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%k 0 ‘. Sc zwn ® in Science Advances in February 2024. Digital media’s
- transformations have allowed for exciting possibilities

for video artists and filmmakers to experiment with vi-

7he (7 9t ) In December 2005, Medrar for Con- sual realms and simulat_ions. Prompting the que§tion,

. . temporary Art inaugurated a video art what do these technological advancements contribute
carro P:adeo festival at the heart of Cairo. A collec- to the climate crisis? This edition addresses issues and
festival tive of visual artists passionate about repercussions of technological advancements and cli-

. video art organized the showcase, fo- mate change. With further reflections through Cairo
ror lideo cusing onrecent self-produced or low- Compressed, a production workshop by the Small File
Artcaerno cost works. With the same pressing Media Festival about greener and alternative ways for
- e ] i inui media consumption and artistic expression.
& Xoeriner cal fﬁgﬁg:g:;{ﬁggﬁﬂg:g :22:?3 Through the open call, this edition received nearly 800 video sub-
Y04 /74 returns with an international display of missions. The official selection consists of a total of 43 video works
video art and experimental film orga- produced after January 2021, at most thirty minutes in duration
nized by Medrar from the 1st to the 17th of December, 2024. each. The five programs in this edition comprise three screenings
In agroecosystems, locust swarms are extremely destruc- and two loop video exhibitions, in addition to panel discussions, art-
tive and harmful. As the locusts mutate, they transform radi- ist talks, and presentations. The works employ different perspec-
callyincolor,behavior,and habits, migrating fromfield tofield, tives and approaches, spanning genres that include performance,
feeding and destroying all agricultural crops in their way. dance, animation, CGl, narrative, glitch, VR, film essay, music video,
This moment of metamorphosis fuels this current edition and video poetry, invoking continuous experimentation with the
as areflection on what is beyond control: a plague driven by medium itself and its limitations.
technological advancement and digital mutation! To further the conversation about visual media pro-
In the 11th edition, five programs underscore issues of borderlines, duction, their gaps, andinfrastructures, the publication
gaps, landscapes, and displacement. The mutated locust integrated accompanying the Tith Cairo Video Festival includes
into the digital landscapes, consuming not only crops but also data. overviews and excerpts of longer pieces of academic
A landscape of leftover electronic equipment, a combination of real research and artistic proposals, among other contri-
and fiction with the machine, the body as material, and its represen- butions. These textual inputs stimulate the programs
tation in open space, among other artistic expressions, constitute as valuable offerings to visual culture.
this edition. A common thematic thread is the construction of the Works this year were nominated and selected by the festival's
digital image and the digital image as a construct itself. team as well as the programming committee: Mohamed Allam,
Desert locust outbreaks in Africa and the Middle East wil Ismail Fayed, Nadine Khan, and Mena El Shazly. The publication
become “increasingly difficult to prevent and control” due contains textual inputs by Alia Ayman, Rania Lee Khalil, Mariam

to a warming climate, according to a new study published El Nozahy, and Jalal Toufic.
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Selection & Program:

Mena E1 Shazly

Everybody has one blind spot at least, if not more, and they often

go unnoticed. The brain gathers bits of information to form a con-

tinuous picture, filling in the gaps between them through process-

es of interpolation.
The works deal with issues of displacement and gaps, start-
ing from a place beyond the language of words. The artists
and filmmakers speak through their images, expressing
the inexplicable. Their works are based on the complexities
of our current reality and provoke deep, varicolored state-
ments that remind the viewer of the power and magic of
cinema. While the program's rhythm is slow, it quickly capti-
vates and seeps into one's gut.

There are many things observed in this world that one is blind to.
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Egypt
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Feat

Rowan Aldib

A girlis deciding whether to leave her country

and escape her memories. Throughout the film,

she bids farewell to her homeland by loafing
around the city, trying to survive the heat that
burdens her and is making her question the
decision to leave.
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2322052

Dhiaa Biya

The routines of two women fuse as their similar
gestures get repeated over time, slowly unraveling
the motherly bond that unites them.
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Graziella Rizkallah all G Wjhe
& Jalal Toufic GIQQJ J.\JDQ La Panadella, an emblematic small road town in dglllS & ja) 5aLy Log Ll Asiws
decline in Catalonia, awaits visitors from a myste- g uaale Z3 oo 1105 Jlbiew¥ St e
. rious tower. While its inhabitants and passersby il sl g.doLQ Lo.: Laiog ALYl - )

‘Jalal, last night, | had a dream about our film.” «Salo g .«lialio) cral> duall ALl Ji» follow their monotonous routines, a strange O OSSO e ;;;9__73“" UAPS’J
“Which film?” “The one we are working on these &)9§8_;9Q» «ab¥l ol dile Jasi Sl Lol signal manifests in the halls and rooms of this Gl e (G dw s 8Ll b5 gyl duisio I
days.”“Hong Kong, Ching, Solaris?” “Yes.” Can one S eyall S Jo @2 «§ s dges ol stagnant place. SoSL el
have a dream where one’s deepest, unconscious SR s e
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the extraterrestrial hyperintelligent sentient ocean Jladll bzl 1S (G o diid 2o of G ydoe

of Tarkovsky's film Solaris that fulfills such wishes? &b slg U(LMQQQL: @lo @ Sl &5lo oeloll

Yes, if one's meta-wish is to have one’s unconscious ael Jo eyll dic 813 eei Sl odoy Jia

wishes fulfilled in the manner Solaris does that rath- L . W e S
er than in the manner dreams do it (through such g g 48y diclol dilie) Gé= Ol o

mechanisms as condensation and displacement). (Zaly sl Jia wldl Jis u") Pbﬁl a8y,
One should bear in mind though that, since dreams o2 A=Yl ol ng il el 3 350 of sy oSg
are wish fulfillments, Solaris or a Solarisequivalent ¢ [|' Jesw d1id o 9| Jggw U[g u[m),u BB

would end up making one unable to dream, anin- WSl oY XL, @i ai i el
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2024
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BezLna

Saif Alsaegh

The film explores the complexities of fleeing a war
zone by analyzing peripheral details. It's inter-
weaving different narratives present the raw and
broken feelings of a child and a cat whose lives
will never be the same.
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Elom 20ce, Musquiqui
Chihying, Gregor Kasper

Oriented in the four elements of fire, water, air,and
earth, The Currency - Sensing #1 Agbogbloshie
examines Agbogbloshie, the world's largest
e-waste recycling site. The filmis part of a larger
investigation that traces the global cycles of raw
materials and electronic devices and their half-val-
ue, questioning capitalist logic, exploitation, and
power structures to re-explore the relationships
between humans and their interactions with the
non-human world. This performative field research
uses experimental sound generation methods

to make electromagnetic waves of the electronic
waste audible, thus enabling expanded sensory
access toit that goes beyond the merely visible. It
is also a form of urban mining, but instead of being
based on the profit-oriented recovery of raw ma-
terials from urban space for a circular economy; it
is a critical method for observing and reflecting on
human practice.
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aoomegranate

Yageen Yamani

In my homeland, we say, Those who love you will
peel you a pomegranate.” Peeling pomegranates is
a time-consuming and laborious task, symbolizing
love and care. Yet, it is also an act filled with grief.
This video work explores the intimate act of peeling
pomegranates as a bloody fruit meditatively, as
well as referencing displacement and loss, which
sadly feels endless in the Palestinian context. In
the recent genocide in Palestine, | wonder: who will
peel pomegranates for those we have lost?
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Adel Abidin

“The Message” emulates the precise editing style
of scenes from the 1976 film with the same title

by Syrian filmmaker Mustafa Al-Akad, illustrating
the event that took place on September 24th,

622 AD—a momentous historical event: the
completion of Prophet Muhammad'’s migration
from Mecca to Madina. The artist's new work
introduces a compelling contrast from the original
film, where Western children find themselves im-
mersed in 3D-rendered settings mirroring Madina,
as depicted in Al-Akad’s film, holding handmade
welcoming signs against a chroma screen. These
children reenact the actions of individuals from
1402 years ago, eagerly anticipating hope and
happiness with the arrival of their savior. However,
a stark disruption occurs as a drone enters the
scene—an emblem of weaponized surveillance
prevalent in modern times, targeting people within
their own countries. Tension escalates as the
drone advances, eventually coercing the children
out of the frame.

T

Jasy s3I @luall zliige dé b «dluJl» Sl
phan Ggull gyl Zhe] (o et @il
Gl asdl Jolin sl v ale slbell
alai] Gsdlio PP ale raivew PE agy 289 Gl

Jasll i@ pu8) .duall J] 4 ¢y0 08 (@ill 6y
cus (Lo¥l alall e oY ls wasdl Gall
w@ummmwl ugu)gjldlﬂbmxw
oléell alid lmJg,o La§o)9.\l| d.a._{.\“ 0o sl.o.;!l EMIH

J@IWJLQbXI PITRVESH ng a.cw

ugusu—gy L8 e doyl J48 19889 il ol
280 68 1S9 . @2ibin Jgu0g 3lgug Jol

doled] di8lyall ja) ccygyall» jo 15 2o a.l.f.x(,wll
uuh.” A_QW 6‘”9 :L_L')_AR.” l.:_pa.c dgadd 6\“
«oagydl» I8l ga gl slagy . agilbgl Jlo
28 e ggdl e JWbb il ped



cOF77 07

10’ 00"

Exhibition g\ byea

2024

Hungary

shac by (22)

sl

GAD 72I7P

Emese Pdalovics

The immersive audiovisual dome installation
addresses generational gaps, the traumas they
cause, and the processes of recognizing them.
The viewer follows the protagonist through a
series of “bad trip-like” events within the family
house, descending deeper and deeper into the
family home and his mind. The PCVR (interactive
Virtual Reality, where the VR headset functions
as a monitor for the computer game) allows
viewers to watch the original projection after an
interactive, thought-provoking intro. This version
is a solitary experience, focusing more on the
individual. The project as a whole aims to spark
conversations encouraging self-reflection and

acceptance, hopefully helping build and strength-

en the community.
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(22) Jalal Tourrc

correspondence with her then-teenage friend
during the civil war. But then precisely because
of the trauma related to these events and her
resultant post-traumatic stress disorder Maia is
unable to determine whether these events are
real or not, whether she dreamt or reinvented
them to some degree: “From there, | don’t know,
| don't remember anymore. | don't remember
things well, you know. Sometimes | have the im-
pression that ... 'm reinventing things a bit. | don’t
know anymore what's true and what’s not true;
or where it starts, how | finish things. | feel like
I've been dreaming sometimes™; so the film's
spectators should disabuse themselves of the
notion that Maia could evaluate the truthfulness
and the accuracy of her daughter’s imagination
of what happened based on the documents in
the box: photographs, diaries, notebooks, audio
recordings, etc. It is thus that the film attains an
objective diegetic indiscernibility as to whether
what we are seeing is Alex’s imagination or Ma-
ya's actual life during the Lebanese Civil War,
indeed an indiscernibility of imagination and
memory, so that it is objectively the case that it
is indiscernible whether Alex is imagining these
scenes of her mother’'s past or remembering
them, although they took place before she was
born. This indiscernibility allows for the pos-
sibility, if not implies, that these events were
remembered! What we witness in Memory
Box is not only transgenerational unconscious
transmission of trauma but also, subsequently,
transgenerational remembrance. That her past
was remembered implies that Maia has rees-
tablished a connection with it; and indeed we
see her at this juncture in the film look inside the
old camera that was part of the contents of the
box that was sent to her by her friend and, on
finding a roll of undeveloped film inside it (which
provides a representation of the state of laten-
cy of her repressed memories), take it to a lab to
develop it (the developing of the photograph’s
negative that had lain latent in the camera for
decades indicates that she is presently able to
access her memories and ready to confront her
past) and burst into tears upon seeing the pho-
tographs she took years ago of her father on his
deathbed—which indicates that she can now re-
cathect these memories.

In the second edition of my book (Vam-
pires): An Uneasy Essay on the Undead in Film
(2003), | wrote: “He managed to lure her to the

reconstructed building .. which gave onto the
gutted and shrapnel-poked Grand Theater.
Standing with her at the window, he wondered
aloud: ‘How many more bombs will it take to
produce in Lebanon not just holes in buildings
but a hole, however small, in reali-
ty, a tear in reality itself, so that it
would no longer be seamless?”
Years later, | witnessed this hole in

ing her new boyfriend in his car,
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“How many more bombs will it take to
Wnile teenager Maia s soen koo OZOAUCE IN Lebanon not just holes in

we see part of the frame around bui_ldings but a ho_le’ howe Ver S/ﬂa.l.l, in

the car burn as a result of Israel's
intensive aerial bombardments of

the country during its invasion of rea_Zi ty,

Lebanon in 1982. Another interpre-

a tear in reality itself, so

o e derene. THAT 1T would no longer be seamless?”

American University in Cairo: The

burning of the cinematic image

reminds us that this is not reality, returning us
to what triggered the imagination of Alex, one
or more photographs she was looking at, which
can burn (indeed, | added, may already be par-
tially burned). (In one scene, Maia’s daughter
uses her phone to take pictures of some old
photos in her mother’s diary from her teenage
years in Lebanon, then she swipes through
them on her phone’s screen, her finger’'s move-
ment serving as an equivalent of the conveyer
belt of a film projector, turning the still photos
into a cinematic sequence, a film within the film
[the scene achieves another level of reflexivity
when we deduce that what we perceive as Al-
ex’s moving finger is, similarly, itself a sequence
of photographs of her finger projected at the
rate of twenty-four per second.) | indicated
that while valid, this interpretation is not con-
firmed elsewhere in the film: in a later scene,
which one assumes to also be imagined by Alex
based on one or more photographs from the
box, Maia’s boyfriend drives her home during
a bombardment and yet the explosions burn
and damage not reality itself but “merely” the
surrounding buildings, the road, and the trees
lining it.

4 “A partir de 14, je ne sais (5) Jalal Toufic, (Vampires): (6) _Inwhich case, it would
pas, je ne me souviens plus. Je ne An Uneasy Essay on the Undead in evoke Hadjithomas and Jorelge'
me souviens pas bien des choses. Tu Film, revised and expanded edition artwork Wonder Beirut (1997-2006);
sais, parfois j'ai 'impression que... je ESuusallto, CA: Post-Apollo Press, https:/| prl)_(_.{):ctet.com/c cles/fire/
réinvente un peu les choses. Je ne 003), 98-99. joana-hadjithomas-and-khalil-jor-
sais plus ce qui est vrai et ce qui n'est eige.

pas vrai, o ga commence, comment
le termine les choses. J'ai I'impression
d’avoir révé parfois.”
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Jalal Toufic

Dedicated to Joana Hadjithomas
and Khalil Joreige

Would a text with the title “Warped Space-
Time and Reality-Burning Fireballs” refer ex-
emplarily to a black hole and its event horizon
(especially if the latter is thought to be the site
of a firewall)?

Joana Hadjithomas and Khalil Joreige’s
film Memory Box (2021) begins on Christmas
Eve in Montreal. The focus is on a Lebanese-Ca-
nadian family: Maia, her teenage daughter,
Alex, and Maia's mother. As the grandmother
and her granddaughter are preparing dinner,
a package arrives from Beirut. On seeing the
name of the sender, Maia’s mother, visibly un-
settled, acts as if the package has arrived at the
wrong destination, refusing to receive it; so it is
her granddaughter who ends up signing for it.
When her granddaughter questions her about
her mysterious behavior, Maia's mother says
that these items would bring back distressing
memories (the parcel contains Maia's side of
the correspondence she held as a teenager with
her best friend, Liza Haber, during the Lebanese
Civil War—as well as a note by Liza’s parents in-
forming Maia about the untimely death of her
friend and inviting her to her funeral in Beirut).
The attempt not to receive the package having
failed, the grandmother asks her granddaughter
to help her hide it ... in the basement. Following
Maia’s belated arrival, they have dinner and then
chat in the living room. In the foreground are vis-
ible the two memorial photos of Maia's brother
and father, who both died violently during the
civil war. The three generations of the family’s
women evince different relations to the events
that occurred during the civil war and the 1982

(1} As aresult (28) Nicolas
of the traumatic death Abraham and Maria Torok,
The Shell and the Kernel:

of a beloved person, the
Renewals of Psychoanal-

house was haunted by a

ghost and/or its space and sis, vol. 1, ed. and trans.
ime were warped by the icholas T. Rand (Chicago:
trauma. University of Chicago

Press, 1994), 173

Israeli invasion of Lebanon: the grandmother
can remember them but is averse to do so; the
mother does not remember them since she
repressed the traumatic memories from that
period and whatever had close association to
them; while the daughter wishes to be told about
them and see her mother’s personal photo-
graphs from that period. While they are engaged
in their leisurely conversation, suddenly they
hear the thud of a heavy object. It seems to is-
sue from the basement. Many of the students in
the courses in which | screened this film at the
American University in Cairo considered this
ostensibly unnatural fall a flaw in the film result-
ing from a lapse of judgment on the part of the
two directors. What could have been a way for
the fall to have happened naturally, rather than
stood out as artificial? Alex could have had a pet,
for example, a cat or dog, and it bumped against
the box; or, having qualms about what she and
her grandmother were engaged in, she might
have deliberately placed the package in a pre-
carious position on the shelves, so it would even-
tually fall and its presence be revealed. Actually,
the fall implies something about the house’s
space: it is warped by the traumas of the killing
of Maia's brother and the suicide of her father.
The grandmother may have placed the package
consciously securely on the shelves in terms of
solely the physical laws but unconsciously in an
unbalanced position were one to take into con-
sideration the warpage of the house’s space by
the traumas the family suffered. If she wished
not to reveal the package’s presence through its
fall, at least during Christmas night, she should

have taken into consid-

eration the warpage of

the house’s space (and
3) Anne Ancelin  time) by the trauma (in

chiitzenberger,

Ancestor Syndrome: Trans- imi

generational Psychothera- a similar way space
py and the Hidden Links in is curved by mass, in
the Family Tree, trans. Anne .

}'5%%1)3r4(§ondon: Routledge, particular, by that of a

black hole, according to

Joana Hadjithomas and Khalil Joreige, Memory Box.

general relativity). This warpage is
thus shown not to be solely subjec-
tive and mental but to also, incred-
ibly, impact reality. This warpage of
space is confirmed in a later scene
that starts with Maia standing by a
closed door listening to her parents
cry on the anniversary of her broth-
er’'s violent death and then zooms
out until she seems minuscule giv-
en how incredibly high the ceiling
appears to be (in films revolving
around a trauma, one of the main
tasks of a filmmaker is to convey cin-
ematically the trauma’s warpage of space).! The
additional strangeness and interest of this shot
stems from the circumstance that what we are
witnessing is presumably Alex’s imagination of
the scene based on some of the box’s items (pre-
sumably one of the audio cassettes and a photo
of the apartment showing it in its natural state).
To account for her sensing the warpage of the
space of the apartment by the trauma, one has
to invoke transgenerational unconscious trans-
mission of trauma. In his “Notes on the Phantom:
A Complement to Freud's Metapsychology”
(1975), Nicolas Abraham wrote, “The phantom is
a formation of the unconscious that has never
been conscious—for good reason. It passes ..
from the parent’s unconscious to the child's,”
and Anne Ancelin Schitzenberger continued in
The Ancestor Syndrome, “From a transgenera-
tional perspective, a person who suffers from
a ghost leaving the crypt suffers from a ‘family
genealogical illness.’ ... From a psychoanalytical
perspective, Abraham and Torok perceive in this
kind of manifestation ‘a formation of the dynam-

ic unconscious that is found there not because

of the subject’s own repression but on account
of a direct empathy with the unconscious or the
rejected psychic matter of a parental object.”®
What is this “rejected psychic matter of a paren-
tal object” in Memory Box? It is that Maia's father
was not a “martyr” but committed suicide and
that her mother then faked his suicide as a po-
litical assassination by his rightwing enemies by
firing several bullets in his back and made her an
accomplice in this fabrication.

Had Maia not undergone traumatic
events (the murder of her brother, the suicide
of her father, etc.), she would not have suffered
post-traumatic stress disorder and dissociative
amnesia and would have talked to her daughter
about her past in Beirut during the civil war and
showed her her photographs from that period.
It is because she is suffering from post-trau-
matic stress disorder that her daughter tries
stealthily to learn about her aloof and taciturn
mother from the box containing her side of the
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Paulius Sliaupa

Winterteller is the third part of a trilogy exploring
the changing relationship between humans and
nature. As the snow covers the world, it seems

all can be transformed; the boundaries between
the real and scanned environments dissolve. The
narrative delves into the intersection between
nature and technology, exploring vulnerability,
self-examination, and the search for meaning.
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Maria Kozlitina

Evoked by the gentle crackle of a cassette play-
er,a hand-drawn animation beckons audiences
to the ethereal world of Walt Whitman'’s timeless
poetry. The film invites its viewers into the
intimate sanctum of its protagonist through a
poignant reinterpretation of Whitman’s ‘A Hand
Mirror.” Amidst the delicate hiss of the cassette,
a profound journey through the depths of intro-
spection begins. At its heart lies the eponymous
hand mirror, a potent symbol of self-examination
and revelation. The protagonist confronts their
innermost fears, desires, and vulnerabilities
through it. In this meticulously crafted world,
hand-drawn frames and handwritten notes in-
tertwine, bearing the weight of the protagonist’s
past while embracing the limitless possibilities
of the present moment. Shadows of memories
crawl across the pages as the protagonist navi-
gates the intricate tapestry of their existence.
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SINORSOAS

Valentin Sisman

The video work is a musical system that exists
only through a visual process—a mockery of tech-
nological hegemony in the arts, particularly in the
world of contemporary music. Through the most
trivial representation of the digital tool, 16,384
“mousists” (plastic mouse interpreters) play virtu-
0s0s, similar to the children’s game Simon Says.
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Randa Ali

On the Pacific Coast of Los Angeles, Ali and
Yaffa struggle to remember the Arab Mediterra-
nean cities they left behind.
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Alia Ayman
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From the dissertation “Cinema of Estrangement: Egyptian Documentaries and the Politics of
Global Visibility, 1950s- Present” by Alia Ayman submitted in partial fulfilment of the require-
ments for the degree of Ph.D in Cultural Anthropology at New York University, 2023.

While working together on curating a
documentary film program, my friend and col-
laborator, Mostafa Youssef, a filmmaker and
documentary producer, used the term “ightirab
sinima’i” (cinematic estrangement) to describe
the fact that our films are outcasts from where
they are made. They are funded from else-
where, primarily screened elsewhere, and often
do not make it back.

They are estranged films, and we are
estranged filmmakers.

My dissertation borrows its title from
Mostafa. It focuses on what this notion of cin-
ematic estrangement can reveal about the

complex processes by which the uneven global
flows of images, money, ideas, and people are
rationalized, navigated, and contested by me-
dia makers in the “post” colonies. This sense of
cinematic estrangement takes place on spatial
and temporal planes. Spatially, there is a sense
of alienation from the immediate geographical
context because our films are primarily financed
and screened outside of Egypt. Temporally, there
is also a sense of estrangement from those who
came before us.

Do you agree? How do we feel about

having our work be
As people workingbe-  inaconstant state of
yond narrative cinema, translation?
who are our cinematic
elders? Do ## have Do you feel like a What does a post-fes-
any? Do ## need stranger in places that tival landscape look
any? show your work? like?

Will ##z everbe
What doesiit feel liketo  un-exotic? Do ## want toimag-
create a practice with ine a festival-less
no precedent? What would we future?

change if we were to
Who do ## make invent our exhibition
work for? infrastructures?

Who are “we”?
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Selection & Program:

Mena E1 Shazlﬁ*

This program brings our attention to borderllnes with works that® are sllmy,
flowing, poetic, crunchy, humorous, and suspended. The body is in question,
and time, as an agent, affects its surfaces and layers. The process of becom-
ing is cyclical and continuous and sometimes involves work, rest, dedication,
repetition, loss, growth, construction, and deconstruction. Ancient Egyptians
conceived that the soul consists of many parts. These parts are conceptually
complex and unclear because their meaning changes over time or possibly
because of a lack of esoteric or occultist knowledge. The pictorial remnants
to describe these parts of a soul include:

+ afish, & apair of up-raisedarms, e acartouche,
¢ avessel with handles ¢ ahuman-headedbird, = e among others.
that resemble ears, + asilhouette,

Others, perhaps immortal, survive and transfigure from the image, spirituality,
and aura of a soul. These parts can unite, exist simultaneously, detach, travel, fly,
and have multiple existences. Today, additional parts of the concept of the soul
exist in the extension of the soul into digital space. These works reflect on and
propose other parts or new ways to express these same parts.

The program includes three works from the 4th edition of the Small File Media Festival, Vancouver, Canada,
which received the Cairo Video Festival award.
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Billy Marchenski

Afallen being is tormented by
memories of paradise.
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Now, we have to find another way to breathe! It
translocates the gas exchange occurring inside the
fish gills to the human body. It is a 3D imagination
that a new gill will evolve from the human ear based
on the evolutionary hypothesis of the preauricular*
sinus in the future.
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* Preauricular sinus is a common congenital disabil-
ity. It generally appears as a minuscule skin-lined
hole or pit on the ear.
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The work is a video essay that explores the
complex and multifaceted nature of mourning. It
delves into the shadows, emotions, reflections,
and pathways accompanying this deeply painful
experience in every human life. The work emerges
from a collective exchange of thoughts, both
celebrating the departed:s life and grieving the
posthumous existence of those left behind. It
goes beyond the traditional understanding of
grief, aiming to translate the many impressions of
this singular event. Ultimately, it recognizes that
loss blends hopelessness and hope in nearly
equal measure.

The work explores the convergence of art, fashion,
and technology through three distinct narratives
that intertwine to illuminate the transformative
potential of the digital realm on creative expression.
Samir traverses transness and cultural fluidity as
amultidisciplinary performance artist, questioning
norms through immersive performances. Egyptian

illustrator Nada explores expression at the intersec-

tion of fashion, migration, and agency. Weirdo, an
Egyptian artist, channels personal experiences into
his expressionist art and fashion choices, offering
poignant commentary on societal perceptions of
the disabled subject. Potentiality, experimentation,
and the gamification of reality are central themes
explored throughout the work, underscoring the
profound impact of technological advancement on
artistic expression within the evolving fashion-tech
and mixed-reality landscape.
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Craig Quintero

Itis human nature to long for something differ-
ent, possibly something that lies “somewhere
over the rainbow.” At times, this aspirational
dreaming leads to improvements, but more
often than not, this attitude leads to a sense
of discontent and an unquenchable thirst for
what is beyond our reach. The work explores
this precarious balance between desire and
happiness, fantasy and familiarity.

Distributed by Diversion Cinema
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Isabell Bullexschen

Like a warm echo reverberating from a fleshy wall

or a slimy membrane, the polyphonic voice of a
disembodied entity — simultaneously non-human
and human — guides the viewer through an animation
video based on 3D scans of physically modeled and
found objects as well as collected materials.

The video delves into ipseria>s multifaceted nature
as a multispecies slime and the intelligence of
mucus living in vertebral organisms. Organisms like
humans and the Earth are holobionts permeated
by slime. These biofilms represent the biggest and
oldest biocoenosis on the planet. Like these com-
munities of microorganisms, the fictional character
ipseriais an individual and group simultaneously —
asingle organism and a whole body of slime, a mono
and multi-entity. They mediate, communicate, indi-
cate, and remember — thinking runs through slime,
and knowing s fairly distributed.
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Small File Filmmaking
Workshop

THINKING

BIG SERIOUSLY

SMALL!

Join us to learn more about the envi-
ronmentally friendly and punk-chic practice of
smallfile filmmaking!

The Small File Media Festival presents
Cairo Compressed, a production workshop
that introduces film and video makers to the
more restricted medium of small files, which
allows for pushing the boundaries of artistic
expression and exploring pressing issues in
abstraction. The workshop consists of three
sessions, running in parallel to the 11th edition
of the Cairo Video Festival, and culminating in
a public screening of the works developed and
a discussion on December 15, 2024.

Laura U. Marks founded the Small File
Media Festival in 2020 to raise awareness of
streaming media’s high carbon footprint. The
festival proposes alternative solutions for
media practice and modes of thinking in me-
dia theory.

Dates: 25th of November to 15th of December.
The workshop is conducted by Mena El Shazly

Cairo Compressed workshop is organized
by Medrar for Contemporary Art with the
support of the Guggenheim Foundation and
the Small File Media Festival.
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Selection & Program:

Nadine Khan

The works screenedin the “Dissect” program are an attempt, apo-
sition, and a reflection of a space, landscape, and infrastructure in
different areas, each with a unique physical and human character-
isticandinterconnectedness with otherplaces.
A place is a location, a particular region, a physical envi-
ronment, and a building or locality with a special signifi-
cance. The term can be used for locations at almost any
geographic scale, depending on the context—putting the
places in their own context. '
This program is an attempt to watch, intake, and absorb “place”
since we are visitors with no sense of direction or destination.

) “Concept of Place.” National Geographic, 19 Oct. 2023, education.nationalgeographic.org/
resource/resource-library-concept-place/. Accessed 10ct. 2024.
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Swrveniing or Queer Boases

Benjamin Rosenthal
and Eric Souther

“Body-oddy-oddy-oddy: Destabilizing the
Surveilling of Queer Bodies” explores the nature
of how we understand our bodies, the ways in
which we “queer” the body, and performative
nature of how we explore our identities in medi-
ated space. The work challenges the suprema-
cy of normative human body-to-body contact,
by exploring the role that a hybrid human-ob-
jectvirtual encounter might pose for alternative
forms of intimacy and exchange.

The use of self-surveillance as a strategy of
making and being is critical to our understand-
ing of contemporary bodily experiences in

the piece. The lens, the cameraq, video as both
electronic mirror and surveyor, the scanner,
generative A.l, and motion capture technology
construct the performance of identity—who
we are as hybrids and how we exploit our
self-awareness and positions. The future is
undoubtedly queer, and it's one hell of a party.

slaz ¥l 48l S0
& peSJ|

JWjg) el=iv

2d9lw ey jlg

o sl ling 448sS § Josl 130 iy

9 ] 142 (1 lingy B L2 ols5 &l Gyl
Lot (Lo nw Ly oylai 1 dullo¥l G
diasll 5ip.all Jasll 130 vt Likriono
Sl Gaunll Jlaidl ale g8 of am L
Gl dsaraml) dbadl gall Sl JU= o
lslasdlg (G il sl o QU loa=gy
199 Woy Gl G U3 sdulyiddll olsledlg
A0 8030

sl dsmsiltealS dlall Al alacrie
byolall dpssdl o)lenill @ &) Zlido 92 S9gllg
90 9.1..\¢.Q5J|9 |J}al§”9 dwasll u&.l.g d,cm.” lie &
doa)l gl (8Sg syl Bl.)ig dggysyl Tl
blodl LiglgiSig sadgill LelinoX S3lg
sl iy 55 Ln gl Elais 10385, Syl
Judied] Slilag lixeg Jsilus (aSg Tiptix a8
lay Qiaianiw @Sg el W «Gpg5»

cOF77

9'23”

Exhibition g9 (o0

cOF77

27’'16”

Exhibition g9 (o0

LO.F

2024 Lebanon ol

THhe Secret 48|
caraer =y /

Nour Ouayda ddge jgi

gy @blig e lgamy) agy @l digall Ol G191
Siloaidl G eilin Sy capb 38 U8 o ogp
s laiy ddaalall SlasHl & )l .ollullg
daally sl S el Jouol ¢pe dl ig ol

One day, the city’s residents awaken to find new
trees, plants, and flowers erupting in their streets
and squares. As Camelia and Nahla investigate the
origins of these new and peculiar species, strang-
er and more mysterious events begin to unfold.
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Valentina Berthelon

The rise in public transport prices sparked an
unprecedented revolt against neoliberal policies
in Chile. After months of protests, Santiago was
left with rubble, graffiti, and artistic interventions,
reflecting the populationss deep discomfort with
society»s structures. The residual materials desta-
bilized the urban progress but offered a chance to
reimagine public spaces. In this project, the artist
reconstructs the protests epicenter through 3D
scans, merging altered buildings and monuments
into a new landscape. During the protests, Chilean
women adopted hoods to symbolize their fight for
equality. Collaborating with Chilean, Berlin-based
women, and the LGBT+ community, we created
hybrid characters wearing symbolic hoods to
challenge binary identities.
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Silvia De Gennaro

Why look for artificial worlds when we already

live in a world full of wonder?
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Online chatbots known as «replikas,» struggle to
find their position in the world. They share their
opinions with the humans they interact with on-
line. Events unfold from their perspective through
real conversations collected on the web.
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Magdalena Bexrmudez

Still lifes of real fruit meet botanical illustrations
of plant galls to expose the paradox of dissection:
each time we cut something in two, we merely
create a new exterior.
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How is o0il represented?
How do we see a substance

The function of photography in the por-
trayal of industrial architecture, and precisely,
oil rigs, dates back to the nineteenth century.®
Ever since the advent of photographic technol-
ogies in the first half of the nineteenth century,
architectural surveys - specifically in Britain and
France - have been extremely reliant on photog-
raphy’s substantial documentary value. Due to
its claimed objectivity and realism, photography
was an essential element in projects of preser-
vation or documentation. provided a truth value.
This truth became the representation itself; not
only is the photographic medium an important
tool for architectural research, but the photo-
graph as an object often becomes the ultimate
representation of a building or structure.

For Aramco, it was crucial that the
truth-value underpinning the industrial photo-
graph remained intact as a strategy to lend le-
gitimacy to the, borderline unbelievable, achieve-
ments of oil operations, despite the fact that the
depictions often defied the empirical precision
typically attached to truth-value.

In an Aramco World Magazine 1955
feature entitled “Designed for Oil” (Figure 2, 3)
featuring different aestheticized images of oil
machinery, the writer describes how the staff
photographer translates oil from an industrial
operation to an aesthetic, communicable im-
age for circulation in the magazine.

How is oil photographed?
that is largely unseen?

Workers saw industrial machinery as an
individual function in the assembly line of the oil
refining process, while photographers saw free-
form designs illuminated by the Middle Eastern
sun. Even with aerial photography, the oil produc-
tion and refining process took place across des-
erts and towns, often obfuscated in underground
pipes. No single photograph could capture the
entire world of oil. For the artist, the task was to
depict the entire world of oil operations through
not a singular unit but rather an abstraction of
that unit. This abstraction would create a sort
of synecdoche, one part that indicates the exis-
tence of an entire industrial world as opposed to
a singular industrial operation.®

Figure 2, Amarco World Magazine, 1955, “Designed for

Aariam Einozally COF77

Oil”, Aramco World Magazine Archive, Houston, Texas.

Fiqure 3, Amarco World Magazine, 1955, “Designed for
Oil”, Aramco World Magazine Archive, Houston, Texas.

lariam E/8702372Y

In a departure from the historical
precedent set by nineteenth-century archi-
tectural photography, which prioritized the
representation of full structures, the indus-
trial photographs in the “Pipe Art” spread,
published in October of 1960 in Aramco World
(Figure 4), documenting oil operations depict
objects that are seldom captured in their en-
tirety. Instead of full, detailed, comprehensive
views, the images portray abstracted figures
composed of repetitive lines, undulating
curves, and intricate shadow play. Trusses are

(7¢)

rendered spider-like, and the snaking forms
and bulbous shapes depicted by the images
are uncanny: immediately alluring, fascinat-
ing, mystifying, and, ultimately, sublime. While
initially intended to serve as documentation
for Aramco’s oil operations, the images pro-
vide much more than just industrial documen-
tation.

Together, the images provide an ab-
stract view into a world that feels like (more than
looks like) an oil industry. The images do not re-
veal a particular site, such as an oil refinery or
rig, nor do they reveal a particular location, let
alone Abaqig, Saudi Arabia. Instead, despite the
constraints of black-and-white imagery, they
hint at sand, sunlight, and smooth, clean surfac-
es:anindustrial world of oil with no obvious sight
of either industry or oil. The result is a dramatic
theater of operations, an imaginary site of some
kind of production. Floating traces of wheels,
knobs, steel, and workers show that operation
is underway and that something important is
being produced. Coupled with the abstractions
of the pipes, these floating allusions present oil
operations as a beautiful world.

“A petroleum engineer 1ooks at a gas injection plant,

a tank farm, or a network of pipes sprouting out of a
hydroformer unit as part of the vast complex of equipment
required to produce and refine oil. Aramco photographers
often view these installations through different eyes.
The artist in them sees flowlines as variegated patterns
of horizontal planes, control panels as free-form designs
in squares and angles, and spheroid tanks as flattened
circles hanging in space, while the sharp contrast between
light and shade in the resulting pictures is made all the
more striking by the brilliant Middle Eastern sun.”™

i N

Figure 4, Aramco World Magazine, October 1960, “Pipe Art,” Aramco World Magazine Archive, Houston, Texas.

The full-page spread “Pipe Art” is one of the earliest displays of oil operations.
https://www.aramcoworld.com/CMSPages/GetAzureFile.aspx?path=~\aramcoworldsite\files\84\849f5051-14e2-435c-
90fb-1€82b92b7218.pdf&hash=b71de961b36dc2038ef3d99d20f66c8falc27942d42dda8882e635cdd8504add

ﬁ) Zimmerman, Claire. “The Monster
agnified: Architectural ﬁhotogrqphy as Visual
Hyperbole.” Perspecta 40 (2008): 136-47. http://
www.jstor.org/stable/40482291. Pg 144. Theorist
Claire Zimmerman says that “through synec-
doche; each photograph of a building fragment
serves as representative of the whole building,
and even of the building type.”

(3) . One of the earliest photographic depictions of oil operations 4) i Aramco World
outside of the United States comes from Baku, Azerbaijan. In addition to agazine, June 1955,
photographs of oil derricks all over Azerbaijan, in 1898, Alexandre Michon Aramco World Magazine
directed a film entitled “The Oil Gush in Balakhany.” The film was exhibited Archive, Houston, Tex

in the International Paris Exhibition in 1900. as
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Maxriam Elnozahy

This text is an excerpt of the thesis “Visualizing Oil in Aramco World Magazine” by Mariam
Elnozahy, submitted to the Department of Architecture in Partial Fulfillment of the Require-
ments for the Degree of Master of Science in Architecture Studies at the Massachusetts
Institute of Technology in May 2022.
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“But now follow the path of photography
further. What do you see? It becomes ever more
nuanced and ever more modern, and the result is
that it can no longer record a tenement block or
refuse heap without transfiguring it. MNeedless
to say, photography is unable to convey anything
about a power station or a cable factory other
than, ‘What a beautiful world!”
~ Walter Benjamin

In the spring of 2022, | visited the Aram-
co World Magazine archive in Houston, Texas.
Gaining access to the archive was an achieve-
ment in and of itself after months of incessant
emailing and nonstop calling. The Saudi Arabian
oil company, Aramco, is famously shrouded in
secrecy. In his book “America’s Kingdom: Myth-
making on the Saudi Oil Frontier,” Robert Vitalis
talks about Aramco’s penchant for secrecy,
saying: “Companies are more like authoritarian
countries. They keep records hidden.” When |
finally arrived, the first item | saw was an ornate
crystal decanter filled with black Arabian Light
Crude Oil (Figure 1).

It was the first time | had seen oil in real Ei?,:’y',‘i\';u’.*ni?é’\%shi?k‘/.‘ucgz“z‘i’ﬁe°,i';é*.{i%2‘h°:u§$5xf%‘éx%‘;'.“'
life. In all of the photographs from Aramco World

hoto taken on February 29th, 2022.
Magazine and company ephemera that | would
eventually be allowed to pore through, there were
no photographs, drawings, or other depictions of
crude oil. However, there were thousands of pho-
tographs of oil operations, infrastructure proj-
ects, compound life, personnel portraits, employ-

Vitalis, Robert. America’s

1 2)
k}ngdom: Mythmaking on the Saudi Oil ‘i’edestrian.'

Frontier. Stanford Studies in Middle East-
ern and Islamic Societies and Cultures.

ee homes, and leisurely affairs. These images
produced the visual world of oil without ever
depicting the substance itself. Oil, as historian
Jennifer Wenzel says, is “at once everywhere and
nowhere,” indispensable yet largely apprehend-
ed, not so much invisible as unseen.”

Wenzel, Jennifer. “Between Petro-Magic and the
’ The Environment Forum. Nov. 2021, Mahindra Cen-
ter for the Humanities , Mahindra Center for the Humanities

gé%r%f%% Calif: Stanford University Press, https://www.youtube.com/wutch?v:VSRfIQvAny

Bert Seal ARAMCO Photographic Collection, courtesy of Aramco World Magazine and the Georgetown

University Library Booth Family Center for Special Collections, Washington, D.C, 1955 - 1959.
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Selection & Program:

Mohamed Allam

Every new cycle of technological advancement brings along
fears and anxieties as old as time. These fears, which have
accompanied the twentieth century, dominate the discourse
alongside concerns from those who indulge in discussions
about humanity, public morals, the environment, and warnings
of an impending disaster. Despite their resonating concerns,
life continues to evolve and flourish, as if divine mercy affirms
our ability to adapt and coexist.
The continuation of life does not negate the possibility of
adicsaster. A single glance at the complexities of civiliza-
tion reveals countless consequences. Capitalism takes
the reins. It shapes our lives and visions for the future. It
imposes continuity, construction, and innovation while re-
viving anxieties about what will come.
This program invites us to reflect through nine works that raise
questions about urban design, enduring anxiety, capitalism and
its impact on architectural form, and the relationship between
image and collective memory.
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Sandrine Deumier

Inspired by the existent natural environments, car-
ried by the notion of porosity in temporal planes
and crossing geological surfaces, this work is a
dive into intermediary landscapes, neither natural
nor artificial, that exist beyond human memory.
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The video work is a perpetual meditation on
repetitive human and architectural patterns,
utilizing original material filmed at Berlin's
Hauptbahnhof. The footage is altered and
rearranged to achieve a normalized isometric
perspective typically only seen in drawings and
digital spaces, such as 3D maps and videog-
ames. Blending analog and digital realms in a
synthetic viewpoint fabricates a contemplative
unique atmosphere in a never-ending steady
camera movement.
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Marc Samperx

Constructed through mobile scans and navigated
via Blender, the 3D Digital work is part of a collec-
tive project in Nicosia that explores the dream
incubation ritual from classical times. It aims to
connect internal spaces and virtual environments,
linked to imaginary dimensions, with real territo-
ries and bodies, providing spaces of psychic and
somatic continuity and acceleration.

The work features scans of houses and ruins

from Cyprus's Buffer Zone that were abandoned
in 1974. Combined with scans of performers such
as Maria Tsitroudi and Maria Constanti, Greek

or Egyptian sculptures from the Louvre,and a
voice-over of texts by Paul Celan, the work reveals
an interface between imaginal dimensions that
aspires to integrate into reality. The video weaves
together spaces from both parts of the island and
various objects and artworks, creating a new ritual
space and fostering a desire to reconfigure reality.

4

ol 2o

welaz Eartie (30 cp0 S alafll G Jaslllio il
3995 Sl Al Lol ugbla (e diwgdn §
(500 drguunan jgu phiseiosly dasail] guasl] ]

il zaliyy bl i Jgmell oty Jgasd st Jl
a1l oLl o bl | Jas)l (8 Blender
Al 8l g dslisllslofl gl duslodl clilly
& Leillg dy el o ol Lowa Bl dpolll o SLadlly
.6.).&&2“9@.\.&&

dahis § P8y Jjlial ddass ligo plidll osmiun
0l Zjai . yopd G 1AVE ale ey Gl pasdll bl
«&d9suas bjlo» Jia gl jg0 ga ddgdll jpall

& ang dligy Dlig=il jguo Rag ki yjlarg
wegaill yasd dgo Gieidisbas 495Ul oo ;1o
spallells JSgjas <ol Job» yeladl LS &l
Glddlsdlsle¥l oo @blds e caasi yogaily
Sl o plidll gamy 28Ioll 8o glosidll J by
@9 Jlacl elecvl (09 plas¥l lasl (il WS (y0 018
2 8y e dolena @l}u.\?bM G dd)=io
&lgll jpaisale] §due I

085 CUF77

Exhibition g8 (020

cOF?? o8

15’ 00”

Exhibition g8 (500

2023

Netherlands

Flow

Adriaan Lokman

You are invited to float with the wind on what
seems, at first glance, to be a day like any oth-
er—a night in a woman’s life, painted by the ebb
and flow of air currents. Smells, heat, breathing,
natural and artificial gusts of wind—these are
the air currents, affected by invisible presenc-
es, that make the imperceptible perceptible.
They reveal a series of events in which the
woman, whom we are invited to follow during
her wanderings, participates. They immerse us
in a world entirely made of air. When the storm
calms down, and the woman wakes up from
what turns out to have been a dream, the world
is no longer the same.

Distributed by Lucid Realities
andUnframed Collection
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The LA imngge

Rania Lee Khalil

This excerpt of text is reproduced from a larger essay by Rania Lee Khalil which ap-
peared in The Journal of Artistic Research in 2016 on the making of her video ‘Palestinian
Wildlife Series’: Rania Lee Khalil, ‘Palestinian Wildlife Series: embodiment in images,
critical abstraction’, Journal for Artistic Research, 10 (2016)

In intercultural cinema there is an additional, more
overtly political suspicion of the image, given that
its clichés bear the weight of dominant history. For
many works of intercultural cinema, then, the image is
barely a beginning, and any extension into narrative
must be hesitant, or suspicious. (Marks 2000: 42)

Writing on cinema in 1983, Gilles
Deleuze conceptualised the ‘thinimage’ as an
aesthetic tool of resistance. In 2000, Laura U.
Marks revisited his writing in relation to inter-
cultural cinema. The thin image, comprising
out-of-focus, grainy, or underexposed images,
is the opposite of the cliché. Clichés are to be
avoided, not because they are unoriginal but
because they reiterate stereotypes and hege-
monic ways of looking and integrating visual
information. What is at stake with a cliché be-
comes more real the less privilege a subject
can claim in society.

Decontextualising stereotypes is thus
the work of the thin image. Where cinematic
conventions order our ways of seeing - beyond
the level of content - the decontextualised im-
age works on the same level as deconstruc-
tion. When an image is denormalised, it has a
chance of being seen beyond the references
that discursively surround it. Marks (2000: 46)
writes, ‘The optical image defamiliarizes the
cliché by severing it from its context. The re-
sulting image looks rarefied and abstract com-
pared to the thickness of clichéd images. But it
is really the cliché that is abstract. It perceives
from the image only what is useful in the terms
of causal connections.

ﬂl) This is the case in Rea Tajiri’s History and
lemory: For Akiko and Takashige (1991), on her parents ex-
Berience in a Japanese American internment camp, Walid
a’'ad’s Missing Lebanese Wars (1996)_,’or John Akomfrah
and the Black Audio Film Collective’s Handsworth Songs
(1986), to name only a few (Marks 2000).

Experimental images that do not claim
to tell ‘the whole story’ can appeal to people
whose subijectivities are regularly unacknowl-
edged in society. Documentary subjects are
thus approached experimentally by film-makers
who document unrecoverable histories.” Thinim-
ages can stand in for official images, which are
often unavailable to intercultural film-makers.
Marks notes that access to official documents
in postcolonial countries is often more easily ac-
cessed by privileged outsiders.

In Palestine, for example, in 1948 (the year
known to Palestinians as the Nakba, or ‘catastro-
phe’), 750,000 Palestinians were forcefully expelled
from their homes to make way for the formation
of the State of Israel. Generations of archives and
memory objects were systematically destroyed by
a new Israel eager to cultivate the appearance of
a ‘land without people’® Edward Said (1992) makes
the point that the actual conditions upon which the
State of Israel was founded - that of forcefully dis-
placing nearly one million people, and destroying
their homes, villages, and belongings - has never
been officially adopted into either academic or
political discourse in the West. Until now, those ex-
pelled from their homes have never been allowed
to return. In light of this context, my use of the thin
image becomes more evident.

(8) . The phrase ‘A land with no people, for a
people without land’ is an expression associated with the
early Zionist movement, referring to Palestine as an empty
land for Jewish settlers. Its origins are contested, though
the phrase is widely used.

cPF77

Blue lion mom cubs

cPF77

In ‘Recovering the Hidden through
Found-Footage Films', Dirk de Bruyn (2012) re-
flects on trauma and the avant-garde cinema
of the 1970s. Trauma, briefly explained here, is
a disturbing experience(s) that creates a long-
term negative and recurrent impact on a person
or group of people’s thoughts, feelings, and be-
haviour. While Bruyn's writing is focused on the in-
dividual, trauma can also occur on collective lev-
els in times of war, slavery, or genocide.

Bruyn (2013: 101), in part quoting Con-
stance Penley, explains the jarring cuts and
compilations of experimental materialist films
as mirroring the fragmentation of traumatic
memory: “The first tactic of structuralist/mate-
rialist film is the emptying from the cinematic
signifier of all semantic, associative, symbolic,
representational significance” [...]. This is what
trauma does to memory.

The importance of ‘emptying the signifi-
er’, runs parallel to that of the thin image. For ex-
ample, traditional cinema does not need to explain
in detail to its audiences the concept of ‘virtue'.
It simply inserts the image of that which we are
enculturated to view as virtuous - a woman in a
certain dress, a man in a certain suit - as a visual
shortcut. Similarly, it dictates who is to be distrust-

This is seen, for example, in chap-

(9)

ter 10 of the film, titled ‘Can’t Tell the Lions from
the Hyenas’, which is shown in the concluding
section of this exposition.

Z2aria lee xkralr7

(92)

ed by a set of constructed images indistinguish-
able (hegemonically) from ‘reality’. Trauma how-
ever throws consensual ‘reality’ into question: its
clichés are dislocated. The moment the emptied
signifier of materialist film or the thinimage enters
is the moment when clichés and their shortcuts
are interrupted and where something new can
begin. For this reason Bruyn (2012: 98-100) quotes
Peter Gidal who asserts: ‘Without a theory and
practice of radically materialist experimental film,
cinema would endlessly be the “natural” reproduc-
tion of capitalist and patriarchal forms'
Emptying the signifier of all symbol-
ic significance is best accomplished through
highly abstract works. Palestinian Wildlife Se-
ries does so only partially. Where, for example,
the lion’s regal associations or the hyena’s dis-
honesty (in human cultures) proved impossible
to remove, the artwork plays with existing ste-
reotypes in order to invert them.® Bryun writes
of two avant-gardes: the first is narrative and
explicit about its political position; the second
is non-narrative and focuses on processes of
perception. Palestinian Wildlife Series works to
resist this binary through a third way, which is
political, perceptual, and non-representational.
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11* Cairo Video Festival is organized by
Medrar for Contemporary Art
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