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Scare Tactics is an exhibition of scarecrows and talismans of protection for
our growing community garden.

In August, we put out a call for scarecrows that would have the ability to
fend off birds, but more importantly to protect against the much larger and
more vicious scavengers that surround us. The selected proposals are by
Charbel Samuel Aoun, Raymond Gemayel, Rawad Kanj, Dalin Nakhleh,
Assem Naser AlDeen, Christine Safatly, and Christian Sleiman. Their works
will be permanently installed in our community garden.

Scarecrows are only effective when animated. Stationary guards that
cannot be caught still, they are an exercise in giving life to objects in order
to have power over other beings. Whether in their most common form, an
anthropomorphic assembly of sticks, hay, and tattered clothes moving in
the wind, or in their historical proximity to fertility goddesses and symbols
of sacrifice and resurrection, scarecrows are endowed with the power to
protect crops from crows, and land from trespassers.

Money too, traces its roots to the entangled practices of sacrifice and
fertility, and signs of this genesis linger to this day. It is said for instance
that the two lines slashing currency symbols ($,£,€,¥) are derived from the
horns of the sacrificial bull, and that much of the architecture of financial
institutions is modeled after the altars of Roman temples. Hence too why
finance derives so much of its terminology from agriculture. Growth, cycle,
flow...

The predecessors of scarecrows were people sitting in fields, clapping and
shouting to scare away unwanted scavengers. Today, scarecrows are
replaced by technologies of toxic chemicals, loud sirens, and apparatuses
blasting water at potential targets. The evolution of scarecrows, from
sacrificial figures embodying local mythologies and superstitious beliefs to
technological scare tactics, reflect our treatment of land as a commodity
to be constantly extracted, and as private property to be protected from
intruders.

Visuals prepared by Nour EL Samman in the framework of BAC
Graphic-Designer in Residence Program
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1. Rawad Kanj
Scarecrow 33

Scarecrow 33 represents my own sacrifices as well as those of mother
nature. Sacrifices in the face of a corrupted system whose greed exploits
and ensures that survival comes at the cost of stagnant if not depleting
living conditions. The found elements | have used are informed materially
and metaphysically by what | have experienced in the terrains of my
country and more specifically in Beirut. A torso made of burlap and wiring,
a knotted wooden heart, roots and branches for a spine; the overall
construction is a worn-out figure marked by the impressions of a city, yet it
is also an armor. The scarecrow is a call for protection that requires
showing one’s bare bones.

Rawad Kanj born in 1989 is an expert in kitchen designing and carpentry.
He has expanded his knowledge and practice into the visual arts, theater
production, and exhibition making. His practice explores the potential of
found objects and organic materials to embody multiple value exchanges
between nations and nature, economies and land, and the urban fabric and
its inhabitants.
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2. Assem Naser AlDeen
Human trap

The Venus Flytrap uses its lips and lashes to lure in an insect. In this
scarecrow, the allure and desires generated by capitalism are placed
alongside its predatory nature to devour its own tail. The work stems from
a water pail with logos of mega international companies. The viewer
encounters monopoly cards weathering through the winds and a central
trap mouth with an inflating tongue that holds an inscription saying “better
luck”. Midway before the lips and lashes and on a smaller scale, an iron
wire with bottle caps bear the remains of a momentary rest, traces of
gathering to bear through and propose a different movement and sound to
the unrelenting present.

Assem Naser AlDeen’s practice is centered around an investment in
painting and drawing. He has applied his skills in various forms and
sectors, most recently to use drawing to develop activities aiding in
psychosocial support.
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3. Charbel Samuel Aoun
Traces of a River

The work allows an entry point into the soundscape of stones, a material
connected and marked by strata of life. Pebbles collected from Beirut river
are hung from wooden branches that are positioned around a water
drainage canal at the center’s rooftop garden. Activated by wind, the
assemblage proposes an alternative landscape in contrast with the
surrounding buildings. Sounds of cracks formed by unexpected movement
and crashing pebbles evoke a nature of foreign language in a setting where
the clashing of sounds typically reverberates development plans in
progress. Below the hanging stones are sections of broken pottery that
momentarily hold volumes of air to permit movement.

Charbel Samuel Aoun (1980, Fanar/ Mount Lebanon)

An architect by training, Charbel Samuel Aoun left architectural firms and
began planting a forest in 2007 in search of natural experiences through
spatial reformations. In his work, the mediums used are multisensory
triggers, inviting the viewer to explore traces of forgotten languages, not
limited to verbal communication, as tools of transmission within spaces.
Most recently, he has been developing “site specific works” using the
nature of such landscapes to develop innate discussions with the
surrounding space.
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4. Dalin Nakhle
Block C

Disparate bodies of cement act as the foundational structures of the
scarecrow. Yet like an arresting cat’s paw dried in a newly cemented
pavement, Nakhleh’s engraved outfit provides an act of trespass on a
material that typically constricts movement in urban settings. The muster
of various materials from battery teeth, unlit eye bulbs, and plucked
chicken feathers fluctuate between organs of a body and of a city and the
various boundaries placed between them.

Dalin graduated from the Faculty of Fine Arts at Damascus University. Her
interest and practice in artistic crafts led her to work in engineering and
artistic fields. She has worked with children in art and education, and in
the molding and sculpting industry. She loves sketching in watercolor and
has participated in several workshops in the art field such as oil drawing,
silk printing, collage, sewing and design, as well as other workshops related
to humanitarian work and with children.
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5. Raymond Gemayel
sunspotted kisses

To introduce a visual disturbance into a space and repel mosquitoes, flies,
birds and other intruders, fill a plastic bag with water and coins. Mine is
made of 250 LBP and 500 LBP coins that have been idle in my car for over
2 years, and polluted water from the Beirut river and the Mediterranean
Sea. It constitutes my scarecrow’s veil.

Floating between an economic meltdown, a polluted environment, supersti-
tious beliefs and scientific data, the scarecrow stands tall serving both as
an omen of and protection from the bestial scroungers and capitalist
scavengers.

If Raymond had to describe his practice in a drawing, and describe this
drawing, he would tell you about a triangle, with angles: language, body and
territory. In this triangle, water is floating.
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6. Christine Safatly
Outside Inside Ouside 5

My work explores the materiality of collective struggles in Lebanon. My
choices of organic and inorganic elements in sculpture and drawing are
informed by my constant study of socio-political, environmental, and
corporeal conditions. My scarecrow is related to a series of works
Outside/Inside/Outside that | have been developing as part of a larger
project There’s No Difference Between Ketchup and Ripe Tomatoes. In this
project, | create multimedia assemblages with artificial and natural
materials - sugar, salt, metal, fabric and plastic - to explore gendered
corporeality and everyday encounters with oppressive systems.

Christine Safatly was born in 1992 in Minieh, Lebanon. She received her
Master’s Degree in Fine Arts from the Lebanese University in 2018, where
she specialized in painting, drawing, and sculpture and she was a fellow of
Ashkal Alwan’s Home Workspace Program in 20-2019. Her work has been
exhibited in the 12th Berlin Biennale, Art Design Lebanon and Institut
frangais du Liban. She currently lives and works in Beirut.
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7. Christian Sleiman
Kesh Kesh

There are a couple of hand gestures that we instinctively do as a response
to what we experience. When we hear the noise of a mosquito getting
closer to our ear; we push away the air. When we start sweating, we wave
our hands to create a breeze. When we are immersed into chants and
songs, we lift our hands to follow the rhythm. When someone surprisingly
invades our personal boundaries, we push them away. The scarecrow “;i4
Ji4” combines random hand gestures powered by wind; an assembly of
windsocks stitched with the help of my aunts.

Christian Sleiman is a Lebanese artist based in Beirut. He examines the
vegetative souls through minor rituals, fabulations and recipes. Using food
as a medium for day-to-day survival, his practice weaves a collection of
invitations between foraging, cooking and serving food to explore the
political implications of eating and its communal value.
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