Broken Memories Made Visible As One
Excavates Beneath the Surface

Refik Akyiiz & Serdar Darendeliler [GAPO]

A discerning eye of a photographer endeavors to unveil
the facts, details, deficiencies, oddities, or ordinarines-
ses that are often present but go unnoticed at first
glance. This discerning eye winnows out the excesses,
and perceives the obscure elements in a vivid light; and
the photographer turns these perceptions into images by
framing them in a specific way, highlighting the percei-
ved features. If the photographer can multiply these
images to create a narrative, they achieve to share these
perceptions with others and convey their narrative to
the future. This effort resembles the work of an archa-
eologist who strives to unveil an archaeological site.
Yet, compared to an archaeological work where the
results are accomplished over a very long period of time
after an excavation has begun based on the first traces
on the surface -maybe even sometimes outlasting the
archaeologist who initiated the work-, a photographer
manages to create their narrative in a relatively short
period of time.

From this point forth, when we delve into the works
of Andréas Lang, who defines his approach as “visual
archaeology”, regardless of the diverse regions such as
Africa, the Middle East, and Europe he is working in,
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we discover a profound common focus on cultural codes
that are on the brink of vanishing into oblivion; and that
he weaves a narrative image through blending or colli-
ding immanent social, political, ecological realities and
layers of imagination on history, mythology, and the
present. In each of his works, Lang’s lens is drawn to the
geography, ancient past, and in some cases often-over-
looked colonial histories of the places he explores. His
photographs, which predominantly feature wide-angle
landscapes, architectural elements, and intricate details
with limited use of human figures, convey a sense of
timelessness through their carefully crafted compositions,
at times reminiscent of staged scenes or film sets. Lang’s
preference for presenting historical facts through myths,
reinterpretations, and omissions rather than attempting
to objectively process them has undoubtedly a significant

impact on this.

On the practices of remembering and
forgetting shaped by (re-)historiography

In Broken Memories which is based on different layers of

history, (re-)historiography, and the concept of (collective)

memory, Lang focuses on places especially related to the
events of 1915, the Armenian heritage, the late Ottoman
Empire period, and the early years of the Republic.
Broken Memories is a research-based work on the
practices of remembering and forgetting, consisting of
photographs and video installations that show how some
traces of history are somehow decontextualized and
represented, some of which lose their originality as they
are carried into the future, while some that are intended
to be forgotten are completely abandoned to disappear.
(Re-)historiography, that is, the constant reconst-
ruction of history rather than its preservation, and often
its touristicization, its transformation into a consumable
object, or even, going one step further, its Disneyfica-
tion' is not unique to this geography. The transformation
of history into a material value through tourism and the
distortions in this transformation are becoming increa-
singly common everywhere, especially in countries that
do not have a deep-rooted history in the field of conser-
vation, though this phenomenon is not limited to these
countries. In Turkey, on the other hand, since the under-
standing of restoration that prioritizes conservation
-especially established since the early years of the
Republic- has changed over time for political reasons,
old buildings are restored as if they were built from
scratch, and while these buildings are given a function,
the transformation takes place in a much harsher way
as the understanding of profit dominates. Moreover, this
transformation takes place not only on a smaller scale,
such as buildings or neighborhoods, but also in larger
geographies such as Hasankeyf, which is also a subject

in the exhibition.
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As also frequently depicted in Lang’s photographs,
history keeps being rewritten to foreground and “pre-
serve” its desired aspects, while overlooking or even dis-
regarding others that are deemed unwanted or wished
never happened. The architectural structures, living
spaces, and other cultural components belonging to
minorities, in particular the Armenian heritage, are left
to the mercy of treasure hunters due to their desolation.
They are on the verge of extinction due to both natural
conditions and non-natural destruction for various pur-
poses. Conversely, the Ottoman heritage, which appears
to be “esteemed”, is sometimes refurbished and polished
as if it were new, completely disregarding the feeling of
having lived in it, and thus, ancient history is distanced
from its essence. Apparently, this attempt at alteration
is not only confined to physical structures but also extends
to popular historical dramas such as those depicting the
rise of the Ottoman Empire, which are aired on nume-
rous channels, including the Turkish state channel TRT,
where some aspects of history are glorified, while certain

truths are left unmentioned or even covered up.

Those who trace history in photographs

The layers of history, memory, remembering, forgetting,
and visually tracing a culture are indeed topics that are
frequently addressed by photographers. Andrea Robbins
and Max Becher’s The Transportation of Place,” which
provides numerous examples of how a culture transmits
to different geographies or how the obscure traces of
history might be unveiled in a given geography, is one

of the first works that come to mind in this regard. In



The Transportation of Place, Robbins and Becher -with
a measured dose of humor- explore the cultural and
geographic dualities in various corners of the world:
An American town that decides to revitalize tourism
after a period of economic decline by adopting a com-
pletely Bavarian village image, from the typeface used
on buildings and signs to their annual festivals, despite
having no cultural connection to Bavaria other than
sharing a resemblance to the German Alps geographi-
cally; Namibia, one of the four German colonies in
Africa from 1884-1916, that still bears visible and domi-
nant colonial traces over a century later; and the town
of Holland in the midwestern United States, founded
by Dutch settlers in the 19th century, that is remini-
scent of Holland with its architecture, shops, theme
parks, and a 200-year-old windmill.

Simon Norfolk’s Afghanistan: Chronotopia,® on the
other hand, constitutes an excellent example of a work
that delves into layers of history through a more res-
trained photographic approach. Unlike other war-torn
regions, Afghanistan, a former colony of Great Britain,
had a period of relative stability lasting almost 60 years
after gaining independence in 1919, followed by a con-
tinuous state of conflict involving the Soviet Union, the
Mujahideen, the Taliban, and the United States. In Afg-
hanistan: Chronotopia, Norfolk documents the scars left
by all these conflicts with the serenity of a landscape
photographer, rather than utilizing the fast-paced
techniques of a photojournalist. By depicting Afghanis-
tan as it was in the early 2000s, Norfolk essentially exca-
vates the country’s layered history of ruins. Through his
photographs, Norfolk reveals how some modern 20th

century structures have been almost turned into archa-
eological ruins after wars, while also showcasing the void
left by the destruction of 14-century-old Buddha statues
in Bamyan, by photographing the niches in the rocks

from a distance.

Components of Lang’s “visual archaeology”

Being one of the most ancient geographies Lang worked
in, Anatolia and its surroundings harbor a great diver-
sity and prosperity for tracing the layers of history.
Lang’s “visual archaeology” method uncovers these
layers of prosperity through various approaches, one of
which is tracing the traces of the distant or recent past,
which have been or are being erased, in the present. The
photographs in this collection document the surviving
traces as such in places that have witnessed historical
conjunctions. For example, the photographs depicting
the remains of the trenches in Gallipoli, where the
traces of the war can hardly be observed as they became
part of nature by withering away in the forest, are inte-
resting in terms of reminding us of the struggle of a
neglected historical existence with nature for its survi-
val, and the way nature prevails and tries to cover the
traces of conflict and pain over time. The majority of
the photographs in this collection are of the heritage
left behind by the Armenian people following their
deportation, either repurposed for various uses or aban-
doned through evacuation. As part of his researcher
identity, Lang tracks these obscure traces not only in
well-known, relatively touristic sites like Ani or Akhta-

mar, but also in lesser-known places such as Stanoz
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(Yenikent) near Ankara’s Sincan district, or Diyarbakir’s
Ciingiis district, whose stories are less familiar to the
general public.

Another component of Lang’s “visual archaeology”
is the photographs pointing out situations in a state of
limbo somewhere between reality and imagination, past
and present. The state of incongruity witnessed in coun-
tries like Turkey, where traces of the deep-rooted past
are still present, and where these traces have been modi-
fied by the interventions of rapid modernization and
official ideology, provides a unique material for Lang’s
photographic practice. One of the notable examples
of this practice is the image of the colossal relief of Ata-
tiirk situated on a hill in Buca, Izmir. This monument,
designed to be viewed from a distance on the highway,
appears in great incongruity when observed from the
poor neighborhoods directly across the hill. Lang also
pursues similar contradictions and states of limbo in
places that have been transformed/constructed under
the pretense of preserving history, in TV series/film sets,
and in the alleyways of metropolitan areas. Just as he
does in the photographs documenting the “Archaeology
Park” founded with the historical buildings moved from
Hasankeyf “to be saved”; the restoration of the Kiligarslan
IT Pavilion in Konya; the Roman pillars exhibited
in a roundabout on Nevruz Boulevard in Mardin’s
Nusaybin, rather than where they were originally
located; or the tire repair shop where a reproduction of
the painting Mehmet II’s Entry into Constantinople
by Fausto Zonaro located in Fatih, Istanbul, near the
historical gate where Mehmet the Conqueror entered

the city...
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Besides a series of photographs, exhibited in the
center of the venue, featuring wax sculptures of histori-
cal figures and anonymous individuals in various muse-
ums, Broken Memories includes another series of photo-
graphs taken by Lang during his research trips to
Armenia and Azerbaijan. Projected from an old-style
slide machine in one of the two rooms of the venue, these
photographs focus on landscapes, public spaces, land-
marks, and sculptures in these two neighboring countries
that share a common geography. Given that both of these
countries gained their independence from the Soviet
Union in the early 1990s, it is not surprising that they
share some common cultural assets. Yet, clearly what
really draws Lang’s attention to these countries have
rather been the conflicts that have persisted since their
independence and have been intensifying in recent years,
the ongoing state of war, and the unending suffering.
The photographs’ purely accidental damage prior to their
development and their consequent burnt appearance
imbue them with added significance, as they become
intrinsically bonded to the destruction of memory, recol-
lections, and places, serving as a symbol of the unhealed
wounds of history and a timeless time. In the video pla-
ced on the opposite wall in the same room, we are pre-
sented with two boxing machines positioned at the base
of the walls of Kars Castle, which was the site of a power
struggle between the Ottoman and Russian Empires
during the 19th century, set against the dark and deso-
late night, accompanied by a section from Queen’s We
Will Rock You playing intermittently on the machines.
This time again, we see a reference to a state of limbo

between past and present, reality and imagination,



and perhaps also to the male-dominated gaze behind all
this (re-)historiography.

In the final piece of the exhibition, a two-channel
video installation, on one wall we see a herd of horses
slowly gliding through the middle of nowhere into the
plain next to the Ancient City of Ani and then to the
under-construction museum/parking area next to it,
wandering around in amazement and then slowly disap-
pearing into nowhere again, while on the other wall we
see the calm flow of Arpagay Creek, which marks the
border between Turkey and Armenia, on an autumn day
and a group of students and tourists visiting the ancient
city slowly walking on a path. This two-channel video
installation, which foregrounds the scale and isolation
of the once glorious Ancient City of Ani, once again
points to the concepts that constitute the main axes of
the exhibition: remembering/forgetting, dispossession,
and the incongruity of construction activities on the
layers of history.

At the first glance, Broken Memories may seem like
a collection of work consisting primarily of pleasant
landscape photographs, architectural photographs of
various old buildings and sites, or even photographs with
orientalist elements. Yet, when you follow the “visual
archaeology” path adopted by Andréas Lang, you encoun-
ter a work that unfolds layer by layer with the stories
underlying what is visible on the surface. The burden of
countless pains embedded in this geography, tolerated
destructions, gaps in historical narratives, conflicting
realities, the state of being trapped in the cleavage bet-
ween conservatism and secularism, the indifference

towards memory sites, and an indescribable timelessness

are just some of the things that Broken Memories conce-
als/reveals. It seems that the rest will be revealed as the
viewers immerse themselves in these photographs, just

like an archaeologist excavating beneath the surface.

Footnotes

(1) “Disneyfication” is not a unique approach to Turkey, as it
is also used in various parts of the world to revive historical
tourism. Yet, in Turkey, this phenomenon is also taking on
an ideological dimension as it leads to rewriting of history.

(2) robbinsbecher.com

(3) simonnorfolk.com/afghanistan-chronotopia

(This text is penned for the exhibition Broken Memories

by Andreas Lang, held at Depo Istanbul, from May 18
to July 14, 2023).
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Yiizeyin Altina indikce Gériiniir
Kilinan Kirtk Hatiralar

Refik Akyiiz ve Serdar Darendeliler [GAPO]

Bir fotografcinin segici gozii, cogunlukla zaten orada
olan ama ilk bakigta fark edilmeyen olgulari, detaylari,
eksiklikleri, tuhafliklari veya siradanliklari ortaya
ctkartmak icin ¢aligir. Bu segici goz, fazlaliklari ayiklar
ve goze ¢arpmast zor bazi unsurlari goriniir kilacak
sekilde algilar. Fotografci da bu farkindaliklarin altini
cizecek sekilde onlari belli bir bigimde ¢erceveleyerek
imgelere donistiiriir. Eger bu imgeleri ¢ogaltip bir
anlat1 yaratabilirse kendi farkindaligini bagkalariyla da
paylasabilmis ve anlatisini gelecek zamanlara da tagimig
olur. Bu ¢aba, bir arkeolojik alani ortaya ¢ikarmaya
calisan arkeologun yiizey arastirmasiyla baslayan pra-
tigine benzer. Yiizeyde olan izlere dayanarak bir kaziya
basladiktan uzun yillar gectikten sonra -belki siireci
baslatan arkeologun kendi yasam siiresinin de Stesinde-
sonuca ulasilan arkeolojik ¢alismalarin aksine bir
fotografci, anlatisini nispeten daha kisa siire icinde
olusturmayi basarir. Bu noktadan hareketle, benzer bir
sekilde calisma yontemini “gdrsel arkeoloji” olarak
tanimlayan Andréas Lang’in islerine baktgimizda,
Afrika, Ortadogu, Avrupa gibi diinyanin farkli késele-
rinde calissa da silinmekte olan, unutulmaya yiiz

tutmus kiiltiirel kodlart odagina aldigs; tarih, mitoloji
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ve giincel olana dair -kimi i¢ ice gegmis- sosyal, politik,
ekolojik gerceklikler ve hayal katmanlarini harman-
layip/ayristirip giin 1s181ina ¢ikararak gorsel bir anlat
kurdugu gériiltiyor. Biitiin islerinde cografya, bulunu-
lan yerin kadim ge¢misi, bazt durumlarda ise kolonyal
gecmisin unutulan veya unutturulmaya galigtlmis 6zel-
likleri tizerine egildigini goriiyoruz. Genis manzaralar,
mimari 6geler veya detaylarin agirlikta oldugu
fotograflarinda insan 6gesini minimum diizeyde kul-
lanan Lang, kurgulanmis sahneler ve hatta bir film seti
gibi duran fotograflariyla adeta bir zamansizlik hissi
yaratiyor. Hi¢ siiphesiz ki bunda Lang’in, objektif
olarak tarihi bir gercekligi islemektense, tarihi olgular:
onlara eglik eden bazi mitler, yeniden yorumlamalar ve
goz ardi etmeleri de ortaya koyacak tarzda vermeyi

yeglemesinin de etkisi biiyiik.

Tarih (ve yeniden) yazimi ile sekillenen
hatirlama ve unutma pratiklerine dair

Farkli tarih katmanlari, tarih (ve yeniden) yazimi
ve (kolektif) hafiza kavramlarini temel alan
Kirik Hatiralar’da Lang, ozellikle 1915 olaylariyla

baglantili mek4nlara, Ermeni mirasina, Osmanli
Imparatorlugu'nun son dénemine ve Cumhuriyet’in
baslangicina odaklaniyor.

Tarihe dair bazi izlerin bir sekilde baglamlarindan
koparilarak yeniden sunuldugu, bazilarinin orjinalligini
yitirecek sekilde gelecege tasindigi, unutturulmak
istenen bazilarinin ise tamamen yok olmaya terk edil-
digini gosteren fotograflardan ve iki videodan olusan
Kirik Hatiralar, hatirlama ve unutma pratiklerine dair
arastirma tabanli bir caligma.

Tarih (ve yeniden) yazimi, yani tarihin korunmak-
tan ziyade siirekli yeniden kurgulanmasi, ¢ogu zaman
da turistiklestirilmesi, tiiketilir bir nesneye doniistiiriil-
mesi, hatta bir adim daha ileri gidip Disneylestirilmesi'
aslinda sadece bu cografyaya 6zgii bir durum degil.
Ozellikle koruma alaninda koklii bir gegmise sahip
olmayan {ilkelerde, ama yine sadece bu iilkelerle de sinirlt
olmayan bir sekilde, tarihin turizm yoluyla maddi bir
degere donistiiriilmesi ve bu dontisiimdeki egretilikler
giderek her yerde yaygin olarak karsimiza cikiyor. Tiir-
kiye 6zelinde ise -6zellikle Cumhuriyet’in ilk yillarindan
itibaren yerlesmis- korumay1 onceleyen restorasyon
anlayisi zamanla politik nedenlerle de degistiginden,
eski yapilar adeta sifirdan inga edilmiscesine restore edi-
liyor ve bu yapilara bir fonksiyon kazandirilirken rant
anlayisi agir basugindan doniisiim ¢ok daha hasin bir
sekilde gergeklesiyor. Ustelik bu doniisiim, sadece binalar
veya semtler gibi daha kiigiik dl¢ekte degil -sergide de
konu edinilen- Hasankeyf gibi daha genis cografyalarda
da gerceklesiyor.

Lang’in fotograflarinda da sik stk karsimiza ¢iktig:

tizere tarih siirekli yeniden yaziliyor, arzu edilenler 6n
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plana ¢ikarilip “korunurken” unutulmast istenilen veya
hi¢ yasanmamis olmasi tasavvur edilenler ise kendi
kaderlerine birakiliyor. Ermeni mirasi basta olmak tizere
azinliklara ait yapilar, yagam alanlar1 ve diger kiiltiirel
ogeler, sahipsizlestirilmelerinin de getirdigi yalnizlikla
adeta definecilerin insafina terk ediliyor. Hem zamana
ve doga kosullarina bagli nedenler hem de farkli amaglarla
tahrip edilmelerinin sonucunda, yok olmanin esigine
geliyorlar. Oysa ki tam tersi “muteber” gériinen Osmanli
mirast, kimi zaman {izerine sinen yasanmuglik hissi tama-
men gozardi edilerek yeniymis gibi onarilip parlatldigin-
dan, kadim bir tarih 6ziinden uzaklagmis oluyor. Bu
degistirme ¢abast sadece yapil gevrelerde gerceklesmiyor
elbette. TRT basta olmak tizere pek ¢ok kanalda yayin-
lanan, 6zellikle Osmanlr'nin yiikselis donemini anlatan
ve popiiler hale gelen tarihi dizilerde de bazi seylerin
kutsandigy, bazi gerceklerin ise anlatt digt birakildigs,

tstiintin 6rtiildigl gozlemlenebiliyor.

Tarihin izini fotograflarda siirenler

Tarih katmanlari, hafiza, hatirlama, unutma ve
kiiltiirtin gorsel izinin siirtilmesi, aslinda fotografcilarin
siklikla ele aldig1 konular. Andrea Robbins ve Max
Becher'in 7he Transportation of Place® baslikli isleri, bir
kiltiiriin farkli cografyalara nasil tagindigina veya bir
cografyada tarihin silik izlerinin nasil ortaya
ctkarildigina dair pek ¢ok 6rnegi barindirmasiyla akla
gelen ilk islerden biri.

Ekonomik bir gerileme donemini takiben, turizmi
canlandirmak amaciyla, kiiltiirel higbir baglantist bulun-

mamasina ragmen ama cografyast Almanya Alplerini



andirdigindan binalardan tabelalarda kullanilan yazi
karakterine ve yillik festivallerine kadar tamamen bir
Bavyera kasabast imajini benimsemeye karar veren bir
Amerikan kasabasi; 1884-1916 yillari arasinda Afrika’daki
dort Alman kolonisinden biri olan ama aradan yiizyili
askin bir siire gegse de kolonyal izlerin halen gériiniir ve
baskin oldugu Namibya; 19. yiizyilda Hollandal: yer-
lesimcilerin kurdugu, mimari 6geleri, ditkkanlari, tema-
tik parklari ve 200 yillik yel degirmeniyle adeta Hollan-
da’y1 andiran orta batt Amerika’daki Holland kasabasi
gibi diinyanin pek ¢ok farkli késesinde, kiiltiir ve cografya
ikiliklerinin pesinden -dozunda bir nitktedanlik egliginde-
gidiyor Robbins ve Becher 7he Transportation of Place’de.

Simon Norfolk’un Afghanistan: Chronotopia® baglhikli
isi ise daha mesafeli bir fotografik yaklasimla, tarih
katmanlarinin izini srarla siiren islere iyi bir 6rnek.
Eski bir Biiyiik Britanya somiirgesi olan Afganistan,
1919’daki bagimsizliginin ardindan yasanan yaklagik
60 yillik nispeten istikrarli donemi takiben gelen (Sov-
yetler Birligi, Miicahitler, Taliban ve Amerika Birlesik
Devletleri kaynakli) stirekli savas haliyle, savagin tahrip
ettigi hicbir cografyaya benzemeyen bir tilke. Norfolk,
Afghanistan: Chronotopia’da tim bu ¢atigmalarin birak-
ugtizleri, ge¢miste deneyimledigi bir sicak haber
fotografcisinin hizli teknikleriyle degil bir manzara
fotografcisinin sakinligiyle belgeliyor ve Afganistan’in
2000’li yillarin basindaki giincel halini gosterirken
esas olarak tilkenin katmanlasan yikinular tarihinde
bir kazi gergeklestiriyor. Bunu yaparken bazen 20. yiiz-
yila ait yakin tarihli kimi yapilarin savaglar sonunda
adeta arkeolojik bir kalintiya dénmesini, bazen de Bam-

yan’da bombalanarak yikilan 14 asirlik Buda heykelle-
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rinden kalan boglugu kayalarin i¢indeki nisleri uzaktan

fotograflayarak gosteriyor.

Lang'in “gérsel arkeoloji”sinin bilesenleri

Anadolu ve yakin ¢evresi, Lang’in bugiine kadar
calistiklarr arasindaki en kadim cografyalardan biri
olmasi itibariyle tarih katmanlarinin izlerini siir-
mek agisindan biyiik bir ¢esitlilik ve zenginligi
barindirtyor. Lang, bu zenginligin katmanlarini “gorsel
arkeoloji” olarak adlandirdig: yénteminin farkli
yaklagimlari ile ortaya ¢ikartyor. Uzak ya da yakin tari-
hin silinmeye yiiz tutmus veya silinmeye ¢alisilan
izlerini bugiinde aramak bunlardan bir tanesi.
Bu gruptaki fotograflarda, tarihsel déniim noktalarina
sahne olan yerlerde, bugiine kadar kalmay1 bagaran
izler belgeleniyor. Ornegin Gelibolu’da savasin izle-
rinin zorlukla gézlemlenebildigi, ormanin i¢inde
kaybolmus ve tekrar doganin bir pargasi haline gelmis
siperlerden geri kalanlari gésteren fotograflar, ihmal
edilmis tarihi bir varligin dogayla girdigi varolabilme
miicadelesini ve doganin galip gelip catisma ve acinin
izlerini zamanla ortmeye ¢aligmasini hacirlatmast
agisindan da ilging. Bu gruptaki fotograflarin biyiik
cogunlugunu, tehcir sonrasinda Ermenilerden kalan,
farkli amaglarla kullanilan veya bosaltilarak insansiz-
lagtirilan mirasa dair olanlar olusturuyor. Lang,
bu silik izlerin pesine Ani veya Ahtamar gibi kismen
turistik alanlar olmalari itibariyle daha ¢ok bilinenlerin
yant stra -aragtirmact kimliginin bir uzanusi olarak-
Ankara’nin Sincan ilcesi yakinlarindaki Stanoz

(Yenikent) veya Diyarbakir'in Ciingiis ilgesi gibi

hikayesi toplumun geneli tarafindan daha az bilinen
yerlerde de diisiiyor.

Lang’in “gérsel arkeoloji”sinin bir diger bileseni
ise gegmis ile bugiin, gergek ile hayal arasinda, bir tiir
araf olarak nitelendirilebilecek durumlara isaret eden
fotograflar. Tiirkiye gibi hem koklii gegmise dair izlerin
halen bulundugu hem de hizli modernlesmenin ve
resm{ ideolojinin miidahaleleri sonucu bu izlerin modi-
fiye edilmesiyle ortaya ¢ikan egretilik/oturmamiglik
hali, Lang’in fotografik pratigi icin esi bulunmaz bir
malzeme yaratyor.

[zmir Buca’da bir tepeye yapilan devasa Atatiirk
rolyefini gosteren fotograf, bu gruptaki fotograflarin
iyi bir 6rnegi. Oniindeki otoyoldan gegerken
goriilmesi i¢in yapilmis bu anit, hemen karsisindaki
yoksul mahallelerdeki evlerin arasindan tespit edildigi
zaman biiyiik bir uyumsuzluk 6rnegi olarak betimle-
niyor. Lang, benzer egretiliklerin ve arafta kalma
hallerinin pesine, tarihin korundugu iddiasiyla
déniistiiriilen/olusturulan mekanlarda, dizi/film setle-
rinde ve bityiik kentlerin ara sokaklarinda da distiyor.
Hasankeyf’ten “kurtarilmak icin taginan” tarihi yapilarla
olusturulan ve “Arkeoloji Parki” olarak adlandirilan
alani; Konya’daki II. Kiligarslan Koskii restorasyo-
nunu; bulunduklar: yerde degil de Mardin Nusay-
bin’deki Nevruz Bulvarrndaki bir gobekte sergilenen
Roma siitunlarini veya Istanbul Fatih’te, Fatih Sultan
Mehmet’in kente girdigi tarihi kapiya yakin bir
yerdeki, Fausto Zonaro imzali I1. Mehmet’in Konstanti-
napolise Girigi resminin bir réprodiiksiyonunun asilt
oldugu otomobil lastigi tamircisini belgeleyen

fotograflarda oldugu gibi...
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Mekanin ortasina konuglanan, tarihi figiirlerin ve
anonim kisilerin cesitli miizelerdeki balmumu heykel-
lerin fotograflarindan olusan kiigiik bir serinin yani sira
sergide yer alan bir diger fotograf serisi ise Lang’in Erme-
nistan ve Azerbaycan’a yaptig1 aragtirma gezilerinde
cektigi fotograflardan olusuyor. Mekandaki iki odadan
birinde, eski tip bir slayt makinesinden yansitlan bu
fotograflar, ortak bir cografyayi paylasan bu iki iilkedeki
peyzajlar, kamusal alanlar, simge yapilar ve heykellere
odaklaniyor. Bu iki tilkenin de Sovyetler’den doksanli
yillarin baginda bagimsizliklarini kazandiklarr dstini-
liirse kimi ortak kiiltiirel varliklara sahip olmalari da
anlagilir. Tabii bu iilkeleri Lang’in odagina esas olarak
disiirense bagimsizliklarini kazandiklar1 dénemden
itibaren devam eden ve ozellikle son yillarda daha da
artan bir yogunlukta yasanan ¢atigmalar, siiregiden savag
hali ve bitmeyen ac1. Bu ise ekstra anlam katan en 6nemli
unsur ise fotograflarin tab edilmeden evvel tamamen
tesadiifen zarar goriip adeta yanmuis gibi goriinmeleri ve
bu fiziksel miidahalenin de etkisiyle hafiza, hatiralar ve
mekénlarin zarar gérmesiyle gobekten bag kurup tarihin
kapanmayan yaralari ve zamansiz bir zamana isaret eder
hale gelmeleri.

Yine ayni odada, karsi duvarda yer alan videoda,
on dokuzuncu yiizy1l boyunca Osmanli ve Rus impa-
ratorluklar: arasinda bir iktidar miicadelesi alani olan
Kars Kalesi’nin duvarlarinin dibine konmus iki boks
makinesini, gecenin koyu issizliginda makinelerde
ara ara calan Queen’in We Will Rock You sarkisindan
bir boliim esliginde gériiyoruz. Bu video da gegmis
ile bugiin, gergek ile hay4l arasinda, bir tiir arafta
kalma haline ve belki de tiim bu tarih (ve yeniden)



yazitminin ardindaki erkek egemen bakisa bir gon-
derme barindiriyor.

Serginin son parcasi olan iki kanalli video yerlestirme-
sinde, bir duvarda 6nce Ani Antik Kenti’'nin yanindaki diiz-
liige ve ardindan yani bagindaki ingaat halindeki miize/
otopark alanina hicligin ortasindan yavasca siiziiliip saskin-
likla ortalikta dolanan ve bir siire sonra ayni sekilde yine
yavasca higligin icinde kaybolan bir at siiriisiinii goriirken,
diger duvarda Tirkiye-Ermenistan sinirini belirleyen
Arpagay’in bir sonbahar giinii sakin sakin akigin ve antik
kenti ziyaret eden bir grup 6grenci ve turistin yavas hareket-
letle bir patikada yiirtimelerini goriiyoruz. Bir zamanlarin
gorkemli kadim kenti Ani’nin biiytikliigii ve yalnizligini 6n
plana ¢ikaran iki kanalli bu video yerlestirmesi, serginin ana
akslarindan hatrlama/unutma, sahipsizlestirme ve tarih
katmanlarinin {izerine inga faaliyetlerinin oturmamugligt
kavramlarina isaret ediyor.

Kirtk Hatiralar, ilk kertede hos manzara fotograflari,
cesitli eski binalarin ve mekanlarin mimari fotograflari veya
oryantalist unsurlar barindiran fotograflardan olusan bir is
gibi goriilebilir ama Andréas Lang’in benimsedigini belirttigi
“gorsel arkeoloji” izlegini takip ettiginizde, yiizeyde gorii-
nenlerin arkasindaki hikayelerle birlikte katman katman
acilan bir igle kargilagiyorsunuz. Bu cografyada yerlesik bin-
bir tiirflii acinin yiikii, géz yumulan tahribatlar, tarih
anlausindaki bogluklar, birbiriyle ortiisemeyen gerceklikler,
muhafazakarlik ve sekiilerlik arasinda sikigmislik, hafiza
mekAnlarina dair umarsizlik ve tarifi gii¢ bir zamansizlik,
Kirtk Hatiralarin gizlediklerinden/agiga ¢ikardiklarindan
sadece bazilart. Devamy, izleyiciler bu fotograflarla hemhal
olup tpk bir arkeolog gibi yiizeyin altina indik¢e ortaya
cikacak gibi goriiniiyor.
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Dipnotlar

(1) “Disneylestirilme” (Disneyfication) sadece Tirkiye'ye 6zgu bir
yaklasim degil, dinyanin farkli késelerinde de tarih turizmini
canlandirmak i¢in devreye sokuluyor ama Tirkiye'de bu durum
ideolojik bir yeniden tarih yazimina da dénistyor.

(2) robbinsbecher.com

(3) simonnorfolk.com/afghanistan-chronotopia

(Bu metin, Andreas Lang’in 18 Mayis-14 Temmuz 2023 tarihleri
arasinda Depo Istanbul'da acilan Kirik Hatiralar bashkl sergisi
icin kaleme alinmistir.)



Lwlh Y'holtu junppbpp Jwytptupu GpGuGh
Yp nwnuwj funpurnwyniwé Jhownwyutpp

(EShp Upjhiq b Ukpuiwp Swpktunky hitp [GAPO]

Lntuwbuphsh upwwnbu wspp YJwppwwnh
puguyuyntint hwdwp nkwpbp, dwbipudwubingphi-
ubkp,ppniphiuttp, nmwpophttwymphiuubp b fud
hwuwpwlniphituubpp, npnup wppkbh Jub puyg
wnwohtt hwjkwgpny skt ujwwnniws: Uju
hunpuputhwig wspp Yp qunk unknpymphiuttpp b
wspk Yphwbkihp Yupg dp wwppbpp §pdpeik
nbkuwbbh 4dbiny: Lnruwbluphst w] wju
wunpunupdmfubpp pungsting quunup npnowlhh
dling opowtwlih Up Uk Ywrnbk ni Yp Jbkpwsk
wuwuljph: Uju wwwnlbpubpp owwngubng bpk
juonnh wwwinid Up unbndbiny, hp whdbwlw
hpwqbyniphiup niphotutpnt hkn Jhuniwsé ke
wuwnnidp wyuquyh thnjuwbgws §puy: Uju gwpp
tdwl bt htwqhunnwlwui Jup dp juynbwpbpbnt
wpfuwnnng htwghwnht dwiptuughtt wpjuwnnipbub:
Uwltptuh htwpbpmt htubng whnnidh dp ujubk
wnwphutp kwnp -phpbiu gnpsh Abntwplnn httwgbkwnh
Jtwuph nhinnmpbuktt w wikh tpup dudwbwly
Up  bEwp-wiwpwnhtt  hwubnng hbwghnwljub
wouwnm phtbbpnit punpundwdp nruwtuphsp
owwn wtkh Yupd dhongh dp dke Yp uwnbnsk hp
wuwunnmdp: Ujuyhu tdwt wpuwnmptub tnubwlp

«nbunnuliut htwghwnniphtt» puny wwpgnn
Uugpkwu Lwilyh gopstpmit bpk Gwjhtp Yp
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wkutikp pt UthphYth, Uhehti wpkikyph, Gipnwugh
udwt wopuwphph wnwppbp wuyhitubkpp unyuhuly
wofuwnh w §p JEgpntiwbwyg, wthbnwbwne 4puy
Ennn, Unpwgnipbwb dwnbniws dowlnipught
ophttmghpptipnt Ypuy: Lnjuyku wundwpwwljul,
nhgupwbwlwb . wyddbkwluh JEpwpbkpbw- kY
dwup hnjujuyulgnius — pujkpuyhl, punupwju,
puwywhywbwljut hpnnmphtutp m ipbrujuyujut
2tpunbipp pununplny/ nwpubguinting h jujn Yp
phipk Bt Yp vwppk mbunnquijwtt wuwwinnud dp: bp pnnp
gnpstpnit Uke wolwmphwqpniphti, wbkninja
hhtiwnnipg wugbwyp, Epplitiu qunnipuyhtt wugtw) h
Unngniws Juwd uUnnwugmphwt dJwunbniws
Jjunyniphiutpnit Ypuy hwljhip Yp mbubkup: Lubl,
Jwtwnupws nkuwpubbpnt, Supnupuybnulut
wnwppkpnt Bt jud Jwipwdwubniphiubbpnt
ghpwlopwd |nruwwpubpnt Uk unitwqugnjuu
oqumugnpsws b dwpnuyhtt muppp: Ywnnigniws
nbuwpwutbpm unjuhull owpdwjuph hwppwlh
tdwtnn muwbljupibpm dke Jupstu dwdwbwlp
whbnwugws b Uijuulws wyjuntn Uks wgnkgniphiu
nith Lwblh dnwnpniphtup, np wpwplujulwubt
wspny wuundwpwiwluwh hpnymphit dp dpwllk
wunht §p ghpunguubk puguyuynbk] yundwljut
ntupkpnt ninklgnn wpwuwbjukpp:

Nwwndniphil (Gt YEpuinhu ywwndwgpniptwlu
hGwn dtrwnpninn jh2tnt Gt Unnuwint
Uhpwnnipbwl yGpwpbptwg

Nundwpwbuut nuppkp okpnkp, yundwgpmpehi
(tpunht) tL hunwpwlwb jhonymphih Ynsniwms
lunphnipnubpnt  hhdwb Jpuwy uvwnbndniwsd
«unpuulnius jhownulubprnr dke Lwul Yp
Ukgpnbwbwy junluwku 1915h nkwypkpnt htn
wnbyniws Juypbpnil, Zugjujut dunwigmptul,
Oudwtibtwt Jujupniptwb Ytpohtt optpmit ti
hwipuybnnmptwt ujhqpht:

«unpuulniws jhownwlibp» jhok nt Unntwynt
Yhpupmphiuubpm JEpupkpbu; hEnwuqownmuljuu
hhuptpny wpjuwnwuhpmphi dpt b Funjugus k
Epynt nbkuwbhipbpt (Jhwuto) i nruwtwpubpk,
wuntip gnjg Ynt bt yuindmptiwb htwn Jepupkpning
dwu Up htwnpkp, npnup whpwnmbiny jqugpukpkti
Up ubkpyuwyugnihtt Jbpuwnpb, bpphduubpp Yp
thnjuwunpmht gtuyh wyuquy Ynpubgubim] hpkig
huptwnhymphiup kL dwu dp hbwnpbkp np gutulugh
E Unngnihjp wintp wy poppmlhl Yp 1pnihl
wbhbinwugdwi:

Ppujutimptwt Uty uhuyt wyu wppuwphwgpujui
nwpusph junnly hwbquiwip Up sk wuplju
wyuwndwugpniphiip ((Epuinhiy) wjuhtipt yuwnuniphiup
wwhwywukk wunht JEpunhtt Junnignihip
wbipinhwn, pun wiqudubp qpouwypewljutiugniup,
uywnniny thiph Up Jhpwénihip  unjuhul
Shqubjujutgnidp: (1) Swnjuwku yuhywidwh
wuyuwpkqh Uty pwgwnhl wugkw) dp smubkgn
tpyhplbpp, vwluyb ny vhuyh wju Eplhpukpp
qpouwppenipliw thgnguit yyuindm phwt thipuljub
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wnpdkph Up YEpwsnihip nt wju Junubgnily
thnpuwEpynidp Eppwiny Yp tnupwsnth wdbkunipkp:
Quiny nipphn) hpwjuwinmpbub -junjuytu
Zwipuybnmpbwb wnwehtt muphutpkt ujubuy
wupdunugus yquhywinuuh wnwetiwhbppemiphit
puswynn YJEpwunpngnidh hwuljugnnniphtup
dudwiwtly h pipwgphtt punupuljut yundwnubpnyg
thnlunibinit  hwdwp hht  shumiphiuubkpp
Up JEpwunpngnih Ywpstu unp Jwnnignid:
Onfuuljpunidp o witk] h quypug pungg Yp uvtnnwubiw
tpp gt wyu Junnjgubpni gnpdwnngpe Up swhbgubnt
wwnkl 4p qghipunuul hwunjph puuynidp: Ujum
wdktugtht wyu thnpuwbpynudp dhwyg oEupkpnt fud
punuiwubpm tdwb thnpp wunhgwth tnupusputpne
dow sk | hpujuwtwtiug twki-gnmguhwuntuht ke uy
uhip hwinhuwgnn Zuwuwpkibh tdwt pun wikh
Juytwnupus wyuuphwgpmiptwt puy bru:

busybu np Lwbhh nruwtjupubpm dkp wy jwdwpu
p wbkubkip wwwiniphiip wipighwn Yp
JEpuowpunnpnth, guulu) hubpp wpwye pwonmbing
Up wwhwywunithtt hul hpkhg Jwliwwnwgnpht
htwn (pmiwé Yp duwb wbnbp, npnup whkwp
tE dnngniht jwd wykwp L phwr gnniphtl
nitbgwd sppub: Zwjjujwui  dwnwuph
gluwinpnipbwdp  thnjpwdwutniphiubbpnt
wwwluunyg ohuniphiiibpp, phwuduypbpp b
wj] Upwlnipughtt mwppkpp, wbtwnkpugnibint
ywuwndwnwt dhudhtwl Yp uvwyuwuklb
quitdwlnnnuynmunh: O Jwikpniht ot §p hwubht
nsusmgiw tqphti: Uhusnbn &hon hwljunwlp
«guuljunth» Oudwibwl dwnwlpp, bppkdu
wmwphubpnt wypnidp pnnpndhtt whnbubing



Jipuinpngniws nt thuyyigniws ppunis hwdwp
hptwinipg wwwdnipbwb dp hulnipbiukh
hknwgws Yppwy: Uju Akrwthnjubint 9wlpp
thuyt junmguuyuunniwé dhpwuyptpnt dke sk
np wbknh Ynitkbwy. duuinpmipbudp ©@6-h
(Bppwljutt Awjutwuthhinh b hinwwnbuhh Yinpni)
oww Up wphpubpny wmwpwdning junjuuyku
Oudwtbwl Gujupnptwt Yipk) ph opowtip yuudng
Er dnnnppujuiniphtt swhws wwuwndwlul
duwyuntubpm dke Yupkh E ghuwpll) bppbdu
pwbbkpnt  unthpwlwbwgnidp, Ywpg dp
hpwjwtmphtuttipnitt w) pnyupyndp L yunndk
htnwugnidp: “The Transportation of Place.”

Lniuwlwputpne Uk wwwndnipbwlU hEnptpp
npnunnubp

hptug thip Y'puwupkl, wwundwlwub skpunkp,
jhonnniphtly, jhoky, Unnbuy b dpwlngph inkunnuljut
htwpbpmt hbnwwyunnudp: Uugpkw oy htin B
Uwpu Nkjukph “The Transportation of Place” (2)
(Stnuyuyph (nfuwnpnudp) funpugpny wpuw-
wnniphtup wnweht htppht jhoninn gnpstptua dtyu k,
npp §p gupmbwyk puquwpt ophtwlbp, Wyulnph
Up wnwppbp wphiwphwgqpuljut mwpwsptpnt
thnfjumnpnibni jud wppuphwgpuju mupwsph
Up Uk yunndwljuit wnown htinpkip juypiniwpbipnibne
YEpwpbpbwy: Stnbumjut whljdwb opowik Up Ewnp
qpouwpponiplwit wonidugdwut byuwwnwlny,
Uwlnipughtt nphtk juuwulgniphttt sniubktwiny
hwunkpd wohwphwgqpujub wdwinipbwul
wuwndwnut NMuiwpbwlwl ghinupwnuph JUp:
wunlkpp pipuging Udkphjtut ghiqupunup dp:

184

Nipho ophtiy Up 1884-1916 pruwluibitkpnt okt
Lwdhwhw Udphlth  snpu Qhpdwbwlwub
qunniputpk JdEju Ep, hwljwprwl np nup dp
wigwsd b qunnipuyhtt hinplpp ghin nbkuwbbih b
gtnholuny Eu: Ttwpdbw], Supunupuybnujut
wnwppkpny, pwbiniyubpny, qpouuyqhutpnny k1 200
wnuwpniwy hnnuunugny Zojjwnub jhokgunn 19-pn
gupnt Zojjwbwwgh yYkpwptwlhsubpnr Ynndk
Junnigniws dhohtt wphidnbwt Udbphlugh
Zojqutwnn ghtqupwnupp: Lnnp wyu ophttwjubpnil
udwl, wppiwmphh pwqUupht wbulhrbububpp
Uowln)ph b wynwuphwgpniptwh tpjuyhniptwt
bkt Y'ippuwb nwwyhtu Eu NEpukp “The
Transportation of Place” h Uky: Uhuol Lnpdn|ph
“Afghanistan: Chronotopia” (3) (Udnubhuwnwmi-
Lpoliopothhw) punpwuqpny wojuwwnniphtup
wiklh qgnj? (nruwmbupswwui domkgniuny uUp
wuwununiplwt skpunbpp hbnwwunnn gqnpskpnt
jwt ophtwl dpt k: Uks Mphpwihn; twjulhl
qunnipitptt Udnuithunul, 191%hwtjwn mpkukh
tup 60 wwpniw) hwdbdwnwpwp Juynih
dudwbwlwopowmtipn jwenpnynn (vnphpnwjht
Uhniphtuubpnt, YJpouwljwh nwqdhlutipnt,
Fw hyyuh b Udkphjuyh Uhwugbw) Lwhwbptbpn
wuwndwnws) Upnwljub yunkpuquh hwiquudwipnyp,
wuwwnbkpuquhtt wkpwsé ns kY wknh Yp wdwbh Gpyhp
Uptt E: Unpdnjp «Udpnuthunnuli- Lpotiopothhw»h Uke
pnnp wju pwhnidubpmit ponnqwué htwpkpp Yp
Juitkpugul: Unpdnip, wykitu wjunkn wugbwht
puquuljut (nruwblwuphshtt  Akppwquuiniwms
nbkuwpwih muwbuphsh dp hwiqupunnmpbwdpp 4p
gnpst: 2000 ponrwuibitpnit ujhqpp Udnuthunnwih

pupwghly YJhdwlyp gnjg wmwnt Jdwdwbwl
hpuluwinipbwt Uty whnmdbp Ypbt kpyphi
okpinuinpninn wikpuljubipm wundmptwt dte:
Uju uhgnghti Epphtfu 20-pn nupm yunljuing jupg
Up ohimphiutbpmt wwwnbkpuqul twnp wibkpulh
Jtpwdnihip, Lpphtu w) Mwdjuth ndpwlnénivht
pwiinninn hp 14 up wgbuyndp Mnunugh wpdwtbpk
fumgws wupwuniphiup gnjg Yy, Lpphtfu wyg
[ntuwttjuiph gnpshptu hinnikl gnyg Ynuinuy duygpbipne
Ukoh skpuytipp:

Lwluyh «Stunnwiwlu huwghwniyetwl
pwnwnphzUGpp»

NMuundniplwb sbpnbpnt htwnptpp hbnwwnbnt
wnnidny Lwulh vhty opu wojnowwnws huwgnju
wp fuwphwgpujut mupwsputpt thtt Uhwpng hwt
Lt hp opowluypp UbkS pwqUuquunipht b
hwpuwnniphtt 4§p wuwpnibwlk: Lwbl wju
hwpunmpbtwb skpukpp dkownbn Yp hwk php
«nbunnuljwt htwghinniphty pruny winwiws
wojuwnniphwt knwtiu ht tiuppbp donbigmdubipnyp:
Uju Equtwljubptu dtyu £ hbkpwinp jud dkpdwinp
wuununiplwb ougnikint dowm Ywd olgniwd
htwnpbpp tbkplhughtt ke thuwnk;: Uju junudph
Imuwbuptbpn Ute Yp Junbpugpnih yqundwljub
opowrnupdbp niikignn Juypbpnt dptight opu gnymiphiup
wuwhwwnn htwnpbpn:

Ophtwl] Ykjhwynimh wwwnbkpuquhtt hknpkpp
hwqht §p tpdwpniht, wunwnht dke Ynpunimsé b
nupdbwy punipbwb Uty dwuthlht JEkputhnfuniws
nuqUuljul wuwnubyubpnt pinpubkpp gnyg wning
Inruwljupubpp owwn hbnwppppuljui b bk,
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wlinbunws yundwlwb Eniphwb dp, pumptwb htn
nitikigun gnjuintdut wugpwpp b pimphwb’ hppb
junnuljut yyuwnbpuquh nt guth hwnpkpp pnquplnt
owlipp jholkgubint wnnidny: Upunpk twnp Zuytipk
fumgws tr nmupplp tyuwwnuljutpny gnpswdniwé
juwd nuunwplnibiny whnkpugnmws dwunwiph
Jhipwpbkpbw) (nruwtwpubpp wju  junwdpp
Ubswdwutiniphiup §p Juqukiu: Lwil wju wnown
htwmptipp hbnwyugtng Uth jud Upwdwph tdwb
dwuwdp qpouwppowlwutt tr wikih Swhop
Juyptpnt Ynnphtt Yuyghik twhki-hkwnwqowmon
huptmiptwt phpdwdp- Uupwpw Uhudwth donbpp
Upwling und Shyupugtiphp (Shgpuiwlipn) 2upniph
wdwt wuwndmphtop hwitpmptwt Yondk swn uyg
shdwgmuws Juypbp:

Luwuyh «nbunpuljuwi htwghwunipbwt» dh
wy| pununphyll w wbgkw) m ukpljugh, hpului
nt bphrwjuwyuuuh dhobt punwpw ppunyg
ujupwqgpnikhp hpwdhdwljubpp dwnbwong
Intuwiljupbipt Eu: Enipphugh tdwb ph wpdunugus
wugtwih Jbhpwpbpbw) htwpbpnit wkplughu
gnnipbwip b pk wpwq wpphujwbwugnidhu
nt  wuwowohwlju qunuithwpwhiountplub
Uhowdinmphiutiipnt htwnbtiwtpny wyu htwnptpnit
pupbithnjuniunyp dkownkn jjnn yunuighl/wiljuyni
Jhdulp, Lwulh nruwtupswljut §hpunmphwut
hwdwn §p unbnst mugniquljut thipe dp:

Pqupp (Qupinthw) Mmiduyh dtg pioph up Ypuy
Junnigniwé Upwpnipph hujuyuljub pupdpuputipup
gnjg wininn (nruwiupp, wju jumdph juiwugnju
ophtwlutipkt Uy b Ungtith duwypninhkt nkutim byme
dnunpnipbudp ohintws wyu jnuywpdwbp widhpwuytu



ntdp qununinng wnpuwn punudwubkpm nmbbkpnil
Ukokl nhinniws wnk junpgnp whtkppupulm phwt
Up opptwp ppuyny Yupkih £ jupugpty: Twby
wjuytu qunuighl bt punwpuin duuyne § h&uljubpp
htunuyuntng §'Eppuy wuundnipbut yuhywidwip
wunnudny Adtiwthnjuninp/unkndéning Jujpkp,
ouipdwitljuph dwwyunkutbpm hwppwlubp b Uks
pwnuplbpm wpwhbwnibp: Puswku Zwuwbpt;$h
«aquhyyuint bjnt hwdwp hnjuunpninngs yundulub
Jurnjgubpny unbkndmuws i «<httmghwnwlwb wygh»
winiwiinius nwpwspp, unjuyku Louhwh dke
£ppswupuut 2-pph wywpwiphtt yEpuwtnpngnidp:
bpkug whnniws nknn sk wy) Uwpunpt (Uupunniih)
‘LUnruwyy hth (Uswhtr) Uke gnigunpninn Zondkwlju
uhtubpm nuuwtljupp jud bupwtuny Swphhh dke,
Unyputt dwphh Ukhdbwnh punup dninp gnpdwd
nput donbkpp wuthth JEkputinpnguuit wpjuunwiingh
uUp (nruwtjupp, nip dwntupo Qotwpoh «Ukhutwn
2-pnh dninpp  Ynuwmwbnuniwojhu» whnilb
ghnuijupsmptut Jkpupununpniphiup juhuniws
n mbutinth:

Swpwéph dkownknp qinbnniws, yuwndwuljuh
JEpyuwpubpnt, whwbnit wudkpnt, dinpudndk
wpdwbtbpnt (nruwbluptbpkt punjugws thnpp
ownpht Ynnpp nmbinuppniws £ bwbkt Lwulh
ntyh Zujwunwb bt Ugqkpykjdwt junwpws
htwnwqonulut Lwdthnpyniphiiubpm ptpwgpht
puowd [nruwttjupikpnt pwuppp:

3nigwhwunktuh tplnt ubkubulubtpku kY
hwwnht dkg, hht mhuyh gnpdhpt Up gnjuugniws
wju (nruwupubpp Yp YEppntwbwb, unji
wpiwphwgpuljutl wpwsph pwy wypnn wju
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Epyme Epyhputpnt ptwbupubpmb, hwupwjht
wmwpudpubnnil, pnphpputpwljut junnygubipnb b
wpdwubtpni: Gpl tjuwnh wntunth np wyu Gpjm
tpyhpukpp  huhuntbwljuwb  poniwlububpnit
unphpuyhtt hmphil wujupaniphit dknp phipws
k1 hpkug npnp hwuwpuljus dpwlnipuyghtt wpdtputp
ntublut w) hwuljtuh Yp guniwy: Guoniown
Lwiyh htwwppppmphiip wyu tpynt Gpyph
Wundwdp wiljujum phw weowght opkpk uljubiuy
Uhtiskr opu Eppwny uvwuwnlugnn pwjunidubpp
wyuwnbpuquuyhtt hpud hdwljp bt widbkppwug h guitta
E: bull wdkbwljuptinp wupuwqui, np juikibuyg
hUwuwn Up pwhbigmgws E wju wouwnwuphlt
Inruwblupubpmt dpwlmdbki wpwy pnnpnyht
wuwwnwhdwdp, Juwunthjp nt wjpwsh Epkingpe
unnwbut £ b wyu dhqhpwlju dhpwdnmphut
wqnbgniptudp wy jhonpniptwi, jhownwljubpm
b1 Juyplipnt inbuws guwutibpnit htn ukpmonptu fuy
hwunwunnihjp wjuywkuny w] wwwudnipbwt
wbnupdwib] h gaibpnt ot widwdwbwl dudwbulh
uUp jnpnn htt Jpwsdnihyu k:

Twpdbuy unji ukubwy b Uk, nkuh yuwwnhb Ypuyh
nbuwtihipn, mwubphtubpnpy nupm pupwgpht
Oudwtbwb bt [Fniu Juyupniphiutbpnt dheobt
hohuwtin phwt wuypwnph nupn hwunhuwgnn Ywnpuh
pipnp gnyg Ynt wmwyy: Ripph wwunbkpnit wmuly
nbknuiinpmiws Ynthwdwpnh kplynt gnpshp (opodwie)
bt ghobipnuwt Unip wdwymplw Uk wju opodwpubpt
wwnkl wnkb §p pupdpwbng “Queenht “We Will
Rock You” wuniti kpgkt dwu dp: Uju wbqud
gniguhwunkuhtt dwnbwbows ULy wy) hwpght
Junubgynipbut k1 phptiiu w] wju wdpnne

yuundugpmptw (U Jkpunht) tnht yuhniws
wpwlut hpjpwtmpbwt mbkuwuhiuht jpoud dp
nungpyniws k:

8mguwhwbintuh qginupnibunuljut Jpghtljinnpp
qnjq wy hpny Y hwnto qinbnmu dp k: Muwnh Up Jpuy
tuju Mundwljut Uth punupht donp huppuduyph
Up Jpuy, jhknny w) winp Ynnpp ohuniplwb
Jhdwlh dke quuininn Fwuqupuih/opothwupph
wnuwpwspp tkppwithwigking godws dkpwnbnukpp
puthwupnn dhkpnt Epudp Yp mbkuubkup: 2phtpp theng
up Jtpe Yp Ynpuniht nsusmplwt dke: bull dhiu
wuwnhl Jpuy, wotut op Up Zuywuthwts bt @nipphugh
thobt uwhuwt hwtinhuwgnn Upuniptwih (Unpthasuy)
hwunwpun hnupp b yuwn-dwjutt punupp uygkng
hunmdp dp wowlbkpwnubpnt k. qpouwonpohljuipm
nuitinpur) swpdnufubipny wpwhbnh dp Jpuy phpubugp
4p nphunkip:

Gpphduh  thwnwhbn huwgnjn pwunupn
Uthht dbEdniphtutt nt dbbwlnmiphiup dkownby
hwtnn wju qn)yq wjhpny yhwnto qhwnbknnudp,
p dwwnbwislk gnigwhwiunkuhtt  gpjuwinp
wnwugpubpk jhokj/Udnnuw], wbwnkp pnnk
Eryuundm phwt obpinbpnt Ypuy witjuynit jurmgdwt
gnpdnitikmphiutbpne anphmpnp:

«unpnuljniwsd  jhownwlutipprp wnwehl
hujbwgpny hwdbh wbuwpwuibp, qubiwuqub
hhu otupkp B Juypbpnt fupunupuybunwlut
nruwjupbpk ud wpbibjughinwljut muppkp
wupnitbwlnn jnruw-uupubpk punjugus gnpsh up
«nbunnuljutt htwghwnniphiiy wintt gnguhwuintup
nptuy fwithy) vuljugh Tunpkuu Lwblh hrpugnigus
bpt htnwyuntp dwltptingph puy nkubninnutpn
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Ewnbith wundnmwspubpnit hbwn obkpn obipin puagning
wp huwnwiph Up htwn §p phdwinpnipp:

Uju wppwuphwgpuljutt wwpwsdpht dke
nbnquinpmws hwqup nkuwly guth plpp, wypwpny
Enus uwuwpupmphiutubp, yguudwputuljut
yuwnnith Yyphynufubip, ghpup shwdwyunuwupiwiing
hpnnniphiuukp, wwhywiunnuijwinipbwiu bl
wphuuphujuwimptwb vhebt fupnthy, jhonnmptwb
Juypbipnt gid wnwppipmpht bt wipugunpb h
wbdwdwmbwlniphty, ninnuyh «dunpunulniwsd
jhownwljubprnt wwhwd/Epkitwt hwwsubpku vh
pwithtt: Cwpnitwlmphiiup whwinh quy hwbinghuwntuh
[muwtjupubpp whnknt gwtiphtt oinphhu:

Owlopwagnpniphilutp

(1) Shqukjwljubiugnid (Disneyfication): Uuphlju vhwy nipphng
junnily donkgmu Up sk: Uphawphh inwpplp wiljhiuubpp
wuwwndwlwul qpouwppeniphiip Yhpuwljubqutint tywnwlwur hgnpsd
4p npoih, vwluyb @mpphng kg wyu hpuhdwyp Yp Jkpwsmp
wuundn phwip quyuihwpwpiouwjub Jipwpwpunpnudh

(2) robbinsbecher.com

(3) simonnorfolk.com/afghanistan-chronotopia

(Ugu jonmudp gph wnuniws £ Upnpkwu Lutilh 18 Uwghu-
14 8mhu pmwlwltpnt Uhobt Sktho, Pupwtiwyyniyh Uke
gnigunpning «unpuulniwus 8hpwwnwljubtp» junpugpbiug
gniguhwunkuhtt hwdwp)





