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CURATORIAL
STATEMENT

In the language of contemporary labor processes and manufacturing
equipment, a “critical machine” is a piece of equipment designated
and programmed to monitor and report on other machines in the
production chain. Critical machines are deployed as preventive
maintenance measures to guard against equipment malfunctioning
and the disruption of the production flow. The main goal of the critical
machine is to inform the human operator about urgently required
systemic adjustments.

We apply this machinic analogy to the world of contemporary art
as a central motif, even a provocation, that might unsettle certain
assumptions about the modes of production and the circulation of
art today. Within the broader scheme of things, Critical Machines is
about Critique. It is about a specifically modern attitude, which relies
heavily on rationality and reason, enjoys questioning authority and
accepted practices and seeks to determine - as Immanuel Kant did
consecutively with his logical machines, the three Critiques - the
conditions of possibility under which we may learn what we can know,
what we ought to do, and what we may hope.

Critical Machines is divided into two parts. For the exhibition, we
have invited six artists and artist groups to display their proposals
for critical machines. Here, forms of critique are imbedded in
sensuous or objective form. For this project, however, and drawing
on the metaphor of the critical machine, we invite artists whose work
addresses, represents, negates or critiques not the world at large (as
artists have done for centuries) but art itself, its tenets and histories,
or what is today often called the “art worlds.” Some of the critical
machines produced for this exhibition perform tasks that once fell
solely within the field of expertise of art historians, critics, museum
curators or aestheticians. The six projects on display are: Art &
Language’s Homes from Homes Il, Diagram [ii}; Burak Arikan’s Artist
Collector Network; Freee art collective’s Political Art Today; Khalil
Rabah’s Two Exhibitions; Janah Hilwé’'s Poster for the Exhibition
“Critical Machines”; and Vadim Zakharov's Moscow Conceptualism
presented by Vadim Zakharov.

In addition, the visitor will find in the exhibition a Bookshelf that
sets on display multiple instances of critical machines assembled
by artists from different epochs and regions, compiled by the curator
of the exhibition: from William Hogarth's Analysis of Beauty (1753)
to Wassily Kandinsky's Point and Line to Plane (1926) and, within
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the Lebanese context, from Georges D. Corm’s Essai sur lart et la
civilisation de ce temps (1966) to Walid Raad’s Scratching on Things
I Could Disavow. A History of Art in the Arab World (2011). The shelf
hosts approximately one hundred books, magazines and printed and
bound content from various websites, all edited, made or published
by artists. These publications present a wide array of artistic methods
and devices: from institutional critique to art historiography and
archival research, and from various forms of political activism and
artistic subversion to aesthetic and art critical speculations. All of
these critical machines, which we purchased, requested from artists
worldwide, or unearthed from various layers of the Web, will be
offered to the AUB library after the completion of this project.

The second part of the event is an international conference titled
Critical Machines: Art Periodicals Today (March 7-8, 2014). We have
summoned editors of local, regional and global art periodicals, inviting
them to speak about their publications and the various agendas that
inform and motivate their editorial efforts. We are encouraging our
guests to reflect upon the tasks that their periodicals fulfill today.
It must be said that the distinction that we draw between critical
machines assembled by artists (the exhibition) and critical machines
constructed by editors/critics (the conference] is an arbitrary one, as
many editors are full-time practicing artists and some artists in the
exhibition are also editors. However, we hope that the structure of the
Critical Machines event might help bring into discussion this and many
other distinctions and questions related to modes and strategies of
critique, as well as talk about the roles that art periodicals play today
within both their immediate and distant contexts.

Octavian Esanu
Curator, AUB Art Galleries
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ART &
LANGUAGE

Homes from Homes [l is the title of a book that describes and
discusses a work of the same name. The work itself consists of
redescriptions and travesties of our own production. The title itself
suggests reproduction and return: home(s) (away from) home(s),
and also, perhaps, given the English phonetic convention that
pronounces “Holmes” as “homes,” the reappearance of the detective
in the "Hound of the Baskervilles” after his apparent death at the
Falls of Reichenbach.

This work tests and destabilizes the relations entailed by replication,
parody, travesty, masking, camouflage and digression. Homes
from Homes Il is composed of small individual “works.” These
components refer quasi-reflexively to Art & Language’s past and
to other works which are not in Art & Language’s past. They also
murmur reflexively among certain works of Art & Language’s past
and present as well as to each other.

A diagram at the end of the book shows how the components of
Homes from Homes I/ are distributed on a billboard-like structure.
It shows that some of them are displaced or dislodged so as to hang
at oblique angles - victims perhaps of disturbance and disorder.
The book, in the form that it is presently shown, is a further
redescription of something already unstable. In the form of the
book, however, it has acquired a certain stability that is conferred
by the relation between images and text. Indeed, the book is both an
argument and an indexical artifact. The gallery display that shows
the emptied diagrammatic form of Homes from Homes I/ is a ghost
that nevertheless exceeds the book as an institutional - and indeed
physical - presence. It is a ghost that demands its own ekphrastic
exercise on the part of the viewer even as it enjoins her to return
to the crowd of voices and images that is contained by the book.
And this is a crowd that imagines itself in possession of a certain
ekphrastic authority about what is missing in the face and body of
a ghost. The specter may claim, however, that the work of referring
and “completing” is pointless. It has returned as itself. The book says
nothing about it.
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The name Art & Language was first adopted in 1968, to refer to

a collaborative practice that had developed over the previous two
years between Michael Baldwin and Terry Atkinson, in association
with David Bainbridge and Harold Hurrell. Over the next several
years it stood for a collaborative practice with a growing and
changing membership associated with the journal Art-Language,
first published in May 1969, and subsequently with a second journal
The Fox, which was published in New York in 1975-76. Joseph
Kosuth was invited to act as American editor of Art-Language in
1969. In the following year Mel Ramsden and lan Burn merged
their separate collaboration with Art & Language. Charles Harrison
became editor of Art-Language in 1971. By the mid 1970s some 20
people were associated with the name, divided between England
and New York. From 1976, however, the genealogical thread of Art &
Language’s artistic work was taken solely into the hands of Baldwin
and Ramsden, with their theoretical and critical collaboration with
Charles Harrison, who died in 2009.
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BURAK
ARIKAN

Artist Collector Network is an exploratory map in progress of
collectors and artists. The project started in Turkey and has been
expanded to include Europe and the Middle East. The map connects
the names of artists to collectors, artists to artists, or collectors
to collectors, pointing at how art collections are assembled today.
Collectors were invited to share information on their collecting
efforts while artists were asked to provide names of collections
that feature their works. Both groups provided Burak Arikan with
lists of names involved in the establishment of art collections, or of
those with whom they most commonly engage in the acquisition or
exchange of artworks within a particular niche of the art market. The
map then includes data from both parties, showing how the process
of acquisition of contemporary art works unfolds. The lists of names
connect within one large diagram that is presented through software
simulation. The names naturally find their position on the screen
through connecting forces, revealing the central actors, outliers,
indirect links, and tight clusters.

This phase of Artist Collector Network started in 2011 as Phase |
at Borusan Contemporary Museum, Istanbul, then continued with
Phase Il at Macka Art Gallery, Istanbul (2012), and lastly Phase IlI,
again at Borusan Contemporary Museum (2013). Also, a special
edition was produced for the 30" Ljubljana Biennial of Graphic Arts
that includes Slovenian artist and collectors.
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Burak Arikan is an Istanbul and New York City-based artist working
with complex networks. He takes social, economical, and political
issues as input and runs them through an abstract machinery,
generating network maps and algorithmic interfaces. His work
often takes the form of performances that procreate predictions and
render inherent power relationships visible and thus discussable.
Arikan’s software, prints, installations, and performances have
been featured in numerous exhibitions at museums and galleries
internationally. Arikan is the founder of Graph Commons platform,
dedicated to providing “network intelligence” for everyone.
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BURAK ARIKAN

Artist Collector Network, 2014
Custom Software, Interactive Computer

Installation, Wall Print



FREEE ART
COLLECTIVE

Political art has a bad reputation for being worthy in its content and
naive or conservative in its form. The modernist response - to make
art politically - is always in danger of a formalism laced with political
resignation. It has since become clear that the politics of technique,
of how art is made, might produce superior art but doesn’t produce
superior politics. Too much socially engaged art today falls into the
first category, producing provocative statements in familiar formats,
and too much neo-formalism makes claims to belong to the latter
category, despite being nothing more than abstract art on stilts.
Protest Art continues to take protest more seriously than art, while
the art of the social turn tends to operate within an ethical economy
of monumental time and effort. Institution critique, which is as
political in its content as it is in its form, is politically hamstrung by
its inability to conceive of institutions of emancipation. If we think of
form and content, the object and the event, the passive and active, the
autonomous and the institutionalised as binary oppositions, and if we
think the artist must take sides between them, then political art is
doomed. A properly political art must be based on the perception that
form and content, the object and the event, the passive and reactive,
the autonomous and institutionalised, are dialectical unities that are
splitin two. One cannot choose between two halves of a broken whole.
Contemporary political art might survive as a snapshot or as a bossy
manifesto but it must always be conceptually and technically epic.
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Dave Beech, Andy Hewitt and Mel Jordan work collectively as the
Freee art collective. Freee is concerned with the publishing and
dissemination of ideas and the formation of opinion, or what Jirgen
Habermas describes as the “public sphere.” Freee’s practice
combines and links a number of key art historical elements,
including the use of text (as slogan), print, sculptural props,
installation, video photography and montage - we develop speech
act theory and theories of art’s social turn. Recent projects include
“Protest Drives History”for “Mom, Am | Barbarian?” shown at the
13" Istanbul Biennial in September 2013.



A properly political art m

.
i ﬂ

ust be twice political

1. Political art must engage in the political struggles of the da¥

(against neoliberalism and global capitalism 4nd for a twenty-

first century socialism)

2. Political art must transform the social relatjons of art itself,

to rid art of its historical elitism, its privileges
and its cultural capital. Political art cannot be

leaves art’s values, categories and institutions ;

| its hierarchies
political if it
n place.




JANAH
HILWE

In 1984, Janah Hilwé stopped making art. She was no longer
able to paint, draw, sculpt, photograph and perform. This period
lasted eighteen years. In 2002, Hilwé met Dr. Kirsten Scheid, an
anthropologist researching and writing about art in Lebanon. Over
the previous decade, Dr. Scheid had amassed numerous documents
related to the visual arts in Lebanon, including exhibition card
invitations, posters, reviews, pamphlets, slides, price lists, and
artists’ statements among others. Convinced that color, line, shape
and form had been long lost, and that letters, words and language
were no longer available to her in her artworks, Janah Hilwé was
surprised to encounter in Dr. Scheid’'s archive the very building
blocks she needed to “bring back” the lost words, letters, colors,
and forms. As part of her contribution for this event in Beirut, Hilwé
proposed to design the poster for the exhibition Critical Machines
using type-font elements found in Dr. Scheid’s archive of exhibition
postcards. While working with the archive, Hilwé realized that she
could only find letters (not numbers), and only Roman ones.
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Janah Hilwé was born in Birzeit (Palestine] in 1943. She moved

to Beirut in 1949 and currently lives on Cape Cod, Massachusetts
(USA). She studied art at the Beirut College for Women and at the
School of Visual Arts in New York from 1962-65, and also at City
College of New York from 1967-69. After that she took up philosophy
at Harvard University in Cambridge, Massachusetts. After a sojourn
at the University of Heidelberg (Germany) from 1972-76, she
completed her doctorate in 1978. After beginnings in painting and
following her encounter with the conceptual works and writings

of Farid Sarroukh, Hilwé began to turn her attention to language.
Hilwé looked into aspects of time and space in an extensive series
of works involving texts and numerical combinations on paper. She
combined these conceptual investigations in her Antithesis series
(1968-70). Hilwé's first solo exhibition was the mail art project Two
Untitled Projects (1969), which was published in the magazine 0 to 9
(edited by Vito Acconci). She was the only Palestinian woman artist
to participate in important exhibitions such as Concept Art (1969)

in Leverkusen (Germany), or /nformation (1970) at the Museum of
Modern Art in New York. By this time she had decided to pursue
the academic study of philosophy, as she did not feel content with a
layperson’s approach to philosophical doctrines.

Hilwé first gained national attention in the Arab world in the 1970s
as an influential and often controversial figure in Amman, Cairo
and Beirut art, performance and conceptual art movements. Once
ironically termed the “witch of contemporary art,” Hilwé achieved
notoriety with her sensationalist performance work, in which she
investigated the psychological experience of personal danger and
physical risk.
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JANAH HILWE

Poster For the Exhibition Critical
Machines, 2014

Flex Print

Location: AUB Byblos Bank Art Gallery's
Main Announcement Board



KHALIL
RABAH

The two paintings on display are part of the project entitled Two
Exhibitions. The project consists of three pairs of seeminglyidentical
photo-realist paintings documenting a previous solo exhibition by
the artist, Art Exhibition: Readymade Representations: 1954-2010.
Like a palimpsest, Art Exhibition is itself a collection of photo-
realist paintings documenting nearly sixty years of exhibition-
making practices in different locations around the world.
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Khalil Rabah was born in 1961 in Jerusalem and studied

.
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architecture and fine arts at the University of Texas. Rabah is
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a co-founder of Al Ma'mal Foundation for Contemporary Art in
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Jerusalem in 1998 and of the Riwaq Biennial in 2005, and is also
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the founder of The Palestinian Museum of Natural History and
Humankind. He is also a member since 2010 of the curriculum

committee of Home Workspace Program, a pioneering educational

UMD §0

initiative in Lebanon launched by Ashkal Alwan. Rabah has

participated in several biennials including the Istanbul (2005,
Liverpool (2008}, Venice (2009) and Sharjah (2010] biennials; as
well as group exhibitions, most recently at the Queens Museum of
Art, Brooklyn (2009); Mathaf Museum of Modern Art, Doha (2011);
Arnolfini, Bristol (2011-12]; the Museum of Contemporary Art
(MAC) Marseille (2012); and the Mori Art Museum, Tokyo (2012).
His solo exhibitions include The Third Annual Wall Zone Sale,
Khalil Sakakini Cultural Center, Ramallah (2004); 50.320 Names,
Brunei Gallery, London (2007); United States of Palestine Airlines,
Home Works, Beirut (2007); and Art Exhibition, Ready Made
Representations, Sfeir-Semler Gallery, Hamburg (2012).
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KHALIL RABAH

Two Exhibitions, [corner] 2012
2 Paintings, Oil canvas, 200 x 300 cm each

Courtesy the Artist and Sfeir-Semler Gallery




VADIM
ZAKHAROV

Moscow Conceptualism presented by Vadim Zakharov, displayed at
the American University of Beirut, is part of Vadim Zakharov's larger
work entitled History of Russian Art - From the Russian Avant-Garde
to the Moscow Conceptual School. The installation may be regarded
as Zakharov's subjective classification of Russian/Soviet art. The
artist divides Russian/Soviet art into folders arranged in accordance
with a bureaucratic rationale. History of Russian Art parodies all
efforts at art historical classification and periodization, and yet at
the same time it demonstrates the impossibility of existing outside
bureaucratic language in culture. The installation is not an art critic’s
analysis. Here facts and laughter, forming an image, are much more
real than what we garner from the history of art and culture. This
myth-image is stronger, more exact, and more true than reality,
despite the omissions, mistakes, and the biased view of the author.
And of course, it is of little consequence that Russian art was taken
as the object of this study. Any other art could have taken its place.
The important thing is this: the files are those artifacts common to
all cultures that have spread out into the dimension of architectural
construction, and are but an affirmation of the universal striving of
humankind for the utopia of the eternal Archive.

The Folder (papkal, constructed in Beirut, is only one part of the
larger History of Russian Art. The installation “materializes” Vadim
Zakharov's website dedicated to Moscow Conceptualism. The
website (http://www.conceptualism-moscow.org) is a broad-ranging

online portal where artists who have contributed to the phenomenon
of Moscow Conceptualism for over forty years are all presented
together. The site is unique because almost all of the materials found
on it have been authorized by the artists themselves. Here, you can
find links to already existing artists’ sites, as well as to sites and
archives that have collected materials about Moscow Conceptualism.
The site was founded on the basis of Vadim Zakharov's archive; it is
currently in the process of development and will be expanded and
improved over time. Anyone who finds inaccuracies or mistakes is
kindly asked to report them using the e-mail addresses provided on
the Contacts page.
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Vadim Zakharov was born in Dushanbe (Tajikistan) in 1959. He
graduated from the Moscow State Teachers Training Institute. He
is an artist, editor, archivist of the Moscow Conceptual art scene,
and collector. Since 1978 he has participated in exhibitions of
unofficial art and has worked in collaboration with Igor Lutz, Victor
Skersis (SZ group), Sergey Anufriev and others. In 1982-1983 he
was a participant of the AptArt Gallery. Since 1992 he has been the
publisher of Pastor magazine and founder of Pastor Zond Edition.
Together with Ekaterina Degot, he edited Moscow Conceptual School
(World Art Muzei no. 15-16. Moskva: Izdatelistvo WAM, 2008). Since
2010 he has worked together with Niklas Nitschke in the group
“Obama in Berlin”. He lives and works in Berlin and Moscow.
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Book Titles

BOOKS &
MAGAZINES

Art & Language, Homes for Homes I/ (JRP|Ringier, 2006)

Alexander Alberro, /nstitutional Critique: An Anthology of Artists’
Writings (The MIT Press, 2011)

Art Workers Coalition (AWC), Documents T (New York, 1969)
André Breton, Le Surréalisme et la peinture (Gallimard, 2002)

André Breton, Paul Eluard and Philippe Soupault, The Automatic
Message: The Magnetic Fields; The Immaculate Conception. David
Gascoyne, trans. (Atlas Press, 1997)

Wafaa Bilal and Kari Lydersen, Shoot an Iraqi: Art, Life and Resistance
Under the Gun (City Lights Publishers, 2008)

Marc Bousquet, The Occupation Cookbook (Minor Compositions, 2011)

Bureau for Open Culture, A Manual for the Immaterial Worker: The
Way to Work Now (Printed Matter Inc., 2011)

Cornelius Cardew, Stockhausen Serves Imperialism (Ubuclassics, 2004)

Carolyn Christov-Bakargiev, Chus Martinez and Franco Berardi,
Documenta 73: Catalog 1/3, The Book of Books (Hatje Cantz, 2012)

Paolo Cirio and Alessandro Ludovico, Amazon Noir - The Big Book
Crime (http://www.amazon-noir.com, 2006)

Critical Art Ensemble, Marching Plague (Autonomedia, 2006)
Critical Art Ensemble, Molecular Invasion (Autonomedia, 2001)

Critical Art Ensemble, Digital Resistance: Explorations in Tactical
Media (Autonomedia, 2000)

Critical Art Ensemble, Flesh Machine: Cyborgs, Designer Babies,
Eugenic Consciousness (Autonomedia, 1998)

Critical Art Ensemble, Electronic Disturbance [Autonomedia, 1994)

Critical Art Ensemble, Electronic Civil Disobedience: and Other
Unpopular Ideas (Autonomedia, 1997)

Georges D. Corm, Essai sur lart et la civilisation de ce temps
(Dar An-Nahar, 1966)
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Georges D. Corm and Octavian Esanu, Lebanese Painterly Humanism:
Georges D. Corm [1896-1971] (AUB Art Gallery, 2013)

Simon Cutts and Erica van Horn, Some Forms of Availability: Critical
Passages on The Book and Publication (Granary Books/RGAP, 2007)

Ekaterina Dyogot and Vadim Zakharov eds., Moscow Conceptualism
[Also known as “The Golden Book of Moscow Conceptualism”) (WAM
n. 15/16, 2005)

Octavian Esanu, An Adaptation of Andrei Monastyrsky's Dictionary of
Moscow Conceptualism (Contimporary, 2011)

Andrea Fraser, Museum Highlights: The Writings of Andrea Fraser
(The MIT Press, 2007)

Andrea Fraser, Texts, Scripts, Transcripts (Walther Konig, Kéln, 2013)

Gydrgy Galantai and Julia Klaniczay (foreword by Kristine Stiles),
ARTPOOL - The Experimental Art Archive of East-Central Europe;
History of an active archive for producing, networking, curating, and
researching art since 1970 (Artpool, 2013)

Avery Gordon, An Atlas of Radical Cartography (Journal of Aesthetics
and Protest Press, 2008)

Kenneth Goldsmith, Uncreative Writing: Managing Language in the
Digital Age [Columbia University Press, 2011)

Craig Dworkin and Kenneth Goldsmith eds., Against Expression: An
Anthology of Conceptual Writing (Northwestern University Press, 2011)

Maria Fernandez, Faith Wilding and Michelle M. Wright eds., Domain
Errors!: Cyberfeminist Practices (Autonomedia, 2003)

Guerrilla Girls, The Hysterical Herstory of Hysteria and How It Was
Cured: from Ancient Times until Now (2010)

Hans Haacke and Pierre Bourdieu, Free Exchange (Stanford University
Press, 1995)

Pablo Helguera, Art Scenes (Jorge Pinto Books, 2012)

Pablo Helguera, Manual of Contemporary Art Style (Jorge Pinto
Books, 2007)



Pablo Helguera, Education for Socially Engaged Art(Jorge Pinto Books, 2011)
Pablo Helguera, Artunes (Jorge Pinto Books, 2008)

Pablo Helguera, Artoons Volume 2 (Jorge Pinto Books, 2009)

Pablo Helguera, Artoons Volume 3(Jorge Pinto Books, 2010)

Garnet Hertz, Critical Making (Telharmonium Press, 2012)

Amber Hickey, A Guidebook of Alternative Nows (Journal of Aesthetics
and Protest Press/Herbst, 2012)

William Hogarth, The Analysis of Beauty (Clarendon Press, 1955)
Allan Kaprow, Notes on the Elimination of the Audience (1966)

Bilal Khbeiz, Fadi El Abdallah, Hoda Taha and Nour Dados trans., Tragedy
in a Moment of Vision (Commissioned by Sharjah Biennial 8, 2007)

Hassan Khan, Nine Lessons from Sherif El-Azma (Contemporary Image
Collective, 2009)

Richard Kostelanetz, Autobiographies (Mudborn Press, 1981)

Richard Kostelanetz, Vocal Shorts: (a collection of performance texts]
(Dramatika, 1998)

Rudolf Baranik, Sarina Bromberg, Sarah Charlesworth, Susanne Cohn,
Carol Duncan et al., an anti-catalogue (The Catalog Committee of
Artists Meeting for Cultural Change, 1977)

Kasper Kovitz, Nuns Fret Not... (self-published, Beirut, 2013)

Johan Kugelberg, Artists’ Book Not Artists” Book (Boo-Hooray & 6
Decades, 2012)

Alessandro Ludovico and Nat Muller, eds., The Mag.net reader 3:
Processual Publishing: Actual Gestures (Magnet, 2008)

Vince Leo, Nobody Remembers Everything: National Association of
Artists Organizations (Minneapolis, August 1990)

Liberate Tate, Jo Clarke, Mel Evans, Hayley Newman, Kevin Smith and
Glen Tarman, Not If But When? Culture Beyond Oil (Liberate Tate, 2011)

Liberate Tate, Jane Trowell and Platform, Take the Money and Run?

Some Positions on Ethics, Business Sponsorship and Making Art
(Platform and Liberate Tate, 2012)

Astgik Melkonyan, How-To Manual; A Monthly Salary (self-published,
Yerevan, 2009)

Andrei Monastyrsky, Slovar” terminov Moskovskoi kontseptual’noi
shkoly (Ad Marginem, 1999)

Andrei Monastyrsky, Journeys Outside the CityVol. 1-9, 1976-
2009 (self-published; abridged English translation) (http://www.
conceptualism-moscow.org)

Alan W. Moore, Art Gangs Protest and Counterculture in New York City
(Autonomedia, 2011)

William Morris, A Selection of Articles from William Morris Internet
Archive lwww.marxism.org)

Jim Murray and Susan R. McCarn, We Will Not be Disappeared!
Directory of Art and Activism, Issue 3 (Cultural Correspondence and
Lake View Press, 1984)

Jim Murray and Susan R. McCarn, The Art of Demonstration, Summer
1985 (Cultural Correspondence, 1985)

Robin Page, Bluebeard: Junior Fluxus; Happenings and Events for
Kids, Book 1 (Edition Hundertmark, 1996, 2010)

Mary Patten, Revolution As An Eternal Dream: The Exemplary Failure
of the Madame Binh Graphics Collective (Half Letter Press, 2011)

Lia Perjovschi and Dan Perjovschi, Detective Draft 2005 (Center for Art
Analysis, 2005) http://www.policiesforculture.org

Walid Raad, Scratching on Things | Could Disavow. A History of Art in
the Arab World (Thyssen-Bornemisza Art Contemporary, 2011)

Khalil Rabah and Sfeir-Semler Gallery, The Palestinian Museum of
Natural History and Humankind (2012)

La Monte Young and Jackson Mac Low, An Anthology of Chance
Operations (L. Young & J. MacLow, 1963)

Trebor Scholz and Geert Lovink, The Art of Free Cooperation
(Autonomedia, 2007)
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Magazines, Manifestoes,
Websites, Blogs, MP3

Gregory Sholette, Dark Matter: Art and Politics in the Age of
Enterprise Culture (Pluto Press, 2011)

Gregory Sholette, The Interventionists: Users” Manual for the Creative
Disruption of Everyday Life (MASS MoCA, 2006)

Gregory Sholette, /t’s the Political Economy, Stupid: The Global
Financial Crisis in Art and Theory (Pluto Press, 2013)

Jonas Staal and Harmen de Hoop, Activism Doubt (Onomatopee 35, 2009)

Blame Stimson and Gregory Sholette, Collectivism after Modernism:
The Art of Social Imagination after 1945 (University of Minnesota
Press, 2007)

Robert Storr, Anna Gray, and Kristine Bell eds., Ad Reinhardt: How to
Look: Art Comics (Hatje Cantz/David Zwirner, 2013)

Temporary Services and Angelo, Prisoners’ Inventions (Temporary
Services and White Walls, 2003)

Temporary Services, Why the Exhibit Was Canceled by [Artist]
(Temporary Services, undated)

Brian Wallis, Democracy: A Project by Group Material (The New Press, 1998)

Ai Weiwei and Larry Warsh, eds., Weiwei-isms (Princeton University
Press, 2012)

Paul Zelevansky, The Book of Takes (Zartscorp Books, 1976)
Paul Zelevansky, 24 Ideas About Pictures (Great Blankness Press, 2008)

4 Taxis magazine. No. 9/10, Spring 1984, Los Angeles. Editors: Michel
Aphesbero and Danielle Colomine.

Contributions by Ed Ruscha, Tim Street-Porter, Gary Panter; and
Chris Burden among others (http://www.eastofborneo.org/archives/4-
taxis-magazine).

491 magazine [selected pages). Editor: Stephen Perkins (http://
artistsperiodicals.blogspot.com/search/label/Dadazine).

Art & Communication (ACE). Nos. 2-9 (http://mikehoolboom.com).

Artists’ Magazines: serial publications by artists. Catalogue No. 288, 2013.
John Benjamins Antiquariat B.V., Amsterdam (http://benjamins.com).

ArtLeaks Gazette (2012). Editors: Corina Apostol, David Riff, Dmitry
Vilensky, Vlad Morariu, and Vladan Jeremic (http://art-leaks.org/
artleaks-gazette).

Art-Rite 7(Video), 1974. Guest Editor: Anna Canepa
(http://www.vasulka.org).

ASPEN. Issues: 1-10, Multimedia magazine in a box (www.ubu.com).

Black Phoenix. No. 2, Summer 1978. Editors: Rasheed Araeen and
Mahmood Jamal (http://www.darkmatterarchives.net).

Chto Delat’? / What Is To Be Done? newspaper. Chto Delat” working
group, 2003-2011. Editors: Dmitry Vilensky and David Riff
(http://chtodelat.org).

Selection of Texts by the Claire Fontaine group
(http://www.clairefontaine.ws).

Marcel Duchamp. “The Creative Act.” 1957. MP3.

East Village Eye. Selection of issues on the theme of “Art or Fashion”
from 1979, 1980, 1982, 1983, 1984 1985, and 1986. Editor: Leonard
Abrams (http://www.east-village-eye.com/issues-year.html).

Experiments in Art and Technology (EAT): A Brief History and
Summary of Major Projects (1966-1998). Editors: Billy Kliver, Robert
Rauschenberg, Fred Waldhauer, and Robert Whitman (http://www.
vasulka.org).

The Fox.Vol. 1, No. 1 (1975). Editors: Sarah Charlesworth, Joseph
Kosuth, Michael Corris et. al. (http://www.darkmatterarchives.net).

Twenty-First Century Political Art: the Freee Manifesto for Art &
Twenty-First Century Socialism. First edition of the manifesto,
published January 2014 by the Freee art collective for the exhibition
Critical Machines, at AUB Byblos Bank Art Gallery.

Arrows Against the Rich: Old Manifestos for New Spoken Choirs.
Freee art collective (www.freee.org.uk].

Fuck You /A Magazine of the Arts (1962-1965). Editor: Ed Sanders
(http:// ealitystudio.org).

Jean Toche / Guerilla Art Action Group
(http://www.temporaryservices.org).



Heresies. Issues 1-14. Editor: Heresies Collective
(http://heresiesfilmproject.org/archive).

Internationale situationniste. 1ssues 1-12, 1958-1969. Editor: Guy
Debord (http://www.larevuedesressources.org).

Laica Journal. No. 1, 1974. Editor: Fidel Danieli
(http://www.eastofborneo.org).

Left Curve: Art & Revolution. No. 5, 1975. Editors: Richard Olsen,
Csaba Polony and Bruce Kaiper (http://www.darkmatterarchives.net).

M/E/A/N/I/N/G. 1ssues 1-19/20, 1986-1996. Editors: Susan Bee and

Mira Schor (http://www.writing.upenn.edu/pepc/meaning/06/06.html).

Pages (Farsi/English Magazine for Art and Culture). Issues 1-9, 2004-
2013. Editors: Nasrin Tabatabai and Babak Afrassiabi.

Pastor: A Magazine of Moscow Conceptualism. A selection of issues
from 1991-1999 in Russian. Editor: Vadim Zakharov
(http://www.conceptualism-moscow.org).

Radical Software. Selected issues. Editors: Beryl Korot, Ira Schneider,
Phyllis Gershuny et. al. (http://www.radicalsoftware.org).

Red-Herring. No. 2, The Artists’ Union, NY
(http://www.darkmatterarchives.net).

Snore Comix. No. 2, April 1960. Collected, printed and published by
The Couch House Press, Ontario, Canada (http://www.bpnichol.ca).

Statements By Lesbian Artists: A Lesbian Show. January 21 -
February 11, 1978 (http://www.darkmatterarchives.net).

Straight Turkey. Vol. 1, Issue 1, March-April (1974). Editor: Timothy
Silverlake (http://www.eastofborneo.org].

Stuckism: A selection of Stuckist Documents. Selected by the curator
from various sources online.

SubRosa Art Collective, Cultures of Eugenics pamphlet
(http://www.cyberfeminism.net/publications.html].

SubRosa Art Collective, Fertility Tourism & Egg Donor Handbook
(http://sfonline.barnard.edu/reprotech/subrosa/subRosa-Fertility
Tourism-and-Egg-Donor-Handbook.pdf).
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A series of publications by Temporary Services: Binder Archives; Do-
It-Yourself Interview (2007); Framing the Artist: Artists & Art in Film &
Television, Vol. 1 (2005); Group Work: A Compilation of Quotes About
Collaboration From a Variety of Sources and Practices (2002); Market
[2012); Mobile Sign Systems (1999); Art Work: A National Conversation
About Art, Labor, and Economics (2008); The First 71 Booklets (1998-
2006); Three Bibliographies 1999-2006 (1999).

UPFRONT: A Publication of PAAD (Political Art Documentation/
Distribution). No. 10, Fall (1985). Editors: Lucy Lippard, Gregory
Sholette, Herb Perr, Irving Wexler and others
(http://www.darkmatterarchives.net).



CRITICAL MACHINES: ART

PERIODICALS TODAY

(Conference)




International Conference

Friday, March 7", 2014 and
Saturday, March 8", 2014

Faculty Lounge, Ada Dodge Hall, AUB

Conference organizers: Octavian
Esanu and Angela Harutyunyan

CRITICAL MACHINES:
ART PERIODICALS TODAY

(Conference)

For the conference, we re-apply the metaphor of the “critical machine”
(the piece of industrial equipment programed to monitor and report
on other machines in the production chain) in order to discuss various
critical practices of reporting and commenting on contemporary artistic
production, display and distribution. Today, art journals, magazines,
newsletters, websites, zines and blogs are the critical machines that both
monitor and outline the trajectories of artists’ interactions with global or
local cultural circuits. These periodicals often serve a gatekeeping function,
endorsing and determining what counts as legitimate art, or criticizing and
even excluding “foreign bodies,” or experiences and practices that might
disrupt and destabilize the established art system. While on one hand,
institutional art criticism - as it circulates today in printed and electronic
media - functions as a discursive gatekeeper, on the other hand it constantly
seeks and finds ways to expand its discursive boundaries, in order to make
space for new exegeses and interpretive experiences that the system might
accommodate and use in its normal operations. In short, art criticism needs
to introduce a degree of foreignness, an alien element - be it in the form of
new discursive units, critical approaches or reference points - precisely in
order to guarantee the functioning of the system of (art critical] production
of meaning, creating self-adjusting and self-improving environments.

The two-day symposium invites art critics and artists involved in art
publishing to discuss the production of art criticism in today’s globalized
world. The participants will meet to discuss channels of production and
distribution of art critical discourse, ways of coding this discourse and its
media of transmission, types of storage and incorporation, ideological
particularities and market interferences. We will ask ourselves, moreover,
what has changed, or what must change today in a globally-charged art
critical environment, where the location of the critical machine does not
significantly or obviously affect either the content or the form of art critical
production. For this event, at AUB Art Galleries we invite operators of critical
machines to share their experience and participate in a series of debates.

Each session of the conference - grouped in accordance with certain
editorial approaches or methods - will consist of a series of presentations
and panel discussions moderated by a discussant. Each invited editor will
speak for thirty minutes about the periodical he or she came to Beirut to
represent, drawing on its history and favored theories and methods as
well as the wider concerns that inspire and inform their editorial practices.
The presentations in each section, and the sections themselves, will
conclude with a panel discussion among the editors and the audience.

We are grateful to Provost Ahmad Dallal, to the Dean of the Faculty of Arts and
Sciences Patrick Vincent McGreevy, to Maher Jarrar and Rita Bassil from the
Arts and Humanities Initiative at AUB, and to Thomas Kim, Chair of the Fine
Arts and Art History Department, for their generous support of the conference.
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Participating Critical Machines
and Editors

Al Akhbar newspaper (Culture & Society section)
Roy Dib (Beirut, Lebanon)

Arteria e-journal
Vardan Azatyan (Yerevan, Armenia)

ArtTerritories online publishing platform
Shuruq Harb (Palestine)

Art and the Public Sphere journal
Mel Jordan (London, UK)

ArtLeaks Gazette
Corina Apostol (Bucharest, Romania)

ARTMargins journal
Sven Spieker (Los Angeles, USA), Octavian Esanu, Angela
Harutyunyan (Beirut, Lebanon)

Bidoun magazine
Negar Azimi (New York City, USA)

Cabinet magazine
D. Graham Burnett (New York City, USA)

Chto Delat’ newspaper
Dmitry Vilensky (St. Petersburg, Russia)

e-fluxjournal
Anton Vidokle (New York City, USA/Beirut, Lebanon)

Gahnama-e-Hunar magazine
Rahraw Omarzad (Kabul, Afghanistan)

Ibraaz online platform
Anthony Downey (London, UK)

Mada Masronline newspaper and platform (Art & Culture section)
Lina Attalah (Cairo, Egypt)

October journal
David Joselit (New York City, USA)

Red Thread e-journal
Erden Kosova (Istanbul, Turkey)

Umélec magazine
Ivan Meél and Palo Fabu$ (London, UK and Prague, Czech Republic)
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1:30pm - 2:30pm Lunch $¢

2:30pm - 5:30pm Session 2: Global and Regional Art Critical Machines

ArtTerritories online platform (Palestine), /braaz online platform
(UK), Mada Masronline newspaper (Egypt], Umélec magazine
(Czech Republic)

Discussant
Sven Spieker
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10:30am - 1:30pm

1:30pm - 2:30pm

2:30pm - 5:30pm

Conference Program: Saturday, March 8%, 2014 Al
Faculty Lounge, Ada Dodge Hall, AUB

Day 2

Session 3: Radical Praxis and Social Justice Critical Machines

Chto Delat newspaper (Russia), ArtLeaks Gazette [Romania/
international], Red Thread e-journal (Turkey/internationall, Art and
the Public Sphere journal (UK)

Discussants
Mirene Arsanios and Octavian Esanu

Lunch %

Session 4: Educational and Curiosity Machines

Al Akhbar newspaper (Culture and Society section) (Lebanon),
Cabinet magazine (USA), Bidoun magazine (USA/international),
Gahnama-e-Hunar magazine (Afghanistan)

Discussants
Ghalya Saadawi and Kirsten Scheid



ART PERIODICALS
AND EDITORS

Descriptions of participating art periodicals and bios of the
editors who represent their critical machines at the AUB
conference in Beirut.




Founded in 1953
Editor-in-chief: Ibrahim al-Amin
Publisher: Akhbar

Based in Beirut. Lebanon

Web: www.al-akhbar.com

AL AKHBAR
Newspaper (Culture & Society Section)

On August 14, 2006, Beirut-based Al-Akhbar was launched as a
“calculated adventure,” according to the words of its founder, the
prominent Lebanese journalist Joseph Samaha, in his first editorial.
The late Samaha (1949-2007) envisioned a leftist publication
that would uphold the highest standards of journalistic integrity
while remaining true to the principles of anti-imperialist struggle,
progressive politics, and freedom of expression.

Al-Akhbar depends on young and creative writers that challenge
conventional forms of reporting and give priority to special reports
that deal with the daily life concerns and the issues facing people
and society as a whole, without being necessarily confined to
the political aspect of the story. Al-Akhbar relies on a network of
correspondents in many foreign and Arab capitals who contribute
to conveying a realistic and vital picture of the events they are
covering. Al-Akhbar is characterized by a design and format that is
up to date with modern standards in the press industry. It also gives
special attention to photos and caricatures. Al(-Akhbar is distributed
throughout Lebanon and in Syria. In 2011, it launched an English
website to reach English-speaking readers all over the world.

Since its inception, Al-Akhbar has dedicated - under the supervision
of Pierre Abi Saab, then chief editor of the “Culture and People”
section (now Al-Akhbar Vice-Editor), and later replaced by Amal
al-Andari - a major space to articles about cultural life in Lebanon
and the Arab world. It has thus played an important role in filling
the void created by a lack of modern Arab cultural periodicals in
Lebanon and the Arab world. Al-Akhbar is the only newspaper in
Lebanon that allocates four pages, on a daily basis, to articles about
culture and arts. The “Culture and People” section covers all cultural
events, including theater, the plastic arts, music, literature, cinema
and media. For broader coverage, Al-Akhbar hires more than fifty
journalists in Lebanon, the Arab countries, Europe and the United
States to offer its readers informative, analytical and critical articles
about the latest works of Arab artists, wherever they are.

Pierre Abi Saab, Vice-Editor

Representing Al-Akhbar (Culture and Society section) at the
conference: Roy Dib
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Roy Dib is an artist and an art critic. His work focuses on subjective
constructions of space. He cofounded the theater group Zoukak
(2006-2009). He has presented works at venues and events such
as Video Works, Beirut (2011), Palais de Tokyo, Paris (2012), Home
Workspace Program (2012) at Ashkal Alwan, Beirut, the 18 edition
of Videobrasil, Sao Paulo (2013, and Forum Expended / Berlinale,
Berlin (2014). He currently writes for the cultural section of Al-
Akhbar newspaper, and contributes to Bidayat Magazine, Canvas
in Arabic, Ibraaz and the Raseef 22 online platform. For more
information see www.roydib.com.
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Founded in 2010 ArtTerritories is an online publishing platform that helps artists, B2 5 3 3 o @ 3 :3, i B
Editor& Shurug Harb and Ursula thinkers, researchers and curators to reflect on their artistic practice 3 ;’ 3 : - : :%
emann and on visual culture at large through critical exchange. The initiative 3 3 i : =S
i 2N
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encourages discussion of artistic processes, placing the emphasis
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Based in Palestine. In 2014
ArtTerritories is in residency at Makan
Art Space, Amman (Jordan) cultural and institutional politics.

Web: http://www.artterritories.net
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Since its launch in 2010, ArtTerritories has operated primarily within
the virtual domain, publishing a series (or what we call “Trails”] of
ten interviews with artists, curators and thinkers. The main aim of
this project is to define, connect and expand already existing art
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For 2014 ArtTerritories is in residency at Makan Art Space in Amman.
The Jordanian capital is today a strategic political and geographic
location in the region, which enables ArtTerritories to host events and
discussions and to amplify the activities of the regional art communities.
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While in Amman, ArtTerritories will continue its practice of online
publishing and writing in relation to public events that take the form
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of workshops, performances, lectures, readings, screenings and

exhibitions. In addition, ArtTerritories will explore the urban fabric —2‘ :b ?;‘
of its host city Amman by commissioning new artistic research that 5‘ 3 2
critically examines the meaning and impact of art interventions in fj > g‘
the public domain. 3: 3;'_ S
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Shuruq Harb, Editor j’ B
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Shuruq Harb is a visual artist, writer and editor. Her work has been
exhibited internationally, most notably at Ikon Gallery, Istanbul
Biennial, Gwangju Biennale and Columbia University GSAPP. She
co-founded a number of independent initiatives: ArtTerritories, an
online publishing platform in residence this year at Makan Space
in Amman, and “The river has two banks,” an ongoing initiative
connecting artists across Jordan and Palestine. She is also an
editorial correspondent for /braaz.
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Founded in 2011 Arteria is an online critical journal of art and culture published in '733 =Y . 'i
Editors: Vardan Azatyan, Siranush Armenian. It was funded by a small grant and was founded by four 3
Dvoyan, Levon Gyulkhasyan, Mkrtich =4

friends in order to fill the gap of critical reflection upon cultural

P’

Matevosyan
life in Armenia. The four editors had similar concerns but different

backgrounds, and the only thing they all had to agree upon was the
name of the journal. Out of the irreconcilability of their positions
appeared the structure of the journal: four separate sections, each
of which is led by one editor: “Actual A,” edited by artist and designer
Mkrtich Matevosyan; “Revisor,” edited by art historian Vardan

Publisher: Independent
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Based in Yerevan (Armenia)

Web: http://www. arteria.am
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Azatyan; a third section called “Ev” ("and,” in Armenian), edited by
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literary historian and cultural critic Siranush Dvoyan; and a fourth
section called “Badabada?” (an untranslatable phrase from a joke
that erases the semantics of a sentence, turning it into a mere
phonetic unit), edited by Levon Gyulkhasyan, an agriculturist by
profession and a dedicated comics artist. "Actual A" consists mainly
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of diverse documentary video materials covering ongoing artistic %’3 3

and cultural events; it also publishes texts by practicing artists 3 9
and writers. “Revisor,” besides critical reviews on contemporary s \_/‘?’g
art events, publishes translations and archival materials on theory, 2D =

history and philosophy. “Ev” reviews books and publishes critical

contribution of the four of us. It is solely sustained by friendship and

analyses and translations on the theory and history of literature. 33 3\% - %
“Badabada?” critically responds to ongoing political and cultural > é"; > g, 7‘
events by publishing comic strips and organizing events to promote _A kS 3 | : 'Q
comics art. (Later a fifth “line” was added: called “Maran, or 3 S “’J“ , 33 ;:
“pantry,” in Armenian, it contains a variety of materials specifically 3 g § 3 3 B |
written for Arteria, valuable on their own, but unrelated to each other 5, i ’3 = 3 )
conceptually). The editorial meetings are occasional, but we have a o 5 i 3 :4_)
genuine respect for and trust in each other, which keeps the work .3’ E T35
going. The funding soon ended, and it has been more than a year 3 2 2 { % ,_?:
that the journal continues to publish through the equal personal 3 d :;{uo, 3 3
9
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a type of “economy of gratuity.”
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Throughout its first year and a half Arteria has become rather
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influential in spreading critical reflection and contemporary

29 Al

approaches towards art and culture. But as political and economic
conditions in Armenia worsen (the presidential elections of 2013,
the new wave of large-scale emigration and Armenia’s recent bid
to join the Customs Union of the Eurasian Economic Community)
and the atmosphere of overall stagnation prevails, the number of
readers decreases. In the face of this almost hopeless atmosphere
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of the country’s neo-colonization, our journal functions on micro
levels, which, in the given disproportion of power, unfortunately can
hardly make a difference. On the other hand, precisely because the
scale of the stagnation is overwhelming and its corrupting effects
overpowering, the battle now aims for every remaining inch of a not-
yet-recuperated critical platform. Arteria, for all its failure, remains
one such platform in Armenia.

Vardan Azatyan, Editor

Vardan Azatyan is Associate Professor of art history at Yerevan

State Academy of Fine Arts and an Adjunct Professor at the

American University of Armenia. He also teaches at the Institute

of Contemporary Art in Yerevan and has been a Visiting Professor

at Columbia University and the Dutch Art Institute. His recent
publications include articles in ARTMargins, Oxford Art Journal,

and Springerin. He is a co-editor, with Malcolm Miles, of the volume
Cultural Memory (University of Plymouth Press, 2010). His Art History
and Nationalism: Medieval Arts of Armenia and Georgia in 19" century
Germanywas published in 2012 in Armenian. He is the translator of
major works by George Berkeley and David Hume into Armenian.
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Publisher: Intellect
Publisher based in Bristol (UK]

Web: http://artandthepublicsphere.
wordpress.com

not be understood simply as a Habermasian set of interests. Questions
about the public have been raised across a range of fields and positions 54
in recent years as a result of developments in political theory.

.
Il dous 8
D>

sl Lol

s

.

=
SS \D)T?(lquo

e

bbb

As the editorial to “Open: Art as a Public Issue” describes it, 3
“public space has once more become an urgent topic in the 3
debate on liberal democracy, a debate supported by radical-leftist
philosophers such as Giorgio Agamben or Alain Badiou.” At the
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same time developments in art such as relational aesthetics and
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new genre public art are raising these very same issues within art’s
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own internal logic.

This new constellation is the context for contemporary art’s “social 5
turn” and the “art of encounter.” Relational art, for instance, calls
forth a public for art that is not made up of viewers. Instead it is
an art of activity, encounter and conviviality. Critics of this work
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have argued that it neglects antagonism (Claire Bishop), reduces
otherness (Jan Verwoert), commodifies experience (Stewart Martin),
and promotes “NGO Art” (BAVO). Simon Sheikh has also developed
a critique of the Habermasian version of the public sphere in an
account of post-publics. This field has been re-theorized recently
by John Roberts in terms of art’s immersion into “general social
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technique” which explains art’s newfound ability to adopt the skills
and practices of social work, the service economy, political action
and so on.
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The new constellation, therefore, is double-edged. At the same
time as it opens art up to the techniques and forums of political and
social activity, it also links art, perhaps uncomfortably, to broader
shifts in culture and society, such as the impact of “third way”
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politics. Artis more liable to be instrumentalized by political leaders
when it has already promoted itself as convivial, useful and helpful.
The development of cultural policy- and culture-led regeneration
has seized on art's new settlement within the public sphere to
implement social policy cheaply through art, and art’s relation to the
public sphere has come in for criticism as a result. Art in the public
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sphere is also implicated in the enormous growth of the biennial
and the rise of the uber curator as signature name for events over
and above the artist, because these spectacular events are often
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given themes that tie the exhibition to social issues within the public
sphere and are routinely defended in terms of their positive local
social impact.

Mel Jordan, Editor

Mel Jordan is an artist and works with Dave Beech and Andy
Hewitt as the Freee art collective. Jordan's research and practice
is based within the field of art and politics. She is principal editor
of Art and the Public Sphere Journal, a cross-disciplinary journal
that combines the study of art, politics and geography. She is
Senior Tutor in Sculpture and Reader in Art & the Public Sphere at
the Royal College of Art, London. Freee were selected for the 13"
Istanbul Biennial 2013, “Mom, Am | Barbarian?’
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Founded in 2011 The ArtLeaks Gazetteis an activist publication produced by members = \—i % 2°g a
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Editors: Corina L. Apostol of ArtLeaks, an organization founded in 2011 as an international : i J 3
(Bucharest), Dmitry Vilensky [St. platform for cultural workers where instances of abuse, corruption % - } - , N
Petersburg), David Riff (Moscow), ' _-5 Z %
Vlad Morariu (London), Vladan and exploitation are exposed and submitted to public inquiry. After 85 j : <
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understanding of the dynamic interaction between the mobilization
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of resources, political opportunities and contexts, and emancipatory
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We pursue these goals through developing a new approach to the 8 N j ;‘g‘
tradition of institutional critique and through fostering new forms 3 ?j j\ e
of artistic production that might challenge the dominant discourses a 2 = o a%
of criticality and social engagement that tame and contain creative g ;5 % \% ob
forces. Our main task is one of finding voices, narratives, and 5 & - 9
hybrid forms that raise consciousness of the profound effects of L ﬁ‘ _o‘ & R % 'i -
various forms of maltreatment and corruption: to break through 2 j 3‘ % :3‘ = —Q i
the normalizing rhetoric that relegates cultural workers’ labor to an % : 3 M % kLt A
instinctive activity performed for the survival of culture at large, like i ‘i
sex or child-rearing which, too, are zones of intense exploitation. At
the same time, we recognize that the act of exposure does not fully = = % S %
address problems of self-organization or the question of what comes % 3 = ] }
after breaking one’s silence. Our publication aims to bring a deeper ?1' ' , 3’ -
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cultural frameworks, in the analysis and construction of strategies

for cultural workers’ movements. The ArtLeaks Gazette also
functions as a space both of overlap and dissonance between various
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the promise of a more just and emancipatory cultural field.
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Corina Apostol, Editor
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Corina Apostol is a Ph.D. candidate in the Art History Department
at Rutgers University (USA). She also holds a Graduate Curatorial
Assistantship in the Norton and Nancy Dodge Collection of
Nonconformist Art from the Soviet Union at the Jane Voorhees
Zimmerli Art Museum. She is the co-founder of ArtLeaks, an
organization that fights for artists’ rights in the workforce, and
co-editor of the ArtLeaks Gazette. Corina contributes to The Long
April, Texte Despre Arta, IDEA Arts+Society and Critic Atac.
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Publisher based in Boston (USA)
Web: http://artmargins.org/

ARTMARGINS

Journal

The history of ARTMarygins is inseparable from two recent historical turns:
the sharp “turn to capitalism” in Eastern Europe during the 1990s, and the
so-called “global turn” that followed soon after. ARTMarginswas launched by
Sven Spiekerin 1999 as a website dedicated to contemporary art from Eastern
Europe; the print version of ARTMargins began in 2012. While ARTMargins
Online continues to inform its readers about contemporary art from Eastern
Europe, ARTMargins print journal covers a wider geography, exposing the
reader to a variety of critical and art historiographical approaches, and to the
currents that flow at or beneath the surface of the global artistic economy.

ARTMargins journal publishes art historical and art critical analysis
produced, for the most part, at the threshold or outside of the Western
(art) world. The journal publishes peer-reviewed scholarly articles, artists’
projects, review articles, and translated documents that largely originate
in the so-called (post-Jtransitional regions of the world, that is, in countries
that have taken the path of free market liberal capitalism over the last
thirty years (Eastern Europe, Latin America, the Middle East and parts of
Asia). These are regions where “modernism” and “contemporary art” - in
the way these periodization concepts are applied in the West - have been
redefined over the past decades. We, however, do not define the margins
in strictly geographical or geopolitical terms but approach them through
a wide array of strategies and methods, ranging from post-socialism and
post-colonialism, globalism and internationalism, to the methodologies of
modernism, postmodernism, and the contemporary.

ARTMargins journal is published by an international group of editors
whose intellectual and scholarly interests go beyond any particular
theme, region or discipline. Over the course of its two-year history,
and in addition to publishing research articles, documents, and review
articles, ARTMargins journal has published a special issue on artist
networks in Eastern Europe and Latin America, and a special section on
the significance of the 1967 defeat of Arab military forces by the Israeli
army for the historiography of modern and contemporary Arab art.

We view our primary goals in terms of encouraging and assisting both
established and younger scholars - in particular, those who write from the
edges of Western academia - to make their research known to a larger
public, but also to develop methods commensurate with the difficult tasks
they are tackling. In all of this, we seek to establish a working platform where
new kinds of writing about global art can take shape on a regular basis.

Octavian Esanu, Editor
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Representing ARTMargins journal at the conference: Sven Spieker,
Octavian Esanu and Angela Harutyunyan

Sven Spieker teaches in the Department of Germanic, Slavic, and
Semitic Studies; the Department of Art, the Department of Art

and Art History, and the Comparative Literature Program at the
University of California, Santa Barbara. He specializes in modern
and contemporary art, with an emphasis on Central and Eastern
Europe, and takes special interest in issues related to documentary
and knowledge production as artistic practices. Spieker has lectured
and published on topics ranging from the historical avant-garde
[Malevich, Rodchenko, Dziga Vertov) to late 20-century art practice
from Wolfgang Kippenberger to subREAL. His books and articles
have appeared in German, Russian, Swedish, Polish, and English.

Octavian Esanu is Curator of AUB Art Galleries. Prior to completing
his doctoral degree at Duke University he was the founding director of
the Soros Center for Contemporary Art in Chisinau, Moldova. Esanu
is the author of JFL: What Does “Why” Mean?(J&L Books, 2005) and
Transition in post-Soviet Art: The “Collective Actions” Group Before
and After 1989 (CEU University Press, 2013). He co-edits the journal
ARTMargins. In his activities he is seeking a common ground between
his artistic, curatorial and academic interests.

Angela Harutyunyan completed her Ph.D. in Art History and Visual
Studies at the University of Manchester in 2009. Since 2011 she is
Assistant Professor in the Department of Fine Arts and Art History
at the American University in Beirut. She has published and curated
internationally on issues related to the public sphere, cultural
politics and curatorial practices in the post-Socialist condition and in
the Middle East. Since 2006 she is the co-organizer of the Summer
Seminars for Art Curators in Yerevan and director of Curatorial
Theory Lab at the Institute for Contemporary Art in Armenia. She is
a co-editor of ARTMargins journal.



Founded in 2004

Editors: Negar Azimi, Michael C.
Vazquez

Creative Director: Babak Radboy

Contributing Editors: Shumon Basar,
Sophia Al Maria, Aram Moshayedi,
Sohrab Mohebbi, Alexander Provan,

Yasmine El Rashidi, Sukhdev Sandhu,

Anna Della Subin, Kaelen Wilson
Goldie.

Publisher: Bidoun Projects is a non-
profit 501(c](3) organization

Based in New York City (USA)

Web: http://www.bidoun.org/
magazine/

BIDOUN

Magazine

Bidoun magazine was founded in 2004 and lives under the umbrella
of Bidoun Projects, an award-winning publishing, curatorial, and
educational platform. To date, Bidoun’s projects have included a
range of pursuits: curatorial initiatives, educational programs, artist
commissions, talks, tours, performances, books, an itinerant library,
and an online archive of avant-garde media. Bidoun magazine's
intent is primarily to introduce new questions, images, and ideas
about the Middle East and its diaspora into a global discourse. Each
issue of the magazine features original profiles, long-form reportage,
commentary, essays, photography, artist projects and more. The
magazine has won some of the most sought-after honors in the
publishing world, including a nomination for a National Magazine
Award for General Excellence in 2009, and three UTNE Independent
Press Awards for social and cultural coverage, design, and art
writing. As a curatorial platform, Bidoun has staged exhibitions
at the Carnegie International, the New Museum, the Serpentine
Gallery, the Townhouse Gallery, and Sfeir-Semler Gallery among
other venues. In 2014, Bidoun is working toward the launch of a new
web platform as well as a Bidoun Annual publication.

Negar Azimi, Editor
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Negar Azimi is a writer and Senior Editor of Bidoun. Her writing has
appeared in Artforum, Frieze, Harper's, The Nation, The New York
Times Magazine and Parkett among other venues. At the moment,
she is at work on a book about the 1960s and 70s in Iran.
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Founded in 2000 Founded in New York as a non-profit in 2000, Cabinet is a quarterly A% 23 8 24 % 3 % g\ 3 g 3 % _§ Eaa) E 33
Editors: Sina Najafi, Jeffrey Kastner, cultural magazine built on the most expansive definition of “culture” % o = % = 3, CCEE 353 = 3 =) E 3
Brian Dillon, Christopher Turner. D. ossible. This definition, influenced by contemporary anthropolo ) o ?L 8 3 éx j : T >3 \’3\ ‘i 3 K % s
Graham Burnett, Margaret Sundell P ’ ! Y P Y potogy. s v 3 .3’ \2\ 3— = 3 A 3 % a3 A ~ o 3 2 g\,
) is one that implicates the observer and dismisses the idea of g’ DA = 3 3 - -3 9 g v 3 A g
Publisher: Immaterial Incorporated o T T o 5 L S W LS : g 3 = 35\ ! D) 9 =
(aka Cabinet) is a 501¢3 not-for- disinterested criticality, instead inviting engaged curiosity about the , 3 “3 j 3 3 —'g 9 % ) 3 p g g = _i v
profit organization world we have made and inhabit. It's an approach that aligns curiosity, 3 % ; 2 é :1) 9“_9 = 3 o‘g %2,— - ._* & 3§\ § :
Based in New York City (USA) as Michel Foucault did in a late interview, with concern, with “the 3.7 ? 2 3) 214 3 ’g‘ ERE A 37 ’ % 35\ j 3
. . 0 Foo w « : L Y
Web: htt;;://www.cabmetmaqazme. care one takes for what exists and could exist; a readiness to find 3 3} 325, \3) 3 \% z —5‘ 4 % :5 xg 3 . 3 % 3
org/ strange and singular what surrounds us; a certain relentlessness to o ‘3\ 3‘ 3 o A LS 3\, z 3 “;‘ E 5 K 33 = 3\ 2
break up our familiarities and to regard otherwise the same things; § 3 35 9 3 j \;3‘)‘ g 3 jx 3 _% ﬁ b —9\ | 3 j‘ 3
a fervor to grasp what is happening and what passes; a casualness \i E j 332 3 3\ = _g = ;&: = %’ % X % — :0’
in regard to the traditional hierarchies of the important and the 3 ?,: 3 3 j;_ i J 30: -9 3 _g 3' 3 E %vj
essential.” Far from signaling a dilettantish approach to the world, ‘3 _% ), %‘ < 1A E‘, 3\ j) g © 3 ﬂ g o
A = B T & oF @ =% & 5 q = -
curiosity in this formulation becomes the very basis of ethics, of % } 3\ = % E =) % = 9= 2 2 ?}) 3}, B 3 3 3
a deeper understanding of our social and material cultures that g RO 33 =1 _ 5& ;’ i 3‘ :‘g 33‘ 3" °_‘J 9 _g = j
encourages us to be better custodians of the world, while at the & j ? 3 z ,_: 3 = % \’3 z gj ES) ‘3 —N?\ _3‘) E‘; o
same time allowing us to imagine it otherwise. % q 73 2 \3: 3;’2,\% g :“ __,J % _3 3 % '§\‘ § ) %
In order to do this, we have had to accommodate two apparently 3 {3‘; 3 7 g’ 3 % g 3 3 3 %
J

contrary ways of looking at the world, a contradiction compellingly
figured by the philosopher Isaiah Berlin (after the pre-Socratic poet
Archilochus) using the two animals that have over the years become
something of mascots for our project: the fox and the hedgehog.
The curious fox, it is said, knows many small things; the cautious,
methodical hedgehog, on the other hand, knows one big thing.
Where the former has no appetite for systematizing, the latter is
the ultimate systematizer. Cabinet has from its very beginning been
dedicated to staging an encounter between these two modes of
knowledge in the belief that each can disrupt the familiar comforts
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and presumptions of the other, and that an ethics of understanding—
and therefore possibly of changing—the world can emerge from the

il

friction between them.

D. Graham Burnett, Editor
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D. Graham Burnett is an editor at Cabinet magazine, based in
Brooklyn, and a member of the faculty at Princeton University. He
studies the relationship between power and knowledge, and writes
on changing understandings of nature, art, and technology. Burnett
was a Marshall Scholar at Trinity College, Cambridge, where he
completed a Ph.D. in the History and Philosophy of Science, and he
is the author of five books, including Masters of All They Surveyed
(2000), Descartes and the Hyperbolic Quest (2005), and The
Sounding of the Whale (2012).
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Founded in 2003 The role of a newspaper is not limited, however, merely to the 4 QJ i LY j‘
q N
Editors: Dmitry Vilensky and David spreading of ideas, merely to political education and attracting political s 4 3 =
Riff {until 2008) . . . . . 2 " o
allies. A newspaper is not only a collective propagandist and collective _ Py

Publisher: Independent

Loz &y

agitator, but also a collective organizer. In this respect it can be
compared to the scaffolding erected around a building in construction,
Web: http://chtodelat.org/ which marks the contours of the structure, facilitates communication
between the builders and permits them to distribute the work and to
view the common results achieved by their organized labor.

Vladimir Lenin, “Where To Begin” (1901)
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The main idea behind the publication of Chto Delat newspaper is an
attempt to translate the “old school” rhetoric of party publication
evoked above to the current cultural situation. It is from this
perspective that the artistic production of the Chto Delat collective
seeks and finds ways to address different communities and trigger
their interest in new forms of knowledge and poetics.

- p.dau 31l

.,.

2 | e
dclax

O Lb)lie pSay

.ebaiall aglas s> o @

Since 2003, the collective Chto Delat has been publishing an
eponymous newspaper, for the most part fully bilingual in English
and Russian. The editorial process draws artists, critics, activists and
philosophers into a heated debate that results in theoretical essays,
art projects, open-source translations, questionnaires, dialogues,
and comic strips.
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The newspaper is edited by Dmitry Vilensky in collaboration with the
collective (until 2008 it was mainly co-edited by Vilensky and David
Riff). The newspaper appears in roughly 2-5 issues a year, running
between 16 and 32 pages (A3). Its editions (2,000- 10,000 copies]
are distributed for free, as a take-away medium. Each newspaper
addresses a theme or problem related to the current artistic
production of the Chto Delat collective. Distributed at congresses and
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exhibitions, social forums and rallies, the newspaper both reaches
and forms a variety of constituencies. Sometimes the newspaper is
used as a form of intervention in concrete situations dictated by the
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urgencies of protests and intellectual provocations. §

J
The graphic politics of the newspaper is based on inviting one artist E?\ ;3‘
(often from the collective) to produce the whole set of images for an : N

d=é0 32

€
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issue, in this way contributing conceptually to the theme of publication.
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Dmitry Vilensky, Editor
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Dmitry Vilensky (born in 1964) lives in St. Petersburg. He is an
artist and cultural activist. In 2003 he initiated the platform “Chto
Delat/What is to be done?” He is editor of the newspaper of the
same name, and also does graphic artwork and lay-out for the
newspaper (available at www.chtodelat.org). He works mostly
within the framework of interdisciplinary collective practice,

in media including video, photography, text, installations and
social interactions. He has participated in many international
and Russian exhibitions, has published numerous essays

in art catalogues, journals and newspapers in Russia and
internationally, and has lectured widely.
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Aranda and Brian Kuan Wood
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Founded in 2008 Founded during the financial crisis of 2007-2008 by Anton Vidokle, ; = b zg\ 23 3 =
Editors: Anton Vidokle, Julieta Julieta Aranda and Brian Kuan Wood, e-flux journal reflects a : a z i 33

profound shift that has taken place in the field of art since that time.
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Many changes have indeed been negative and have had intensely
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destabilizing effects on art institutions and the lives of artists. But
Web: http://www.e-flux.com/

iournals/ at the same time, these changes have meshed with and further
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radicalized a geographic dispersal in art that had already been
advancing for some years.
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in these areas of the world are instrumentalizing art and artists in
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completely new ways, the institutions are themselves subject to an
art world that has already assumed the form of a planetary-scale
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abstraction that totally confounds methodologies for understanding
art in terms of formal resemblances or historical continuities.
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Individual people have become more important than institutions.
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The stabilizing role of art institutions has been transferred to a
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growing class of professionalized artists, curators, and practitioners
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who hold everything together. We are severely underqualified

and overqualified at the same time, and we like it that way. We
are underappreciated and mistreated because, on the one hand,
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we consider ourselves celebrities, and on the other, we are being
used to test cutting-edge labor extraction schemes. But we also
know that we can exploit the art world in return by using its bloat

to hoist the burdens and extremely high expectations of so many
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actually make sense and to have an audience, even a public. The art
world does not always deliver on its promises, but that is absolutely
fine, considering that it does better than most governments. And this
is probably why it has become a massive refuge for the dispossessed,
overambitious, overcreative, undereducated prodigies of the planet,
where they can hang out, drink and smoke, and then try to decode
the art world's assigned geopolitical task of navigating the quagmire
of post-infrastructure, identifying the forms that it simultaneously
assumes and renounces. We are completely inside an interconnected,
planetary financial-dementia machine, defined by the interruptions of
weird atmospherics and territorial warfare, blending and meshing on
a scale that surpasses representation, and we are here to represent
it. It is a bit like meta-sculpture, or a linguistic, semiotic origami that
involves creating names for things that cannot be absorbed by capital
flows, even while we are absorbed by those very same flows. It sounds
exhausting and it is. And that is why we are running on generators,
and figuring out ways, as artists and thinkers, to homebrew and store
our own energy in our own generators and in each other. What all this
points to is information, energy, and vital life forces swirling around
to become a new infrastructure defined by completely abstract flows.
A certain purifying power that the white cube once commanded has
withdrawn behind an economic realism that easily accommodates
the sloppiness of the JPEG and the essayistic rant, and everything
else that makes up the difference between the lightness of aura and
the heaviness of a crate.

It is against this backdrop that so many of the essays published in
e-fluxjournal have been commissioned, written, edited, and published.

Anton Vidokle, Julieta Aranda and Brian Kuan Wood, Editors
Representing e-flux journal at the conference: Anton Vidokle
Anton Vidokle is an artist and editor of e-fluxjournal. Born in

Moscow, he lives in Brooklyn and Berlin. Currently he is Resident
Professor at Ashkal Alwan’s Home Workspace Program in Beirut.
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publications dedicated to the fine arts have appeared relatively

recently, as the demand for art in Afghanistan has been increasingly
Publisher: Independent

Based in Kabul [Afghanistan)
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felt in the last eighty years. The first periodical art publication was the
journal Hunar in the 1960s, which consisted of about seventy sheets
and was published nationally for about a decade. Hunar, however,
was monopolized by the interests of a privileged minority and for this
reason did not serve the needs of Afghan society as a whole. There
has long been a need for a free, non-governmental publication to serve

i

Koy gliwlesl 3 oall

I geiddl 9 4

) &

Afghani artists and the public. Due to the political and social situation,
however, such a publication had to wait to be launched.
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During the transfer of power to the Mujahedeen, and because of the
civil wars (especially in Kabul), most artistic centers in Afghanistan
were either demolished or closed. Many Afghani artists were forced
to emigrate abroad, settling down in Peshawar, Pakistan or elsewhere.
When the Taliban took over political power in 1996 it became

e
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impossible to launch an art magazine. The Taliban established many
restrictions and laws on art and culture. They aimed at destroying the
great foundation of the arts in Afghanistan, burning or destroying, for
example, cultural artifacts from the National Museum and the Bamiyan
statues. This ignominy not only cast a dark shadow on the arts in
Afghanistan but also outraged international artists and art lovers.
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In addition to and against this background, dominated by strong
antagonistic feelings towards the arts and artists, art was dropped from
curricular programs in Pakistan’s schools for refugees. There were no
art subjects taught in these schools—no drawing nor even calligraphy
classes. In such an atmosphere, there was the danger that a new
generation of young people and young artists would grow up without
knowledge of art. This was a great loss for the future generations of

w
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Afghanistan and for our national life, as antagonism and discrimination
against art became more serious day by day.

Gahnama-e-Hunar magazine was launched in order to resist such
dangerous tendencies, as well as to meet the growing cultural
needs of our society. The magazine stepped onto the arena of the
national press declaring itself free of political affiliation, which was
a necessary step for survival. Gahnama-e-Hunar was launched by

i

Rahraw Omarzad in April of 2000. The first issue of the magazine was
published in five hundred copies with limited financial support and
contributions from a few local artists and art educators. The magazine
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was established at a time when the Taliban government presided over
a strong reaction against such forms of art as music, cinema, painting,
sculpture, monumental art and photography. All of these arts, under
the Taliban, were banned. It was in such dire circumstances that
Rahraw Omarzad began publishing Gahnama-e-Hunar, with special
sections dedicated to music, cinema, theater, photography, painting,
sculpture and drawing. At one point the magazine even criticized the
Taliban’s opposition to artistic works, expressing deep regret over the
destruction of the Bamiyan statues.

Initially, when Rahraw Omarzad shared his idea of establishing an art
magazine with Afghani artists living in Pakistan, many of them did
not want it. They thought that starting an art magazine in Peshawar
would expose them to the same kind of danger, since the Taliban in
Afghanistan was supported by the Pakistani government. Some
artists said that publishing an art magazine or collaborating with an
art magazine in the form of interviews could be very risky. Therefore,
initially many artists were not ready to collaborate or to be interviewed
for the magazine, and sometimes several meetings had to be arranged
before they would come forward. The first issue of Gahnama-e-Hunar
published a series of interviews with these Afghan artists. There was
even one interview with a Taliban official, which in fact presented very
interesting material.

In the early 2000s, Gahnama-e-Hunar was the only art magazine
that published material about cultural activities both in and outside
Afghanistan. The magazine’'s main scope has been to inform and
educate younger generation of Afghanis about artistic and cultural
news, encouraging them to enter the world of art and live as artists,
which was forbidden to them by the Taliban government. In addition
to fighting government cultural officials and fundamentalists on the
pages of Gahnama-e-Hunar magazine, Rahraw Omarzad also started
offering free courses in drawing, paintings and sculpture to young
Afghan refugees in Peshawar. He trained more than thirty students,
both male and female, for competitions among young artists from
Peshawar. At one point more than sixty young artists participated in
one of these competitions, to which Rahraw Omarzad together with a
group of his students contributed event expenses and prize money.

After the fall of the Taliban government, Rahraw Omarzad returned
to Kabul. Since then, Gahnama-e-Hunar art magazine has been
supported by different international organizations including Habitat,



the Goethe Institute, Contemporary Arts Norway and the Prince Claus
Fund in the Netherlands. Gahnama-e-Hunar reqularly publishes texts
dedicated to painting, drawing, music, cinema, theater, calligraphy and
photography, as well as short stories. The magazine also has a section
dedicated to art theory and the history of contemporary arts. The most
important goal for the magazine is to increase the level of interest in
art, artists’ knowledge of other artists, and art lovers” knowledge of the
fine and contemporary arts.

As mentioned earlier, Gahnama-e-Hunar came independently into
the arena of the Afghan press. It entered this arena under harsh
political conditions and without affiliation or support from any local
or international agencies or parties. In the initial stage, the magazine
was supported exclusively through circulation, and artists and art
lovers warmly welcomed it. Telephone calls and correspondence as
well as the authorities concerned repeatedly emphasized the need
to continue the publication. Happily, with the friendly collaboration of
volunteers, the second and third issues of Gahnama-e-Hunar were
finally published, with the cooperation of the Habitat Office in Kabul.
Just as happily, the fourth and fifth editions were published with the
cooperation of the Goethe Institute and the Office for Contemporary
Artin Norway.

More recently and due to limited possibilities, the editors cannot
meet the increasing demand for Gahnama-e-Hunar magazine. At the
moment there are delays between issues that extend to more than a
year. As the Taliban regime is collapsing and as the war in Afghanistan
promises to end, | hope that there will be more attention paid to
artistic and cultural life. In conclusion, | would like to stress again the
role of Gahnama-e-Hunar magazine, which the editor sees as one of
exciting interest in and encouraging a knowledge of art among local
artists and art lovers; introducing modern and contemporary art to
young artists and students of art; creating a favorable atmosphere
of cooperation among artists; exciting the interest of both male
and female children towards the arts; participation of government
artists and art lovers in the reconstruction and development of art in
Afghanistan; and creating a sound atmosphere for competitions in the
arts based on the spirit of criticism.

Rahraw Omarzad, Editor
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Rahraw Omarzad was born in 1964 in Kabul. He is currently professor
in the Faculty of Fine Arts at Kabul University, as well as a curator,
writer and artist. He runs an independent art space in Kabul that
provides equal opportunity for men and women to improve their
knowledge of art. He established the art magazine Gahnama-e-
Hunarin 2000; the Center for Contemporary Arts Afghanistan (CCAA)
in 2004; and a women's art center in 2006. He curated multiple
national and international exhibitions of Afghan women artists. As an
independent artist his work was exhibited at Documenta 13 and many
other international contemporary art venues.
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Founded in 2011 Ibraaz is the leading critical forum on visual culture in North Africa and EE N i } 3 e 3.2 ;i o j
2 Ay 2 2 . :
Editors: Anthony Downey (Editor- the Middle East. Initiated by the Kamel Lazaar Foundation, it publishes - j a \_/i A ,o\ | 3: = 5 3 = 9 4 3
) h ) g . \ P = A : 2 ) %
In-Chiefl, Lina Lazaar (Associate an online, bi-annual platform and monthly rolling content, in both written o J I % & 9 % A4 0w
Editor], Omar Kholeif (Senior Editor], ' P y rosing ' 33 19 %333 3368 3 333
Stephanie Bailey (Managing Editor]) and video format. In 2013, we launched /braaz Talks at Art Dubai and the 3 4 % ‘ % :0 > a3 j = /Ci 3 | 3 :3 —
Publisher: Kamel Lazaar Foundation Istanbul Biennial; organized an international one-day conference, Future ) = . § ) E ) J = ?\‘ % - < =, g }
(wwwhamellazaarfoundation.org) Imperfect, at Tate Modern; and launched Platforms 005 (on Globalized ? o } B 3 3 LJ‘ 2% 2\3 3.9 § = Ed
Based in London (UK) Cultural Economies) and 006 (on Archives). In 2014, volume 01 of our edited \0,3 3 a, I 2= g 3 =5 3 5 _3\ } =
Web: www.ibraaz.org print series, Uncommon Grounds: New Media and Critical Practices in 33\ g ) % % § o 3 j\ 3 =z i X 3 é"
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North Africa and the Middle East, will be published in London. This will be i g 3 A= by § 3 23 3\ } .’3 '% 3 o
accompanied by the online publication of Platform 007 (on Institutions and %‘ 3 3 i 3’ _g 3 %_ 053 5 05 g
Audiences) in May, and Platform 008 (on the Global South) in November. We = J @« 3 3 = j 3 J 3 £ QS 2
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Ibraaz's editorial policy primarily addresses the formal and conceptual ?\ j g ‘9 § . j % } 5 i ), % _35 ,3 j
issues informing art as a practice and how artists engage with international ' %wf é 33 j ), jj ;; i , :3 ) 3
audiences. In addition, we explore how artists and collectives implicate it o = E\ 3\ : 8 _3 4= 3 A } } %
their practices into, and negotiate the complexities of, contemporary life 3 i 3 ; 2 3 5 : 3 g § = _’_3 =) %, E
across North Africa, the Middle East, and, increasingly, the Global South. = § ’ \%»3’ 5 29 & & 3 B 3 3 3
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We have an extended editorial team that includes an Editor-In-Chief, an «“ ey %
Associate Editor; a Senior Editor; a Managing Editor, and 20 international
Editorial Correspondents. In 2014, we are looking to strengthen our 3 °: g ;g\ j‘ 3 §\, E J‘ﬂ _‘3\ \i Y 3) % 3): .
editorial profile with a number of additional appointments. o~ = =T D=3 2 3 - 3_’
353 43 = 2232333 3
To date, /braaz has published over 300 individual items, ranging from 3\ A g\ D 3 2 _ .73 % 4% @ 3 5
artist’s projects, interviews, essays, and, more recently, reviews. A select 2 ’:) A _’~ ?J :5’ 3\ 5 @\ %\" 3T 3,\ - %
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/ Hadia Gana/ Ganzeer / Mariam Ghani/ Sara Giannini / Dictaphone group /
Hans Haacke / Khaled Hafez / Malu Halasa / Rana Hamadeh / Aleya Hamza
/ Shurug Harb / Angela Harutyunyan / Samah Hijawi / Adelita Husni-Bey
/ Hatem Imam / Maryam Jafri / Francesco Jodice / Nadia Kaabi-Linke /
Timo Kaabi-Linke / Fawz Kabra / Noor Kadhim / Mahmoud Khaled / Dina
Khalil / Joe F. Khalil / Samiha Khalil / Joana Hadjithomas & Khalil Joreige
/Yazan Khalili / Dalia Khamissy / Yasmin Khan / Lina Khatib / Tarek Khoury
/ Gulf Labor / Michket Krifa / Brian Kuan Wood / Nadira Laggoune / Nikolaj
Bendix Skyum Larsen / Lasse Lau / Venus Lau / Maha Maamoun / Beral
Madra / Basim Magdy / Makan / Farah Makni Hendaoui / Jumanna Manna
/ Guy Mannes-Abbott / Laura U. Marks / HG Masters / Jens Maier-Rothe /
Ricardo Mbarkho / Shaheen Merali / Mandy Merzaban / Walter D. Mignolo
/ Haroon Mirza / Karen Mirza and Brad Butler / Naeem Mohaiemen /
Mehran Mohajer / Nadia Mounajjed / Nat Muller / Ahmed Nagy / Tsolin
Nalbantian / Joe Namy / Driss Ouadahi / Trevor Paglen / Batroun Projects
/ Walid Raad / Michael Rakowitz / Sara Raza / Anahita Razmi / Daniella
Rose King / Andrew Ross / Faten Rouissi / Ghalya Saadawi / Rijin Sahakian
/ Bérénice Saliou / Roy Samaha / Lucien Samaha / Sarah Samy / Larissa
Sansour / Hrair Sarkissian / Saskia Sassen / Nermin Saybasili / Silke
Schmickl / Dorothea Schoene / Rona Sela / Basak Senova / Nada Shabout
/ Simon Sheikh / Tina Sherwell / Ahlam Shibli / Slavs and Tatars / Anna
Somers Cocks / Annabelle Sreberny / Newsha Tavakolian / Hanan Toukan /
Rachida Triki / Murtaza Vali / William Wells / Mark R. Westmoreland / WHW
/ Stephen Wright / Lantian Xie / Raed Yassin / Ala Younis / Derya Yiicel /
Caveh Zahedi / Akram Zaatari/ Ahmad Zatari /

Anthony Downey, Editor

Anthony Downey is the Editor-in-Chief of /braaz. He is the author

of Art and Politics Now: Tactical Engagements and Global Culture
(Thames and Hudson, 2014); editor of Uncommon Grounds: New
Media and Critical Practice in North Africa and the Middle East

(1.B. Tauris, 2014); and co-editor of The Future of a Promise:
Contemporary Art from the Arab World (Ibraaz Publishing, 2011). He
is currently editing Archival Dissonance: Knowledge Production and
Art Practices in the Middle East (forthcoming, I.B. Tauris, 2015) and
Becoming Communities: Participation, Collaboration and Curatorial
Practices (forthcoming, Third Text, 2015). He sits on the editorial
board of Third Text, and is a Consulting Editor for Open Space
(Vienna) and the Open Arts Journal (Open University, England).
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Founded in 2013

Editors: A team of editors and
writers led by Lina Attalah, editor-
in-chief

Publisher: Mada Masr
Based in Cairo, Egypt

Web: www.madamasr.com

MADA MASR

Online Newspaper

Founded on June 30, 2013 by a team of writers who had previously
worked together at Egypt Independent (formerly known as Al-Masry
Al-Youm English), Mada Masr is an online newspaper that carves out
a space for progressive voices, travels into uncharted territories of
storytelling, and seeks to create a new and visionary business model to
make our work sustainable.

Mada Masr's culture section is a crucial part of our endeavour. Over
the past six months we have worked to grow the section into a prolific
platform for writing accessibly, yet inventively, about culture in the widest
sense. In a context starved of tough criticism, we hope to stir up much-
needed debate by making room for strong, widely diverging critical voices.
To that end, and in order to address the larger context around cultural
production locally and regionally, we seek to commission writing not
only from arts writers and critics, but also from artists, arts managers,
curators and others whose day-to-day roles in the cultural scene do
not necessarily involve critical writing. A crucial part of our mission is
also to support arts writing in Arabic, by commissioning original Arabic-
language pieces and improving the quality of Arabic translation.

Hoping to expand the field of arts journalism, in addition to reporting on
the current moment we are interested in looking back to moments in
20™-century history, and forward in order to imagine different ways in
which art can be produced in the Egyptian context. We are also planning
a series of commissioned works from artists in different fields, including
digital artworks, fiction and poetry, which will involve experimenting with
online formatting to accommodate more visuals and multimedia.

An important part of the section’s practice involves collaboration with
other initiatives - shortly after our launch, we collaborated with the local
art space Beirut to produce a one-off print edition for Camera Austria.
Mada Masris also collaborating with Townhouse to take the publication
off the page and bring it into a performative, discursive space through a
series of events that will also generate content.

Mada Masrwas born amid many challenges and uncertainties, but also
out of inevitability: the inevitability of a different form of journalism, the
inevitability of experimentation and adventure as the only gateway for our
imagination to flourish.

Lina Attalah, Editor
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Lina Attalah is the chief editor of Mada Masr, a Cairo-based news
website. She has a decade of reporting experience in the Middle
East. She has also developed several collaborations on cultural
projects in Egypt.
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Dickerman, Devin Fore, Hal Foster, effort to introduce, and skillfully deploy, European critical theory — 3/
Daniel Heller-Roazen, Denis Hollier, into Anglophone art-historical debates. From the publication of 3 =
David Joselit, Carrie Lambert-Beatty, ) . " ., . R 3* 3
Mignon Nixon, and Malcolm Turvey Foucault's now canonical essay “Ceci n'est pas une pipe” in the : . )
Publisher: MIT Press Journals very first number (Spring 1976} such translations have had a major
Publisher based in Boston (USA) impact on the field. Along with Foucault’s text, influential translations

8>

Web: http//www.mitpressiournals. have included essays by the “dissident” surrealist Georges Bataille
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scholars as well as art historians and literary scholars, we have made
significant contributions to the history of experimental film, video,
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20" century, we have sought to intervene regularly and forcefully
in debates around contemporary art. Our “questionnaires” on such
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topics as Visual Culture and the “contemporary” as well as special
issues on digital culture and the Occupy movement, not to mention
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the AIDS crisis have made us both a scholarly journal of record, and
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one that has helped to shape the understanding of contemporary art.

David Joselit, Editor
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David Joselit is Distinguished Professor of Art History at CUNY
Graduate Center. He has taught at the University of California, Irvine,
and Yale University where he was Department Chair from 2006-09.
Joselit is author of Infinite Regress: Marcel Duchamp 1910-1941
(MIT, 1998), American Art Since 1945 (Thames and Hudson, 2003,
Feedback: Television Against Democracy MIT, 2007), and After Art
[Princeton University Press, 2012). He is an editor of the journal
OCTOBER and writes regularly on contemporary art and culture.
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Founded in 2009

Editor: Erden Kosova, Editor-in-
Chief. Various issues of Red Thread
have been edited by Prelom kolektiv
(Dusan Grlja, Vladimir Jeri¢, Jelena
Vesi¢); Georg Schollhammer and
Ruben Arevshatyan and Meltem
Ahiska and Erden Kosova

Publisher: DEPO, Istanbul
Based in Istanbul (Turkey)
Web: http://www.red-thread.org/en/

Issue.as

RED THREAD

E-Journal

Red Thread is an active network and platform for the exchange of
knowledge and for collaboration among artists, curators, social
scientists, theorists and cultural operators from the Balkans, the
Middle East, the Caucasus, North Africa, and beyond. Through
initiating research, meetings and panel discussions, Red Thread sets
up an active online site dedicated to the exploration of both historical
and contemporary approaches that deepen and challenge the
broader relations of art and society. Red Thread e-journal intends to
reopen the issues of joint modernist legacies and histories between
various so-called “marginal” regions, and attempts to create new
approaches to deal with questions of auto-histories, self-positioning
and the reinterpretation of art history.

The expression “red thread” suggests a fragile, elastic link between
different intellectual, social and artistic experimentations that share
a desire for social change and for an active role of culture and art
in this process. Red Thread is conceived as a possibility for starting
a long-term communication and establishing new international
platforms for artists, cultural workers and social scientists from
the regions considered to be part of supposedly shrinking but still
corporeally very real geographical margins.

All texts published in the Red Thread e-journal are and will be
available in English and Turkish, as well as in the original language
in which they were written. In addition to new contributions, each
issue of the e-journal contains a number of already existing texts
from the region that were previously available only in their original
language and thus inaccessible to a wider international audience.

Between 2009 and 2012 three online issues of Red Thread e-journal
were published, and one journal composed of selected texts from
these issues was produced in print form in Turkish and English. Red
Thread e-journal is produced by an international editorial board and
is published by DEPO, Istanbul which is an initiative of Anadolu Kiltir.

Erden Kosova, Editor
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Erden Kosova lives and works in Istanbul. He has been a member of
the editorial board of Red Thread from the beginning. Kosova is also
a member of Siyah Band, a project that was set up to monitor cases
of censorship of art practices in Turkey, and of Ortak Mifredat, an
initiative that studies alternative institutions of education in the field
of contemporary art. He was recently involved in the organization
team of the exhibition “Berliner Herbstsalon,” organized by Maxim
Gorki Theater, Berlin.
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Founded in 1997

Editors: lvan Me¢l, Palo Fabug, Asdis
Hermanowicz, Magda Péncikova

Publisher: DIVUS

Based in Prague (Czech Republic),
London (UK] and Berlin (Germany)

Web: https://www.divus.cz/umelec/

UMELEC

Magazine

Since 1997, Umélec has established itself as a magazine devoted to
new ideas in art and visual and literary culture. More recently the
magazine has progressively evolved to embrace such fields as critical
theory, science fiction and what is sometimes called “critofiction.”
Because Umélec is published in two separate languages (Czech/
Slovak and English, formerly also in German and Spanish), it has
distributors, readers and contributors from all over the world. The
magazine reaches out towards other regions and topics that have
hitherto only received peripheral or insufficient attention. Umélec
rejects the dominant and still lingering apolitical approach to art.
The magazine demonstrates how life and culture work together, and
stands critically against tendencies to limit art to some safe place to
which the public has limited access. Visual culture is always rendered
accessible to the non-specialist, as a type of mental activity in which
the individual always participates without merely consuming. The
magazine relies on intelligent journalistic analyses in search of ways
for this area of inquiry to thrive. Umélec doesn't follow trends, but
rather reveals their limits, and lays the groundwork for new ones.
It leaves correct judgment of the world to others and with cool calm
opens to a period of chaos and conflict, because it is only through
the latter that an image can emerge from the innumerable channels
of the expanding delta of today’s visual culture. We do not consider
culture as a decoration of the state body, but as one of the most
important and inspiring values of life, even if it is radical or strange.
To us, art is not only the world of galleries and curators, but also
what is hidden in the ghetto, streets and other apparently abandoned
cultural corners. The same social processes that cause the stable
person in a mature society to lose his sense of reality, force the world
of contemporary art to try and discover it once again. The same social
processes that cause the moral and political elite to abandon culture,
force contemporary culture to politicize and moralize. And as long as
we are able to put it out, you can read about this and more in Umélec
International.

Ivan Mecl and Palo Fabus, Editors
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Ivan Mecl is a teacher and writer; founder of Divus and Eastern
Alliance. Since 1992 DIVUS (www.divus.cc) has been a publishing
company specializing in art books, independent literature, theory,
criticism, related events and exhibitions. DIVUS also publishes the
notorious magazine Umeélec, covering Central European, Eastern
European, and Balkan Art since the 90s, and which now offers a
hard-edged political perspective on the global art scene. DIVUS
has multipurpose spaces in Prague, London and Berlin. Since 2004
Eastern Alliance is an open group of intellectuals and later a non-
profit research body providing theoretical and cultural support for
complex cultural strategies and events.

Palo Fabus is a critic and theorist. He studied Applied Informatics
and Media Theory. Currently Fabus is a Ph.D. candidate in the
Sociology Department of Charles University in Prague. He worked
as editor of Literarni noviny (2005-2008) and lectured at the Faculty
of Social Sciences of Masaryk University in Brno. Since 2009 Palo
Fabus$ has been co-editor of Umélec magazine and in 2011 he
become its editor-in-chief. His interest in new media has evolved
into the research of wider contemporary culture; he has had the
ridiculous courage to dabble in a variety of approaches, such as art
theory, media ecology and philosophy.
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