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My Dear Friends brings together works by
Irish artist Bryony Dunne and Egyptian
photojournalist Roger Anis, whose distinct
approaches to Egypt's Giza Zoo feed on
each other to portray the contemporary
dynamics of Egypt that have been heavily
impacted by the region’s colonial past.
The zoo is home to flora and fauna that
were uprooted and imported to the
British colony through the Suez Canal.
Over time, it has become a powerful image
to address colonial narratives and man-
made corridors. The exhibition presents the
zoo as a fictionalized space for reflecting
on various forms of circulation that have
enabled the expansion and dissemination of
power. How do living creatures, ideologies
and cultural agendas all circulate? How have
these movements, initially aimed to exhibit
colonial wealth and ownership, intervened
on the fauna, flora and marine ecosystems
in the larger region? What are their cultural
consequences?

The two artists point to situations of
dependency in order for both cultural
agendas and living beings to survive.
While Dunne's works focus on the
man-induced channels, corridors and
relocations, Anis provides a closer look
at what is on the other side of these
pathways. His photographs, in that
sense, point the viewer to the present-
day repercussions of these historical
movements.

Dunne’s Irish background and her four
and half-year-long stay in Egypt render
her analysis of the zoo and the colonizing
narrative it represents more intricate,
adding another layer to these migratory
movements of animals and plants. Her
works provide a postcolonial critique
of the connotations of these pathways,
eventually culminating in an intersection
with Anis’ study of the relationships
between the animals and their keepers
at Giza Zoo. Anis' photographs and his
Egyptian background act as a zooming
lens through which we are introduced
to a rather intimate perspective of the
bonds the zookeepers build with the
captive animals. Their codependent
relationship not only ensures their
mutual survival but also, as Anis found,
this shared captivity results in familial
intimacy and deep affinity. Through
his works, the exhibition meditates on
this reality of captivity and feeling of
closeness.



Dunne refers to the zoo as a “living
archive of colonialism.” The zoo is an
outcome and a documentation of a
certain past. The archive is still breathing.
Through Dunne’s imitative interventions,
this archive that by nature relies on
techniques of repetition is presented as a
manipulable -and therefore questionable
-yet equally physical and material space.
In this manner, as Derrida suggests: “the
archive always works, a priori, against
itself.”

The perspectives of the two artists rely
on different levels of access and relation
to the zoo and what the zoo has come
to stand for. However, they intersect
in the exhibition space in a way that
doesn't stand against or diverge from
one another, but portrays the necessity
to address these issues through
different lenses in forming a postcolonial
narrative in the contemporary moment.
Together, maintaining a dependency
on the other's narrative, they offer an
alternative view of the designated space.
It is a reconstruction of a past rather
than its mere retrieval. Scrutinizing the
archive and contemplating such spaces
of complex dynamics requires looking
at the layers of inheritances and history
rightin the eye.

1 Derrida, Jacques, and Prenowitz, Eric. 1996. Archive fever: a Freudian impression. Chicago: Universi-

ty of Chicago Press.

My Dear Friends;
speculating on new kinds
of relation to the

non-human others’
Georgios Papadopoulos

The Giza Zoo is celebrated as one of the
landmarks that signify Egypt's passage
to modernity. The zoo first opened its
gates on March 1st 1891, using and
expanding on the facilities of the pre-
existing Harem Gardens of Ismail Pasha.
It displayed his private menagerie and a
wide variety of plants and trees, but was
also enriched by additions from different
British Colonies often transported by
ships travelling along the Suez Canal;
another emblematic  modernisation
project with international repercussions.
Today, more than 125 years later, the zoo
still functions and caters for its public as
one of the popular outings for working
class families in Cairo. Zoological gardens
are often thematized by visual artists,

especially by photographers, but My Dear
Friends develops a sensitive and complex
narrative that raises a series of important
questions about the reverberations
of colonialism, the ability to create
spaces of freedom in confinement, the
relation between culture and nature,
and the possibility of developing a non-
anthropocentric politics and ethics.?

The zoo is a place of display as well as a
place of captivity — a place to see and be
seen, to present oneself in public space.
As such the zoo is a site for producing
social relations and identities, constitutive
of a specific sense of community that is
defined by subordination and othering,
not only at the level of social class but
also at the level of different species.
Building such relations with non-human
others presupposes a safe and controlled
environment where animals, plants, and
people are kept at a safe distance from
each other, while their movement is
elaborately choreographed in order to
give an illusion of spatial openness and
accessibility, a dialectic that is carefully
organized in corridors of circulation and
spaces of enclosure. The juxtaposition
of free movement, entertainment and
circulation with the enclosure, captivity
and display of aging and perhaps lonely
animals, seems to be an apt metaphor

1 I am grateful to Panos Kompatsiaris for sharing his text before its publication.

2 “In post anthropocentric approaches to otherness, the boundary between the human and the animal
is presumably blurred, it becomes immeasurable, discontinuous or ‘abyssal’ - to use Derrida’s phrasing - rather
than a single dividing line” Kompastiaris, Panos. “Aliens in the Mediterranean Sea: Monstrous Fish and the (Im)
Possibilities of Kinship with NonHuman Others”, The Enemy, Vol. 1(1) 2018.



for the human condition but also of the
domestication of flora and fauna by
science. A related aporia of modernity,
thematized by some of the works in the
exhibition, might be the realization of the
futility and therefore tragedy of human
existence — a tragedy that occidental
civilization tried to suppress and ignore
through expansion and control.

The Suez Canal, probably the event
most emblematic of the Anthropocene,
is also commented upon at the show.
Again My Dear Friends focuses on the
unintended and the subtle, rather
than the obvious consequences of the
piercing of the 75-mile-wide Isthmus
in 1869. The show marks its 150 years
anniversary (the opening is scheduled
for January 2019) by looking at the whole
project from a different angle. Apart
from making oil more accessible to the
Europeans and shortening the distance
that ships and troops needed to cover
in order to travel to Asia, both extremely
important for the entrenchment and the
expansion of the occidental dominance,
the canal was and remains one of the
main corridors used for the movement
of plants and wild animals to Egypt
and the mediterranean. Some of these
were transported to adorne museums,
gardens and zoos across Europe and the
British colonies, including the Giza Zoo.
Others travelled, and continue to travel,

by hijacking the man-made infrastructure
of commerce while ignoring borders and
protocols of international navigation.
Similar to the current flows of people
trying to enter the European territory,
the flows of these ‘Lessepsian migrants®
are the result of capitalist-imperialist
projects in which technology, culture
and power reconstitute the geopolitical
environment. The representations and
treatment of Lessepsian fish as an invasive
and threatening alien draws an arbitrary
dividing line between the human and the
non-human other and also between so-
called “normal” and “intrusive” behavior
(Kompastiaris 2018). My Dear Friends
uncovers the fragility of this dividing line
by raising a series of questions: How do
we draw these lines when we describe a
well-functioning ecosystem? Why do the
human ideals of equilibrium and control
become the ultimate criterion in our
analysis of nature? The show develops
upon such questions, pushing the limits of
kinship towards non-humans -be it animal
and plants, domestic or intrusive- tracing
their common fate under the powerful
influence of history and technology.

Imagining projects of a global scale (as
was done for the first time with the Suez
Canal) and launching major European
international scientific expeditions in
the “uncharted parts of the world” were
fundamental elements in the constitution

3 The name comes from Ferdinand de Lesseps the French Diplomat who took the concession and later

developed the Suez Canal.

of a “planetary consciousness” which
in turn became one of the pedestals
of modern Eurocentrism and the
accompanying intensification of imperial
expansionism.* These scientific,
military and engineering expeditions
collected the necessary material for the
development of different discourses
about the environment. Accordingly,
the natural world was broken down into
various classifications and categories so
as to become an object of exploitation
and refabrication according to the needs
of Western expansion. The cataloguing
of flora and fauna anticipated the
organization of botanical gardens, zoos
and museums as places where the
achievements of the combined forces
of science and colonialism could be
communicated to the general public,
manifesting at the same time the virility
of the imperialist project. The science of
nature contributed to a sense of mastery
over the world, enhancing occidental
expansionism and underwriting the
introduction of racial typologies and
the “white man’s burden” ideology.
Colonialism sedimented its power in
science and sought to extend its grip
over anyone, anything and any place
organized by a culture and a science
other than that of efficiency and control
of occidental modernity.

Colonialism has always presented itself
as the power of progress and rationality:

the self-referential and unstoppable
trajectory of history. What is narrated as
history is nothing more than the power
of colonial administration in its insatiable
hunger for control over the natural living
world, the supposedly autonomous
construction of systems of knowledge
and representation by science that aim
to vindicate its ability to explain nature
by abstracting all disturbing forces. One
can recognize here the mechanism of a
“modernizing vision” according to which
the capitalist vanguard write themselves
into the futures of those they aim to
exploit as a kind of moral and historical
inevitability. Both the Suez Canal and the
Giza Zoo are tantamount to the logics
in that the modus operandi of their
founders and facilitators in their attempt
to control nature, thereby ushering
Egypt into their version of occidental
Modernity. My Dear Friends challenges
those narratives by pointing to the spaces
of freedom that open up in the cracks of
that modernity while simultaneously
speculating on the different forms of
relation between nature and culture,
where humans and non-humans seek an
alternative fate outside of the clutches of
technology and economy.

4 Mary Louise Pratt, Imperial Eyes, 2nd ed. (London; New York: Routledge, 2007), p. 32.



Portraying Invasiveness
with Invasiveness:

On Bryony Dunne
Sara Elkamel

Over a period of two years Bryony
Dunne spent many Friday mornings
at the Giza Zoo, taking pictures of the
park's antiquated cages, eerie grottos,
eager visitors and fallen seeds. She had
just moved to Cairo and was keen to
acquaint her camera with this massive,
disobedient city. But the zoo meant more
to the artist than an image-playground:
she found in it an undeniably compelling
social setting. As one of the largest
green areas in a city strikingly lacking
in public space, it draws millions every
year — from large, boisterous crowds on
weekends and holidays to young couples
in search of private, scenic strolls. But it
was its complex historical legacy that
gripped Dunne’s interest the most. Built
under British occupation at the tail-end
of the 19th century, the zoo became yet
another spatial imprint of Egypt’s colonial
encounter.

On her frequent visits to the site, the
artist found herself crouching down and

collecting seeds that the surrounding
trees had shed in abundance — none
of which, she discovered, were native to
Egypt. They ca me, via the Suez Canal,
from places including India, Madagascar,
the Malay Peninsula. As part of her
recent project, Seeds from the Zoo, Dunne
depicted animal skin patterns on seed
pods, in effect subverting their original
form. Her carefully painted pods are, like
much of her work, quite cunning. The
almost-hypnotizing animal patterns are
painted, occasionally, in unlikely colors
such as navy blue or pistachio green. The
exactitude of these prints emphasize that
someone has placed these marks here,
intentionally, maybe even tenderly. It
looks as if animals had leant parts of their
exteriors to these overlooked pods. Yet
this new texture is so far removed from
the vivacity of an animal; the pod-animals
are fixed, manicured, lifeless. The effect
is a certain surreality, or disorientation —
one that stimulates further assessment.

Dunne’s gesture can be viewed as an act
of creative revisionism. In other words,
by challenging the “original” forms of
both seeds and animals, she invites a
reflection on the zoo's own history of
superimposition. The site was, after all,
a sort of exhibition of colonial wealth,
and the hegemony that had been forged
and perpetuated in the political, legal,
economic and cultural realms also spread
to the natural world. Dunne found that
with its host of non-native trees and
animal species, the zoo could in a sense
be seen as a living colonial archive.

Imagine entering an archive, picking up
a weathered photograph or map, and
brazenly painting across its surface.
You could paint, for instance, a map
to somewhere else, or even, if you
preferred, a lazy tiger. Such an act would
likely be seen as an infringement or
invasion. This is the genius of Dunne's
work: she enters an unintended colonial
archive and, through appropriating
tactics of extraction and reinvention,
manages to demonstrate the violation
inherent to Egypt's colonial encounter.
By subverting the intention of these
pods she perhaps subverts, or at least
complicates, the intention of the Giza
Zoo at large.

Dunne often manipulates archival
material in her work with sharp and
striking effects. In The Lessepians, an
image collection presented in small light
boxes, she uses an assortment of archival
images dating back to the inauguration
of the Suez Canal. For layers, she
integrates 19th century drawings of sea
species and found images of corals and
botanical gardens with rotating images
of invasive marine species. By creating
these layered, aquarium-like surreal
structures in which marine species are
between stillness and motion, Dunne
manages to once again set up an
unnatural space that begs reflection on
the notion of invasion.

My first encounter with Dunne's work
was Things Stay for a While, a film portrait
of an ageing intellectual living in a
dilapidated Cairo apartment. After we

spend time with the man in his home, we
walk through Downtown Cairo’s streets
before we enterthe Agricultural Museum,
where, at the very end of the film, a
taxidermied bird in display scratches
an itch behind its ear and takes flight.
Unimposing, slow-moving and gripping,
the film captures something very real
about Cairo; perhaps its unpredictability
and slight magic. Dunne’s works in My
Dear Friends engages with the Giza Zoo
-and, by proxy, with Cairo- in similar
ways. Looking at her painted seed pods,
the layered light boxes, or Bring Them
Back Alive, you find yourself questioning
where reality ends and fiction begins.
Her work invades the reality of Cairo, in
effect portraying just how the city -past
and present- invades the lives of its
people.



Relationships in Captivity
Elle Kurancid

I like to go to the zoo!

Come on, you can all come, too:
Watch the lions roaring—
Watch the monkeys soaring—
Watch the hippos snoring—
Only at the wonderful zoo!

[“We often witness nothing but the
surface.”]

IIIL.

II.

I like to go to the zoo?

Come on, you can all come, too:
Watch the bears aging . . .
Watch the elephants staging . . .
Watch the humans caging . . .
Only at the disgraceful zoo!

Still, “we often witness nothing but the
surface.”

For Cairo-based photographer Roger Anis, who sang the first verse as a child and
whose portrait series Relationships in Captivity inspired the antithetical second,
Egypt's Giza Zoo runs deeper than the above-described either/or fallacy.

Over two years, starting in spring 2016, Roger spent an untold number of hours at
the zoo — on both sides of the bars. There, he saw and heard and felt reflection-filled
scenes aplenty, the vast majority of them epitomizing the tender gray area -say, the
constructive cognitive dissonance- that exists between “wonderful” and “disgraceful.”

“We often witness nothing but the surface,” he reflects, adding: “What if we could
see the zoo in a way that gives dignity to both the animals and their keepers? What

would that look like?”

A. “Bears are known as dangerous
animals, but they can be friends as
well,” reflects Muhammad Rizk, who
has been working at the Giza Zoo for
twenty-nine years. “It just takes time
and kindness: pat them enough times,
let them get used to your voice and
presence ... When my father worked
here, I would accompany him. It became
my dream to work with the bears and
other animals, too.” (Muhammad and
his colleagues receive a monthly salary
of approximately seventy U.S. dollars, a
bulk of which is spent on transportation
from their villages to the zoo.)

B.“I am here in service of the animals,”
reflects Hamdy Hasaballah, who has
been working at the zoo for twenty-two
years. “I tried to apply for jobs in other
fields, but it never happened. I came

to realize that being a caretaker at the
zoo is my destiny . . . I feel committed
to these animals as if they're my own
children.”

C. “I rub Glycerin on the elephants
bodies to moisturize their skin and keep
them warm,” reflects Muhammad Abdel
Aziz, who has been working at the zoo
for twenty-five years. “Na'eema, come
here girl! Come here to take a photo with
me!” Trunk upraised and glistening, she
poses alongside him.

D. “Metwally is the oldest lion here and
the closest to my heart,” reflects Ahmed
Kaseb, who has been working at the zoo
for two decades. “Just like elderly people,
animals need special care as they age.
That's why I chop the meat into little
pieces, making it easier for him to eat.”

E. “It's all about your attitude with the
animals, whether you're providing food,
water or care,” reflects Muhammad
Fathy, who has been working at the zoo
for seventeen years. “They're locked

up in cages. Imagine a person dear to
you behind the bars, wouldn't you feel
sorry when you visit them? God made
these animals dependent on us, so we're
responsible for them as long as they're
in captivity. We must treat them well and
preserve their well-being.”

F. Waheed Abu Mane'a, who has been
working at the zoo for over three
decades, summarizes his experience in a
single sentence: “These animals are my
dear friends.”



Bryony Dunne is an Irish visual artist and filmmaker based in Athens. Building on her
background in documentary photography and visual anthropology, she explores the
relations between humanity and nature, the arbitrariness of cultural representation,
the legacies of colonialism, and the fantasies of human control.

Her work has received several awards and in 2018 she was a nominee for the FOAM
Paul Huf Award. She has exhibited internationally in venues such as Mosaic Rooms
(London), Gypsum Gallery (Cairo), Centre Pompidou (Paris), The Irish Film Institute
(Dublin) and BAHAR - Istanbul’s offsite project of Sharjah Biennial 13. Her current film
project, Above the Law, received the Real Shorts Award from Screen Ireland as well as a
grant from the National Geographic Society. Her films are distributed by Videographe
and the Royal Anthropological Film Institute. Her 2017 film, Things Stay For a While,
was recently screened at Rencontres Internationales for Contemporary Art and New
Cinema at HKW in Berlin.

Roger Anis holds a bachelor of Fine Arts in Mural Painting from Minya University
in Egypt, and a Diploma in Photojournalism from the Danish School of Media and
Journalism in Denmark. He has worked as photojournalist for the Cairo-based daily
newspaper Al-Shorouk since 2010. During this time, he has covered political unrest
across Egypt, starting with the 2011 revolution. He has also worked on a photo project
about street kids with UNICEF Egypt. His work has appeared in outlets such as the
Associated Press, TIME, Le Monde, The Guardian, and The New York Times, as well as
in museums and galleries in Egypt and internationally. He was chosen to participate
in the Reporting Change Project with World Press Photo from 2012 to 2014, and won
the 2014 Reuters Microsoft Photo Award. His work focuses on social issues and is
powered by his belief in photography as a method of social change.

Deniz Kirkali is a curator based in Istanbul. She studied Media, Culture, and
Communication at New York University with a focus on Images and Screen Studies. She
was the assistant curator of BAHAR, the Istanbul offsite project of Sharjah Biennial 13.
She has started a curatorial and research collective called TopSoil in London in 2017.
Her research areas are environmental humanities and ecologies, material feminism,
postcolonial studies, and transcultural memory. She holds an M.A. in Contemporary Art
Theory at Goldsmiths University in London.

Georgios Papadopoulos combines economics and philosophy with artistic research.
His work gravitates around money and its socioeconomic functions. Between 2003
and 2005, Papadopoulos researched on a postgraduate scholarship at the Erasmus
Institute for Philosophy and Economics, in Rotterdam, and then in 2008 and 2009
at the Theory Department of the Jan Van Eyck Academy, in Maastricht. In 2012 he
won the Vilém Flusser Award for Artistic Research by the transmediale festival and
the University of the Arts (UdK) in Berlin for his project on the cultural analysis of the
Greek currency. He has presented his work at the ICA (London), HIAP (Helsinki), Haus
der Kulturen der Welt (Berlin), MQ21 (Vienna), and the Acropolis Museum (Athens).
Currently Papadopoulos works at the Athens School of Fine Arts and the Research
Institute for Arts and Technology (RIAT).

Elle Kurancid is an independent journalist and editor based between Cairo and her
hometown of Peace River, Canada. Over the past four years, she has worked on multiple
deep-dive imagery-driven stories for Jacobin, VICE News, Le Monde diplomatique,
the Los Angeles Review of Books, and the Magnum-affiliated Arab Documentary
Photography Program. These pieces of aesthetic journalism have concentrated on
Egypt's counterrevolutionary forces, Syria's war refugees, Greece’s Nazi party, as well
as France’s fortress mentality and Canada’s so-called ethical oil, among other thorny
topics.

Sara Elkamel is a journalist and poet, living between Cairo and New York. She holds
an M.A. in journalism and mass communication from the American University in
Cairo’s School of Global Affairs and Public Policy, and an M.A. in Arts and Culture
Journalism from Columbia University's Graduate School of Journalism. Elkamel has
written for various Cairo-based and international publications, among them Ahram
Online, Mada Masr, The Guardian, The Huffington Post, The GroundTruth Project,
and Guernica. Her poetry has appeared in The Common, Winter Tangerine, Anomaly,
among other journals. She has led various creative writing workshops, including
at Townhouse Gallery, the Cairo Institute of Liberal Arts and Sciences, and the
Mohammad and Mahera Abu Ghazaleh Foundation in Amman.
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Onlar Benim Dostlarim; insan olmayan otekilerle

yeni iliskiler tzerine dusiinmek
Georgios Papadopoulos

istilacilign istilacilikla Tasvir Etmek: Bryony Dunne Uzerine
Sara Elkamel

Tutsaklikta iliskiler
Elle Kurancid

Ozgecmisler

Kuratoryal Metin
Deniz Kirkali

OnlarBenim Dostlarim, bélgenin kolonyal
gecmisinden buyuk o6l¢ude etkilenmis
Misirin - guncel dinamiklerinin  bir
portresini, Kahire’deki Giza Hayvanat
Bahcesi'ni farkh yaklasimlariyla ele
alarak cizmeyi amaclayan Irlandali
sanatci Bryony Dunne ile Misirh foto
muhabiri Roger Anis'in islerini bir araya
getiriyor. Hayvanat bahgesi, yerinden
koparilmis ve Suveys Kanali Uzerinden
eski  Ingiliz  kolonisine  tasinmis
cesitli bitki ve hayvan turlerini icinde
barindiriyor. Giza, zamanla kolonyal
anlatilari ve insan yapimi koridorlari ele
almak icin gucli birimge haline gelmistir.
Sergi, hayvanat bahgesini gcin
blylumesi ve yayllmasini mumkin kilan
farkli bigimlerdeki dolasimlar (zerine
dustinmek i¢in kurgulanmis bir mekan
olarak sunuyor. Canli varliklar, ideolojiler
ve kdulturel stratejiler nasil dolasir?
Aslen kolonyal zenginlik ve mulkiyeti
sergilemeyi amaclayan bu hareketler,
bolgedeki hayvan topluluklarina, bitki
ortustine ve deniz ekosistemine nasil

mudahalelerde bulunmustur? Bltln
bunlarin kaltirel sonuclari nelerdir?

Iki sanatci da islerinde, kiiltiirel
gundemlerin ve canhlarin hayatta
kalmalari icin gerekli olan baghlik/
bagimlihk hallerine isaret ediyor.
Dunne'nin isleri insan yapimi kanallara,
koridorlara ve yer degistirmelere
odaklanirken  Anis, izleyicileri bu
yollarin diger tarafindakilere yakindan
bakmaya davet ediyor. Bu baglamda,
Anis'in fotograflar izleyiciyi bu tarihsel
hareketlerin guncel yankilarini
dustinmeye yonlendiriyor.

Dunne’nin dort bucuk sene Misir'da
yasamis Irlanda asilli bir kadin olmasi,
canlilarin go¢ hareketlerine kisisel bir
katman daha ekleyerek sanatginin
hayvanat bahcesini ve yansittigi kolonyal
anlatiyr irdeleyisini daha karmasik hale
getiriyor. Sergideki isleri bu yollarin
cagnisimlarina postkolonyal bir elestiri
getirerek, Anis'in Giza'daki hayvanlar
ve hayvan bakicilari arasindaki iliskiyi
inceledigi isleriyle bir noktada kesisiyor.
Bolgeye olan yakinlidi ve yerel kimligiyle
Anis'in fotograflar ise tutsak hayvanlar
ile  bakicilari arasindaki yakinhgi ve
derin baglan ortaya koyan bir mercek.
Birbirlerine olan baglilik/bagimhhklariyla
beslenen bu iliskiler yalnizca iki tarafin da
hayatta kalmasini saglamakla kalmiyor,
ayni zamanda Anis'in g6zlemledigi Gzere,
bu karsilikli tutsaklik derin bir sevgi ve
sefkat iliskisi doguruyor. Sanatginin isleri
seyirciyi gérinduigunden daha katmanli
olan bu tutsaklik gercekligi ve sikisikhk
hissi Gzerinde distinmeye davet ediyor.



Dunne hayvanat bahgesini “yasayan bir
kolonyal arsiv” olarak tanimlamakta.
Bu mekan belirli bir gegmisin hem bir
kaydi hem de neticesi. Bu arsiv nefes alip
vermeye devam ediyor. Dunne'nin taklit
tekniklerinden yararlanan mudahaleleri,
yapisi geregi tekrara dayali olan bu
arsivi manipule edilebilir -ve bu nedenle
sorgulanabilir - ama bir o kadar da fiziksel
ve materyal bir alan olarak disinmemizi
saghyor. Bu baglamda, Derrida’nin 6ne
sardiagua gibi, “arsiv her zaman, a priori,
kendi aleyhine islemektedir”.’

iki sanatginin  hayvanat bahgesine ve
hayvanat bahgesinin sorunsallastirdiklarina
yaklagimlari erisim ve kurduklari iliskiler
acisindan farklilik gdsteriyor. Ancak bu
farkli perspektifler, serginin icinde bir
karsithk veya ayrikhk ortaya koymak
yerine, gunumuzde postkolonyal
bir anlatinin var olan sorunlarini
farkh acilardan ele almasinin gicinu
vurgulamakta. ki anlati birbirine bagl/
bagimli bir bicimde bahsedilen alanin
alternatif bir okumasini sunuyor. Yani
gecmisin sadece kazilip ¢ikarilmasindan
ziyade yeniden kurgulanmasina alan
taniyor. Arsivi incelemek ve bu gibi
karmasik dengeleri iceren alanlar tzerine
disunmek, tarihe ve ge¢cmisin kalintilarina
cesaretle bakmayi zorunlu kilar.

1 Derrida, Jacques, and Prenowitz, Eric. 1996. Archive fever: a Freudian impression.

Chicago: University of Chicago Press.

Onlar Benim Dostlarim;
insan olmayan otekilerle
yeni iliskiler Gizerine
disunmek’

Georgios Papadopoulos

Giza Hayvanat Bahgesi, Misirin
modernizme  gegisini  temsil eden
tarihi yapilardan biri olarak bilinir.
Hayvanat bahcesi kapilarini ilk kez 1
Mart 1891'de actiginda, ismail Pasa'nin
Harem Bahgeleri tesislerini ve cevresini
kullaniyordu. Pasa’'ya ait vahsi hayvan
koleksiyonunun yani sira, genis bir agag
ve bitki seckisi sergilenirken, Siveys
Kanal'ndan seyahat eden gemilerle
cesitli Ingiliz kolonilerinden koleksiyona
ilaveler  geliyordu. Bu koleksiyona
ekleme sureci de uluslararasi etkileri
olan sembolik bir baska modernizasyon
projesine isaret ediyordu. 125 seneyi
askin  bir zamandan sonra bugun,
hayvanat bahcesi hala acik ve o6zellikle
isci sinifindan aileler icin Kahire'de son

derece populer bir ugrak yeri. Hayvanat
bahcelerinin gorsel sanatgilar, ozellikle
de fotografcilar icin bir tema haline
gelmesi sikhkla karsilastigimiz  bir
durumdur. Fakat Onlar Benim Dostlarim,
Giza Hayvanat Bahcesinden yola cikan
ve farkhh kapsamlarda sorular soran
hassas ve karmasik bir kurgu yaratiyor.
Bu sorular kolonyalizmin yansimalarina,
sinirlamalara karsi  6zgurluk alanlarn
yaratmaya, kultir ve doga iliskisine ve
insan merkezci olmayan bir siyaset ve etik
olusturma ihtimali Gzerine yogunlasiyor.?
Hayvanat bahgesi bir tutsaklik alani oldugu
kadar bir sergileme alani da - gérmek ve
goérulmek icin, kendini kamusal alanda
sunmak icin bir yer. Oyle ki hayvanat
bahcesi ayni zamanda sosyal iligkiler
ve kimlikler Uretmek icin de bir saha;
sadece sinifsal olarak degil, diger
turlerle de aramizda hiyerarsiler kurarak
ve Otekilestirerek belirgin bir topluluk
olusturan. Insan olmayan &tekilerle
bu tarz iliskiler kurulmasi, guvenli
ve kontrolli bir c¢evre bulundugunu
varsayar. Bu cevrede hayvanlar, bitkiler
ve insanlar arasinda guvenli mesafeler
muhafaza edilir, mekansal agikhk ve
erisilebilirlik illizyonu yaratmak adina
batun turlerin hareketleri icin detayh
koreografiler olusturulur. Bu durum
dolasim koridorlarinda ve kapatiima
alanlarinda da dikkatlice duzenlenir.

1 Metnini basilmadan énce benle paylagtig: i¢in Panos Kompatsiarise minnettarim.

2 “In post anthropocentric approaches to otherness, the boundary between the human and the animal
is presumably blurred, it becomes immeasurable, discontinuous or ‘abyssal’ — to use Derrida’s phrasing — rather
than a single dividing line” Kompastiaris, Panos. “Aliens in the Mediterranean Sea: Monstrous Fish and the (Im)
Possibilities of Kinship with NonHuman Others”, The Enemy, Vol. 1(1) 2018.



Hayvanat bahgesinde, 6zgur hareket,
eglence ve dolasim, kusatma, tutsakhk
ve yaslanmakta olan, buayudk ihtimalle
yalniz hayvanlarin sergilenmesiyle yan
yana gelir. Bu yan yanalik ise insanhgin
guindmuzdeki hali ve bilimin flora ve
faunayi ehlilestirmesine dair yerinde bir
metafor olugturuyor. Sergideki bazi islerin
degindigi modernizmin bu baglantih
celiskisi, ayni zamanda yararsizigin ve
dolayisiyla insan var olusunun trajedisinin
fark edilmesi olabilir. Bu trajedi Bati
uygarliklart tarafindan, genisleme ve
kontrol aracihgiyla bastirilmaya ve
goérmezden gelinmeye calisiimistir.

Sergi ayni zamanda, Antroposen’in belki
de en sembolik olayini, Stiveys Kanalrni da
yorumluyor. Tekrar dile getirmek gerekirse,
Onlar Benim Dostlarim, 1869'da 75 mil
uzunlugunda bir kistakin delinmesinin
bariz sonuglarina odaklanmak yerine,
kasitsiz olarak yapilana ve hemen
g6ze carpmayana odaklaniyor. Sergi
bu girisime baska bir agidan bakarken
projenin 150'inci yil donimudna de imliyor.
Petroli Avrupalillara daha erisilebilir
kilmasinin ve gemilerle askeri birliklerin
Asya'ya ulasmak icin gitmeleri gereken
mesafeyi kisaltmasinin yani sira -ki ikisi
de Bati hakimiyetinin saglamlastiriimasi
ve genislemesi acisindan son derece
onemli gelismelerdir- kanal ayni
zamanda gec¢misten gunumuze
bitkilerin ve vahsi hayvanlarin Misir ve
Akdeniz'e getirilmesi icin kullanilan ana

koridorlardan biri olmaya devam ediyor.
Getirilen hayvanlar ve bitkilerin bir kismi
Avrupadaki ve Ingiliz kolonilerindeki
bazi sasaall muzelere, bahgelere ve
hayvanat bahgelerine  ulastinimistir,
Giza Hayvanat Bahgesi de bunlardan
biridir. Digerleriyse insan yapimi ticaret
altyapisini ele gegirerek, uluslararasi
navigasyon sinirlarini ve protokollerini
g6érmezden gelerek  yolculuklarina
devam etmis ve hala devam etmekte.
GUnumuzde Avrupa sinirlan  igine
girmeye calisan insanlarin olusturdugu
akimlar gibi, bu ‘Lesepsiyen gd¢ de3
teknoloji, kualtir ve gucun jeopolitik
ortami yeniden yapilandirdigi kapitalist-
emperyalist projelerin bir sonucudur.
Lesepsiyen baliklarin istilaci ve tehditkar
yabancilar olarak temsil edilmesi ve bu
sekilde muamele goérmesi, insanlar ve
insan olmayan &tekiler ve s6zde “normal”
ve “istilacl” davranislar arasinda keyfi bir
cizgi ¢izmektedir (Kompastiaris 2018).
Onlar Benim Dostlarim sordugu sorularla
bu bélict ¢izginin kirilganhigini gozler
éniine seriyor: lyi isleyen bir ekosistemi
tanimlarken bu cizgileri nasil ¢izeriz?
Dogaya dair analizlerimizde neden
insanlarin denge ve kontrol idealleri nihai
kriterleri olusturuyor? Sergi bu sorular
Uzerine konumlanarak, insan olmayan
turlerle -domestik veya istilaci hayvanlar
ve Dbitkiler- aramizdaki akrabalgin
sinirlarini zorluyor ve bu turlerin tarih ve
teknolojinin gugclu etkileri altindaki ortak
akibetinin izini surtyor.

3 Bu isim, Siiveys Kanali i¢cin imtiyaz alan ve daha sonra projeyi gelistiren Fransiz diplomat Ferdinand

de Lessepsten gelmektedir.

Ilk defa Siveys Kanal'nda yapildigi
sekliyle evrensel projeler tahayyul
etmek ve Avrupalilarin dinyanin “issiz
koselerine” buyuk bilimsel kesif gezileri
dizenlemesi “evrensel bir farkindalik”
olusturmaktaki  temel 6gelerdendi.
Bu Ogeler sirasiyla modern Avrupa
merkezciligin ve beraberinde guglenen
emperyalist  yayilmacihgin  kaideleri
haline geldi.* Bu bilimsel, askeri ve
teknik kesif gezileriyle ¢evre hakkinda
farkli diskurlarin gelistirilebilmesi igin
yeterli malzeme toplandi. Bu dogrultuda,
Bati yayllmaciliginin ihtiyaclarmni
karsilamak adina istismar edilebilmesi
ve yeniden Uretilebilmesi icin doga
cesitli siniflara ve kategorilere ayrildi.
Flora ve faunanin listelenmesi, botanik
bahgelerinin, hayvanat bahcelerinin ve
mduzelerin, bilim ve sémdirgeciligin bir
araya gelmis guglerinin basardiklarinin
kamuyla paylasilabilecegi alanlar olarak
dizenlenecegini ongoruyordu. Bu
dizenleme ayni zamanda emperyalist
projenin guclini gosteriyordu. Doga
bilimleri dinyaya hakim olma hissine
katkida bulunuyordu, Bati yayilmacihgini
baska bir boyuta tasiyip, irkgi tipolojilere
girisi ve “beyaz adamin yukd"” ideolojisinin
baslangicini  hazirliyordu. Sémiurgecilik,
gucunu bilim alaninda biriktirdi, verimlilik
ilkesi ve Bati modernizminin kontrolu
tarafindan duzenlenmemis kiltir ve bilim
alanlarina dahil olan herkesi, her seyi,
her mekani kapsayabilecek hale gelmeye
ugrasti.

Sémirgecilik kendini hep ilerlemenin ve
rasyonalizmin guci olarak sunmustu:
tarihin kendine referans veren ve
durdurulamaz yoérungesi. Tarih olarak
anlatilagelen, dogayr ve yasayan
dinyayr kontrol etme konusunda son
derece ag¢gozli sOmurgeci ydnetimin
iktidarindan, doga anlatisinda kendini
hakh ¢ikarmak adina tim rahatsiz edici
gugleri soyutlayarak bilgi ve temsil
sistemlerinin sdzde Ozerk bir sekilde
insa edilmesinden daha fazlasi degildir.
Burada kapitalist onctilerin, sémurmeyi
amagladiklarinin istikballerine ahlaki ve
tarihsel bir kaginilmazlik gibi kendilerini
yazmak icin kullandiklari "modernlestirici
tasavvur” mekanizmasini  gorebiliriz.
Suveys Kanali da Giza Hayvanat
Bahgesi de dogayr kontrol etmeye ve
dolayisiyla Misir't kendi Batili modernlik
versiyonlarina yonlendirmeleriyle,
kurucularinin ~ ve  yoneticilerine  ait
calisma tarzinin mantiglyla es degerdir.
Onlar Benim Dostlarim modernitenin
catlaklarinda acilan 6zgurlik alanlarina
isaret ederek bu anlatilara karsi geliyor,
ayni zamanda da doga ve kultur arasinda,
insanlarin ve insan olmayan tdrlerin
teknoloji ve ekonominin pengesi disinda
alternatif bir akibet aradiklari farkl
iliskiler Gzerine dustnuyor.

4 Mary Louise Pratt, Imperial Eyes, 2nd ed. (London; New York: Routledge, 2007), p. 32.



Istilacihig Istilacilikla
Tasvir Etmek:

Bryony Dunne Uzerine
Sara Elkamel

iki senelik bir zaman dilimi boyunca,
Bryony Dunne her cuma sabahini
Giza Hayvanat Bahgesinde, bahcenin
eskimis kafeslerinin, Urkuticd yapay
magaralarinin, heyecanli ziyaretgilerinin
ve yere dusen tohumlarinin fotograflarini
cekerek gecirdi. Kahire'ye yeni taginmisti
ve fotograf makinesi bu kocaman ve kural
dinlemez sehirle asina olsun istiyordu.

Fakat hayvanat bahcesi sanatgl icin bir
imge oyun parkindan ¢ok daha fazlasini
temsil ediyordu; burayr reddedilemez
derecede merak uyandiran bir sosyal
ortam olarak goruyordu. Kamusal
alanin son derece az oldugu bu sehirde,
hayvanat bahgesi en genis yesil
alanlardan biri olarak her yil milyonlar
tarafindan ziyaret ediliyor. Ziyaretgcilerin,
hafta sonlari ve tatillerde gelen gurultict
kalabaliklardan, gezmek icin bas basa
kalabilecekleri gtizel manzaral yerler
arayan gen¢ ciftlere uzanan genis bir
yelpazesi vardi. Ama Dunne’nin en ¢ok
ilgisini ceken nokta bahgenin karmasik

tarihsel mirasiydi. 19. yizyillin sonunda
Ingiliz himayesinde insa edilmis olan bu
hayvanat bahcgesi, Misir'in kolonyalizmle
iliskisinde bir baska mekansal damga
haline gelmisti.

Mekana siklikla yaptidi ziyaretlerde,
sanat¢l kendini yere ¢omelip agaglarin
bol miktarda etrafa doktukleri tohumlar
toplarken buldu. Sonradan kesfettigi
Uzere bu tohumlarin hicbirinin kokeni
Misir degildi. Tohumlar Slveys Kanal
Uzerinden Hindistan, Madagaskar,
Malakka Yarimadasi gibi yerlerden
geliyordu. Yakin zamanda yaptigi Seeds
From the Zoo projesi dahilinde, Dunne
tohumlar Uzerine hayvan derilerinin
desenlerini  resmederek  tohumlarin
asil  formlarini  degistiriyor. Dunne'nin
islerinin ¢cogu gibi, bu 6zenle boyanmis
tohumlar da oldukga cazibeli. Neredeyse
hipnotize edici olan bu hayvan desenleri
bazi yerlerde lacivert, fistik yesili gibi
ahsiimamis renklerle boyanmis. Bu
desenlerin  kusursuzlugu, bize birinin
o ¢izgileri oraya kasten, hatta belki de
sefkatle yerlestirdigini vurguluyor. Adeta
hayvanlar dis derilerinin bir kismini
g6zden kagirilan bu tohumlara emanet
etmis gibi gézikuyor. Ama ortaya cikan
bu yeni doku bir hayvanin canliigindan
¢ok uzak; tohum-hayvanlar sabit, suslu
ve cansiz. Gergekustu ve yon duygusunu
kaybettiren bir etki yaratiyorlar, bu da
insani daha fazla degerlendirme yapmaya
tesvik ediyor.

Dunne’nin  muadahalesi  bir  yaratic
revizyonizm hareketi olarak goéruilebilir.
Baska bir deyisle hem tohumlarin

hem de hayvanlarin “asil” formlarini
degistirerek, hayvanat bahgesinin kendi
Gst uste bindirmeler tarihi Gzerine
diustnmeye davet ediyor. En nihayetinde
bu alan, kolonyal zenginligin ve siyasi,
hukuki, ekonomik ve kultlrel alanlarda
olusturulan ve devam ettirilen, ayni
zamanda dogal dinyaya da yaylan
hegemonyanin  bir ¢esit sergisiydi.
Dunne, yerli olmayan agaglara ve hayvan
tirlerine ev sahipligi yapmasi ile bu
hayvanat bahcesinin bir nevi yasayan bir
kolonyal arsiv olarak gorulebilecegini fark
etmisti.

Bir arsive girdiginizi hayal edin, elinize
ylpranmis bir fotograf veya harita
aldiginizi ve yizeyini ¢ekinmeden
boyadiginizi diistiniin. Ornegin, baska bir
yerin haritasini ¢izebilirsiniz, hatta tembel
bir kaplan resmi bile yapabilirsiniz. Boyle
bir eylem muhtemelen bir ihlal veya
istila olarak gérilecektir. Iste Dunnenin
islerinin dehasi da burada yatiyor:
Istemsizce olusturulan bir kolonyal arsive
giriyor, cesitli secip cikarma ve tekrar
yaratma taktikleri kullanarak Misir'in
kolonyal karsilasmasinin icerdigi ihlalleri
gOzler o6nlne sermeyi basariyor. Bu
tohumlarinislevinibozarak da belkide Giza
Hayvanat Bahgesi'nin buyuk kapsamda
maksadini yapibozuma ugratiyor ya da en
azindan karmasiklastiriyor.

Dunne calismalarinda ¢cogunlukla arsivsel
malzemeyi keskin ve carpici efektlerle
manipule ediyor. The Lessepians Iisi,
kucuk light box'larda sergilenen bir imge
koleksiyonundan olusuyor. Burada Stveys
Kanal'nin agilmasindan buyanatoplanmis

arsivsel imgelerden bir secki kullaniyor.
Katmanlar  yaratmak adina, deniz
tarlerinin 19. ylzyildan kalma cizimlerini,
mercanlarin ve botanik bahcelerin buluntu
imgelerini, istilaci deniz canlilarinin dénen
imgeleriyle bir araya getiriyor. Akvaryuma
benzeyen ve iclerinde deniz canlilarinin
hareket ve duradanlik arasinda gidip
geldigi bu gercekustu yapilar Ureterek,
Dunne bir kez daha istila kavrami Uzerine
disunmemizi dileyen suni bir mekan
yaratmayi basariyor.

Dunne’nin isleriyle ilk karsilasmam,
Things Stay for a While isimli, Kahire'de
harap durumdaki evinde yasayan
yash bir entelektlelin portresini cizen
filmiyle oldu. Adamin evinde biraz vakit
gecirdikten sonra, sehrin merkezinde,
Kahire sokaklarinda yuriyoruz. Sonra
Ziraat Mduzesi'ne gidiyoruz ve burada,
filmin sonunda, sergilenen tahnit edilmis
bir kus kulagmin arkasini kasiyip ucuyor.
Sasaasiz, yavas ilerleyen ve surukleyici
bu film Kahire hakkinda ¢ok gercek bir
seyi yakalyor; tahmin edilemezligini
ve hafif sihrini. Dunne’nin Onlar Benim
Dostlarim'daki isleri Giza Hayvanat
Bahgesi'yle -ve dolayisiyla Kahire'yle-
benzer sekillerde iliskileniyor. Onun
boyanmis tohumlarina, katmanl light
box'larina veya Bring Them Back Alive
adl isine bakarken kendinizi nerede
gercekligin sona erdigini ve nerede
kurgunun basladigini sorgularken
buluyorsunuz. Dunne'nin isleri Kahire'nin
gercekligini istila ederken, bu sehrin
gecmiste ve bugin kendi insanlarinin
hayatlarini nasil istila ettigini de tasvir
ediyor.



Tutsaklkta Iliskiler
Elle Kurancid

I IL

Hayvanat bahgesine gitmek istiyorum!
Gelin, siz de gelebilirsiniz:

Ktikreyen aslanlari izleyin—

Tirmanan maymunlari izleyin—

Horlayan su aygirlarini izleyin—

Hepsi sadece harika hayvanat bahgesinde!

Hayvanat bahgesine gitmek istiyorum?

Gelin, siz de gelebilirsiniz:

Yaslanan ayilari izleyin. . .

Sahneye cikarilan filleri izleyin . . .

Kafesleyen insanlari izleyin . . .

Hepsi sadece utang verici hayvanat bahgesinde!

[“Cogunlukia yiizeyden baska bir seye taniklik ~ HGl6, “cogunlukla yiizeyden baska bir seye
etmiyoruz.”] taniklik etmiyoruz.”

IIIL.

Cocukken bu siirin ilk kismini séyleyen ve ikinci kisminin ilhamini Tutsaklikta Iliskiler
isimli portre serisinden alan fotograf¢i Roger Anis icin Misir'daki Giza Hayvanat
Bahgesi yukarida tasvir edilen ikilik yanilgisindan ¢cok daha derin bir mesele.

Roger 2016 baharindan baslayarak iki sene boyunca hayvanat bahcesinde,
parmakliklarin her iki tarafinda uzun zaman gegirdi. Burada yansimalarla dolu bir¢ok
sahneyle karsilasti; gérdl, duydu ve hissetti. Bu anlarin bayuk bir kismi “harika” ve
“utancg verici” arasindaki, yapici bir bilissel uyumsuzluk da diyebilecedimiz, ince gri
alani temsil ediyordu.

Geriye dénup bakinca “Cogunlukla ylizeyden baska bir seye taniklik etmiyoruz” diyor.
“Peki ya hayvanat bahcesini hem hayvanlara hem de bakicilarina itibar veren bir
sekilde gorebilseydik? Bu durum nasil gézukurdi?” diye ekliyor.

A.Giza Hayvanat Bahgesi'nde yirmi dokuz
senedir calisan Muhammad Rizk “Ayilar
tehlikeli hayvanlar olarak bilinir, ama
arkadas da olabilirler.” diyor. “Sadece
zaman ve nezaket gerekiyor: onlari yeteri
kadar sevmeniz, sesinize ve varliginiza
alismalarina izin vermeniz... Babam
burada calisirken ben de ona eslik
ederdim. Ayilarla ve diger hayvanlarla
calismak benim de hayalim haline geldi”.
(Muhammad ve is arkadaslari ayda
yaklasik 70 dolara tekabtil eden bir maas
alyorlar ve bu paranin buyuk bir kismini
koylerinden hayvanat bahgesine gelmek
Uzere kullandiklari toplu tasimada
harciyorlar.)

B.Hayvanat bahcesinde yirmi iki senedir
calisan Hamdy Hasaballah “Ben burada
hayvanlarin hizmetindeyim.” diyor.
“Baska alanlarda islere basvurmaya
¢alistim ama olmadi. Hayvanat
bahgesinde bakici olmanin kaderim
oldugunu fark ettim...Bu hayvanlar kendi
cocuklarimmigcasina kendimi onlara
adamis hissediyorum.”

C.Hayvanat bahgesinde yirmi bes senedir
calisan Muhammad Abdel Aziz “Ciltlerini
nemlendirmek ve onlari sicak tutmak

icin fillere gliserin surtyorum.” diyor.
“Na'eema, gel buraya kizim! Gel buraya
benle bir fotograf cekill” Fil parlayan
hortumunu kaldirip onun yaninda poz
veriyor.

D.Hayvanat bahgesinde yirmi senedir
calisan Ahmed Kaseb “Metwally
buradaki en yasli aslan ve en sevdigim.”
diyor. “Yasli insanlar gibi, hayvanlar

da yaslandikca 6zel bir bakima ihtiyag
duyar. Bu sebepten eti klicuk kiguk
dogruyorum, yemesi daha kolay oluyor”.

E.Hayvanat bahgesinde on yedi senedir
calisan Muhammad Fathy “Yemek
veriyor da olsaniz, su veriyor da olsaniz,
bakimlarini yapiyor da olsaniz esasen her
sey hayvanlara olan tavrinizla ilgili.” diyor.
“Kafeslerde Kkilitliler. Sevdiginiz bir insanin
o parmakliklar arkasinda oldugunu hayal
edin, ziyaret ettiginizde UzlUImez misiniz?
Tanri bu hayvanlari bize bagimli yapti,
dolayisiyla onlar tutsak oldugu surece

biz onlardan sorumluyuz. Onlara iyi
davranmali ve sagliklarini korumaliyiz.”

F.Hayvanat bah¢esinde otuz senedir
calisan Waheed Abu Mane'a bitln
deneyimini tek bir cimleyle 6zetliyor: “Bu
hayvanlar benim dostlarim.”



Bryony Dunne calismalarini Atina'da sirdiren Irlandall sanatcl ve film yapimcisi.
Belgesel fotografcilik ve gorsel antropoloji alanindaki deneyimlerinden yola ¢ikan
sanatgl; insanlk ve doga arasindaki iliskileri, kulturel temsilin keyfiligini, kolonyalizmin
miraslarini ve insan kontroltnun fantezilerini arastiriyor.

GCahsmalariyla bircok 6dule layik gorilen sanatgl 2018'de FOAM Paul Huf 6duline aday
gésterildi. Isleri, Mosaic Rooms (Londra), Gypsum Gallery (Kahire), Centre Pompidou
(Paris), irlanda Film Enstitiisii (Dublin) ve 13. Sharjah Bienali Istanbul Ayagi: BAHAR
gibi uluslararasi mekan ve sergilerde yer aldi. Son film projesi Above The Law ile
Screen Ireland’dan Real Shorts 6duluni ve National Geographic Society'den hibe aldi.
Filmlerinin dagitimi Videographe ve The Royal Anthropological Film Institute tarafindan
yapilmaktadir. 2017 yapimi filmi Things Stay For a While son ddnemde Rencontres
Internationales for Contemporary Art ve Berlin HKW'de New Cinema'da gdsterildi.

Roger Anis lisans egitimini Misir'daki Minya Universite’sinde Duvar Resmi alaninda
tamamladi ve Danimarka'daki Danish School of Media and Journalism'den Foto
Muhabirligi diplomasi aldi. 2010 yilindan beri Kahire merkezli gunlik gazete Al-
Shorouk icin foto muhabirligi yapiyor. Bu sure zarfinda, 2011 devriminden baslayarak,
Misir genelinde siyasi huzursuzluklari ele aldi. Ayrica, UNICEF Misir ile sokak cocuklari
hakkinda bir fotograf projesinde calisti. Calismalari Associated Press, TIME, Le Monde,
The Guardian ve The New York Times gibi yayinlarda, Misir'da ve uluslararasi mizelerde
ve galerilerde gosterildi. 2012 -2014 yillari arasinda World Press Photo ile Reporting
Change Project'e katilmak Uzere segildi ve 2014 Reuters Microsoft Photo Award'
kazandi. Sanatcinin ¢alismalari sosyal meselelere odaklanir ve fotografin bir sosyal
degisim yontemi oldugu inanciyla desteklenir.

Deniz Kirkal istanbul'da yasayan ve calisan bir kiiratér. New York Universitesinde
Gorintil ve Gosterim Calismalarna odaklanarak Medya, Kiltiir ve iletisim egitimi
aldi. 13. Sharjah Bienali istanbul Ayadi: BAHAR'In asistan kiratorliigiini yapti. 2017'de
Londra'da TopSoil isimli bir kiiratoryel ve arastirma kolektifi baslatti. Arastirmalarinda
cevresel beseri bilimler ve ekolojiler, maddesel feminizm, post-kolonyal calismalar
ve transkultirel hafiza konulariyla ilgilenir. Yiksek lisansini Londra'daki Goldsmiths
Universitesinde Cagdas Sanat Kurami alaninda tamamladi.

Georgios Papadopoulos ekoloji ve felsefeyi sanatsal arastirmalarla birlestirir,
caligmalari para ve paranin sosyoekonomik islevleri ¢evresinde yogunlasir. 2003
ve 2005 yillar arasinda Rotterdam’daki Erasmus Enstitisi’'nde Felsefe ve Ekonomi
programinda, daha sonra 2008 ve 2009'da Maastricht'teki Jan Van Eyck Akademisi'nin
Teori BolimU'nde lisansustu arastirmalarini yiratta. 2012 yilinda Transmediale Festivali
ve Berlin Sanat Universitesi (UdK) tarafindan verilen Vilém Flusser Sanatsal Arastirma
Odulime Yunan parasinin kiltarel analizi projesiyle layik géralda. Calismalarini
ICA (Londra), HIAP (Helsinki), Haus der Kulturen der Welt (Berlin), MQ21 (Viyana) ve
Acropolis Museum'da (Atina) sundu. Calismalarini Atina Glzel Sanatlar Universitesi ve
Sanat ve Teknoloji Arastirma Enstitusi’'nde (RIAT) sirdirmektedir.

Elle Kurancid, Kahire ve kendi memleketi Peace River, Kanada arasinda calismalarini
sardiren bagimsiz bir gazeteci ve editér. Ge¢tigimiz dért sene boyunca, Jacobin, VICE
News, Le Monde Diplomatique, Los Angeles Review of Books ve Magnum'a bagh Arab
Documentary Photography Program icin ¢cok sayida derin imgelerden yola ¢ikan oyku
Uzerinde calisti. Bu estetik gazetecilik calismalari, Misir'in karsi-devrimci gugleri, Suriyeli
mdulteciler, Yunanistan'in Nazi partisi, Fransa’nin kale zihniyeti, Kanada’nin sézde etik
petroli ve diger bircok cetrefilli konu Gzerinde yogunlasmistir.

Sara Elkamel, Kahire ve New York'ta yasayan gazeteci ve sair. American University'deki
Kahire Kiiresel Meseleler ve Kamu Politikasi Okulu'ndan Gazetecilik ve Kitle Iletisimi
Uzerine ve Columbia University'deki Gazetecilik Okulu'ndan Kiltir ve Sanat Gazeteciligi
Uzerine yuksek lisans egitimleri aldi. Elkamel, Ahram Online, Mada Masr, The Guardian,
Huffington Post, The GroundTruth Project ve Guernica’nin da aralarinda bulundugu
cesitli Kahire merkezli ve uluslararasi yayinlar igin yazilar yazdi. Siirleri The Common,
Winter Tangerine, Anomaly gibi bircok dergide yayinlandi. Townhouse Gallery, Kahire
Sanat ve Bilim Enstitisi ve Amman'daki Muhammed ve Mahera Ebu Ghazaleh Vakfi da
dahil olmak Uzere cesitli kurumlarda yaratici yazarlik atolyeleri yiruttd.
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