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The contemporary art historical and cultural practices circulating in Cyprus, the Middle 
East and on a wider global scale can often seem imported from a Western art historical 
tradition. As the influence of Western European patterns of exhibition making and art 
historical models is becoming increasingly addressed across the global art market, 
the professional shifts that are being adopted in the research and practice of art history 
in Cyprus and the Middle East are also becoming obvious. The past, the present and 
the future of how art history is practiced, studied and developed comes into question, 
particularly where such narratives have only recently been developed. 
In areas of conflict, of ethno-national division and of long term patterns of segregation, 
the narratives of art history have often taken the role of reinforcing cultural and ethnic 
identity, and at other instances of bringing conflicted communities together in processes 
of creative dialogue. This conference is itself a dialogue between two institutions, 
one in the UK and one in Cyprus; countries which were connected through their past 
colonial relationship and which are still connected through their post-colonial condition.

Current art historical debates which include issues relating to social engagement, 
conflict, virtual life, networks and how we connect to our past, allow the influence 
of Marxist, post-colonial and post-modern narratives to be discerned. Working life, 
artists mobilisation, organisation, thinking of the role that culture can be called upon 
so as to assist in instances of cultural segregation relate to issues explored in the context 
of contemporary arts practices. The role of how the pedagogy of art histories and 
practices operates and the shifts it has been experiencing in an increasingly corporate 
university educational system has been generating debates on shifts within how and 
what is being taught within an art historical context.

By focusing on how art histories seem to have been imported in regions such as the 
conflicted Middle East, which up until recently were interpreted as the periphery 
and the colonial other, this conference invites papers that address the following issues:

Post-colonial Conflicts and art

Pedagogies of art history

Precarious artistic mobilisation

Shifts of centre and periphery

Development of art histories in contexts of conflict

Shifts to curatorial practices- changing field of ‘art history’ in the university context

Socially engaged art turns

Issues of labour and organization in contemporary art practices

Practice-based research

Art History and education in the Middle East- relationship to western Europe

Conference Description
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Catherine David, Pompidou Centre

Prof. Wendy Shaw, Frei Universität Berlin

Confirmed speakers
Adami Elisa. Anachronisms and Withdrawals: A Critical Retrospective Construction 
of the History of Arab Art in the work of Walid Raad

Alkhateeb Shehada Housni. Palestinian Art under Israeli Rule: Creativity in the Shadow 
of the Conflict

Americanou Ioanna. The Narratives of Female Cinema from divided Communities: Cyprus 
and Palestine

Antoniou Klitsa. Socially engaged art across the Mediterranean Sea: 2001/51/EC – Embodied 
Crossings – Now Boarding

Asher Judith and Dr. Baruch Blich Ben. PHOTOGRAPHY IN CONFLICT: Israeli-Palestinian 
photographers

Asimenou Monika. Approach of the pedagogy of art history through artworks

Bihr Judith. Pretty Transformations Subversive Strategies and Forms of Expression 
in contemporary Egyptian Art

Biparva Mohsen. The Neoliberal Shift in Iranian Contemporary Art and the Ideology 
of Non-ideological Art 

Brand Roy. Chronopolis: how to do contemporary art in Jerusalem

Bseiso Rounwah A. Revolutionizing Art on Cairo’s Streets

Bukhari Eman and Pestana Candida, Saudi Contemporary Art Perspectives: 
engagement through culture and education

Close Ronnie. Between Stadia and Street: The Hooligan Dissensus of Cairo’s Ultras Football 
Fans – Film of the club

Constantinou Constantinos. The artist as entrepreneur: The new spirit of creative capitalism

Davidian Vazken Khatchig. Reframing Ottoman Art Histories: Bringing Silenced Voices 
into the Picture

De le Court Isabelle. Is Curating the New Art History? An approach to art pedagogies 
and the shift to Curatorial Practices in Lebanon

Dedman Rachel. Knowledge Bound: Alternative Arts Education in the Middle-East

Demerdash Nancy. Confronting the Politics of Place and Displacement in Maghrebi 
Diasporic Arts

DeTurk Sabrina. Global Art History in the Middle East: Pedagogy and Practice

George Phillip. Mobilization of the Nodal point

Haines Chelsea. From Collection to Archive, One Scan at a Time - DorGuez’s Christian 
Palestinian Archive Project

Keynote speakers
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Hajimichael Mike. You laugh with my pain – self-reflection on a ‘reality-TV’- like conflict 
situation/moment in a documentary and music event about division in Cyprus

Hoak-Doering Elizabeth. Stones as Currency in the 19th Century and Beyond: 
A Report on Practice Based Research

Kaddal Khaled and El Chazli Youssef. Sounds, Memories and Traumas: From Experiences 
to Performances

Kassianidou Marina. The Traveling Artist “Problem”: Everywhere, Nowhere, 
and Anywhere In Between

Koureas Gabriel. ‘The Dark Years’: Ottoman transcultural memories and Cypriot artistic 
production

Laïdi-Hanieh Adila. Contemporary Palestinian Art’s New Politics of Proximity 
and Estrangement

Lambrou Christina. Ambivalence and appropriation in the work of Adamantios 
Diamantis

Lapithi Lia. White-Desire ice cream – Re-materializing post-colonial Cyprus. 
An art installation in 3 Acts; from Concept to Realization to Exhibition

Liasi Toula. HOME AND IDENTITY -art education in areas of conflict and Cyprus

Lionis Chrisoula. Pessoptimism and Occupied Laughter: Humour in Contemporary 
Palestinian Art

Loizidou Chrystalleni. On the Nicosia Airport

Michael Androula (Andri). Artists and “Postcolonial melancolia

Michaelidou Louli. Art History as Narration: Ideological configurations of the Greek 
Cypriot modernity in art

Naeff Judith. PRECARIOUS GEOGRAPHIES. The Radical Instability of Space and Architec-
ture in Selected Works by Mona Hatoum and Rayyane Tabet

Parpa Elena. Narratives of triumph: The case of Cypriot Painter Adamantios Diamantis 
(1900-1994)

Pasia Despina. Encounters Betwixt and Between: Contemporary Art Curatorial 
Performances and the Left in the Republic of Cyprus  

Pelapaissiotis Haris. Walking Narratives And Affective Cartographies: Towards a blueprint 
For an Affective map Of Nicosia using aesthetic Tools of engagement

Perlman Lee. Busha(Shame) –A Case Study in Precarious Palestinian/Jewish 
Collaborative Artistic Mobilization in Israel

Phillipou Nikos and Stylianou Elena. Locality and Gender Politics: Greek-Cypriot Art 
in dialogue with European (post) Modernity

Plümer Bardak Esra. Art History in Dialogue: Reading “Sanat Güncesi” as meta-discourse 
and contemporary responses

Powers Holiday. Qatar Museums
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Price Judy. White Oil: Excavations And the Disappearance Of the West Bank

Salha Fadda Reema. Cultural resistance in the neoliberal age: the case of Palestine

Scarsbrook Sarah. The influence of The Art School on Professionalised practice 
in the visual Arts since the Mid 1980s

Scheid Kirsten. Towards a Pedagogy of Precarious Art, from the Nike of Samothrace, 
to the Venus de Milo, to Saloua Raouda Choucair

Sharaf Rawan. Art and Institution: Transforming Field, Shifting Practices 
in the Palestinian Contemporary Art Scene

Sorensen Henriette. Precarious Alternatives: Experiences from Mansion Blatt, Beirut

Spampinato Francesco. Slavs and Tatars: Alphabets and Art Histories

Stacey Joy. Palestinian Folk Costume and Performances of Identity in Resistance

Toumazis Yiannis. Famagusta New Museum: 
Reenacting the Haunted City in a Federal Environment

Toutikian Anita. We all see what we are told to see

Tselika Evanthia. Conflict Turns within contemporary social practices

Vanezis Evagoras. Desert Islands: Relations of Land and Sea in perpetual Displacement

Westgeest Helen. Dealing with complex socio-political issues through hybrid lens-
based-media artworks

Yazdi Meysam. Disoriented Discourses of Iranian Post-Revolutionary Contemporary Art

Yochai Avrahami. Ultra-Orthodox Women: From Culture Consumers to Culture Creators 
Bezalel’s Ultra-Orthodox Extension

Zanti-Philiastides Niki. Transitional experiences of visual artists in Cyprus
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Abstract
We live in terrible times. Facing the death and forced migration of hundreds and 
thousands escaping from the mass destruction of homes and heritage under conditions 
of war in some places and hyper-construction in others, what is the role of art in the 
expression of a collective relationship with history? This paper looks to the mediation 
of history in the work of modern and contemporary artists from the Middle East as they 
have engaged in critical reinscriptions of the past. More than the fixity imposed 
by the museum, the recycling of the past engaged by art produces a living model 
of preservation that engages the multiple and contradictory tellings of the past 
as an agent of the present, and who knows? -- perhaps even the future.

Bio
Wendy M. K. Shaw is Professor of the Art History of Islamic Cultures at the Free University 
of Berlin. She is the author of Possessors and Possessed: Museums, Archaeology, 
and the Visualization of History in the Late Ottoman Empire (University of California Press, 
2003) and Ottoman Painting: Reflections of Western Art from the Ottoman Empire to the 
Turkish Republic (IB Tauris, 2012). Her work explores the intersection between modernity, 
colonialism, postcoloniality, philosophy and art in the Islamic world through museums, 
art historiography, archaeology, religion, film, photography and contemporary artistic 
production. It features a regional emphasis on the Ottoman Empire and the Republic 
of Turkey within comparative perspectives with other regions of the global south 
and dominant Islamic legacies.

Contemporary Art: Writing Histories for a Middle East 
Under Erasure

Dr. Shaw Wendy, Free University of Berlin
Wendy.Shaw@fu-berlin.de
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Bio
CATHERINE DAVID
2015: Curated Wifredo Lam - National Museum of Modern art - Centre Georges Pompidou - Paris

2014:  Deputy Director - National Museum of Modern art - Centre Georges Pompidou- Paris

2014: Co-curated the exhibition Unedited History, Iran, 1960 - 2014 Museum of Modern art - City of Paris

2013: Curated Marwan Early Works 1962-1972 Beirut Exhibition Center - Lebanon  

2012: Marwan & Abdelrahman Munif: Correspondences 1991-2004 BEIRUT ART FAIR - Lebanon

2011: Organized Hassan Sharif Experiments & Objects 1979-2011 ADACH Abu Dhabi 

2009: Curator of ADACH (Abu Dhabi Authority for Culture and Heritage) Pavilion - Venice Biennale

2008: Received the Bard Award for curatorial excellence in New York

2007: Organized Bahman Jalali’s monograph exhibition at Tàpies Foundation in Barcelone

2005/2006: Fellow at the Wissenschaftskolleg in Berlin

2002/2004: Director of Witte de With Rotterdam in the Netherlands

1998: Director of the long-term project Contemporary Arab Representations
Project produced by Tàpies Foundation in Barcelone and shown in Barcelone /Tapiès Fondation, 
Berlin /KWand Umëa / Bild Museet.

1994/1997: Artistic Director - Documenta X in Kassel Germany

1990/1994 : Curator - Galerie Nationale du Jeu de Paume
She organized several monographs and group exhibitions including: Stan Douglas: 
Monodramas and Television Spots; Desordres (Nan Goldin, Mike Kelley, Kiki Smith, 
Jana Sterbak, Tunga); 
Choreh Feyzdjou; Thomas Hirschorn; Suzanne Lafont; Marcel Broodthaers; Helio Oiticica; 
Robert Gober; Jeff Wall; and  Chantal Ackerman: D’Est, among others. 

1982/1990: Curator National museum of modern art - Centre Georges Pompidou- Paris
She organized several monographs and group exhibitions including: 
Lothar Baumgarten; Reinhard Mucha; Gilberto Zorio; Passages de L’Image.

David Catherine, Pompidou Centre
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Abstract
Revisionist art-historical categories such as ‘alter-modern’ (Nicolas Bourriaud) 
or ‘cosmopolitan modernisms’ (Kobane Mercer), have the merit of enriching and 
problematizing the canon of Western modernism. However, the current institutional drive 
towards all-inclusiveness often ends up reducing difference and plurality to the tamed 
and economically profitable multi-culturalism of globalized capitalism – epitomized 
by the cultural form of the international biennale. This paper will look at Walid Raad’s 
series History of Contemporary and Modern Arab Art (2007 – ongoing) as a critical project 
of (self-)historicization that, while positively articulating a fragmentary and radically open 
historical genealogy, wittily criticizes the paradoxes of chronological, linear and 
teleological (art) historical narratives. As the shrewd inversion of the title suggests, 
the history of Arab Art emerges as a retrospective construction in which the modern 
is framed through the lenses of the contemporary – that is from the standpoint of an 
increasingly interconnected, global condition. This retrospective construction emerges 
at the historical juncture of an unprecedented international interest for art produced 
in the Middle East, accompanied by the emergence of large new infrastructures for the 
visual arts in the Arab world – especially the Saadiyat Island, Abu Dhabi’s new cultural 
district. Taking this development as point of departure, Raad’s series is also a subtle form 
of institutional critique. Making use of Barry Flood’s concept of “strategic anachronism” 
and Jalal Toufic’s ideas of “withdrawal of tradition past a surpassing disaster”, 
as interpretative keys to read Raad’s interventions of spatial and temporal displacement, 
I will analyse the entangled relations between the temporal categories of tradition,
modernity and contemporaneity in contexts characterized by the disruption of wars, 
colonial legacies and neo-colonial capitalist enterprises.

Bio
Elisa Adami is a London-based writer, researcher and independent curator, specialized 
in film screenings. She is a PhD candidate at the Royal College of Art, London, where she 
is conducting research on the figure of the artist as historian, and the use of abstract and 
obfuscated photographic documents in the works of Lebanese contemporary artists 
engaged in the task of (re)constructing the history of the Lebanese Civil Wars. 
She is the co-founder and co-director of Mnemoscape (http://www.mnemoscape.org/), 
an online publishing platform and curatorial project dedicated to the intersection 
of contemporary art practices with issues of memory, history and the archival impulse.

Anachronisms and Withdrawals: A Critical Retrospective Construction 
of the History of Arab Art in the work of Walid Raad. 

Adami Elisa, Royal College of Art
elyadami@gmail.com
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Abstract
A. Background
Palestinian Art is generally considered under three distinct categories, in accordance 
with the area in which the artists conduct their activities: inside the State of Israel, as Israeli 
citizens; in the territories occupied in by Israel in 1967 and currently under the rule of the 
Palestinian authority or the Hamas administration; in the Palestinian diaspora, particularly 
in the Arab world, but also in other parts of the world. This categorization reflect the 
complexity of the conditions resulting from the Israeli-Palestinian conflict as far as Palestinian 
artists, their life and their artistic activities are concerned. These conditions have an impact 
not only on the contents of their artistic works, but also on thetechniques and practice 
of artistic occupation. The same categorization also raises questions concerning 
the differences among Palestinian artists, or the common traits characterizing their work.

The present paper will mainly focus on those Palestinian artists who are active, as Israeli 
citizens, within the State of Israel, but do not identify themselves with the dominant Zionist 
ideology and the definition of Israel as a “Jewish State”. Such Palestinian artists cannot 
develop a dialogue with the Zionist ideology without using forms and symbols similar to those 
characteristic of Israeli art.

B. The Main questions:
The following questions will be addressed in this paper:
1. Does the visual art created by Palestinians within the State of Israel also include 
idiosyncratic national, cultural and pictorial traits?
2. What are the themes that occupy Palestinian artists in Israel, and in what ways
do they express their national, cultural and artistic identity?
3. The role of gender and the place of female artists in the Palestinian milieu in general 
and in Israel in particular.

Bio
Dr. Alkhateeb Shehada Housni is senior lecturer at the Levinsky College of Education 
in Tel Aviv and head of the department of art in the same institution. His research 
and teaching activities concern the history of the medieval Islamic world, classical Arabic 
literature and modern Palestinian art. His main publications include a book (in English) 
on veterinary medicine in medieval Islam (Leiden 2013) as well as two books of Arabic 
poetry. He has also published several articles on contemporary Palestinian art, on veterinary 
medicine in medieval Islam, and on the teaching of Islamic civilization and history.

Palestinian Art under Israeli Rule: Creativity in the Shadow 
of the Conflict 

Dr. Alkhateeb Shehada Housni, Levinsky College of Education, Tel Aviv
housnishehada@gmail.com
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Abstract
On the stand of a bookstore there is a book titled Middle East and Islam. Inside, there is an 
interesting comic of two Arab women. One says to the other, “I see we’re still flavour of the month”. 
The other replies, “it’s better than being invisible” (Altinay, 2004).

Cyprus and Palestine are known for their turbulent past. Instead of celebrating their 
post-independence or post-revolution from colonialism, they have inherited an unresolved 
past with an ingoing conflict within their ‘border crossing’ divided communities. This paper seeks 
to investigate whether the narratives of women filmmakers are in fact viewed as invisible, 
not only by the west but also within their own countries. The aim is twofold: (1) it examines 
whether there are connections between the narratives of women filmmakers who come from 
‘border crossing’ communities, while the second reasserts and explores even further the idea 
that ‘border crossing’ communities have in retrospect shaped the national cinema as well 
as the national identities of female filmmaker narratives. In doing so, this paper examines specific 
examples of female narratives such as Roads and Oranges (1996) by Cypriot filmmaker Aliki Danezi 
Knutsen and Salt of this Sea (2008) by Palestinian filmmaker AnneMarie Jacir. The specific narratives 
are chosen as both Knutsen and Jacir use strong female characters in an effort to identify the motif 
of movement across the borders, and also in an attempt to unite the ‘divided’ family 
or to re-sketch the once happy family ‘before’ the division.

Bio
Yianna Americanou received her MA in Film and Television Production from the University of Bristol, 
UK in 2000 with a scholarship from the British High Commission and her BA (with High Honors) 
in Communication Studies with an emphasis on Experimental Filmmaking from the University 
of Iowa, USA in 1996. She is currently pursuing a PhD on Women’s Cinema in the Middle East at 
Birkbeck College, University of London with a scholarship from the Department of Film, Media and 
Cultural Studies. Her academic career begun in 2004 with teaching at Intercollege (Nicosia and 
Limassol) Film Studies and Introduction to Electronic Media and Introduction to Digital Media. 
She is a Lecturer of the Applied Arts Department of the School of Architecture, Audio-Visual 
Communications teaching Film Aesthetics, Directing Commercials and Art Direction 
at Frederick University and a Visiting Lecturer on Film Production and Scriptwriting for Video Games 
at the Technological University of Cyprus teaching both the BA courses and MA courses since 2009. 
Her short films have received International Awards from renowned film festivals such as 
Oberhausen IFF, Hamburg IFF, Drama IFF etc and she is currently working on her first feature film 
which has received funding for script development by the Cyprus Cinema Advisory Committee. 
Her short film After – Death received Distribution from British Shorts and was short listed for the BAFTA 
Awards. The Film was funded by the British Film Council and is currently in the British Film Institute 
Catalogue. She has worked on the factual programming of BBC Bristol and BBC Drama and 
as an editor while living in the UK. Upon her return to Cyprus, she structured the first MEDIA Office 
in Cyprus and coordinated the program for ten years. She is a Member of the European Directors 
Union, the Cyprus Directors Guild and European Women’s Audiovisual Network; she has acted as 
a member of the Cinema Classification Committee (Press and Information Office) and as 
a member of the Cinema Advisory Committee of the Ministry of Education and Culture. 

She is currently Head of the Committee of the Motion International Film Festival, Cyprus. Her area 
of Research includes Creating Narratives with New Media, Digital Storytelling, Gender and Women 
filmmakers, Identity-Memory-Trauma, Narrative Techniques for Video Gaming.

The Narratives of Female Cinema from divided Communities: 
Cyprus and Palestine 

Americanou Ioanna, Birkbeck College, University of London
yamericanou@gmail.com
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Abstract
In the midst of a new edge of current global geopolitical and geo-economic processes, 
the Mediterranean re-emerges as a hotspot for international conflicts. Due to an increasing 
awareness to this escalating turbulent edge, art practice has seen a shift towards socially engaged 
art and has increasingly found a role in addressing social and political issues. Inspired by this 
topographical area and its cultural, social and historical past, this paper will focus on my latest
personal work 2001/51/EC - Embodied Crossings - Now Boarding that has its roots within my own 
intense cultural experience of being living and working in such a troubled region. 

The ‘action’ 2001/51/EC - Embodied Crossings - Now Boarding, a collaboration with the Museum 
of Forgetting in Sweden, is launching an open call from September 2015 until April 2016. 
Passengers flying from Cyprus to Sweden are invited to smuggle a metal see-through container 
(fish trap) -- inside of which a pile of clothes seem to be trapped, forming suspended layers -- with
them on their flight from Cyprus to Sweden in order to deliver it to The Museum of Forgetting in
Sweden. This performative action or “allegorical gesture” to quote Guillermo Gómez-Peña is about 
re-enacting the passage of an immigrant/refugee across a forbidden territory. The paper will 
question how his performative project is no longer a mere spectacle, it is a platform for connection, 
even civic engagement. 

By using socially engaged methods, I question, the implications of the transition from presenting
to engaging, from watching to experiencing, which opens up enormous possibilities especially 
of reclaiming agency. The paper will conclude by proposing that nowhere, has this social turn been 
more deeply relevant  than the Mediterranean, a place where the  past two decades has seen 
a rising surge in practices that cross the boundaries between art and social activism and the 
emergence of an abundance of art forms that use aesthetics to affect social 
dynamics. 

Bios
Klitsa Antoniou was born in Nicosia Cyprus. She studied at the Wimbledon School of Art [1987-1988] 
and St. Martin’s School of Art and Design [1988-1991], London. After obtaining a Fulbright 
scholarship, she studied at Pratt Institute [1991-1993] (Master in Fine Arts) and New York University 
[1995-1996 and 2000-2004], USA. In 2014 she completed her Doctorate Degree in History and Theory 
of Art at the Cyprus University of Technology.  She attended numerous workshops and Symposia 
in Greece, China, Italy and Bosnia Herzegovina and won a number of Prizes and Awards. In 2004 
she co-founded Artrageous Art Group in Cyprus. A selection of her more recent international 
participations since 2008 are: “Open 2008”, Venice  • Kodra Action Field, Thessaloniki, “Umedalen 
Skulptur”, Sandström Andersson Gallery, Umea, Sweden • 3rd International Beijing Biennale, China 
| 2009 “Project Launch”, Exhibit Gallery, London | 2010 The Little Land Fish, Antrepo, Istanbul 
• Chypre 2010, L’art au present, Espace Commines, Paris, | 2011The Location of Culture, Pulchri 
Studio, Hague • Roaming Images, The Persistence of the Image, Thessaloniki Biennale • Rolling 
Snowball/2’, Wonderland Lotte Square, Quanzhou, China  | 2012 Through the Roadblocks, Lanitis 
Foundation Limassol | 2013 International  Exhibition– Sculpture and  Object, Bratislava Slovakia 
•  Mapping Cyprus Contemporary Views, BOZAR EXPO, Belgium | 2014 I am a Woman, Casoria 
Contemporary Art Museum, Napoli  | 2015  Is this the Time for Art? Migration, Politics of borders 
and Art. The Museum of Forgetting,  Norrköping, Sweden. Since 2015 she has collaborated with 
the Museum of Forgetting for the ongoing  project/performance: 2001/51/EC - Embodied 
Crossings - Now Boarding  | 2016 Ars Aevi Collection, Museum of Contemporary Art,  Sarajevo 
•  Soul , Sarajevo Historical Museum, Sarajevo Winter Festival. 

Socially engaged art across the Mediterranean Sea: 2001/51/EC - 
Embodied Crossings - Now Boarding 

Dr. Antoniou Klitsa, Frederick University
klitsaantoniou@cytanet.com.cy
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Abstract
The purpose of this paper is to shed light on the role of the photographic image 
in representing the Israeli-Palestinian conflict since the first Palestinian uprising 
(the Indifada) in 2000. By focusing on photography as a major source for unfolding this 
unending national conflict, our intention is to show that photographers have taken 
a major role in consolidating the narrative of the conflict as well as putting it under 
critical eyes. To accomplish our goal it is vital to start with the role of photography at 
large in interpreting historical facts. Would it be an incorrect assumption to say that since 
the invention of the camera and its penetration into journalism as well as to other major 
disciplines it has left an unprecedented imprint on interpreting information we acquire 
by the news. If so, it would be in place to pose the question as to the nature of pictorial 
representation at large and what makes a picture, or in the case we discuss here – what 
makes a photograph an efficient vehicle in conveying information vis-à-vis other means 
of conveying information such as ordinary language. Our main question addresses the 
conflict:

What is the contribution of the camera in spreading the conflict?
Are there different points of view by photographers of the two sides of the conflict?
Would the conflict have taken a different route without being exposed by the camera?

By analyzing photos by Israeli and Palestinian photographers based on semiotics, 
narrative and topical grounds one would inevitably reach the conclusion that 
photographers customarily take a stand in which their political beliefs are reflected 
ignoring objectivity and truth. Our last point has to do with the question of whether 
we can trust photos and take them as representing evidence, or should retrieving 
information from photos take into account not only what is actually represented but 
also what is actually interpreted by and from them.

Bios
Ben Baruch Blich, b. New York, USA. (ph.d. thesis: Pictorial representation and its cognitive 
status), at present a senior lecturer in Bezalel – Academy of Arts and Design, Jerusalem. 
His interests and publications are in the fields of Visual Culture in the history of Western 
civilization: visual representation, culture and information, art, photography, media stud-
ies, animation, comics, and the cinema. In 1989 a visiting scholar to the Warburg Institute 
in London University working with Prof. Roger Scruton and Sir E. Gombrich. In 2002 a guest 
Professor to the Hisk (Hoger Institute voor Schone Kunsten) in Antwerp. His papers were 
presented in various journals and conferences. Last publications “The body as Mirror”, 
in: Territorial bodies, Waanders Uitgevers, Den Haag; “Body representation in 
Photography” in The weight of Photography, Free University in Brussels; ‘Phographers 
in second World War concentration camps’, in Jubilee book of the European Society 
for the History of Photography, Austria
At present he is writing three books on photography:
Photography in conflict: representing political upheavals
Bodies represented by the Camera
Amateur photographers during World War II

Photography in Conflict: Israeli-Palestinian photographers

Asher Judith, Bezalel - Academy of Arts and Design 
Dr. Baruch Blich Ben, Bezalel - Academy of Arts and Design
judasher@gmail.com, baruchbl@013.net
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Judith Asher, b. Leeds, England emmigrated to Israel at a young age. 
A graduate of The Bezalel Academy of Arts & Design, Jerusalem and The Royal College 
of Art, London. She has received several awards, including The Ministry of Science and 
Culture Award, The American Cultural Association Award and The International Sandberg 
Award. 

The culture and linguistic fragmentation and the imperfection of the spoken language 
drove her to look for another kind of expression which is where she discovered illustration 
and the grahic image. She practices graphic dialogues in a free and untraditional 
manner. 

Her work is a way of looking at the world, understanding it and being in it in a way that 
sheds light on the concealed and quirky elements of everyday life. She has worked with 
UNICEF, The Hebrew Language Academy, Ha’aretz Newspaper, Hakibbutz Hameuchad 
Ltd., American Committee for the Weizmann Institute of Science, New York. She is currently 
working on a graphic novel addressing human stories of tension and 
renewal, love and loss. 

Since 1994 she lectures in Illustration and design at the Bezalel Academy of Arts & Design, 
Jerusalem and at the Holon Institute of Technology, Holon.
She lives and works on a Kibbutz with her family and looks forward to her next trip 
to the desert. 
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Abstract
Citing the term ‘history of art’, a question arises whether art could constitute itself 
an independent research tool. In other words, to what extent can art be studied without 
having to place it in a specific historical context? Art, especially in areas of conflict and 
cultural divisions, is often confronted with issues related to history, sociology and politics. 
Cyprus is an example. Under the sovereignty of Britain for several years and forcibly 
divided by a Turkish military intervention in 1974, the history of this island played and 
continues to play a key role in shaping the art in Cyprus.

Given the political status quo, the prevailing Western influences and the relative stability 
in everyday life that prevails, even though one third of the island is occupied, how can 
art history in Cyprus be studied and taught? Focusing on  the work of Cypriot artists, 
artistic projects and practices that take place in Cyprus, we can argue that artworks 
themselves could constitute a path leading us to the pedagogic approaches of art 
history.

From the perspective of art history, this presentation – which relates mostly to the period 
after 1974 – shows through the artworks and artistic practices of Cypriot visual artists, 
the relationship they maintain with the divided space, with history with the historical 
narratives and the reifications of collective memory. The artistic creations in question 
deal with the particularity of this fragmented space that often constitutes the starting 
point of the creation of the work of art: the memories of the lost place situated on the 
other side of the demarcation line, the experience of the present space and the 
appropriation, real and metaphorical, of the dead zone. They express nostalgia of the 
lost place, they create new cartographies of the space at present and open, 
with a view to reconciliation, the field of possibilities.

Bio
Dr Monika Asimenou is an art historian whose work focuses on art in conflict areas 
and particularly Cyprus. Her interests include the notion of division, space, memory and 
history. She graduated from the University of Paris 10 Ouest-Nanterre where she obtained 
a PhD in History of Art. She also obtained an MA in Visual Arts from the University of Paris 
1 Pantheon-Sorbonne. She has a record of cooperating with museums and cultural 
associations, has curated and guided many exhibitions and published a number of 
articles. During 2011- 2013 she worked in the Permanent Delegation of Cyprus to UNESCO 
where she participated in many conferences of cultural context and organised related 
exhibitions and events. 

Approach of the pedagogy of art history through artworks

Dr. Asimenou Monika 
monikaassimenou@hotmail.com
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The transregional focusing on contemporary Egyptian art leads to new challenges 
for research studies in order to develop appropriate methodological approaches. 
Two problematic issues emerge within this context: There is an insufficient tendency 
to evaluate artistic practices either to their affinities to ‘Western’ concepts and 
therefore to relegate them as derivative or to measure these contemporary artworks 
as merely current reflections of political and social struggles, without taking into 
account their respective historical context. Neglecting the role played by local modern 
artists in the social and political transformations from the beginning of the 20th century 
also creates a lack of understanding when referring to contemporary art concepts. 
It is thereby necessary to critically reflect the normative meaning of abstract terms 
that have emerged within the artistic and intellectual discourse – such as nahda 
(cultural awakening), asala (authenticity), mu’asira (contemporaneity) and so on – 
in order to understand their historical construction and current negotiation.

One emerging narrative mode, in which these terms are reflected, can be observed 
in the appropriation of subversive strategies in artistic expressions and concepts. 
By critically reflecting binary dichotomies such as authentic versus modern, local versus 
global, East versus West, artists such as Lara Baladi, Huda Lutfi and Marwa Adel evoke 
an undermining potential. These artistic practices claim to rethink concepts of 
dichotomy paired with hegemony and ideology. In a semiotic and contextual analysis, 
my aim is to show how these artistic strategies can be described as a form of subversion 
and reflection. As I will demonstrate, they form an ideal framework for thinking through 
the current debates about the formulation of a ‘Global Art History’.

Bio
Judith Bihr has worked since 2015 as a curatorial assistant at the ZKM | Center for Art 
and Media Karlsruhe, Germany. She completed her PhD on Contemporary Egyptian Art 
as a scholarship holder at a.r.t.e.s. Graduate School for the Humanities Cologne. 
Her thesis received the DAVO Dissertation prize 2015. She focuses her research on 
Global Art History, Postcolonial Studies and Transcultural Art Theory with a special focus 
on the Middle East and the Arab world.

Pretty Transformations
Subversive Strategies and Forms of Expression in contemporary 
Egyptian Art 

Bihr Judith, ZKM | Center for Art and Media Karlsruhe
judith.bihr@googlemail.com
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This paper will provide a broad outlook on the transformation of the Iranian contemporary 
art in past thirty years. It will also, perhaps for the first time, identify this shift as a neoliberal 
shift. 

A number of commentators have spotted a shift in Iranian contemporary art of the 
mentioned period. In the language of the Iranian intellectuals, this mainly welcomed 
as a shift from ‘revolutionary’ and ‘ideological’ art to a ‘non-ideological’ one. It is broadly 
agreed that this shift happened sometimes around 1990s. After the turmoil of early years 
of the revolution and after the Iran-Iraq war, began the new era of ‘reconstruction’. 
Around this time, the political and intellectual arena was highly influenced by the 
shockwaves of the Soviet Union’s collapse and the global advent of neoliberalism.

‘Commercial’ galleries, international competitions such as Venice Biennale, European 
museums and galleries as well as a newly emerged group of ‘curators’ played part in this 
discursive shift. One should not forget Christies’ auctions mainly in Dubai and academic 
conferences and exhibitions in schools of Oriental studies in Europe and the UK. 

Young and emerging artists began to identify themselves with ‘international’ and 
‘cosmopolitan’ norms, creating ‘non-political’, ‘non-ideological’ and commercially 
‘marketable’ works. Transnationalism and globalization became a new trend. 
Craving success in the European market led the artist into answering to the European 
‘expectations’ by reproducing Orientalistic themes or by representing themselves 
as Orientalised subjects. 

Keywords: neoliberalism, ideology, curator, Iran, contemporary art, modern, traditional, 
orientalism, cultural schizophrenia

Bio
Mohsen Biparva (PhD, AHEA, PGCHE) is a London based artist, writer and editor. 
•  PhD, Media Arts – University of London  2012          
•  Associate Member (AHEA) - Higher Education Academy  2008   

•  Postgraduate Certificate in Education- Higher Education Academy  2007                
•  MA, Photography- Tehran University of Art  2004    
•  BA, Photography- Tehran University of Art  2002 

The Neoliberal Shift in Iranian Contemporary Art 
and the Ideology of Non-ideological Art 

Dr. Biparva Mohsen
mbiparva@gmail.com
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Jerusalem today is far from being culturally diverse, but it is temporally diverse. 
In other great cities of the world people from different places come together to live in the
present. In Jerusalem, people live in the same location but, for the most part, they prefer 
not to be present to each other. Jerusalem is a chronopolis, a city that is folded within 
different temporal layers, each moving differently in time. Some live a biblical time zone, 
others in the middle ages; the 18th century is still going strong, and the 19th century also 
has several adherents. Some move very fast forward, while others gradually resign or turn 
backwards to their chosen temporal site of origin. What defines a community is mostly 
a temporal designation. And in Jerusalem, few live in the ongoing present we now call 
the contemporary.

So opening a contemporary art space in Jerusalem was a unique challenge. It makes 
you ask what’s the purpose of art, what it serves, how it communicates and to whom.
Above all, it makes you ask what are the characteristics of “the contemporary” since
choosing this way of life is far from evident. What are the values that we (who are we?)
contemporaries cherish, and what are our practices of truth making or life shaping?  

Bio
Roy Brand is lecturer in philosophy at the Graduate School of Bezalel Academy of Arts 
and Design, Jerusalem. He founded and directed Yaffo 23, a center for contemporary art 
and culture, and he is editor and curator of numerous art exhibits, among them, 
The Urburb: Patterns of Contemporary Living (Israeli Pavilion of the 14th International 
Architecture Exhibition in Venice) and Bare Life: Contemporary Art Reflecting on the State 
of Emergency (Museum on the Seam, 2007). His book LoveKnowledge: The Life of 
Philosophy from Socrates to Derrida was published in 2012 by Columbia University Press.

Chronopolis: how to do contemporary art in Jerusalem 

Dr. Brand Roy, Bezalel Academy of Arts and Design 
brandroy@gmail.com
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My research interrogates the contemporary practice of street art in Cairo post-2011
by elaborating on and problematizing the perspectives of street art practitioners 
and their understandings of the intersection between art and the political against 
a backdrop of continued political change and turmoil. Based on in-depth, active 
interviews and participant observation in Cairo during my PhD fieldwork, my research 
examines how cultural producers in the street renegotiate and contest the meaning, 
role, and relationship of art and the political, and how this has affected their 
understandings of themselves, their society, the relationship (or lack of) between art 
and the political, and their everyday lived space. This research aims to examine the 
nuances of the rising critical art scene in Cairo by highlighting the street and the cultural 
producers in it as a rich cultural field worthy of study which can provide valuable insight 
on the changing intersection between the political, cultural, and social understandings 
of art in contemporary Egyptian society by shifting the focus away from the actual 
‘revolutionary’ (a highly contested term) art works (which are significant as the products 
of the revolutionary imaginary) by exploring the actual dynamics of producing art on 
the streets in Cairo and how cultural producers are revolutionizing art – that is, the way 
art is thought of as a cultural form, why it is being created and why this is relevant, 
and about how it is performed in the street by the artist as a mediator. 

Bio
Rounwah Adly Riyadh Bseiso is a final-year PhD Candidate at the Centre for Media 
Studies at the School of Oriental and African Studies (SOAS)-University of London.  
She has worked as an intern for the International Organization for Migration and the 
United Nations High Commissioner for Refugees (UNHCR) in Cairo, Egypt and for the 
United Nations Development Programme (UNDP) in Kuwait.  She has also worked for 
the United Nations Human Settlement Programme (UN Habitat), as a researcher for the 
Palestine Land Society, and as the International Program Coordinator in Gulf University 
for Science & Technology in Kuwait.  She currently has a forthcoming journal article 
in the British Journal for Middle Eastern Studies, and has published a book chapter 
in the edited book Narrating Conflict in the Middle East: Discourse, Image and 
Communications Practices in Lebanon and Palestine.

Revolutionizing Art on Cairo’s Streets

Bseiso Rounwah A., School of Oriental and African Studies
University of London
244765@soas.ac.uk
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Modern literature on Saudi Art History and Contemporary Saudi Art in Western definitions 
is noticeably limited when compared to other parts of the Middle East region and the world. 
Nevertheless, contemporary Saudi art today has gained international attention over the past few 
years and it continues to inspire emerging Saudi artists. More and more events, cultural institutions 
and public programs are on the rise in the country such as “Jeddah Arts 21, 39”. 
The position of Saudi Contemporary Art in the Middle East has become more relevant 
on a cultural and financial level. Artists have been exploring Saudi identity and the perception 
of Saudi traditions and culture. Conceptual art has become an intellectual tool for those who 
want to transform their opinions in messages. Even though the Contemporary Saudi Art scene 
has been widely recognized, it is still limited to a handful of local Saudi artists. At the same time 
the approach to dealing with these artists and their work has followed a Western approach, 
traded within the Western markets, mostly displayed in galleries outside the Kingdom, 
and appreciated by a Western audience. Therefore, the level of the public’s engagement, 
participation, and interest in contemporary Saudi art still have a long way to go.
The presentation will answer the following questions:

1) What is the position of Saudi contemporary art in the Middle East and what does the future 
look like?
2) How can the contemporary art scene improve the local infrastructure to support local artists?
3) How important is cultural education in changing the public’s perspectives towards valuing 
contemporary art?

Bio
Eman Bukhari is a cultural organizer and educator based in Saudi Arabia. Since 2013 Eman 
has been a Program Developer at the King Abdulaziz Center for World Culture. She has an MA 
in Middle East Policy Studies from the University of Exeter, UK and a BA in International Studies with 
a focus on International Relations and a minor in Psychology from the American University 
of Sharjah, UAE. Her teaching experience and publications have focused on global awareness, 
public policy, and social and cultural identity development. Eman was a founding member 
of Kurt- a social business that strives to work with the community for sustainable positive change.

Candida Pestana joined the King Abdulaziz Center for World Culture as a curator and public 
programs coordinator in 2014 to work as part of the Museum team, managing the public 
programs for the upcoming exhibitions in its four galleries, an exhibition hall and a children’s 
museum. Candida is responsible for both the programmatic offers to the public and the 
development and organization of these offers with a curatorial perspective. She has a degree 
in Fine Arts Painting at the University of Porto and completed her MA in Curatorial Studies at the 
Zurich University of the Arts (2012) with a thesis entitled: “Uses Of Public Space”. She has worked 
in contemporary art galleries in Barcelona, Porto, Zurich and she has curated several 
contemporary projects, including ‘Coffee Talks’ and the symposium ‘Art in Public Space’ 
at Perla-Mode in Zurich, ‘Dialogue Among Civilisations’ and a conference entitled ‘Art and Social 
Justice’ (2010), both projects in South Africa and supported UNESCO. In 2013 she worked for the 
United Nations Office in Geneva at the Cultural Activities program, organizing and coordinating 
more than 60 annual cultural events. She has published in several art catalogues and online 
publications such as Oncurating.org.

Saudi Contemporary Art Perspectives: engagement through culture 
and education. 

Bukhari Eman, King Abdulaziz Center for World Culture 
Pestana Candida, King Abdulaziz Center for World Culture
b_eman@live.com, candidapestana@gmail.com
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This research looks at the culture of Egypt’s football based fans the Ultras. This organisation 
first emerged in 2007 and membership multiplied across the metropolis amongst the 
frustrated youth population trapped within in the stultifying atmosphere of Mubarak’s 
Egypt. Despite some notoriety in these early years their full impact on Egyptian society 
only became visible in the 2011 uprising against the regime. However, in the 
contemporary climate the political landscape remains hostile to such street agitators 
and these fanatical football communities have been reclassified as terrorists by the new 
draconian direct rule of president Abdel Fattah el-Sisi. 

The practice-based research examines the unique dynamic of the Al-Ahly Ultra group 
and how they operate within the social fabric as both aesthetic actors and political 
beings. More Out of Curiosity is a film project that uses documentary conventions and 
found media to bookmark a year in the history of the group in Cairo. The film begins with 
an attack on the Ultras in Port Said in 2012 where 74 were murdered, and ends with the 
court case in Cairo a year later. The chaos of this event caused the suspension of the 
domestic football league and no fans can attend football fixtures since this incident. 

This conference paper presentation would be based on the film project process 
to examine the role of aesthetics in forming their remarkable collective identity. 
The Ultras in Cairo are a salient reminder of the potential of street politics to emancipate 
the individual and the somewhat pyric nature of such collective achievements in history. 
   

Bio
Ronnie Close is an academic, documentary photographer and filmmaker currently 
based in Cairo, Egypt. His research work explores the intersection between aesthetics 
and politics in social events through visual media. Over the last three years he has 
focused on image politics in the Middle East in projects and publications. 
He is an Assistant Professor of Photography and Media in the Department of Journalism 
and Media Communication at the American University in Cairo. In 2010 he was awarded 
a practice-based PhD in Photographic Research from the University of Wales Newport, 
UK. He has shown work in film festivals and exhibitions throughout Ireland, UK, Europe, 
North America and the Middle East. Some venues include: The Photographers Gallery 
London, (2015), QUAD Art Gallery, (2014) Derby, UK, Brighton Photo Biennial, UK (2012), 
The Kassel Documentary Film & Video Festival (2011), and Picture This Gallery (2010). 
He has published articles and book chapters on image media theory journals 
and some of these include: Architecture and Culture Magazine, (2014) The Philosophy 
of Photography Magazine, (2013), and his project works have been reviewed in Frieze 
Magazine, (2013), PhotoWorks Magazine, (2012). 

Between Stadia and Street: The Hooligan Dissensus of Cairo’s 
Ultras Football Fans

Dr. Close Ronnie, American University in Cairo
rclose01@aucegypt.edu
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Throughout history, art was a trait commonly associated with autonomy and authenticity. 
At the dawn of the 21st century an artistic project resembles more and more a start-up 
company and it is often required from artists to be not simply artists but entrepreneurs, 
branding gurus and social networking experts. Yet these qualities are not necessarily 
those which make a good artist. The lines between artistic activity, artistic innovation 
and entrepreneurship marketing are now blurred and intertwined. 

What is to become of the artist, or the art itself, that does not desire to be transformed into 
a enterprise of lifestyle marketing? If one does not possess the capabilities or willingness 
of entrepreneurship he/she can be, at best, a knowledge worker: the one that works 
for the innovative entrepreneurs/artists of the creative industry. Since the idea of patrons 
seems an outdated reality of previous ages, today’s reality is still presented as autonomy 
and self management. However the silent patron is, most often, the market itself.

The present paper seeks to provide an analytical framework from which we can further 
our understanding of the field of art and artists in a crisis ridden society. 

Bios
Constantinos Constantinou is a political scientist and independent researcher. 
He has attained a degree of Political Science at the Aristotle University of Thessaloniki and 
an MA in Social and Political Thought at the University of Sussex focusing on Critical Theory. 
He has published and presented on issues of labour, class and race relations as well as 
on aesthetics, culture and discourse analysis. 

Academia.edu link: http://ucy.academia.edu/ConstantinosConstantinou

The artist as entrepreneur: 
The new spirit of creative capitalism 

Constantinou Constantinos
connou0@gmail.com
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The production of art histories has long been utilized as a tool at the service of the 
construction, promotion and projection of nation-building narratives to selectively 
illustrate the state’s, nation’s or group’s glorious past and link it to an inevitable present. 
As elsewhere, in the post-Ottoman environment too, art historiographies sieve complex 
imperial histories through narrow nation-centric prisms that normalise the reductive 
teleologies of the nationalist imagination and exclude, in the process, diverse voices 
whose mere existence complicates their artificial simplicity.  

This paper focuses on the rendering of Ottoman visual arts production in Turkish 
and Armenian historiographies, and considers, especially, the absence of Ottoman 
Armenian actors from these histories. Whilst Armenians could be substituted 
by a number of other native Ottoman subjects, this presentation proposes that their 
consideration is particularly instructive: after all Ottoman Armenians, a highly 
heterogeneous group, represent the one significant native population with the widest 
geographic reach, whose contribution spanned all areas of visual arts production, 
and who played a major role in shaping every aspect of Ottoman visual culture 
(and not just visual culture), especially throughout the long nineteenth century. 
Yet, they have been assigned to a historiographic no man’s land, an exclusion further 
exacerbated by the extreme and painful rupture between them and their Ottoman 
historical context. This paper advocates a reframing of the lens towards the production 
of inclusive, nuanced and methodologically sound histories of the Ottoman art historical 
experience to bring their, and all other silenced, voices into the picture. 

Bio
Vazken Khatchig Davidian is a final year doctoral candidate in history of art at Birkbeck 
College, University of London. His thesis is entitled The Representation of the Figure of the 
Bandoukht (Migrant Worker) from Ottoman Armenia in Late Nineteenth Century Con-
stantinople Realism. He is the editor of Towards Inclusive Art Histories: 
Ottoman Armenian Voices Speak Back, a Special Issue on Art History of the journal 
Études arméniennes contemporaines (Paris: Dec. 2015). 

See https://birkbeck.academia.edu/VazkenDavidian

Reframing Ottoman Art Histories:
Bringing Silenced Voices into the Picture

Davidian Khatchig Vazken, Birkbeck University of London
vazkenkdavidian@gmail.com 
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The teaching of Art History in Lebanese universities has raised increasing awareness 
of the transplant of a Western Art Historical Tradition and, therefore, attempts have been 
made to break this model. Yet, at the same time, Master degrees in Curating and Art 
Critics have emerged, sometimes in institutions not offering art history at undergraduate 
level, and the focus of curatorial practices has put into light local contemporary 
practices and their display. 

This change was allowed by a rethinking of the structure of fine arts and art history 
departments since the beginning of the 2000s and the conclusion to bring on a new 
dimension to revitalize the pedagogies of art histories in Lebanese Institutions. Courses in 
Curating and Art Critics have had a tendency to flourish without the necessary distance 
to assess their real impact and need in the Lebanese and Middle-Eastern cultural 
networks. 

Still, the definitions of curating and curatorial practices are vague, if one considers 
recent publications in the UK on this precise topic. This paper will try to establish 
a chronology from “traditional” art historical teaching to the curatorial and isolate 
notions transplanted from the West and the way these are being worked out in the 
Lebanese context. experience to bring their, and all other silenced, voices into 
the picture. 

Bio
Isabelle de le Court holds a PhD in History of Art from the University of Leeds. Since 2013, 
she has been a lecturer and coordinator in History of Art at the Lebanese Academy 
of Fine Arts (ALBA), University of Balamand in Lebanon. Her book, Post-Traumatic 
Art in Post-War Sarajevo and Beirut in Cross-Cultural Perspectives will be published 
by I.B. Tauris in 2016. 

Is Curating the New Art History? An approach to art pedagogies 
and the shift to Curatorial Practices in Lebanon

Dr. De le Court Isabelle, Lebanese Academy of Fine Arts
isabelle@delecourt.ch
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This session proposes an exploration of radical arts pedagogy occurring outside of formal 
institutions in the Middle-East. Unlike the neoliberal marketisation of higher arts education 
in Europe, which prompted the formation of selfdetermined, free art schools, in the Middle-East 
such programs – Ashkal Alwan’s Home Workspace; Wael Shawky’s MASS Alexandria; 
Ahmet Ogut’s Silent University; Sada in Iraq; Nadi in Palestine – are urgent responses to a lack 
of regional infrastructure and poor resources for artistic practice. They are politicised spaces, 
that frequently define themselves in terms of their locality.

As Tom Holert asserts, aside from being a common resource and commodity, ‘knowledge 
is critically framed as the medium of colonial dominance...to be contested through acts 
of ‘de-linking’ the ‘Global South’ from western philosophical traditions while creating 
independent, self-determined ways of knowing.’ In the face of franchisement of higher arts 
education in the UAE and Qatar, and a growing topography of regional museums and private 
art institutions – of which Tony Salame’s Aishti Foundation in Lebanon is the most flagrant 
example – how do alternative spaces for arts education and public programming ‘de-link’ from 
such paradigms to articulate Middle-Eastern art historiography, and develop local artistic work? 
How are institutions shaped by the practices they stimulate?

Drawing on the work of Sam Thorne, Irit Rogoff, Christine Tohme and Rijin Sahakian, 
this presentation examines the kinds of knowing such programs stimulate; questions the ways 
they repeat, redraw or refute western paradigms for artistic knowledge production; 
and explores their relationship to the changing economic, political and art institutional 
landscapes of Beirut, Ramallah, Baghdad and the Gulf.

Bios
Rachel Dedman (b.1989, London) is an independent curator and writer based in Beirut, 
Lebanon. Rachel is currently curating the inaugural satellite exhibition for the Palestinian 
Museum, 2016, (West Bank) on the history and contemporary political significance 
of embroidery and textiles. In 2015 she curated the winning Franchise Program exhibition 
for apexart (New York, USA), exploring outer space and science fiction with artists from across 
the Middle-East, along with Incidental/Peripheral, screenings of Mediterranean video art 
for MUU Galleria (Helsinki). From 2014-15 she was curator-in-residence at 98weeks (Beirut),
organising conversations concerning the changing topography of art institutions
in Lebanon.

Rachel’s writing has been commissioned and published by Ibraaz, the Mosaic Rooms, 
Culture+Conflict, ArtDiscover and the Journal of Art Historiography. She was a finalist in the 
International Awards for Art Criticism, and has received scholarships from Independent Curators 
International and the Getty Foundation. She is the co-founder of the collective Polycephaly, 
which transforms research projects into meeting-points to formulate and share ideas around 
art-making in Lebanon and Syria; Polycephaly received an RTR Grant from the Arab Fund 
for Arts and Culture to hold their first forum in 2016.

Rachel holds a First-class degree in the History of Art from St. John’s College, 
University of Oxford, and was the Von Clemm Fellow at Harvard University, 2012-13, where 
she specialised in art from the Middle-East. In 2013/14 she was a participant of Ashkal Alwan’s 
Home Workspace Program, Beirut.

www.racheldedman.com

Knowledge Bound: Alternative Arts Education in the Middle-East

Dedman Rachel
racheljdedman@gmail.com
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Inasmuch as the events of 2010 and 2011 ushered in tremendous shifts in political consciousness 
across the Mashreq and Maghreb, they too increased the mass movements and migrations 
of humanity. That Maghrebi spheres of cultural production have sought to document and 
problematize these seismic transformations is undeniable. While narratives of hardship, 
stagnation, and political struggles undergird most analyses of the post-revolutionary Maghreb 
and discourses of migration, this paper seeks instead to demonstrate how the visual strategies 
of contemporary artists render the traumas of dislocation - both real and metaphysical - 
and in turn, engender a politics and aesthetics of placelessness. This essay probes into the 
placeless nature of not only the artists’ liminal operations but also explores the conceptual 
methods through which the tensions of migrancy are manifest. Yet, the question remains: 
How does the trope of the border inform the creative expressions of not only entrapment, 
but endless mobility? In what ways do these artists adopt visual praxes that are politically 
engaged? How do fraught and layered transnational narratives of migration speak to the 
complexities of placelessness and displacement? How are the figure and position of the 
migrant visually treated in their works? Commanding a transregional and liminal visuality, 
and guided by the works of artists such as Bouchra Khalili, Yto Barrada, Kader Attia, Driss 
Ouadahi, Mohamed Ben Slama, Zineb Sedira, and Moufida Fedhila, among others, this essay 
theorizes the political junctures and paradoxes of place/placelessness, and the transnational 
networks of empathy and solidarity in which these artists’ works are inscribed. 

Bios
Nancy Demerdash is a Lecturer at DePaul University, where she teaches courses on modern 
and contemporary African art and architecture. In October 2015, she defended 
her dissertation, “Tunisia 1940-1970: The Spatial Politics of Reconstruction, Decolonization 
and Development,” to the Department of Art & Archaeology at Princeton University. Her written 
work has been published in New Middle Eastern Studies, the Journal of North African Studies, 
and the Journal of Arabian Studies (forthcoming). Recently, she also joined the editorial team 
of the International Journal of Islamic Architecture as an Assistant Editor. 

Confronting the Politics of Place and Displacement in Maghrebi 
Diasporic Arts

Dr. Demerdash Nancy, DePaul University 
nancy.demerdash@gmail.com
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Art history survey textbooks have improved recently in their inclusion of non-Western art, 
however they still largely segregate that content in chapters such as “Islamic Art” 
or “Art of Asia Before 1200.” This brings the material into the syllabus but does little 
to assist students in developing a global visual vocabulary or a holistic understanding 
of the role of the arts in different cultures. It also encourages a structure in which less 
class time is spent on non-Western areas and indeed makes it easy to skip some 
or all of those topics altogether. This is a particularly troubling gap when teaching 
art history in a region, such as the Arabian Gulf, that has been historically marginalized 
within the discipline of art history.

Teaching in the United Arab Emirates I have worked to redesign the art history survey 
courses to take a broader look at world visual culture with a particular attention to visual 
themes and aesthetic connections between cultures. For example, one integrated unit 
might focus on the use of color and pattern in cultures ranging from Celtic Northern 
Europe, to the Arabian Peninsula, to Central and South America and discuss not only 
regional differences in design but also ways in which distant and seemingly disparate 
cultures influenced each other aesthetically as well as politically and socially. 
In this presentation I will share the challenges and opportunities provided by this 
approach and discuss its potential as a pedagogical strategy for teaching art history 
in the Middle East.

Bio
Dr. Sabrina DeTurk is currently Assistant Professor in the College of Arts and Creative 
Enterprises at Zayed University in Dubai.  Dr. DeTurk’s research interests center on art 
as a form of social commentary as well as the contemporary visual culture of trauma 
and conflict.  Current projects include a comparative study of memorial architecture 
and memorial museums in the U.S., Europe and the Middle East as well as research 
on street art and visual culture in the Middle East and North Africa. She has presented 
papers as numerous conferences and had essays and reviews published in exhibition 
catalogues, arts journals and interdisciplinary publications.

Global Art History in the Middle East: Pedagogy and Practice

Dr. DeTurk Sabrina, Zayed University, Dubai.
sabrina.deturk@zu.ac.ae
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This paper (with photographic imagery by the author) is a report from the field, exploring the 
importance of the nodal point - what has always been important within the “Middle East” 
is the nodal point, places of; water, gardens, sanctuary, religious, cultural, and strategic 
importance. Art Histories emanated from these cultural centers to the periphery, the “West”, 
not the other way around. The map of significant nodal points testifies to this fact – Jerusalem, 
Mecca, Antioch, Cappadocia, Troy, Constantinople, Damascus, Aleppo, Mt Sinai, Palmyra, 
Babylon the list can go on. 

Part of the trouble of the “Middle East” is that those not of the “Middle East” interfere with 
the space, only the outsiders call it the “Middle East”. Mesopotamia - the Arabic Lands- Asia 
Minor, the lands butting up to Persia are all because of external forces, in flux. 
The Sykes Picot lines in the sand have been for now made irrelevant, these colonial lines 
are up for re negotiation one hundred years after they were secretly installed. 

EI: A new/old nodal point which echo’s from the past to the present is now the Greek Island 
of Lesvos, a major ancient historical stepping stone from the East to the West, a place that 
the East Mediterranean peoples (we call them Syrians) step from the East into “Europe” 
and sanctuary.  Ai Weiwei travels from East of the Middle East to the West, Lesvos, highlighting 
the ancient route into the West and the shift in the global art worlds’ peripheries.  

Bio
Dr. Phillip George is an artist and academic based in Sydney. His work as an academic 
in the field of digital media has been pivotal to the establishment of the academic discipline 
in Australia. As Head of the School of Media Art at UNSW Art & Design he was responsible 
for developing and delivering the first Digital Media Degree at UNSW (including head-
hunting new staff). In this role he developed a degree program that covers all aspects 
of Media Theory, Digital Photography, Sound Media, Animation 2D & 3D, Interactive Media 
and Game Design. In addition to this, George also developed (in collaboration in the School 
of Computer Science UNSW) a Double Degree in Digital Media and Computer Science. 
George’s work in this regard was ground-breaking in the practice-led research landscape 
of Australia, as both degree programs continue under the umbrella of the Bachelor of Media 
Art at UNSW. In addition to teaching and the design of academic programs, Phillip George 
has supervised 6 successful PhD students and has co–supervised another 5. George continues 
to attract PhD students from Iran, Jordan, Saudi Arabia, Lebanon, Pakistan and Asia Minor 
in particular. 

Beyond teaching and supervision, Dr Phillip George is renowned for his artistic practice and 
research publications that show an emphasis upon research outreach toward CALD groups 
in Australia. George’s practice operates across zones of cultural difference; exploring and 
making connections between the complexities that exist between the ‘East’ and ‘West’. 
His work draws connections between Australian beach culture and the fractured, turbulent 
zones of the Middle East. His work is represented in collections of the National Gallery 
of Australia, The National Maritime Museum Sydney and in extensive private collection 
nationally and internationally. George has exhibited widely over the past thirty years with 
exhibitions throughout Australia, Europe, America and Asia, has had 30 solo shows and over 
100 group exhibitions (see selected exhibitions below).

Mobilization of the Nodal point 

Dr. George Phillip, University of New South Wales
p.george@unsw.edu.au



32

Abstract
Since 2009, Jerusalem-born artist Dor Guez has developed the Christian Palestinian Archive
(CPA), a digital archive that serves as both a community resource and the basis for his 
ongoingvideo and photography projects. Starting from his own family’s history in al-Lydd, 
Palestine (present day Lod, Israel), in the last six years Guez has accumulated thousands 
of images from individuals through open calls across the world that, taken together, 
trace a history of important events in the Christian Palestinian community before and after 
the establishment of the state of Israel in 1948.

The CPA is not engaged in material conservation, and all “original” photographs are returned
after being added to the online database. Thus, each image in the archive has at least two 
lives and shares at least two authors: the original photographer or owner, and Guez, 
who through his scanning process, reframes and edits the original composition into a high-
resolution digital work. Through a process that the artist calls “scanograms” - a technique 
of scanning original documents in many layers in order to produce new high-resolution digital 
prints - Guez’s own work emphasizes the photograph’s material history as an object 
of evidence: its tears, creases and evidence of handling over time.

In the spirit of the collaborative nature of the CPA, my presentation in Cyprus will include new
research and materials developed from the exhibition “Christian Palestinian Archive: 
A Project by Dor Guez,” which I am curating at The James Gallery, The Graduate Center, 
CUNY, from April 7-June 4. The presentation will analyze the ways in which the CPA was 
displayed in The James Gallery—marking the first time the archive has been shown 
in an exhibition context. The presentation will also discuss material received from the open 
call for submissions to the archive from the Christian Palestinian community in New York.

Bio
Chelsea Haines is an independent curator and doctoral candidate in art history 
at The Graduate Center, CUNY. Haines is currently a Presidential Research Fellow 
at The Center for the Humanities. Since 2009, she has organized exhibitions and public 
programs for institutions such as Independent Curators International, Portland State University, 
Museum of Contemporary Art Detroit, the Shanghai Biennial, and the Vera List Center 
for Art and Politics at The New School. She is currently adjunct lecturer at Brooklyn College.

From Collection to Archive, One Scan at a Time - Dor Guez’s Christian 
Palestinian Archive Project

Haines Chelsea, The Graduate Center, CUNY
chelsea.haines@gmail.com
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In the autumn of 2005, composer Merlijn Twaalfhoven organized a project called 
‘Long Distance Call’ which involved musicians, singers and poets creating a musical 
performance across the ‘Green Line’, in the heart of the capital, Nicosia, Cyprus, 
which I participated in willingly. My experience of the project, which also became 
a documentary called ‘Cyprus: Echoes Across the Divide’ (directed by Adam Sébire, 2007) 
turned out to be entirely different, leaving what can only be described as a sense 
of disappointment, even bitterness. There was a key moment in the process where I engaged 
in a preparatory workshop with a member of the ‘Long Distance Call’ team which can best 
described as a conflict over our artistic contribution to the project. This touched on the idea 
that ‘outsiders’ come and go, make their projects, but we are left to live, the reality of the 
green line/division of Cyprus. It also related to different perceptions of what artistic creativity 
means. As an academic and practitioner, I have always been concerned with matters of 
‘who speaks’and ’how’ so when the documentary was made and screened to an audience 
in the buffer zone through The United Nations Development Program, the only moment when 
the audience laughed was this ‘reality-TV’ style conflict. As the director did the screening to 
get feedback/reactions, I decided to say this made feel uncomfortable. This presentation will 
explore this process from the point of view of perceptions/reception and different audiences 
and who, ultimately ‘speaks’. 

Bio
Mike is an Associate Professor at The University of Nicosia in the Department of 
Communications. His PhD was in Cultural Studies at The Centre for Contemporary Cultural 
Studies (CCCS) in England. CCCS was an important experience as it defined many aspects 
of his academic, cultural and political perspectives. Besides being an academic Mike is also 
a performance poet, recording artist, DJ, radio presenter and freelance writer.  
These experiences have enhanced and informed his writing and research for the last two 
decades. Recent publications include an edited volume on ‘Art & Social Justice – The Media 
Connection’ (Cambridge Scholars 2015); a chapter in ‘Music In Cyprus’ Edited by Samson, 
J & Demetriou, N (Ashgate, 2015); and co-editing a special issue of the Cyprus Review 
‘Media representation and the  2013 financial and political crises in Cyprus’ with Tao 
Papaioannou. Mike is particularly interested in art and social justice, media literacy, citizen’s 
media, colonial writing/texts, applied ethnomusicology and the impact of technology on 
creative musical processes. He also produces a weekly radio show ‘Outernational’ broadcast 
on 4 different stations worldwide.

Linked in page, http://lnkd.in/_VZcm8 

You laugh with my pain – self-reflection on a ‘reality-TV’- like conflict 
situation/moment in a documentary and music event about division 
in Cyprus

Dr. Hajimichael Mike, University of Nicosia
hajimichael.m@unic.ac.cy
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μή κίννη χέραδος
do not move stones

-Sappho fragment 145
(transl. Anne Carson, 2002)

In the late 1990’s I heard that stones from archaeological ruins of Cyprus had been used 
to build the Suez Canal.  I stored this rumour in the back of my mind because although 
I checked, I could find no documentation: nothing beyond a footnote of what was 
certainly a disaster for Cypriot cultural heritage.  Then, in 2007 I was invited on container 
ship that would make a Suez Canal crossing in its regular commercial voyage. 
A week after I boarded in Hamburg I was taking photographs of the entire 102-mile length 
of the canal’s interior.  It was lined with stone.

Artists undertaking practice-based research are able to uncover and expose 
interdisciplinary gaps in storytelling, but what can be exploited from these interstices, 
and why is this the province of artists? The Stones of the Suez Canal project will be 
presented, including documentation of situational research from the ship, Port Saïd, 
archaeological sites, archives and exhibition materials from Cyprus and Germany.  
The project deals with an archeological-historical narrative that reinforces perceptions 
of victimhood while suppressing trends of local entrepreneurial ingenuity forced 
by colonial exigencies.  It looks at problems with contemporary and historical connections 
to the past, and finds populist viewpoints that contrast uncomfortably with academic 
and cultural ideologies about the potential value of rubble. Such alternative viewpoints 
are typically part of post-colonial scholarship, especially where archives are concerned, 
and so this presentation returns to question the role of the artist in research.

Bio
Elizabeth Hoak-Doering is an American Cypriot interdisciplinary artist, presenting research 
in identity, sound and materiality in visual work as well as writing. She is Associate Professor 
of Art at The University of Nicosia. Distinctions include 2016/17 Internationales 
Atelierprogramm at Künstlerhaus Bethanien, Berlin; and 2011 National Representation 
in the 54th Venice Biennale, Cyprus Pavilion; 1997 Unites States Fulbright Scholar. 
She has an MAed. and MFA in sculpture, and a B.A. in Anthropology (Amherst College 
1988). Her scholarly research is published, often themed in relation to her visual art works 
and usually timed for editing right when an exhibition opens. Two publications for the year 
2016 are “A Photo in a Photo: the Optics, Politics and Powers of Hand-held Portraits in 
Claims for Justice and Solidarity (Cyprus Review) and “The Ancient Stones of Cyprus and 
the Suez Canal” (Cahier du Centre d’Etudes Chypriotes). More information, images 
and publications on hoak-doering.com Born in Philadelphia, USA, based in Nicosia, CY.

www.hoak-doering.com

Stones as Currency in the 19th Century and Beyond: 
A Report on Practice Based Research.

Hoak-Doering Elizabeth, University of Nicosia
doering.e@unic.ac.cy
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This paper explores the impact of traveling and of participating in artist residencies 
on an artist’s practice. Over the past five years, I participated in a series of residencies 
in Europe and the US - a process that eventually became an integral part of my practice.

My methodology came to involve moving into a space, bringing some works 
and materials with me, making work in response to the space - including materials and 
traces found there - and setting up temporary interventions. For example, a series of works 
involved tracing floor stains and remaking them on pieces of vinyl flooring. Upon leaving 
a space, I would take the portable works with me and remove any immovable works, thus, 
erasing my traces. The portable works might then reappear in another space. Thus, traces 
of a space travelled with me to other spaces, participating in a form of migration that 
echoed my own movements.

Drawing upon my practice-based research, as well as upon feminist psychoanalytic theory 
and poststructuralist philosophy, I explore how notions of migrating may intermingle with 
artistic practice and recast the work an artist performs—an issue particularly relevant 
to artists based in small countries in the so-called “periphery.” I suggest that a way of 
working that remains attentive to the physicality of the workplace, conceptualizes space 
as non-blank/non-neutral. Moreover, the migration of materials and traces from place 
to place initiates a conversation between different spaces - a trajectory of interconnected 
spaces - that reveals subtle similarities and differences between locations and challenges 
any notion of a strict distinction between “center” and “periphery.”

Bios
Marina Kassianidou is a visual artist and academic. She has recently completed a Ph.D. 
in Fine Art at Chelsea College of Arts, University of the Arts London. Her research 
develops and works through ways of thinking around relationships and hierarchies 
between mark, material, and surface.  She graduated from Stanford University, as a CASP/
Fulbright scholar, with degrees in Studio Art and Computer Science (both with Distinction). 
She obtained an M.A. in Fine Art from Central Saint Martins College of Art and Design in 
London. Her work has been shown in group and solo exhibitions in Europe and the USA. 
Selected awards include grants from the A. G. Leventis Foundation and fellowships at the 
Virginia Center for Creative Arts, Hambidge Center for Creative Arts and Sciences, 
and Ragdale Foundation. She has participated in conferences in Europe and the USA 
and her writings have appeared in the journals ArtSEEN, The International Journal of the 
Image, RevistArquis, and Journal of Contemporary Painting, among others.

The Traveling Artist “Problem”: 
Everywhere, Nowhere, and Anywhere In Between

Dr. Kassianidou Marina, European University Cyprus
contact@marinakassianidou.com
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In Greek Cypriot history the four hundred years of Ottoman rule are known as the 
‘Dark Years’. This period has since the independence of the island from British colonial rule 
been completely erased from the cultural memory of Greek speaking Cypriots. The only 
instance it is remembered is to demonstrate the ‘barbarism’ of the Ottoman rulers and by 
extension the barbarism of modern Turkey and its occupation of part of the island since 1974. 
This paper will attempt to highlight these absent and hidden memories, which have been 
veiled by nationalist narratives by bring together literally and artistic production from the 
colonial and post colonial history of Cyprus in order to address issues of veiling and unveiling 
transcultural memories through life writing, poetry, landscape painting and photography. 

The paper will concentrate on the town of Famagusta part of which has been ‘no man’s 
land’ since 1974 and currently is attracting attention because of a number of political and 
civil initiatives to re-open and re-design the town. The first part of the paper will concentrate 
on the work of writer Agni Michailidi and her semi autobiographical work Το Παλιό Βαρώσι 
[The Old Varosi] (1970) and will be juxtaposed to the artistic output of painter Giorgos 
Georgiou. Both were born and brought up during the British colonial period in the town 
of Famagusta and their work reveals the complexities of the transcultural exchanges amongst 
the various ethnicities that lived in the city as well as the legacy of the Ottoman Empire. 
The second part of the paper will juxtapose their work to the recent civil initiative 
‘Hands on Famagusta’ project that aims to explore possibilities of re-building the town 
through urban design and architecture.   

Bio
Gabriel Koureas is senior lecturer in Modern and Contemporary Visual Culture at the 
Department of History of Art and program director of the MA Museum Cultures, Birkbeck, 
University of London.  His research concentrates on the memory and representation of 
conflict in the 20th and 21st centuries. He recently completed two AHRC networking grants: 
‘Ottoman Pasts, Present Cities: Cosmopolitanism and Transcultural Memories’ and ‘Terrorist 
Transgressions: Gendered Representations of the Terrorist’ which resulted in the co-edited 
volume: S. Malvern and G. Koureas (eds.) Terrorist Transgressions: Gendered Representations 
of the Terrorist (London: IB Tauris, 2014). His other publications include works on the 
commemoration of the First World War, art and the senses, and the visual culture of colonial 
wars of independence. He is member of the steering committee of the Centre for Cultural 
Memory, School of Advanced Studies, University of London.

He was born and brought up in the divided city of Nicosia, Cyprus, and he is currently 
completing a monograph on the colonial and postcolonial visual culture of the island. 

‘The Dark Years’: Ottoman transcultural memories and Cypriot 
artistic production

Dr. Koureas Gabriel, Birkbeck University of London
g.koureas@bbk.ac.uk
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This paper interrogates the empirically observable shift in Palestinian visual art practices 
after the 1993 interim Oslo peace accords: Away from the trope of a grand narrative of loss 
redeemed by struggle, to contemporary representations of the grim positivity of the 
protean and quotidian deployment of Israeli colonial occupation. This paper’s research 
question centers on the hermeneutics of the shift in visual arts’ political claim making. 

The paper’s principal argument is that contemporary practices largely continue to mobilize 
a representational regime of art that instrumentalizes a political pedagogy. This argument is 
furthered by two additional claims: First, while contemporary artists have built an esthetically 
and politically innovative and diverse corpus, it is one that often bypasses Palestinian 
audiences, and paradoxically risks banalizing the occupation by its construction of a new 
consensual mode of apprehension of Palestinians. Second, alternative practices that effect 
a politically dissenssual thwarting of expectationsexist, and deploy rupture to effect 
estrangement. 

I present my findings across five sections:First, a brief review of the theoretical proposals that 
structure this research, a brief overview of the historical development of visual arts praxis until 
the mid-1990s, a discussion of Post-Oslo visual arts’ empirical shifts, and a survey and analysis 
of contemporary Palestinian visual art’s principal thematics, styles, approaches and media. 
The paper ends with an exposition of alternative resistant artistic articulations. My conference 
presentation will focus on the latter two sections: identifying and differentiating between two 
contemporary trends: A majority artistic praxis that constructs a new consensual mode of 
apprehension of Palestinians, and the Identification and analysis of innovative and alternative 
works that enact a position of artistic resistance.

Bio
Dr. Adila Laïdi-Hanieh is a writer and academic. She has a Ph.D. in Cultural Studies from 
George Mason University. She published in 2008 the first cultural review of contemporary 
Palestine: Palestine. Rien ne nous manque ici. Her articles and essays have been published 
in The Arab Studies Journal, l’Art-Même, Contemporary Practices, the Journal of Palestine 
Studies, and in Weghat Nazar. Dr. Laïdi-Hanieh taught modern Arab intellectual history 
and the first course on Palestinian arts at Birzeit University, from 2006 to 2008.
She was the founding director of the Khalil Sakakini Cultural Centre from 1996 until 2005. 
She curated the internationally touring memorial art exhibition 100 Shaheed-100 Lives 
(2001-2003). 

Contemporary Palestinian Art’s New Politics of Proximity 
and Estrangement

Dr. Laïdi-Hanieh Adila
adilalaidih@gmail.com
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Positioned in the wider framework of rethinking modernisms with reference to the impact 
that post-colonial scholarship has had in contemporary art-historical practice, this paper 
suggests an examination of the notions of colonial ambivalence and appropriation in the 
development of the Cypriot painter Adamantios Diamantis’ (1900-1994) visual vocabulary. 
Addressing the tensions between Western-European representational traditions and the 
shaping of artistic practice in early 20th c. Cyprus, the paper takes as stating point the 
formative experiences of Adamantios Diamantis -first during his student years in Cyprus 
(1917, 1918) and later (1920 – 23) as a student at the RCA, in London. The presentation 
will attempt an exploration of a paradoxical, temporal overlap: the young Diamantis 
is academically trained in the European traditions of representation at the same time 
that he is introduced to the modernist desire for departure from them. These simultaneous 
experiences are examined against the notion of colonial ambivalence and approached 
as points of reference in the negotiation of the painter’ s own position toward issues 
of sameness and belonging, inclusion, exclusion and alterity. With reference to these early 
formative experiences (both within and outside the academic context), the paper suggests 
a reading of examples from the mature work of the painter relating them to references from 
the (Western) history of art (El Greco, Cezanne, Millet) through which Diamantis responded 
to some difficult questions in his own work. The paper proposes that this careful sampling 
of western formal references might be seen as a gesture of appropriation, providing 
a recognizable vocabulary and allowing participation in the discourse of a centralized, 
international art practice. 

Bio
Christina Lambrou is an arts writer and researcher in art history, and lectures in Art History 
at the University of Nicosia. Following a BA (Hons) in History of Art / Fine Art at the Academia 
di Belle Arti in Florence, she completed an MA in Anthropology of Art and Visual Culture at 
University College London (UCL) and conducted postgraduate research at the Amsterdam 
School of Cultural Analysis. She is currently a PhD candidate in History of Art at the Visual 
and Material Culture Research Centre / FADA, Kingston University, London. Her research 
examines the cultural production of Adamantios Diamantis (1900 – 1994) as an artist and 
an intellectual vis-à-vis the process of modernisation in Cypriot society and modernism in art. 
Her research is focused on exploring the complex relations between nationalism and 
colonialism in relation to 20th century artistic practice outside of the western canon. 

Ambivalence and appropriation in the work of Adamantios Diamantis 

Lambrou Christina, Kingston University & University of Nicosia
xristinalambrou@gmail.com
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 “ White Desire”, is the name given to a “gastronomic” ice-cream desert. The ice-cream 
was named White Desire not only because it was made entirely of white imported canned 
ingredients, but also because ice-cream was considered a bourgeois food, before 
becoming “a product for the masses”. The colonized network of products has invaded 
even the most remote island of Europe. 
For Cypriots then it was “Food of Empire”, and as a first reading points to the effect of British 
colonial rule on cookery, layered with class, racism, women’s oppression….

A recipe of processed food. An exclusively pale white ice-cream recipe “imported” 
to be consumed by the idealized primitive subjects. This traditional ice-cream recipe was first 
published by the Larnaka ladies society in the early 1960’s and passed from one generation 
to the other (also seen on package). Still a popular recipe today. 

Cross over food as ethnic identity . 
What we eat reveals something about our life experiences. Colonialism (as has Globalism) 
has changed the diet of consumers and brought with it the corruption of taste.  

Ice-cream could be interpreted as Modernism Cultural Hybridity
Awakening colonial amnesia. 

For this conference, the artist herself reads from her journal notes, from conception to the 
making of this video-recipe to exhibiting the video to an unsuspecting audience. 

Bio
Lia Lapithi. Works in multi-media installations | video | photography |performances 
in Nicosia, Cyprus. 

Studied: BA  Art and Environmental Design UCSC, California, USA  | Mphil  Art  Lancaster
University, UK |Diploma of Architecture  Canterbury Institute of Art and Design. 

Museums collection:  Muséum Centre Pompidou, (Nouveaux Médias MNAM-CCI) 
Paris, France. Musée des civilizations de l’ Europe et de la Mediterranee, Marseille - France 
(MuCEM).Musées de la ville de Marseille – France| Museum of Applied Arts (MAK), Vienna, 
Austria | Cypriot state collection of contemporary art, Nicosia, Cyprus             
Website: www.lialapithi.com 
            

White-Desire ice cream - Re-materializing post-colonial Cyprus. 
An art installation in 3 Acts; from Concept to Realization to Exhibition

Lapithi Shukuroglou Lia
lia@lialapithi.com
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What is home? Is home a place? Is it a geographic location? Is it an architectural 
structure? Is it a town or a village, a building, or a garden? Is home a house in which 
we live? Is it a feeling attached to a specific place? Or is home made up of the people – 
friends and family – around us? Is it physical or imaginary, conceptual or psychological? 
Is home part of our identity? Does it shape who we are and how we see ourselves? 
How is home, in particular, related to educational theories and practices, notably art 
education, which has a creative and expressive language all of its own? Do home and 
identity as addressed in art education acquire an extra dimension in areas of conflict?
Home and identity form the framework in which my research is grounded: a project that 
deals with the question how these themes may be integrated in art education in an area 
of conflict. The focus is on two high schools in Cyprus, along and behind the buffer zone 
that divides the island into a southern part, that is under the control of the government 
of the Cyprus Republic, and a northern part that falls under Turkish occupation. 
An area of conflict where home and identity are constantly contested and negotiated. 
Thirty high school students participated in the project: writing narratives and producing art 
works, which were then analyzed for the young people’s notions of home and constructs 
of identity.

Bio
Τοula Liasi
Personal Information
Βorn in Ayia Triada-Yialousa, Cyprus in 1957.
Since 1980 lives in The Hague, Holland and works as an artist and art-teacher.

Education
2013-2015 Education in Arts (MA), Piet Zwart Institute, Rotterdam, Holland 2004-2006 Fine 
Arts in Education (ΒΑ), Willem de Kooning Academy, Rotterdam, Holland
1980-1984 Royal Academy of Fine Art (ΒΑ), The Hague, Holland
1975-1980 drawing/painting/fashion-design, Veloudakis Art School, Athens

Recent exhibitions
2015 ‘Sense and Intellect -Still Life in the Work of Cypriot artists’, E. Lanitis Centre, Limassol 
2015 ‘Galerie B aan Cee’, Noordwijk 2015 Fotofestival Schiedam 2015 – ‘Bewogen Beeld’, 
Schiedam 
2015 ‘Parcours d’ Art Contemporain’, Sifnos, Greece 2015 Hellas in Holland 25 years later, 
Allard Pierson Museum, Amsterdam 
2014 ‘50 Years E.KA.TE’, Nicosia, Limassol, Larnaca, Paphos 2014 ‘Europe-Our Common 
Route’, Huis van Europa, The Hague 
2013 ‘Other Indications’, Nicosia Municipal Arts Centre 2013 ‘Rusted Evidence’, 
Melina Merkouri Hall, Nicosia 
2011 ‘The Location of Culture’, Pulchri Studio, The Hague 2011 ‘The Object -Stories and 
Representations’, E. Lanitis Centre, Limassol

HOME AND IDENTITY -art education in areas of conflict and Cyprus- 

Liasi Toula
tliasi@ziggo.nl
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In the wake of the Charlie Hebdo attacks, humour is increasingly understood as serious, 
if not deadly, business. This understanding of humour is also mirrored in contemporary 
art, where artists from sites of conflict are increasingly turning toward humorous strategies 
for mediating experiences of crisis and collective trauma. Focusing on the distinct turn 
toward the use of humour in contemporary Palestinian art over the last decade, this paper 
explores how humour in art operates as survival strategy that mediates the radical alterities 
and traumatic ruptures taking shape today ‘under occupation’ and ‘emergency’. 

This paper argues that the failure of the peace process means that Palestinians live 
in a constant ‘interim’ period that is characterised by forms of banal evil. Discussing the 
failure of the ‘peace process’ to establish a Palestinian state, this paper contends that 
many artists including Khaled Jarrar, Khaled Hourani and Khalil Rabah engage humour 
a part of an ‘anticipatory practice’ that serves to make their work reflect and take on 
the role of the absent Palestinian state by fulfilling the functions typically assigned to state 
apparatuses. Drawing on diverse interdisciplinary theories of laughter, this paper will reveal 
the crucial role of humour within art and its potential to destabilise the political status quo, 
function as a defence mechanism against trauma and call attention to systematic 
violence.

Bio
Dr. Chrisoula Lionis is a researcher and curator based in Sydney and Athens. She teaches 
at UNSW Art & Design, works as a researcher at the National Institute for Experimental Arts 
(UNSW Australia) and is the Curator of the annual Palestinian Film Festival in Australia. Lionis 
has published widely in the field of visual culture and is the author of Laughter in Occupied 
Palestine: Comedy and Identity in Art and Film (I.B. Tauris, 2016). 

Pessoptimism and Occupied Laughter: Humour in Contemporary 
Palestinian Art 

Dr. Lionis Chrisoula, University of New South Wales
c.lionis@unsw.edu.au
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In late 2004, before things went completely sideways with Manifesta 6, before the tales 
of miscommunication, artistic conceit, administrative hiccups, and nationalistically nuanced 
logistical complexities started getting formulated, and around the time the organisers were 
just beginning to reveal their plans for their Cyprus stay: they gave out a “wishing you all the 
best for 2005” card. This was a shot of the old Nicosia International Airport, once the principal 
airport in Cyprus, not undamaged by fire, caught in the UN Buffer Zone and inoperable since 
1974. Artist Helene Black responded to the use of this image with an open letter to Manifesta 
entitled “The race for the Green Line as a cultural commodity has begun.” This piece tracks 
subsequent uses of the Nicosia Airport in order 
to further and further explore that statement.  

Bio
Chrystalleni Loizidou (PhD) enjoys investigating art-political micro-histories around public art 
and commemoration, and thinks of this as a type of media-theory. Her favourite subjects 
include controversy, memorial politics, social consensus, and the Cyprus peace economy. 
She works on projects that tend to focus on the commons and their management.

On the Nicosia Airport 

Dr. Loizidou Chrystalleni 
chrystalleni.loizidou@gmail.com
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Colonial domination, beyond the mere political and military domination, imposes 
an epistemological domination that exercizes a symbolic violence in all the fields 
of knowledge. This presentation will explore the concept of “postcolonial melancolia” 
(expression borrowed from Freud by Paul Gilroy in his essay The Black Atlantic,1993) 
in the work of some artists from the Middle East. It’s aim is to examine how artists detect 
this discursive infrastructure of colonial project and colonial imagination. The resistance 
to colonialism was forced to operate in terms defined by the West. In this perspective, 
decolonization of imagination, and reinvention of the body in postcolonial times are 
important issues for artists.  This communication will focus especially on “trauma” 
and “repair” and also strategies used by artists to decolonize imagination and deal with 
the mental war effects (see Ashis Andys essay The intimate Enemy). As an exemple, 
among others, could be Kadder Attias’s work and the notion of “repair”  (“The repair 
from occident to extra-occidental cultures” project for dOCUMENTA 13 and Repair 5 Acts 
(2013) ) which turns the artist into an historian and an anthropologist treating with history 
and memory. Dealing with memory and mourning, wound’s repair could be seen, 
in a way, as a “repair” of  postcolonial melancolia.

Bio
Androula (Andri) Michael is a curator of art exhibitions, an Art Historian and an Associate 
Professor in the Faculty of Arts at the Université de Picardie Jules Verne, Amiens, France, 
and a member of the Research Centre CAER at the same University, responsible for the 
international relations of the Faculty of Arts. She is a member of the International 
Association of Art Critics (AICA) and the president of Chypre Culture, a member 
of FICEP (Forum d’instituts culturels étrangers à Paris). She is currently working 
on cross-critical reception of the works of Pablo Picasso and Marcel Duchamp and 
on art in Cyprus in the postcolonial context.

Artists and “Postcolonial melancolia”  

Michael Androula (Andri), Université de Picardie Jules Verne, Amiens, France
androula.michael@gmail.com
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the Greek Cypriot identity in particular has been fundamentally informed by three broader, 
interrelated ideological discourses - Hellenocentrism, Eurocentrism, and Western Hegemony – 
synthesizing a condition that has been described as ‘symbolic domination’. A first-level 
examination of historiographic literature on Cypriot art attempted through this study suggests 
that it has almost invariably reflected the ideological conceptions of Greek Cypriot national 
and cultural identity that govern the broader Greek Cypriot political and social sphere. 
Furthermore, an enquiry into existing critical approaches to art history internationally shows 
that the Cypriot case does not escape the western ideological configurations of modern 
art history and aesthetics, adopted both by the west and the non-west. This phenomenon 
draws attention to the need for a re-conceptualisation of Cyprus’ artistic modernity, 
not as an aspiring by-product of the western art canon, but as a distinct chapter in a world 
history of alternative modernities. 

Bio
Dr. Louli Michaelidou works at the Cyprus Ministry of Education and Culture, department 
of Culture - Visual Arts. She holds a PhD in Curating Contemporary Art from the Royal College 
of Art (UK), an MSc in Social Psychology from the London School of Economics (UK) 
and a BA in Psychology from Indiana State University (US). Her research draws on social 
science, postcolonial theory and art criticism to consider issues of art, politics and modernity 
in post-independence Cyprus. Among others, since 2003 she has been commissioner for the 
Republic of Cyprus in the Venice Biennale of Art.

Art History as Narration: Ideological configurations of the Greek 
Cypriot modernity in art 

Dr. Michaelidou Louli, Cyprus Ministry of Education and Culture
louli235@gmail.com
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This paper explores a selection of sculptures and installations by two international artists 
from the Middle East, Mona Hatoum and Rayyane Tabet, to explore imaginaries 
of precariousness and instability. Mona Hatoum creates maps – those objects that seek 
to fixate space along lines of landscape design, political borders and natural boundaries – 
using material that is vulnerable and unstable, such as glass and marbles. Rayyane Tabet, 
in contrast, creates objects that express a fleeting temporality – such as suitcases or a 
tent – using materials of long lasting architecture, such as concrete and the windowsill his 
childhood bedroom. Both express a sensibility to the vulnerability of our environment and 
the temporariness of our organization of space.

The paper makes two interconnected arguments. First, these art works express a global 
transformation of our experience of time and space, produced by the current phase 
of capitalist modernity. Developments in technology, media, global economy and 
geopolitics have produced a culture of instant gratification and obsolescence as well 
as the bankruptcy of the grand narratives of progress and the nation state, leading to 
a diffused sense of space and a fleeting sense of time (e.g. Huyssen 2003). Art from the 
Middle East provides an enunciation of this shared experience that is particularly powerful, 
because these global dynamics have exposed the geography of the Middle East to vio-
lence in disproportionate ways. Second, within artistic practices in Lebanon, the shift from 
a memory culture that responds to violent historical events to cultural objects that express 
conditions of vulnerability and exposure opens up new approaches to politics and ethics 
in uncertain times (e.g. Butler 2004).

Bio
Judith Naeff will defend her PhD thesis Beirut’s Suspended Now: Imaginaries of a Precarious 
City in May 2016 at the Amsterdam School for Cultural Analysis (University of Amsterdam). 
The thesis addresses a shared experience of time and space in post-1990 Beirut and 
different ways in which that experience has been given meaning in cultural objects. 
She holds an MA in Arabic Language and Culture and an RMA in Literary Studies. 
Judith is currently a lecturer Visual Culture at the Radboud University Nijmegen.

PRECARIOUS GEOGRAPHIES
The Radical Instability of Space and Architecture in Selected Works 
by Mona Hatoum and Rayyane Tabet

Naeff Judith, Radboud University Nijmege
J.Naeff@let.ru.nl
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The paper discusses the articulation of triumphant narratives in charting the trajectories 
of artists in conditions of ethno-national division and post-colonial anxiety. It takes as its starting 
point the first solo exhibition of Cypriot painter Adamantios Diamantis (1900-1994). Held in 1957 
in the midst of the Cypriot uprising against British colonial rule, Diamantis’ show was received 
with unprecedented critical enthusiasm that paved the way for his rise to the authoritative 
position of the ‘father of Cypriot painting’. The exhibition’s extraordinary impact was 
venerated as an ‘act of self knowledge’ –to cite the words of one contemporary art historian- 
seen to express the ‘spirit, ethos, and soul of a people’ under colonialism. The paper looks into 
the reasons that permitted the exhibition’s evaluation as championing self-recognition, 
arguing that interpretative readings of Diamantis’ work often developed in relation to the 
Greek Cypriot nationalist rhetoric and its discourse of opposition against British colonialism 
and Turkish nationalism. Using Phyteftries (Planters) (1931-1932) as an example, the paper 
suggests that what facilitated such perceptions was the painter’s chosen grand theme – 
the depiction of the Cypriot landscape, where the figure of the peasant stands as a cipher 
of purity and resistance to modern progress. As it is argued, Diamantis’ pictorial negotiation 
of the island’s landscape -a surface inflected with notions of cultural authenticity and ethnic 
purity- permitted the conception of a painter at the borders of the West in conflict with foreign 
influences from which he emerged victorious as the ‘founder of contemporary Cypriot art’. 

Bio
Elena Parpa is an independent arts writers, researcher and curator based in Nicosia (Cyprus). 
She has worked as an arts editor at Phileleftheros newspaper (Cyprus) (2000-2013) and as the 
managing editor of the cultural supplement Ysterografo (2007-2010). She was also a part-time 
lecturer at the School of Architecture, Fine and Applied Arts, Frederick University (2003-2006, 
2009-2010). She has curated exhibitions on contemporary Cypriot art including Notes to Self 
(Omikron Gallery, Nicosia, 2011), How to Make a Garden (Visual Artists Association, Nicosia, 
2012), Utopia (Lanitis Foundation, Limassol, 2012), and Exercises In Orientation (NiMAC, Nicosia, 
2013 and Peltz Gallery, London, 2015). 

She is currently a PhD candidate at the Birkbeck (London). Her research interests includes the 
study of contemporary art in Cyprus, the cross-over of landscape with history, politics, 
and notions of place and belonging in the visual arts, and the examination of narratives of art 
history in post-colonial contexts of ethno-national division. 

Her chapter Elusive Forms of Exclusion: The examples of Cypriot artists Socratis Socratous 
and Erhan Öze is to be included in a forthcoming edited volume on art and censorship 
by I.B. Tauris. In 2017, she will curate the opening exhibition of Pafos2017, European Capital 
of Culture, under the general title πλάνητες (planites).  

Narratives of triumph: The case of Cypriot Painter 
Adamantios Diamantis (1900-1994)

Parpa Elena, Birkbeck University of London
elena.parpa@gmail.com
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Contemporary art curatorial practice in the Republic of Cyprus, and what we could broadly 
term left-wing or leftist visions, ideas and practices, have been crossing paths in unexpected 
ways, especially since 2010. Unexpected, due to the novelty of the phenomenon, but also due 
to the fact that in many cases the initiators of these encounters do not consciously draw 
associations between the two realms. In this presentation I unfold the content and the nature 
of these subtle encounters through the examination of four recent curatorial projects. I first look 
briefly at some core characteristics of Cypriot leftist thought and praxis in order to demarcate 
the ideological field within which the encounters I examine take place. Next, I argue that 
recent contemporary art curatorial work in Cyprus has occasioned crossings with ideas which 
have been nurtured by the Cypriot Left through the inserting and employment of two 
interconnected discourses; a semantic discourse over what constitutes ‘Cyprus’, 
and a curatorial discourse over the actual ways curation is put to work. In the third part 
of the presentation I conclude by claiming that curation has performed these encounters 
rather unwittingly due to conditions related to the history of the local Left. 

My perspective is that of a person who has been part of three of these art projects either 
as a participant or as a curator. Notwithstanding the possible biases and shortcomings 
of a gaze that engages ‘from within’, this presentation comes as an exercise in self-reflective 
ethnography resonating both with the reading of exhibitions as forms of public reflexivity 
adopted throughout and my interpretation of local curatorial work as a form of 
‘autoethnography’.

Bio
Despina Pasia is a Museologist and Museum Educator. She has designed and interpreted 
educational programs for museums in Cyprus and Greece and she has taken part in and 
curated art and interdisciplinary projects. She is educational staff at the Cyprus State Gallery 
of Contemporary Art currently pursuing her PhD in Museum Education.  Her research interests 
include photography, archives, museums and photography, hybrid displays and museum 
education. 

Encounters Betwixt and Between: Contemporary Art Curatorial 
Performances and the Left in the Republic of Cyprus 

Pasia Despina, UCL – Institute of Education
despo.pasia.14@ucl.ac.uk
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This paper refers to my own practice based research which is situated within a set of activities 
that are relevant to both art and social science and that challenge representational 
paradigms with empirical forms of mapping. The central concern is how to use tools 
of engagement that have been developed within art to create an affective map of Nicosia: 
or more precisely how to create a type of mapping that allows for the city to be read on the 
basis of affectivity – where the map as object is not only the product of affective relations but 
also acts as a newly formed space that produces and transmits affect relationally. Affective 
mapping does not simply imply the presentation of personal and emotional data formed into 
a static representational artifact; it is, rather an attempt to bridge a sense of spatial continuity 
between experiential and (re) constructed space. 

Intentionally so, the project takes shape against the background of a Nicosia trapped 
in its own haunted postcolonial histories and imagined futures of modernity. I point out that 
together these two elements have contributed towards insularly generated image - 
perceptions of the city based on identities driven by notions of being rooted and genealogies 
of belonging. In contrast this research explores Nicosia as a fluid space that engenders 
individual narrative connections, which emerge through lived experiences and are 
developed into mapping strategies through a process of engagement, dialogue 
and experimentation.

Bio
Haris Pelapaissiotis is Assistant Professor in the Department of Graphic Communication
and Multimedia at the University of Nicosia. He lectures on photography, visual art and
cultural studies. Prior to his re-settlement in Cyprus in 2001 he lived in London where he
lectured on photography at Goldsmiths College, University of London. His work has been
shown at various international venues including the Photographer’s Gallery, London, 
TheNational Portrait Gallery, London, The London Museum, Witte de With, Rotterdam and
Laden, Düsseldorf. He is a PhD candidate at the University of Reading, Department of Art.

Walking Narratives and Affective Cartographies: 
towards a blueprint for an affective map of Nicosia using aesthetic 
tools of engagement 

Pellapaisiotis Haris, University of Nicosia / University of Reading 
harispella@hotmail.com
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Over fifty collaborative professional theater productions (‘joint productions’) by Jewish and 
Palestinian citizens of the State of Israel have been produced from 2000-2015 in repertory 
and fringe theaters.  These collaborations consciously attempt to cross a political and 
cultural bridge and aim at creating a shared space of public legitimacy, in which 
it is possible to contain and express diverse and controversial voices, including Palestinian 
narratives and symbols that lie outside the norm of social and political discourse in Israel.  

The collaborative creation processes of these joint productions are based on different 
types of collaborative creation processes: “devised theater” (Oddey, 1994) or “devised 
performance,” (Heddon and Milling, 2006, Hartnoll and Found, 1996). They often enable 
conditions of equality to exist between Jews and Palestinians and provide the Palestinian 
theatre artists some sense of sovereignty in determining their own self-definition. 
They enable an attempt to subjectify the Palestinian artists and give them a sense 
of agency, rather than viewing them fundamentally as an instrument. 

A case study will be presented of “Shame – Talkbacks on Theater”, a devised performance 
of two consecutive solo pieces which premiered in Tel Aviv in October 2015, in which 
a Jewish Israeli actress and Palestinian actor, each perform their personal experience 
of taking oppositional public stands in and outside of the theater while seeking to fulfill their 
artistic aspirations. The performers contextualize their experiences in broader socio-political 
developments, including the growing limits placed on publically funded artistic expressions 
perceived to undermine the public interests of Israel’s Jewish polity. 

Bio
Dr. Lee Perlman - is a Research Fellow at the Tami Steinmetz Center for Peace Research 
at Tel Aviv University. He is currently writing a book: But Abu Ibrahim we’re family…: Jewish/
Palestinian Theater Collaboration in Israel.” Lee served as the executive director of the 
America-Israel Cultural Foundation. In August 2013, Ha’aretz newspaper named Lee 
as one of “The 100 Most Influential People in Israeli Culture”.  He is currently a member 
of the artistic committee of IsraDrama and the International Exposure of Israeli Theatre. 
He previously served as the Director of Programs and Initiatives of the Abraham Fund, 
a leading Israeli co-existence organization. He received his Ph.D. and Master’s degree 
in Theatre from Tel Aviv University and B.A. in Theater and Stage Direction from U.C.L.A. 
in Los Angeles, California. Lee and Dr. Aida Nasrallah co-wrote a chapter on Israel in the 
international anthology “Acting Together: Performance and Conflict Transformation.” 
(New Village Press, 2011).

Busha (Shame) – A Case Study in Precarious Palestinian/Jewish 
Collaborative Artistic Mobilization in Israel

Dr. Perlman Lee, Tami Steinmetz Center for Peace Research, Tel Aviv University 
leeperlman1@gmail.com
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The presentation begins with examining the emergence of modernist trends in Greek-Cypriot 
art in the turn of the twentieth century, contextualised within the wider complex, socio-political 
and cultural changes on the island. We particularly trace three main modernizing forces: 
(a) British colonialism, (b) Greek nationalism, and (c) an organized Left and labour movement. 
These are considered in relation to relevant trends in the visual arts of the time, and more 
specifically through the work of Loukia Nicolaidou (1909- 1993) from the late 1920’s and early 
1930’s. Her studies of the female body, in particular – which changed formally when she moved 
from Paris to Cyprus in the 1930s – become a sign of individual dynamism and the wider feminist 
emancipations of the twentieth century. Her depicted women remained defiant, even when 
they changed from European-looking to more middle–eastern and auto-referential. These studies 
can serve as an example of a wider «opening» of Cypriot culture during the period, 
whilst also remaining an indication of an alternative, «domesticated» modernity, which allows 
us to reconsider and challenge conventional understandings of European modernity as singular 
and homogeneous. More importantly though, Nikolaidou’s work allows us to also critically 
investigate the dialogue between “local” and European orthodox narratives not only 
of modernity but also – and by extension – of post-modernity. Moving, thus, onto the present 
time, we will correlate that first artistic experimentation with the female body and its implications 
on gender politics, with contemporary art practices in order to review the significance of 
“locality” in the formation of an idiosyncratic post-modernity. 

Bio
Nicos Philippou is author of Coffee House Embellishments and co-editor of Re-envisioning Cyprus 
and Photography and Cyprus: Time, Place, Identity. His writings on photography and vernacular 
culture have been published in journals, art magazines and collective volumes. 
As a photographer he has participated in several exhibtions in Cyprus and abroad. 
He holds an MA in Communications and Technology from Brunel Univesristy, UK. He is currently 
lecturing at the Communications Department of the University of Nicosia. He is, also, currently 
writing his PhD thesis titled Photography, Ideology and the Construction of Cypriotness.

Dr Elena Stylianou is Assistant Professor in Art History and Theory at European University Cyprus. 
She previously held a research postdoctoral fellowship at the University of London, Institute 
of Education, UK (2007-2009) and earned her Doctorate from Teachers College, Columbia 
University, NY (2004-2007) with specialization in Art Theory. She also holds a Masters Degree from 
the same school in Art Education with emphasis in Museum Studies. She has taught in well-known 
museums in New York, such as the Museum of Modern Art (MoMA) and the Museum of the 
City of New York. She is recipient of numerous fellowships and awards, such as the Fulbright 
Scholarship (2002-2004), an ArtTable Museum Fellowship in the Curatorial Department 
of the Museum of Arts & Design, NY (2004) and the Spencer Fellowship, Research Training Grant 
(2005-2007). She has published widely on contemporary art and photography and archives. 

Locality and Gender Politics: Greek-Cypriot Art in dialogue with 
European (post) Modernity

Philippou Nicos, University of Nicosia & 
Dr. Stylianou Elena, European University Cyprus  
philippou.n@unic.ac.cy, elenaa.stylianou@gmail.com
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Running sporadically between the years 1991–2015, ‘Sanat Güncesi’; a cultural Television 
program that highlights significant cultural events, artists and topics is one of the only 
recorded archives of contemporary practices in the Turkish Community in Cyprus. 
The program documents a vast number of interviews with artists, critics and curators, 
voicing a dialogue between art and the public who have been living within the boundaries 
of northern Cyprus. 

Post-modern studies of post-conflict Cypriot art, and singular representations of a collective 
identity that revolves around nostalgia, loss and trauma fail to reflect the wider concerns 
and issues taken up by contemporary practices and activities of the Turkish Cypriot 
Community in Cyprus. This paper aims to offer a new art historical approach through reading 
‘Sanat Güncesi’ as ‘Meta-discourse’. The term, used in both philosophy and communication 
theory and broadly defined as a view of writing or speaking as social engagement or act will 
invite an interdisciplinary model where art historical methodologies are integrated with the 
broader platform of media and cultural studies. A survey of the program’s dialogic-structure 
will surpass the canonical linearity of traditional art historical narratives and research, creating 
a more practical discussion that reflects and records a multi-vocal and pluralistic history. 

Within the confines of this short paper, a review of Sanat Güncesi will help raise questions 
of how historical dialogue can be read as a practical communication tool and resource 
that not only mirrors the contemporary atmosphere of the arts and culture, but also creates 
another layer of dialogue with more recent responses to documented events. 

Bio
Esra Plümer Bardak is an Art Historian and Arts Manager. She completed her PhD 
at the Department of Art History, University of Nottingham in 2012 and has curated a number 
of exhibitions including ‘Art in the Asylum: Creativity and the evolution of Psychiatry in the 
UK’ for the Djanogly Gallery, Nottingham (2013), ‘Gönen Atakol Retrospective: Down the Line, 
1964-2014’ for DAU-KAM in Famagusta (2014), and ‘Geomorphologies: Collecting Specimens 
and Creating Space’ (2015) for EMAA in Nicosia. Upcoming international publications include 
‘Unica Zürn: Art, Writing and Post-war Surrealism’ (IB Tauris, London and New York, 2016) 
and ‘The Living Doll: A look at Hans Bellmer’s later work from the puppet’s standpoint’ 
(Warsaw University Press, 2016). She is currently based in Cyprus and is a Lecturer at Girne 
American University. 

Art History in Dialogue: Reading “Sanat Güncesi” as meta-discourse 
and contemporary responses 

Dr. Plümer Bardak Esra, Girne American University
esraplumer@gmail.com
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In this paper, I will reflect on the simultaneous and perhaps contradictory regional and 
national stakes of museum building in Qatar. This paper will be rooted in my experience 
as an art history professor at Virginia Commonwealth University in Qatar, the fine arts 
school of the Education City project in Qatar, where I teach my classes at Mathaf. 
Qatar Museums (QM) encompasses a wide variety of museums in the making. 
However, the existing art museums within this centralized nationalized project focus 
on transnational art practice: the Museum of Islamic Art and Mathaf: Arab Museum of 
Modern Art. Of particular interest in this paper is Mathaf, which, from its foundation in 2010, 
has seemed poised to create an overarching art historical narrative for the region, 
especially in light of the encyclopedic collection that is being built through its aggressive 
acquisitions. However, QM is also deeply rooted in the nation-building projects of Qatar, 
and in imagining a viable knowledge-based economy for the country in preparation for 
the time when oil resources run out. Although expatriate labor structures both much of QM 
as well as the majority of the art and art history training within Qatar, there is a clear plan 
for the “Qatarization” of these labor forces, grounding the stewardship of a transnational 
art historical narrative in an explicitly national project. QM has sponsored a number 
of Qatari VCUQ students in exchange for transitioning directly into QM upon graduation. 
My paper will therefore end with a reflection on how I am working with my students to 
construct possible narratives for modernism within the region in dialogue with the Mathaf 
collection, and what the stakes of this work are. 

Bio
Holiday Powers is Assistant Professor of Modern/Contemporary Art at Virginia 
Commonwealth University in Qatar. She received her Ph.D. from Cornell University, 
where her doctoral research focused on modernism in Morocco. She has contributed 
to publications including Nka: Journal of Contemporary African Art, Higher Atlas/Au-Delà 
de l’Atlas: The Marrakech Biennale [4] in Context, and The Journal of North African 
Studies. She was the Artistic Program Coordinator and in charge of Parallel Projects 
for the fifth edition of the Marrakech Biennale, and she recently curated an exhibition 
of the work of Khalid Albaih in Doha. 

Qatar Museums 

Dr. Powers Holiday, Virginia Commonwealth University, Qatar
jhpowers@vcu.edu
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The paper will look at how the processes of artistic production and modes of reception 
can transform our understanding of the geopolitical and spatial relations of the Occupied 
Palestinian Territories. It will do this through a discussion around selected images/clips from 
White Oil (2014), a 65-minute single screen film that explores the quarries in the OPT. 

There are over 350 quarries in the Occupied Palestinian Territories of the West Bank. The stone 
excavated has been termed the ‘white oil’ of Palestine; it is the only raw material available 
to support the Palestinian economy and provides a livelihood for over 20,000 workers. 
However, 65% the stone and sand excavated from the quarries is expropriated by Israel for their 
construction industry and to build the illegal settlements in the West Bank. 

The film employs a number of filmic languages and methodologies to address how the quarries 
are not just industrial spaces but are also lived  spaces by attending to the day- to- day lives and 
the collective biography of workers. In this paper the spatial dynamics of the OPT will be 
contexualised and the power structures that have impacted on the Palestinians’ relationship 
to space within OPT. How Israel has expropriated the stone from the quarries in the OPT, 
and invested national, ideological and spiritual narratives in the stone in symbolising their 
presence in the landscape through archaeology and architecture. 

I will discuss the practices and methodologies of visual ethnography in making White Oil 
to raise questions about the ethics of collaborative practices and reflect on how the artist/
ethnographer is bound up in the work. Drawing on the work of Sara Ahmed I will explore how 
ethnography as a discipline has been predicated on translating ‘strange cultures’ into 
‘the language of the one who knows’ and re- evaluate this relationship through Ahmed’s 
reading of the ‘encounter’.

Bio
Judy Price is an artist working with moving image and photography. Her practice involves 
extensive field research where she explores sites and locations that are interweaved and 
striated by a multiple histories, economies and forces. A focus of her practice for many years 
has been Israel and Palestine exploring how art can create new perceptions of the 
experiences of individuals and cultures. Not least, through film’s capacity to draw out the 
displacements and disappearances of a people elided by other discourses, as well as arts’ 
effectiveness and relevance to collective struggles. Price is Course Director MA Photography 
at Kingston University and Senior Lecturer in Moving Image at the University of Brighton. 
In 2014 she was awarded a PhD from the University of Brighton for her film White Oil and thesis  
‘White Oil, excavations and the disappearance of the West Bank.’

White Oil: Excavations and the Disappearance of the West Bank 

Dr. Price Judy, University of Brighton / Kingston University
sightlines@judyprice.co.uk
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Over the past decade, the cultural field in Palestine has expanded to include biennales, 
international art residencies, and more recently the establishment of the Palestinian 
Museum. The development of these high-profile cultural platforms are conversant with 
global funding and development agendas - on which Palestine and its cultural institutions 
are highly dependent - and as such, are gaining recognition within the contemporary arts 
market. But the aims of these initiatives are also firmly rooted in the politics of locality.
As discursive platforms that critically engage with the spatial, political and economic 
realities of exhibition-making and institution-building under occupation, how does their 
position within a networked arts market offers the potential for new political and artistic 
alliances to be formed? Or, does reinforcing the capitalist logic of market integration 
that dominates cultural policy today risk neutralising, or indeed placating, more radical 
forms of expression and political critique?

Drawing on interviews with art interlocutors in Palestine and the discourse produced 
by international and local observers of the scene, I critically examine the potential for new 
sites of cultural resistance to emerge within the context of neoliberal market conditions 
that are shaping cultural aims and outcomes.I argue that shifts in the political economy 
of cultural development in Palestinehave significantly altered the intersection between 
politicization and cultural production. Such shifts are enabled by private and international 
investment by cultural intermediaries, at home and abroad. I question whether 
professionalizing and internationalizing the arts sector in Palestine to meet the demands 
of global integration, has the capacity to challenge overt and covert mechanisms 
of control that hinders the development, distribution and reception of Palestinian culture 
within a global context. As such, this paper seeks to develop discourse on the role of the 
political in contemporary art today.
 
Bio
Reema Salha Fadda is a researcher and writer focusing on cultural practices from the 
MENA region. She is currently undertaking a PhD at the University of Oxford, working 
on the political economy of cultural intervention in Palestine. She is a CBRL research fellow 
at the Kenyon Insitute in Jerusalem and was awarded the Darat al-Funun dissertation 
fellowship in Amman 2016. She writes for Ibraaz, a leading publication on visual cultures 
from the MENA region, and has recently joined them as an editorial correspondent. 
Previously she worked on cultural programming and fundraising initiatives in Palestine, 
Cairo and London. Reema holds an MA in English Literature from the University 
of Edinburgh and an MA in Cultural Studies from the School of Oriental and African Studies. 

Cultural resistance in the neoliberal age: the case of Palestine.

Salha Fadda Reema, University of Oxford
salha.fadda@sant.ox.ac.uk
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There has been a shift in curricula activity since the mid 1980s in the teaching of the Fine Art 
BA in the UK. My study is concerned with four London art schools, and the impact this 
education has had on artists, the development of their practice and the art objects they 
make, both during and after their art school years. The significance of this educational turn 
will be discussed in relation to the lives, and importantly, the careers and decisions of some 
of the artists it has effected, on topics including work, precarity, choice and continuation. 
Interviews conducted with artists from the different schools and different decades will be 
used to discuss their experiences of becoming and, to an extent, ‘unbecoming’ an artist.

Professionalisation raises a strong debate, and in utilising a sociological lens by employing 
Larson’s model of ‘the professionalisation project’ (1977), I will explore the idea that it may 
be a wider social and systemic issue that the visual arts are adopting a ‘professionalised’ 
approach, but that only some elements of professionalisation are particularly suitable 
for adoption and adaptation by the visual arts. I will consider questions around how 
professionalisation relates to democratisation for the artist and their relationship to the 
art world; could it be the ultimate in shaping autonomy, breaking down, subverting 
or ascribing to and further entrenching the myth of the artist? In the context of this 
conference I will also make the connection and consider the impact that the UK fine arts 
education might be having on artists returning from their studies to their home country 
of Cyprus and the wider Mediterranean.

Bio
Sarah Scarsbrook is an artist, arts manager and practice-based MPhil/PhD candidate. 
She has experience of working across a range of London’s art organisations as well as 
regularly exhibiting her artwork and presenting on related topics in London and across 
Europe. The working title of her thesis is, The Professionalisation of Visual Arts Practice in the UK 
from the mid 1980s to the Present.

For more information please visit www.sarahscarsbrook.com or BIRMAC

The influence of the Art School on professionalised practice in the 
visual arts since the mid 1980s 

Scarsbrook Sarah, Birkbeck University of London  
sarahscarsbrook@hotmail.com
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While the production of a localizing historiographical literature on “Lebanese art” demonstrates 
the limits of the replication of a Greco-Renaissance canon, recent documentation of artists’ 
strategies of affiliation, universalization, and social critique in borrowed art suggests there are 
potential gains to be had from using art history’s traditional toolkit to study its traditional 
blindspots. The very labels – “western,” “non-western,” “marginal,” “metropolitan,” etc. – make 
a fruitful field of study when approached as aesthetic, material, and sensual productions 
in concrete yet circulating objects. In this respect, the “Venus of Milo,” “the Victory 
of Samothrace,” and Saloua Raouda Choucair’s post-war (WW2) Parisian experiments are 
exemplary objects. The paper will focus on them to suggest how pedagogies of art history today 
amy recognize precarity of artistic mobilization without reifying ethnic essentialisms and treating 
art as their mere manifestation. The question is not how “non-western” this art world is but when 
and why it is and then is not. “Local” becomes a set of potential interactions rather than a place 
that can be accessed through pre-set techniques. Moreover, following a century of the 
circulation of “Lebanese art” shows how art history’s sensitivity to affect and aesthetics can 
be capitalized upon without universalizing its premises.

Bio
Kirsten Scheid is an associate professor of anthropology in the Department of Sociology, 
Anthropology, and Media Studies at American University of Beirut. She earned her PhD
in Anthropology from Princeton University and her BA in Art History from Columbia University. 
Her research and teaching interests are the Anthropology of Art, Aesthetics, Art Historiography 
and Theory, Modernization and Cosmopolitanism, Affect, and Elites. She has conducted field 
and archival research since 1992 in Lebanon and Palestine. Her research has been supported 
by the National Endowment for the Humanities, the Wissenschaftskolleg zu Berlin, and the 
Palestinian American Research Center. Kirsten recently co-curated “The Arab Nude/Ansar 
al-`ury” in Beirut, and she has contributed to the art community by writing in art journals and 
popular media, founding a cultural resource center, and launching an Arabic children’s books 
line.

Towards a Pedagogy of Precarious Art, from the Nike 
of Samothrace, to the Venus de Milo, to Saloua Raouda Choucair

Scheid Kirsten, American University of Beirut 
ks28@aub.edu.lb
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In the early nineties of the past century and right after the initiation of the Palestinian / Israeli
peace process, a new structure of non-governmental civil society organizations emerged 
in Palestine, supported by financial aid from transnational funds. Among those were a set 
of cultural organizations, initiatives and collectives offering work in various domains of cultural
production. The newly formed art institution in the Palestinian context took upon the role of 
presenting, classifying, commissioning, trading, supporting and promoting art. They introduced 
new sets of art policies, modes of productions, meanings and of art. This era has also 
introduced new protagonists who became hugely involved in the process of art production, 
validation and presentation such as curators, art collectors and gallerists. Today, these 
constitute what we can call a Palestinian artscene, a micro-artworld that has been gradually 
and more visibly establishing and expanding its relations with the global artworld despite the 
prolonged isolation and colonization of Palestine. Today, the Palestinian artscene is related 
to and inter-connected with the socio-economic system of the globalized networks that 
constitute the contemporary artworld today, this includes the international and regional 
funders, art market, mega-events such as international biennale, exhibitions and forums and 
platforms of dialogue and critique which contributes to the validation and dissemination. 
These factors are key in understanding the current and historical social structures and the 
diverse models of institutions with their allegiance to shifting authorities, interest and partialities 
and hence their significant influence over Palestinian art and artists on issues and levels 
of aesthetics, representations, meanings and the construction of its visual tools, languages 
and norms.

For this submission, I propose to present a review and an attempt to investigate the genealogy 
of art institution in Palestine. This will include presenting an analysis of the extantart scene in Pal-
estine and linking it with the historically with various models of art institutions particularly 
the historical relation with the PLO.

Bio
Rawan Sharaf is currently a Phd candidate at Birmingham City University – UK. Her thesis:
Art & Institution: Politics of the Contemporary Palestinian Artscene investigates the
contemporary Palestinian art scene and its relation and contribution to the shifting in modes
of production, aesthetics, connotations as well as meanings of art in a society with 
a prolonged colonial context. 

A freelance visual art director, curator and researcher with over 15 years experience 
of in visual art and culture ranges working in areas of management, strategic and financial
planning, fundraising and networking. Rawan contributed to the establishment of al Hoash
and headed the organization as Executive and Artistic Director for seven years (2006-2013).
She was involved in local and international projects either as art director or curator among
which were; “Otherwise Occupied” the Venice Biennale 2013, Zahra Street-Identity Reflections 
2013, Loop 2012, Young Artists Exhibition 2010, The Other Shadow of the City 2009, Jerusalem, 
Lexicon of Colours 2009 and Return of the Soul 2008. She contributed to al Hoash’s series 
of publications as editor and/or author that includes the monographs of Sliman Mansour (2011) 
and Bashir Makhoul (2012), Palestinian Women artists (2008), Palestinian Video Art - 
Constellation of the Moving Image (2013), Otherwise Occupied (2013) and Floating Free (2015). 

Rawan has MA degree in Production Design for Films from Kingston University (2006) and
BSC Architectural Engineering from Birzeit University (2000).

Art and Institution: Transforming Field, Shifting Practices 
in the Palestinian Contemporary Art Scene

Sharaf Rawan, Birmingham City University
Rawan.Sharafkhatib@mail.bcu.ac.uk
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In 2014 I had the opportunity to travel to Beirut and work with Mansion Blatt, an independent, 
artist-run cultural space set up in 2012 in an abandoned villa in central Beirut. Providing 
affordable artist studios in a city lost to an aggressive property development race, alongside 
film screenings and public discussions, Mansion ultimately aims to encourage an alternative 
form of working and coming together. 

As a young arts professional I wanted to explore how the lack of clearly defined institutional 
structures and access to permanent state funding in Lebanon have instigated cultural workers 
to establish new organisational forms, funding models and alternative thinking on the role of 
culture in society. Beirut’s complicated history of war, bouts of violence and chronic political 
instability makes it an even more interesting background to explore how Mansion as a ‘Cultural 
Squat’ – for lack of more apt phrasing for an alternative form of cultural production/structures – 
takes on the shape of a distinct political statement/act for the people’s right to public space
in contemporary Beirut. 

I would like to present my experiences with and reflections upon the use of culture as a means 
to (re-)activate a collective need/desire for public space in a complicated Beiruti social 
context shaped by sectarian strives.  Mansion’s work on the margins of society and its desire 
to find alternatives to not being governed like that situates it at the centre of an urgent need 
to reflect upon the state of contemporary artist mobilisations and their precarious situation 
across the region, as exemplified by the recent government closure of Townhouse Gallery, 
Cairo. 

Bio
Early career arts professional. I have worked for Gasworks and Tate in London; Mansion Blatt, 
Beirut, and EUNIC Global, Brussels; currently I work for the global Cultural Skills Unit at British 
Council. 

I studied Art History at the University of Copenhagen and University of Rome, and hold Master 
degrees in Gender & Culture from Goldsmiths College and Arts Management from Birkbeck 
College, University of London.  

My particular area of interest lies in contemporary transnational arts networks and international 
cultural relations, and at present I coordinate a series of monthly informal online cultural 
discussions for young arts professionals across Europe. 

Precarious Alternatives: Experiences from Mansion Blatt, Beirut 

Sorensen Henriette
henriettesor@hotmail.com
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Active since 2006, Slavs and Tatars is an art collective whose research-based practice 
includes sculptures, relational installations, lecture performances, publishing and 
community projects, all built around signs and symbols related to the loosely identified 
geographic area of Eurasia, that they describe as virtually going east of the former Berlin 
Wall and west of the Great Wall of China. Their work offers the chance to reflect on how 
language is articulated, and on the meaning of boundaries and territorial identity.
Most of the group’s projects aim at the exploration of the cultures, traditions and politics 
of Eurasian countries with a focus on linguistics and the elements in common between 
the likes of Iran, Russia, Turkey, Poland and the Arab World. Playfully blending references 
to communism, Islam, vernacular and literary sources, Slavs and Tatars has developed 
a large body of work whose formal and conceptual approach is borrowed from Western 
art historical movements of the late 20th century, namely Conceptual Art, Postmodernism 
and Relational Aesthetics.     

What makes Slavs and Tatars’ art practice so unique is the way they use Western models 
of artistic investigation to bring the attention to phenomena and the cultural heritage 
of Middle Eastern areas of conflict and ethno-national division. Tracing comparisons 
between their practice and former or coeval Western art practices, the paper addresses 
the group’s production as a peculiar case of contemporary art produced in the Middle 
East, that takes advantage of being appreciated worldwide to create a clash between 
Eurasian context-specific issues and the increasing identity crisis that is investing Europe 
and the United States. 

Bio
Francesco Spampinato is a contemporary art and visual culture historian, writer, and artist. 
He holds two degrees from the University of Bologna, in Preservation and Art History, 
an MA in Modern Art: Critical Studies Track from Columbia University, New York, and is 
currently Ph.D. candidate in Arts et Média at Sorbonne Nouvelle, Paris. From 2011 to 2015 
he has been Adjunct Professor of Contemporary Art and Its Discourses and Performance 
Art: Between Media and Mass Media at Rhode Island School of Design (RISD), Providence. 
In 2009 he has been Visiting Professor of Performance Art in the Public Sphere at NABA, 
Milan, and in 2011-2012 Part Time Faculty of Global Issues in Design and Visuality in the 21st 
Century at Parsons School of Design, The New School, New York. He is the author of Come 
Together: The Rise of Cooperative Art and Design, Princeton Architectural Press, New York, 
and Can You Hear Me? Music Labels by Visual Artists, Onomatopee, Eindhoven, both 
published in 2015. 

Slavs And Tatars: Alphabets And Art Histories

Spampinato Francesco, Sorbonne Nouvelle Paris 
fspampinato@gmail.com
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This paper will discuss my practice-based research into the use of cultural heritage, folk costume 
and identity performance in Palestinian cultural resistance. Traditional costume is promoted 
by the Palestinian Authority in tourism materials, and by numerous independent cultural bodies 
working in heritage and the arts. This use addresses two audiences; an image of Palestinian 
national identity that is devoid of conflict is promoted to a global audience. Imagery of cultural 
heritage is directed at a local audience, cultivating social unity through a conception of shared 
history and collective identity.

Folk dresses in Palestine is traditionally biographical – the style would be indicative of the village 
or town the wearer was from, while the stitching would indicate local crops or marital status. 
This costume has become an icon of pre-1948 culture, and emerged as a symbol of nationalism 
through artworks and literature in the mid-20th century. In contemporary resistance it is referred 
to in performances from nationalist propaganda, to the commemoration of female suicide 
bombers, and the acts of drag artists.

My film and photography interventions examine these performances of identity through
collaboration with individuals who utilise the image language of folk costume. In these works
I adopt the performative role of the ‘Tourist’ thereby claiming my own ‘western’ otherness,
and I ask collaborators to direct their performances to a supranational audience, creating 
new dialogues through the creation of staged artworks.

Bio
Joy Stacey is an artist, researcher and curator exploring the visual representation of those
lacking political representation, with a particular focus on Palestine. Stacey is a practicebased
PhD candidate at the University of Sussex with an AHRC Studentship, and recently
curated group-show Autonomy of Self at P21 Gallery, London.

Palestinian Folk Costume and Performances of Identity in Resistance

Stacey Joy, University of Sussex
js676@sussex.ac.uk
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This presentation examines the role of museums in Cyprus in the post-solution era of the Cyprus 
issue. In other words, it looks at the ways with which the past will be evaluated and the future 
will be recorded in this federal state through the exhibits as well as the narratives of Cypriot 
museums. More specifically it proposes the establishment of a new museum for Famagusta 
and, in particular, for the fenced-off and isolated town of Varosha –a haunted town, 
left almost entirely to the elements of nature for 42 years, which eventually may become a space 
for experimentation, creation and regeneration; a place for a new beginning and the catalyst 
for relaunching creative relationships and social interactions between the two main communities 
of the island. Based on the working assumption that Cyprus will be able to reunite and to evolve 
into a modern federal state, the presentation aims at setting a framework regarding the ways 
with which the modern history of Cyprus, and especially of the Famagusta district, could be used 
as a tool of reunification and reconciliation rather than one of nationalism and intolerance, 
as it has been to date. It aims, in other words, to present the principles that will govern a new city 
museum, which will show to posterity the huge failures of older systems, and will act critically 
and potentially preventively, but also creatively in any divergence from a course of cohabitation 
and coexistence.

Bio
Yiannis Toumazis is an Assistant Professor at the Department of Architecture, Fine and Applied 
Arts of Frederick University, Nicosia, Cyprus, the Director of the Nicosia Municipal Arts Centre 
and of the Pierides Foundation, and Chairman of the Board of the Cyprus Theatre Organization 
(THOC). His work focuses on issues of art theory, museology and curating of exhibitions. 
In 2011 he was the curator of the Cyprus Pavilion “Temporal Taxonomy” at the 54th Biennale 
of Venice in Italy. He has also designed several museums in Cyprus and Greece, amongst which 
the awarded THALASSA Museum of Ayia Napa, Cyprus. In 2013 his book on Marcel Duchamp, 
entitled Marcel Duchamp: Artiste Androgyne, was published by Presses Universitaires de Paris 
Ouest. He is one of the co-authors of the book: Cyprus Art of the 20th Century, and the editor 
of numerous contemporary art exhibition catalogues, articles and publications. 

Famagusta New Museum: 
Reenacting the Haunted City in a Federal Environment

Dr. Toumazis Yiannis, Frederick University, Nicosia Municipal Arts Centre
toumazis@spidernet.com.cy
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Whether this influence of “Western European patterns” is borrowed or lent or exported 
or inflicted; is beyond our grasp now.  This “pattern,” which reduces, compresses, encapsulates 
and eventually standardizes art into a visible-recognizable-diffusible form, facilitates the
institutionalization of art. Art has always been a social integrator, a magnet serving those inside 
the institution.

The institution of art did not exist in the Middle East before its colonization. Even the word culture 
did not exist in the Arabic language. After colonization, culture was understood as the process 
of eradicating what is “wild,” “local,” “ethnic” in us, and Arabic dictionaries explained how:  
“Acquire knowledge, learn the skill, understand, memorize, reproduce.” * The players of the 
Institution dismiss un-standardized art by the sheer power of endorsing uncertainty, convincing 
me that they know me more than me.

It is not just the institution after all. Our culture forbids us to be ourselves; our identity
is superimposed by religion, politics and gender; topics impenetrable by art. It is hard to be artist 
and “non-patterned,” it means to be free but invisible. It is itchy to be “patterned” it means 
to be a refugee. In art, some choose to be refugees than nobodies. Sadly, some chose
to be “overly-patterned,” too much of it is a danger to oneself in our culture.  

25 years of Counteractive Art of Anita Toutikian (yours truly) was an exercise of unlearning 
and search for own voice. The talk will represent a number of works,** concepts and practices 
addressing above issues since 1990. 

Bio
Artist, psychologist, art therapist, lecturer, lives and works in Beirut Lebanon. Studied art at studio 
Paul Guiragossian, Academie Michleange de Beaux Arts, Toros Roslin Art Academy in Beirut, 
later perused a PhD degree in clinical psychology at Saint Joseph University in Beirut.

Participated in 100+ solo and collective exhibitions in Beirut, Tripoli, Yerevan, Paris, London, 
Amman, New York, York Pennsylvania, Algiers, Toronto, Nicosia, Tunis, Washington, Los Angeles 
and Istanbul. Has received the Sursock Museum Honors in 1997 and the Sursock Museum First 
Prize in 1998. Has taught at Haigazian University and Notre Dame University, and has authored 
many publications including a book titled “Counteractive Art from the Middle East.”    
Anita’s art is primarily an activism against mental oppression, which she thinks is the initiator of all 
wars, suffering, manipulation and injustice.  Her works are intervention systems, aiming to break 
limits of perception, interrupt mental habits and shake routine patterns of thought in the minds 
of the viewers. She constantly manipulates art theory, form, medium and framework, to oblige 
the viewers to rethink their own blinding belief systems, to activate their own sense of self vis a vis 
the other. Toutikian has created Lebanon’s very first post-war art as of 1990.  Her work has been 
described as “Hope Machines,” “Collective Prayers,” “Cultural Exorcism,” and “Reverse 
Colonization.” 

We All See What We Are Told To See      

Toutikian Anita 
toutikian@hotmail.com
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This paper considers notions of conflict within contemporary arts practice. It is a response 
to a series of projects and their subsequent analysis, within the context of a practice based 
research related to the way socially engaged practices are used in instances of urban 
segregation, using Nicosia as a case study. The way conflict is approached within 
contemporary art practice is explored through conceptual threads related to divided city 
contexts, conflict urbanism, antagonism and art as a mechanism to shape contact zones, 
dialogue and co-habitation.  Nicosia’s positioning, within a wider divided city scholarly 
context, provides an inter-disciplinary lens of exploring ethno-nationally segregated urban 
environments and a means to consider wider structures of conflict urbanism and patterns 
of control, class, division and power within contemporary cities. 

A repeated concern is observed with the notions of antagonism and conflict within 
contemporary art research that relates to participatory and socially engaged practices. 
Within the framework of the theoritisation of social practice, the analysis of the concept 
of antagonism and agonism by Ernesto Laclau and Cantal Mouffe, and Mouffe’s subsequent 
writings on critical art practices have been addressed by, amongst others, Grant Kester, 
Claire Bishop and Rosalyn Deutsche. Conflictual dynamics also surface in the use of artistic 
practices within conflict transformation art processes as a tool for relationship building and 
dialogue within ethno-nationally divided city environments.  The parallel theorisation process 
in the 1990s of social practices, the increase of the use of the arts within conflict resolution 
mechanisms and the institutionalisation of the above through national and international 
funding mechanisms allow us to consider the way visual art practices are attributed  
[ago-antago]nistic,  humanistic, empathetic, activist and critical properties.

Bio
Evanthia Tselika [PhD] is a visual arts researcher, visual art producer and arts educator. 
She is assistant professor and programme coordinator of the Fine Art programme, 
University of Nicosia. Her practice led research is focused on the role of conflict in relation 
to socially engaged art practices within segregated urban contexts. She has extended 
research and practical experience in socially engaged and pedagogical art practices with 
a focus on conflict related contemporary art practices and dialogical structures within the 
context of divided cities. She has worked, exhibited and collaborated with various galleries 
and museums in London, El Salvador, Cyprus, Greece, Mexico and Brazil, such as the 
Municipal Arts Centre in Nicosia, the Department of Antiquities of Cyprus, October Gallery 
in London, the Modern Art Museum of El Salvador, and the Federal University of Pelotas, Brazil, 
amongst others.

More info:
http://evanthiatselika.com 

Conflict Turns within contemporary social practices

Dr. Tselika Evanthia, University of Nicosia  
Tselika.e@unic.ac.cy
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The aim of this presentation will be to bring forth some of the critical claims effectuated by some 
of the works presented in the exhibition Terra Mediterranea – In Crisis (Nicosia Municipal Arts 
Centre, 04.07.2012 -31.07.2013) through a postcolonial lens. The context of the exhibition as an 
extended program of action which brought together artists from Europe, USA and the Middle 
East; and the fact that it was organised on the occasion of Cyprus’ Presidency of the Council 
of the European Union, provides a rare opportunity from which a rich picture of the state of the 
contemporary in the wider area can be deciphered. In Crisis, according to its press release, 
was an attempt to create a (spatially) dialectical framework between the Mediterranean 
on the one hand (enclosed sea) and the world at large (open space). This was complemented 
by a second set of concerns as to artistic responses to the universality of the economic, political 
and social crisis. The question thus becomes: what concepts can we derive from the exhibition, 
and what modes of fabulation (Deleuze) can be effected for an alternative art history which 
could potentially account for the continuous antagonistic displacements that make up the 
international space.  If ‘the international’  is to be seen as open and non-homogenizing, the 
centre-periphery and open-enclosed model no longer critically corresponds to the conditions 
and conceptualisations of art production and consumption. To that effect the Deleuzian notion 
of the ‘desert island’ will be mobilised, in an effort to create an opposing framework that 
displaces the centre-periphery relation to one of land-sea without conflating the international 
with the universal.  

Bio
Evagoras Vanezis (b.1998, Nicosia, Cyprus). I hold a BA in Modern Languages and European 
Studies (Society, Culture, History) from The University of Birmingham and an MRes in Art Theory 
and Philosophy from Central Saint Martins, University of The Arts, London. I have worked with 
Romford Literary Collective (UK based informal education platform, 2014 – 2015) and co-edited 
the publication SEED (London, 2015). I currently write for contemporary art exhibitions in Cyprus.    

Desert Islands: Relations of Land and Sea in perpetual Displacement    

Vanezis Evagoras 
evanezis@hotmail.com
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Hybrid photo-video artworks can provide new insights into the social functions of lens-based-
media in the complex societies in the Middle East. My paper elucidates this argument on the 
basis of two case studies selected from contemporary art of the Middle East, an area where 
many artworks strongly relate to socio-political issues. The selected videos explicitly address the 
nature and role of photography regarding these topics. My paper interrogates the common 
practice of Western scholars dealing with photography theory to focus on the Western history 
of photography as referential framework. This paper revolves that tradition in two ways: 
by focusing on the insights that video artworks provide into photography; and through using 
artworks from the Middle East to reflect on topical debates in photography that are not 
restricted to a specific cultural area. 
The presentation focuses on Lebanese artist Akram Zaatari’s video-slideshow On Photography, 
People and Modern Times (2010), and Israeli artist Omer Fast’s tableau-vivant video The Casting 
(2007). These works reflect on conflict-related issues as well as on the role herein of the medium 
of photography, though each in another way. Both works, though, consider war as a situation 
where notions of common logic collapse, and the notions of evidence are challenged. 
This characterization also applies to the role of lens-based-media in society. The video artworks 
by Zaatari and Fast address the ambiguous ability of photographs to remember and to witness, 
while implicitly demonstrating that video provides these photographs a contextual and 
meaningful layer, and even insights into that medium.
 
Bio
Helen Westgeest is assistant professor of modern and contemporary art history and theory of 
photography at Leiden University, the Netherlands. She is also field editor for photography 
at caa.reviews. Her PhD-research explored the interest of artists in Zen Buddhism in the 1950s. 
Afterwards the focus of her research gradually shifted to intercultural research into 
contemporary art and theory of photography and video art. Some recent publications: 
‘Spaces of Transition and Framed Passages in a Sphere of Conflict’ (Short Film Studies 6 (2016) 
2, about Draft by Israeli filmmaker Naomi Levari), Video Art Theory: A Comparative Approach 
(Wiley-Blackwell, 2015), Photography Theory in Historical Perspective: Case Studies from 
Contemporary Art (Wiley-Blackwell, 2011; co-authored with Hilde Van Gelder); co-edited 
volume Photography between Poetry and Politics: The Critical Position of the Photographic 
Medium in Contemporary Art (Leuven University Press, 2008).

Dealing with complex socio-political issues through hybrid 
lens-based-media artworks

Westgeest Helen, Leiden University  
h.f.westgeest@hum.leidenuniv.nl
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The Iranian Islamic Revolution in (1979) recontextualised the streams of contemporariness in Iranian 
Art which had started in early 1940s. This reweaving of the context led to the formation of new art 
institutions and new artists who craved for expressing and re-articulating visual-cultural ideological 
values which were suppressed for a long time before the revolution. But the problems emerged 
as the state wanted to operationalize the new institutional discourses of art, while it radically had 
problems with the Global features of contemporary art. 

This paper studies the paradoxes and confusions of Iranian post-revolutionary contemporary art by 
analysing the new institutions and art trends which shaped the official face of Iranian art. This goal 
is approached through textual, intertextual, visual and discursive analysis of national art events; 
mainly the formation of the Islamic Art Seminary and its exhibitions leading to the formation of the 
so called Revolutionary Iranian Painting Movement, and also the biennials and festivals of paintings 
that emerged in the 1990s by the Ministry of Culture and Islamic Guidance. The analyses are made 
by the means of (critical) discourse analysis; through the methodologies of Fairclough, and also 
Laclau and Mouffe’s analytical concepts.

The results of the study show great paradoxes and fluctuations in the states of art institutionalisation, 
production and the biennialisation of contemporary art. It seems that this disorientation is rooted 
in the swings towards ideological resistance against Globalization and Westoxication as a core 
in Iranian cultural policy. 

Bio
Meysam Yazdi is a lecturer in Art Theory and Research and also Islamic Art majors in the graduate 
(MA) level at the Art University of Isfahan, Iran. He is a PhD candidate currently working on the 
institutional discourses of Iranian post-revolutionary contemporary art; specially painting and 
graphic arts.His article: “Contemporary trends in the discourses of post-revolutionary Iranian and 
Islamic painting biennials” was published in 2015 in a book entitled: “Global Trends in Modern 
and Contemporary Islamic Art”at Lisbon, Portugal. The main platform for his studies and analyses 
of contemporary Iranian art are the institutions, biennials, grand art exhibitions and festivals mainly 
directed by governmental and mainstream organizations. The big picture Meysam Yazdi is working 
on is a discursive study of institutions of contemporary Iranian and Middle Eastern art.   

Disoriented Discourses of Iranian Post-Revolutionary Contemporary Art

Yazdi Meysam, Art University of Isfahan
mayyazdi@gmail.com
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The Ultra-Orthodox extension of the Bezalel Academy of Arts and Design, Jerusalem, 
was opened approximately three years ago. Several partners and motivations came 
together in its establishment. The idea stemmed from an intra ultra-Orthodox request 
to the directors of the ultra-Orthodox Oman Visual Art Center, asking to open an academic 
wing in addition to its diploma studies program. Subsequently, various parties in the 
academy in general, and Bezalel in particular, interested in social “art in the community” 
projects, joined in its implementation. The latter, aided by a government policy geared 
toward promoting disempowered social sectors, were boosted when Israel joined the 
OECD, ultimately giving rise to Bezalel’s ultra-Orthodox extension. 

The institution’s establishment posed several challenges. The guiding line was not to 
compromise on artistic level due to other considerations. Academically, the institution 
aspires for artistic excellence according to universal parameters, and does not focus on 
“Jewish art.” In terms of gender, it is currently intended for women only, with mixed faculty, 
so that the ultra-Orthodox character of the school does not limit the diversity of lecturers. 
Additional challenges faced by the program are the need to address ultra-Orthodox 
sensitivities which require censorship, the discrepancy between the academic nature 
of the art studies and the “irrational” element unique to the sector, and above all-the 
ultra-Orthodox perception of academic studies as a lever for employment, as opposed 
to the approach regarding art as a field of pure knowledge. In spite of the challenges 
and despite the gaps in the artistic backgrounds of the students, the program succeeds 
in producing high, professional art which relies neither on folklore nor on a political agenda, 
and conveys the artists’ inner thoughts and beliefs.

Bio
Yochai Avrahami is head of Fine Arts at Oranim Academic College, a lecturer at the Bezalel 
Academy of Arts and Design, Jerusalem, and director of the ultra-Orthodox extension 
of the Bezalel Department of Fine Arts. In recent years he has engaged in the study 
of exhibitions and displays in museums of military heritage in Israel, as well as museums 
and visitor centers centered on atrocities in Israel and the world. Avrahami is an active 
artist working in diverse media and fields: sculpture, video, and installation, works for the 
theater and writing. He has staged numerous solo exhibitions in museums in Israel and 
abroad, participated in international group shows, and won various awards (Young Artist 
Award; Creativity Encouragement Award; and the Israeli Minister of Culture and Sport’s 
Visual Art Award) and grants (from the Israel National Lottery Council for the Arts and the 
Joshua Rabinovich Foundation for the Arts, among others). His forthcoming book, 
The Mount of Hercules, will be published by the Academy of the Arts of the World 
(Akademie der Künste der Welt), Cologne.

Ultra-Orthodox Women: From Culture Consumers to Culture Creators
Bezalel’s Ultra-Orthodox Extension

Yochai Avrahami, Bezalel Academy of Arts
yochaiavrahami@gmail.com
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This study investigates Cypriot visual artists’ transitional experiences and explores how these shifts 
influence their identities and the course of their professionalisation. In particular, it focuses on the 
experiences of artists re-assimilating into their home culture after living abroad for a certain period 
of time.

Visual artists interviewed were exposed to the intellectual and artistic movements of ‘Western’ 
capitals while pursuing their art education and/or while taking part in international exhibitions 
and residencies. These experiences expanded their artistic horizons and their mind-set in significant 
ways. Research demonstrated that when they returned to Cyprus, most visual artists experienced 
a period of readjustment, during which they felt ‘out of place’ in a once familiar environment. 
Artists anticipated positive encounters and a support system to encourage and assist their artistic 
endeavours, but were confronted by a ‘reality’ which was incongruent to their expectations. 
Instead, they experienced frustration, anxiety and a deep challenge to their sense of belonging. 
The findings show that the duration and intensity of these shifts fluctuate according to a number 
of variables, both internal and external to the artist, which are explored in this paper. The study 
then discusses the structure of these transitions and explains how they influence subsequent career 
decisions. Finally, it suggests that inherent in this understanding is a possible framework for the 
development of pedagogical practices, support systems and mentorship programmes that 
facilitate artists’ return to their socio-cultural environment.

The paper is based on data collected as part of my PhD research, which examined the contextual 
factors that influence artists’ living and working situation in Cyprus, and the way they develop their 
careers. Methodologically, the research adopted a grounded theory approach that relied 
primarily on in-depth interviews and participant observations. In this paper, I concentrate on visual 
artists’ narratives to elucidate the changes that occur during specific life transitions and unpack 
how artists discuss the meanings of these experiences.

Bio
Niki Zanti-Philiastides is a freelance cultural manager working on projects with various cultural 
institutions in Cyprus and the UK. She is also a Scientific Collaborator at European University Cyprus 
teaching the postgraduate module on Visual Arts Management and Leadership, and an associate 
lecturer at Alexander College/ University of the West of England, teaching Professional Practice 
to creative practitioners in the Departments of Fine Arts and Design.

Niki Zanti-Philiastides earned a Ph.D. in Arts Management from Birkbeck, University of London, 
a MA in Arts and Heritage Management from London Metropolitan University, and a BA in Fine Arts 
from the University of West of England, Bristol. Her most recent research work, and the subject of 
her doctoral thesis, focused on the situation of visual artists in Cyprus and their professionalisation. 
In particular, she was interested in their experiences of becoming and being artists, the contextual 
factors that influence their living and working conditions, and the development of their careers 
and identities

Transitional experiences of visual artists in Cyprus

Dr. Zanti-Philiastides Niki, European University Cyprus & Alexander College Cyprus 
nikizanti@gmail.com
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