufig an
illegale bzw. ungeeignete Landwirtschaft oder anthropogene Wassermanagementsysteme
gebunden. Die Okosystemzerstérungen kann so als hdufig hingenommener
Kollateralschdden in einem anthropozentrischen —Netzwerk verstanden werden, welches
in Sandstorm - And Then There Was Dust kalibriert wird.
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