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When we make our 
reality not a given,  

irreversible fact, but  
a possibility among  

many others.
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All That Fits

Anthony Downey

 In an era defined by a widespread suspicion with 
journalistic means as a way of generating both discussion 
and open enquiry, it would seem that artists are engaging 
with issues more commonly associated with journalistic 
discourse. Whilst this is not necessarily a complete 
departure from previous practices, the imbrication of both 
art and journalism has produced a different series of 
questions about the ethics and politics of representation. 
What, for one, are the implications of artworks employing 
the apparent objectivity associated with journalism?  
Does the use of an investigative methodology within 
contemporary art shift our understanding of spectatorship 
and our relationship to truth and forms of subjectivity? 
And what challenges—to the viewer and curator alike 
—are being made by these works in the broader context 
of current institutional and exhibitionary practices? 
 If art increasingly employs the investigatory 
forms and aesthetics of journalism, then we may also 
need to ask what forms of knowledge are being produced 
and what critical tools we are being encouraged to 
develop? Why does art use journalistic forms but does not 
present its practice as a form of journalistic knowledge?  
It is perhaps all the more pertinent to note the extent to 
which aesthetic journalism attempts to provide a view on 
the view (or angle) we regularly receive and consume 
through various media. This already involved series of 
questions can be further complicated if we consider the 
subject matter being explored in a significant number of 
works in All That Fits; works in which we see so-called 
marginalized figures—the refugee, the political prisoner, 
the dispossessed—and the extent to which they have 
been excluded, to different degrees, from the fraternity  
of the social sphere, appeal to the safety net of the nation 
state, and recourse to international law. 

 Although such figures have become a staple of 
contemporary art and journalism, it is notable that they are 
presented here not as the exception to modernity but, 
more often than not, as an exemplification of its 
representational strategies. Which brings us to a far more 
radical proposal: what if the fact of representation, in all its 
strategic forms of inclusion and exclusion, is the point at 
which we find not so much an imperfect modern subject 
as we do the exemplary subject that underwrites the 
representational logic of journalism and the stock images 
of media outlets? How, thereafter, can these subjects be 
represented beyond the images we find in journalistic 
media and, crucially, how can contemporary art practices 
blast open the representational continuum within which 
we have come to accept images of dispossession, death, 
starvation, injustice and genocide as part of our everyday 
consumption of images? 
 The responsibility of the news, we are told, is  
to report the facts of a situation truthfully and objectively; 
artists are not bound by these constraints. By assuming 
the role of a reporter, the artist exposes both the situation 
and the way in which the situation is constructed 
(aestheticised). Aestheticisation, moreover, can produce 
forms of an aestheticisation: an inability to deal with the 
particularity of the subject—the refugee, for example—
portrayed before us beyond its symbolic and thereafter 
depoliticized significance. To grapple with such complexity, 
needless to say, calls for a complexity of response. The 
artists in this show, in offering a view on the view and 
thereafter implicating themselves into the scenarios 
unfolding before us, complicate our viewing experience.  
In so doing, they explore the far from simplistic issue of 
responsibility and audience culpability. There is, in sum,  
no such thing as an innocent bystander-cum-viewer in the 
works in this show and each of us are called upon to 
engage with our responsibility for the images being 
produced in our name and for our everyday consumption. 
If aesthetic journalism does indeed reflect and refract 
upon the order of information that defines our relationship 
to the world, then it is, finally, a crucial element in opening 
up and redistributing our sensibilities and how we 
understand (or fail to understand) the world in which we 
live in today. 
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The 
Production

of Truth

 At first glance the premise, and promise,  
of this exhibition might seem contradictory and unlikely, 
even unfeasible: what on earth could be meant by the 
aesthetics of journalism? Surely journalism is something 
to be thought of and discussed in terms of ethics  
not aesthetics? 
 But move from the glance to the gaze and 
something else will appear, something will come into view: 
a certain organisation of matter, maybe a certain framing 
of the real that allows it to be perceived and accepted as 
real, and a specific modality and mediation become visible, 
whether on the TV screen, the pixilated surface of your pc, 
or the smudgy print of your newspaper and the glossy 
pages of your magazine. These formats and their styles of 
writing and imaging are all the results of very precise and 
finely tuned aesthetic choices, even if we do not give them 
much thought in our daily contact with them. Some things 
such as editorial processes, long since established into 
given formats in terms of length, image sizes, segment 
durations and so on, are also aesthetic  
and not only ethical. 
 With this exhibition, we set out to explore these 
aesthetics of the medium, journalism, in terms of what  
can fit into existing formats. The first half of our title is  
All That Fits and refers to the New York Times’ famous 
slogan “All the News That’s Fit to Print!” Surely, this dictum 
had an ethical impulse, if not a moral tone, indicating that 
they would never print something that was improper or 
ill-timed, and certainly also never anything that was untrue. 
But it can also be understood in a more formal way, that is 
in terms of what fits into the format of the newspaper as 
an object and circulator of discourse, as well as the 
formats within it, from front page, feature article, columns, 
obituaries, paragraphs and so on. 

 What happens to that which cannot fit into the 
formats of, for example, an article or a news segment, or  
a documentary? There seem to be just two possible 
answers: either it is cut down until it can fit, that is, it is 
made to fit regardless of its materiality and identity, or it is 
simply discarded altogether, since the formats cannot  
be altered. (The exception to this rule would be rare rather 
than regular, for example the photographic horrors of 
natural disasters, major political upheavals or sudden wars.)
 However, we think there might also be a third 
answer. That which does not fit into the formats of 
mass-media becomes the potential material and topic  
for works of art. Here we are primarily not thinking  
of strategies of excavation, archiving and an interest in  
the arcane that has long been one of the hallmarks of 
contemporary art. We are thinking of documentary and 
activist practices that attempt to highlight what has been 
left in the dark. We can consider the artist as a journalist, 
researching and reporting from the frontlines of cases 
and stories outside the blinding light of mainstream media. 
This, then, would be another meaning of the phrase The 
Aesthetics of Journalism, covering instead the use—from 
the point of view of artistic production—of traditional 
journalistic devices for an aesthetic and political project. 
 All that Fits: The Aesthetics of Journalism 
presents seemingly incompatible components such as 
aesthetic experiences and political activism, community 
events and private investigations. The exhibition thus 
provocatively tries to advance the idea that art and 
journalism are not separate forms of communication,  
as mostly thought, but rather two sides of a unique activity, 
which is the production and distribution of images and 
information. What the project brings to the surface are the 
ways of communicating that this nexus of imaging and 
informing produces, as well as the aesthetic principles 
used in such an ordering, in such acts of transmission.
 As visual regimes, both the journalistic and the 
artistic make claims for the truth, albeit of a different kind. 
The former is a coded system that speaks for the truth (or 
so it claims), the latter a set of activities that questions 
itself at every step (or so it claims), thus making truth. 
Throughout modern times, it has been of vital importance 
for journalists that their reports are taken to be truthful: 
true images, correct facts and impartial wording. For the 
artist it has been more important that s/he was true and 
authentic. Because it is increasingly difficult to look at 
something and safely identify it as art, the figure of the 
artist must appear as truthful and real as possible. 
Whereas journalism traditionally provides a view on the 
world ‘out there,’ as it ‘really’ is, art often presents a view 

An introduction to All That Fits:
The Aesthetics of Journalism

Alfredo Cramerotti and Simon Sheikh
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about oneself and one’s acts of speaking, thus exposing 
subject and object of the speech equally. In this light, we 
find it highly timely, and pertinent, to reflect the journalistic 
in the aesthetic, and the aesthetic in the journalistic. 
 In order to do so, we have divided the works into 
three subgroups or themes: the position of the speaker; 
the politics of the image; exposition and militant research. 
 The exhibition will take the form of a rotating 
display of works, figuring in different compositions that all 
revolve around the key questions of truth, images and 
information. At the same time this will reflect the rotation 
of the news cycle, albeit at a different, slowed-down 
speed. We believe that this will make our curatorial editing 
more visible, and also user-friendlier, with the works not 
just one after another in an endless row of images and 
information, but with a juxtaposition of different 
approaches each dialoguing with each other, with the 
media and the overall theme in various ways and in 
various combinations.
 The Speaker concerns itself with a specific 
figure; the speaking subject or author. How does this 
figure emerge through discourse, and what are its 
functions? What can be said and not said in order for  
a speaking subject to appear as real, as authentic, as 
authoritative and/or as truthful? How are subjects 
positioned, and how is truth produced, and subsequently 
staged? What is implied in certain speech acts and 
subject positions, such as the figure of ‘the reporter’ and 
‘the artist’, as well as ‘the witness’ and ‘the source’? 
 The Image examines how images are 
ideologically produced, through the framing and positioning 
of the mechanisms of modern mass media, its figures  
of authority and figures of speech, but also how  
counter-images can be created. Here, the many different 
ways of image production will be reflected, discussed  
and deconstructed. An aesthetics of journalism and 
documentary will be proposed as that which can get to 
the truth of the ideology of mass-media images, in 
opposition to the claim of neutrality and pragmatism.
 The Militant continues the strand of counter-
images and counter-information, but through the artistic 
employment of journalistic traits such as exposé and 
research. However, the practices highlighted here often 
uncover what the media do not want uncovered. This 
returns us to some of the media’s initial claims that have 
been brushed aside in an increasingly commercial and 
corporate media industry.
 The artistic positions in the exhibition thus 
generate a principal question: is it possible to work with 
aesthetics and informatics, to be both reflective and 

precise? To both employ documentary techniques and 
journalistic methods while remaining self-reflecting and 
critical on those means? Ultimately, the artist’s work here 
is not about delivering information but questioning it, to 
highlight both the aesthetic working of reportage and the 
informational turn within current artistic production.

‡ Michel Foucault, ‘The Courage of Truth’
Lectures at the Collège de France 1983—1984,  
Houndsville, Basingstoke: Palgrave Macmillan, 2011.

on the view, positing truth through critical acts of (self) 
reflection and auto-critique of how images are produced, 
and what they say. All that Fits: The Aesthetics of 
Journalism will examine both as types of truth production, 
as systems of information that define truth in terms of the 
visible: producing not only what can be seen, but also 
what can be imagined, and thus imaged. As such, this 
exhibition revolves around the aesthetics of journalism: 
how images are produced and how they are produced to 
appear as truthful. 
 Here, we start to get closer to the core of reality 
itself when we make our reality not a given, irreversible 
fact, but a possibility among many others. There are always 
stories to tell and many ways to tell them. But what is 
important is how we partake in this narration of the real, 
and not just leave it to others. We do not only consume 
images and ideas, but also criticise them, and in turn, maybe 
make some of our own. The production of truth is a shared 
undertaking, with vast political and social ramifications. 
 In his late work, the philosopher Michel Foucault 
wrote about the politics of truth, particularly what could be 
the meaning of the ancient Greek term parrhésia, which 
means telling the truth.‡ What Foucault was questioning 
was the figure of the truth-sayer. Who can speak the truth, 
and does it require certain ways of speaking as well as 
taking up certain positions? In antiquity, the occupation of 
this position was at the peril of one’s own life, and thus 
required courage and self-sacrifice. This has led many a 
contemporary commentator to focus on the heroic 
aspects of parrhésia, pointing out injustices and speaking 
on behalf of the people against the power that be, 
regardless of the consequences for oneself. 
 As single figures, both the reporter and the 
artist have throughout modernity been viewed as such 
authentic voices and heroic figures. Simultaneously, 
though, they are constantly vilified as being complicit  
and corrupt, of reneging on their potential position of 
truth-sayer. However, for Foucault the situation is even 
more complex, indeed double: in order to have the ability 
to speak the truth to power in antiquity, one could not be  
just anyone, one had to have a position that was somehow 
connected to the despot, and speak from a position of 
authority. Secondly, parrhésia does not only mean to 
speak the truth to someone, i.e. those in power, but also 
the ability and insight to speak the truth about oneself. 
 This would indicate that speaking the truth also 
means self-reflection, and the willingness to disclose the 
position from where one is speaking, and through which 
means and methods one is constructing the speaking  
(of the truth). To speak the truth is also to speak the truth 
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WHO CAN SPEAK 
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THE DREADFUL DETAILS  |  ERIC BAUDELAIRE
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NO ILLNESS IN NEITHER HERE OR THERE
WALID RAAD/THE ATLAS GROUP

TELEVIZED I  |  KATYA SANDER 

EPISODE 1  |  RENZO MARTENS
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THE  
SPEAKER

THE DREADFUL DETAILS
ERIC BAUDELAIRE

What can a war image do? The Dreadful Details, 
a diptych composed by Eric Baudelaire, proposes an 
answer. The piece, a ‘grand machine’ on modern  
forms of conflict, revisits all of the images of war that 
haunt us. It also engages in a subterranean exchange 
with Gilles Deleuze. In the process, we understand 
how a beautiful photographic image can, in a single 
stroke, let us see again and reaffirm the sacred 
persistence of the human.† 

INSURANCE.AES256
MICHAEL TAKEO MAGRUDER 

On the 28th July 2010, WikiLeaks—a non-profit 
organisation renowned for publishing classified and 
censored materials—posted a link to a mysterious 
1.4GB file entitled insurance.aes256 on its Afghan War 
Diary website. The file’s appearance generated 
speculation and debate as no official explanation was 
given about its contents or purpose.
 Countless individuals and interested parties have 
now downloaded insurance.aes256 and redistributed it 
across innumerable hard drives and servers spanning 
the world’s vast unregulated file-sharing networks, 
rendering it forever obtainable and impossible to 
eradicate. An anonymous collective now patiently 
awaits the day in which the key to opening it will  
be revealed. What knowledge (or secrets) will be 
uncovered within its cryptic digital form?

THE MUTIRAO PROJECT
GRAZIELA KUNSCH 

The Mutirao Project‡ is an open-ended dialogical 
research process that exists solely in the form of 
conversations, lectures and classes. The starting point 
for these verbal exchanges are single take videos that 
investigate the ways in which self-organized cities are 
generated. These ‘A.N.T.I. cinema excerpts’ are 
designed to kick start discussions. Graziela Kunsch 
varies her screening programme at each presentation 
to create different focuses for debate. The videos 
mainly document political activities Kunsch is engaged 
in and which she has filmed herself—the housing and 
free transport struggles in Brazil. 

TELEVIZED I
KATYA SANDER 

What is a news-studio? What kind of speech becomes 
possible from this space—and what kind of subject? 
What does it mean to anchor the news? How to get a 
news anchor to speak about her/his own position in the 
news? It is from this problem that Televised I: the 
Anchor, the I, and the Studio departs.
 We all know that the news anchor reports from a 
news studio. But what exactly is this thing that we call 
a news studio. What kinds of relations does it allow to 
be established between what is seen and what is said? 
If the utterance of ‘I’ is avoided by news anchors, then 
what comes to stand in place of this utterance? What 
relates the seen to the said if not ‘I’? 

NO ILLNESS IN NEITHER  
HERE NOR THERE 

WALID RAAD/THE ATLAS GROUP

From 1975 until 1991, Dr Fadl Fakhouri was in the 
habit of carrying two 8mm film cameras with him 
wherever he went. With one camera he exposed a 
frame of film every time he thought the wars had come 
to an end. With the other camera he exposed a frame 
of film every time he came across the sign of a doctor’s 
or dentist’s office. Dr Fakhouri titled the two rolls of 
film, Miraculous Beginnings and No, Illness is Neither 
Here Nor There.

EPISODE 1
RENZO MARTENS

Episode 1 is the registration of Renzo Martens’ 
activities in Chechnya. He penetrates the war-zone—
alone, illegal and carrying a Hi8 camera—and takes 
on the role of the single most important actor in war: 
that of the ubiquitous, yet forever undefined, television 
viewer for whose attention the battles are being fought. 
Amidst ruins and bombings, he does not ask refugees, 
UN employees and rebels how they feel. Those stories 
are well known, and serve no purpose for those who 
tell them. Instead, he asks them how they think he 
feels. The film forms a metaphor for an economy of 
images, roles and emotions. At the same time, there 
Martens stands, alone, with his camera, recording. 
The film is not about some external phenomenon, but 
about the terms and conditions of its own existence.

CORRECTIONS AND CLARIFICATIONS
ANITA DI BIANCO

Corrections and Clarifications is an ongoing newspaper 
project, an edited compilation of daily revisions, 
retractions, re-wordings, distinctions and apologies to 
print news from September 2001 to the present. 
A reverse-chronological catalogue of lapses in naming 
and classification, of tangled catch-phrases, patterns of 
miss-speech and inflection, connotation and enumeration. 
 Previous editions have examined the printed news  
media in the US, UK (as well as other international 
press from Asia, Australia, and India printed in 
English), Germany, Austria, Switzerland, and more 
recently, that of Bosnia, Serbia, Croatia, and Slovenia.

WILD SEEDS
YAEL BARTANA

Wild Seeds consists of two projections shown on 
adjoining walls. One of the two projections focuses on  
a group of youths in the middle of a barren West Bank 
mountain landscape. The group is simulating the 

‘evacuation of the Gilad settlement’ in the form of a 
game. The game was developed by Israeli activists  
and is based upon an actual confrontation between  
the Israeli army and Jewish settlers, the atmosphere 
moves back and forth between being playful  
and aggressive. 
 The second projection allows the viewer to read 
English translations synchronized to the cries and 
exclamations within the other film: words such as 

‘traitor’ or sentences like ‘A Jew does not deport 
another Jew’ or ‘This is our land’. The text projection 
creates a second narrative that has less to do with the 
game but more with the political moment in evacuation.

UNIVERSAL EMBASSY
HITO STEYERL

The former Somali Embassy in Brussels is being 
squatted by ‘Sans-papiers’, who proclaim a Universal  
Embassy on the premises.

MATHARE SAFARI
SLUM-TV

Mathare Safari is a competition for young European 
filmmakers, eager to explore the dangerous and exotic 
world of Mathare, a slum in Nairobi. Filmmakers are 
requested to enter a film explaining how they would 
prepare for a week in Mathare. The prize; a week in 
Mathare. This film, which launched the competition, 
offers a glimpse of life in the slum, eschewing images 
of suffering and poverty. Adopting the style of a travel 
program, it tours the local eateries, hotels, transport 
and entertainment venues. 

ELMINA
DOUGLAS FISHBONE

Elmina, Fishbone’s feature-length melodramatic  
film, explores consumer culture and the mass media 
from a radical new direction, presenting an unusual 
experiment in collaboration and co-authorship. Shot 
entirely on location in Ghana, Elmina was scripted and 

filmed by Revele Films, a leading Ghanaian production 
company, with a cast of major Ghanaian celebrities. 
 The project is made more provocative by the strategy 
surrounding its release. Made with the support of 
three collectors who acted as Executive Producers, 
Elmina is available as a low-cost mass-market DVD 
throughout West Africa and African immigrant 
markets, as well as a limited edition in the art world. 
As such, the film challenges the way art film is 
normally financed, collected and distributed, and 
defies one singular reading or identity.

NIGHTS AND DAYS 
LAMIA JOREIGE

Nights and Days uses notes written and filmed during 
summer 2006 to recount the personal experience of 
War. The first part which resemble, yet is not a diary  
of war, alternates day-shots with night-shots and 
features a soundtrack expressing the idea of time 
passing, the awaiting, the interrogations and fears 
experienced in such unusual time. The second part is  
a journey to south Lebanon which has been devastated 
during that war. It alternates beautiful and peaceful 
landscapes with ruins and destruction with only music 
for sound, as not a word can express this devastation. 
Nights and Days questions the relation between image 
and sound and also reflects on the notions of beauty 
and horror as most of the images are beautiful urban 
or natural landscape, where only a detail may reveal 
the presence of war and its violence.

† The Fresco Of Icons by Pierre Zaoui 
‡ Mutirao is a Portuguese word meaning participatory mutual aid



19

the IMAGE

HHOW IMAGES ARE 
IDEOLOGICALLY PRODUCED, 

THROUGH THE FRAMING 
AND POSITIONING…
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TROPICAL BLOW UP Tamar Guimãraes 
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UNTITLED RETRIEVAL Abraham Cruzvillegas 

NO ILLNESS IN NEITHER HERE OR THERE 
Walid Raad/!e Atlas Group

THE DREADFUL DETAILS Eric Baudelaire

SOMEWHERE IN A GREAT COUNTRY Alejandro Vidal 
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MATHARE SAFARI SLUM-TV

INSURANCE.AES256  
Michael Takeo Magruder

THE MUTIRAO PROJECT EXCERPTS  
Graziela Kunsch 

NEW REPORT Wynne Greenwood and K8 Hardy
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CHICAGO
Broomberg and Chanarin
Every thing that happened, happened 
here !rst, in rehearsal. "e invasion 
of Beirut, the !rst and second 
Intifada, the Gaza withdrawal, the 
Battle of Falluja; almost every one  
of Israel’s major military tactics in  
the Middle East over the past three 
decades was performed in advance 
here in Chicago, an arti!cial but 
realistic Arab town built by the  
Israeli Defence Force for urban 
combat training.

TROPICAL BLOW UP
Tamar Guimãraes 
"e silent black and white !lm Tropical 
Blow Up is based on photographs from 
two Brazilian tabloid newspapers 
active in the 1960s as well as 
Guimarães’ own photographic work. 
She found the images in the São Paulo 
state archive under the rubric ‘urban 

crime’. In one of the photographs a 
man points at a clearance in the bush 
where something or someone once 
was or should have been. In another 
image, sectioned in parts, a woman’s 
corpse lies partly mutilated on the 
ground. "is gruesome image is 
sectioned in Tropical blow up in such 
a way that the viewer only 
momentarily sees a fraction of the 
corpse. Combined with Guimarães’ 
own foliage-garden images, the result 
is a dreamy and uncanny experience. 

UNTITLED RETRIEVAL 
Abraham Cruzvillegas  
Untitled Retrieval is a piece made by 
chance. Cruzvillegas blindly bought a 
plastic transparent supermarket bag 
with a bunch of medium format slides, 
on the impulse that there must be 
something interesting amongst them.
 Only after being invited by 
Francesco Bonami to feature in an 
exhibition, did he !nally decided to 

look through the slides and found 
within them pictures from di#erent 
moments of a family life, holiday 
snaps, documenting places and 
experiences: a private journalism.
 "e images describe their 
fascination of being there, wherever it 
may be, capturing reality, but without 
any other intention than witnessing 
everyday life. Sailing, walking, 
breeding dogs, eating, having fun, 
celebrating, being sad…
 "is work explores his response  
to contemporary life, to the over 
whelming $ood of information, 
related to consumption and 
pretension. "is is life as it is.

NO ILLNESS IN NEITHER HERE 
NOR THERE
Walid Raad/!e Atlas Group
From 1975 until 1991, Dr Fadl Fakhouri 
was in the habit of carrying two 8mm 
!lm cameras with him wherever he 
went. With one camera he exposed a 

frame of !lm every time he thought 
the wars had come to an end. With 
the other camera he exposed a frame 
of !lm every time he came across the 
sign of a doctor’s or dentist’s o%ce. Dr 
Fakhouri titled the two rolls of !lm, 
Miraculous Beginnings and No, Illness Is 
Neither Here Nor !ere.

SOMEWHERE IN A  
GREAT COUNTRY
Alejandro Vidal 
Alejandro Vidal works close to the 
con$ict and power relations. Control 
mechanisms, privatization of 
insecurity, suspicion and new 
communication tactics have been 
recurrent themes being addressed 
from various perspectives and 
through multiple formal strategies. 
Somewhere in a Great Country (2010), 
comprised of imagery taken from 
captured low resolution Internet 
videos. "ese images belong to 
popular celebrations or festive acts 
like Independence Day, political 
rallies, etc. in which !reworks are 
used. However, there is scarcely any 
human presence in the photos, 
resembling instead acts of dissent or 
sabotage, car bombs or threats. "e 
image quality is reminiscent of 
surveillance, or the green tone of a 
night vision lens. "is work reminds 
us of the relationship between history 
and !ction.

THE DREADFUL DETAILS
Eric Baudelaire
What can a war image do? !e 
Dreadful Details, a diptych composed 
by Eric Baudelaire, proposes an 
answer. "e piece, a ‘grand machine’ 
on modern forms of con$ict, revisits 
all of the images of war that haunt  
us. It also engages in a subterranean 
exchange with Gilles Deleuze. In the 
process, we understand how a 
beautiful photographic image can,  
in a single stroke, let us see again and 
rea%rm the sacred persistence of  
the human.† 

READING THE ECONOMIST 
Zachary Formwalt 
A notebook kept by Karl Marx in 1868 
on "e Economist, a couple of episodes 
in the history of spirit photography, 
the infamous photographs of bank 
queues in 2007, and an image found at 
“the beginning of the photo-illustrated 
press” are brought together in an 
attempt to capture the space that 
separated !nancial journalism from 
photo-journalism as they emerged in 
the nineteenth century.

THE MUTIRAO PROJECT
Graziela Kunsch 
"e Mutirao Project‡ is an open-ended 
dialogical research process that exists 
solely in the form of conversations, 
lectures and classes. "e starting 
point for these verbal exchanges are 
single take videos that investigate the 
ways in which self-organized cities 
are generated. "ese ‘A.N.T.I. cinema 
excerpts’ are designed to kick start 
discussions. Graziela Kunsch varies 
her screening programme at each 
presentation to create di#erent 
focuses for debate. "e videos mainly 
document political activities Kunsch 
is engaged in and which she has 
!lmed herself—the housing and free 
transport struggles in Brazil. 

INSURANCE.AES256
Michael Takeo Magruder 
On the 28th July 2010, WikiLeaks—a 
non-pro!t organisation renowned for 
publishing classi!ed and censored 
materials—posted a link to a 
mysterious 1.4GB !le entitled 
insurance.aes256 on its Afghan War 
Diary website. "e !le’s appearance 
generated speculation and debate as 
no o%cial explanation was given 
about its contents or purpose.
 Countless individuals and 
interested parties have now 
downloaded insurance.aes256 and 
redistributed it across innumerable 
hard drives and servers spanning the 
world’s vast unregulated !le-sharing 
networks, rendering it forever 

obtainable and impossible to eradicate. 
An anonymous collective now 
patiently awaits the day in which the 
key to opening it will be revealed. 
What knowledge (or secrets) will be 
uncovered within its cryptic digital form?

MATHARE SAFARI 
SLUM-TV
Mathare Safari is a competition for 
young European !lmmakers, eager  
to explore the dangerous and exotic 
world of Mathare, a slum in Nairobi. 
Filmmakers are requested to enter a 
!lm explaining how they would 
prepare for a week in Mathare. "e 
prize; a week in Mathare. "is !lm, 
which launched the competition, 
o#ers a glimpse of life in the slum, 
eschewing images of su#ering and 
poverty. Adopting the style of a travel 
program, it tours the local eateries, hotels, 
transport and entertainment venues. 

NEW REPORT
Wynne Greenwood and K8 Hardy
In New Report, Wynne Greenwood 
and K8 Hardy are reporters at WKRH 
—the feminist news station that is 
‘pregnant with information.’ As 
Henry Irigaray (Hardy) and Henry 
Stein-Acker-Hill (Greenwood), these 
two lesbian feminist artists stage 
reports on and with their friends, 
their social her stories, their nerves, 
and their bodies. It is urgently 
broadcast live to the newsroom and 
out to their studio audience. An 
ongoing collaboration, New Report 
investigates how news is made and 
received, while restating the spaces, 
crises, and histories that deserve to be 
publicly considered.

the IMAGE

† !e Fresco Of Icons by Pierre Zaoui 
‡ Mutirao is a Portuguese word meaning 
participatory mutual aid
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ARTISTIC PRACTICES OFTEN  
UNCOVER WHAT THE MEDIA  
DO NOT WANT UNCOVERED

NO ILLNESS IN NEITHER HERE NOR THERE
WALID RAAD/THE ATLAS GROUP

THE MILITANT
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THE MILITANT
NO ILLNESS IN NEITHER  

HERE NOR THERE
WALID RAAD/THE ATLAS GROUP

From 1975 until 1991, Dr Fadl Fakhouri was in the habit of 
carrying two 8mm !lm cameras with him wherever he went. 
With one camera he exposed a frame of !lm every time he 
thought the wars had come to an end. With the other camera 
he exposed a frame of !lm every time he came across the sign 
of a doctor’s or dentist’s o"ce. Dr Fakhouri titled the two rolls 
of !lm, Miraculous Beginnings and No, Illness is Neither Here 
Nor !ere.

CONTAINED MOBILITY
URSULA BIEMANN

#e 2-channel video projection Contained Mobility looks at 
the condition emerging from the reinforced regulations of 
movements to Europe with a focus on the sophisticated 
methods and technologies which have been developed on 
either side: on the part of the authorities to discipline the 
movement of goods and people and on the part of the 
passengers to outwit the restrictions and achieve mobility  
and security. Following the Belorusian refugee Anatol from 
the Siberian Gulag to Liverpool, the video mixes !ctional 
documents with real facts to narrate the trajectory of a  
migrant in the post-humanist age. Contained Mobility was 
commissioned by the International Liverpool Biennial, 2004.

MEIN LAND
MICHAEL BLUM 

Mein Land (My Country) is a collection of about a hundred 
compressed texts about cases of deportations in Europe. Based 
on daily reports documenting the deportation of ‘illegal 
immigrants’, Michael Blum developed a scary litany of lives 
broken and destinies crushed in the name of legality and 
democracy. Each story is economically written and edited, 
thus developing a style mid-way between news dispatch and 
objectivist poetry.

CHICAGO
BROOMBERG AND CHANARIN

Every thing that happened, happened here !rst, in rehearsal. 
#e invasion of Beirut, the !rst and second Intifada, the Gaza 
withdrawal, the Battle of Falluja; almost every one of Israel’s 
major military tactics in the Middle East over the past three 
decades was performed in advance here in Chicago, an 
arti!cial but realistic Arab town built by the Israeli Defence 
Force for urban combat training.

THE FITTEST SURVIVE
OLIVER RESSLER 

#e video !e Fittest Survive is based on !lming the !ve-day 
course “Surviving Hostile Regions” done in January 2006  
in Wales, Great Britain by the AKE Group. #e course 
instructors are British ex-special force soldiers. #e 
participants are businessmen who are preparing for business  
in Iraq and other dangerous regions, government o"cials  
and mainstream journalists.  /  #e video, primarily !lmed by 
hand camera, follows the survival-course participants as they 
experience the staged reality of live shell bombardments, an 
assault by armed guerrillas, the rescue of accident victims,  
and moving through mine !elds. Above this training camp in 
Wales, low-$ying British !ghter planes hold manoeuvres and 
foreshadow the real war theatres in which the class 
participants will soon be.

MÉMOIRE
SAMMY BALOJI 

Mémoire addresses colonial violence, shattered dreams of 
independence and the postcolonial political fallout that exists 
within the Democratic Republic of Congo. A beautifully 
crafted abstract video, Mémoire is shot in collaboration with 
the Congolese performance artist Faustin Linyekula. Sammy 
Baloji’s work shines a powerful spotlight on contemporary 
Congolese reality. It interrogates the abuse of power and its 
legacy, revealing the devastating impact that exploitative 
cultures have on both society and the environment. It calls for 
greater awareness of the local consequences of ‘development’ 
and highlights the rights of local people. Baloji creates videos 
that investigate the body, and, despite restrictions on 
photographing public sites, he produces images of the Congo’s 
urban architecture. His work raises social consciousness and 
stimulates artistic development in the Katanga region, a locus 
for colonial and postcolonial exploitation of its wealth of 
minerals essential for Western technologies.

THE DREADFUL DETAILS
ERIC BAUDELAIRE

What can a war image do? !e Dreadful Details, a diptych 
composed by Eric Baudelaire, proposes an answer. #e piece, a 
‘grand machine’ on modern forms of con$ict, revisits all of the 
images of war that haunt us. It also engages in a subterranean 
exchange with Gilles Deleuze. In the process, we understand 
how a beautiful photographic image can, in a single stroke, let 
us see again and rea"rm the sacred persistence of the human.†

FIRST OF MAY  
(THE CITY-FACTORY)

MARCELO EXPOSITO 

Project description: First of May (the City-Factory) is the !rst 
work of Between Dreams. Essays on the New Political 
Imagination, a series devoted to the portrayal of the rise of 
the new metropolitan social movements, in relation to the 
contemporary urban transformations and the archetypal  
and historical representations of the modern city. #is !lm 
articulates, at a !rst level, a critical dialogue with the way in 
which the Italian political philosopher Paolo Virno uses the 
metaphor of virtuosity to represent the condition of both 
contemporary labour forms and new political action.

MATHARE SAFARI
SLUM-TV

Mathare Safari is a competition for young European 
!lmmakers, eager to explore the dangerous and exotic world 
of Mathare, a slum in Nairobi. Filmmakers are requested to 
enter a !lm explaining how they would prepare for a week in 
Mathare. #e prize; a week in Mathare. #is !lm, which 
launched the competition, o%ers a glimpse of life in the slum, 
eschewing images of su%ering and poverty. Adopting the style 
of a travel program, it tours the local eateries, hotels, transport 
and entertainment venues. 

INSURANCE.AES256
MICHAEL TAKEO MAGRUDER

On the 28th July 2010, WikiLeaks—a non-pro!t organisation 
renowned for publishing classi!ed and censored materials—
posted a link to a mysterious 1.4GB !le entitled insurance.
aes256 on its Afghan War Diary website. #e !le’s appearance 
generated speculation and debate as no o"cial explanation 
was given about its contents or purpose.  /  Countless 
individuals and interested parties have now downloaded 
insurance.aes256 and redistributed it across innumerable hard 
drives and servers spanning the world’s vast unregulated 
!le-sharing networks, rendering it forever obtainable and 
impossible to eradicate. An anonymous collective now 
patiently awaits the day in which the key to opening it will be 
revealed. What knowledge (or secrets) will be uncovered within its 
cryptic digital form?

ENVOY 
ROSS BIRRELL 

For All that Fits, Birrell set up reading groups in the twinned 
cities of Derby and Osnabrück to perform a ‘reading exchange’ 
of Erich Marie Remarque’s All Quiet on the Western Front and 
Samuel Richardson’s Pamela.  /  #e two novelists engaged the 
world of journalism. Richardson was by trade a printer who 
also contributed to newspapers. Erich Maria Remarque’s 
background in journalism contributed to the popular appeal  
of All Quiet on the Western Front.  /  #e question of truth and 
aesthetics is addressed through discussions in each reading 
groups for the duration of the exhibition, along with a selection 
of Ross Birrell’s Envoy photo and video works which address 
politics, truth and place through the act of silent readings.

THE MUTIRAO PROJECT
GRAZIELA KUNSCH 

!e Mutirao Project ‡ is an open-ended dialogical research 
process that exists solely in the form of conversations, lectures 
and classes. #e starting point for these verbal exchanges are 
single take videos that investigate the ways in which self-
organised cities are generated. #ese ‘A.N.T.I. cinema 
excerpts’ are designed to kick start discussions. Graziela 
Kunsch varies her screening programme at each presentation 
to create di%erent focuses for debate. #e videos mainly 
document political activities Kunsch is engaged in and which 
she has !lmed herself—the housing and free transport 
struggles in Brazil. 

† !e Fresco Of Icons by Pierre Zaoui 
‡ Mutirao is a Portuguese word meaning participatory mutual aid
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Truth in terms of the  
visible: producing not  

only what can be seen,  
but also what can  

be imagined...

Sammy Baloji 
Mémoire (2006)
Video and slide installation
Duration: 14:32
Kind support from  
Autograph ABP, London

Yael Bartana 
Wild Seeds (2005)
Two channel video and sound  
installation
Duration: 6:39
Courtesy of the artist

Eric Baudelaire
The Dreadful Details (2006)
C-print
209 ! 375cm diptych
Commissioned by the  
Centre National des  
Arts Plastiques (CNAP)
 
Ursula Biemann 
Contained Mobility (2004)
Synchronized double video 
Duration: 21:00
Courtesy of the artist

Ross Birrell
Envoy
Looking Backward (2005)
Video
Duration: 5:40

Mein Kampf (2008)
Video
Duration: 5:40

Disagreement (2010)
Video
Duration: 5:00

The Road to Wigan Pier (2010)
Video
Duration: 2:45
4 short videos of public readings:
All courtesy of Ellen de Bruijne  
Projects, Amsterdam

Michael Blum 
Mein Land (2008)
Book, 96 pages
14 ! 20.5cm
Courtesy of the artist

Adam Broomberg and Oliver 
Chanarin
Chicago (2006)
Framed photo
Dimensions: 128 ! 183cm
Published by SteidlMACK 
With the support of  
Arts Council England

Abraham Cruzvillegas 
Untitled Retrieval (2004)
Slideshow
49 ! 35mm slides
Courtesy of Jack  
Kirkland Collection

Anita Di Bianco 
Corrections and Clarifications 
(2001 —2010)
Newspaper stack
Courtesy of the artist

Marcelo Exposito 
First of May (The City-Factory) 
(2004)
Video
Duration: 61:00
Courtesy of the artist

Douglas Fishbone 
Elmina (2010)
Feature film
Made in partnership with Revele 
Films 
Support of Executive Producers 
Tamer Amr, Wendy Fisher and  
the Zabludowicz Collection and the 
Arts Council England

Zachary Formwalt 
Reading the Economist (2010—2011)
Video, book, photograph
Through a Fine Screen (2010)
Video
Duration: 20:30
Courtesy of the artist

Tamar Guimãraes 
Tropical Blow Up (2009)
Silent black and white video
Duration: 4:45
Courtesy of the artist

K8 Hardy and  
Wynne Greenwood
New Report (2005)
Video
Duration: 12:00
Courtesy of Video Data Bank

Lamia Joreige 
Replay and Replay (2006)
Video
Duration: 17:00
With the support of Ministère de  
la culture et de la communication 

– Centre National Des Arts  
Plastiques, France; Ashkal Alwan 
(The Lebanese Association  
for Plastic Arts); The European 
Cultural Foundation, Né à  
Beyrouth Film Fund

Graziela Kunsch 
The Mutirao Project,  
(2007—present)
A.N.T.I. cinema excerpts, 
conversations and shared books
Courtesy of the artist. 
Kunsch’s stay at Derby was 
supported by the Ministry of 
External Relations of the 
Federative Republic of Brazil 
Cultural Department.

Renzo Martens 
Episode I (2003)
Video
Duration: 45:00
Production financed by  
Sony Belgium, BoHil Media,  
Liquid Thoughts, Noordstarfonds.
Postproduction financed by  
Dutch Foundation for Visual Arts, 
Dutch Filmfund. Courtesy of 
Wilkinson Gallery

Walid Raad/The Atlas Group 
No Illness in Neither Here Nor There 
(1976—1999)
15 framed digital colour prints
42 ! 32cm each
Courtesy of Jack Kirkland 
Collection

Oliver Ressler 
The Fittest Survive (2006)
Video
Duration: 23:00
Courtesy of the artist

Katya Sander 
Televized I (2006)
3 Multi-channel videos
Duration: Horia Grusca: 40:38; 
Adriana Muraru: 15:30;  
Cosmin Prelupceano: 18:30
Courtesy of the artist

Hito Steyerl 
Universal Embassy (2004)
Single channel video
Duration: 3:00
Creative Commons
Courtesy of the Artist

SLUM-TV
Mathare Safari (2008)
DVD
Duration: 2:00
Courtesy of SLUM-TV | CPH DOX

Michael Takeo Magruder 
Insurance.aes256 (2011)
Mixed-media installation 
Courtesy of the artist

List of Artworks

Alejandro Vidal 
Somewhere in a Great Country 
(2010)
20 prints from digital file
30 ! 40cm each
Courtesy of the artist and Galería 
Joan Prats, Barcelona



Sammy Baloji (b.1978, Lubumbashi, 
DR Congo) Having studied 
literature and human sciences at 
Lubumbashi University, Baloji was 
drawn to photography and video as 
expressive mediums. In the past 
few years he has been analysing 
the architecture discipline 
conceived as ‘trace’, and has 
created works about the cultural, 
industrial and architectural heritage 
of his country, Katanga. Baloji has 
exhibited his works at several 
international exhibitions in 
Bruxelles; at the Bamako Biennale; 
at Musee du Quai Brantly in Paris 
and at Cup Biennale (South Africa). 
In 2007, he received two prizes 
from Bamako Biennale, namely Prix 
Afrique en creation (Cultures 
France) and Prix pour l’image 
(Foundation Blachere). In 2009, 
Baloji was nominated for the 2009 
Prix Pictet award.

Yael Bartana (b.1970, Kfar-
Yehezkel, Israel, lives and works in 
Amsterdam and Tel Aviv). She 
studied at the School of Visual Arts, 
New York (1999) and the 
Rijksakademie in Amsterdam 
(2000—2001). Her solo exhibitions 
include the Moderna Museet in 
Malmö (2010), the Museum of 
Modern Art in Warsaw (2009), PS1 
in New York (2008), the Center for 
Contemporary Art in Tel Aviv (2008), 
and many more. She participated in 
the Sao Paolo Biennial (2010 and 
2006), Documenta 12 in Kassel 
(2007) and the Istanbul Biennial 
(2005). She was awarded the 
prestigious Artes Mundi 4 in 2010. 
Her work has been included in 
numerous public collections, at the 
MOMA in New York, the Centre 
Pompidou in Paris, Tate Modern in 
London and the Van Abbemuseum 
in Eindhoven.

Eric Baudelaire (b.1973, Salt Lake 
City, lives in Paris) Working in film, 
photography, printmaking and 
installation, Baudelaire is interested 
in the relationship between images 
and events, documents and 
narratives. He has had solo 
exhibitions at The Hammer 
Museum, Los Angeles, Elizabeth 
Dee gallery, New York, Galeria 
Juana de Aizpuru, Madrid, and in 
Belgium at the Galerie Greta Meert 
and the Musée de la Photographie, 
Charleroi. His work is present in 
several public collections, including 
the Whitney Museum of American 
Art, the Centre Pompidou, the Fond 
National d’Art Contemporain, and 

the FRAC Auvergne, and his films 
have been shown at the 
International Rotterdam film 
Festival in 2010 and 2011.

Ursula Biemann is an artist, 
theorist and curator based in Zurich. 
Border, mobility and extraterritoriality 
are central recurring themes in her 
video from Performing the Border 
(1999) to X-Mission (2008). 
Biemann’s video essays and 
installations are shown 
internationally at festivals, art 
biennials and museums. Publisher 
of numerous books on gender in 
transnational spaces, art practice in 
the field, geography and the politics 
of mobility, migration movements in 
the Maghreb, video essay-ism and 
most recently a monograph on her 
video works Mission Reports –
artistic practice in the field, 
(Cornerhouse Publishers, 2008). 
Curator of the collaborative 
research and exhibition project The 
Maghreb Connection, Cairo/
Geneva 2006 and Supply Lines 
2011—2012. She is founding 
co-editor of the online publication 
www.artterritories.net. 

Ross Birrell is an artist, writer and 
part-time lecturer at Glasgow 
School of Art. Solo exhibitions 
include, Homo Ludens: Works from 
the Envoy Series, 1998—2005, 
FriesMuseum, Leeuwarden (2005); 
Büro Frierdich, Berlin and Ellen de 
Bruijne Projects (2003), Amsterdam. 
Group exhibitions include Under the 
Volcano, Bluecoat Gallery, Liverpool 
(with David Harding); TIMECODE, 
Dundee Contemporary Arts (2009); 
Das Gelände, Kunsthalle Nürnberg 
(2008); Romantic Conceptualism, 
Kunsthalle Nürnberg/BAWAG 
Foundation Vienna (2007); 
QUAUHNAHUAC – Die Gerade ist 
eine Utopie, Kunsthalle Basel (with 
David Harding) (2006); Between 
the Lines, Apex Art, New York 
(2003); P_A_U_S_E, 4th Gwangju 
Biennale, Gwangju, Korea (2002). 

Michael Blum is a writer and artist 
based in Vienna and Montreal. He 
studied history (University of Paris) 
and photography (Arles, France).
Recent projects include A Tribute to 
Safiye Behar (9th Istanbul Biennial, 
2005), Lippmann, Rosenthal & Co. 
(De Appel, Amsterdam, 2006), 
Cape Town – Stockholm (Mobile 
Art Production, Stockholm, 2007), 
and Exodus 2048, (Van 
Abbemuseum, Eindhoven, 2008, 
New Museum, New York, 2009). In 

2010, he produced Oriental Dream, 
in collaboration with Damir Niksic. 
Latest publications: Mein Land 
(Münster, 2008), With Different 
Clothes, it’s a Different Lady (Tel 
Aviv, 2008). He is currently a  
Guest Professor at the Ecole des 
arts visuels et mediatiques,  
UQAM, Montreal.

Adam Broomberg and Oliver 
Chanarin have been collaborating 
for over a decade. They have 
produced six books which in 
different ways examine the 
language of documentary 
photography; Trust (2000) Ghetto 
(2003) Mr Mkhize’s Portrait (2004) 
Chicago (2006), Fig (2007), and The 
Red House (2007.) Broomberg and 
Chanarin regularly teach 
workshops and give master classes 
in photography, and teach on the 
MA in Documentary Photography 
at LCC in London and the MFA at 
the School of Visual Arts in New 
York. Awards include: the Vic 
Odden Award from the Royal 
Photographic Society, and they  
are members of the board of 
trustees for Photoworks and The 
Photographers’ Gallery.

Abraham Cruzvillegas (b.1968 
Lives and works in Mexico City). 
Cruzvillegas is best known for his 
sculptures that transform everyday 
objects, such as found scrap wood 
and weathered buoys, into elegant 
compositions. His recent solo 
exhibitions include shows at 
REDCAT, Los Angeles (2009); The 
Wattis Institute for Contemporary 
Arts, San Francisco (2009); The 
Centre for Contemporary Arts, 
Glasgow (2008); Museo de Arte 
Contemporáneo de Oaxaca, 
Mexico (2005); and Contemporary 
Arts Museum, Houston (2003).

Anita Di Bianco studied history 
and Russian language at Columbia 
University, Fine Arts at SUNY-
Purchase in New York, received her 
Master of Fine Arts from Rutgers 
University in 1997 and was awarded 
a research stipendium at the 
Rijksakademie by the Dutch 
Ministry of Culture in Amsterdam in 
2000—2001. She has had artist’s 
residencies at the Irish Museum in 
Dublin, Tramway in Glasgow, and at 
Künstlerhaus Bethanien in Berlin. 
Di Bianco’s works in film and print 
have been shown at PS1 in New 
York; Kunsthaus Zürich, The 
Rotterdam Film Festival, Les 
Laboratoires d’Aubervilliers, Paris; 
The Salzburger Kunstverein, 
Kunstverein Braunschweig, K21 in 
Düsseldorf, Cinematexas film 
festival, Austin, Galerie Elisabeth 
Kaufmann, Zürich, among others.

Marcelo Expósito (b.1966, Spain 
based in Barcelona and Buenos 

Aires). His practice usually expands 
towards the territories of critical 
theory, editorial work, curatorial 
activities, teaching, and translation. 
He teaches at Independent Studies 
Program (PEI), Museu d’Art 
Contemporani de Barcelona 
(MACBA) and Facultad de Bellas 
Artes, Universidad de Castilla-La 
Mancha (Cuenca). He is currently 
member of the networks 
Universidad Nómada and Red de 
Conceptualismos del Sur, and 
forms part of the editorial team of 
the online magazine Transversal. He 
was co-founder and co-editor of 
Brumaria magazine (2002—2006). 
He has edited or co-edited 
numerous books, among which are 
Producción cultural y prácticas 
instituyentes. Líneas de ruptura en la 
crítica institucional (2008), and Los 
nuevos productivismos (2010).

Doug Fishbone (b.1969 New York, 
lives and works in London.) He 
earned an MA in Fine Art at 
Goldsmiths College, London, 2003. 
Selected solo exhibitions include 
Rokeby, London (2010—11, and 
2009), Gimpel Fils, London (2006) 
and 30,000 Bananas in Trafalgar 
Square (2004). Selected group 
exhibitions include Rude Britannia: 
British Comic Art, Tate Britain 
(2010), Busan Biennale, Busan, 
South Korea (2008); Laughing in 
a Foreign Language, Hayward 
Gallery (2008), London; British 
Art Show 6, Newcastle, Bristol, 
Nottingham and Manchester 
(2006). He performs regularly at 
both international and UK venues, 
including appearances at London’s 
ICA and Southbank Centre.

Zachary Formwalt (b.1979 
Georgia, USA, lives and works in 
Amsterdam). Recent solo 
exhibitions include Zachary 
Formwalt, ar/ge kunst Galerie 
Museum, Bolzano (2011); Future 
Park – Reproduction Direct from 
Nature, Casco, Utrecht (2010); 
Zachary Formwalt – The form of 
practical memory, Kunsthalle Basel 
(2009). Recent group exhibitions 
include Large Abstractions, The 
Suburban, Oak Park Illinois (2011); 

“To the Arts, Citizens!, Museu de 
Arte Contemporânea, Porto; 
Monumentalism, Stedelijk Museum 
Amsterdam, Amsterdam; Neither 
From, Nor Towards…, Umjetnicki 
paviljon / Art Pavilion Zagreb, 
Zagreb; Bucharest Biennale 4 (all 
2010). Formwalt received his master 
of Fine Arts from Northwestern 
University in Chicago, 2003 and 
attended the Critical Studies 
programme at the Malmö Art 
Academy, 2005. In 2008—2009 he 
was an artist-in-residence at the 
Rijksakademie in Amsterdam.

Tamar Guimarães (Born in Belo 
Horizonte, lives and works in 
Copenhagen). She works with film, 
sound and installations. Her work is 
research based, often making use 
of found material. This material is 
then manipulated, recombined, 
restructured, re-enacted and 
presented as cases studies, 
generating associative narrative 
threads in documentary or 
semi-documentary films, recordings 
and installations. Her recent 
exhibitions among others include: 
the 29th São Paulo Biennale; 
Monkey See, Monkey Do, Centro 
Cultural Montehermoso, 
Vitoria-Gasteiz, Spain; and solo 
shows at David Risley Gallery, 
Copenhagen, at Artspace Sydney 
and the Institute of Modern Art in 
Brisbane, Australia. She was a 
studio fellow of the Whitney 
Independent Study Program  
(NY), 2007—2008 and a research 
curator for the Third Guangzhou 
Triennial, 2008.

K8 Hardy is an artist and performer 
based in New York. Her recent solo 
exhibition To All the G%#&$ I’ve 
Loved Before, was featured at 
Reena Spauldings Fine Art in New 
York in 2010. Her work and 
performances have also been 
included in exhibitions at Casco 
Projects, the Netherlands; PS1, 
New York; the Tate Modern and the 
Serpentine Gallery, London; and 
the Generali Foundation, Vienna. 
She is a co-founder of the queer 
feminist collective LTTR, and 
organized performances, events 
and screenings. Hardy has been 
making experimental film and video 
since 1998, she is a fellow of the 
Whitney Museum of American Arts 
Independent Study Program, and a 
graduate of Smith College with a 
degree in Women’s Studies and 
Film Studies.

Wynne Greenwood (b.1977) is a 
queer feminist artist working with 
video, performance, music, 
sculpture and installation. After 
studying video production and art 
history at Rutgers University, NJ, 
Greenwood began performing the 
art-band tracy + the plastics in 
1999. In 2009, Greenwood was 
visiting faculty at Seattle University, 
teaching ‘Video, Performance and 
Identity.’ Selected performances 
and exhibitions include Reena 
Spauldings Fine Art, NYC (2005), 
Susanne Vielmetter Los Angeles 
Projects, LA (2006, 2008), Tate 
Modern (2007), On the Boards, 
Seattle (2009), d.i.y. art spaces and 
nightclubs (2001—present). 
Greenwood currently lives and 
works in Seattle, WA. She received 
her MFA from The Milton Avery 
Graduate School for the Arts at 
Bard College. 

Lamia Joreige (b.1972, Lebanon) is 
a visual artist and filmmaker who 
lives and works in Beirut. She uses 
archival documents and fictitious 
elements to reflect on the relation 
between individual stories and 
collective history. She explores the 
representation of the Lebanese 
wars and their aftermath. 
Exhibitions include: Told Untold 
Retold, MATHAF, Doha, (2010) and 
All about Beirut, Kunsthalle 
Whitebox Munich (2010). Film 
festivals: Les Rencontres 
Internationales Paris/Berlin/
Madrid and the Images Festival, 
Toronto. She did a residency at 
Delfina Studio, and was part of the 
Edgware Road project organised by 
the Serpentine gallery, London. 
Joreige is a co-founder and 
co-director of Beirut Art Centre, a 
non-profit space dedicated to 
contemporary art, Lebanon.

Graziela Kunsch (based in Sao 
Paulo, Brazil). Along with her video 
and performance works she also 
assumes curatorial and editorial 
roles. Between 2001—2003 she 
opened her house as a ‘public 
residency’ (Casa da Grazi) and 
there she organised many 
residencies and exhibitions, 
involving collaborations from all 
around Brazil. She is; co-organiser 
of the project Art and the Public 
Sphere and editor of the magazine 
Urbania, Member of the 
architecture collective USINA. In 
2010 she participated in the 29th 
Sao Paulo Biennale, was a resident 
at The Grand Domestic Revolution 
and curated Outline for New 
Cultures: city projects in debate.

Renzo Martens (b.1973, Sluiskil, 
NL) The Dutch artist creates works 
that raise questions about the use 
of journalism and documentation. 
He is currently working on a series 
of films that try to mediate their own 
complicity with dominant visual 
regimes. His works have recently 
been shown at Tate Modern, 
London, Kunsthaus Graz, La 
Vireina, Barcelona, Stedelijk 
Museum, Amsterdam and the 6th 
Berlin Biennale.

Walid Raad (b.1967, Chbanieh, 
Lebanon) is a contemporary media 
artist. The Atlas Group is a 
fictional collective, the work of 
which is produced by Walid Raad. 
All his works deal with the 
contemporary history of Lebanon 
with particular emphasis on the 
wars in Lebanon between 1975 to 
1991. Raad received his BFA from 
the Rochester Institute of 
Technology, 1989, received his MA 
and Ph.D. in Cultural and Visual 
Studies at the University of 
Rochester in 1993 and 1996, 
respectively. His works have been 

exhibited at Documenta 11 (Kassel), 
the Venice Biennale (Venice), the 
Whitney Biennial (New York), the 
Ayloul Festival (Beirut, Lebanon) 
among others.

Oliver Ressler (b.1970, Austria) 
produces exhibitions, projects in 
the public space and films on 
issues such as economy, 
democracy, forms of resistance, 
social alternatives, racism and 
global warming. Solo-exhibitions 
include among others: Berkeley Art 
Museum; Platform Garanti 
Contemporary Art Center, Istanbul; 
Museum of Contemporary Art 
Belgrade and Centro Cultural 
Conde Duque, Madrid. Ressler 
participated in more than 200 group 
exhibitions all over the world. Films 
have been screened at Duisburger 
Filmwoche; International Media Art 
Biennale WRO, Wroclaw; Image 
Forum Festival, Tokyo; Centre 
Pompidou, Paris and many others. 
In 2002, Ressler won 1st prize 
International Media Art Award of 
the ZKM. His book, Alternative 
Economics, Alternative Societies 
was published by the Wyspa 
Institute of Art, Gdansk in 2007.

Katya Sander (b. Denmark, lives 
and works in Berlin and Copenhagen) 
is a conceptual artist exploring the 
influence of the imaginary on 
political issues, everyday-life and 
everyday-language. Sanders recent 
solo exhibitions include A Landscape 
of Known Facts, Project Arts Centre 
in Dublin 2010 and Production of 
Futures – A Science Fiction about 
Counting, Künstlerhaus Stuttgart 
2008. Group exhibitions include 
Publics and Counterpublics, Centro 
Andaluz de Arte Contemporaneo, 
Power Games, Ludwig Museum, 
Budapest 2010, Coming to you Live 
Art in General 2008—2009 and the 
6th Taipei Biennale 2008. Sander 
is part of the collective of artists 
who produced 9 Scripts from a 
Nation at War, commissioned by 
Documenta 12, 2007, and she is 
a series editor of OE–Critical 
Readers in Visual Cultures.

Hito Steyerl works as filmmaker 
and author in the area of essayist 
documentary film / video, media art 
and video installation. The works 
are located on the interface 
between cinema and fine arts, and 
between theory and practice. They 
centre on the question of media 
within globalisation and the 
migration of sounds and images.
Recent solo exhibitions include: 
Wilfried Lentz Gallery, Rotterdam 
(2011); Chisenhale Gallery, London; 
Picture This, Bristol; Collective, 
Edinburgh and Henie Onstad 
Centre, Høvikodden; Villa Stuck, 
Munich (both 2010) and Neuer 
Berliner Kunstverein (2009)

Michael Takeo Magruder (b.1974, 
US/UK) is an artist and researcher 
based in King’s Visualisation Lab, 
located in the Department of Digital 
Humanities, King’s College London. 
His projects have been showcased 
in over 200 exhibitions in 30 
countries and his writings have 
been published in various academic 
books and journals. His practice 
explores concepts ranging from 
media criticism and aesthetic 
journalism to digital formalism and 
computational aesthetics, deploying 
Information Age technologies and 
systems to examine our networked, 
media-rich world.

Alejandro Vidal (b.1972, Palma de 
Mallorca, Spain, lives and works in 
Barcelona). He has exhibited his 
work at numerous international 
Museums and Art centres such as 
Participant Inc. in New York, 
Kunsthalle Winterthur, Switzerland; 
Fundació La Caixa, Barcelona; 
Palazzo delle Papesse, Sienna; 
Schirn Kunsthalle, Frankfurt; The 
Museum of Contemporary Art, 
Taipei; MIS, Sao Paulo; Da2, 
Salamanca; Kling & Bang, 
Reikjavik; Mambo Bologna and 
Kunstmuseum Bern in Switzerland.
He took part in the Busan Biennial, 
South Korea, 2006. Recently he 
has exhibited at, Galeria Joan Prats, 
Barcelona; Galleria ARTRA, Milan; 
Galeria Elba Benitez, Madrid; 
Galerie Thomas Schulte and Play 
Platform for Film and Video, Berlin; 
and Monitor, Rome.

SLUM-TV. The basic premise 
behind SLUM-TV is to provide the 
community of Mathare (Nairobi, 
Kenya) with a means of 
documenting and representing 
what is happening in the 
neighbourhood. Over a period of 2 
months a ‘newsreel’ is produced on 
a certain theme. This consists of 
5—8 short documentaries, together 
with a longer drama. The newsreels 
are screened every two weeks at 
large community screenings, they 
are distributed via the local informal 
cinema network and are available 
online for an international audience. 
The idea was first conceived in 
2006 when the Austrian artists 
Alexander Nikolic and Lukas Pusch 
came to Kenya and met with Julius 
Mwelu, Fred Otieno and Sam 
Hopkins. The idea was to create a 
participatory media collective that 
would begin to document the fast 
changing life and culture of 
Mathare. SLUM-TV aimed to 
represent the whole spectrum of 
experience in the slum. SLUM-TV 
hopes to act as an outlet for young 
people in Mathare to talk about 
what they felt was important.
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