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ma Al Fardan

reotypes |, I, 11l and IV?*, 2020
min.

creotypes I, Il, Il and [V, Khaleeji
t, Fatema Al Fardan,|records

elf treating her traditional

ati garb, the abaya, as/skin. She
picted lathering lotion on the

< cloak, running a razor through
plying antiperspirant|to it, and
) a hairdryer directly on her
piece, the sheila. Modestly
ealing her body by wearing
baya, as is the norm|inthe

1an Gulf, Al Fardan is dually
onding to the gaze of foreigners,
view the Khaleej as alcultural
olith, and the gaze of|Khaleejis,
subcategorise other Khaleejis
d on gender, tribe, religion,
stry and language.| The artist’s
brmance of an intimate act

er characterizes these gazes

1 l‘ ll' il
L



yeuristic, eliciting cliches and
otypes based on the limited

Il information portrayed in the
t’s self-portrait.

/ing up in the UAE, the Emirati-
artist often reflected/and

ted the idea of a “pure” Emirati

n prevailed in her high school.
interview with Al Fardan, she

rks that her ethnicity and

stry was questioned by her

ati peers “because everyone was
citly categorised into/a group of

t’ Emirati to ‘least’ Emirati and
‘fake’ Emirati”. Yet, during her
rgraduate career at New York
2rsity Abu Dhabi (NYUAD), her

atiness was never questioned

e predominantly international
>nt body and faculty. In fact,
otypical conceptions of who an

atiis, and what they/look like,
often uncritically projected onto



1t do you wear at home?” That

» gquestion that this video work
onds to. Short yet deafening,
uestion pointed at the artist

g her time at NYUAD|reveals the
1t of misinformation about the
ati identity that is prevalent even
n the UAE. In a conversation

the artist, Al Fardan notes that
se questions and assumptions
ot offensive, just absurd.” It is
1bsurdity that the artist strove
create in her visual exploration

> ways Iin which othering is an
ent yet ridiculous part of identity
Ulation. As a young Emirati

an, Al Fardan’s work can be

ted within the emerging canon
aleeji artists grappling with

ar questions of belonging and
jating the same parameters of
identity and culturaliagency.

| Fardan, sharing her|lived
rience is an integral|/part of that
‘ice; publicising her experience
ts as representation and
:sentation creates awareness.
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ancoise”; 2013
0 min.

i e

ad his
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of facial

this work, the artist fi

er. The use of close- I I
dly noticeable variat : | | |

ression give to this f , streaked
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tic shot.

 face of an elderly w
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looks away and see
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templation, which t
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fferent to our prese : :: : Then
looks directly into t i 2ns and
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‘ri syte e mi (prends mes yeux)?”,

)

'ideo is a fixed sequence,

d in adomestic spaceandis a
ninutes long. The mother and
hter (the artist) putthemselves
ilent situation in their home,

) to share and accept unspoken
s, trying to have a conversation
are not ready to have. The
nunication is made through eye
act only, in complete silence.

hing and being watched. The
bf giving silence the power of
g things you couldn’t'say. The
Of seeing your truth in others’

e viewer, you find yourself
pting their privacy as(the video
s and finishes in the middle of
erformative act. Wanting to see




, the video gives you the power
agining how it all begins and
'ou question the large number
ferent ways the story may
nue.

yne-take scene gives you time to
pret it as one living image filled
emotions while you find yourself
1ers’ stories as they show their
st selves into the public’s eyes.

. Jpp is evoking her experience
lifficulties of sharing your true
vith your parents, as a woman

d in an Albanian family. Facing
cars as she is facing her mother,
ng at her journey by looking at
erson she owes the most.

story is told as they|travel

1e, looking back through

/thing by just being present.
ituation created by the artist
2If, Jpp evokes fragments of life
nstructing a strong/presence

e she uses her truth as a call for
ptance of taboo subjects like
and sexuality.

Arbesa Musa



SEUEMEL Y

liengruppe Bitnik
veillance Chess”, 2012
min.

on. 2012. On the brink of the

pic Games. A tube station in one
> most survelilled public spaces

> world. !Mediengruppe Bitnik
cepts the signal of a surveillance
2ra: business people making

way to the Underground, a man
uit looking for the right exit.

 the left, a woman with a yellow
ase walks into the frame of the
>illance camera. She opens her
ase and activates a switch.

s the moment when Bitnik takes
The surveillance image drops

1 chess board appears/on the
>illance monitor and a voice from

yudspeakers says: “ljcontrol your

>illance camera now. |l am the

vith the yellow suitcase.” The

e jumps back to the woman with
ellow suitcase.




v about a game of chess?”, the
» asks. “You are white.|l am

.. Call me or text me to make
move. This Is my number:

2460851.”

rveillance Chess, !Mediengruppe
< re-evaluates surveillance-

es as part of public space,

yefore the Olympic/Games in

. By manipulating unencrypted
ections between monitoring
>ras and control centres,
iengruppe Bitnik replaces the
time image on the monitor with
sonal invitation to play chess.
open up a playful situation

een themselves and those
monitor the security cameras

> control centre. Both players
ow submitted to the same

‘and opportunities. The one-
nsional monitoring system is
formed, it becomes|a medium of
nunication. At this moment, the
c space, privatised and
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is&Zwick
‘scharfe Blick (The Sharp

)”,1999
min

monitors in portrait mode are
>nted close together. Together
describe an image, a space. They
pair. Each monitoris inhabited
‘igure dressed in red. These are
uthors of the installation. They
couple, they are a pair of twins
»ach can trigger changes for the
. One stomps and the other one
ne. Isn‘t that practical? A small
ment and the gaze/comes into
s for a brief moment!lsn’t that
rous? It's about the dare, the
se, about rhythm, magic and, of
se, about the private. The sound
els. Creschendo.

Muda Mathis and Sus Zwick
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imir Mitrev
e Upon aTime?”, 2016
) min

intense and prolonged sequence
ect eye contact, Vliadimir Mitrev
res the themes of masculinity
ieroism. Drawing from what
:ems to be one of the greatest
es in cinematic history, Mitrev
)ws a crucial sequence from
"Upon a Time in the West,

ted by Sergio Leone in 1968,

e the ruthless killer, Frank, and
1wysterious protagonist, gunman
monica”, look deeplyfinto each
’s eyes before dueling/to the

1. The artist appropriates the

e to investigate the intensity

> direct gaze. By doing so, he

es toxic masculinity on its head
xhibits the immense strength of
rability.

> video, the artist maintains eye
act with the viewer for|over ten,




1ingly excruciating, minutes.
ite being sustained, his gaze
‘tainly not suspended in time,
e video format emphasizes
uration by allowing the artist’s
to tire, well up, and/eventually
Yet, his raw gaze,|in/direct

‘ast to the brief look|exchanged
een Frank and “Harmonica”,

>s across as an act of striking
rability: a stripping of all

rs and metaphysical barriers
(ing him from the viewer. The
difference between Mitrev’s
.eone’s versionsisthe

‘ion of the gaze. In the movie,
ye contact is sustained for

, poignant seconds, during

n the characters’ ethical and

| positions are highlighted:
monica’s” heroism Is

1asized, while Frankis cruelty is
rscored. Meanwhile/the sheer
h of Mitrev’s version allows
1herent violence of the gaze to
ert the pathos of the viewed and
ert it into power of the viewer.



lenly, it is not just a look
anged between two people,
ecorded stare-off is|no longer
dcasting their true colors.
>v’s lengthy approach unveils
ower the observer holds

the observed and brings our
clousness to the intervening
rding device mediating the

t’s gaze. Empowering the

int observer, the camera
ately throttles the traditional
>r dynamic of the gaze. Yet, by
ng his stare, Mitrev exhibits

t strength in navigating this
ing dynamic, redefining
nderstanding of power and
sulinity.

2yes have long been thought

- windows to the soull From
talian Renaissance, which

cssed Leonardo da/Vinci’s La
onda (1506) and puzzled viewers
Mona Lisa’s tracking|eyes, to
ador Dali who adapted the eye as
realist symbol for that which is



ble, unseen, and —inan

on to Freudian psychoanalysis
onscious, artists have

Istently payed attention to
aying the eye and depicting the
.In Once Upon A Time, Mitrev
ges with this historic discourse
ieavily alludes to the eye’s post-
>rnistic colloquial synonymity
v’s confrontational approach
nilar to that of pop| artist Andy
0l, particularly to his|/invasive
1ute mug-shot-like recordings
sitors at his studio, a series of
st 500 recordings he had titled
en Tests (1964-66). For the

rion of the 100-foot Bolex film,
10l asked his subjects to sit as
s possible, even refrain from
ing, studying the effect of the
ating camera - the effect of
mentation - on the power of the
.Recorded in a similar fashion,
v’s film can be interpreted
>ropped Warholian f{Screen

, one which ultimately ponders
happens when one Is asked to
ate stillness, project an image






SEUEMEL Y

ida Sanchez

nside as the Eye Can See”,
) 7:11 min

hez may very well be described
“eye artist”, for in this work she
‘ogates what seeing is, how we
eeing, and she challenges the
er to look at seeingliniterms of
:ness and proximity to what is

[

> are at least two kinds|of

ng that can be investigated in
vork. On the one hand, it is the
, exchanged between the two
>s on screen. On the|other, it

> way In which viewers look at
'ork, an overwhelming close-
the two eyes. Viewed from

r position, instead of/enabling
>tive knowing, looking|is shown
‘paradoxical. The bodies on

>n cannot visually recognise
other; they are too close to do
milarly, although viewers can




he image, they may/feel

>d by their exclusion from the
ate exchange taking/place on a
imental scale in front of them.
ret, the viewer cannot deny

19 “in touch” with (perhaps
vhelmed by) what is seen.

t, far from being excluded,

nced and detached, itis

ting to suggest that the viewer’s
wander over the surface of

ideo projection - the[screen -
5sing and touching the images
reen as the eyes they see caress
ouch each other. We|are drawn
nly into the image, but also into
1timate, even erotically charged
ange we see before us [...]

inside as the eye can/see we
ompelled to interact with
nlarged close-up image of
y) textural skin, wet eyeballs
.cratchy eyelashes, as if we
>|ves were getting “up close” to
nage as we are, at the same
“eyeing them out’ [i.]



1 recognising that we interact
this work in this way, and that we
' a complex interchange with it,
o longer possible to assume that
ork represents a rational space
s ordered and controlled by
ower of the gaze (of the subject)
presupposed in Cartesian
rectivalism. Instead, Sanchez

s the viewer to acknowledge
<nowing and understanding
merge through the irrational,
ate sense of touch [./.]

i Lauwrens (Abstract from Can
see what | mean? DEARTE, 2012)



I

rian Sari

JOK!”, 2021
5 min

> artist points with t

ident outside the sc :

‘camera following th

>nsity of their gestu =;

‘he video progresse
nhasis on the contm
eated word “Look!” ‘
reasingly insistent a
at the important anc
‘ne off-screenisre
xplained becauset
1ains focused on the
> disturbing aspect ¢
)pening is mixed W|t
10t being able to cha
nera’s point of view.
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> Shafir
atis the color of your father’s
7, 2014

1 l‘ ll' i
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1at is the color of your father’s
Belle Shafir uses a series

ares to call up a flood of

tionally charged memories of
1tergenerational relationships

r family that revolve around a
2ssed story, never spoken of until
The eyes erupt onto/the screen,
yfter another, autonomous

ies embodying disturbing,

idating gazes. Their,domain is
ension between the closed eye

‘he open one, the submissive

he rebellious, the oppressed

he fighter, the concealed and

xposed. Between the lowered

, seemingly safe under the thick

*of skin concealing it, and the

born physical and mental effort

led to open the eyes, to remove



> protective layer anc
> forces that try to
‘ay. Finally, she mang
reyes and her gaze|is
‘eatening disturbanc
e eye is wide open, €
shielded, but its dire ze has

> power to penetratei l w |dden
‘bidden places and fa l Iﬂ
:chanisms that wish «» 0 silence,
clude and terrorize.

come
or pull
| oralse
" " aled, a

” l"ll " e space.
» ad and
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Ruty Chinsky Amitay
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