Disobedience Archive
( The Parliament )
THE STRUCTURE

SECTION N.1
1977 THE ITALIAN EXIT

The section focuses on the revolutionary politics in Italy in the 1970s,
especially 1977, the year the movement climaxed in large-scale violent
confrontations with a reactionary and authoritarian state. The videos in this
section were political tools in the students “and workers” struggles that define
that crucial year. Key episodes in and around 1977 were featured in the
videos: the Parco Lambro Festival in June 1976, the police raid on Alice
Radio and the Congress against the repression in Bologna. The roots of the
contemporary multitude can be traced back to the post-Workerist radical left
in Italy in 1977, whose heterogeneous protagonists were no longer limited
to factory workers.

SECTION N.5
ARGENTINA FABRICA SOCIAL

At a time of political crisis and spiralling inflation, “between the revolt of
December 2001 and President Néstor Kirchner’s inauguration in mid-2003
Argentina experienced an atmosphere of unprecedented institutional instability
and ceaseless agitation.” It was a time of intense activism. This section focuses
on political artists who were at the forefront of popular protest in Argentina at
this time: intervening in public space with performative, graphic and textual acts.
SECTION N.6
DISOBEDIENCE EAST

The section is about the new social movements against the globalisation,
from the demonstrations of Seattle in 1999 to the G8 protest in Heiligendamm in 2007 and after. What we might call the “Anti-Summit” has
emerged as the most visible expression of the global Multitude. It has
given rise to the new mobile, temporary and heterogeneous communities.
Some of the videos in this section seek to counter the supposedly objective portrayal of these protest movements by the mainstream media,
re-instating radical left-wing perspectives through various techniques of
self-representation.

This section focuses on political and activist art in Central and Eastern Europe,
arising out of a post-communist condition. As Dmitry Vorobjev says, “compared to the Soviet period, nowadays there is more breathing room, but the
air conditioners have been turned on, so to speak: the very possibility of
thinking about acting collectively in public space is being confiscated. As
part of our legacy from the Soviet era we’ve inherited not only the notion
that ‘personal initiative is punishable by law,’ but also an aversion to collective forms of action. In our country there are lots of subcultures that are practically invisible in the public and political sphere; the most radical but also
the least well represented of these is DIY culture. The very idea of reclaiming
space that we’ve been talking about is now simply a taboo. In the past, such
practices were also few and far between, but each of them either formed or
significantly fortified the subcultures…”

SECTION N.3
RECLAIM THE STREETS

SECTION N.7
DISOBEDIENCE UNIVERSITY

SECTION N.2
PROTESTING CAPITALIST GLOBALIZATION

This section was comprised of so-called Constituent Practices – practices
that seek to create autonomous social spaces by developing experimental
forms of education, community, urbanism and architecture. Public space is
reclaimed and redefined, often beginning with squatting buildings and land.
New forms of social reality are developed from the ground up, outside of
official regulation. Social relationships are networked and heterogeneous.
Often the impetus for these communities derives from a mixture of artists
and social movements.

If the task of cognitive capitalism is that of leading the production of knowledge
and common goods back into the realm of a producer-consumer relationship,
what activist and radical artistic practices, in contrast, attempt to inaugurate
is a new creation-public relationship in accordance with a vaste variety of
alternative practices and empowerment strategies in which consumption is seen
as a form of co-realization and collaboration. In the end, is it not precisely within
educational processes rather than within the organizations of salaried labour
that, beginning in the 1970s, the new forms of social antagonism took form?

SECTION N.4
BIORESISTANCE AND SOCIETY OF CONTROL

SECTION N.8
THE ARAB DISSENT

With his conception of “biopower” and “governamentaly”, Foucault revealed the myriad ways the operations of power extended far beyond the
institutions of state. Biopower encompasses the breadth of techniques and
strategies deployed in the modern state to regulate life, on the level of individuals and whole populations. This section is devoted to the various facets
of this emerging society of control and the various manifestations of “bioresistance” that art and activists are developing to counter: the enclosure and
disclosure of the knowledge “commons”, grass roots campaigns against the
expansion and privatisation of the “prison-industrial-complex”, community
upheaval in the face of institutional racism, the search for public access to
the drafting of common policies, the industrial genetic manipulation of food
sources, etc.

The section tries to raise questions about current forces of antagonism,
agency and change in the Middle East. What is the potential of Arab revolutions in the age of globalization? Are these contemporary forms of mass
mobilization antithetical to classical revolutions? What is the role of the
media image within these struggles? Revolutions involve a highly complex
and interconnected set of ideas, agents, and processes operating in particular
political cultures and historical moments. The Arab revolutions are taking
place in the current neoliberal moment in the globalization process when
economic and social life has undergone deep transformations. In what ways
do the Arab revolutions with their multiple visions, actors (including the subaltern, women, youth, the urban, and rural), and adversaries teach us to challenge the global system? In the light of these uprisings this section will look
back to the complex histories, geopolitical and social realities of the Arab world.

SECTION N.1
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1977 The Italian Exit

SECTION N.1

Alberto Grifi, Festival of the young
Proletariat at Parco Lambro,
Milan, 1976, 30 minutes
FILM N. 1

A cult video from Italian political cinema, Festival of the young Proletariat at
Parco Lambro marks Grifi’s transition from experimental cinema to counterinformation. At Parco Lambro Grifi transforms the shooting of a video into
an activist strategy. The video is a record of the revolt that arose at the sixth
Festival of the Young Proletariat held in Parco Lambro in Milan in 1976, but
the function of the camera changes according to the unpredictable nature
of the events: filming becomes direct involvement, catalyzing participation.
By handing out the camera to people and refusing the role of director Grifi
attempts to find appropriate means of representing such a complex temporary
phenomenon. The philosopher Antonio Negri wrote about the events at Parco
Lambro: “In fact, climbing over those barriers enclosing the park meant
entering another world – but it is true to say that what poured out through that
funnel had already fermented, a change had occurred in people’s conscience,
their power already vibrated, and a multitude issued from the park.”
Dodo Brothers
(Andrea Ruggeri and Giancarlo Vitali Ambrogio),
Ciao Mamma, Ciao Papà, 1977, 15 minutes
FILM N. 2

In this film the Autonomia movement, which crystalized in 1977, is given a
voice. Friends are in prison, repression is intense and the Communist Party
discredited the movement as provocateurs: the Dodo Brothers make a video
to speak for the movement. The Rai – Italian Public TV – agrees to show it in
an early evening slot, in its entirety and without censorship, an event which
would be inconceivable today. Ciao Mamma, Ciao Papà marks a radical
break with the militant-ideological documentary, offering a new form of
ironic narration. The film is made of fragments taken from the seven hours
recorded at the Conference against Repression, in Bologna, and edited with
Grifi’s help over two nights.
Dodo Brothers
(Andrea Ruggeri and Giancarlo Vitali Ambrogio),
Camera-car, 1977, 11 minutes
FILM N. 3

A single-shot sequence of the city of Bologna, Camera-car is filmed from
the roof rack of a slow-moving Renault. The film attempts to look at the city
from the point of view of the thousands visitors who have come to the city
for the three-day National Conference Against Repression, involving the participation of numerous intellectuals, such as Félix Guattari. A clear departure
from information or propaganda film, this film acts as audio-visual extension
of the wandering of those days. “If in militant cinema, the person filming
took a position outside the field (hors-champ), in Bologna instead the camera
man refused to be cut out, sometimes speaking from behind the camera, while
he was recording” (Dodo Brothers). This is a cinema not anymore authored
(in which the director was substituted, without major differences, by the
group), not anymore militant (without the preoccupation to serve someone)
but it is a cinema of subjects, of a plurality of subjects.
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Gianfranco Baruchello (with Alberto Grifi),
A Cause des Mouches (Because of the Flies), from
Doux comme saveur (Sweet as taste), 1979, 17 minutes
FILM N. 4

This work is the second collaboration between italian artist Gianfranco
Baruchello and experimental cinema pioneer Alberto Grifi, after the cinematic experiment “Verifica Incerta/The Uncertain Truth” – 1964. It includes
interviews with key thinkers such as Lyotard, Cooper, Guattari, Klossowsky,
Virilio, using as a starting point for the interviews, made in Paris in 1978,
a discussion on sweetness and death. The fragment A Cause des Mouches
(Because of the Flies) is a conversation between Gianfranco Baruchello,
Alain Jouffroy, Felix Guattari and David Cooper. Guattari and Cooper were
closely connected to the Italian movement in 1977 as philosophers of the
anti-psychiatric tendency. It is through the interview on notions such as sweetness, death and decay, that a marxist lexicon is sought. The film is an extract
from a twenty-two hour video-document in black and white, without a script
or a scenography. The stories of the interviewees becomes its main protagonist, articulated during the recording, live, without being pre-planned or
pre-programmed.
Alberto Grifi, Dinni and the “Normalina”
(La Videopolizia Psichiatrica Contro i Sedicenti Nuclei
di Follia Militante – The Psychiatric Videopolice Against the
Self-styled groups of Militant Madness), 1977, 27 minutes
FILM N. 5

This docu-fiction is constructed by using two different filmic materials:
firstly the black and white videotape “Gli Autoriduttori”, shot between
1976-77 during the disputes at the anti-psychiatry conference organized by
psychiatrist Armando Verdiglione in Milan, Italy. The film then incorporates
it with a “fantasy political” fictional narrative. The latter story hypothesizes
that the State is using a newly discovered drug called “Normalina” (Normaline) – with stabilizing effects lasting eight months and followed by a painful
withdrawal crisis – and with it is transforming all citizens into white-collar
model workers and successful employees, anxious to undergo repeated treatments. However a defective stock of Normalina provokes the emergence of
clandestine groups of dissidents and terrorists. The video-police are using
videotapes to fight against them, and are about to capture one of their leaders, Dinni, who all of a sudden wakes up. It was all just a dream. And yet
reality isn’t going to be much sweeter…
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SECTION N.2

Protesting Capitalist Globalization

Marcelo Expósito, La Imaginación Radical
(Carnavales de Resistencia), 2004, 60 minutes
FILM N. 6
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Bernardette Corporation,
Get Rid of Yourself, 2003, 61 minutes
FILM N. 8

A sunny afternoon in London. A police helicopter registers from high above
that a group of riot police officers are being skillfully surrounded by an
army of ballerinas, superheroes, punks and other people, more or less ordinary, or dressed in an eccentric fashion. The group approaches the squad
with both a festive and defying attitude, and the surrounded police officers
radio-call for the helicopter to descend and sort the whole thing out. The
flying helicopter stays put, as orders from police headquarters make clear
that filming the rebels is more important than rescueing their colleagues.
On the ground, the rioters seem to be very much enjoying the whole thing:
some laugh and dance untethered to the rhythm of techno music, others indulge in destructive behaviour. This and other real stories compose this
video by Marcelo Expósito, titled Radical Imagination (Carnivals of Resistance), the second part of the series Entre sueños / In between dreams.
In this piece the author presents the experience of the Reclaim the Streets
collective, one of the landmark groups in the formulation of new forms of
political activism in the 1990s, who have staged radical and creative occupations of “public” spaces in London and other British cities.

Get Rid of Yourself was described as an “anti-documentary” by the collective.
It is a video-film-tract addressed to those who anonymously embody the return of political activism within Empire. While its initial sounds and images
were filmed during the riots in Genoa, 2001, these materials are pulled apart
and recomposed in order to locate the intensity of a shared experience, rather
than producing one more documentary version of the hyper-mediatized confrontation of the G8 counter-summit. Elaborating a complex and rhythmic
form of address via sound/image disjunctions, cheap video effects and performance, the film declares its own exile from a biopolitical space-time where
nothing ever happens. The crisis it announces is the sudden return of history,
but this time without characters or a story, and of a politics without subjects.
It combines footage of rioting at the 2001 G8 summit in Genoa, with performances by Chloe Sevigny, Werner von Delmont and members of the Black
Bloc anarchist group, questioning its own status as much as its subject. The
artists write about Get Rid of Yourself as “a cine-tract that aligns itself with
nascent forms of political resistance within the anti-globalisation movement… a filmed essay that works by betraying its own form.”

Oliver Ressler with Zanny Begg,
What Would It Mean to Win?, 2008, 40 minutes

Department of Space and Land Reclamation,
Retooling Dissent, 2004, 20 minutes

FILM N. 7

What Would It Mean To Win? was filmed on the blockades of the G8 summit in Heiligendamm, Germany in June 2007, and discusses the current
state of the anti-globalization movement. The film, which combines documentary footage, interviews, and animation sequences, is structured around
three questions: “Who are we?”, “What is our power?”, and “What would
it mean to win?”. More than ten years after mass demonstrations at the G8
in Seattle, the film explores their impact on contemporary politics. Seattle
has been described as the birthplace of the “movement of movements” and
it is regarded as the moment when a new social subject – the multitude –
entered the political landscape. When addressing the question “what would
it mean to win?” John Holloway quotes Subcomandante Marcos who once
described “winning” as the ability to live an “infinite film program” where
participants could re-invent themselves each day, each hour, each minute.
The animated sequences take this as their starting point to explore how ideas
of social agency, struggle and winning are incorporated into our imagination
of politics.

FILM N. 9

This video marks a period of dissent and experimentation around the February 2nd, 2002 meeting of the World Economic Forum in Manhattan
(NYC). The global executives and corporate elite attending the annual conference, usually held in Davos Switzerland, carved the streets of New York
City into a police state. Meanwhile artists and activist—tactical media practitioners, from around the world created new tools and held workshops intending to send them a clear message: The September 11th attacks will
NOT gag the critiques of globalization. This video explores the collaborations and ideas of four collectives working on projects at the WEF protests.
Projects include: modified bikes for printing messages on the streets as you
ride by the Bikewriter/Affectech group from Boston, “Pret-a-revolter”
(ready to revolt) protest fashions, New Kids on the Black Block dancing,
and decorative Ya Basta! Style shields by the Barcelona Las Agencias,
Rapid message placement system and other protest technologies for inserting your message into public space, as well as large scale graphics displaying our desire to deface powerful people by the StreetRec collective. I-see
is a web-based application developed by the Institute for Applied Autonomy, which shows users the location of surveillance cameras in Manhattan
and allows them to chart their own paths of least surveillance.
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N. 14

Reclaim the Streets

SECTION 3

Margit Czencki/Park Fiction,
… die Wünsche warden die Wohnung verlassen und auf die Strasse gehen
(… desires will leave home and take to the streets), 1999, 61 minutes
FILM N. 10

This filmcollage by Margit Czencki documents the clever struggle of a small
group for the construction of a park in Hamburg, and is about art & politics,
nomadic warfare and radiant desires. It is a film about the city – and what it
could be. About very different people and the power of a group that produces
ideas and works together over a longer period of time. Park Fiction, a public-art-project and a stage for the wishes of a community. A turkish girl designs a youth-café with letterboxes for teenagers whose letters are controlled
by their parents. A russian couple want an Avenue of Friendship, lined by
rosebushes. And a woman reads park-poetry in her freshly painted flat. The
film-collage juxtaposes documentary and narrative elements, and is structured
around a focus on parks & politics – on gardens and their ideological backgrounds. Filmed on Super 8 in Marrakech, Coney Island and St. Pauli, Park
Fiction was blown up to 16mm with an outdated trick-camera, later combined
with video footage, drawings, suggestive collages and photos from the “wish
production”. There is no original sound. The Image-collage is juxtaposed
with an independent soundcollage: czech pop songs, Los Ninos del Parque
and Hanns Eisler-samples.
Hito Steyerl, Universal Embassy, 2004, 4 minutes
FILM N. 11

The former Somali Embassy in Brussels is squatted by “sans-papiers” (undocumented asylum seekers), who proclaim a Universal Embassy on the
premises. Universal Embassy is a telling documentary about this event. Coalescing into a formal organization, adopting the language and vocabulary
such as flag and passport and becoming a reference point for assistance and
direction, the participants came to be known as the Universal Embassy – a
place where those without papers could find help within their statelessness.
Universal Embassy is activist project with the cooperation of the artist Tristan Wibault. The project hosts and helps sans-papiers fighting for regularization and tries to operate in a very narrow jurisdictional space, but it also
works on the strengthening of those everyday social bonds that the condition of clandestine tend to deteriorate. Universal Embassy is a utopian embassy that represents those who are not represented.
Hito Steyerl, Die Leere Mitte
(The Empty Centre), 1998, 62 minutes
FILM N. 12

Potsdamer Platz was once the political centre of Berlin. During the Cold
War it became a deadly minefield between borders, and was rebuilt after
German reunification. In this process, residents were removed to the outskirts of the city, marginalised by the re-centering of Germany’s political
and economic power. The Empty Centre closely follows the processes of
urban restructuring that have taken place in the centre of Berlin. The film
focuses on Potsdamer Platz in order to explore global power shifts, and the
simultaneous dismantling and reconstruction of borders, using slow superimpositions to reveal architectonic and political changes. At the same time,
it traces back the history of ostracism and exclusion, especially against immigrants and minorities, which always have served to define the notion of a
powerful national center. After the German elections of 1998, a new chancellor boasts to represent the “New Center” of public opinion. The film nevertheless strives to highlight the perspective of those who are still excluded
from public representation and to give them a voice and a history.
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Atelier d’Architecture Autogérée (AAA),
Au Rez-de-chaussée de la ville,
(The City at Ground Level), 2005, 34 minutes
FILM N. 13

ECObox is an urban social experiment started in 2001 in La Chapelle, in
the North of Paris. It aims to use temporary and under-used spaces for collective activities. It brings together the specialised knowledge of architects,
artists and researchers and the knowledge and skills of local people, and it
is open to all who wish to propose a cultural, social or political project. AAA
acts through “urban tactics”, encouraging the participation of inhabitants at
the self-management of disused urban spaces, overpassing contradictions
and stereotypes by proposing nomad and reversible projects, initiating interstitial practices which explore the potential of the contemporary city. “We
began this process by establishing a temporary garden constructed out of recycled materials. The garden, called ECObox, has been progressively extended into a platform for urban criticism and creativity, which is curated
by AAA members, residents and external collaborators and which catalyses
activities at a local and trans-local level.” The video is a documentary
through which the collective AAA self-represents its urban strategy
Mariette Schiltz and Bert Theis,
Isola, a neo-liberal Italian tale, 2009, 14.30 minutes
FILM N. 14

The slideshow describes the Isola district in Milan and the contemporary
art projects such as OUT (Office for Urban Transformation) and Isola Art
Center that started there in 2001. In 2003 the 1.500 square meters of the
upper floor of a former factory were squatted in order to create an Art and
Community Center open to the neighbourhood. The challenge set for the
centre and its participants was to avoid what nearly always happens when
museums, art centres, galleries or public art projects are introduced in a
working class neighbourhood: they become instruments of gentrification.
Out of this awareness the centre began to actively work against gentrification by linking the art projects to the movement of opposition to the urban
plans as well as to the neighbourhood’s elaboration of counter-proposals.
After the destruction of the building in 2007 Isola Art Center, OUT and the
inhabitants invented a new type of homeless “museum”, organizing acts of
protests such as having picnics in the public square, transforming more than
thirty shop shutters into artworks and organizing exhibitions and meetings
in spaces offered by private individuals, associations, shops and restaurants.
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SECTION N.4

Bioresistance and Society of Control

Critical Art Ensemble, GenTerra, 2005, 5.57 minutes
FILM N. 15

GenTerra was a live exploration of the various discourses on transgenics
in relation to environmental risk and human health policy. Participants manipulated transgenic bacteria in an effort to develop a more nuanced understanding of risk assessment regarding the uses of recombinant DNA.
Germs of Deception, 2007,7 minutes

Critical Art Ensemble has addressed the devastating effects of bacteriological experiments carried out in warfare programmes by Great Britain and
the USA. In Germs of Deception Critical Art Ensemble reproduces (safely)
the conditions of a bacteriological experiment carried out by the USA in
1949, when a group of soldiers allowed the bacterium Serratia marcescens
to contaminate the surrounding environment. Formed in 1987, Critical Art
Ensemble’s focus has been on the intersections between art, critical theory,
technology and political activism.
Radiation Burn: A Temporary Monument
to Public Safety, 2010, 12.30 minutes

In the demonstration of how to explode a bomb, the CAE deal with the
fear of the so-called “dirty-bomb” and how it is described as a real threat
in the context of global terrorism and implemented as a means to legitimize relationships of power.
James Wentzy, Fight Back, Fight Aids:
15 Years Of Act Up!, 2002,75 minutes
FILM N. 16

In 1982 the first instance of HIV was discovered in Europe. Although the
virus had been spreading rapidly and continued to do so, the belief that
AIDS was an illness exclusively related to homosexuality was prevalent
for a very long time. This began to change after the first ACT UP event,
which took place in March 1987 in New York’s Wall Street.The demonstration was instigated by the rise in share prices for big pharmaceutical
firms that had discovered a highly profitable market in HIV tests and AIDS
medication. In his compilation film, James Wentzy charts the most important events during 15 years of this organisation’s history. This is not only
the story of a network which now boasts a large number of self-help centres,
action groups and media initiatives; it also bears testimony to the fact that,
in spite of the change in public awareness, there is still no end in sight to
the need to inform and enlighten.
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Ashley Hunt, Corrections (extract from the Corrections
documentary project), 2001, 58 minutes
FILM N. 17

Corrections is a story of profits and mass imprisonment. It examines how
racial and economic inequality in the US are reflected in prisons, and how
this crisis has provided profit for a vast industry. As the “Tough-on-Crime”
movement meets the ending of welfare, globalisation, finance capital and
neo-liberal policy, Corrections puts forward the theory that prisons have
become the accepted solution to unemployment, the housing crises, crumbling schools, low wages and the undoing of the western “Social Contract”.
Corrections was made before 9/11, to which the response by the Bush administration of increasing detentions has exacerbated what this film describes. In fact, the Bush administration used 9/11 to nurture the prison
industry in a number of ways. Lockdowns Up, a footnote on this film, deals
specifically with this subject.
Ashley Hunt, Lockdowns Up (A Footnote on Corrections),
(A part of CORRECTIONS documentary project),
2002, 9 minutes
FILM N. 18

What is the relationship between the “War on Terror” and the interests behind the growing US prison industry? What have the events of 9/11 meant
for the already booming prison system? In addition to “correctional” agencies and corporations, who else is profiting from massive increases in incarceration?
Black Audio Film Collective, Handsworth Songs,
Director John Akomfrah, Smoking Dogs Film with
Channel Four TV, 1987, 58 minutes
FILM N. 19

In October 1985 Britain witnessed a spate of race related riots in the Birmingham district of Handsworth and in urban areas of London. These were
violent, tragic events, marked by the death of an elderly black woman, Joy
Gardner, and a white policeman, Keith Blakelock. The film that eventually
became Handsworth Songs did not begin its life as a meditation on civil
disturbance. An interest in questions of the slippages between history and
memory, in the diverse technologies of independent filmmaking traditions,
in the possibilities of sound collage, and the limits of documentary truth
prefigured the film, running parallel to the events of that tumultuous winter,
and subsequently informing what gradually became Black Audio Film Collective’s first film. Handsworth Songs takes as its point of departure the
civil disturbances in Britain in 1985, and the inability of the British media
to go beyond its concern with demonizing or rationalizing the rioters and
their motives, to break the anxiety driven loop of morbid responses to the
presence of blacks in Britain. Handsworth Songs explores the idea that the
riots represented less a self contained drama of rage with a single origin
and trajectory than a multiplicity of issues, ambivalences, to do with race,
longing and belonging – not all of which could be shored up by recourse to
a rhetoric of civil disorder.

DISOBEDIENCE ARCHIVE

Disobedience
Archive
(The Parliament)



SECTION N.1 TO N.4

Preface
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The Disobedience Archive’s outline and structure was put together by
curator Marco Scotini as early as 2005. Since then, the scope of material
has grown significantly and the current version shown here at Bildmuseet
hosts eight different chapters. The archive sets its tone by the seminal work
by Italian filmmaker Alberto Grifi: it was while filming the uproar in conjunction with protests at the Parco Lambro in Milan 1976 that Grifi began
to position himself as a different kind of filmmaker. By handing over the
camera to people taking part in the protest, he also transformed the protesters
into collaborating filmmakers. Faced with the problem of representing such
an important event, with this act of inclusion Grifi gave rise to a new form
of media strategy.
This version of the Disobedience Archive comes with a subtitle: The
Parliament. Artist Céline Condorelli has designed a structure to host the
archive based on the idea of each video work taking the place of a parliamentary member; yet unlike in a parliament of representative democracy,
in which each member holds, as the name suggests, representative powers,
here the parliamentary structure gives voice to multiple forms of selfrepresentation, and in this way calls for a direct democracy negating political
mediation. The structure, similar to that of a parliament or an amphitheatre,
has been erected in the flexible hall at Bildmuseet. Visitors are invited to
view the material in the parliamentary structure and to watch the video
archive as its being displayed on 24 monitors. The monitors face the centre
as parliamentary representatives’ faces would, so that in order to view the
videos, one is encouraged to turn around to face them, much like representatives need to do in order to speak directly to each other.
The carefully selected video works that forms the content of this ever
changing and ever growing archive provides a strong statement on the
world’s current political situation. Spanning almost four decades, the
collection is testament to constantly evolving tactical media strategies
that use film and video towards political activism. The different chapters
are organised to display various forms of civil engagement and protest,
taking form against totalitarian structures of power and against economic,
mental, racial as well as gender oppressions. In their research, Marco
Scotini and assistant curator Andris Brinkmanis emphasise expressions
that embrace collective efforts resulting in a variety of open discussion
topics compiled by artists, activists, filmmakers, philosophers and political
groups. Disobedience Archive contains a wide array of approaches,
techniques and processes and as such, it can be seen as something of a
manual for media tactics against oppression.
The latest chapter added to the archive contains ten works connected
to the various incidents of uprising that has taken place over the past few
years around the Mediterranean Sea, commonly named the Arab Spring.
Tweets, facebook and photos taken and transmitted with mobile cameras
have provided continuous live updates from these clashes and wars – a
situation that stands in stark contrasts to the actual lives of people in these
battered regions where connectivity remains slow and most often difficult
and expensive to access.
Disobedience Archive was last shown at MIT in Boston. It has also
appeared in various versions at Kunstraum Kreuzberg/Bethanien, Berlin;
La Sala de Arte Público Siqueiros, Mexico D.F.; Raven Row, London; Van
Abbemuseum, Eindhoven and at Nottingham Contemporary, Nottingham.
We are proud to open Bildmuseet with this urgent and important collection
of works. The exhibition provides an opportunity to reflect on the current
state of society in general, and in particular on artists’ involvement in society.
While the current economic crisis keep us all on our feet, material in the
archive reminds us that we are all in this together.
We extend our warmest thanks to Marco Scotini, Andris Brinkmanis,
Céline Condorelli and Chiara Figone who so generously contributed with
their time, efforts and professionalism to make this exhibition possible.
Cecilia Andersson, Curator
Katarina Pierre, Director

Bildmuseet, Umeå, June 2012

MARCO SCOTINI

Dissent:
Production and Display Methods

From the WTO protests in Seattle to those currently enacted
by the international Occupy movement, from the Zapatista to
the Arab insurrections, there is an identical tension (global,
chaotic, plural) transforming the world that has never ceased
to act. A new, common horizon, crossing through centres and
peripheries, has and increasingly continues to be opened up:
an immense workshop of conflicts has been established through
the multiplicity of breeding grounds that feed each other, inevitably linked together within the same global space. The
insurgent movements respond to the irreversible decline of
the political model based on representation, to the neoliberal
economy’s new hegemony and the reigning police forces,
with a devastating political experimentation that dislocates
the classic methods of exercising power and resists the logics
of representation (political parties, ruling classes, social classes,
the State). The current No, the refusal to obey, contemporary
dissent, does not propose a dialectic position in relation to
power but establishes itself as a force of creativity and experimentation: of languages, mechanisms and, ultimately, of
subjectivities. The space to which they are exposed is that
of the new imaginaries and new opportunities of life that
reveal as many aesthetic models as there are productive
forces and social movements.
These should not be considered as “alliances” between
activist demands and artistic practices because this expression
signifies a “common pact in relation to common goals”. In
contrast, the connection is already given. It is rather a common
background, a common basis that emerges. There is an indistinct space that impedes a clear tracing of the confines between
forces and signs, between language and work, between intellectual production and political action. All this emerges in a
new manner that not even Benjamin would have imagined.
And, together with Benjamin, the entire discourse elaborated
in common accord between the artistic and political avantgardes of Modernity. It was then still possible to talk of
“alliances” but this is no longer the case. There are now
new paradigms at play rather than new forms.
Neither is this any longer just another phenomenon of transition – as it might superficially appear – so much as the opening up of the only area of action that is capable of providing
a response to the paradigmatic transformation taking place,
beyond the processes of re-territorialisation and neo-archaism
discussed by Maurizio Lazzarato.
The Disobedience project evolved from this kind of certainty
in 2004 on the back of the strategies called into play by the
“movement of movements” but also in the same year in which
a certain version of the movement appears to have ended.
In this sense, Disobedience intended and continues to intend
to represent an atlas of the various contemporary resistance
tactics: from direct action to counter-information, from constituent practices to forms of bio-disobedience. Considered
as an archive of heterogeneous and evolving video images,
the project aims to be a user’s guide through the histories
and geographies of disobedience: from the Italian social
struggles of 1977 to global protests, before and after Seattle
through to the current insurrections in the Middle East and
the Arab world. Disobedience is an investigation into the
practices of artistic activism that emerged after the end of
Modernism, inaugurating new ways of being, saying and doing.
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A different kind of relationship between art and politics characterises the current phase of Post-Fordism in which it is impossible to understand society’s radical changes other than through
the transformation of the languages it produces and has produced
as both political subject and mediatic object. The political condition of the image is effectively played out today in the very
recognition of the aesthetic nature of its manifestation.
Thus, Disobedience cannot be seen in any way other than as
a device: a toolbox to be used rather than a collection to be
seen/exhibited.
What does “disobedience” mean today?

When the word “disobedience” first appeared in the political
vocabulary, its meaning was reduced, so Hannah Arendt maintains, to one particular field of moral philosophy. “Disobedience”
turned into “civil disobedience,” and the generic “refuses to
obey” turned into the specific “refuses to obey the law”; that
is, the failed observance of jurisdictional rules on principle.
The dilemma of whether to obey or not to obey constitutional
laws was effectively raised by Henry David Thoreau. In 1846,
in Concord, he refused to pay the electoral tax to a government—an American government—that permitted slavery. In
the case of Thoreau, this shift from disobedience to legal order
became not only possible—it could seem that his gesture did
not go beyond the level of individual morality—but even caused
civil disobedience to be inscribed in the liberal tradition.
This would find its apogee in 1968, when protest against any
authority became a mass phenomenon.
Hannah Arendt’s essay Civil Disobedience (1970) and John
Rawls’ Theory of Justice (1971), as well as a debate in Eindhoven
in 1971 between Noam Chomsky and Michel Foucault, mark
some of the culminating moments of a theorization of civil disobedience. The background is no longer the Mexican war, as in the
case of Thoreau, but the decade-long war in Vietnam. The central
theme of all these contributions to political philosophy is the moral
obligation to obey the law. The introduction of civil disobedience
into political institutions and “the right to disagree” represent the
aim of Hannah Arendt’s the search for constitutionalization. “If
‘civil disobedience is here to stay,’ as many have come to believe,”
Arendt writes, “the question of its compatibility with the law is of
prime importance; the answer to it may well decide whether or not
the institutions of liberty will prove flexible enough to survive the
onslaught of change without civil war and without revolution.”
Civil disobedience would thus take on a primary role in the relationship of precarious and increasingly accelerated equilibrium
between elements of stabilization and change in the legal order –
with a continuous reintegration of legality and compensation in
relation to the deficit of norms.
It is no wonder then that Rawls would consider civil disobedience as an act only and exclusively compatible with legal
order. On the contrary, he understands this practice, which is
by its very essence illegal, as one of the mechanisms of institutional stabilization and as one of the possible means of drawing attention to cases when the social institutions begin to stray
too far from constitutional legitimacy. In the case of Rawls,
the definition of “disobedience” is clearly valid only for a democratic society with legal foundations in which, nevertheless,
serious breaches of the law do happen from time to time.
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Disobedience therefore would only be appropriate and theoretically possible in a regime which was nearly-just.
Next, and beyond this concept of a liberal tradition that “posits
disobedience to the law” but naturally “within the boundaries
of loyalty,” with the crisis of Modernity and Fordism a new
radical concept emerged which changed civil disobedience
into social disobedience, meaning a form of disobedience that
cannot be reduced to normative techno-juridical aspects. Since
power, as Foucault claims, is not exclusively based on juridicalinstitutional models such as the state or the theory of sovereignty,
social disobedience now focuses on power mechanisms that
are not the subject of a decision process—on specific ways in
which power anonymously penetrates the body of the society,
beyond the mask of formal rules.
Insofar as the state of civil disobedience still acknowledges
that there are higher organizations that make rules and, as
such, cannot be called into question, the displays of social
disobedience do not on the whole guarantee this role of submission to a sovereign or transcendent entity. The first rule
to be violated by social disobedience is actually a norm that
precedes all the others, and which all the others presuppose.
Nobody doubts this unwritten norm, and the norm itself
enforces the duty to obey.
This norm proclaims that “it is necessary to obey laws”
and from a position of authority asserts its right to command
and be obeyed. Social disobedience does not break the law;
it only modifies the conditions in which the state establishes
its limitations.
With the advent of post-Fordism, socioeconomic conditions changed and, with them, appeared new proposals for
antagonistic practices. The rules and principles determining
the norms of disobedience are no longer negative, no longer
show the limits we may not cross; instead, rules of action
begin to formulate themselves. They show what has to be
done. They are not there merely to declare rights, refusal, and
resistance; they become immediately fruitful and creative.
In Toni Negri’s sense, they become “constituent practices.”
In his interpretation, social disobedience today plays an important role in presenting to the multitude its own contemporary production; or better, in presenting the production of
political subjectivities which represents the potential of the
multitude. Nowadays, disobedience can in itself connect
work, intellect, reason, and communication. It displays itself
autonomously and positively, so much so that it models itself
on a new imaginary, is capable of intervening on a symbolic
level, and likewise produces new signs and new representations (Marcelo Exposito). When we disobey, we produce
ourselves as a multiplicity of possible worlds.
If the very educating principle as a practice of domination
does nothing more than reiterate the bonds between a will that
commands and an intelligence that obeys, what disobediences
does not accept is the primordial norm on which this authority
is based, giving it the right to command and be obeyed.
Both obedience and the application of the civil rules typical
of traditional social education no longer provide any effective protection from the implicit risks of disorientation and
indetermination in post-Fordist societies.
On the contrary, it is precisely “disobedience” that becomes the paradigm of the contemporary subject’s political and social activity.

In this sense, disobedience is not only (and not so much) opposition to repetitive norms or unambiguous rules that, by now,
have no validation in the absence of any determinate
“environment”. Disobedience is then, not the deliberate violation of the law, not even merely as a social context of opposition. It is rather an autonomous process of creating alternative
subjectivities and of independent, innovative organisation,
which are no more than the same requisites on which current
production activities are based.
Paolo Virno is right when he asserts: “Civil disobedience
represents perhaps the fundamental form of political action
of the multitude [ … ] It is not a matter of ignoring a specific
law because it appears incoherent or contradictory to other
fundamental norms, for example to the constitutional charter.
In such a case, in fact, reluctance would signal only a deeper
loyalty to state control. Conversely, the radical disobedience
which concerns us here casts doubt on the State’s actual ability
to control.”
Disobedience: ways of doing and seeing

Of all the possible forms of contemporary power, let us
examine one in which science is represented - or rather, the
part of science that is colonising organic space and genetic
structures, and that can be referred to as “bio-authority”. Let
us also try to understand how it responds to the ideological
demands of capital, through the dominant representation of
itself in terms of an “Eden rhetoric”.
Here too, as in the nexus between terrorism and security
that we find in the media’s vision of the world, the images
which are shown – and which assail us from all sides – adopt
a strategy of radical concealment. By presenting itself as an act
of cloning rather than a production process in the foodstuffs
economy, what Eden-style rhetoric makes possible is a shift of
the issues involved in the criticism of production, of commodification, and of value, towards ethics and moral values. But
while industry has managed to keep large-scale production of
genetically modified foods out of sight, and thereby achieving
a high level of consolidation, cloning – a biotechnology that
is used only modestly or hardly at all – has received huge coverage in the media. When faced with this semiotic scenario,
which engenders widespread fear and powerlessness in the
public, the intervention of the Critical Art Ensemble (CAE),
the American art collective, was and is the continuous production of free information, the search for public access to the
drafting of common policies, and the socialisation of technological knowledge.
Using forms of tactical media or tactical biopolitics, the
CAE creates a techno-activist theatre, a recombinant theatre
consisting of open, mobile workshops that shine a spotlight
on the role of resources and on the profits of appropriation
of multinational pharmaceutical corporations and great food
retailing chains. CAE’s contestational biology draws attention
to production processes not so much, or at least not only, to
reveal the ideological structure of technology and its representation, as to blur the borderlines of specialisation and, in particular, to overcome the hierarchy between technicians and
amateurs or, in other words, the norms that regulate intellectual
property, thus making biotechnology an area for empowerment.
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The exact same intention can be seen in the works of Oliver
Ressler on ecological issues, such as global warming, in which
the official image, from a popular point of view, has been seen
in Al Gore’s film An Inconvenient Truth (2006). As Ressler
says: “these strategies have in common, that they do not necessarily aim at finding a “solution” for the problem of climate
change. From the perspective of the powerful states and capital, this also does not seem so urgently necessary, because
it will still take many years, probably decades, till climate
change will really cause a serious accumulation crisis. But it
appears global warming and sustainable development are
being made a subject in order to modify international political
marginalization of the majority of people and regions in the
world. Such a political strategy requires the development of
new means of regulation and control, and global warming is
being used as the argument to bring votes in the Western
democracies into the position to accept and support these
changes in the capitalist system”.
When legitimised as a plan for gentrification and as a project for spatial policing, subject to a new alliance between local
urban policies and global capital, the image of neoliberal
town-planning has also found some figures in a new form of
conflict and resistance. Examples include such artistic groups
and activists as Park Fiction, an “atelier d’architecture autogérée” (a.a.a.), and others. These groups promote autonomous
and collective planning processes for real places, redefining
public areas by taking on the dominant systems of urban planning based on a model that we might refer to as “constituent”.
Examples like the urban park in the St Pauli district in Hamburg,
or the Ecobox project in the La Chapelle district in Paris, as
well as the Isola district in Milan, are all examples of urban
images that are removed from a dialectic or protest-type antagonism in the classic sense, in so far as they avoid engaging in
trench warfare against the powers that be, but they are nevertheless able to create parallel interdisciplinary universes from
an ordinary grass-roots perspective. These images, like those
in the media that accompanied the evolution of the global
movement after Seattle, which adopted media-activist methods, have come together independently, as processes of autonomous subjectification, providing alternatives to the official
semiotic images and as constituent of a different social world.
These images, which involve artists and activists working
together, do not simply reject the vertical representation of
power in the classical sense, in favour of transversal, multiple,
and heterogeneous assemblages. On the contrary, they also and
especially reject any possible attachment to artistic processes
of modernist origin, because these are already channelled and
subject to the control of the capitalism inherent in the culture
industry. These so-called “constituent” images appear in a
transversal form in order to create dissent against and resistance to capitalism, so as to move through the time of life in its
entirety. Indeed, is it not true that Foucault himself stated in a
fundamental passage: “It is this image we must break free of,
that is, of the theoretical privilege of law and sovereignty, if
we wish to analyse power within the concrete and historical
framework of its operation”?
As a defection from official media representations, constituent
images appear to us to be the only ones able to respond to a relationship between dominance and politics in an age of biopower.
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As a crucial instrument for any understanding of the relationship between power and the contemporary public system, it is
unlikely that they will manage to find a genealogy within the
artistic practices of modernity (into which there is a constant
attempt to lead them). But also with regard to the formation of
grass-roots movements in the 1970s, the only relationship that
constituent images continue to share appears to be their desire
to bring about social change not so much through the images
themselves as through their ability to enter into the production
process. By doing so, they aim to reverse the role of the spectator into that of the producer, eliminating the difference between the experts who create culture and the passive
individuals who consume it.
But once the socialist framework fell apart, and now that
we are in a totally transformed, post-Fordist production regime,
is it possible that the terms of the problem are still the same?
Is there no visible difference between the demonstrations of
the Art Workers’ Coalition and the protests or escraches (exposure protests) of the Colectivo Etcetera? Or between the strategy of “The People’s Choice” (1981) by Group Material and
that of the “Wunscharchiv” (Archive of Desire) (1996) by
the Park Fiction group? Between the exposure of corporation
culture by Hans Haacke and the mapping of the hidden links
of capitalism by Ashley Hunt ? Between the mise en scène
of xenophobia in Adrian Piper or that of the Black Audio
Film Collective?
Disobedient cinema strategies

The role of the Disobedience Archive (of its constituent
video and film images) is that of revealing the mediatised
nature of history. On the one hand it aims to show that which
corporate media, as the central agents of political authoritarianism, conceals or removes from sight. On the other, it aims
to take back control of the violent expropriation of experience:
producing history, therefore, and rendering it visible. History,
considered as a problem of representational politics, is at the
centre of these films and videos that range from documentaries
to counter-information, from film-essays to agit-prop cinema,
from video-activism to grassroots community cinema. This
cinema (the multiplicity of its forms) enacts a strategy of
action that runs through the canonical divisions established
by the powers that be such as environment, bodies, psyches,
work, society and semiotic flows, in order to intervene in
life as such. Disobedience is not only a sample of struggles
and protests but is rather an archive of imaginaries, of ways
of living, of production, of looking, of learning and selfrepresentation.
The Italian movement of 1977, with which the Archive
opens, is not only a political anticipation with regard to social
disobedience but also with regard to a correspondent mediatisation. We find, on the one hand, Alberto Grifi who, at the
Parco Lambro in Milan, filmed the disobedience of thousands
of youngsters and, in so doing, refused to comply with his role
as director whose task is to film and to witness. By passing
the camera to the various demonstrators, the act of direction is
transformed with Grifi into that of directly intervening in the
event’s development. On the other hand, there is the politically
active cinema during the period of the Conference against
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Repression in Bologna which sets aside the historic value of
militancy. The films made during the Bologna conference
demonstrate that we are faced with audiovisual extensions
of the existential vagabonding of those days, receptacles of
imaginaries rather than conflict, instead of information or
propaganda films.
This is no longer a militant cinema. It is no longer dominated by the concern to obey a precise political objective: the
people, the group, the revolution. It is a cinema of new subjectivities with “no master”, the very same who began building
their own communication tools, rejecting the role of user or
consumer of other people’s cultural products. Andrea Ruggeri,
of the Dodo Brothers collective, states: “In militant cinema,
those filming placed themselves, by definition, off-screen. In
Bologna, however, the subject filming refused to be put aside,
communicating also from behind the camera while filming”.
This disobedient cinema presents itself as a new way of doing
and expressing politics. It focuses attention both on forms of
production (group work, financing, technological media, target
audiences) and on distribution (parallel circuits, projection strategies, innovative channels) as highlighted by Walter Benjamin.
There is also a concentration on the circulation speed of the
images, as also on the contexts of locally specific reception
and on the role of the spectator or consumer rather than on the
image as a place of mediation or on the power of the image as
such (on its semantic innocence or guilt). The area occupied by
the image within current audio-visual capitalism corresponds
to a sort of defence of capital. It is the area of interdiction for
other images; it is a strategic space that distracts attention
from the rest, that gains time. Independently from that which
it demonstrates or censures, the image that is on display is
also, and above all, that which conceals all the others. The
new web archives posted by Arab media-activists are a direct
counter-expression of this. As stated by a member of the
Egyptian Mosireen collective: “Everyone now is a film maker.
Our revolution must be among the most recorded events of
all time. The gap between the classical, expensive production
process and the availability of daily life is being ever more
tightly bridged. Every mobile phone now has the power to
challenge, to become the narrative. This disruptive decentralization of the news, the occasional eruption of civilian participation, has happened many times before”.
It is no coincidence then that cinema such as Debord’s has
today, in a period of cognitive capitalism, assumed characteristics that, until now, had never been acknowledged. Ignored by
Christian Zimmer’s essential book Cinéma et politique, published in 1974, absent from David Rodowick’s book The Crisis
of Political Modernism: Criticism and Ideology in Contemporay Film Theory of 1995, Debord’s cinema today appears as
authentic political practice for media-activists and for radical
artistic groups on a global scale. It is sufficient to think of the
film Get Rid of Yourself (2203) made by the American collective Bernadette Corporation with the Black Bloc, of the video
Trauma 1-11 (2011) by the Copenhagen Free University, of the
film collage …die Wünsche werden die Wohnung verlassen
und auf die Strasse gehen…(1999) by Park Fiction, of the
well-known film Handsworth Songs (1987) by the Black
Audio Film Collective, together with a mass of video material
on gentrification, grassroots planning, bio-diversity, alternative
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economies, new communities, control, social disobedience and
protests, products of artists and activists as both political subjects and mediatic objects. The non-acceptance of political representation in favour of situational action, the clear rejection of
delegation to political or mediatic representatives, the invention of alternative distribution circuits, the rejection of acritical
notions of documentaries both in form and method, are at the
centre of new programmes of action for new political subjectivities. These groups promote processes of autonomous and
collective planning for real places and, at the same time, are
the producers of urban images that stand beyond dialectic or
classical protest forms of antagonism, sometimes avoiding
trench warfare with the powers that be but, conversely, developing parallel, interdisciplinary universes from a daily and
“ground up” perspective. In order to create dissent and resistance to the new forms of bio-capitalism, they act transversally
in such a way as to cross through the entirety of life itself.
This is very far from the images of militant cinema, those
which contained the intelligence of the movement, foreseeing
its choices and claiming legitimacy from the right interpretation of the forms of power. These new images, on the contrary,
are both committed and removed at one and the same time,
denying habits, imitations, the definitions that codify and reify
political spaces. They act as devices of profanation and claim
an experimental potential with respect to political directions or
command. They map out the politics of immanence, never
given as a once and for all, but to be consistently conquered
through the pragmatics of experience. We still do not have a
name for the images of this film currently showing: might it be
disobedient images?
The archive: formations and transformations

The archive appears to be the model best able – even in the
light of digital databanks and IT networks – of accounting for
a networking and widespread multiplicity, with open links, that
have variable and time-based durations. The archive format as
such is always an “a posteriori” construction that is defined
beginning with pre-existing formations and collections which,
by means of a measure, a style or a selection, create a relationship and establish various assemblages capable of forming
memories. Memory that is a contraction of the past in the present, as the permanent actualisation of that which has been.
The order criteria (the type of relationship that connects all
its parts) and the resultant assemblages can be continuously
changed: the archive is always a pragmatic construction that
is artificial and, therefore, contingent.
With respect to these characteristics, the archive’s statute
has many more reasons for existing in providing an adequate
model for the structure of Disobedience.
It remains true that what becomes history is always determined by that which has been archived. In our case, as this
concerns ephemeral events, experimental practices that are
done and undone at different speeds (and, therefore, are difficult to preserve), it becomes easy for the dominant methods
used to construct history to leave these molecular and hidden
multiplicities submerged, thereby falsifying the past. It is no
coincidence that the contemporary Egyptian movement is
claiming that “our revolution must be among the most recorded
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events of all time” (Mosireen, 2011) with the methods and
time scales that correspond to the same enactors of the event,
flooding the web with digital on-line archives every day. For
the members of the German Park Fiction collective, it has been
equally fundamental to record in a film-collage their activities
of local resistance, beginning with life styles and undermining
procedures. Disobedience is the device which binds together
different action plans and which exposes them to continuous
interaction that recomposes a multiplicity of breeding grounds
of enunciation into a grid-like form.
If Disobedience aims to be an archive or a database, it is such
within the Foucaultian meaning of immanent space that allows
us to read the regularity between heterogeneous materials as
areas interposed between tradition (style, libraries, the “langue”)
and singularity (the “word”, the author) in that place where
discursive production is both controlled, selected and, ultimately, dominated. The archive is, above all, the order of that
which can be stated, the system that governs the appearance of
the enunciation. In the archive, things said or those who said
them are not questioned but the discursive space as the possibility or impossibility of the enunciated is. The heterogeneous
elements of which it consists exhibit discontinuity and fractures,
dominance and implication and allow us to capture the linguistic
regime and that of knowledge of which,
in its stratification, it is made. The archive does not interpret
documents, nor does it testify to the traces but it elaborates and
distributes them according to a principle of order, in a process
of systematic accumulation. Its make-up is, therefore, always
connected to the formation of the relationships established
between the documents. As a consequence, that which regulates
an archive is always a complex series of links and reciprocal
relationships, never a defined figure or image. But, how can
the irreducible emergency and the singularity of the event
be recorded? How do these events display themselves, are
assembled, clash and specify themselves? Of what enunciations
are they the carriers? How can they become accessible?
Disobedience develops as an on-going, never concluded
archive, as a horizontal geography of the forms of social
disobedience, of the organisations of movements, of the political
composition of struggles and demands from below. It is structured as a video-library around an area of visibility and a field
of legibility that is capable of assembling ways of doing and
seeing. That which is normally preserved in a judicial archive
becomes, in Disobedience, the basic material for a collection
of practices, knowledge and ideas. The film image, the video
device and its use as a tool of struggle by the Seattle movement
through to the Arab insurrections, presents the problem of
demonstrations of disobedience as political subjects and as
mediatic objects through the critical practices of opposition
and self representation. But all this occurs without the Archive
having its own specific form, outside defined confines or the
logic of identity or totalising belonging.
The need or urgency of a social re-composition of contemporary multiplicities is no longer measured with the methods
of formal organisation or in the modern forms of political
representation. Disobedience is a device that states this impossibility as a constituent part of new subjects, that denies any
institution that fixes the new political behaviour in pre-defined
roles and functions. In this sense Disobedience takes on a
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new form every time, occupying some that already exist and
suggesting emerging others to be gained. Is it just a coincidence
that, after taking on the form of a community urban kitchen
garden in its penultimate stage at MIT, it now arrives at the
Bildmuseet of Umea taking on the structure of Parliament?
Is there no contradiction between a place deputed by politics
such as Parliament and the radical novelty of contemporary
social protagonism: that of rejecting power and even liberating
oneself of the State? Is it not that the very formulation of
juridical norms (by now inapplicable in a system, such as
post-Fordism, lacking in protective cultural niches) is obliged
to leave the ground to new forms of regulation? Thus we
have nothing more to learn (through hard exercise) than
the art of not being governed. The new political dimension
must necessarily pass through an overall reinvention of life
styles, languages, social solidarity, of its relationship with
the economy, with the environment, with the body, with
institutions and with the world.
That which the new disobedient subjectivities know (and
which the others ignore or, more seriously, ideologically mystify)
is that the figure of parliament – the emblematic figure of the
State – is by now a space lacking in function. Despite the fact
that it is still occupied (by the army, technicians, by finance),
it is an irrevocably empty space.
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Dmitry Vilensky and Chto delat? (What is to be done?),
Joanne Richardson, Nomeda & Gediminas Urbonas,
Harun Farocki and Andrei Ujica
SECTION N.6

Critical Art Ensemble, James Wentzy,
Ashley Hunt, Black Audio Film Collective
SECTION N.4

Copenhagen Free University,
16 beaver, Eyal Sivan, Ultra-red
SECTION N.7

Roy Samaha, Mitra Azar, Mitra Azar & Peter Jalaly, Wael Noureddine,
Mosireen collective, Rene Gabri and Ayreen Anastas
SECTION N.8

MAP

(The Parliament)
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Etcétera, Grupo de Arte Callejero, Kanal B
SECTION N.5

Marcelo Expósito, Oliver
Ressler with Zanny Begg,
Bernardette Corporation,
Department of Space and
Land Reclamation
SECTION N.2

Margit Czencki/Park Fiction,
Hito Steyerl, Atelier d’Architecture
Autogérée (AAA), Mariette Schiltz
and Bert Theis
SECTION N.3

Alberto Grifi, Dodo Brothers (Andrea Ruggeri and
Giancarlo Vitali Ambrogio), Gianfranco Baruchello
(with Alberto Grifi)
SECTION N.1

CÉLINE CONDORELLI

The Parliament *
(2012)

The Disobedience Archive occupies The Parliament.
In this instance, parliamentarian voices are constituted
by those of protest, counter-information and dissent,
representing themselves.

The word parliament derives from the French – the act of
speaking, the discussion. In this way, the activity and the space
of parliamenting are interchangeable, and both inform and
condition each other. It appears that the spatial organisation
of formal assemblies has not changed substantially from the
Athenian Assembly to the modern systems of the Kingdom of
Great Britain (1707-1800) and the Parliamentary System in
Sweden (1721-1772). Classical democracy therefore not only
influenced the formation of later governmental systems, it also
created an architectural typology which has dominated both
the form and style of parliament buildings to the present day.
The circular shape is meant to encourage the politics of consensus among political parties, rather than that of confrontation.
This layout is used by most European countries and hence
was adopted by the European Parliament and the United States.
The equality in its shape – for instance the equal distance from
the speaker – is being used whenever “democratic dialogue”
is anticipated or desired.1 When looking at the Westminster
Chamber and its opposing sides however, it seems obvious
that such a Parliament can only be structured around two sides
to an argument: the governing one and its opposition, arbitrated
by the Regent. (Note for a project to be done: document the
architecture of parliaments in relationship to their respective
political systems.)
As a structure of display, The Parliament raises some of
the questions that were a trigger to it in the first place. How
to give presence to the voices of dissent? While an event is
only ever emerging and singular, can it still be registered and
given a place? How then, to define the politics of the event?
How to imagine new forms and structures of the political?
And how to concieve social and political reconfigurations
that would not be representational, like the western parliament
or its closest cousin, the greek theatre? How to start from
a refusal of the art of governing?

The Parliament is both a supplement to and a refusal of the
State and its representative system – the apparently inextricable
relationship between democracy and forms of representational
governance. The same structure is of course closest to that of
the theatre, the quintessential space of representation.

The Parliament is both an installation and an exhibition
display for the Disobedience Archive, and as such, questions
the concept of a default display environment. The museum is
not a “neutral” space for staging exhibitions, but one in which
positions are taken and occupied through spatial reconfigurations in response to each programmatic situation.

“… no economic or technical determinations, and no
dimensions of social space exist until they have been given
form. Giving them a form implies both giving them meaning
(mise en sens) and staging them (mise en scène).”2
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The invitation to produce a display was also an ongoing
question: how – now that Marco Scotini has proposed an
archive of disobedience—should it be configured each time,
and how should I propose that it comes into being this time?

The installation offers an architecture to support this
process of exhibition-making, alongside the curation process.
Can an architecture be utilised to exhibit itself, as a form
of display to create altered conditions? Can an installation
develop a context that actively and explicitly produces
the exhibition, and discourages attempts at embodiment
or representation? Can such an installation be both object
and subject?
I also have been seeking to work against the idea that the
only presence of architecture in the museum is in the absence
of the real object (that can only ever be a building outside),
and towards understanding exhibitions dealing with architecture as developing its potential inside the museum, working
with the architecture of the museum itself. An exhibition in this
way should display the means, relationships, and underlying
ideologies of the production of space, and become a space of
production: of sensibility, of relationships, and of a specific
understanding of objects, context and experience. The exhibition is also a performance of the Archive of Disobedience, with
a constructed context that engages in its subject rather than
merely offering it for consumption. Such an installation/exhibition is being imagined in order to produce critical questions
on the production of art, that of politics, their possible form –
and their implications in representation.

1 See Ana Filipovic, “Parlamentiary Chambers”, Cultures of Assemblies,
Städelschule Architecture Class, 2012

2 Claude Lefort, Democracy and Political Theory, Minneapolis: University
of Minnesota Press, 1988, p.11

*

Materials: timber construction, plywood,
recycled sheet material.
Dimensions: 5m x 12,5m x 1,4m

Disobedience and Political
Subjectification in the Present Crisis

MAURIZIO LAZZARATO

Contemporary forms of collective political mobilization –
whether we are talking about urban riots or the struggles of
labor unions, whether violent or non-violent – are fraught with
the same problematics: the refusal of representation and the
experimentation and invention of forms of organization and
expression that break away from modern political tradition,
which is founded upon the delegation of power to representatives of the people and the classes of society.
The refusal to delegate the representation of what divides
us (property, wealth, power etc.) to political parties and labor
unions, and the representation of what we share (citizenship,
community) to the State, has its origins in a new concept of
political action brought forward by the “revolution” of ’68.
The mobilizations breaking out a bit everywhere across the
planet these days assert that “there are no alternatives” possible
within representative democracy.
The refusal and disobedience that thrive within these struggles
seek and experience new political actions within the crisis. But
what crisis are we talking about, and what kinds of political
organization find expression in the crisis?

During a 1984 seminar, Félix Guattari asserted that the crisis
the West was going through since the early ’70s was not so much
an economic or political crisis as a crisis in the production of
subjectivity. How should we understand this assertion? Germany
and Japan emerged from the Second World War completely destroyed, occupied for the long term, socially and psychologically
devastated, and without “a single material asset – no raw materials,
no capital reserves whatsoever.” How then do we explain their
economic miracle? They were able to reconstitute a tremendous
“capital of subjectivity” (a capital of knowledge, of collective
intelligence, of the will to survive…). In fact, they invented new
kinds of subjectivity from the devastation itself. The Japanese,
in particular, recuperated elements of their archaic subjectivity
and converted them into the most advanced forms of social and
material production. “It’s a sort of combination of production
of subjectivity that made it possible to launch a multipicity of
creative processes, some of which are extremely alienating!”
If capitalism “launches models (of subjectivity) the way the
automobile industry launches new production models,” then the
major challenge of a capitalist politics is to link economic, technological, and social fluxes with the production of subjectivity, so that
political economics becomes nothing but a “subjective economics.”
This working hypothesis deserves to be revived and extended into
the contemporary situation on the basis of one observation: that
neoliberalism has failed to articulate this relationship.
There is no new production of subjectivity that corresponds
to the neoliberal de-territorialization that has destroyed the old
social relationships and their modes of subjectification (working-class, communistic, or social-democratic subjectification,
but also national subjectivity and bourgeois subjectivity etc.).
The neoliberal identification with the entrepreneur, which Foucault
used to sum up the subjective mobilization that management requires in all activity, brings with it no solution to the problem.
Quite the opposite. Capital has always needed a territory that is
neither that of the market nor the company, and a subjectivity that
is not that of the entrepreneur, since the entrepreneur, the company,
and market may make the economy, but they unmake society.
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The generalization of entrepreneurial subjectification expressed in the desire to turn every individual into a business
leads to paradox. The subjective autonomy, activation, and
commitment demanded of the individual constitute new norms
of employability and therefore, properly speaking, a heteronomy. On the other hand, the injunction to act, to take the initiative, to take individual risks, leads to depression, the illness of
the century, the expression of the refusal to assume the homogenization and impoverishment of existence produced by
the individual “success” of the business model.

For the majority of the population, becoming an economic
subject (“human capital,” “self-entrepreneur”) is nothing more
than an injunction to manage the decrease in salaries and revenues, job insecurity, unemployment, and poverty, as if this was
all part of a company’s bottom line. And as we sink ever deeper
into the crisis created by the repeated “financial” debacles,
capitalism is gradually abandoning its rhetoric of the society
of knowledge and information and its glorious subjectifications
(cognitive workers, manipulators of symbols, combative creators and winners). The crisis brings to the foreground the
debt and its modalities of subjection, the indebted man.
Once the promises of the enrichment of everyone through
credit and finance collapse, the only remaining policy is that
of safeguarding creditors, the owners of capital “securities.”
To affirm the centrality of private property, the link between
“production” and the “production of subjectivity” is made on
the basis of debt and the indebted man. In the economics of
debt, capital always functions as a point of subjectification,
though not only for the purpose of designating some as
“capitalists” and others as “workers,” but also and above all
as “creditors” and “debtors.” The indebted man obviously
lives a negative subjection; he is a symptom of the fact that
the fluxes of knowledge, activity, and mobility, while remaining continually sought, only lead to a repressive, regressive
subjectification. It is no longer a question of innovation, creativity, knowledge, or culture, but of the “secession” of
owners of capital whose “exodus” lies in the fact of helping
themselves generously to the benefits of the Welfare State by
refusing to pay taxes. As a result, what can be inferred from the
unequivocality of the concept of production is that the “financial
crisis” is not solely an economic crisis, but also a crisis of neoliberal governance, whose wish to make every individual an
owner, a business, a stockholder, failed miserably with the collapse of mortgage-backed securities in the U.S. The economic
failure and the failure in the production of subjective images of
the owner, stockholder, and entrepreneur go hand-in-hand.
The origins of these failures like in the twofold rejection
of neoliberal subjective images: the refusal to become
“human capital” and, with the crisis, the refusal to become an
“indebted man.”

The parties and unions of the “left” have no answers to these
proletarian rejections and these capitalist impasses, since they,
too, have no spare subjectivities to offer. The people, the working class, labor, producers, and employment no longer engage
subjectivity, no longer function as vectors of subjectification.

MAURIZIO LAZZARATO

Laborers and salaried workers only represent socio-professional
categories for statistics and polls, rather than a breeding-ground
of revolutionary or even reformist subjectification.
Contemporary critical theories similarly fail to articulate the
relationship between capitalism and the subjectification process.
Cognitive capitalism, the information society, and cultural
capitalism (Rifkin) only very reductively represent the connection between production and subjectivity, because on the one
hand knowledge, information, and culture do not come close
to covering the multiplicity of “economies” that make up
“production” and, on the other, because their subjective figures
(cognitive workers, manipulators of symbols, etc.) do not encompass the multiplicity of modes of subjection and subjectification
that make up the “production of subjectivity.”1 Their claim to
serve as a hegemonic paradigm for production and the production of subjectivity is belied by the fact that, as shown by the crisis,
the fate of the class struggle does not seem to be playing out
around knowledge, information and culture. If these theories
lead to an impoverishment of the connection between production and the production of subjectivity, Rancière and Badiou
are totally unaware of it. For these theories, this relationship
has no meaning at all. On the contrary, they assert the need to
express a radical separation of “economics” from “subjectivity,”
with the result that they work out an economistic conception of
economics and a subjectivist or “idealistic” conception of politics.
We can therefore insist, with Guattari, that subjectivity cannot find how or anything in which to subjectify itself: “It is a
major crisis. A crisis of what? In my opinion, it is a major crisis
because the question on almost everyone’s lips is the following:
Goddamn it, we really need a religion, an idea (…) we can’t
remain like this, in suspense!”
What then are the conditions for a political and existential break
at a historical moment when the production of subjectivity constitutes the first and most important form of capitalist production?
What specific instruments of the production of subjectivity are
needed to thwart its industrial mass production by business and
the State? What forms of organization should be created for a
process of subjectification that would make it possible to flee
at once the clutches of subjection and those of enslavement?

In the 1980s, Foucault and Guattari, by different paths, designated
the production of subjectivity and the constitution of the “relationship to oneself” as perhaps the only contemporary political
questions that might lead us out of the impasse in which we
are trapped.
They discovered, each in his own way, a new, irreducible
dimension to the relations of power and the relations of knowledge. The “relationship to oneself” (Foucault) as a potential for
self-positioning and existential affirmation (Guattari), derives—
in the double sense of flowing out of and bifurcating—from the
relations of power and the relations of knowledge. Yet while
the subjective dimension derives from relations of power and
knowledge, it does not depend on them.

For Foucault, the “care of the self” (souci de soi) does not
mean seeking the dandy’s ideal of a “beautiful life”; it means
posing the question of the interrelationship between an
“aesthetic of existence” and a corresponding politics.
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The questions of “another life and another world” arise from
a “militant” life whose precondition lies in the break with established conventions, habits, and values. Guattari’s aesthetic
paradigm does not lead to an aestheticization of the social and
political, but rather to making the production of subjectivity
the main practice and concern of a new form of militancy and
a new manner of political organization.

The processes of subjectification and their modalities of organization have always given rise to crucial debates within the
workers’ movement that were the occasion for breaks and
political divisions between “reformists” and “revolutionairies.”
We cannot understand the history of the worker’s movement
if we refuse to see the “wars of subjectivity” (Guattari) it has
waged. “A certain type of worker of the Paris Commune became
such a ‘mutant’ that the bourgeoisie had no other solution than
to exterminate him. The Paris Commune was liquidated the same
way as the Protestants of Saint-Bartholomew’s in another epoque.”
The Bolsheviks explicitly asked themselves how they might
invent a new type of militant subjectivity in response, among
other things, to the defeat of the Commune. Examining the
process of political subjectification, beginning with shedding
light on the “micropolitical” (Guattari) and “microphysical”
(Foucault) dimensions of power, does not exempt us from the
need to cover and reconfigure the macropolitical dimension.
On the contrary: “Either somebody, anybody, will produce
new instruments of the production of subjectivity – whether
Bolshevist, Maoist or what have you – or the crisis will continue to worsen.”
The transition to macropolitics invoked by Guattari in the
above quotation seems to me all the more necessary as we are
now in a completely different situation from that of the 1970s.
At that time, the urgency was about getting out of the petrified,
sclerotic macropolitics informing the programs of the various
Communist parties and trade unions. Today, since these forces
have either vanished or been completely integrated into the
logic of capitalism, the important thing is to invent, experience,
and assert a macropolitics capable on the one hand of bringing
us out of (political and social) representative democracy and
connecting with what Guattari calls “molecular revolution”—
and, on the other, of reactivating the use of force, the power
to block and suspend the subjections and enslavements, something to fulfil the same function as the strike in industrial
capitalism. In the absence of which the neoliberal tidal wave
will continue to implement its program in full: to reduce
salaries to subsistence level; reduce Welfare State services
to the minimum; privatize whatever is left of the “public”
domain, all while pouring the population into the regressive
cast of indebtedness.
Guattari, in his way, not only remained faithful to Marx,
but also to Lenin. Of course the tools of the production of subjectivity created by Leninism (the party, the conception of the
working class as a vanguard, the “professional militant,” etc.)
are no longer adaptable to the composition of the current class.
But what Guattari retains of Leninist experimentation is the
methodology: the need to break with “social democracy,” to
build new instruments of political innovation to be deployed
around the modalities of the organization of subjectivity.

DISOBEDIENCE AND POLITICAL SUBJECTIFICATION IN THE PRESENT CRISIS

Power relationships and the relations of knowledge are
overcome by the forces of self-affection, self-affirmation and
self-positioning which, since they elude established forms of
power and knowledge, constitute the preconditions for a break
and the start of a new process of political subjectification and
subjectification pure and simple.
For Guattari, the affirmation of this political autonomy was
first expressed through the subjective break created by the
First International, which “literally” invented a working class
that didn’t exist yet (the communism of Marx’s day leaned
essentially on craftsmen and guild members.) In capitalism,
the processes of subjectification must at once come together
and liberate themselves from economic, social, political and
mechanical fluctuations. Both operations are indispensible:
starting with the hold that the enslavements and subjections
have on subjectivity, and organizing the break, which is
always a self-invention and self-definition.

The rules of the production of the self are those “optional”
and process-oriented rules that we invent while constructing
“sensitive territories” and a singularization of subjectivity
at the micropolitical level and of the collective organizations
of expression at the macropolitical level (Guattari), by creating
the otherness of “another life” and “another world” (Foucault).
From this comes the recourse not to cognitive, informational
or linguistic instruments and paradigms, but to political
instruments and paradigms that are ethico-aesthetic – the
“aesthetic paradigm” of Guattari and the “aesthetics of
existence” of Foucault.
It is only as a mutation of subjectivity takes shape, as a
new existence begins to crystallize (Guattari), that we will
be able to experience a new relationship with economic,
linguistic, technical, social and communicational fluxes.
To create new forms of discourse, consciousness, and politics one must pass through an unnamable point, a point of
absolute non-narrative, non-knowledge, non-culture, nonconsciousness. From this arises the (tautological) absurdity
of conceiving production as the production of consciousness
by means of consciousness. The theories of cognitive capitalism, the information society, and cultural capitalism,
which claim to be theories of innovation and creation,
fail precisely to conceive of the process through which
“creation” and “innovation” are realized, since language,
consciousness, information and culture are for the most
part insufficient to these ends.
In order to take place, political subjectification must
necessarily pass through these moments where dominant
meanings are suspended and the hold of mechanical enslavement is neutralized. Striking, rebellion, rioting, and
struggle in general constitute moments of rupture and the
suspension of chronological time, the neutralization of forms
of subjection and enslavement, where what emerges are not
virginal, immaculate new subjectivities but breeding grounds,
beginnings, embryos of subjectification whose realization
and proliferation will depend upon a process of construction
that must articulate, without recourse to techniques of representation, the relationship between “(desiring) production”
and “subjectification.”
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If the crisis henceforth produces only negative and regressive
forms of subjection and enslavement (the indebted man), if
capitalism finds itself unable to bring together production and
the production of subjectivity in any other way than to safeguard
capital’s property rights, the tools of theory must prove able to
envision the conditions for a political subjectification that is also
an existential mutation in opposition to capitalism as it experiences
a crisis already of historic proportions.

If this assertion is true for the great majority of workers and the population,
it is also acknowledged among “cognitives” themselves who, in their struggle,
never subjectify as “cognitives.” This, at least, has been my experience with
the Coordinations des intermittents et précaires d’Ile de France.
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SECTION N.5

Argentina Fabrica Social

Etcétera, Etcétera TV, 1998–2005, 24 minutes,
Contrabajo Synfonia, 2005, 10 minutes
FILM N. 20

Founded in 1997 in Buenos Aires, the group Etcétera… is composed of visual
artists, poets, puppeteers and actors, most of whom were under 20 at that
time. They all shared the intention of bringing art to the sites of immediate
social conflict – the streets – and bringing this conflict into arenas of cultural
production, including the media and art institutions.
Well known for their long-term participation in the new movements for
human rights and justice (against the last argentinean military dictatorship)
which emerged in the 90s after Madres de Plaza de Mayo, and also well
recognizable for their po(e/li)tical surrealistic, carnivalesque public actions,
Etcétera… contributed to escraches (exposure protests) by staging stunning
theatrical performances where huge dummies, masks, or people in disguise
played scenes of torture, showed repressors stealing a new–born baby from
its mother in prison, a member of the armed Forces relieving his conscience
by confessing his sins to a priest, or a football game where Argentina played
against Argentina. All these actions are gathered together and documented
in a video that follow the news broadcast format with a crazy anchorman on
TV screen. In 2005 Etcétera has turned into the Errorist International group.
Grupo de Arte Callejero, Plan Nacional De Desalojo,
2 minutes, Shopping para Artistas, 1 minute
Desalojarte, 1 minute, Invasion, 3 minutes, Lanús, 3 minutes,
Aqui Viven Genocidas, 2001–03, 10 minutes
FILM N. 21

Since 1997, Grupo de Arte Callejero has been demonstrating in the public
spaces of Buenos Aires. The group designs traffic signs and posters and alters logos that mark instances of repression. These ‘tools’ are part of a collective action, whose dynamics change according to the subject and context
of the intervention. Even since the beginning GAC has been generating a
graphics of escraches. Their typical notices subvert the highway code by
pretending to depict an ordinary traffic sign while what they are really
pointing to is, for example, the proximity of what used to be a clandestine
detention centre. Grupo de Arte Callejero write: “We’ve been working for
about eight years with the aim of creating an area in which art and politics
form part of the same production mechanism. This is why, when defining
our work, the established barriers between general ideas about militancy
and those about art break down. Right from the start we decided to look
for a space to communicate visually that was outside the traditional circuit
of exhibitions, taking as a base the appropriation of public spaces.”

Kanal B, Argentina, 2004,
60 Minutes
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FILM N. 22

This 60 minutes documentary is about how Argentina was systematically
ruined by US imperialism and the international financial institutions IMF
and the World Bank under the label of neo-liberalism, as well as the help
of a corrupt political class. The compact and unanimous resistance of the
public since the 19th/20th December 2001 has started to stir things up,
slowly but surely: people are getting together in neighborhood meetings,
the unemployed are blocking streets, factories are being occupied and run
by the workers, the unpunished military men (there were 30,000 missing
people during the military dictatorship) and politicians are attacked on the
street and openly condemned. The poor – who have no house, no tarmac
roads, no money to eat – got to speak out, as well as professors, activists,
factory occupants; the people who got together at the meetings.
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Disobedience East

SECTION N.6

Dmitry Vilensky and Chto delat? (What is to be done?),
Protest Match Kirov Stadium, 2006, 28 minutes
FILM N. 23

The Russian Social Forum was held at the same time as the G8 Summit in
Saint Petersburg, in July 2006. Before it opened, the Russian security service
detained more than two hundred forum delegates from all over Russia on
their way to Saint Petersburg. Those who made it, were forced to convene
under close surveillance by the authorities in a defunct football stadium,
slated for demolition. It was thought that the authorities allocated this isolated site on purpose, in order to keep the situation under control. Even before the forum began, the security service and the police harassed activists,
print shops refused to print information about the forum and people were
arrested for handing out leaflets. The film presents a series of interviews
with political activists who were involved in the Russian Social Forum at
Kirov Stadium.
Joanne Richardson, Precarious Lives, 2008, 43 minutes
FILM N. 24

Feminist documentary mixing archival footage of women’s labour over the
past century with 10 portraits of Romanian women working in different
countries today. The video challenges the dominant discourse about precarity and its disregard of gender inequalities and economic disparities that
divide the first and third worlds of Europe. “I started working in 1981 in
the city’s greenhouses… There were 100 people when I started; in 2002
there were only 7 left. After the revolution many private companies opened
and took our projects. I went home scared every day because I’d hear more
people were loosing their job… I went to Spain in 2003, to pick strawberries. It was very hard. Every day in the same bent position. After 4 hours
you can’t bear the pain… But you make an effort for your family. I couldn’t
earn that money here. In 3 years I couldn’t make what I made there in 3
months” (Viorica, gardener). “As a noun, precarity does not exist. It is an
adjective, modifying subjects, changing through circumstance. To understand what it means to be precarious, we must invert the theory, starting
from our lives. To walk the streets that bring us together, and the routes that
sometimes divide us. And while walking, to ask questions.” (voiceover)
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Nomeda & Gediminas Urbonas,
Pro-test Lab Archive, 2005–2007
FILM N. 25

Lietuva Sold Out, 2006, 18 minutes
Sold Out, 2005, 9 minutes
Sold Out 3 Crosses, 2005, 6 minutes
VIP Market, 2005, 2 minutes
Exploration of Public Space, 2007, 5 minutes
Human Chain of Swimming Enthusiasts, 2005, 2 minutes
America Will Help Us, 2005, 2 minutes
Dogs Barking will not Disturb the Clouds, 2005, 1 minute
TV Bridge, Talk show between Oslo and Vilnius, 2005, 16 minutes
Pro-test Lab, 2005, 21 minutes

In March 2005 the former Lietuva ticket office in Vilnius was squatted and
converted into a pro-test lab inviting people to propose different protest
scenarios; to both inspire action and make it happen. Originally a case study
of the destruction of the Lietuva movie theatre – the largest Soviet modernist pavilion-type building in Lithuania – it has developed into a space
and an archive of various forms of protest (and legal proceedings) against
the corporate privatisation of public space.
Pro-test Lab is pursuing and analyzing possible and impossible forms of
protest. Protest, which is accumulated, maturated, yet unidentified, unvoiced, still in search for its format and voicing. Protest against the control,
our own inability and drift. Protest against our inability to protest against
the unquestionable scenario of one system. Pro-test Lab charts a scenario
of possible form of protest, and employs media apparatus to exercise the
understanding why such protest is or is not possible. It turns cinema into a
production center, as if production of a film about something non-existent,
made by ‘Lietuva’ (cinema) and raising the question “why”? These ten
videos document different actions of the whole Lietuva protest.
Harun Farocki and Andrei Ujica, Videogramme einer
Revolution (Videograms of a Revolution), 1992, 107 minutes
FILM N. 26

“In Europe in 1989, history took place before our very eyes. Farocki and
Ujica’s Videograms shows the Romanian revolution of December 1989 in
Bucharest in a new media-based form of historiography. Demonstrators occupy the television station in Bucharest and broadcast continuously for 120
hours, thereby establishing the television studio as a new historical site…
Only the video camera, with its heightened possibilities in terms of recording time and mobility, can bring the process of filming history to completion” (Andrei Ujica). An omnipresence of technical media enabled Farocki
and Ujica to edit images of the revolutionary uprising in Romania in late
1989 – filmed by a large number of independent, professional and non-professional documentarist, and also state television – into a coherent stream
of videographically captured moments. Complied by Harun Farocki and
Andrei Ujica from over 125 hours worth of amateur footage, news footage,
and excerpts from a demonstrator-controlled Bucharest TV studio in late
December 1989, their documentary tells the story of “how the mediated
image not only records but engenders historic change.”
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N. 28

Disobedience University

SECTION N.7

Copenhagen Free University, Trauma 1 - 11:
Stories about the Copenhagen Free University and the
surrounding society in the last ten years, 2011, 24 minutes
FILM N. 27

Trauma 1 – 11: Stories about the Copenhagen Free University and the surrounding society in the last ten years is the artists’ attempt to present history
in an experimental way. It is history as seen through the eyes of the artists
and expressed through artistic production. In collaboration with their colleagues Emma Hedditch, Howard Slater and Anthony Davies, Henriette Heise
and Jakob Jakobsen have developed a script which is presented as a kind of
audio play. The script tells the story of a personal journey through the past ten
years. The five have collaborated very closely since the end of the 1990s, and
their discussion-based friendship in many ways laid the foundations for the
establishment of the Copenhagen Free University, although Emma Hedditch,
Howard Slater and Anthony Davies do not live in Copenhagen.
16 beaver, What is 16 Beaver?, 2003, 12:30 minutes
FILM N. 28

16 Beaver is the address of a space initiated/run by artists to create and maintain an ongoing platform for the presentation, production, and discussion
of a variety of artistic/cultural/economic/political projects. It is the point of
many departures/arrivals. It is an active network of artists, curators, writers,
thinkers and activists who converge on a regular basis at a space in Lower
Manhattan to discuss issues, exchange ideas, and raise questions. Some people are “regulars” and involved on a day to day basis, and others come in and
out at their liking. The arrangement remains open to anyone who is interested.
Some collaborative projects are born out of discussions; in other cases people
take the discussions as a starting point for their individual pursuits. In addition
to artist presentations, political discussions, organized happenings, lunches,
walks, parties, screenings and the like, participants regularly share and discuss
readings with one another, opening the space for what Joseph Beuys referred
to as an ‘ongoing conference’. An ongoing conference that combines the
most pressing social, political, artistic, and philosophical questions within the
framework of the everyday, the routine, and the quotidian.
Video work What is 16 beaver is based on the work by Ayreene Anastas –
16 Definitions in English (AA) – The New Useful Oxford English Dictionary, and brings to the fore the radical denial of the group to avoid any reterritorializing representation.
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Eyal Sivan, Itgaber, He will Overcome, 1993
About Science and Values, 85 minutes
About State and Law, 85 minutes
FILM N. 29

Itgaber, He will Overcome is a two-part documentary based on interviews with
Israeli philosopher and scientist, Yeshayahu Leibowitz. Professor Leibowitz
is one of the great theorists of civil disobedience and a spiritual leader for
Israeli soldiers who refuse to carry out their military national service in the
Occupied Territories. Here Leibowitz explains in provocative terms, his
position towards the law and authority and towards the state of Israel and its
government. Animated by his theatrical charisma and his skill both as public
speaker and uncompromising critic, Yeshayahu Leibowitz unfolds his philosophy and his political position. He covers subjects as varied as self-will,
democracy, obeying the law, universal values, the role of intellectuals, the
relationship between religion and the State, the occupation of Palestinian territories and the region’s uncertain future. His uncompromising words force
each individual to face up to their responsibilities, both as a human being and
as a citizen.
Ultra-red, Prototypes. Claremont, Listening Session for Twelve Sound
Objects, 2011, 60 minutes
FILM N. 30

Founded in 1994 in Los Angeles by two AIDS activists, Ultra-red have
over the years expanded to include artists, researchers and organisers from
different social movements. Collectively, the group have produced radio
broadcasts, performances, recordings, installations, texts and public space
actions. Exploring acoustic space as enunciative of social relations, Ultrared take up the acoustic mapping of contested spaces and histories utilising
sound-based research (termed Militant Sound Investigations) that directly
engage the organizing and analyses of political struggles. This video shows
the Ultra-red workshop using protocols for a listening session that have been
composed by Ultra-red for organizing collective listening to pre-recorded
sounds. The protocols seek to put the recording and its listeners into process
by privileging the ear that hears over the sound recording itself. For this
listening session the participants included women from the substance
abuse support organization.
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Roy Samaha, Transparent Evil, 2011, 27 minutes
FILM N. 31

In late 2010, I was commissioned by Leica to follow in the footsteps of James
Bruce and document the Nile river from Alexandria to Aswan. I invited my
friend Gheith El-Amine to join me on this trip. It was his first time in Egypt.
December 10, 2010: we made plans to leave on February 1, 2011. He contacted
two Egyptian friends of his, and we were supposed to meet them as soon as
we arrived there.
January 25, 2011. The revolution started in Egypt. The only incoming images
so far were made by protesters with mobile phones and uploaded on the net.
They were much more efficient than the state owned television station which
was still doing pro-regime propaganda in high definition.
February 4, 2011. Utopia is fully realized. Back to the airport; arrested twice,
first time searched and interrogated for two hours, the second time we had to
pay our way out. The old regime’s authority, using mainly thugs as its new functionaries were “trying to catch those spies that are out there working for the
destruction of Egypt.” This is what the intelligence officer who interrogated us
last told me: “There must be an invisible malevolent hand stirring all of this”.
Mitra Azar, A Square, 2011, 4,50 minutes
FILM N. 32

A Square illustrates the second momentum of the Egyptian revolution, which
began more than a year ago against Mubarak’s regime. The video focuses on
the people’s efforts to get rid of the military regime which replaced Mubarak’s
and which is now appearing increasingly similar to its predecessor. We hardly
understand towards whom the stones are thrown: the decision of pointing the
camera to the protesters tries indeed to give the video a surreal dimension by
suggesting that the enemy is becoming invisible: in fact nowadays the military
structure is infiltrating civil society by incorporating every administrative position into the national organization chart. Furthermore, the resistance of the
civil society through the throwing of stones is reminiscent of the Palestinian
Intifadas and inscribes the Egyptian conflict into a broader perspective. In this
sense the video is also a critique of the West-ascribed, reassuring label of ‘Arab
Spring’, which suggests that Arab revolutions were made by wealthy, welleducated, internet-generation youngsters. On the contrary, most of the protesters
in the video clearly appear to belong to the lower classes of Egyptian society.
At the same time the music is highlighting the importance of Midan el Tahrir
as the physical tool without which the revolution could have never happened
the way it was perceived, beyond Twitter and Facebook.
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Mitra Azar & Peter Jalaly, Iran VS Iran, 2010, 54 minutes
FILM N. 33

Iran VS Iran explores the 2009 Iranian presidential election, and focuses on
the Green Movement supporting reformist candidate M.H. Mousavi until
its violent repression after the disputed Ahmadinejad re-election – a moment
in which people in Tehran got involved in the political state of their country
in a manner that had not occured since the Islamic Revolution in 1979.
Iran VS Iran approaches the idea of documentary as a technique of experiencing and acknowledging reality rather than shaping it, as a sort of lifestyle,
in which concepts in the form of language (synopsis, screenplay) are always
delayed in relation to the surprising rising up of sensible ideas that the flux
of images always suggest. Moreover, Iran VS Iran is almost prophetically
investigating the presence of new media as a political tool of dissent inside the
Islamic Republic, somehow prefiguring the role that internet citizenship played
later on during the Arab revolutions. The movie was shot without permission –
beyond Iranian censorship – and was later smuggled illegally out of the
country as one of the few extant documentations of the 2009 Iranian election.
Mitra Azar, The Revolution
Will Not be Tweeted, 2012, 6.30 minutes
FILM N. 34

The Revolution Will Not be Tweeted is a video research about the explosion
of graffiti art in post-revolutionary Cairo. While in the West graffiti art
seems to have lost its eroding charge towards political power and its capacity to communicate with people, in contemporary Egypt it is one of the
most effective instruments to challenge the military regime and to reach a
broader audience. Graffiti art is an instrument to express effective political
dissent and is therefore the centre of a harsh battle between the graffiti
artists and the security service which is trying to keep the walls of the city
devoid of any sort of counter propaganda. As a consequence, the walls –
especially the ones surrounding Tahrir square – stratify in a way that permits
graffiti artists to use the surviving signs of the erasing process to design
new shapes and stories, sometimes inspired by ancient Egyptian art. When
graffiti artists paint on some of the walls raised up by the military to block
some of the major streets around Tahrir, they paint as if the streets were not
blocked, drawing a trompe l’oeil of the streets itself continuing past the
wall. By doing this they inspired the ‘No Walls’ movement, the purpose of
which was to destroy the walls and to transform the artist’s trompe l’oeil
into a reality, making it somehow operative exactly by destroying it with
the wall and meanwhile embodying its message. Graffiti art is an example
of the importance of old media in a revolution that the comforting, ‘Arab
Spring’ narration of the West has defined as the Facebook Revolution, forgetting how small the proportion of people with internet access actually is in
today’s Egypt, and on the other side how alive the street life in the Egyptian
capital is, and therefore how much graffiti art can act as a real weapon of
counter information. Walls became a sort of decentralized citizen-journalistartist-newspaper of the revolution’s journey, commenting on the breaking
news as well as commemorating battles and martyrs.
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Mitra Azar, Iconic Ketchup, 2011, 4.50 minutes
FILM N. 35

Iconic Ketchup is a movie composed of a series of digitally-elaborated still
images taken from frames of youtube videos showing the atrocity of some
of the most important political events of the contemporary world, namely
9/11, the Iranian Green uprising, and the Arab revolutions.
The work is also probing into the concept of heroes and martyrs in Western
and Arab society: while in the West images of the jumpers were censored
from the 9/11 museum, in Middle East images of martyrs continue to be overexposed, marking a different approach to vision and death. The digital elaboration proceeds with the idea of ripping the image and drilling into its pixels
to extract amorphous yet digital shapes and colors as a sort of paradoxical,
a-logarithmic, primordial trace of the image itself. In Iconic Ketchup death
crystallizes, or rather pixelates. The unconscious of death is exposed and
bound to repeat itself infinitely, cooled down by potential reiterations. The
result is a pop, dystopian, ironic short movie where sounds remind of the embodied anguished tissue of the image. As a critique to the censorship of the
Syrian regime regarding its continuing violence against civil society, the work
was first exhibited in Damascus undercover – concealing the fact that the origin of the images were videos of the martyrs of the Syrian revolution.
Wael Noureddine, July trip, 2006, 35 minutes
FILM N. 36

July trip is a documentary essay shot in Lebanon during the last war in July
2006. Filmed in 16 mm and HDV, this film is more an essay than a documentary. Using connections between video and cinema, Wael Noureddine
tells of the repercussions of the last war in Lebanon. The film plunges us in
a universe in war: the images shot in 16mm sublimate a tension, frightening
because of the lack of sound. An incipit in silence, almost a reference made
to all the noises caused by bombs and explosions that follow to this unconventional beginning. More than to give us his version of the war in Lebanon,
the director suggests keys for reading through film. What can one think
about foreign journalists, who put themselves in scene in front of the camera? Are there remaining bits of humanity behind the cameras that pile up
in front of a corpse in rigor mortis? Do we really share this tabloid information and these scoops which relax us so much, siting on our IKEA sofas?
Wael Noureddine does not formulate answers to all these questions, but
allow the images and sound to proceed in making us aware of our manipulation, of ‘a true’ reality hiding behind the 8 o’clock television broadcast.
Mosireen collective, The Camel Battle, 2011, 9.08 minutes
FILM N. 37

Citizens played a significant role as journalists during the January 25
Revolution, when thousands of protestors used their phones to take pictures,
videos or tweet what was happening on the ground. During the events that
followed the 18-day protests, their contributions perhaps became even more
vital as mainstream media was either unprepared or hesitant to cover violations committed against protestors — inspiring a group of young people
to start Mosireen. Arabic for “adamant” or “determined,” Mosireen is a
non-profit media center based in downtown Cairo that nurtures and develops the skills of citizen journalists, provides them with equipment, and
helps promote their footage, pictures or information. Mosireen makes its
films available on its archive/website, as well as in free, open-air venues
like Tahrir Cinema, on Facebook and even as mobile phone downloads.
‘The Camel Battle’ illustrates one of the first day of the popular uprising.
Wednesday 2nd February 2011 was a pivotal day of the first 18 days of the
Egyptian Revolution. The militias of the regime attacked Tahrir Square
with horses, camels and Molotov cocktails. For over 24 hours – armed only
with rocks – the men and women of the Revolution defended their lives
and the Square. People gave their lives. But we protected the Square. And
the Revolution continued.

Mosireen, Martyrs of the Egyptian Revolution, 2011, 11.23 minutes
FILM N. 38

This video is showing the sacrifice of Egypt’s martyrs for their revolution.
The fight from January through to December against Mubarak, his police
state, the army, and SCAF (Supreme Council of the Armed Force). Accredited for the 10-minute film are over 500 activists, filmmakers, and journalists who contributed footage that captures the brutal attacks by state police
on 28 January, the infamous Battle of the Camel, brutal clearances of Tahrir
by state police and army forces on 9 April, the Abbasseya and Maspero
clashes in September and October, and ending with the Mohamed Mahmoud attacks in May 2012. The film takes viewers on the ground in the
long battle Egyptians have fought with authorities, including over the past
10 months. Unseen footage is provided from the morgue following the
clashes in Mohamed Mahmoud, proving that live ammunition was used on
civilians and peaceful protestors. Parents and family members of martyrs
pleaded with reporters to videotape their lost sons, daughters and loved
ones. Full list of the names of the fallen appears at the end of the film. “It is
the first time they have been gathered and listed together. Three columns of
names run across the screen for over two minutes. It is heartbreaking. We
screened it on a makeshift cinema that we erect in Tahrir whenever we can.”
(Omar Robert Hamilton, 2011)
Rene Gabri and Ayreen Anastas,
What Everybody Knows, 2008, 118 minutes
FILM N. 39

In the spring of 2006, Ayreen Anastas and Rene Gabri travelled together
through Palestine and Israel, searching, researching and witnessing ‘the situation’. From material collected on these journeys, Anastas and Gabri created
a series of videos that document their encounters with people struggling, resisting, surviving, living, and thinking through their everyday lives. Some of
those include a geographer, a professor, an activist, a former detainee, an architect, a Bedouin. Each video corresponds to one trip, a particular journey
from the 16 days, relying on the material captured on that particular day, from
different situations and places including: Jerusalem, Naqab, Hebron, Lydd,
Bethlehem, Ramallah, Nablus, Shu’fat, and Bil’in. What Everyone Knows is
a play on what everyone seems to ignore. It is an attempt to really think about
the question of Palestine and reformulate it through an experience that these
individuals offer in each case. It unfolds in a series of questions that call for
more questions. Together all 16 of these situations create a diagram or a map
and may provoke thought and discussion about the social, psychological, and
political dimensions of contemporary life for Palestinians both in occupied
Palestine and in Israel. (Rene Gabri and Ayreen Anastas, 2009)

