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EDITORIAL 

STATES OF 
POSTCOLONIALITY / 
EGYPT 

Ill 0,1~ h-1fllamc. 
lfi-hrA.'11r1'.u,,..-, ,,,..,.,,.,_ 
St-:lt-ruHi\hcJ,.l<'-;~ 

To describe our state as postcotonial ls not to say that colonialism is over, 
a thing of the pas1. but instead to insist on a certain historical continuity. It is a gesture 
against willful forgetting, a taking account of particular lineages of subjugation In order 
to underscore the importance of resistance, sovereignty and solidarity ln the present 
It acknowledges an extended age of empire in which neoliberal capitalism has largely 
taken the place of classical colonialism. It is to say that whether we like It or no~ we 
immigrants. natives. settlers, refugees-we who make up the populace of a geography 
sometimes referred to as Canada-are bound together by an lnternallonally recognized 
state that was founded under an imperialist agenda. Canada is a settler state. We are 
cognizant of our own postcolonial position when we ask: what does Inhabiting a state 
of postcolonlallty mean for the politics of the present? 

Reaching beyond our locality and taking a regional approach to this question, 
the States of Postc0I0~lality series begins by turning its alt~11liu11 to t11ree speclflc 
locations: Egyp~ the (Canadian) Arctic and Lithuania. Working across the tensions 
generated by a grouping of vastly different regions, we hope to see If there are shared 
conditions that can work to define postcoloniality. Further, we hope that Identifying 
these conditions we will help to build robust practices of sovereignty and solidarity. 

Focuslng resolutely on current events and issues, the series grounds these 
larger questions of postcoloniality in specific examples and lived experiences. 
Compelled by the Infrastructures and economies of contemporary art as much as Its 
varied and specific content we will feature the work of critical programming institutions 
and curators In addition to artists and writers based in postcolonial states. We aim 
to build a robust lexicon of practices and ideas that envision states of postcoloniallty 
characterized by social and environmental Justice. 

In the issue you hold In your hands, we have assembled a contemporaneous 
archaeology of this year's ongoing uprising In Egypl As the first In our series on 
States of Postcolonlality, this issue Implicitly draws connections between this year's 
uprising and a longer picture of Egypt's modern history. Since full British withdrawal 
from Egypt following World War 11, the country hu b'>'>n subje,;t lo mHlt•,y mle lh•l 
at press time, has not been fully cast off. We wlll leave it to the political analysts and 
historians to carefully construct a narrative that convincingly links Egypt's last year to its 
more distant past For the time being, we offer our readers a collection of interviews, 
arguments and Images that work to filter and process aspects of this year's uprising. 
We ask how the nascent and marginal infrastructures of a contemporary art indlgenous 
to Egypt might provide the tools to retake "the means of production of the present: [1] 

A plurallty of names and terms Is symptomatic of history In the making. 
Uprising, revolt, revolution, pro-democracy, Arab Spring, January 25"" Revolution, and 
so on, each making its own argument about the contex~ nature and durability of this 
year's political upheavals in Egypt and across the Middle East and North Africa. 
Remarkable resonances exist between events of 2011 and of 1919 (also variously 



described es uprising, Insurrection or revolution). Nominally part of the Ottoman 
Empire al the outbreak of World War I, subject to occupation by Britain since 1882 end 
one of Its protectorates since 1915, Egypt was on the verge of becoming a full colonial 
state. Following WWI, the populist Egyptian Wafd Party planned lo send a delegation 
to the Paris Peace Conference to demand that Egypt be recognized as an Independent 
nation. Instead, four Wald leaders were arrested and deported, sparking waves of mass 
demonstrations and peasant revolts. Although Britain was forced to concede Egyptian 
independence in 1922 and subsequently dissolved their protectorate, British military 
occupation continued until 1952. In 1923, a 30·member legislative committee Instated 
a new constitution. ushering In a period of liberalization and paving the way for the 
revolution of 1952 and Gama! Abdel Nasser's Arab socialism. 

With this history ln mind, this issue's contributors can be seen as archeologists 
of lhe present-sifting, scrutinizing, preserving and juxtaposing an unending accumula• 
lion of events, images and thoughts. Unable to make conclusive statements (and 
perhaps not believing in them anyway), we nonetheless understand that some kind 
of material practice must accompany this tenor of political turmoil. Bassam el Baroni, 
in conversation with Nahed Mansour, insists that II ls extremely risky lo work with the 
materials of the revolution, that artists need the distance offered by time to exceed 
smartypants (and half-baked?) political commentary. Despite this, a moment of lived 
politics cannot be severed from the practices that employ lorm and rhythm to work 
through the present What Is then the form, the rhythm? 

Reflecting on two separate film programs screened this year-one shot in 
Alexandria by a French filmmaker. the other a collection ol recent Egyptian cinema 
screened In Toronto-Aliza Ma suggests that perhaps the most useful perspective on 
revolution is an oblique one, an engagement with peripherally relevant images providing 
a locus analogous to the disarming optical effect by which certain stars are only visible 
when we look al them slightly askance. 

A more direct engagement with the material conditions of this year's uprising 
Is offered by Themba Lewis' photo essay through which we learn that prior to January 
25, 2011, graffiti did not really exist In Egypt Over the last nine months, resistance 
has been made visible on the surfaces of the city: rallies announced, Important dales 
recorded, martyrs honored. less about art than about communication, these painted 
signs become part and parcel of an active political process. Similarly attached lo 
material manifestations of struggle, Olive McKeon, activates dance analysis to consider 
the embodied politics of riots, particularly the Battle of the Camel, waged In Tahrir 
Square on February 2. 

Whal we hope to have assembled here Is an open-ended inquiry that has 
reigned in both unguarded optimism and excess cynicism to consider the posslbllilles 
for politically engaged and relevant material practices In a time of incredible political 
upheaval. Next up In our States of Postcolonlallty series is our Spring 2012 Issue 
devoted to an exploration of Indigenous cultural sovereignty In the Canadian Arctic. 
In the meantime, keep your eyes peeled for our Winter 2011 issue, featuring Peter Morin's 
Museum, Etienne Turpin's exploits North of Architecture and an interview by Nasrin 
Himada with the New York-based collective Red Channels. 

Gina Dodger 
with the FUSE Editorial Committee 
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FEATURE 
INTERVIEW ANYTHING BUT 

TSO 

Nahed Mansour 
in conversation with Bassam el Baroni of 

the Alexandria Contemporary 
Arts Forum 

~ 
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l'tlo.,t..1j:fllf'h b) K~"-: lo:..ilihlrJ1 

l~-.,•uOC") ,(1!,crh,.:1,,..n1,hc 

The Alexandria Contemporary Arts Forum (ACAF), the only 
not-for-profit artist-run centre in the city, was established in May 2006. 
Housed in a bare but spacious second-floor flat with high ceilings and 
exposed brick walls, it is a refreshing anomaly in Alexandria, Egypt. 

ACAF's committed staff, comprised of Bassam El Baroni, Mona 
Marzouk and Mahmoud Khaled, have fostered an inviting contemporary 
art space offering workshops, artist talks and exhibitions as integral 
components of its programming -all free of charge. 

Over the past six years, during my brief but annual returns to 
Alexandria and ACAF, I have been repeatedly amazed, though not 
surprised, by ACAPs ability to remain faithful to its mandate, which 
pledges an "ongoing engagement with projects that bring together 
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established and emerging 
artists, university students 
and diverse practitioners in 
contexts that recognize the 
value of an informal, non· 
hierarchal, open-ended 
circulation of information 
and experience~ 

I most recently 
visited ACAF on August 8, 
2011, tn r.:nncluc;t ;:tn int~r· 

view with Bassam El Baroni, 
His nuanced observations 
on the predicaments and 
tensions in current discus· 
sions about the relationship 
between art and politics 
in Egypt (and beyond) left 
me questioning my own 
previous understandings of 
independent art scenes, 
street art, contemporary art 
and revolution. 

Can you upleln why ACAF 
WH ntabltshed In 
December 200S? 

I bega.n to understand that tha,e 
was no lntemal market devetoplng 
in Egypt to facilitate the growth of 
the contemporary art scene. Instead, 
its growth was completely depen• 
dent on the chances that artists got 
abroad, which caused a lot of friction 
Internally. It seemed to be a Waiting 
for Goo'ot--type of situation. There 
was also a realization that everything 
In terms of contemporary art was 
In Ceiro end that there was nothing 
happening here in AleJl8ndria. We had 
the Blbllotheea Ale>u>ndrina (The New 
Library of Alexandria), wht<::h was 
promising to be a revolutionary type 
of instnution, but It bolled down to 
nothing. Additionally, on a personal 
lcYel, I wantetd to focus on a specific 
project. All those things came to· 
gether with the help or Mona Manouk 
and later with Mahmoud Khaled, and 
we started to work together on ACAF. 

lBter on, we began to realize 
that some problems were beyond us. 
For example, the local scene or 
marl<et being finked to and funcUo· 

ning within lhe sphere of an lnterna• 
tional market Is much more than a 
small lnsUtutlon can resol11e. 

At tM dQCtOf, who did '/OU 
ln1l1a.l~ env3.loft ACAF calMlftQ 

to or 1ttrkbng? 

In a way, I was catering to mv 
memo,y of myself as a student 
I studied at the Ale>1andria University 
In the Faculty or Fine Arts, In my final 
year o( studies, I knew that there 
was something problematic with the 
institution's vision of art history and 
of what an artist should be. As I 
finished my studies. I started to un· 
ravel these problematics and contin· 
ued to develop mv Ideas around 
them, Informed by a deep interest In 
theory and philosophy. I think all of 
us lnvolYed with ACAF went through 
this kind of expe:rfo.nc.e, and we wero 
all able to cross the boundary from 
being an artist in the fine art trad!Uon 
towards becoming contemporary 
artists or contemporary lhlnkeB. 
Instead of a generation of artists In 
Alexandria having to go through this 
transition on their own, we wanted 
to share our experience with them. 
I think that wa.s our main objective 
end the reason why we have existed 
over the past six years. 

Wh(ln ttl41bli'thing AIOUindrJa's 
first allamatlve or mdependent 
conttmpo,.ry art 19k•. do Y'OIJ 
think you created a dlc;hotomy 
wherein ACAF d1rec:lly oc,posed 

the e.x.istfng •rt scene? 

Thfs hu some truth to lt. but 
it's not entirely correct. Is the lnde• 
pendent scene really independent? 
What does •Independent• mean? 
How can we be trulv Independent if 
we are constantly pushed to poso 
ourselves as independent? l think 
Institutions perform their lndepen· 
der,ce In order to survive and be able 
lo receive the little financial support 
that Is avaUable. I think that as an 
Institution there Is a certain perfor· 
matlvity of Independence that calls 
for constant posing as the alterna· 
tfye to the official discourse. But 
with ACAF, on a working level, we've 
tried to avoid that as much as we can. 

ln a recent interview with 
Hassan Khan In ArtTerritorles 2, I was 
k>oklng for the hidden reasons for this 
problematic diehotomv. as vou call It, 
that people tend to u.se between the 
independent scene and the govern· 

mental, or otftcial, scene. This has 
aJways been problem,etic because 
the Ideology that we u11-ihe official 
discourse• might have started out as 
official discourse, but It Is no longer 
Just propagated by Institutions. It ts 
actually deeply rooted In EgvpUan 
society and part of manv people's 
identity, Posing yourself as the alter· 
native to this is quite problematic. 

The dk:hotomy between state-
sanctioned and so-called indepen· 
dent arts and culture has a direct 
relationship to Ideology and class. 
but It's nuanced. trs easy enough to 
focus on the tension between an 
upper•middle class ideology pro4 

moted withtn so-called Independent 
Institutions supported by Western 
resources and the more populist art 
that was encouraged end circulated 
through the state apparatus. for me. 
this dlchotomv is also problemellc, 
although I think that class is a very 
importenl thing. The neolibe,al era 
that we are living In mutes. distorts 
and silences the idea of class. It 
seems that it's much e,esler lo telk 
about anv social agenda- se:itual, 
racial or religious-than rt Es to talk 
about class.. Ultimately, whon you 
uncover the problem of class, you ua 
getting at the roots of the lnJu.sUees 
done by late cepltalism. and late 
capitalism can eccept anything but its 
own uncovering. The thing Is, It's not 
a necessity that a contemporary artist 
whose work is highly conceptual 
hes to come from an upper middle 
class or a rich background. We have 
Uvlng examples of artists working 
todav who don't fit this characleri· 
ution. So, this kind of totalitarian 
understanding of things on the basis 
and boundaries of class isn't correct 
either. 

This led me to think of the real 
dichotomy as being between fine 
art. which ls what the government 
oromotes. and contemoorarv art. 
which Is promoted by most lnstitu· 
tlons that are not under the state 
umbrella. If there Is a clesh between 
the two, It Is due to certain things 
being unexposed or remaining latent 
In the dlscouBes of both. For 
Instance, In mv recent writing, I talk 
about how contemporary art under
stand.s universality In a pragmatic 
way and how fine art understands it 
as a more romantic notion. For fine 
art, universality comes from w1thln 
the artist and she shines tt out to the 
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wor1d. This universality has Its source 
In the artist's individuality, but tho 
artist's lndivlduality itself ls based 
on rearranging and reconfi·guring 
the art of the lntematlonal and 
vernacular canon. In contrast. contem
porary art works wl1hin 8 universality 
that is somehow predefined and 
that does not rely on the artist a5 the 
source of universality. This is e univer
sality ba5ed on the Idea of know• 
ledge produetlon. The ert has to be 
re.ad on some level as Information, 
knowlodga, and/ or culture. I see 
the conflict between these under
standings of univarHlity as one 
of the reasons why we have the 
distinction between contemporary 
art and fine art. 

C.n YoU dHcribe how~ 
that ha'l'e taken plaoe thro\lOh 

ACAF ha-we attempteid lo 
respond to Of engage with 

toe.liSsuos? 

In 2006, the mayor of Alttxandrla 
spearheaded what he called the 
*beautification plan." He strongly 
supported the creation of publlc art 
sculptures and wall decorations, 
but I don't think there were any real 
criteria for them. You coukl be a raze, 
company, and as a company you 
could pmpose any wlld seulpture, Uke 
a couple of fl!fing dolphins. Many 
people thought. "This Is nlce. We 
have a lot of sculptures.• But for us, 
wo would wake up and wonder why 
there were a coupte of dolphlns In 
the streel 

During this time (November 
2006), ACAf Invited an artistic: duo 
from Frankfurt. Wolfgang Winter 
and Ber1hold Hoert>elt. to facilitate 
a work.shop, the ""Two•Part Art ln 
Public Speees Project" In the second 
part of the project. Winter and 
Hoerbclt designed• minima! sculp
ture that you could walk into made 
from pink bottle crates. The sculp
ture was then constructed by 
eight Egyptian students-studying 
at the college of fine art at the 
bme-with eight German students 
from the Stidelsdiule Art Academy 
ln Frankfurt. 

Through different negotiation 
strategies with the mayor's office, 
we were ffnally able to gel a loea
tlon for our publlc ~ulpture, the 
Mahmoudlya Canal Cratehouse. 
Although it was placed fn a remote 
industrial area. the symbolic value of 
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it at that particular Ume was very high. 
Having gone through the process. 
particlpaUng studonls were very 
aware of the strength of placing 
something In a public space, 

Whal would you consider to 
ti. OM or tho more II.ICCOHlu1 
p,oJec,ts ACM' has fadlJtaled? 

Betwe-en January and Mey 2008, 
we held Cleotronica, a one-time festi
val fo, "media, 11111 and !OClo·cullure; 
which consisted of a monthly sorlcs 
of public art projech and concluded 
with a symposium of particlpaUng 
artists. It effectively addressed a 
popular misunderstanding of what 
media art Is because, at the time. it 
was really prevalent for fine arti5ts. 
who were painter5 or sculptors. to 
think thel ii was enough to be making 
a video ln order to b@come a contem· 
porar\' ertisl 

We invited artists to address 
what it mMns to m.,ke art using new 
technologles.. Ftom the fit!it wave 
of net 11rt.ists. such as Olia Lialina, 
to artists that took blogglng as an 
artistic practice, the)! all conduded 
workshops. lectures or performances 
that used electricity and other 
resources of the city to express poll· 
ticet and activist Ideas. Besides Its 
success In terms of attendance, 
Cteotronica made It lmposslble for 
the people who attended to talk 
about media art In the s.ame wav 
as before. 

In Juftt 201 O. dernonttfllltlons 
wen, Ofganrzed to pcolKI the 

mutdet of Khaleel Sald who was 
killed byAle.x.a.ndri.a's police. 

Wt,. •ttlst.t 111 AIOxer'ldria 
responding to sodal•poliUcal 

Issue, sl.lCh H polb brvt1r!ty 
tr, UMtlr prKUce •t the time? 

No. I don't thlnk lt was happen• 
Ing, but I think it was very normal not 
to hay·c that happen In tho context of 
the Mubarak era (the three decades 
characterized by the dictatorial rule 
of former president Hosnl Mubarak). 
OVer the y.,.r,, I lhlnk Egyptian artists 
had learned that there were bound
aries that they couldnl cross. but at 
the same time they expressed and 
worked with everything that was out 
there In terms of the btoader socio~ 
polltJcal spectrum. They could say 
anythfng as long as it was expressed 
In a speclffc, sometlme..s coded way. 

I think one of the problems with tho 
current situation Is that these bound· 
aries have been broken, and new 
boundaries haven't been put In place. 
I think. for an artist It's very lmp,o,tant 
to know these lotinds of limits. It's not 
about censorship. It's about knowing 
the boundaries that the stale and the 
50C:iety create at any given moment 
and at any given pl.ace. 

The boundaries shifted 8$ a 
direct result of the uprising, but I think 
8 lot of people am having difficulty 
placing thefr pfact>Ce within a context 
that they don't exacUy know or that 
hasn't been fully formulated yet, 
because the Identity of the state Is 
changing and the identity of society 
is in flux. 

W01.11d yO\I d'oserit. 
Aklxandrill's broader art 

eotnmunfty •• vlslble in tl\e 
Janua,., 25th ravol1Jlkm? 

While participating in the 
uprising, I saw meny people there 
from tho art s.cene, Including 
Ale.x.andria's Independent fflmml!lkers 
and younger srtists. It was p,ettv 
popular, atthough most of us weren't 
there on the first day because it took 
us by surprise. We thought it might 
be another demonstration of a small 
group of lntellectuel.s or political 
activists., but it didn't turn out that 
way. We dldn\ ..,.ny know the b"'8dlh 
of the uprisings end how many 
people from alt walks of llfe would 
be participating. I think it wes the 
second day when everybody realized 
that It was much more than what we 
imagined and everybody joined In. 

I think the onfy people linked to 
the art scene who weren't there wore 
people worl(ing in official instilutionst 
for obvious reasons-their careers 
depend on these institutions, and 
they unders1ood thal joining may not 
be such a good Idea. 

What do YoU think Of the more 
recent uplMlon of ;rafflU or 
street •rt In AJ•x•ndril end 

across Egypt? 

I don't mind street art.. and it's 
Interesting to see this kind of political 
symbolism on the street At the same 
time, I feel that el Its very core there 
is a certain na'i'vete about art as poll· 
tica1 activism, where the power of 
the image meets a lifestyle choice. 
I totally belleve that all people should 
be free to eKpress themselves in 
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public spac.e, but for me, It Is one 
of the weakest art forms because 
it doesn"t really have the p0wer to 
Influence a large sector or society, 
I think that it's much Je..s.s than what it 
claims to be. It just becomes a mono· 
tonous element within the monoto· 
nous urban landscape, of stone and 
collCtete that tries to valldate ilseff 
through this wing of art/activism. 

Hero in Egypt, there Is a group 
of artists along the lines of what I 
lust described, but after the uprisings, 
end etter Muba,.ak left, there was 
this strenge period where anybody 
and everybody was just painting the 
Egyptian flag along with other poll· 
tlc:al symbols on the walls of the 
streets.. For me. it wn really SC81')1 
because the majority of the symbols 
being used were of the state nation· 
allsl or mUrtary Imagery. 

II you sludied here fn Egypt 
you would understand that this is the 
same kJnd of natiOflalist rhetonc that 
you find In schoolbooks, the building 
blocks of your naUonal Identity that 
is constructed by the state. Nobody 
tested these building blocks at alt 
Nobody even doubted these building 
blocks. If the revolution ls going to 
be called a revolution, the first thing 
that Is symptomatic of it being a 
revolvtJon is th~t these bulldlng 
blocks are tested and deconstructed. 
So I don't think It is a revolution. that's 
why I mrer to it as ~rng en uprising. 

As someone l1"¥1nv 1n the 
dl&-.pora, I llnd lhat di9eU$"1onS 
■bro.cl NtQardH'!g tha las1 six 

months in E9y-pt are more lilcety 
to be untred •round points of 
chanve. nuhf!r than the OO(e 

COMkuct ot UM £.Qyptlari t.t.aUI, 
which, as you artlcul11ted, hH 
1'1tnflntd rw,:,r11 untouehod. 

Do you HnH thh. divide In your 
travels and con..,crMtlons wrth 
■rtist5 ®tsilde of Egypt? MIX• 
$9&dflcally, do you thlnk tl'ltl 

peopf■ with pr091nslvt1 politic§ 
hd'le-1.har ,,t1,1._ a,c.tl.,-lsls, 

tollm.lit:lt, k) ln,lng Ol.lt.ide al 
Egypt seem ta~ holding onto 

belie-ft that diffet from UM 
tollties ~IYed locaUy? 

It ls vary difficult for me to talk 
about the situatlon when It's so raw 
and developing all the Um~ I'm also 
not a political analyst. so those are 
just my personal observations.. But 
I think, generally speaking, there ts 
a sense lhet the world Is changing. 
There Is something, but It is very 
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difficult to claim exactly what it is. 
Some claim it's the end of the neo· 
liberal cap1tallst system. But I think 
these are e~aggerations or wishes 
somehow. For me, Ifs not about 
that at all 

I think when people saw this 
kind of revolution In Tunisia and 
Egypt, although It may not be a com• 
plote revolution, the size and raw 
strength of it was ,omanllclzod 
as the ultimate longing for a new 
society ln leftist circles. Ifs very 
normal when you travel around the 
world In art circles for there to be 
this type of projecUon because 
tradition.ally artists and the arts have 
been geared more towards the lefl 
But I feel it Is an abstract longlng 
for things that wa can soltdly define 
as justice and not lust artificial 
progress. 

A few days ago, I was watching 
CNN and they were talking about 
Mubarak's trial, which is a p0sitive 
sign. Then they showed a flashback 
representing what led to this trial, 
end they kept replaying a video clip 
of the lslamist Friday, where funds· 
mentallst lslamlst.s took control of 
Tahrir Squar~ So, you've got Mubarak 
on trial and a group of fundamen-
tallst lslamJsts, and viewers were 
supposed to make a 0nk. If rt was 
going to be prope.r news reporting, 
they would have shown tmagos of 
the eighteen days of demonstrations, 

which were held by a kind of multi· 
ludo or cross•section of society with 
representation from different classes, 
as well as religious and cuttuml affll· 
lations, and the lslamists would be 
just one voice among many, espe· 
ciatly since they were the minority 
during those days.. 

I think the real reason behind 
this kind of ,ef)Orting Is • kind of fear 
that the media likes to project. t don't 
think It's a matter of distorting reality 
as much 8S It is a process of acting 
out collective fears. The ultimate feat 
Is that you have tha trial of Mubarak. 
but at the same time you have an 
lslamist overtaking of the revolution. 
This Is the kind of direct projection 
or fears and hopes lhat we are living 
In, nol Just in Egypt, but more 
generally In the international media, 
which makes ft even more dlffictJlt to 
be specific about what you really 
think about the current p,olitlcal 
sltuatron. 

1-
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lrnagc 1.:m:nrt., ~ \CAF. 

Understanding th.It we -.r■ 
spe1k1no In genere,l letms, 

do you think that )'QUr sleep· 
Ucism regetd,ng the ct.lffent 
sodo--politlc.1 situation is 

thered arnon;1t your colleagues 
ln Atex•ndria, E.vY?l 
•nd the Middle East? 

I think most people within 
the art field are not na'ive about the 
siluatlon. They understand thal It 
is complicated and that nothing Is 
really as clear·cut as it appears to 
be. But that doesn't prevent some 
artists from won<lng wfth the material 
of the uprisln9 to produce artworks 
that are composed of images dlrectty 
relating to the uprisings. For me, this 
Is problematic for many reasons.. 

If we look at the way contem· 
porary art deals with the political, 
we find it can only deal with it when 
the knowledge end the informaUon 
related to the event are already some· 
how history. For example, Lebanese 
artists who rely on discursive 
attempts lo analyze the Lebanese 
Civil War can do so because tho civil 
war ls already history. 

To deal with this subject matter 
without the distance of time, you have 
to be a smarty-pants. meaning you 
need to be able to make e:dra clever 
and cute polltkel commentary that 
surpasses the shallowness of 
the material you halo'e, In order to go 
beyond news, you have to impos.e a 
cleverness that can't come from anal• 
ySls and layemd knowledge because 
the.re Is none. What happens. in most 
cases. is that It ju.st becomes horrible 
politlcal commentary that doesn't 
wori< for me as art tt works as a sort 
of consumption with artistic flavour. 
but It's really a bad consumer produc:t. 
Of course, there i.s a lot of that going 
around. And what exasperates it is 
the way the market works. especially 
with art fairs. For example, Art Oubei 
(a year1y art falr that takes place In 
Oubal) was a couple of months after 
Mubarak left. and there were ell these 
horrible works of art about the revolu· 
tion that I think don't really mean 
anything. I'm not against dealing With 
the revoluUon. But l think lt ls very 
rerc that an artist can deal wtth it In 
an Interesting way because one of 

... 
I ~~J1.hckuld.11ich,'\n0f1't.\CAI-. 
11111,...'Km II•~'-"'-Srrn-1.,\kun.kla 

ln~,;:vunny,t \t"\I 

the prerequisites for the material 
and lnformaUon i.s fot It to be history, 
and It Is not there yel 

What an artist can do Is carry 
the frustration, hope. desires, 
an)tfetfe!i of such an event and the 
ongoing process, and displace It Into 
something else that Is not dlrectly 
vsing the material. You will still get 
to a depth where you can make a 
link. But to actually use the material 
now. I thlnk it's too early, 
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This summer, the Serpentine Gallery in London (UK) 
played host to the latest installation of the Bidoun Library, an 
itinerant collection of books, periodicals, audio-visual art and 
ephemera produced or utilized in the Middle East The Library's 
wide range of printed matter is acquired from sources as diverse 
as the region's artists and activists, to state departments and 
international corporations long entrenched in the oil industry. 

Founded in 2004, Bidoun is an international collective of 
artists, curators and writers who oversee a range of educational 
outreach, exhibitions and publishing projects including the 
much-renowned contemporary art periodical Bidoun and the 
pop-up Bidoun library. Through these projects and collaborations, 
Bidoun seeks to create a forum for critical reflection on cultural 
production within the Middle East and Middle Eastern diasporas, 
as well as on political, academic and cultural iterations in regards 
to the region from Western and mainstream sources. The first 
instance of Bidoun's touring Library was at Abu Dhabi Art in 
November 2009. 

The tensions, opinions, mandates, ideologies and other 
insights that are reflected in collect.Ions and archives of small 
press publications, zine and ephemera, such as those curated 
and compiled by Bidoun and other artist-run spaces including 
Toronto's Art Metropole are crucial for filling out and sometimes 
countering traditional, mainstream and unquestioned narratives 
both local and global. Furthermore, archives of printed matter 
can make visible the multiple connections and movements 
inherent in transnational culture. As the current archivist at Art 
Metropole, the role and function of such collections are of great 
interest to me. The following exchange, between Babak Radboy 
of Bidoun and myself, took place over email in August 2011. 

The Bldoun Ubrary Is In London, we found this incred
ible tradition of prlnUng from the 
European Left-some of which was 
exactly what you would ew:peet, but 
also some surprises: for example, 
statements of sollda,ity from British 
unions with the Iraqi workers during 
sanctions (imposed after the 
Anglo·lreql War). There was a strain 
of printing in England which was quite 
alien to us growing up in the States 
as well. the left wing, government· 
funded periodic.al, a strange cross 

eve,ythlng new, regardless of subject. 
There were even books which had 
nothing to do with the revolution 
which were hurriedly re-printed with 
revolutionary covers. There Is al50 

cunentty In residence at the 
SerponUne Gallery. Aside from 
the opportunity fO£outreadl 
to ~•rious audiences. lhtough 
their local gallerln, what ls 
s.lgnmcanl or ad,vantageot.1s 
about praentlng the Bldoun 
Ubrary as a lnlvellng rathef 

than • nw:ed re,our«? 

The library grows with each city 
it visits. seeking out specific vectors 
of publishing from each locality. both 
in terms of each place's unique posl· 
tion vls·B·vls the Middle East and 
the specific narratives in print of the 
Iranian and An1b diaspora there. 

CM you briefly dKUfbe 
one, or two nampHtS of wh.at 

YoU have f04.1nd In regatds 
to these •specific Nm9tlns 

1nprin1'"1 

of humanism and ethnography 
from the mid· to lale· 1970s that we 
had never seen before, which could 
only come from an Empire turned 
Welfare State, 

In Cairo, we simply bought every 
single book we could gather printed 
after the revolutJon rn January 2011 -
we would Just ask book dealers for 

a selection of fairly trashy magazines 
clearly caught up in the moment
for example, en issue of Sports and 
Frtness on the theme of •sports and 
Revol~ or an Issue of Egypt Air's 
in··ftight magazine, Horus. encourag· 
Ing tourists to explore Tahrir Square. 
We are also pursuing a collection 
there of Mubara.k•efll printing from 
the Ministry of Information, as we 
have a special Interest In extinct 
regimes of production. 

Sometimes the connections are 
surprising-as in Beirut. where we 
discovered an extenslve collection 
of the rather beautiful. Cuban 
publication, Tricontinental, for about 
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50 cents a copy. It was a beautifully 
illustrated, third-world-solidarity/ 
guerilla-warfare lifestyle magazine
one copy, which exemplifies the 
storied life a publication can have, 
was devoted to the Maoist Puerto 
Rican street gang the Young Lords, 
and carried a stamp on the cover 
from the Palestinian liberation 
Organization (PLO) Research Library. 

Howctol)\lblieetiotls 
and artists' books make their 

way into the Librar{? Oo 
YoU get a Jot of ,-ubml:sYOns, Of' 

must YoU conUni.i.lty 
Sffle out pubUealloM afld 

unlQu• bool( wo,kll? 

To answer this question directly 
might be a bit misleading. The thing 
Is, the library is not a coltectlon of 
the coolest or best art books coming 
out of tho Middle East-although we 
may possess many of them-it Is 
in fact a material crltlque of cultural 
production and the discourses that 
presuppose such books. The basic 
premise is that sJnce the bound, print 
object has been displaced by new 
technok>gies as the primary vehicle 
for Information, books and periodicals 
have acquired a new opacity and 
thus a new vulnerability to material 
critique. The-y are no longer Just the 
transparent envelopes for discourse, 
they are objects-and a.s objects a.re 
subject to the pressures and incen• 
tives of malerlal production and a 
wide range of material objectives: 
economic. historical and polttlcaL 

Would you ltka lo 1th1bofate 
on why book.t m-ol'lt hav• been 

consldCKed "tr6nsp,grent 
onv9lopos• '"'vlou,ty? tt It dlff'i· 
cuft for me to think of ma.ny In• 

stanoes when content/mesHOt 
could be unden.tood Inda• 
~ndentJy Of ib physic;al 

fo,m/medla? 

I think that's true on an aesthetic 
and tactile level, but I don't think 
books are readily apprehensible as 
manifestations of, say, authority, 
power and Influence. They certainty 
do not represent themselves that 
way, They occur under the rubrics 
of creativity, expertise, authorship, 
academia, entertalnmenL public dis· 
course and the project of collectiYe 
knowledge. They are categorized as 
such In our llbrarres-accordlng to 
their Immaterial content and not their 
objective function. Let's imagine 
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France was at war with Spain-
and they commissioned thousands 
of academic texts, popular format 
picture books, children's books, ace· 
demic textbooks, &c-depicting 
Spain as a barbaric backwoods. 
These books would make their way 
into libraries as books about Spain, 
not as-what a proper reading would 
reveal they truly are-which is books 
about France. 

This is not only true of books, 
of course. It's a very basic condition 
for all forms and formats of public 
discourse. In general, the lmpres· 
sion is that what is said, whether in 
books or TV is our public discourse 
-occurring on kind of a platonic 
field-but the reality Is there Is no 
platonic field, only private property 
and private funds. This has an effect 
in conditioning what is said even 
when there Is no overt attempt at 
manipulation. 

We wager that the Internet 
concretely represents a different kind 
of space, which Is beglnning to cause 
Interferences In "'traditional• media. 

The primary way the Bidoun 
Library uncovers those objectives is 
by removing, for the most part. any 
standard of quality or excellence in 
our process of acquisition. Instead, 
we buy only the cheapest books on 
the market within the framework of 
our four basic conceptual categories. 

What •re those four 
e.109,otfos? 

•ttome Theatre• represents the 
mainstream of printing, mostly 
American-books made for regular 
people. Books meant to make money, 
available in malls and drug stores: 
comic books, pulp fictions, picture 
books, coffee table books, political 
pseudo-science, countercultural 
publications, &c. 

•Margin Of Eno,• represents 
mosUv books belonging to obsolete 
reglmes of production. and left wing 
publishing, rn generat Included In 
it Is a collectlon f,om the Ministry of 
Information of Saddam"s Iraq. post
reYolutiona.ry·pre·lslamic printing In 
Iran, publlshfng of the European left, 
pub1lshlng of Arabs and Iranians 
In exile, books and pamphlets on 
Pan-A,ablsm, Arab Modemlsm and 
tho Non-Aflgnod Movement. Ac. 

•Too Natural Ordar-1s a coll~
Uon of state and corporate printing, 

usually overlapping, and usually 
about the Persian Gulf, and attending 
in one way or another the production 
of oil. It includes a large collection 
of Aramco publications, the products 
of various Ministries of Information, 
state-run magazines, guides for 
traveling businessmen, technical 
catalogs and almanacs for the oil 
industry, &c. 

"Post·September 11, 2001• 
relates to a new market for Middle 
Eastern cultural production in the 
wesl It includes personal narratives, 
essays and novels., bu1 has en 
emphasis on contemporary art from 
the Middle Easl 

The artnts' books and 
bookS on art 1n tht coflecUon 

a11 fan Into the catego~ 
~t-S.ptombef fl, 2001: 
bec.au58 when one J;notes 

th1tdKtered~s, 
Hlf•J~ltlmimlons and spedfk: 
qWllitlH pertalnl~ to ■uthc>f'
ship,. one Cllft seo tNt in tho 

Mlddlo Eut. thill enUre genre of 
prinl.ino •~ ,1most Ol'ltl.rofy 

after the (Wont: Tr.cle Center) 
att.aclu ol September 1 t. Did 

YOUftil artists. essayl!Jts. 
a,nnot's ■.nd no-tollsb In the 

,eolon a:uddenly become 
prolifically uuUva after 

th!, dlte. Of WH II thet. new 
market c,pened up, both 

oconomlellly end In lOtmt 
of attendant historic.al• 

pol1tk:ae n■rraUvts? 

One sees the same antinomy 
at work In another collection of the 
Library-In the •Home Theatre" 
category we have a glut of vintage 
pulp·ftction, action paperbacks 
featuring evll Arabs bent on taking 
over or destroying the world. One 
could consider them individually on 
the streng·th or their writing, or tho 
kltsch genius of their cover Illustra
tions. But our Interest Iles ln the date 
of publication: this entire genre only 
appears after the year 1973, following 
tho on crisis In the United States. 

1n contrast to olhe, 
cultural proJO-CU or •vent,,, 
hOW ls the S:ldoun Llbtlry 

unlquitly positioned to 
respofld to or lo gl~e context 

to the recent polltlal up
he1w,1t In I.ho MlddlO EHi? 

If vou do all the forensk:s right, 
the Bidoun libraiy's '"1:ake" on the 
Middle East Is basically a Marxist· 
materietlst Intervention on cultural 

.. 
H..Jolm l.lbnr), 201 I 

c..:.o,.,_,,-,.,.1itLnrilPro, 1,11r.a 
lffik:t lnform,:ii .. ~ <.~mtt 

lfflll~~ICl~c,t 
~ ~• o .. isn-, 

discourse-critiquing the presup· 
posjtions, incentives and prohibitions 
which prKede our free press 
and the academic production of 
regional •experts:" 

For those glued lo their screens 
watching, for example, the revolution 
in Egypt, I think It was a falrly unlYer
sal sentiment that the analyzers, 
foreca~ters, experts, oplnlonalors 
and diplomacy mongers were patn
fully out of step with reality, and 
more concretely, totally wrong ebout 
eve,ything. We are still waltJng for 
our lnYltation to the Riz Khan show 
(AJ Jazeera), Tbe Situation Room 
(CNN) or even Charlie Rose (PBS). 

Since Janu11~. Bldoun has bun 
eoltoetl~ eph•m~ re:tetod 

to th• EgypU.n ra:volutlon. which 
wUI be: Oft display •t U'I• 

Serpentine Galle~ In London. 
How dots the l)l'OCHS o( 

eoHeeting this type of ephemera 
hetlp to ht'$lonciH UM revolu· 
tfon and post•Mubetak E;ypt? 
What other flffldlons do thi5 

~i.., colle<:tion of 

1>41blication!lo and whet Bidoon 
eallt ·prfnted attet-matter- p&■y? 

There are a lot of people in 
Egypt doing really good work 
archiving and documenting the 
revolution and the post-revolutionary 
momenl Ifs a fleeting momenl I'm 
not sure that we are totally unique In 
thl~ but what Bidoun brlngs to the 
table is an ethos barring consider
ations of quality. Whal we are lnte~ 
rested tn is precisely what is most 
fleeting and even opportunistic-
the revolutionary cell-phone ads, 
righteous discounts on gym member· 
ships. sandwiches dedicated to the 
Martyrs, the total transformation of 
teen celebrity magazines In Cairo into 
hotbeds of revolutionary fervour ... 
This type of materiel often escapes 
the grasp of archivists. 

New t4dlnology, ~rncui.r"-
soclal netwo,klng medJa, 

ts O"tn dted H h•vlng pl■ytd 
• ptvotaJ tOle In starts.no a/Mt 
sust•inlng NC:ent grasuoots 

.. 
UJl)c,un l.1hrv.J)', 2011 

n.,,.,o-,J,,,;M'6/Jkfu11. I'>!>~ 
lk\•M,111 t .(lnlJ'in) 

l'lw>r•'t111rb ~· lbhU Raib1' 
l~U'lll'lc•1·of{1,aJ,.,wil'n'IC'l-t"'-

political move.mlff'lts and 

protests.. How do you '" lhe 
continued ,elevai,cy of artists" 
books and zincs to commur.1ty 
bulkhng. P011Ucel actMty end 
doctJmentetion In the age of 
\hit lntemet'i' How etin the 

81doun Ub<ary provJde access 
to ■ transn.■tlonal space for 

o,venlt"lng or communk::atlon 
In• Joie slmllaf to Y01JTuba 

■net F•eebook? 

This ls a dlfflcult question
because artists' books and zines also 
have a recuperative effect In terms 
of revolutionary Potentiality. In •open• 
societies (which are pretty much the 
only socJetJes which would extend 
Invitations to the library), culture is 
by and large counterrevolutionary, 
as it replaces revolutionary ambition 
with the ambition to produce t1>rtlsls1 

books and zines about reYolutlonary 
ambition. The commodity object 
satisfies even as it attempts to agitate. 
This Is why the Ubrary is not a c:ollec& 
Uon of cool stuff. U's a collection of 
dollar books. In this sense one might 
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take issue with artists' books ha11ing 
a continued relevancy. On the other 
hand, you have people in post· 
revolutionary Egypt taking on endless 
projects- journals., zines.. exhibitions. 
initiatives, talks, talks, talks-which 
are absolutely crucial. 

How do the pop•up 
LibrariH conned to the d~· 
tog~, that are Initiated by 
Bidoun ma,gazlno o.-other 

Bldoun edueallonal and 
curatorial Pfoiects? 

They may not connect. We 
made an tssue dedicated to the 
library, and the magazine continues 
to share its ethos both 1n terms 
of text-collage and a politics of 
representation. 

What l:s unique to Mlddte 
Eastern ditspo,a ~unit.es 
comll)ared to other dlasporu? 

How dolts 8idoun f'Hi)Ond 
to thls? How doe$ the Ub,ary 

and 81':hiYII 1ngago with 
IM pos:t-colonlal eu11u,al and 

Polllk--111 d•velc,pment or 
Middlo Eastotn dlan,oru? 
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The library, I think, is going to 
really focus on diaspora printing in 
our next iteration in Sweden-which 
has a very rich history of immigration 
from the Middle East and elsewhere. 
The core members of Bidoun are 
all Iranians who, for various reasons, 
had to relocate ln the 1980s-my 
own father Is a politic.al exile in the 
U.S. who drives a bus and self· 
publishes books of short stories in 
Farsi- so I have been wanting to 
really tovc:h on this subject for a while 
now. It Is really heartbreaking to 
publish In your own language outside 
of your country, and then on the other 
side of the coin, you have these 
advocates in exile whose activities 
are often grotesquely out of touch. 
It's a completely unwritten hi.story. 
The word "pathetic• used to have a 
broader, less offensive connotation 
- I would use It here.. 

What do Vol.I envision In 
regatm to the futuna of Bidoun 

Library? wm the,e always be 
a nee-d to advocate fo, and to 

1' 
J\,J.un l..ll,nin, 101 I 
~ .\",1.l'IINI Onkr. WIU 

1.mii.,i:,u'4.ITl~)l•f 

lilt ~,rC"mlllC' G1llrn 

archive contemporary Middle 
Eastern culture as separate 

from int♦rnation11 
OOf\temporary cutture? 

I think it's clear we are not 
trying to advocate for anybody or 
claim Middle Eastern culture is dis• 
tinct from international contempo· 
rary culture-even if we do and it is. 
In regards to the future. with each 
iteration of the library, we produce 
new books made completely out of 
text and images culled from the col· 
lection. So far, we have made six 
of these and we would like to make 
more. We would like to do reslden· 
cies inside of state and corporate 
archl11e:s in the region for the sole 
purpose of producing new books. 
Imagine Bidoun·s take on the 
archives of the Kuwait 011 Company 
or the Ministry of Information In 
Syria ... 

.. 
fl,.k,unt.Jhrw,·.2011 

1', 99 rn .. iOU'".T•,M,«I Cami .. , 
Ima~ NUm'') ,If 

1)1(-5c'qlc-ntitl('fo,lkn 

.. 
~nl.itinr),2011 

""""' Photograr,h b). 8alMk R.iJhJ> 

1' 
B.Joun Lbtv>, !1111 
F .. J'fUUWl'Ol,,,1%" 

I •uuJ M.-,,"el ~ 
Trn:ac,:<(lllrtn~ Af 

1tKxrpmlllk' Gdm' 
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Politics goes nowhere without movement It is 
not simply an idea, decision, or choice taken at a moment 
but also a transfigurative process that makes and 
occupies space. 

-Randy Martin, Critical Moves: Dance Studies 
in Theory and Politics 

A sledgehammer meets glass, distant shouts, 
sirens, the air thick with tear-gas and smoke, shards 
of glass sparkling on the concrete, smoldering cars, the 
street strewn with objects askew. Bodies running togeth· 
er, bodies forming packs that spread out into lines and 
condense again into tight swarms. Riots often employ 
a familiar set of compositional devices: bodies circulating 
in atypical pathways, the spatial displacement of objects, 
the breaking of brittle surfaces, the burning of combustible 
elements. While one can certainly give an account of 
these moments within a struggle as resulting from 
a particular calculus of social and material forces, what 
can one learn from an inquiry into the riot's formal 
dimension -its shards and ashes, its clamor and mess, 
its inescapable sensuality? 

TI1i, cs"a" c:<aminei; the .. Baull' of the 
Camel." o. street co,;fronrocion between pro--and 
rmtM\ \ubarak forces rh:u took rlacc m C..uro\ plbhrir 
SquJn: ("L1twro11urt Square") on Februor) 2, 2011 
·11,i.s mt'unt~"tl C-Jmcl charge tx"i.!'a.mc a ~patial contes
wtiun of puhric~ll leg1unmq cmu.:t~d on u ct,flwr<:al 
IC',·d. Hy cmbftd)'ing sCH:1,d .1mJgon1-.m \\1thin urban 
space. riot~ such a~ the Bu1tlc of the Camt'I ortcn foll 
prey to the at.....:usatton of dec!trucri\cnes~. a cbirn that 
ovc.Tlooks. the far more <lc.~tructi\."e role. playc..-d b)' (.':Opital 
\\11hin social n::latiorn. on an on~~>ing basis. Rio~ shift 
the p<mer to disrupt urban !o,pnce lrom c;,,p1t;1J ond the 
state to the nofs 4.,.-0llccuvi: body. In thmking through 
the d,•nam1cs and .s1gnifa .. -ance uf the rim as a form of 
:;tTUAAlc, its ~mbod1cd du11cns10n plays u cruc.:rnl role. 
Tbc-acnons of the hod)" add an additional 1~1ycr to the 
t:l>cbng (.1f the riot tho.II cscccds tc:-.tuul ~ign:. such ~ 
chanb :md pos1crs. As ~n embodied !otCl of :1uion~. 
1he practice of Lhe riot produces. il5 own logic and 
pcrmis:;iortl't not only for the rioter but also for urban 
~pact m general. ·n1e corporeal S:truAAk' m:er space 
and lime that cmi:rgcs dunng a nut rcsonate'.'ll with 
ancmpts made b)· chorcognlphers ~"llch as ,\nnn Halpnn 
m experimcni with which movements arc possible m 
a strCcl context. 'Ille prcscnl anolys1!i. oflhe Baute 
of the Camel, and riots more hroadlv, attends to the 
tornml asr,c:1.:1:> ,lr ~tn.Jggle. u dimcnsi\m tha, is often 
O\ t:rlookcd or neglccu.-d. 1\1nung low:irds the bod~ 
und its crudul rarticip,uion 1n lhc clab.lrntion of 3 
J'('lhucal s.iruggle makt·, c\·idcnt a CC'lrfk:lt'Cal comc~ta-
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ticm ofkgitimacy 31 play inlllhriT Square. and riots 
in gcnerol 

Ml description of the lla,~e of 1he Camel ,s 
pieced together from the \;dt'tl footage and intema• 
tl(innl nc\\ s ,ourct.-s uw1lnblc fr\'.1m m;- di-;tant lc,)CUtion 
in Cillifomia, In \\Titing ab<.,ut such u rc:ccnt and 
unprcceJentcU unfolding of C\'entii in ~onh Afrirn 
and the Middle l!a.st, 1 ,1.m ;h\11re that a complex 
politics of rcpre-sentation surrounds uny :Utcmpt to 
name or d<:4">c..-ribe th1.-sc C\'ents. I do nor \\ish 10 genem1e 
a narntti\'C that too quickly explains and contains 
Lhe unccrtJinly of whal has and wiH occur wuhin the 
unfolding crclo of slf'Ugglcs. 

Begmnmg on the January 25. a prorcs1 
en"''nrnnmem against then-presiden1 Uosm Mub.irnk 
1._1ecupicd-lhhrir Square~ n promlm._'111 public s.qu:m; in 
do\\ mown Cairo. 11\'cnts un one particular day during 
Lhc ropul•r uprbing. Wcdnc,day February 2. 2011. 
became known ~ the Battle of the-Camel. A pro• 
Mubar..1k rally co,wened on the morning of February 
2. following n televised announcement the C\'~ning 
prc\'ious. during which i\ \ubnrnk dednrcd 1hat he 
\\Ould nOL run for re-election m the fa_\l in order to 

appease protesters. [ 11 1\ \crccnnrics turcd by the regtmc, 
pa,d 50 F.gypuon pounds (roughly 9 (',;\D) for tho 
day. nnd plainclothes police officers held n rally in 
J ... ehan1.1in Square in \'\:·esrem Cairo. during which t.-amd 
riders and hoNc--Jr.lwn c.Vl!> partllk-d in circk~ nmund 
the ,quare. Around noon, 1he .\\ubarak ,upportcrs 
mO\'<:d from the \, 1,,•s-t of the city to central Caire\ 

approaching "lahrir Square. Gathering around the 
Egyptian ,\tuseum and pushing 1hrough the army 
tanks that blocked the street leading into the square, 
pro-government forces mounted on camels and horses 
besieged the anti-.\\ubarak protesters. Carr)ring clubs., 
rods, sticks and staffs, they burst into 'lahrir Square 
and pro\·oked bloody confrontations as they rode 
directly imo the encampment. Gunfire accompanied 
the arri,·al of the camel entourage, possibly the anny 
firing upwards in order to disperse protcslCrs. The 
anti•,\ \ubarak demonstrators pushed back against the 
incursions inm the square, causing the mercenaries 
to flee. The violence continued into the C\'Cning, as 
pro-,\ lubsrnk fore-es threw rocks and h~mcrruidc bomb< 
from 1he Qasr al~Nil Bridge lcadJng into the square. 

In \'idco footage of this <lnr1imc Bartle (lf 
the Comcl~ it is apparent thilt I.he mounted joust gen• 
crn1cd n complex set of movcmen1 dynamics m the 
square. Groups of golloping camels cul channeh 
lhrough the dense crowd. A constant barrag\! of vnriOO 
s17,ed rocks: flew hke confcm in lhc air above the hecids 
of 1hosc running on 1hi: ground. Huge swaths of the 
i-quarc began to dash as if fleeing :m encroaching 
m1turol d1~astc:r~ gi:nem1ing gap:;, that the pro--.,'vluba.rak 
contingtnl filkd. The line bct,\~e_n the two side\ slid 
uroum.l 1hc traffic circle at the ctntrc ('>f the square~ n:
ealbng oprosing footb:dl teams negotiating the position 
of 1hc line bcrween them during each pla)'. Both 
pro- and anti-,\ \ubaruk dcmon."itn.nors \\.Ore plain 
clothes. muking the sides visually indistinguishable to 
ou(s1de obscn·ers. In waves of acceleri.uion and 
dccc:lcrutioo, space became <.wcrturned, claimed and 
filled. In the unack of 1he squore, 1hc 01mel riders did 
not ha\'c: a specific 1erritorial ob1cct..i1,,·c beyond 
heading into the crowd and busting II up. Tht: space 
or the square hecamc ubstr..1c1cd from itS c,pcc_1fic 
functions 3.Ild qualitic, <luring the attack and defense 
of positions in space. 

~lllc mo\'cmcnt dynamics rc.fkt:tcd a spatial 
;oust for political k·girimacy. ~l11e aggregation of bodi~ 
in the square had no abst:r:Jct relation to tht" ouster of 
the president. The form uf the struggle decoupled from 
its supposed ends. The squore became an arena to enac1 
a power pluy in which the position of bodies pcrjormtJ 
the struggle for control. Despite the abstracuon of 
political leg,umacy into sp:.-1ce, bodies m the square 
could not cscnpc the m:ucrialit)· of the \'ioh:ncc-thc~ 
suffered bcat1n1r>, injuries co the head and dl-ath.s. 
Amidst the \~Vcs ofback•and•forth violence, the 
struggle for 'Space mediated the si-rugglc for control 
of the countr>'· The upri:;ing in Egypt succeeded in 
gcncruting a mass dcleg1tim3tion of n rt.-gime thot had 
pre\'iously organized social relations. Lhe pnx.-css of 
which conunucs to unfold with uncertmnty. 

Riots urc churnctcri1.cd by an intensity that 
docs not Inst One must c."Oni,idcr the momC'nt after 
the riot when everything is a mess. lhe city named into 

a ruin of itself. Various opponents characterize 
these messes as trashing the city, or selfish and self
sabotaging dcstructin~nc.-ss. In response 10 this discourse 
on destructh·eness, one must remember that capital 
plays an overwhelmingly <ll·strnctivc role in social 
relations and urban space. Cities remain constantly 
in a process of making and unmaking, as buildings 
become 1orn down, burned, and rebuih. Construction 
sites, city block-sized pils of gra\'cl, stalled building 
projects, and disim'estment in huge sections of a 
city all rellecc lhe constant state of undoing that 
characterizes urban space within capitalism. The 
characterization of riots as social unrest assumes thal 
the city w,1.S :u r<.~t in u pc!:.lccful ~tutc ,,r whole!ne!S1) 
prior Ill the inlcrruption by the riot. Rio, ... 11lumin:,m: 
1hc contingc:ncy of usc~,·aluc, Th~ s~Jf.v.1louri2ing 
mo\'cments of copiml supersede any commitment or 
inu:rc~t to preserve useful spaces. \Xr'n..""5.ting this power 
from capital-albeit largclr temporarily-riots work 
to shift who mnkt.--s decisions about the undoing of 
urban space. 

The quesuon of whether lhe mc:-.c: created 
b\' 1he riot will n:ma.in the: nc:xl d:w ur wurkcrs. will 
ciracc ns traces res.rs upon the con;plex dn1ll,,,"'C 1-1f legiti
macy. In rc!sf'(mdmg to the rc,cnt c\·cnts in Egypt, 
Sl,woj Zi7.ck dc~cribl.'d the ability of the ~truggle 10 

Jclegitimizc 1hc ~\ubaruk regime: 
n·c u/1 k11on1 lhc tlassii: 1C<IIC from rurtoom. 

thf! cat n."O.c/u:s a prccipi« bm goes on '"'lkmg, ignormg 
rhcfac, rhm rhcrr is 110 grvmul 1mdcr ifs/eel; ii 11ur1s lo 
Jail 011/J· u•heu it looks Joum w1d nollces U1t· ab_\•ss.1f'l,e11 
u loses Us am/tori,)~ 1ltc regime is ltkc u tdt uOO'tle the 
pn.v;1p1cc; m order 10 Ja/1. u 011/y lias to be rtmmded to 
/wk d=11 ... f2) 

21~ck\~ 1;1;1r1oon mcwphor suggests that prior 
ma lo~\ of authority, the cat walked on ,olid grounJ 
A more apt charJctcri,rntmn or political p0\\Cr would 
h:l\'C the cat continuow.ly walkmg on an nbsem prct..,
picc _ If u were 10 fall. it would onlr be to land on 
another absent ground. As powt:-r hn..;;, n nodal clutract~r, 
it is without centre or head, u thicket of limhs thal llo 
nor connect back to o. central body. From th.is \.11nt0ge 
point. Mubarak sronds in for a set of social relations 
and ordering mec:hnnisms thal ultimately have little to 
do with him. \'\111ilc the specificity of what made the 
occupation polmcally declS1,·e remains unclear and 
ambiguous, one '-'tlnnot abstract the dc.legium:uion 
of the regime from the embodied cin:."\Jmstanccs of 
occupation and rioung. A !>-cl\St' i1f what is possible 
and permissible bccom~ (.··(.mtinuou~l}1 enacted \\1thin 

a drcumsunce of struggle. A hopeful reading 
would point to the: ferocity with which Egyptians 
p<rfonned these s11Uggles-lheir corporeol confidence 
and couruge-that forced the cm to glance down. 
The decision to fo.ce death performed by the self
immolauons in Tun1sin spread like o wildfin: of 
fenrk-ssn1.-s.s. 
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A less hopeful analysis would 5pcculatc tha1 
those in power realized 1hat 1hey could conlrol the 
situation more efficiently by lcning the people han;:, 
their square while orchestrating a military hand o\·er. 
\'('hether this moment in\'oh'Cs a regrouping or the 
existing relations or their successful in1erruption 
remains uncertain. If one reads Karl fo. \an: as ad\'ocating 
a delegitimation of lhc social world, an apo-caJypse 
of existing relations, winning may pro\'C rn be the 
hardest and most frightening parr. 

\Xlidcning the scope of inquiry beyond lhe 
Baulc of 1he Camel, how can one understand the 
relation between riots and politics?Thc rio1 as a social 
form Cilll s"ing many direction.;. Some rim"i annoum.:c 
lhcmsd\'es as .. polit.ic..'31" riots. bunting forth from 
n protc:M as the rowdy faction of o poliricnl mnb1l.iz.'lUOn. 
Other no1s. such us sports ri01s nnd shopping mall 
stampedes, often do nm han! any explicit poliucaI 
t."Ontcm mobil17.mg them. Docs one need to d1sungmsh 
bet\\CCO 3 J'K)liucnl nol and u non•pohtJcal not. or 
leftist and righ1ist modaliue~ of rioting? 

In exploring 1h..:-presence or abscm."C of 
political ambirion in rio~. I juxtapo~e two examples 
of rowdy beha\·iour wilh amb1guou~ rolitical content: 
unrest in contcmpornryTunisian ~~c.r arc~, and 
the riot following the Canuck~ luss in the SLanlt:.)' Cup 
final game in Vancouver this )'car. In a rcCC.nl lecture 
on lh..:-T\misian f'C\'Olution. Sabra \1'~bbe-r argued that 
soccer pla\lcd 3 key role in fornenting the popular 
movement thal oust,·<l the regime. (31 She noted chat 
soccer arenas functioned as one or the onJy public 
domains in which ,rowds openly chanted sJogans 
dcnounl"lng the former presidem Zine al-Abidm!! 
Ben Ali. Wehbcr noted, "As for back as 2005. dissatis
faction with the Ben Ali n:g1me boiled to the surface 
a1 soccer matche~. Fan~ shouted nnu-llen Ali slogan~ 
during the 1\Jni.sfa Cup linal th::i.t year nnd msu1tcd 
the Tunisian leader's son. forcing him to lca\-e the march 
prematurely.'" (4] In !ht Tunisian example. football 
hooHganism was complicit with what became a populur 
political upnsmg. 

One con comrast the role of sports fans in 

the anti•lkn Ali struggle with the r101 that erupted m 
Vancou\"et' followht,g the Stanley Cup final game thjs 
>·ear. After the Canucks' 4 - 0 loss to the Boston Bruins 
on June 15. the crowds leaving the ~rame erupted 
into a riot which lasted for approximntcly four hours. 
Cro\','ds hurled botdl-s and trash al large tclcvi~ion 
screens and the police. During the unrest~ rioters set 
SC\'Cntt..>-cn cars-including tWl'> police cars-on fire. 
broke the windows of dozens of stores, and loolcd 
merchandise. Scndmg in riot squads and officers 
mounted on horsc.s. pohce arrested O\"cr one hundred 
people during the C\'C'nts. nnd u~t..-d tear gas and fla~h• 
bang grenades designed to di'-oncm the crowd With 

smoke nnd n "'bang'' )Ound. In u press conference lhe 
follO\, mg Jay. Vancouver Policr Constable. Jim Chu 

blamed the riots on a small group of"anarchists and 
thugs" who came to the game prepared 10 hijack the 
crowd's energy. [5] .\'azional PoJI columnist Brian 
Hutchinson counters this narroti\'C, claiming that 
thousands of people participaled acti\'ely in the rior 
or encouraged the mayhem from the sidelines. [6) 
A motley group of"gardcn•varicty youths"' comprised 
the 117 people arrested~ not simply a small group of 
anarchist-types with a criminal record. (7) A letter to 
the .\'ationa/ Post editor reports that early in the first 
period of the game, one could hear groups chanting 
"Let's Go Riot," suggesting that the game's attendees 
had an interest in raucous behaviour regardless of 
the gnme's oulcomc. IS] 

The p<'liticnl content or the rim remains 
ambi1,'Uou:i.· dO<."S identification with the O:mucb stand 
in for a set of solidnntics 11mongs1 disgruntled 
Vancou\'crue:s in the midst of nn economic crisis :::t.nJ 
an accompan)~ng high uncmrloymcnt r::uc. or docs 
11 obs<.·ure l.hese polnical interests in la\~~ur of ol sense 
of belonb'lng and rnumph l.'3~1cr to ach1e\·c on I.he 
hockey rink than in class srn.iggle? Given the ch3ntmg 
earl~· 1n the tirs1 pcriod1 the riot:i. decoupled from the 
outt.-om~ of the game, indicating 11 Jes ire to riot that 
moved bei-ond nny n.'>p<m,c tn the Stanley Cup. Unlike 
the ~Jllnisian ~'ICCCr crowds that morphed into II fC\'t,lu

llonaf)' ousrcr of the president. the Canucks riot did 
not extend into a mass social mO\'l'mcnL One could 
interpret the riot as a pscudo-natinnoJi~tic idcnt1fi
c.uion obscurmg cfasscd nnd rociolizcd social relations, 
or the coding of these tcnsmns into the Canucks as 
an empty s1grnher. In euht:r cas-c, a dm1ncuon bclwf..--cn 
fl'Clitical a.nd non-Jl()litical riot.:, obscures the ambiguit) 
of what occur~ in the~e. ex.ample$. 

A method of interprcung or rcadmg 
-,truggk-s may help h) addrcs.s tl1~ ambiguity of ri01s 
Political philosoph•r George CaRi:ni>_is proposes such 
a method by rcudiog C\'COts a!) struggle: c,·cn when 
they may not tmnouncc or underst3nd themsch~ 0s 
such. In discussirl.£E what he terms ·'strugglt: literacy." 
he argues that one mus1 approach struggles m light of 
what they do not rc\·cnl nboul Lhcmsch,~: •·S1ruggk~ 
cannot be taken at ·focc \'Uluc' for two reasons: (n) 
their sclf-defimtion 15 often (either dehberntcly or 
uncon~ciously) mistaken; (b) an enormous amoum 
of struggle is not identified as S[ruggle at all (e.~., in 
hou~\\Ork, on Lhc srrccts, in schools, in factories and 
offices)." [91 One musi read u riot as wdl a~ pariicipa1e 
in it. as thoi,;C' in\'oln·d may not r<.-cogni7..c the palitical 
content of thc:ir riot as they mO\'C wilhin it For 
CafTc:ntzis.. class struggle pcn·adcs C\'Ct)' facet of life: 
.. It is the ·dnrk maucr' of social life that accounts for 
the fact that not oU goes well for the rulinj? classes 
e\'cn when there are ne1cher formal strikes, nor rebel
lions nor re,·olts." ( l OJ Jr one accepts this concepnon 
of class srruggle os gomg on connnuously, en::n when 
itS fonl\) appear too infinit~imal or im;siblc to rccog-
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nize, one would dispense with any distinction between 
a political and a non-political riot, and instead, read 
what is habi1ually considcn.·d a non-political rim as 
keeping its politics strategically coYcrt. 

As a mode of politic-J.I Mrugglc whose content 
one can understand and interpret through reading, 
riots punctuate a particular struggle-or, in a broader 
sense, embody the antagonisms that pervade social 
relations. I nirn no,..,· to the specific form of the riot 
and the ~lations it gcncrJ.tcs between bodies and spaces, 
As opposed to the occupation or street barricade that 
contest modes of circulation and structures of penne
ability wi1hin the buih environment, the riot tra\·cls 
thmugh space-in a mo,·ing assemblage of bf>dics and 
t,bicc.:1.q. that im~rfucc\ \\ith u tcmun, lca"iag lnlt.""C"S of 
H!. J')fCSencc upon the ~pace itself. 

The riot cnltlifs a sci of corpon."31 mancu,-ers 
thut act upon the cnr and also upon the bod1t..~ th:::u 
excn thcin 8)' physicaUy engng111g wilh the bodies of 
{'lthers and the conlours or the C"lly, the nor n.-c1proc,:ally 
r,ushc~ back and moulds the hod~ of the no1.cr One 
do,cs not know whal it feels like to walk in 1hc middle 
of 1hc \treCI ,,ith a large-mas.:i, of people until one d(X:.l) 
u. f'hc ph~1~icali1y of 1hc riot reshtlpt.'S tin undc~tnnding 
uf wh.nt 1$ p<.1'-isibli.: \\;thin -.,ocial rdationc;. ·inc city 
pushC'\ bu1,.:k.. and praxi-; n!\"l'f'S,e'> 1L, dircnion. doubling 
hac:k tc.') 1:hanp.c those: eng,1gc<l in ,l ~trugglc. '11,e rim 
genemte-~ a m.1~ t)r r.:rowd•bodr~ cnn·loping or 
drowmr,,t md1\1duul hodk-s into on amoebic. collecu,·e 
corporeality. Bodil'"!'-run, throw. t."(mtlc:nsc nnU ~,\arm 
10 11 muh1plic1ty irreducible 10 particular or d1'"tcrete 
suh1ccb. ln a not. the b<,dy i.""(.1n\'crgc:s with .a habm.1~ 
1.hm disco\·er, n-., logic. capabihlic::, and con1ours as i1 
m,wcs thn.,ugh )J'JCc. 

rtnc cn\lc~u,·cly gcncr.uecJ hc.ldy of the rim 
interface, with wirnc,,cs. ~pccrnton. and enemies. 
Th~ pn-scm:c of these hgurcs rai~c~ 1hc l.JUt..'!illon uf 
inlcrprctation during tht lffil1led.iatc circumManccs 
of the riot ln nn clTorl to 1woiJ Lhc anxiety of thi, 
hermeneutic qu~tion, those im·oh"ed in protests l)r 
Jemonstr.mons associated with a rml often use lligna_ge 
10 cont.au"\ ond cxplam tJu:msctv<...os. \'\l1thou1 posters, 
banners,., plnco.rds or flyers to explain whot the bod.it.'$ 
mc~,n, one sc~ groups or people, perhaps clumped 
together. perhaps mi.wing in a formation. These 
corpor'l:al rom1a1ions do not bear uny particular rcfo. 
re.nee in thcmsch·c-s to a political rum or content. 
The sib'l"\S must Jo th.is: work, turning people wn.lking 
around n building or n circle of people holding hond"' 
into a poh1ica1 struggle. Yet. the bodies arc m no way 
mc1denml or c.xpenduble4 An acoo1, with too (ew bodies. 
11 s1t'U:mon m which lhc posters oumumber the pcoplc1 
falls short, l!lck..~ force and becomes W1 embarr.assmcnt 
A :ilnlgg_lc produces two texts simultaneous!~·-Lhc 
language provided hy the signnge and the movements 
vfbodic--;. Ont: da.l<..""'S no1 rcpresem tht ol.her; the bodi~ 
do no1 act a, 'lign~ rcp~nung the poliucal C\lntcnt. 
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and the signs do not represent the aggregation of 
bodies. Riots often entail a double coding, literal signs 
and disposition of people in space as a signifying 
structure. 

One must look beyond rallying around 
a t<·xtual signifier to the signification or rallying, to 
the meaning produced by collccti,·c bodies, by social 
movcmems as such. In interpreting the riot, one mus1 
ask lhc basic question of dance analysis: what arc the 
bodies doing? Between I.he texts dropped on banners, 
and the official statements made in response to a 
struggle against an employer, a city official, or another 
rcprcscntatfrc of the ruling class, a volley of corporeal 
ge:mres ~ pint.~. Polit"C may enter the scene~ mming 
in fonn:uion, hurling gas. flnn_g huller~. E~1,cci1Jlly in 
th~ case of the Bmllc of the Camel und the Vnncou,·cr 
riot, the boches bl.'"l.--amc a pnmary means of communi
cauon o.s very few participants in 1hesc instances held 
placards or signs_ ~tn1s corporeal register not only 
funcuons ns a s,gn1fy1ng stnicn1re, but 1t also becomes 
a key domain in which lhe struggle ..icc:urs.11,is volley 
nnd cxdrn.ngc of mo,-cs become,c;, J. struggle: for the 
-spatio1c:mpoml position nf hodi~: whc, can cin:ulau: 
where, and for how long? 

'l"hc d;mcc gcncrmed by Lhi~ "i-trugglc for 
~pace and lime ,,;thin the immanent condiuons tJf the 
U<."'1.ion il54.•lf dt'.'monsrrnt~ a plar of antagonisms one 
'Jtc:p removed from the :i.pecific content of a given 
demonsrrn1.ion-workmg conditions, unwaged lnbour. 
or ruitioo hikes, for inslance. As o. 11C\.--Cssary Jctour 
a"•ay from these politic.al ends. a contCi-tation ofkgiti
maq· medimes beiween the content of a struggle und 
1.hc corporeaJJ.1~· of its articulatK'>n. ln reading the bodic:i. 
im·uh·cd 111 a :struggle .. one can t,bscrvc the action and 
its rcprt.-ssion us a complc~ jous1 for kg.i11macy, plnycd 
out on a corporc-'.1.l lcvcl, as the Battle of the Camel 
excmplifi1..--s. 

A riot op-cr.nes on tlitfercnt registers simul
taneously. the collecth-c n~gatjon of bodies. 
a strategic m:ncriol task. n.nd on intervt:ntion into a. 
broader ~cheme of mediation aad power. t'\s I.he: form 
of a riot exceeds direct mtcr\'cnuon and generates n 
collccu,·c pcrforrnan~ with ;m abstract or symbolic 
connection to its politic::il content, its analysis must 
move beyond a m~ucrial cnkulution (If its 5-Uccess or 
failure. \'(.'hilc certain struggle::-. ma) cmphaucally 
prnfes5, their goaJi::-in recent mcmor}\ the dcfcn,,;;e 
of coUcctivc ball!'aining, the roll buck of tuition hikes, 
or the sclf-abolirion of 1hc working class-these 
rcmuin distanced from the partkulo.r site o( struggle 
or prJxis. A broad set of prOCl.-S.Sl..""S intcr\'cncs between 
the moment of sLrugglc ond the professed goal. 
One muSI ccms1dcr the s1gnif1cunce of a. i,;truggle m 
a fmme wider than whether or not 11 achic:,·cd the 
proft..·sscd ends'. did we or did we not roll back th(!" 
tuition hike? Did we or did we nOI aboli~h ourscln:~ 
a!,, workers ,,r tt~ '"--omen? r-r"m .a broader pcr!>pcctivc, 

the significance of a particular moment of action 
emerges from the sc.~ond-order struggle O\'Cr legiti
macy playc-d out amongst bodies in space. 

The riot presents a form of struggle that 
collapSl-S the distam..-c between the struggle 0Yer 
a particular content and the srruggle o,·er legitimacy. 
The riot generalizes struggle in whate\'er dir<.-etion, 
engaging with wha1e,·cr it encounters as it moves 
through space: not Lhis particular window or car, but 
whatever window, whatcYcr car. One must attend to 
the participation of the body in the choreography 
of the riot and the temporality of its storm and stress. 
Groups congregate in the wrong space, displacing 
objccts.1 smashing ccrlrun Lltings, explocling olhcrs. 
Police functtonari~ rome from in"iidc: nnd out to grab. 
1ug and control lhc cin.."Ulation of bodies. Riots in their 
:spatinl and temporal mancu\'ers within urban space 
perform the struggle for leguun::ic~•. As power operates 
m the usscmblugcs of nod4.-S that collcclJ\'cly pruduc.sc 
social relations. the dance ol the n(lt im·oh-es each bod) 

wiln~:i.mg .un<l t:nuc1ing t1 ~cnsc ()f what 1s permissible 
and p()!iiSibk within the: dur.1tinn of the ilt:tion 
A ~crugglc's aspirations for pcrfonnali\'hy (a1 t.hcorizcd 
by philosopher J. L. Austin, pe:rfurmativ1ty is thr power 
10 act in the world) reM upon the ~1bility of bod)" 

10 pcrfom\ and con1cst the rcgim~ of kgitimnc)' that 
back any particular circumstance of cxploitnt.ion 
nnd domination 

w~hat would it mean to view forms. of 
:struggle in 1hese terms, framed not by a specific 
pohticaJ content. goal or c:nd:,. hut 01s. a second-order 
struggle o\·cr lcgiumacy? One would not took for an 
external roliti,111 go.,I such"' ~,e rcmo\'ol of Mubamk 
from office, but 31 the mo,•cmcot ofbodil"S within thc:
drnumics of an u.ction. R:uhcr Lhan connecting ri"iing 
food prices ar the tnphng of uni'"c:rsity tuition to 
smashing a plate of glass, populating and holding 
o. space, or overturning o cor nt mndom ,n the street, 
the analysis turns to these mow:mcntS. the tasks p..:rfor
med bj the body understood as a danced St.--quencc 
of movements. 

In connecung nolS and works of dunce, 
one can turn to choreogmphcn,. whose compos1t1oru1I 
impulse rcson3tc:,. with the action of rioting, ~Ille 
rioter r~scmbles .a dam.-er performing a task-based 
chorcographr such al> Anna Halprin\ Paruduu,rd 
Change,s {1965), in which dancer:. mo"i: objects 
dccisi\'cly around the stage ond tear up rolls of butcher 
paper to no specific end. One could \'iCw the riot a~ 
Hm1Jcs and Chanx,•.J trnnsposcd into life, without 1he 
frammg or con1extuW.iz.3tion of the event ns art. l {alpnn 
often explored the cny .is a choreographic site or 
play: "\\:'hat we were really trymg IO build up to was 
a dance throughou1 the whole cny," (11] In her work. 
,jmomob,lc h'tv:m (1968), her dimcc.rs used cars 
parked on the s.trect a~ an em-ironment for mm·cmcnt. 
nkin to the riOler•s in1crfacc with car:i.. \X'hik 

Halprin understood her work as 1ramforma1ional 
choreogruphy without an explicit political content 
or ambition, she and her dancers found themselves 
interfacing with the police: "This became a political 
issue bcc.ausc we found oursch"es getting arrested 
o,·er and O\'er again. h became a political issue 
regarding the right of using the street territory. \\:/hen 
were we obs1ructing the peace? \X'e were beha\'ing in 
a way people \vere unfamiliar with and people would 
get irritated about it." ( 12] 1llis description could 
easily describe a riot as much as one or Halprin's 
danccs.1llc resonance between Halprin's dam,-cs 
and riotous actions indicates tha1 a dance occurs 
during the riot regardless of the: arrival of any 
octivist m11rchin~ hands. th~ s1.rcc1 1hca1re troupe$. 
or art ~b such. 

In this im·estigation of the form of struSl?lc. 
corporc3l movements mechate between a specific 
poliucal content and the contc-suumn ofkgiumucy 
\\ithm 1he 1mmanenr conditions or nn ocnon. Rather 
than dc!,i&-nu1ing cc:rtam riols U) poli1kal or non• 
political, one c:m read the political content into any 
instance of t,ln.lggle. Anending to L11c opcrmions tha1 
l."tkc place :it the lt\"cl t,f hodi~ and groups hdps ll'I 
undcrsumd how o;trugglcs emerge and what chey 
achit\'c .... ,nc popular uprio1;ing in Egyp1 successfully 
ousted Mubarak from office. but mass protests and 
days of action ha\'C conuoued through the spring and 
summer againsl the failure of the military government 
10 li1·e up 10 the polio,111 hopes inspired by ll1e year's 
carln:r c\'cnts. A reoccupation oITahrir Square hcgan 
on July 8, although armed forces forcibly ended the 
si1-1n on AuguM I "\X'inning" th< rc,·olut.ion in 
February sooa meant a USUrp'Jtion of 5tate power by 
1he Supreme Council of ArmcJ Force.,;, a military 
jun1a far from utopian. If utopia or communi!m cll.n 
be thought not as a concret~ set of socio-in.ithu1ional 
relations but as :.1 p~s, one mw,t not ask if a partic• 
ular struggle finished in victory or defeat mil how to 
S\\ ing the unfolchng cirr...-umsmn\..""CS in an cmandpmory 
d1rcc1ion. t'\s J\ tan called for 1hc descent from the 
sphere of exchange to 1hat of producuon, one must 
make the dCM.-Cnl from the exchange of1a<:L1<.-al gestures 
to their corporeal production, which is to say, to dance. 

FUSE 
/MCKEON 

fl II NIM H1tr,tn 
and R.acbd l<Ji1tl-. 
Mm:vvT...,,d/..J.· 
hf'll~fl/ 
~Jbl.-..1/J,;,.,o 
(MlddkUJlkfl, CT 

Wfflc,-an Unl\'Cfflt)' 
~19'1S),ll 

33 



COLUMN 

34 

ANY 

Joseph Banh 

FUSE 
34-4/EGYPT 

-

• 

A SNAPSHOT 
FROM CAIRO 

JOMph Banh• 
a Canadian ,u1W1111 
a:,nwtAt,t,¥1~ 

artl~t and wr,:er 
o.,rrently boJOd "' 
CairQ.EgypLHet! 
lntet#ted m tno 
d,,,.,.,-.aafglobll 
cultural flows n 
eaptflSe(ltr'lrOi.19!-i 
conteml)Ofa,y 
C'-lltut,d ptOduet,on. 

.. 
CliruJu> Cu~lt>l:IJ IAI 

Ek\.""'-'"ITnm,£,J·p,Rtttor...,2011 
.\h11-"1Ql rn(mnancc
('..(lmm.1~1'1Cd ff.'lf' 1he: 

opcnuq. .la~ "' the o:.h1t1111an 
a..~<'ffi~ lhrb l"'HI'~ -Ar, 

CH llllntnoon" "'wbht>r 
lmllSC',u1mn)otlnrbl"I~ 

As the revolution continues to unfold here in Egypt, it is 
clear that any celebratory posturing is premature, if not entirely 
delusional. However, recent events have undoubtedly created 
a rupture in the social, cultural and political landscape whereby, 
for the first time in decades, previously suppressed debates and 
discussions about issues of public concern are happening in local 
ahwas (coffee houses), work places, online, in the streets and 
in public squares. The revolution has, at least for the moment, 
destabilized the state's ability to control public discourse and 
the circulation of ideas. 

A striking aspect of the Egyptian revolution is the frenzy 
of creative response and accelerated cultural production that 
has gripped Cairo and other parts of the country. The creativity 
and sense of urgency expressed in the streets continue on as 
competing groups give voice to their visions for the country's 
future. However, the question remains what legacy the revolution 
will have on the country's cultural organizations, artists and 
art production. 

Egypt's cultural scene has been dominated and officially 
administered by the Ministry of Culture, which acts as both patron 
and censor, since it was established in 1952 following Gama I 
Abdel Nasser's military coup and rise to power. Matters of taste, 
aesthetics, and what constitutes appropriate art and culture for 
the public (and, therefore, what would be funded or exhibited 
publicly) have been tightly controlled by the state. Despite this, 
a number of independent arts organizations have been gradually 
established outside of the purview of the Ministry of Culture, 
including Cairo's Darb 1718 Contemporary Art and Culture Center; 
the Contemporary Image Collective (CIC); and the Townhouse 
Gallery. 

Such spaces play a significant role in the advancement 
of contemporary art and cultural praxis by making space available 
for local artists to produce work, and by reframing the interlock· 
ing discourses of art, culture and politics beyond the control of 
the state. Independent art organizations also serve as a much· 
needed supplement to an (art) education system that has been 
neglected by the state, and is, therefore, out of sync with current 
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issues and ideas that 
circulate in academe 
and the international art 
community. 

However peripheral 
independent art organiza· 
!ions may be to the state· 
run cultural system, they 
have, nonetheless, been 
on the radar of state secu-
rity, making them repeated 
subjects of state censorship 
and coercion. To varying 
degrees, this has been 
the experience of all of the 
independent art organiza-
tions presented below. 
Notably, since the events 
that began on January 25, 
2011, reports of state 
censorship have diminished, 
but it is uncertain how 
long this will be the case. 
This state of uncertainty 
is part and parcel of an 
unfinished revolution, but it 
seems that for now, actors 
in Cairo's cultural field 
intend to continue their 
work undeterred. 

In July of this year, 
I interviewed three of calro's 
cultural insiders to get their 
take on how recent events 
might impact Egypt's artists, 
cultural production and the 
respective organizations 
that they operate. Their 
insight into pre- and post· 
revolutionary C8iro and 
what lies ahead is a result 
of their deep engagement 
with the city's art and cul· 
tural scene. In conversation 
with Moataz Nasreldin, artist, 
activist and founder of 
Darb 1718; Mia Jankowicz, 
artistic director at Contem· 
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porary Image Collective 
(CIC); and William Wells, 
founder and director of the 
Townhouse Gallery, we get 
a sense of the operational 
realities of working as inde· 
pendent arts organizations 
in Cairo, areas of common 
concern, and a glimpse of 
how they will move forward 
in the days to come. 

Darb 1718 Contemporary 
Art and Culture Center 

Darb 1718 was founded 
by Egyptian visual artist and cultural 
activist Moata.r. NaSfeldin In resp0nse 
to• need for additional art spaces 
to serve Cairo's artistic community. 
Situated among the historic commu· 
nlties of Old Cairo, south of the city's 
downtown core and east of the NIie, 
Darb 1718 is a mutti~use facility 
consfstlng of a main exhibition space. 
rooftop and garden performance and 
screenTng spaces, two theatres for 
dance and musical performances, 
and work.shop spaces. 

Darb 1718 operates 
primarily as a collective. Eschewing 
the practice of promoting lndivid· 
ual artists, Darb 1718 typically 
mounts group shows, bringing artists 
together around• core theme or 
curatorlal premise. Exhibitions are 
either curated In-house via an open 
call, or by vis!Ung curators. like 
many of Egypt's other Independent 
ert space$, it operates In counter-
Point to the controlled and closed 
system of the state-sanctioned 
cultural Institutions and •official• 
art world. Thus, Derb 1718 strfves to 
continually keep .spaces of free 
expression and exploration open 
to arready established as well as 
up-and-coming artists. 

Nasreldln, however, ls 
quick to point out lhat Darb 1718's 
progremming Is ·not Just about 
contemporary art, but about whet· 
ever ls contempcrary-music, perfor-
mance, storytelllng, contemporary 
dance. It's a ehaoee tor young ertlsts 
and performers to ex.press them-
selves.• [1] This openness and 
commitment to broeder contemporary 
cultural Pf&(tice is clearly import.ant 

to Darb 1718's mission-based 
activities because such openness 
also •brings different audiences 
to contemporary art.• 

While one of the core 
activities at Darb 1718 is to act as 
a platform for the presentation of 
contemporary culture, Nasreldin 
pointed out that a strong conceptual 
approach is key to their programming, 
noting that. "The coocept is the most 
important The concept is the star:' 
For this reason, when questioned 
about whether the contemporary art 
scene has noticeably changed since 
the start of the revolution he replied. 
•oarb has always been a place to 
let people say what they wanl to say, 
without llmitatlon or censorship. 
From the beginning, we have targeted 
and talked about political, social and 
economic issues In the country~ 
Exhibitions put on by Darb 1718 have 
explored such issues as the nation· 
wide shortage of bread (a subsidized 
commodity) rn 2008, which resulted 
In long queues for rations and near 
riots, to questions of place and 
ldenUty In relation to the Sahara 
Desert's division of Northern and 
Southom Africa. 

At the time of writing, 
the group exhlbiUon on display was 
entitled MosPft.(O, the name of the 
Infamous state telovlslon building, 
and symbol of the state's Ideological 
oppression of the past 50 years. 
A timely exhibition, lt was a compel· 
Ung multi-media display (multimedia 
installatlons, v,deo, photo-based 
works and paintings) of artists' 
critique-, of slate television program• 
ming and deconstruction of the cul-
turel Icon that is the Maspem building. 

Darb 1718 has never shied 
awa~ from content dealing with 
issues that are often highly relevant 
to the specific spece and time of the 
region. In the context of revolution· 
aty Egypt, Nasreldln slmply, but no 
less meanlngfully, stated, "We 
are continuing on. but feel that the 
'freedom-space' Is expanding. We 
we,e pushing before. trying to push 
things to the edge. Now, you don't 
feel you have to push as herd, or 
worry about the reaction, what people 
wlll say, whether state security 
wlll come to accuse you of anything. 
There is a sense of freedom, bu1 
our work remains the seme." 

In regard to ascribing 
a role to contemPora,y art in these 
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times of upheaval, Nasreldin's 
response was particularly apt. 
•contemporary art's role is to get 
away from traditional issues. Getting 
out of traditional media (oil painting, 
sculpture, &c) is a way of changing 
people's mentality, to teach them 
that they can accept anything else. 
People are used to seeing painting 
and sculpture, but now they can 
see video and installation too-it's 
about acceptance. Part of accep
ting contemporary art is also about 
accepting others generally." As for 
Darb 1718 Contemporary Art and 
Culture Center in tho days to come, 
"'Our role Is slmply to give a chance 
for people to express themselves. 
This is a place where anyone can 
come to express hlm or herself. 
The most Important thing is to keep 
the energy alive.• 

Contemporary Image 
Collect.Ive 

The Contemporary Image 
Collective (CIC), located on the 
fourth floor of a 1940s office block 
in downtown Cairo, was founded by 
a group of artJsts. photographers 
and photojournalists. Frustrated by 
the difficulties they encountered 
across the entire range of the photo
graphic production spe,c;trum (lack 
of space, equipment,. problems with 
digital wo,kflow, printing fa<:Hities 
end the like). the g,oup d~;ded to 
take matters into lheir own hands 
and establish e collective lhat would 
suppert the pursuit of their artistic 
ambitions. These ambitions Included 
establishing the necessary infrutruc· 
ture for photographic production at 
a profes54onal level. Further, they 
aimed to foster an active and critical 
engagement with a public largely 
unfamiliar with photographic repre
sentations outside of the context of 
state-run news media and Its claims 
to photographic objectivity. As Mia 
Jankowicz, CIC artistic director and 
curator, explained, the collective's 
mission has expanded beyond 
professional training (such as photo· 
graphic: workshops), t,ansitioning 
Into a curated space with public pro~ 
gramming split between photography 
and contemporary art. 

Interestingly, from a cura· 
torial vantage point. Jankowic-z noted 
that she was not only interested 

"' LaurKh nijtN of the AJtemMn(' So:,,,, 
~°'-.,,. at CIC. Z0I0 

l"hn1..-.nirh h')·Th,,ma, u.1 .... -c:ll 
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In content. but also how the "shape, 
form and presumptions" of an insti
tution frame what is possible. (2] This 
observation Is particularly pertinent 
In the present context as the revolu
tion, and subsequent destabilization 
of the state, has created a situation 
where the policies and procedures 
of the Ministry of Culture can be 
deconstructed with proposed models 
of governance besed on transparent 
democratic processes, the participa
tion of the culture! community and 
with adequate systems of account
ability In piece. Thus. In regard to the 
revolution's potential impact on 
Egyptian art and culture, Jankowlcz 
noted. "I'm more Interested In how 
this time Is going to affect the art 
scene's Infra.structure. The positives 
•re that young people are taking 
things Into their own hends. and that 
ar1ists cen better explore their 
autonomy. I would like a situation rn 
which Independent ln5titutions can 
support end work with this autono
my, end wlll be trusted by artists In 
doing so. I feel now, more then ever, 
that arts Institutions should take up 
messages from artists and apply 
them to their own operatJon: 

The future trajectory of 
Ceiro's contemp,orary art scene ls, 
for Jankowicz, Inextricably tied 
to the cullural infrastruct\Jre of the 
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country. She insists that in addition 
to rethinking the Ministry of Culture's 
gate-keeping functions, along with 
funding models for arts organizations. 
the issues of censorship end oppres· 
sion by the state security services 
also need to be laid bare. 

Observing that the practice 
of state censorship has temporarily 
lessened, Jankowiez acknowledged 
the importance of free expression, 
but cautioned that while "there have 
been many shows of 'revolutionary' 
artwork from people naturally gettlng 
inspired by these ideas for the first 
tlmo, It Is a mistake to bolievo this 
is the sole way the art scene can 
respond to the revolution. I'm not 
Interested In applying pressure on 
artists to make 'rovolulionary' art. 
That lmplles the only role of art Is to 
push a polltlcal view, or to be puraly 
celebratory or condemnlng, and I 
think this Is• very limiting Idea. It 
elso lmplles the revolutlon Is over, 
wh1eh It Is not" 

As for CIC's r'Ole In the 
davs to come, Jankowki e:iplalned 
that their photoaraphy workshops 
continue to be Import.ant In distribu
ting the tools of production and repre
sentation to those who are llvlng the 
revolution and who wish to document 
il The Importance of critically Inter• 
rogating systems of representation 

and the production of meaning in 
Egypt is perfectly illustrated by CIC's 
recent project. the Alternative 
News Agency (ANA). The ANA project 
brought together artists, citizen 
journalists and photojournalists in 
a series of workshops over four 
months, in response to the 201 0 
Parliamentary Election. The ANA 
culminated in an exhibition and publi
cation of photo stories developed 
over the course of the project 

By integrating educational 
programming with curatorial direction, 
the ANA Is a great example oft as 
Jankowlcz explained, CIC's original 
lntenUon "'to exist as an alternative 
to the state education system.• CIC's 
approach is foregrounded by an un
derstanding that "edueallon projects 
needn't be so didactic. They can be 
spaat5 of collaboration that can work 
across programming and curatorial." 
The comblnatJon of advancing a 
criUcal engagemenl with ideas, and 
CIC's contrlbutlon to the development 
of the hard skills of cultural produc
tion makes It an extremely relevant 
organization In Cairo's contemparary 
cultural scene. 
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Townhouse Gallery 

The Townhouse Gallery 
was founded by wayward Canadian 
William Wells, in response to the 
absence of non-governmental and 
non-commercial art spaces in Cairo. 
Recognizing the need for creative 
spaces free from governmental over· 
sight and commercial pressures, 
the gallery opened in 1998 to a large 
crowd, most of whom attended out of 
curiosity. As Wells noted, once people 
visited Townhouse they started to 
realize its •potential be a space for 
dl.seu.ssJon." (3] But, almost Imme
diately, Townhouse ran afoul of the 
Ministry of Culture and state security 
services that perceived the gallery 
and lt.s owner as a threal Art colle,g&S 
advlsed students not to attend e:ich1· 
bltions, and newspapers rep,orted 
that Townhouse Gallery was injecting 
foreign Ideas and Influence Into 
Egypt De.spite this rather rnauspl
clous start. Townhouse ha.s become 
a widely recognized and respected 
ert spece in the country and 
the MENA (Middle East and North 
Africa) region. 

Community engagement 
and collaboration is a.n integral part 
of Townhouse's activities. Its com
mitment to estabtlshlng standards 
of curatorial and artistic pradice 
that en<:ourage critical thlnklng and 
engagement with contemporary 
Issues hes resulted In a multitude 
of programs and workshops that 
supplement the performances and 
exhibitions staged. In an attempt 
to address the Intense sociat stratifi· 
cation in Egyptian society, the 
programs include workshops with 
working children, refugees, the dis· 
abled and with other marginalized 
groups. An intemational residency 
program was soon added that 
encouraged professional and cultural 
cross·pallination amongst locel end 
foreign artists. Beesuse Townhot.Jse'$ 
activities respond to the different 
but interretated needs of various 
communities, their projecb tend lo 
be rnterdisciptinary In nature, lnte· 
grating aspects of art and educ:ation. 

Recent collaborath1e 
projects such as Tssmeem: Design 
for Life testify to Townhouse's 
expansion of Its reach and relevance. 
The 16•month Tasmeem project is 
a collaboration between Townhouse, 
Azza Fahmy Jewellery, and AMID· 

EAST, with curriculum developed 
with the Rhode Island School of 
Oesigll. The program offers under
privileged Egyptien youth the chance 
to leem about design, end develop 
critical thinking and practical crafts· 
manship skills. An intensive English 
language·training component is also 
part of the program. 

Actively engaged in Cairo's 
activist and development commu
nities, It appears that recent events 
have not signiftcantty impacted Town· 
house's mission-based activities, 
Acknowledging the outburst of crea• 
tfve responses to the revolution, 
Wells ssll.lte/y p0lnted out that one 
must go beyond the Immediate 
context of the revolution to be able 
to comprehend the import of what 
is happening in Egypt He noted, 
"Everyone involved with Townhouse 
Is an activist and is especially aware 
that there has not been a revolution. 
Any celebraUon Is premature:' 

Independent artists 
and arts organizations have been 
operating In opposition to the 
state-sanctioned cultural system for 
years. They have been struggling 
for this very momenl Thus, In 
res.ponse to the question of how 
the content and mandate of contem
porary art may have shifted in 
response to the revoluUon, Wells 
mused, "In terms of pre· and 
post-revolution. any artwork able to 
reflect serious a1tieal thlnking on 
what's taking place right now won't 
be produced for at least a year. The 
work creat@d now bfllongs In the 
metro, the square, the streets." 
Indeed, Wells ~ueslioned lha very 
notion that there Is a special role for 
contemporary art and artists.. '"I don, 
see a 'role' at all;" he .s.aid, ~hrs Idea 
that contemporary artists have a role, 
like a doctor, It's not like thal We have 
Imposed on artists the role of cultural 
translator and it's not fair. I don't think 
artists have any other role aside from 
producing. We lust need to give them 
the tesouroes to allow the work to be 
produced and presented wrthout any 
agenda, without assJgning a role to it.• 

Spaces like Darb 1718, 
CIC, and Townhouse take on 
increased relevance whel'I under
stood In relation to the revoluUon, 
and the possibilities of creating 
a more critic-al and Inclusive public 
realm. De.spite this, times may have 
changed, but their missions have 

nol The forms of Egyptian contem· 
porary art presented by the three 
organizations are on par with exhi· 
bitions in many cities of the world. 
The content. however, necessarily 
reflects the Idiosyncrasies, realities 
and contradictions of the region
revolutionary or not Continuous 
engagement with local and regional 
issues (that are often also conson· 
ant with broader international 
issues), a commitment to education 
through workshops and residencies, 
and deep connections built with their 
respective communities ensure that 
Independent art organizations wlll 
have a role to play In rebuilding the 
country In the davs to come. The 
approaches taken by eadl organize• 
lion may be different. but in many 
ways their alms are the same. The 
rovolutlona.ry moment is happening 
now, but one could also say that for 
theso organizations, It has always 
already been on the horizon. Under
~ood as the expansk>n of democratic 
cultural potentialities., revolution 
conUnues to bo something that they, 
and thofr artists. aro reaching for. 
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An unprecedented, feverish flourishing of public art has been an 
immediate effect of this year's Egyptian revolution. Within hours of the February 
11 departure of former president Hosni Mubarak, young Cairenes turned their 
city into a massive canvas, marking its surfaces with legions of murals, art 
pieces, stencils, and spray-painted graffiti. Walls and windows, tanks and tar· 
mac-all became fair game for the expression of jubilation, hope and 
remembrance for those killed during the uprising. Street art appears and is 
augmented, altered, removed and repainted as the prominence of issues, 
struggles, and debates rise and fall in the aftermath of the initial uprising. 
Massive stencil monuments to young martyrs of the revolution were spray 
painted across the city, as ideological debates and celebrations of the revolu· 
tion itself lined the streets leading to Tahrir Square. 

This means of expression, although, although flourishing in the lawless 
days of revolution, is, like all unauthorized public art, impermanent and slowly 
disappearing, as clean-up efforts and anti-vandalism campaigns work lo 
rebrand Egypt as "posl·revolutionary"-clean, stable and back to normal. The 
revolution is not over, however, and public art provides a telling, if temporary, 
view into the relamation of a city by its Inhabitants, a visual explosion of expres· 
sion that had been suppressed for 30 years. 

This photo essay is a window into the ongoing revolution in Cairo, provid· 
ing imagery from the streets around Tahrir Square over the six months since 
since Mubarak's departure. These six months have seen unity and revolution· 
ary euphoria fade into frustration, political posturing, the reoccupation of 
Tahrir Square, internal debate, military crackdown, continued killing and re· 
newed revolutionary determination. The images presented here document the 
iconography associated with the political, artistic, and ideological development 
of the revolution, most recently through calls to continue the occupation of 
Tahrir Square, to remove Field Marshall Tantawl and his Supreme Council of 
the Armed Forces from power, and to see institutional change that would 
guarantee a departure from ideologies of the past 
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Aliza Ma in conversation 
with Gabe Klinger and Rasha Salti 
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Aliza Ma IS • fe,w,,nt 
c,nepMe I v1ng in 
T()(onto.Snehas 
worked ,n 'l8tiOUS 

piogramM,ng ea.pa· 
cites for the Amencr,n 
F,lm Inst tu1e and 
$ut'ldance F,lm 
mtoval and s OOH a 
)flt•round emp!Oytt 
of TIFF c,nematheque 
(To,ot1to). ,n the film 
p,ogr,ms department 
She has med ated 
and trf.nSl•ted !Of 
Chinese filmmakers 
J,a Zl'langke and 
Emt,, Tang. lrdopcn· 
OOn t, the co,tnbl,,tm 
·o~f-"'l"fei.ll!ed 
publca!..ansancl 
NOfksas• 
prog•~cr fol tne 
Goncial Gi11llet) 
(TDfonto). e~ 
'acet c,I mer~ 
~program,,..,,.;. 
...,th• !ocu1 en •-ant-
garde lf'doontetn 
potaf)I Asian cinema. 
t-i,,flasfptCJgt_,,., 
...-.u on E'TI<!! Gehl 
in co11abor1h0n w:'.li 
~t/)IJ!'M 

For most people outside of Egypt, the revolutionary events of 
February-as part of what is now referred to as the Arab Spring-were 
received via a rapid torrent of images that formed an endless evolving 
montage on broadcast news channels. Though inevitably truncated, 
fractured and fragmented by the media filter, the potency and evocative 
immediacy of these images - images transmitted from an artillery of 
ubiquitous mini-recording devices operated by the participants them· 
selves-demanded a response. Seen through a cinephilic lens, the images 
emerging from Egypt called to mind another assortment of images from 
the previous spring: the heteroglot assemblage that was Jean-Luc 
Godard's Film Socialisme, composed of footage culled from cellphones, 
anamorphic video and HO, whose evocations of contemporary global 
cataclysms economic, environmental and political rhyme uncannily well 
with the collectively authored tapestry of images that represented the 
Arab Spring to the world. As is so often the case (for the vast majority 
of the Western world, at least), the reality of revolution was made inex· 
tricable from its representation-a mise-en-abyme requiring a Godardian 
critical intervention to sift through its proliferating visual traces and restore 
to them the autonomy they had lost in the rush of narrative. 

In this situation, film curation and exhibition necessarily become 
essayistic practices, critical programs in poetic dialogue with social 
reality. While history offers innumerable Instances in which the Imperial· 
1st Impulse of commercial film distribution and exhibition has used the 
developing world as grist for its mill-for instance, the nascent Technicolor 
process proved both its technological and commercial viability through 
such "e.xotic" documentary films as Cairo, City Of Contrast (1938) -one 
could also cite a number of instances in which film programs have been 
effective tools in understanding and responding to revolution. In 
instances such as Maurice Lemaitre's abstruse screening events under 
the banner of Lettrism, to Robert Flaherty's pioneering documentary film 
forum, one can see how film programming forms a contemporaneous 
archaeology of the reality of global events. Navigating recent examples, 
one finds an incipient catalogue of programs that examine Egypt's current 
landscape. In shifting scales, each film explores different planes and 
perspectives of an Intangible political reality. Our pursuit here will be the 
juxtaposition of two recently screened film programs focused on Egypt: 
French filmmaker Emmanuelle Demaris' Mafrouza cycle, and £9ypt Rising: 
Portents of Revolution in Recent Egyptian Cinema, curated by Rasha Salti. 

Three weeks after the initial events of the Arab Spring, film 
professor, writer and programmer Gabe Klinger traveled to Egypt with 
Emmanuelle Demaris to present Demaris' twelve-hour, five-part docu· 
mentary film series collectively named the Mafrouza cycle (2007·10), 
after the eponymous Alexandrian neighbourhood in which the films are 
set Demaris first encountered Mafrouza and Its residents ten years ago, 
after accepting an invitation from a group of French archaeologists to 
explore the ruins of the necropolis of Alexandria. After Demaris met the 
people who had built their homes In the ruins, the archaeological impulse 
became secondary as she spent four years living with them and 
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chronicling their daily lives 
with a low-grade digital 
camera-a cinematic tool 
intimately connected to 
the democratization of 
image-making. 

While there is no 
direct connection, French 
distribution was secured 
for Mafrouza immediately 
after the events of the Arab 
Spring, which also facili
tated Demaris and Klinger's 
trip to Egypt to present 
the films at the American 
University in Cairo and the 
French Institute in Alexan· 
dria. The latter is only a 
stone's throw from the 
improvised neighbourhood 
itself, or rather what is left 
of it; since Demaris finished 
filming, all of Mafrouza's 
residents have been dis
placed by the city to make 
way for a real-estate deve· 
lopmenl The presence of 
a number of Mafrouza resi
dents at screenings of the 
films no doubt helped 
contribute to the exciting, 
sometimes impassioned 
discussions that Klinger 
and Demaris moderated 
afterwards. While it would 
be both glib and slighting 
of the films' aesthetic 
candour to view them solely 
in hindsight of the Arab 
Spring, the durational inten· 
sity of Mafrouza over its 
ruminative, yet gripping 
twelve hours helps reveal 
not only the textures but 
the density of dally life, that 
which can give weight to 
such ecstatic, all-too
infrequent bursts of liber· 
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ation as Egypt witnessed 
in February. 

For international 
film programmer Rasha 
Salli -who presented the 
six-film program called 
Egypt Rising: Portents 
of Revolution in Recent 
Egyptian Cinema at 
Toronto's TIFF Bell Lightbox 
in June 2011 as part of 
the Luminato Festival -
a contrasting conflation 
of fiction and non-fiction is 
embodied in a surreptitious 
shift in Egypt's independent 
filmmaking. In these films, 
simple, archetypal stories 
told by Egypt's first gener· 
ation of independent film· 
makers provide an alterna· 
tive historiographical 
context in which to under· 
stand the successive 
revolutionary events. 

This August, I was 
able to speak with both 
Gabe Klinger and Rasha 
Salti about their respective 
programming ventures; the 
following text is composed 
of edited transcripts from 
these interviews. 

The Mafrouza Cycle 

Wh.n dKI vou first encounter the 
Mat,ouza films? 

When It was screened et 
locamo, where jt won the Cinema 
of tho Present award. The second 
experience seeing lhe films was 
rn Egypt. three weeks after the 
events of the Arab Spring, whlc:h 
was amazing. 

How did you COl'M to 
prtsent thoe filmt ii\ Egypt, -.nd 
how did your pNHnce there 

ffguN Into your cur-.toriel elms 
1,ound lhaH films? 

The idea came from 
Emmanuelle Oemoris' belief that she 
needed an interlocutor to present 
the film with her. I think many 
filmmakers-and especially someone 
who has been immersed in their 
subject for ten years-are not going 
to have enough distance from their 
work to lead a discussion about it, 
and this Is essentially the critical 
funciion: to be able to contextualize 
the work for an audience. Last 
year, Oemorls started talking to the 
American University in Cairo and the 
French Institute In Alexandria about 
showing the films privately. When 
the events of the Arab Spring began, 
we thought there was no way we 
would be able to show the films 
anymore, as a lot of the staff from 
those Institutions had been asked 
by consular personnel to leave the 
country. But, after Iha dust settled 
a little bit, we suddenly received 
messages from those same peopte
now back in Egypt- saying lt would 
be a great time to do something like 
this. They seemed to have passed 
from trepidation to a cautfous but 
genuine enthusiasm. By that tlmo, 
they had realized that Mubarak's 
regime no longer held any water, 
and essentially, the floodgates had 
opened. So the Idea that we could 
show these films,, advertise them 
publlciy, and get as many people as 
we could to come became a reality 
very quickly. 

We'f thero any obstacles 
you •ncountered In 
sc:rHning U,e fllmt? 

One of the major l5sues was 
that the military in both Aleundrf.a 
and Cairo had set a curfew, Our 
screenings were In the evening. and 
because the Mafrouza films are on 
average about two to two·end·a· 
half hours In length, the ending of 
tho film would often come up right 
against the curfew. So, it frequently 
t>Kama a quesUon of whether lt was 
safe to stay and continue the discus· 
slon. because we were completely 
overwhelmed by the response we 
got from these SCfeen1n9s. We opted 
to start playing by our own rules In a 
way, staying late and then negotiating 
different ways to get trensporta'tion 
back to the hotel. 

Yoc., met some ol the subfects 
from lhe film in AJexendrle, What 
wes it hke to w•td'l ,nc:11 diS<:Yst 

the films with them? 

We employed some of the 
translators who worked with Oemoris 
during the filming process, and three 
of the subjects of the film came to 
all of our screenings in Alexandria. 
However, many others weren1 able 
to come, for one reason or another. 
Many of them had been displaced 
when the city took over the neigh
bourhood for redevelopment, or they 
didn't want to put themselves front 
and centre within an unfamiliar 
context during this very uncertain 
Ume, For Instance, one of them was 
evadin_g the military draft during the 
filming and ls now in a myriad of legal 
troubles. To be at a publlc screening 
of a film In which he appears, and 
which tackles some of these Issues 
head·on, would have been too much 
exposure for hlm. 

What was some of U,a leedback 
you ~Wad .n., YOYt 

p,uenletions? 

I asked one of the subjects 
what It was like to see himseH 
on.sere-en, but he turned his answer 

into one that addressed the larger 
events of the Arab Spring, in which 
he was an active participant He saw 
me as someone who could present 
these problems -the country's 
problems. not his personal troubles
to the rest of the world. There was a 
palpable sense of excitement In the 
responses of the Egyptian audience$: 
it was a new thrill for them to go to 
a movie theatre and dl.scus5 IS5ue5 
like thl$ publlcty, after being prevented 
from doing so for over 40 year$ under 
the Mubarak regime. There was 
a notable distinction between the 
responses from Egyptian and non· 
EgypUan viewers. For the latter, the 
questions often revolved around 
Oemoris' process: when one 
American student asked her how 
much she had P8id the participants_ 
she got .,,ery frustr1ted. For the 
Egyptians. the process and questions 
about representation were second· 
ary beceuse they were so engaged 
in the act of looking, and of questio· 
ning how the film could be tit into 
the evolving narrative of the February 
revolutfon. 

Old watchlfti Malrouz• again In 
llght of the Anb Spring, and the 

.. 
J-..m.nnudk l>tmom. 

Mo1/nlflli<1<.:«.rr,20l0 rdlSJtal~1.111· 
Oq,1111 l'fNnU:l1<•n. I <q "1V'1 l-'r.n,,"'C 

bmsc-('OWtn} off.msnnue.lk- lkrn<W~ 

fact th•t YO!.I witt• there right 
in Its aftermath. edd 

en edre CllirnenMOrt to the 
r11ms IOf you? 

Absolutely. I felt like I realty 
discovered the films when I watched 
them there. Whan the screenings 
finished and the lights came up, 
I went out In the street$ and felt the 
film$ were all around me. The most 
visceral experience of that was being 
woken up by the prayer eall5 In the 
morning, which is such an integral 
part of the soundtrack of the films. 
Sound c.an be the most powerful and 
lmmersive device in cinema, end I 
felt llke I was really in the films' world. 
The divide between what I saw and 
what WH onscreen diminished. 

Do y01,1 think lhal we will soon 
be 1-ffl~ th4I ~tnnlnos of 
• new Egyptian film culture? 

I think we'll certainty be seeing 
filmmakers and artists laking advan· 
tage of the new freedoms.. Oemoris, 
for instance. could probably go back 
to Egypt now and make a film in 
a very ditf'erent way. Whlle she was 
making Msfrouu, she was being 
followed by the pollce and watched 
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very closely. Now, I don't think there 
would be any Issues. One of the 
Important aspeci..s of the Arab 
Spring was that people began to 
film everything. 

Ptlor to the Arab Spring, filming 
was not allowed? 

Before Mubarak fell, it was 
illegal for Egyptians to film in the 
5treets. All of a sudden, there are 
no rules and It's impossible to put 
people in jail for filming because 
everyone's doing lt. I think we're 
going to see some very prominent 
examples of that In the coming years.. 
But, I think there is still a long way 
to go. There needs to be a screening 
curture where young people can seo 
things, and a critical culture and 
aesthetic rigour that are currentty 
lacklng. That's why it's so crucial 
to show Malrouu In this context 

The M•frouz• sertn,, 
by a Fr1"1Ch di...clor, WH 

p,esented under the auspices 
of Egypt's foreign cultural 

lnstitvdon,. With the ongoing 
transformations tn the 

media londsc-.tpe, whit do you 
thfnk pn,grammlng new 

Egyptian dnom11 wm be h.ke 
In the foture? 

I think there Is good work being 
made In Egypt now, but perhaps 
there Isn't yet the history and focus 
needed for the kind of cinema 
represonted by Malrouza. In speaking 
with Egyptian academics and film· 
makers, we understood that things 
wero still very much in flux, and lhat 
any pote.ntially revoluUonary film· 
making practice Is still In its very early 
stages. EgypUan filmmakers and 
artists have not really been exposed 
to the works of Harun Farocki or 
other more materialist documentary 
filmmakers, .and so they haven't had 
the benefits of tho tools and lessons 
that those fllm.s can provide. There 
were a number of documentaries 
we emounterod while we were in 
the YouTube mode, without any 
real aesthetic punch. Maybe In three 
to rive years we wlll really start 
to se. some tnteresUng films emer· 
glng from Egypt, and within that 
conle,:t. lhe Mslrouz.a films could 
be nestled more comfortably from 
a curatorial standpolnl But right 
now. I think they're more cffectl'tlely 
placed within e broader, global and 
cinephlJi.c contexl 
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Do y,ou think seteenlngs such 
as the Mafrouza events will 
pro-Ade the tools to develop 

a new film voctbYlary in Egypt? 

Yes, but it has to be organic. 
It has to grow out of a context that 
is from Egyptian people and for 
Egyptian people. There shouldn't be 
another trendy, international aea· 
demic or film event, that wouldn't 
help anything. Probably the best 
way to make things change in this 
place is that there has to be a very 
careful, non~lnvaslve and non·pre· 
~ptfve curatorial practice. My main 
purpose in going to Egypt was to 
be guided by the forces that were 
already present, and not impose 
my own practice"S and views onto 
their film culture. 

Egypt Rising 

Whal lnlli,alJy led to th• ldu 
of doing lhls prog,-m? 

I had been exchanging messa· 
ges with !TIFF Co-Dlredot] Cameron 
Bailey about how the ovents of the 
Arab Spring would affect filmmaking, 
and doing a program to respond to 
this dtange. Media broadcasters are 
so reliant on amateur photography, 
llke footage from moblle phones 
or small handheld cameras. Small, 
portable recording devices are being 
u.sed as key tools for participating In 
the revolution. For a long time. lnde· 
pendent filmmekJng and screening 
could not be publlc. Now, it seems 
the reality of lived e,perienee Is being 
told through people filming them
selves In situations. I wanted to show 
this change. 

What do you consldtlr the 
bog,nnlng of Egypt'• new 

lndep@ndent cinema cult1.1~ 
and how did this 1rtec.t your 

curatorial scope? 

I would s.ay beglnnlng fn the 
late 19905, a revotution was br0ught 
on by digital technology, whl<h dan!d 
people to produce films end show 
them with little money. It was an 
onUrely new, alt·emative culture In 
Egypl By 2006 and 2007, people were 
makJng independent fitms with est:eb· 
fished actors that were distributed 
In major cinemas. Among the first 
e,:amptes of these productions were 

Eye of the Sun (2008) and HellopoJJs 
(2009). Their emergence signaled 
the beginnings of a revolution. 

What are the distribution 
end uhibition CNnnels 
for independent films In 

end out of Cairo? 

There are no alternative distri· 
butlon channels. Egyptian cinema 
has very little interaction with the 
US end European markets and no 
concern to, International distribution. 
Independent filmmakers make 
deals with the local distributors that 
mlnlmlie commercial investment 
and losses. Attematlvoly, these films 
can be shown in spaces outside of 
the economy of distribution, but at 
least the films are seen. 

W,s the decision lo show the:u 
films In Toronto dovoloped. 

In part. due lo 
this closed system? 

When we reellzed there would 
be a p,ossibllity to show the films at 
the Ughtbox, we understood that it 
was impossible to expeci that from 
February to June. there would already 
be films that directly re.spend to the 
Arab Spring. Instead, we wanted to 
explore origins.., or portents, of the 
events. What are the historical and 
allegorical ways In which filmmakers 
have been trying to address the 
soclal and Political mataise that even· 
tually led to a revolution? With lhe.se 
films there is en opportunity lo show 
this hlstory as a reflection of a lerger 
contexl 

So for you,, Is prOQr.mmlnv 
dnema a pol1Ucal too,? 

Certainty It is an artistic. and 
cultural tool. Cinema Is such a 
powerful art. but f always make sure 
to harness the lndu.stry, and to make 
sure that through the film screenings., 
the fllmmakors find help with their 
future productions. Sereenlng5 are 
a ptatfonn to taJk about larger lss.ues. 
While It Is Important for cinema· 
the<lues to program retrospectives of 
a master au·teur or give exposure to 
unknown filmmakors, ft is also key 
to show th8t film Is Just a.s Import.ant 
es repcrtage. The Arab Spring is a 
tremendous hi!ito,ic event, and we 
have the opportunlty to show ele· 
menlS and traces th,at h,ave been 
trying to convey 8 need for change. 

This way, we have the space to maybe 
give the films a new tease on life. 

A number of the films In your 
program, Heh as Neighbors, 
The Aqu•tlum, Eye of rho Sun 
and Heliopolis, explore the 

subjoet and theme of loeaUty; 
the last two are cwen named 
.after specific C1irene neigh• 

bourhoods. Why Is this theme 
of local specificity so promi• 

nent In y,ou, progr,m? 

As a program dealing with pre• 
revolutlonary cinema that addresses 
the issues of the revolution in obtlque 
ways, the films capture something 
that anticlpates the recent events 
within the re.aim of storytelling. 
The locations become an Interesting 
prelexl to address a multitude of 
i.ssues. Some of the street footage 
lhat Is wo..,en Into fictional narraUves 
is barely altered by the filmmakers. 
These films and their locations are 
a mlcrocosm of the country. 

The Mafrouza screenings indicate that images of quotidian life, 
people and communities are often more profound than direct images of 
political upheaval. The peripatetic proclivities of Film Socialisme and the old 
Technicolor travel films find echoes in the new Egyptian cinema, the Egypt 
Rising program illustrating, perhaps, that cinematic imagining is always 
enmeshed in a discourse between the archaic and the revolutionary. This 
cinema, at once framed by dramatic representations of personal love and loss 
and inscribed with abjuring political histories, marks a trajectory through 
a milieu encumbered by disparate demands of commercial distribution and 
reforming bureaucratic procedures. While Mafrouza belongs to a lineage 
of political materialist filmmaking explicitly linked to the Poetic Realism of 
Godard's own forbearers, the new wave of local-specific independent Egyptian 
cinema exhibited by programs such as Egypt Rising are without historical 
precedent, tracing reflections and transformations into a new dialogue with 
critical international cinema. 

But for Mafrouza's displaced subjects- many of whom were actively 
involved in the revolution, and many of whom had not even seen, much less 
appeared in a film before-film is neither a diversion nor even a reflection of 
the light of Tahrir Square, but an entity to be weighed against all other neces
sities of life, As one asked In a lively, post-screening discussion, "Tea helps 
me live.,, Does your film do that?" 
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CONTAINER 
TECHNOLOGIES-

MEDIA AND 
S0CIAL CHANGE 

FUSE in conversation with 
Anna Feigenbaum 

Young Iranian artists participating in the revolution would spend the day running 
around the streets of Tehran, recording images of mass demonstrations, strategic 
property destruction, strikes and government brutality. Al night, they would gather and 
watch the footage together-commenting, cheering, arguing and mourning in turn. It 
was 1979, the images were shot on Super 8 film cameras, and they were participating 
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in the broad coalition organizing anti-Shah demonstrations that even
tually toppled Iran's monarchy, replacing it with the lslamist republic 
that remains in place today. They would rush home at sunset, develop 
the film, and huddle around it urgently, itching to know what else had 
happened that day. Through a mediated sharing of events, they were 
able lo gel a robust sense of what was happening, and they used this 
information to help them strategize. In the summer of 2009, demonstra
tors in Iran were using media in a similar way to communicate, only this 
time the cameras were cell phones, and the videos were transmitted 
across the globe and shared not only with each other in Iran, but also 
with a global diaspora who edited, translated and retransmitted them 
in order to be Involved and connected. [1) 

Two years later, during what has been termed (mostly in Western 
media outlets) the Arab Spring, the use of media in these two Iranian 
examples took on renewed interest amidst further proclamations of 
Twitter and Facebook Revolutions. How can such historical examples 
of the role of media in social change help us to develop a more nuanced 
and critical understanding of how digital media is being used today, not 
only in the service of democratic movements but equally for the purposes 
of security and surveillance? To get our collective head around this 
question, FUSE approached Anna Feigenbaum, a scholar who studies 
histories of media and social movements. The following Is an edited 
transcript of the interview, which took place in July 2011. 

Mu-ch of vour tt<:tnt wofk 
deals Wllh s.aelal media 

Clln you dofin• this term? 

There's your standard Industry 
definition, whlch associates social 
media with the deYelopment of web 
2.0 technologies. SocJal media 
are platforms for the circulation and 
sharing of Information using a 
•many-to-many• form of communica
tion. This is In contrast to a broadcast 
or '"one--10-manf' form, which Is 
more of a traditional model of media 
dispersion, and how something liko 
televtslon news works. 

But people who are Interested 
In new media history will be quid< to 
point ou1 that we've actually always 
had media th.at was social, and used 
medla socially. What I study Is how 
social movements and protesters 
have htstoficaltv used media in these 
kinds of sharing, peer·to·peer ways 
In order to develop movements. So 
I look at things like when people 
were first able to take portable VHS 
cameras into protests, and the kind 
of protest documentaries they would 
make and the meU,ods they'd use to 
circulate them. 

fs thete an Important distinction 
btlwetn new medl■ and 

sod11 media? 

Well, there are debates about 
this! New meditt generally refers to 
post•1990s digital media technol· 
ogles, Internet platform5,. web·based 
teehnotogJes, mobile media, &c. 

Yet, a number of people In the field 
of media communlc::.atlons who have 
a crlt}c.et perspective on this termiool· 
ogy think that digital media Is a 
better term then new media because. 
by definition, all media is new at some 
pofnt In Its history. However. there are 
also objections to the term digital 
media as not all new technlogles 
are digital, and we se-e a number 
of productions and platforms that 
combine digital and non-digital 
le<hnologles. 

Social medis is a different 
kind of term. which we could think 
of as a sub-category of new media, 
referring specifically to new 
media that make use of web 2.0 
tec-hno·logies and employ peer• 
to·peer networking capabilities 
that enable users to sham files 
and information. 

While these terms can be use· 
ful, I would actually argue against all 
of them, or at least sugge.st that 
we approach them more crlllcally. 

When we slot praellces and 
creative productions into these kinds 
of vague-often marketing /PR 
driven-categories, we tend to fall 
to stop and thTnk about their social 
and eeonomlc complex.Illes and 
the outcomes of deploying them, 
While favouring the digital over 
the '"tradttiona1• often obscures 
or fgnores Important (and political) 
histories of practice, resisting tech· 
nological change llmlts our abilities 
to carry those histories Into the 
Mure. For example. how can we hold 
onto positive arguments for digit· 
lzlng art colleellons to make them 
more publlciy available on the web, 
while stlll embreclng and financially 
sustelnlng spaces for presefVing 
and exhibiting art in ways that engage 
and aeate phY5lcal communities? 

I think we need a better under• 
standing of the ways •new• and •01d• 
media interact. as well as of the ways 
that media can be social without 
(only) being on the lntemel 
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How can we complical• 
th• relationship between social 

media and social change, 
be'fOl)d a simpto-•nd 

mi~uided-essumption of 
social media's democratic 

character? 

First of all, it's important to 
understand where that assumption 
comes from. There's both a genuine 
(if na'ive) reason that people believe 
that. and then a marketing reason. 
The genuine reason Is that mobile 
and digital technologies. with their 
ability for cheep reproduction and 
platforms that allow for sharing mean 
lhat we create virtual public spaces 
In whid'I people can freely exchange 
and communlcate. This works on 
a very classic. liberal HabermasJan 
model of a public spaoe. 

Then, there's the markeUng 
reason. I was 1ust reading again about 
the guy-Wael Ghonim-who coined 
the phrase the "Facebook RevoluUon: 
and he's a Google e:itec:utlve. He's a 
soclal mod/a entrepreneur, so ol 
course he's going to tell you that lt's 
a "'Facebook Revolution~ This 
happens all the time. If you watch 
edvertlsoments for any kind of new 
moblle phone. you'll see depleted 
the perfect Image of connectedness. 
of sharlng in a benevolent. happy 
world. The.re's a big push from mar· 
keters to emotionalize the sharing, 
to represent domocracy as Joy and 
happiness among the masses 
because It's easier to sell things to 
people who are happy and have 
lots or friends, They have adopted 
a language of social change pretty 
qulckly too. clelmlng thal for 
themselves.. 

To compllcato this, I would 
look critically at each one of these 
two arguments. With the marketing 
one, that's a bit easier. We can use 
a classic media analysis to attack 
that model. It's quite obvious 
when companies like (tax dodging) 
Vodafone take images or the Egyptian 
revolution and put them into their ads. 
talklng about how phones empower 
people. We don't need to have too 
strong a criUQue of consumerism to 
say, •Hey, we know whars going on 
here. Let's be critical about this.• 

Bul the other argument is a bH 
more compllceted and deserves 
more time. A Tot of people get hung 
up here, and what we've ended up 
with is a somewhat stagnanl debate 
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around technology. If you critique 
the idea that these social media 
tools are democratic and implicated 
meaningfully in social change, then 
you're seen as a Luddite or a techno· 
phobe. If you support the idea, then 
you are seen as a techno·zealot and 
equally stupid ... Because we're 
operating in this binary, it becomes 
difficult to identify what is useful 
about these technologies while also 
thinking about them critically. 

The first thing that we need to 
do is separate content from technol· 
ogy. I would say Uuiil this language 
ol "tools~ which we see used by 
both sides. Is something that we 
need to be more eareful and critical 
about What do we even mean when 
we say that? Are we talking about 
tho platform as a tool? For ex.ample, 
ls Facebook, removed of all lts con· 
tont. some kind of empty, democratic 
space? If we want to claim that it 
Is. then the next question to ask 
Is. -what are we putting In itT If I 
announce an Aryan Nation rally, ls 
that an example of democracy 
in action? If what someone means 
ls that Facebook provides a fn!:e 
mai1cetplace of ideas. then they are 
using a definition of democ-racy 
that has no understanding of social 
justice, oppression, histories of 
colonlallsm ... So, what we actually 
need to have Is not a discussion 
about social media but a debate 
about the meaning of democracy. 

One thing that I think is really 
lnte.re.stJng about public space for 
Egypt specifically come.s from what 
was happening In the actual space. 
of Tehrlr Square. There were barri· 
cedes an around the square, and 
people would spend hours waiting 
1n long queues being checked by 
ad·hoc security groups. And you 
know what? That's not a free, openly 
accessible publlC space. 1n fact. 
what makes tho physic.al square 
capable of being a space for democ
racy Is that people are actually being 
checked to see if they at least 
adhere to a general common ground 
(mainly that they a,e not cops or 
working for the go1ternmcnt). 

You mentioned 1h11 one of the 
things yOU ere workJnv on rs ttw 
role of media en soc:IM d\el'IQe 
pre-soc:ill medla. Can ~ou la1k 
briefly •bout how that twotd. 

his.tonal Poffp,oc:t/Y1: e•n hefp 
us to undetstand what soci•I 

madi.a is Of is not doif\Q com• 
~red to how media has 
function.:! hist0ti<:a1ly? 

Two things immediately come 
to mind. One Is that it allows us to 
be critical of this zeal, from market• 
ing or elsewhere, that leads us to 
believe that the newest thing is 
what's going to revolutionize the 
world ... During the collapse of the 
USSR, you had tech·zealots 
declaring e "fax machine revolution," 
and when the telegraph was first 
invented. people thought all sorts 
of apocalyptic things were going 
to happen because of how fast 
messages could travel Thls happens 
every time a technology emerges. 
It helps to historlcize this, and 
put into context the ways that 
people have always got ex.cited 
about or scared of the emergence 
of new technologies-partlcularly 
communications technologies
because they effect so many 
people's lives. 

The other thing that a historical 
petspectlve helps us with Is thinking 
about how these practices that we're 
calllng "'new• also have a history. 
An example from my research Is the 
Greenham Common Women's Peace 
Camp, Women would get arrested for 
an action and end up In prison, and 
realize that other women In prison 
had been collecting news clippings 
about their protests end creating 
lltt1e arch1ves of them, shoved Into 
cereal boxes. or shoe boxes. or 
whatever they had. When the newer 
protesters would arrive In prison. 
the women would pull out all of these 
cllpplngs. To me. that's a precursor 
to whet we soo on Facebook. Folks 
have always saved news sources 
aboul whet they're doing, as Jong as 
there have been news sources. 

That's one of the amazing things 
about Facebook-lt allows us, with 
speed end efficiency, to create our 
own patchwork or piece--mea1 news• 
reels. It gives us the communicative 
powet to re•circulate, both enabling 
us to contest malnstream / corporat·e 
media images end to showcase 
altematlve or "'minor media• reports 
and representations. Of course, there 
ere all kinds of baby animals and 
other clutter mi)(ed ln there. This is 
why I like to call Facebook a 
container technology, following Zoe 
Sophia, which is a term that can also 

be used to describe media such as 
the shoebox scrapbooks. There are 
a lot of similar stories that you can 
tell if you don't limit your thinking 
about social media to digital media 
or web 2.0. I think it's beneficial to 
identify and b"aoe the social processes 
at work in all kinds of media. 

Art dlims of th• central 
role ol FKebook or Twitter 

in recent uprisings 
neceneirily ovtirt>IOwn? 

Looking at the statistics of how 
many people 3Clually have Twitter 
accounts, It seems clear that whlle 
there may be a few key people using 
Twitter to announce the meeting 
time of a protest. tho way thal most 
people are actually learning about 
that is just through word of mouth. 
the way that we always have. 

The kinds of statistics that 
people have been coming up with 
are that only seven percent of 
Egyptians have Facebook acco-unts. 
There are also a lot of Interesting 
accounts of tha use of flyers In Egypt 
The photocopier created a surge 
In activists' uses of print media. but 
flyers go all the way back to the 
printing press and even before that 
It's lntere.stlng to me that print always 
remain.s part of a media ecology of 
social cha.nge, and a very Important 
one. An c.x.ampJe that l really llke, is 
how the Black Panther Party would 
always use an Image or two In their 
newsletters, partly In response to 
the fact that some of the people they 
wanted to reach were illiterate. Or, if 
we look at eertaln Indigenous move• 
ments In Ecuador, Bolivia and else· 
where, where multiple languages 
are spoken and peopte live in rural 
areas., we'll see differenl kinds of 
communication technologies being 
used. such as community radio 
stations that can reach particular 
cultural and linguistic communities. 
We can't account for all of those 
things if we think that everything Is 
happening through web·based 
social media. 

If • bl; d1"ere11,ce between 
digll-al media and,, AY. print 

media Is tM speed of tt•nsmiS· 
s.lon, OfM thlng we need to keep 

ln mind It that it works both 
wap. It takes organlzen a bll 
~er lo~ th• wOf'd .around 
if they need lo see each other 

to oxcti•~ • fty9r or hHG 

a <:0n'te,ft.8lk,n. but from 

• survem,noe pe,spective, 
thos. exc:hanves are hardet to 
monit()f'. With onlint forums. w• 

are dealing with a diffetent 
bNst. AnKdotatly, wa all 

ac:knowtedge lhal the stete 
surveys and suppresses 

activists eil\CI organi.zers through 
social media, but it doesni 

seem lik• we UndikSllnd tfM 
mechanisms that are actuelly 

used to do so. For those of us in 
To,onto. an obvious hxel 

ex.ample would be thfl re«tnt 
use of Montteal•based Of'91nlt0r 

Javgi Singh·s Twitter feed 
as evJ:dence ag411inst him in tht 
c:harve.s h• (8¢ed after the 020. 
What do you lhlnk organlnrs 

shoukf know about how se-cunty 
•nd lht at.lo •r• usln'il 

dt-gital medlli? 

This goes back to the eitchange 
we were having earlier about the 
"'tool'" model. So, it I'm Jaggi Singh, 
and I'm using my Twitter feed as a 
tool to let people know what's going 
on and where they should be, but 
that tool ls open to view by the 
police, then is rt also a tool for the 
poUce? Do we share that tool? If the 
things that are tools for us are also 
tools for the police, then It !-ettm$ to 
me that we have a problem. For this 
reason, I find the idea of a container 
technology to be much more useful 
than the Idea of media as a tool. So, 
if we thlnk of Twitter as a conta(ner 
technology In which we are putting 
(or posting) things, but everyone can 
see whet we're putting in thore, then 
we can ask the question of how we 
want to use tt. 

On a more practical level, wa 
need to understand that it's not a 
freak Incident when the poJice use 
these technologies for survelllance. 
There are two maJor ways that they 
do this. The first is creating fake 
accounts, so Just as lnfilttaUon 
happens in person, It will happan on 
friend hsts. That's not about your 
security settings, you can set those 
as tight as you want, but some of 
those people on your list are going to 
be Infiltrators. 

The other lhing that we should 
be Increasingly concerned about 
and monitoring is the ways In which 
police and the state are engaging 
new medJa and social media technol· 
ogles for their own use. Some of the 
re5earch that I've been d~ng looks 
at how digital and •social• lechnol· 
ogles are being marketed to the 
police and to tho government They're 

being sold in the exactly the same 
way that you are: •streamline your 
info from the street cops to the cops 
in the office and the cops in the 
van! Take a picture of a protester 
and Instantly send it through your 
Blackberry for instant identiflCation ... " 
One of the biggest things on the 
market right now, in the counter• 
terrorism and counter-insurgency 
policing industry, are portable bio· 
metric scanners. They were first used 
in Iraq and now ere being marketed 
for domestic use. Not only do these 
things have the capacity to take your 
fingerprints. but they also do facial 
recognition, so the Idea Is that I can 
Instantly take this photo of you and 
run it through multiple databases
Including sites like Facebook-and 
match it up. 

I think it1s important to raise 
questions of organizing, lnfra.struc· 
ture and strategies for communa• 
lion. For example, before we rush 
out to make a Facebook event or 
start yet another llstserve, let's go 
back to some basic questions about 
how best to communicate the Inform
ation and ideas we want to get out 
Who are we trying to read'I? Whal 
media do they engage with? Are 
these communiution platforms or 
media secure? For Instance, is this 
model of consensus that we've lnher· 
lted actually serving us, particularly 
in the •digital age•? It is getting shit 
done in a way that we're satisfied 
with? Are there other organizational 
models that make u.se of all different 
kinds of technologies, that we could 
be using, that would push us further? 
These kinds of larger, loglsUcal 
questions are what we need to be 
asking to account for the currency 
of new medfa. Tactics before 
Tweeting. Or something lfke thal 

FUSE 
FUSE/FEIGENBAUM 

53 
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Radical Humanism In favour of fear-mongering construes some bodies as Court unanimously curatorial practice. framed them. This shift return the reader to more of the State of Israel with 
H4wOfk3SV181rLst Rumina Sethi's 

and arbitrary aggression. more human than others. agreed that not doing so has been 6'lib1ed In constitutes what Butler famillar Butler territory. She regards to the occupation 

Within this increasingly In the Canadian con· constituted a violation of galle1icsandart,st· references as the "framing is most well known for her of Palestinian territories The Politics of 

Judith Butler's conservative political and text, a palpitating example his rights as a Canadian run spaces lflClud<ng of the frame," or the work from the late 1980s constitutes an act of Postcolonialism: 

Frames of War r'hetorical context, Frames of a body who has not been citizen? When will Khadr ""'""""°"""' "framing of the framer" (5) and early 1990s, which anti-Semitism. Empire, Nation and 
of Wa,(2010) emerges as seen as worthy of the right and other Guantanamo 

Ar1~1ety,lhe - phrases she borrows contributed to shifting the As part of this larger 
LNE ~C1"1n1al of Resistance 

an urgent. if not always to otherwise standard prisoners who have re· Pefform,nce M from artist. filmmaker and focus of critical feminist project, I understand 

easy, critical respcnse that Juridical protections can be parted physical and mental lhe Artl.A8 al the writer Trinh T. Minh-ha. (6] praetic::e by emphasizing Fram~s of War as descrl· 

alms to radically re-think found ln Omar Khadr, the torture have a chance to U11!VCISI.~ ol 'AA!$tem Acxordlng to Butler, the the category of gender bing an etMcs beyond self• 

slates of humanity In canadian man of Egyptian file a clalm agalnst senior On!ano,al'ICI the act of revealing the under- over more simplified dlvi· congretulatlon and self· 
antHacJst. queer terms. heriteige who was arrested members of tho Bush 

li!'!aQMfnh&lt¼ pinnings of a given frame sions between •man" and rightoousn@ss that may w11t1ng he~ 
The book deals with In Afghenlstan as a minor administration for imple· ~shad !•vo,.,gh performs an ethics of "woman.• [9] Butter uses Itself become an approach 

tne question of when and in 2002. held without menting torture as an VMJ ....... Ms photography by producing her gender analysis for what she fmages a.s an 
how a body Is recognized charges for three years, tnterrogation technique? Cen1re, and FUSE. a conte.xt that continuously to criticize the exploltation emergent left poliUc.s. Her 
as hai,iing a me. In other and then convlded of war What would It take for 

-.,._ ~oN!-corttr,b.it.11 breaks with itself 8S a of Juridical LGBTQ notion of re·framlng high• 
asplf1ollfl'f' 

words, which sets of social crimes In Guantanamo's Khadr's humanity to be mag.u,,,e', Ed.4<.a, means to remain critical. guarantees for socially lights a set of intellectual 
and potitk:8I circ-umstances extra-judleJel mllltary recognized in the midst of Commttee.Heir. Such a contextual ethics oonservaUve purposes. and social possibilities 

grant and maintain the lrlbunals In 2010. [21 suc::h a brut.aHzlng context? CUnMtt, working on of framing resists the She does this by traclng that connect the aesthetic 
posslblllty of becoming a Khadr's sltuaUon stands 8uUer 1s focus on l MM~, of V sulll production of the kind of the patriarchal Inflexion ol lmpUealions of perception 

subject In the first chapter, in st.erk contrast to a poetry and photography 
Stud.>M ., 11'1(1 nationalist mythmaklng ideas around mainstream with the critical task of 

Butter responds to a series case ini,ioMng an as-yet throughout the book high· 
Unr.-e~ty of ToroITTo that has comfortabfy European secularism that consistent polrtic:al action. 

of pQems writton by unnamed American lights the role that sensory Jud.llh 8uUet, allowed for the dissolutlon find thelr roots in Christian Frames of War reads as 
Guantanamo Bay prisoners, citizen who claims he was perception plays In making Ftames ol Wat of juridical guarantees fundamentalism. a work grappllng with the 

engaging In a fundamental detained In Iraq by the and justifying decisions WMntsLtlo for Khadr and other lndMd· While keeping an eye ethics of seeing Images 
'31,ev1Jo/e? 

Reviewed by reconsideration of human· US military for nine months affecting the lives of others. (London; New 'tM...; 
uals in hls position. on the political workings of and structuring ways of 

Francisco-Fernando tsm by theorizing it using without explanation; Her engagement with Veiso. 2009) The chapter titled gender, Butler's work has looklng, an ethlc.s: that calls Reviewed by 

Granados a deconstructlvo logic. a recent judgment by a processes of framing "Sexual Politics, Torture, shifted its focus in recent for c::rttiQue to be turned on Lella Tlmmlns 

She suggests that it is not federal judge has granted suggests that the uneven and Secular Tlme" ex.plore.s years. She has continued oneself fir.st and foremost: 

autonomous indivldualitv this person, a former mill- distribution of human the political deployment to challenge conservative The struggle against 

Judith Butler's latest that humanlze.s, but ralher tary contractor. lhe right to recognition has signlficant of European ideas of assumptions applied un· violence accepts that locating postcolonial 

book was written In res- the connections that exist :!:ue former Secretery of aosthetic dimensions. progress and modemlty in evenly to Muslims by violence Is one's own studfes within the twenty• 

pcnse to tho official and between indivlduals that Defense Donald Rumsfc1d In the book's centerpiece- the service of xenophobia. suggesting '"we ought not possibility ... It one pos· first century reciulres 

unoffidal military lnterven• grant a breathing body personally tor authoriz.lng essay on the production This section responds to understand secularism as lured as a beautiful soul, situating It within the 

tions carried out In the a life. In this line of reason· "torturous interrogation and circ:ulation of the [51 lt>tJ.., ~ border restrictions aimed the sole source of critique, as someone by definition contemporary globali:ied 

name of flghUng terrorism Ing, vlolence towards the techniques,• [31 Abu Ghralb torture photo· [6J r nnh I .\11tih l·t.. 
at keeping out primarll~ or religion as the sole without violent aggression, wortd, a mo,nent det1ned 

In the aftermath of the other Imperils the survival Butler's argument graphs, she writes along• FN-/·i-lJM,J Muslim migrants, and laws source of dogmatism.• [1 OJ there could be no ethical by the unre,stricied flow of 

ettac.ks on tho World Trade of the self. Butler fore· allows for the emergence side and against Susan ,~-y~ such as the recent banning The aim of her lntelloctual quandary, no struggle and capita\ the sp,ead ol 

Center and lhe Pentagon grounds the body's of basic but urgent Sontag's Regsrdlng the K.UlllkJ~-..•. l'N.? of the burqa and the niqab project since GMng an no problem. (11) transn.aHonal eorporat.ioris 

on September 11, 2001. fragility and proposes questions concerning the Pain of Others (2002). She I I ·1 nino:.c bcit11t1t.n In France [7] and Belglum. Account of Oneself (2005) and the erosion of 

Butler h.irns her painstaking lnterdependenc:e between conditions that have struc· reflects on how the cruelty MflolqlbanJ~rq;i,," (8) Relevant still in tho has become the crafting badlUon.al distinctions 

and engaged attention bodies as the grounds for turod, maintained and leglt· motivating the production n,,,c:;r.,..,.,,.,,., wake of the large number of a critique of state vlo· between net1ons and 

towards the ae$lhetic an ethics that allows for imlz&d Khadr's irregular of the photographs was 
,\r.nlll • .l011 of refugees created by the lence drawn from the studv nationhood, whlch neces· 

management ot the global tho survival of human llfe. imprlsonment: What has crltlcally re-framed through (81 l.anl'rllynor, conflict ln Libya and other of the work of twentieth sit.ates a shift in the way 

politics of tor1uro, delving This state of humanity Is made it possible for Khadr public $howings of the ,.lklp:n1m """-""~ nations in the region. eentury Jewish scholars. we engage with the so· 

Into the framing end marked by what she terms to bo. rendered as some· Images, such as the exhi· 
h"l\.tnh puhtk: !;\;in GO Butler de111elops a nuanced Her lectures and es.says called 111post•:' It ts. perhaps, 
hutlc.l111Jnicpt,," 

re-framing mechanisms •grlevab11ity; the eapacit-; thing other than a citizen bitlon at the lntematlonal 111 Uutlrr211il'IJ,.:-& n,,,01wMJ,-. critique of racist assump· over the last years have this unassuming prefix, 

that mediate the percepHon to conceive of a llfe as end a human being Center for Photography In ~I.JOlfJ lions that Imagine Muslims turned to thinkers like •post-; that has lead to so 

ot bodies that have beon worthy of mouming when deserving of basic legal New York, [4] prompting Ill Om1rKh,,Jr·4 a.s fundamentalist homo· Hannah Arendt, Su58n much contenUon In the 

construed as "the enemy" it Is lost A grievable life, protections In the eyes of publle opinion around the 
f\-.JtQ1n1I. l!ilJui.W!Dulkt, phobes who must be kept Sontag, Walter Benjamin. study of postoolonlallsm.. 
GBC.\"ra. "l.lcrl1'ffl'Wtl\'C 

from the Euro-American BuUer po-sits, ls a life that American and Canadian globe to reconsider their Aur;nu-1 12.1010. A,.11.nJGm.kr out of --modern• European Emmanuel levinas and On the one hand, in this 

perspective. Butler Is Institutionally recognized publlc Institutions? Why uneondltlonal support for l ... -tna..,ton :\n society. Such conservatlvo Primo Levy. The develop-- age of •post-• polillcs • 

manages this task whlle and protected through was there a three-year gap the Iraq War. A critical 
.. ,..>,nl'?lcn.•mc• argumt!nls use gay rights ment of this work. com· postcolonlallsm has come tll ·t Sn,J~1t1tl'IO. .. tdut\' •nJ 1;-mInn1 

simultaneously returning communitv so that it may between the time of his contextualization of these .tm,y ,-ctn-an i., \l.>I.' nW'\..,}.'"n,.,.,,,,_ as an alibi to Justify discrim· bined with her activism ln to mean an Infinite number 

to tha aneilysls of gender survive. Yet grievabllity Is anest and his indictment Images of pain denies the Kum•fclJ'" J-~,..,.,r1't) ~ (19,,.~l IMUon against populations support for campaigns of things-a historical 

and sexua•llty that c::harac- not granted evenly. In her on eha,ges of murder for t,iumphant tone of their A/],n«r,J, of non-European descent that advocete an end to transition, an achieved 
r\\ljl\l,I ~ 2f111 (IOI Uulltt 10!,Y, Ill 

teriz.ed her earlier work. Introduction, Butler under- the death of a U.S. soldier? making and exposes the People who practice Islam, the violence against epoch, a cultural location, 

In a publlc landscape st,nds the racist and Why did tho Sup,eme Court brutallty of their Intention. jJ) &tJ....-2009,'il~ IIIJlt,iJ,17'·2 In partic::ular. are framed as Palestinian populations in a t.heoretical stance-but. 
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on the other, it is clear studies, and instead tends 
that there is nothing to focus on areas suppo-
•post·· about the effects sedly outside of North 
of colonization in the de· American concerns such 
colonized world. As such, as South Asia, the Middle 
certain branches of East. lat.in America and 
postcolonial studies have Africa. It should be noted 
recently come under attack that Sethi does not focus 
for failing to make an inter· much attention on Canada, 
vention in the lived politics and with a rich and varied 
of postcolonial experience, academic tradition often 
instead focusing their de-eply implicated in local 
academic methodologies indigenous politics, 
on modes of te,ctual inter- the climate is somewhat 
prctation and de-construe· different here. The project 
tionlst analysis. Against of thts book Is thus three,. 
this tenclency, The Po/ilks fold: to Investigate modes 
of Postcoloniallsm (2011 l of resistance In the new 
Is a clear mo'ole away from world order: to examine 
the ossifying strategies of the current st.ate: of pest-
the academy, offering a colonial studies: and to 
rofrashlng and provocaHve prioritiz.e and reframe 
examination of the current the political mandate of 
sUlte of postcolonial the dh,clpllne. 
studies and calls for a re.- Sethi traces out how 
Infusion of the dlsclpllne llbera1 capitalism, following 
with a grounded polltlcs decoloniz.ation struggles 
of resistance, across the wortd, has, for 

By way of lntroduc· Its part, contributed a great 
lion, Rumins Sethi dispa- deal to undoing the 
ragingly repeats Edward borders of nation-slates 
W, Said's famous call for through the global spread 
•responsible Intellectuals" of multinatiooal corpora· 
from his seminal work, Uons. Capitalist hegemony 
Orienta/ism (1979). Looking on such a large scale has 
back to the origins of post- radically weakened the 
colonial studies as a power of labour, and as 
dlsclpllne. Sethi defines such, labour-based resist· 
postcolonlallsm as phllo· ance movements, with 
sophy that •seeks to the despenstion of a global· 
encourage radical politics \zed working clas.s and 
and engagement with Its underclasses matching 
popular struggle5~ e tho Inchoate and name-
charge that provocatively less nature ot the people 
lmpHcate.s an academy who make up trensna-
which. largely. has still not tion,al corponstions.. For thls 
addressed many of the reason, Sethi asks whether 
actual economic and Poli· we are witnessing the end 
tic.al iSSUM relating lo of tho nation-state, and 
postcolonlatism. As Sethi if so, how thi.s might affect 
notes. It was Said who first modes of resistance. 
traced the correspandence Importantly, Sethi attempts 
of American neocolonial• to forge a link between 
ism to both Its orientalist historical Marxism and 
tendencies In the past and post~colonlali.sm es a 
to the Imperial policies of mean.s of both under· 
nineteenth-century colo• stendrng structures ot 
nlzers. This material power and restoring a 
llneage Is repeatedly ovet• certain form ot '"cultural 
looked in contemporary nationalism~ or a cultural 
postcolonlal studies, which revlt-ellz.ation of nation· 
has often been structured hood as a means of 
In opposition to American forging Intellectualism 
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with popular conscious· 
ness in a united resistance 
movement Although the 
material focus of Marxism 
has historically been seen 
to be at odds with post-
colonial studies' cultural 
leanings., Sethi convincingly 
argues that the two disci-
pllnes are not as disparate 
as they purport to be, and 
that a critique of Euro· 
centrism, globalization and 
exploitation has always 
been central to both dlscl· 
pllnes. For if postcolonla-
llsm Is to mount a success-
ful oppcsltion to neocolo-
niatlsm, it must Include a 
careful strudural enalysi.s 
of global capitalism as 
well es a cultural under-
standing of nationhood. 

Beyond a structural 
redefinition of postcolo· 
nialism, Sethi models a 
methodo1oglcal practice 
thet highlights and honours 
resistance movements 
around the world. The 2002 
protests In Bolivia against 
decreased spending 
on health and education, 
demonstrations In El 
Salvador which marked 
the pr1valizaUon of the 
Social Security Institute, 
the regional strike in Peru 
organized by the Fronte 
Ampilo Cl'ollco against the 
privatization of electricity. 
and the ZapaUsta rebels 
In Mexico fightJng the 
govemmenrs strategies 
of neoliberallsmo are 
among many examples of 
resistance in this book. 
Accordingly, all such acts 
of dissent and activlsm 
Initiated under lhe aegis 
of resistance to corporate 
globalization should 
be Included In the term 
postcoloniel. 

By far the most 
Important charge of the 
book. as Sethi herself 
stat.es, Is the allegaUon that 
thtl relationship between 
postcolonialism and global 
capitalism has been left 
unexamined by almost all 
postcolonia1 critics, and 

that •postcolonial studies, 
as a consequence, 
propelled by the metro 
politan methodology of 
postcolonial theory, has 
developed side by side 
with the growth of neo· 
colonialism." Not only 
has postcolonia1 theory 
become deaf to the cries 
of active resistance move· 
ments. but also its lack 
of reflexivity or structural 
analysis has made it 
complicit with the spread 
of neocolonialism. It Is 
with this desire to unite 
theory and practice that 
Sethi challenges scholars. 
clalmlng that: "Ir post-
colonial studies l.s to be 
relevant today, It must 
become the voice of the 
people and theorize 
about movements against 
g1oballzaUon, rether than 
becoming p,art of Its grand 
design.• Following thls. if 
postcolonial scholars are 
to engage In the *polit1e-s• 
of postcoloniallsm, they 
must step away from 
current theories of hybrldlty 
and multiculturalism. and 
focus on the e.xtra-1iterary 
concerns that can help 
link postcolonlallsm with 
activism In the world out-
side the academy, worltlng 
to carve out a space within 
the academy for rigorous 
selt·examlnaUon and for 
the Inclusion of the voices 
from International resist• 
ance movements. Then, 
and only then, wlll we 
be able to shape what It 
means to be a "responsible 
intellectual:' 
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