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Qand A

— Hans Ulrich Obrist: How do your
videos relate to your literary works? Is
there a connection?

— Jalal Toufic: My texts and videos
do not try to accomplish the same
thing but complement each other. In
my books | am interested in disconti-
nuity both in form (my book Distracted
is formally aphoristic) and content (for
instance, | have written on the affinity
between the atomists of Islam, for ex-
ample, al-Asha‘ira, and cinema, where
the appearance of motion results from
the projection of film stills at a rate of
24 frames per second [in the silent
era the rate of projection was often 18
frames per second]). But in my videos, |
mainly work with (Bergsonian) duration
(for instance, the twenty-minute-long
shot of the car drive in ‘Ashira’ This
Blood Spilled in My Veins, the ten-min-
ute-long shot of the slaughter of two
sheep and of the second cow in The
Sleep of Reason: This Blood Spilled in
My Veins, and the twelve-minute-long
shot of my nephew sleeping in A Spe-
cial Effect Termed “Time’; or, Filming
Death at Work) and would like to
achieve the basic continuity of a Tao-
ist calligrapher or painter, i.e., have the
chi (vital breath/original energy) not be
interrupted even when there are, ex-
ceptionally, cuts, for example, between
different scenes. Moreover, while | am
an aphoristic writer, | am not a film/
video maker of short films/videos, i.e.,
one who, like Artavazd Peleshian (The
Seasons, 29 minutes), Brothers Quay
(Rehearsals for Extinct Anatomies, 14

minutes), Kubelka, and Jan Svankmajer
(Dimensions of Dialogue, 12 minutes),
can, to paraphrase Nietzsche, show in
ten minutes what everyone shows in
a feature-length film or video—what
everyone does not show in a fea-
ture-length film or video; generally, the
longer my video, the more substantial
it is. With the exception of my book
(Vampires): An Uneasy Essay on the
Undead in Film, where it was a matter
of dispersing the universe since it was
turning into a paranoid one, in my oth-
er books | am trying to build a universe,
and thus feel affined to Paul Klee’s “Art
does not reproduce the visible; rather,
it makes visible” (“Creative Credo,” The
Thinking Eye). The moment one suc-
ceeds in building a universe, it detach-
es from this world, somewhat like the
baby universes of cosmology. But in my
video works, | do not have the impulse
and aim to produce autonomous works,
to try to create a universe, but want my
videos to be, as Deleuze wrote, “rea-
sons to believe in this world” While |
have tended to be concerned with the
creation of aesthetic facts in my books,
| have not tried to do the same in my
essayistic documentary videos—not-
withstanding that the creation of aes-
thetic facts can happen in both fiction
films and documentary films—but
tried rather to document certain world-
ly facts while making sure to subtract
all that is customarily added to make

the viewer see only certain parts of the
referential image, i.e., all that is added,
for example, the voice-over, in order
to subtract from the image (I also try
to avoid non-diegetic special effects
[speeded motion, etc.] and music part-
ly because they imply that reality is not
intense enough on its own). With the
rapid advances in digital simulation
and virtual reality, when we encounter
reality—in the sense of the actual as
opposed to simulations—at all, it will
increasingly strike us as the Lacanian
real.

“Epilogue” (interview with me by Hans
Ulrich Obrist), in Global Art Forum:
Transcripts: 1, ed. Maria Finders (Dubai:
IMC, 2007), 315-16.


https://vimeo.com/199657156
https://vimeo.com/199657156
https://vimeo.com/199657156
https://vimeo.com/199663944
https://vimeo.com/199663944
https://vimeo.com/199663944

Don’t You Remember Egypt and
Japan?! Then Close Your Eyes and Make
Yourself as Comfortable as You Can ...

(made in collaboration with Graziella Rizkallah)
film, 46 minutes, 2024

How do | know that | love Jalal?

If it is surprising to reach some coun-
tries by some earthly means of trans-
portation, it is that they resemble so
much how they look in the imaginal
world (alam al-khayal). This is all the
more the case when the country of
departure is very removed from how
it might look in the imaginal world—
would then the task be to mostly con-
vey the imaginal world versions of some
of what one encounters in the country
of departure and to largely document
the country of destination?



Hong Kong, China, Solaris

(made in collaboration with Graziella Rizkallah)
film, 10 minutes, 2023

“Jalal, last night, | had a dream about
our film” “Which film?” “The one we are
working on these days” “Hong Kong,
China, Solaris?” “Yes” Can one have a
dream where one’s deepest, uncon-
scious wishes are fulfilled by Solaris or
a Solaris equivalent, the extraterres-
trial hyperintelligent sentient ocean
of Tarkovsky’s film Solaris that fulfills
such wishes? Yes, if one’s meta-wish is
to have one’s unconscious wishes ful-
filled in the manner Solaris does that
rather than in the manner dreams do it
(through such mechanisms as conden-
sation and displacement). One should
bear in mind though that, since dreams
are wish fulfillments, Solaris or a Solaris
equivalent would end up making one

unable to dream, an insomniac, since
it would render dreams superfluous.
By dreaming about Solaris or a Solaris
equivalent one would be dreaming
about a place where one cannot dream,
where there are no dreams.



Five Hitchcock Films as You’ve Never

Seen Them Before

Beirut Art Center, solo exhibition,
November 8, 2023-March 23, 2024

Jean-Luc Godard opines in the chap-
ter “The Control of the Universe” of
his Histoire(s) du cinéma that “Alfred
Hitchcock has been the only poéete
maudit to achieve success” Notwith-
standing Godard, Hitchcock was not
a poéte maudit’; the author of Blood
of Mugwump (1996), Doug Rice, and
Japanese artist Toshio Saeki are exam-
ples of the usual poéte maudit, the one
who does not meet with success, and
David Lynch, the filmmaker of, among
others, episode 8 of the third season
of Twin Peaks (2017), Inland Empire
(2006), Rabbits (2002), Mulholland
Drive (2001), and Lost Highway (1997),
is an example of a poéte maudit who
exceptionally met with critical, aca-
demic, and popular success (some-
thing to be valued only when it hap-
pens during revolutionary times), if not
the only poéete maudit to do so, while
the Sufi al-Hallaj of the shath (“theo-
pathic” utterance) ana al-hagq (I am
the Truth/Real, i.e., God) fame, a keen
defender of the damned par excellence
in Islam, /blis (in the chapter “Ta’ Sin
al-azal wal iltibas” of his al-Tawasin, he
wrote: “There had been no monotheist

1 Who is the damned? Is it the one who is
confronted with a choice both of whose alternatives
would damn him? It is worse than that; he is the one
who would be damned whether he acquiesces to
choosing between these two damning options or
refuses to choose between them. Of the damned,
it is indeed accurate to say: damned if you do and
damned if you don't.

[muwahhid] comparable to Satan [Iblis]
among the inhabitants of heaven....
God had said to him ‘Bow down [be-
fore Adam] ‘Not before another [than
You]" ‘Even if My curse falls upon you?’
.. Moses met Satan on Mt. Sinai and
said to him: ‘O Satan! What keeps you
from bowing down? ‘What keeps me
from doing it is my preaching of a Sin-
gle Adored One; if | had bowed down,
| would have become like you. For you
were called to only once, “Look toward
the mountain!” and you looked?; while
| was called to a thousand times, “Bow
down!” and | did not bow down ..2 “You
have set aside a Commandment [of
God] ‘It was [to Him] a trial and not a
Commandment™), is an example of a
poéte maudit who met with a success
esoterically befitting this kind of poet,
for instance, having implored God in
the presence of people gathered at

2 “Moses ... said: ‘My Lord! Show me (Thy
Self), that | may gaze upon Thee! He said: ‘Thou wilt
not see Me, but gaze upon the mountain! If it stands
still in its place, then thou wilt see Me! And when his
Lord revealed (His) glory to the mountain He sent it
crashing down. And Moses fell down senseless. And

when he woke he said: ‘Glory unto Thee!” (Quran
7143, trans. Pickthall).

3 “And when We said unto the angels: ‘Pros-
trate yourselves before Adam, they fell prostrate, all
save |blis” (Quran 2:34, trans. Pickthall).

4 Quoted in Louis Massignon, The Passion
of al-Hallaj: Mystic and Martyr of Islam, vol. 3, trans.
Herbert Mason (Princeton, NJ: Princeton University
Press, 1982), 309—11.

the Mansur Mosque in Baghdad, “Be-
tween me and You there’s an ‘I am’
that’s crowding me. Ah! Remove with
Your ‘I am’ my ‘l am’ from between us,’
and then reportedly entreated people,
“God has made (the spilling of) my
blood lawful for you, therefore, kill me!”
and predicted, “My death will be in ac-
cordance with the religion of the cross,”
he ended up being condemned to be
crucified and appears to have died on
the cross. If Hitchcock met with suc-
cess, not only popular but also criti-
cal and academic, it was not, notwith-
standing Godard (“If Alfred Hitchcock
has been the only poéte maudit to
achieve success, it is because he was
the greatest creator of forms of the
twentieth century”), because he was
the greatest creator of forms of the
twentieth century—there have been
many greater creators of forms among
twentieth century painters (Francis
Bacon, etc.), filmmakers (Tarkovsky,
Parajanov, Sokurov, Bokanowki, Broth-
ers Quay®, etc.), etc—but rather be-
cause he compromised, was not radical
enough, thus made films that are par-
tial artistic failures, as implied by the
many remakes and other reworkings
of his films by other filmmakers and
artists, including me (Vertiginous Vari-

5 It should go without saying that Sokurov,
Bokanowki, and Brothers Quay are not only twenti-
eth century filmmakers but also twenty-first centu-
ry ones.

ations on Vertigo [2016]), and by the
remake he did of one of his films, The
Man Who Knew Too Much (1934 and
1956)—one could view Gus van Sant’s
Psycho (1998), largely a “shot-for-shot
remake,” as unconsciously implying
that Hitchcock’s Psycho is, exception-
ally among his films, not a partial ar-
tistic failure since it did not require a
revision in the form of a (significantly)®
variant remake.

Through explicit and implicit variations
on them, as well as by other manners,
this exhibition presented five Hitchcock
films as you've never seen them before.

The exhibition was accompanied by a
publication, Explicit and Implicit Varia-
tions on Hitchcock, that collected my
writings regarding Hitchcock.

6 Albeit one that’s in color, unlike the original,
which was in black and white; uses different actors;
and in which, unlike in the original, Norman Bates
clearly masturbates (offscreen) while peeping at his
hotel guest.


https://vimeo.com/947742447
https://vimeo.com/947742447
https://jalaltoufic.com/downloads/Jalal-Toufic-Explicit-and-Implicit-Variations-on-Hitchcock.pdf
https://jalaltoufic.com/downloads/Jalal-Toufic-Explicit-and-Implicit-Variations-on-Hitchcock.pdf
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Five Hitchcock Films as
You’ve Never Seen Them
Before

Five Hitchcock Films as
You’ve Never Seen Them

What Did One of the Neighbors Miss During
His Photographic Assignment Abroad?
conceptual film, 21 minutes, 2023

Eyeing a Boring Couple Unselfconsciously
conceptual film, 17 minutes, 2023

A Doubly Possessed Psycho
conceptual film, 103 minutes, 2023

Vertiginous Variations on Vertigo
conceptual film, 110 minutes, 2016

Variations on Guilt and Innocence in 39
Steps
conceptual film, 75 minutes, 2013

Mother and Son; or, That Obscure Object of
Desire (Scenes from an Anamorphic Double
Feature)

conceptual film, 41 minutes, 2006

What Do Van Gogh, Hitchcock, and
Kurosawa Have in Common?
conceptual film, 6 minutes, 1997

What Do Van Gogh, Hitchcock, and
Kurosawa Have in Common?, version 2
conceptual film, 4 minutes, 1997

A Line of Flight from One Radically Closed
Space to Another
conceptual film, 6 minutes, 1997

A Line of Flight from One Radically Closed
Space to Another, version 2
conceptual film, 4 minutes, 1997

Before
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A Doubly Possessed Psycho

conceptual film, 103 minutes, 2023

In 1998, Gus Van Sant did a shot-by-
shot remake of Alfred Hitchcock’s
Psycho (1960). In a podcast interview
with Marc Maron on July 16, 2018 (WTF
Episode 933), and in response to the
latter’s, “Obviously, | can’t go through
every movie that | want to, but | need to
ask this pressing question, to remake
Psycho frame-by-frame: That's an ob-
sessive undertaking?” “Yeah. There’s
a whole reason behind it... During the
90s, the joke about the executives was
that they would rather make a sequel
than they would an original piece, be-
cause there was less risk... When | did
Drugstore Cowboy, | was all of a sud-
den meeting with the heads of stu-
dios because they knew that actors
would work with me.... During one of
the meetings, Casey Silver at Universal
brought in all of his vice presidents, and
one guy was head of the library, and he
said, ‘In the library, we have old films
that you could remake, we have scripts
that haven’t been made yet that you
could make, and it just reminded me
of that thing that they wanted to do,
which is remake something. And | said,
‘What you guys haven’t done is try to
take a hit and remake it exactly. Rather
than remake it and put a new spin on
it, just remake it for real, because Id
never seen that done yet, as an experi-
ment. The whole thing seemed experi-
mental to me anyway, so | thought why
not, and they laughed—they thought it

was silly, ridiculous, absurd—and they
left. They said, ‘We won'’t be doing that!
Every time | would meet with Casey
| would bring it up, and | locked in on
Psycho; I'm not sure why Psycho, but it
just seemed like the movie that would
work the best. | would bring it up again
and they would laugh again. And then
when we did Good Will Hunting and
it did really well at the box office—it
also got nominated for nine Oscars
or something .. my agent was saying,
‘Universal really wants to do a deal with
you, have you got anything for them?’
And | was like, ‘Universal, Universal ...
oh yeah, tell them Psycho, frame-by-
frame, new cast, in color, and that’s
the idea, and then my agent calls back
and says, ‘They think that’s fantastic’
So, all of a sudden, they were in... The
idea was whether or not you could ac-
tually remake something and it would
repeat the box office [success]... It
obviously didn’t work” | didn’t expect
that he would indicate that one of the
reasons to do the remake was that “the
whole thing seemed experimental to
me anyway, so | thought why not,” the
worst justification for making some-
thing (Deleuze: “Philosophy ... consists
in creating or inventing concepts.... Of
course, you don’t just say one day, ‘Hey,
| am going to invent this concept, no
more than a painter says, ‘Hey, 'm go-
ing to make a painting like this’ There
has to be a necessity, in philosophy and

elsewhere, just as a filmmaker doesn’t
just say, ‘Hey, I'm going to make this
film!” There has to be a necessity, oth-
erwise there is nothing at all. [A creator
is not a preacher working for the fun of
it. A creator only does what he or she
absolutely needs to do]”); | would have
expected that he would rather answer:
“I did the film for the sake of introduc-
ing two images that appear to flash
through Arbogast’s mind as he falls
down the stairs after being stabbed
by Norman while the latter is pos-
sessed by his dead mother: a half-na-
ked woman with shades over her eyes
in some featureless misty environment
and a calf seen from the windshield
of a car heading in its direction in an-
other rainy, foggy landscape.” | myself
remade Gus Van Sant's remake of
Hitchcock’s film to make use of an ex-
quisite opportunity that was missed by
Gus Van Sant’s remake. In my remake,

A Doubly Possessed Psycho, which is
not experimental but conceptual, the
acousmatic voice of the dead mother
of Hitchcock’s Psycho does not simply
haunt her son, Norman, indeed possess
him; it also haunts Gus Van Sant’s re-
make of Hitchcock's Psycho, replac-
ing the voice of the mother in that
remake, claiming the body of Norman
across films, presenting another pow-
er of the acousmatic voice, one that
Michel Chion did not address not only
in the initial, French edition of his book
La voix au cinema (1982), but even in
the preface to the English translation
of his book, The Voice in Cinema, pub-
lished in 1999. The acousmatic voice
of Norman’s dead mother will possess
her son Norman wherever he goes,
even across films. Instead of a double
bill, it would be most fitting to curate
a screening of the three feature films.


https://

What Did One of the Neighbors Miss
During His Photographic Assignment
Abroad?

conceptual film, 21 minutes, 2023

FEyeing a Boring Couple
Unselfconsciously
conceptual film, 17 minutes, 2023
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Pascal Bonitzer: “Neither death nor
crime existed in the polymorphous
world of the burlesque, in which ev-
eryone deals and takes blows as best
he can, in which cream buns fly and
buildings collapse in a burst of collec-
tive laughter. In a world of pure gesture,
such as the animated cartoon (itself a
substitute for slapstick), the protago-
nists are in principle immortal and in-
destructible ... violence is universal and
inconsequential, and guilt does not
exist. The weight of death, murder and
crime have meaning only through the
proximity of a gaze. All Hitchcock has
done in his films is to make the best
possible use, where staging is con-
cerned, of the function of the gaze laid
bare by crime. The dictum that ‘there is
crime only where there is a gaze’ also
means that the positing of a crime
causes the gaze to function quite na-
kedly, and delivers up its essential ob-
scenity, as the case of Rear Window
proves.”! What Did One of the Neigh-
bors Miss During His Photographic As-
signment Abroad? (2023) composes
a variant of Hitchcock’s Rear Window
(1954) in which the “gaze” is subtract-
ed. “What did | miss during my photo-
graphic assignment in Kashmir?” asked
one of the neighbors. “A neighbor’s dog

1 Pascal Bonitzer, “Hichcockian Suspense,” in
Everything You Always Wanted to Know about Lacan
(But Were Afraid to Ask Hitchcock), ed. Slavoj Zizek
(London; New York: Verso, 1992), 18.

was killed and shortly after replaced by
what appears to be the very same one,
and there was an attempted house
robbery of the Thorwalds’ apartment,
but the thief was, fortunately, appre-
hended”

This film is to be watched in an apart-
ment giving onto other apartments.
Would those of its spectators who ig-
nore its intertextual source be as bored
by it as | would were |, who composed it,
to also ignore its intertextuality? Would
they as a result look at their neighbors
while it is playing? Would what they
would see make them forget about re-
suming viewing the film, if not the film
tout court?*

* The two short conceptual films What Did
One of the Neighbors Miss During His Photograph-
ic Assignment Abroad? and Eyeing a Boring Couple
Unselfconsciously complement each other.


http:// 
http:// 
http:// 
https://
https://
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Vertiginous Variations on Vertigo
conceptual film, 110 minutes, 2016

Judy-as-Madeleine in Alfred Hitchcock’s Vertigo (1958)

Madeleine in Jalal Toufic’s Ver-

tiginous Variations on Vertigo

(2016)

Judy in Alfred Hitchcock’s
Vertigo (1958)

Judy in Jalal Toufic’s Vertiginous Variations on Vertigo (2016)

/ N\
DOUBLE FEATURE:
Alfred Hitchcock’s Vertigo
&
Jalal Toufic’s Vertiginous
Variations on Vertigo
N\ /

Vertiginous Variations on Vertigo com-
poses a variant of Hitchcock’s Vertigo in
which, among other things, Scottie’s
drive for reenactment and repetition
is not satisfied once he has made Judy
look exactly like the beloved he lost,
Madeleine.

While watching a strong film, for exam-
ple, Hitchcock's Vertigo (1958), one
cannot imagine it to be any different, in
other words, one is unable to imagine
variants of it. Given that my Vertiginous
Variations on Vertigo (110 minutes,
2016) is a strong film, while watching it
a discerning spectator would not be
able to imagine it to be any different,
for example, for its story and events to
be exactly as they are in Hitchcock’s
Vertigo! In the particular case of
Hitchcock’s Vertigo, this impression of
foreclosure of variation while watching
such a strong film is reinforced by its
status as an iconic film, which makes
tampering with it feel like an act of
profanation; and by its content, since
the fetishistic disavowal of the melan-
cholic lover Scottie has for effect that
the next woman he goes out with, Judy,
is not allowed to manifest any variation
whatsoever in relation to his dead be-
loved, Madeleine: she has to dress ex-
actly as Madeleine did, her hair has to
be styled in the same way Madeleine’s
was and have the same color as
Madeleine’s, etc. And yet, sooner or lat-
er after watching Hitchcock’s Vertigo, a
perceptive spectator would recognize
that it is associated with variation,
since, itself a film adaptation, it pres-
ents a variation on Pierre Boileau and
Thomas Narcejac’s novel Dentre les
morts (1954; English translation: The


https://

25

Vertiginous Variations
on Vertigo

Living and the Dead [1956]),' and since
its protagonist, Scottie, tries to do a
variation on what happened between
him and (the woman he assumes to
have been) Madeleine in the tower,
where, having failed to follow her up
the stairs, he saw her fall to her death—
indeed he confesses to Judy as he takes
her back to the site of the trauma: “One
doesn’t often get a second chance....
You're my second chance, Judy” (I was
asked during the premiere of my con-
ceptual film in Beirut: “Why did you
change into a dream the scene that
shows Judy’s memory of the moment
when, dressed and looking exactly like
Madeleine, she arrived at the top of the
tower where Madeleine’s scheming
husband was waiting for her in order to
then throw his wife to her death?” “Well,
it's a dream-like scene to begin with,
isn’t it? In my variant of the film, it is
when Scottie has turned Judy into a
look-alike of Madeleine that he dreams
the scene in Hitchcock’s film in which
there are seemingly two Madeleines at
the top of the tower. Given that ac-
cording to Freud a dream is a wish ful-
fillment,2 what is the wish fulfilled by

1 After Hitchcock made Vertigo (1958), the
novel Dentre les morts (From Among the Dead)
(1954), by Boileau-Narcejac, on which the script of
the film was based, feels like a weak, unsuccessful
variation on Hitchcock’s film!

2 “Griesinger .. shows quite clearly that
ideas in dreams and in psychoses have in common

this dream? The fulfilled wish is for
Madeleine’s death not to have resulted
from his playing the psychoanalyst

the characteristic of being fulfilments of wishes. My
own researches have taught me that in this fact lies
the key to a psychological theory of both dreams
and psychoses... If | proceed to put forward the
assertion that the meaning of every dream is the
fulfilment of a wish, that is to say that there cannot
be any dreams but wishful dreams, | feel certain in
advance that | shall meet with the most categorical
contradiction. ‘There is nothing new; | shall be told,
‘in the idea that some dreams are to be regarded
as wish-fulfilments! ... It does in fact look as though
anxiety-dreams make it impossible to assert as a
general proposition ... that dreams are wish-fulfil-
ments; indeed they seem to stamp any such prop-
osition as an absurdity. Nevertheless, there is no
great difficulty in meeting these apparently conclu-
sive objections. It is only necessary to take notice
of the fact that my theory is not based on a consid-
eration of the manifest content of dreams but re-
fers to the thoughts which are shown by the work of
interpretation to lie behind dreams. We must make
a contrast between the manifest and the latent con-
tent of dreams. There is no question that there are
dreams whose manifest content is of the most dis-
tressing kind. But has anyone tried to interpret such
dreams? to reveal the latent thoughts behind them?
If not, then the two objections raised against my
theory will not hold water: it still remains possible
that distressing dreams and anxiety-dreams, when
they have been interpreted, may turn out to be
fulfilments of wishes” (The Standard Edition of the
Complete Psychological Works of Sigmund Freud,
volume IV [1900], The Interpretation of Dreams
[First Part], translated from the German under the
general editorship of James Strachey, in collabora-
tion with Anna Freud, assisted by Alix Strachey and
Alan Tyson [London: The Hogarth Press and the In-
stitute of Psycho-Analysis, 1958], 91, 134—35).

when he is not actually one, and to
place the blame on someone else,
Madeleine’s husband.”) What is the sta-
tus of the director’s cut beyond being
“a version of a movie that reflects the
director’s original intentions, released
after the first studio version,”® that is,
once the interferences of the producer
have been undone by restoring the
original ending, or by including scenes
that were excised by the studio, etc.? Is
it the version in relation to which no
variations by someone else can be suc-
cessful, that is, avoid making it fall
apart “two days” later?* Or is it, on the
contrary, the version that allows the
largest number of creative variations
on it, for example, in other branches of
the multiverse—or in the labyrinth? If
it is the latter, | can well imagine a di-
rector contesting the version released

3 Oxtord Dictionary of English, 3rd ed., 2016.

4 The answer is yes if one agrees with David
Deutsch: “Displace one note and there would be di-
minishment. Displace one phrase and the structure
would fall” That is how Mozart’s music is described
by Peter Shaffer’s 1979 play Amadeus. This is rem-
iniscent of the remark by John Archibald Wheeler
with which this book [Deutsch’s The Beginning of
Infinity] begins, speaking of a hoped-for unified
theory of fundamental physics: ‘.. how could it have
been otherwise.! Shaffer and Wheeler were describ-
ing the same attribute: being hard to vary while
still doing the job. In the first case it is an attribute
of aesthetically good music, and in the second of
good scientific explanations” (David Deutsch, The
Beginning of Infinity: Explanations that Transform the
World [London: Allen Lane, 2011], 353).

Vertiginous Variations
on Vertigo

by the producer and demanding a di-
rector’s cut precisely because he felt
that the already released version into
which certain scenes and/or shots
were inserted despite not being ap-
proved by him allows for far fewer vari-
ations, at the limit only sloppy ones
that fall apart before they are screened.
Many, if not most, people view Scottie’s
remodeling of Judy to look exactly like
Madeleine following the latter’s death
as excessive, driven by his melancholic
fetishism, yet a person who would do
what he did would not, unlike in
Hitchcock’s Vertigo, stop once he made
Judy a look-alike of Madeleine, all the
more since, soon after he was released
from the psychiatric hospital, he went
to the building in which Madeleine had
resided and initially misperceived a
blonde woman coming out of the build-
ing as Madeleine; to Ernie’s Restaurant,
where he sat at the counter, as he had
done the first time he saw Madeleine,
looked sideways towards the table
where she was seated, and briefly hal-
lucinated the blonde woman who left
her table and headed toward the exit
with her partner as Madeleine; and to
the Palace of the Legion of Honor,
where he stared from a distance at a
blonde woman seated in front of the
Carlotta Valdes painting, expecting her
to be Madeleine.® While these visits

5 While it would appear that the most fit-
ting places for Scottie to revisit following the death



27

Vertiginous Variations
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show that, melancholic, he is fetishisti-
cally disavowing that she is dead
(Octave Mannoni’s formula for dis-
avowal is: “l know very well, but all the
same ..”), they also imply a compulsion
to repeat his previous encounters with
Madeleine. In my Vertiginous Variations
on Vertigo,® where Judy is not a woman
who impersonates Madeleine in a
scheme devised by the latter’s husband
to kill his wife, but someone Scottie
meets only after Madeleine had already

of his beloved Madeleine (but prior to his hospi-
talization) would be ones where it seemed, at least
initially, that she had disappeared mysteriously, for
one would then be more likely to expect her to as
suddenly and mysteriously reappear, as it were from
death, for example, McKittrick Hotel, where Scottie
saw her enter, then open the window shutters of one
of the rooms, only to then be told by the manager at
the front desk that she had not yet come that day
and to be shown that her room was indeed empty,
Scottie does not revisit these two places in Hitch-
cock’s film (nor does he do so in my variation on it!)!

6 My conceptual film Vertiginous Variations
on Vertigo complements my textual engage-
ment with Hitchcock’s Vertigo: “Vertiginous Eyes,
in (Vampires): An Uneasy Essay on the Undead in
Film, revised and expanded edition (Sausalito, CA:
Post-Apollo Press, 2003), 148-55; “Rear Window
Vertigo” and “The City of the Fellowship of Strang-
ers: (1) Clean After Me, (2) Mind My Business,” in
Two or Three Things I'm Dying to Tell You (Sausali-
to, CA: Post-Apollo Press, 2005), 38-59, 64-79,
and 82-83, respectively; Reading, Rewriting Poe’s
“The Oval Portrait™—Angelically, bilingual, German
translation by Ralf Schauff (no. 11 of JdOCUMENTA
[13Ts “100 Notes-100 Thoughts,” Ostfildern, Ger-
many: Hatje Cantz, 2011), 11-12.

died and then induces her to wear
clothes and a hairstyle a la Madeleine’s,
Scottie, following an interval in which it
seems that he was fully satisfied with
the moment of full similarity between
Judy and Madeleine, when Judy could
very easily have been mistaken for
Madeleine come back from the dead,
persuades Judy, who loves him intense-
ly and thus finds it difficult to decline
his requests, however unreasonable
and counterproductive they seem, to
participate in a reenactment of the ex-
emplary episodes of his falling in love
with Madeleine: at Ernie’s Restaurant,
where Judy, now dressed as Madeleine
and having the same hair color and
style, sits at the same table where
Madeleine was seated when Scottie
first laid eyes on her; at the Palace of
the Legion of Honor, where Judy now
sits in front of the Carlotta Valdes
painting while he stands at the other
side of the gallery looking at her osten-
sibly incognito; at the florist shop
Podesta Baldocchi, where she now buys
the same kind of bouquet Madeleine
had bought and then places it on
Carlotta Valdes’s tomb at the Mission
Dolores graveyard while he follows her
at a distance; at the Golden Gate
Bridge, where she jumps into the bay so
he can, as he did with Madeleine, act as
her savior and then take her back to his
apartment, etc. One risk of Scottie’s
making Judy redo what Madeleine did

is that she might become possessed
by Madeleine, who was possessed by
Carlotta Valdes; in my Vertiginous
Variations on Vertigo, Judy ends up
spending some of her time at the
McKittrick Hotel, where Carlotta Valdes
lived for a while. | assume in Vertiginous
Variations on Vertigo that while out of
her developing love for Scottie Judy ini-
tially yields to his requests to act in the
scenes he models on the ones he lived
with Madeleine, at some point along
these re-enactments she wonders
what would happen once they would
have repeated the few episodes of
Scottie’s love affair with Madeleine:
would he lose all interest in her and
leave her, or would he tolerate her so
that he would have the opportunity to
ask her from time to time to repeat
again what Madeleine did in these epi-
sodes—or would he end up asking her
to repeat the scene at the Spanish
mission tower, which led to Madeleine’s
death? And so she laments and pro-
tests, “Why are you doing this? What
good will it do?” Distraught, he feebly
answers, “l don’t know. No good, |
guess” Exasperated, she exclaims: |
wish you'd leave me alone. | want to go
away.” She suspects that he will not let
her simply leave him, but will, having
been a detective for years, track her as
he had done with Madeleine. And, in-
deed, he soon follows her in an un-
scripted visit to McKittrick Hotel ...

Vertiginous Variations
on Vertigo

where she disappears! During the Q &
A at the Beirut premiere of the film, |
was asked “Why was the film premiered
in a double-feature program with
Hitchcock's Vertigo?” | answered:
“Nowadays, many young people have
not seen Hitchcock’s Vertigo, hence it
seemed sensible to show Hitchcock’s
film before showing mine, so young
spectators would have the opportunity
to recognize the variation. But perhaps
it was not a good idea to title my film
Vertiginous Variations on Vertigo, since
this title seems, if one reads its ‘Verti-
go’ as Hitchcock’s film rather than the
sensation, to preclude the possibility
that someone who had watched my
conceptual film first and then
Hitchcock’s film would consider that
the latter is a variation on my film, and
would then bemoan the changes
Hitchcock has made, since they unex-
plainably suspend the melancholic lov-
er’s drive to repeat and reenact.””

Jalal Toufic, Postscripts (Stockholm:
Moderna Museet; Amsterdam: Roma
Publications, 2020), 22-27.

7 | ended the Q & A with: “OK, we stop—un-
til another variation?”


http://bettinafuncke.com/100Notes/011_A5_Jalal_Toufic.pdf
http://bettinafuncke.com/100Notes/011_A5_Jalal_Toufic.pdf
https://jalaltoufic.com/downloads/Jalal_Toufic,_Postscripts.pdf
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Variations on Guilt and Innocence in
39 Steps

conceptual film, 75 minutes, 2013

How Not to Be Subject to Vari-
ations on Guilt and Innocence

In Hitchcock’'s The 39 Steps, having
just rushed out of a theater where gun-
shots were heard, a woman asks the
man standing next to her: “May | come
home with you?” He asks her: “What’s
the idea?” She replies: “I'd like to” He
responds: “It’s your funeral!” | presume
that both consider that he is being fa-
cetious; actually “It’s your funeral!” is an
expressed that calls for a certain an-
swer of the real in the state of things,
while itself remaining an incorporeal
event. Shortly after their arrival in his
apartment, she says to him: “Would you
think me very troublesome if | asked for
something to eat? I've had nothing all
day” While he is preparing her dinner,
she is startled by a noise. “Nervy? Up-
set by those shots tonight?” “I fired
those shots ... to create a diversion. |
had to get away from that theater
quickly. There were two men there who
wanted to kill me”” “You should be more
careful in choosing your gentlemen
friends.... Have you ever heard of a thing
called ‘persecution mania’?” “You don’t
believe me? ... Go and look down into
the street then” While still holding the
knife with which he was slicing bread
for her, he gingerly heads to the living
room, peeks through the window, as-
certains that there are indeed two men
surveilling the apartment from the
street, then walks back to the kitchen,
with the knife still gleaming in his hand.
Deleuze wrote in the chapter “The

Affection-Image: Qualities, Powers,
Any-Space-Whatevers” of his book
Cinema 1. The Movement-Image: “[In
Georg Wilhelm Pabst’s Pandora’s Box
(1929)] there are Lulu, the lamp, the
bread-knife, Jack the Ripper: people
who are assumed to be real with indi-
vidual characters and social roles, ob-
jects with uses, real connections be-
tween these objects and these peo-
ple—in short, a whole actual state of
things. But there are also the bright-
ness of the light on the knife, the blade
of the knife under the light, Jack’s terror
and resignation, Lulu’s compassionate
look. These are pure singular qualities
or potentialities—as it were, pure ‘pos-
sibles! Of course, power-qualities do
relate to people and to objects, to the
state of things, which are, as it were,
their causes. But these are very special
effects: taken all together they only re-
fer back to themselves, and constitute
the ‘expressed’ of the state of things,
whilst the causes, for their part, only re-
fer back to themselves in constituting
the state of things.... In themselves, or
as expresseds, they are already the
event in its eternal aspect, in what
Blanchot calls ‘the aspect of the event
that its accomplishment cannot real-

,”1

ize” | would paraphrase Deleuze’s

1 Gilles Deleuze, Cinema 1. The Move-
ment-Image, trans. Hugh Tomlinson and Barbara
Habberjam (London: Continuum,2005), 105.
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words regarding Pabst’s Pandora’s Box
thus in relation to Hitchcock’s The 39
Steps: “There are the agent who goes
by the name of Annabella, the apart-
ment, the bread-knife, Hannay: people
who are assumed to be real with indi-
vidual characters (Hannay appears to
be hospitable ...) and social roles (she
is an agent ...), objects with uses (the
bread-knife with which he slices the
bread ..), real connections between
these objects and these people (he’s
using the knife to make her, who is hun-
gry, dinner ...)—in short, a whole actual
state of things. But there are also the
sentence ‘It's your funeral, the bright-
ness of the light on the knife, the blade
of the knife under the light, the stealthy
way Hannay walks with the gleaming
knife to the kitchen where ‘Annabella’ is
seated. These are pure singular quali-
ties or potentialities—as it were, pure
‘possibles! Of course, power-qualities
do relate to people and to objects, to
the state of things, which are, as it were,
their causes. But these are very special
effects: taken all together they only re-
fer back to themselves, and constitute
the ‘expressed’ of the state of things,
whilst the causes, for their part, only re-
fer back to themselves in constituting
the state of things.... In themselves, or
as expresseds, they are already the
event in its eternal aspect, in what
Blanchot calls ‘the aspect of the event
that its accomplishment cannot real-

H b2

ize” To the perceptive viewer, one
symptom of the impossibility of fully
subsuming these power-qualities un-
der the state of things in which one en-
counters them is that they would fit as
well if not better another state of
things; for example, the first variation
on Hitchcock's The 39 Steps in my
Variations on Guilt and Innocence in 39
Steps (75 minutes, 2013) presents a
more fitting state of things for his re-
sponse to her request to come home
with him, “It’s your funeral!” and for the
gleaming knife in his hand as he heads
stealthily toward her in the kitchen
than the one in Hitchcock’s film: he
uses the knife to kill his guest rather
than to resume slicing bread (the
gleaming knife continues not to be ful-
ly actualized in the more appropriate
state of things; as the expressed, it is
“the aspect of the event that its ac-
complishment cannot realize”). If in
Hitchcock’s The 39 Steps Hannay mo-
mentarily considers giving himself up
to the police, isn't it in part on account
of an unconscious feeling of guilt? If
he unconsciously feels guilt, it is not
because he might have wished for her
death, but because in the unconscious
his stealthy walk while still holding the
knife was extracted from its original
context and reedited in such a way that
he looks like he killed his guest.2 Were

2 The unconscious is not limited to un-
avowed and repressed wishes but encompasses

he to father children with the woman
he falls in love with later in the film,
these children might suffer an incorpo-
ration of his unconscious secret and
guilt (in his “Notes on the Phantom: A
Complement to Freud’s Metapsychol-
ogy” [1975], Nicolas Abraham wrote,
“The phantom is a formation of the un-
conscious that has never been con-
scious—for good reason. It passes ...
from the parent’s unconscious to the
child’s,”® and Anne Ancelin Schitzen-
berger continued in The Ancestor
Syndrome: “From a transgenerational
perspective, a person who suffers from
a ghost leaving the crypt suffers from a
‘family genealogical illness’ ... From a
psychoanalytical perspective, Abraham
and Torok perceive in this kind of man-
ifestation ‘a formation of the dynamic
unconscious that is found there not
because of the subject’s own repres-
sion but on account of a direct empa-
thy with the unconscious or the reject-
ed psychic matter of a parental ob-
ject”).To be radicallyinnocent requires

also those expresseds (gestures, words, etc.) that
have an affinity with a different context than the
actual state of things in which they insist.

3 Nicolas Abraham and Maria Torok, The
Shell and the Kernel: Renewals of Psychoanalysis, vol.
1, ed. and trans. Nicholas T. Rand (Chicago: Univer-
sity of Chicago Press, 1994), 173.

4 Anne Ancelin  Schitzenberger, The
Ancestor Syndrome: Transgenerational Psycho-
therapy and the Hidden Links in the Family Tree,

Variations on Guilt and
Innocence in 39 Steps

refraining from indulging, with “the un-
bearable lightness” of those who are
unconscious of the unconscious, in
ambiguous gestures, figurative speech,
and the use of words whose etymology
they do not take into consideration,
through which they would be providing
the unconscious, with its mechanisms
of dissociation, condensation, etc., the
opportunity of concocting a different
narrative, one in which it seems that
one is guilty.® To be a ma'sam, “some-
one immune from error and sin,” infalli-
ble (in Twelver Shi‘ism, the imam is said
to be ma'sam), it is not enough to con-
form to the religious law (Sharra); in
addition, one’s gestures and words
should be such that they cannot be ed-
ited by the devil or the unconscious to

trans. Anne Trager (London: Routledge, 1998),
48.

5 Later in the film, he is shot at close range
by the spy ringleader; appears, by the expression
on his face, to have been hit; and falls to the floor.
Then there is a fade to black. Only then is it re-
vealed in a somewhat unconvincing manner that
he was saved by the copy of the Church Hymnary
thatwasin the coat of the husband of the woman
who gave him refuge the night before. He had to
appear to die for appearing to have killed his guest
“Annabella’ Is it accidental that he who had os-
tensibly died then speaks in the name of another
(in the same letter in which Nietzsche wrote,“This
autumn ... | twice attended my funeral,” he assert-
ed, “Every name in history is I), a parliamentary
candidate, thus someone who himself intends to
speak in the name of many others, those he aims
to represent?
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appear to breach the religious law. To
be a ma'sum then requires either an
omniscient God who foresees all pos-
sible edits of a gesture, utterance, etc,
and then guides the one He chose to
be infallible to do only those gestures
and to utter only those phrases that
can in no way be included in montages
where they would appear to breach the
religious law; or an omnipotent God

who deflects (yasruf) the devil, the ac-
cuser, or the unconscious from actually
concocting a different narrative from
those of the chosen one’s gestures,
movements, and words (for example,
figures of speech) that, placed in a dif-
ferent context but without any other
alteration, would implicate him or her in
a breach of the religious law (in a simi-
lar manner to how, according to some
Muslim thinkers, God deflected those
who would otherwise have been able to
produce linguistically something that
has the quality of a sdra of the Quran
from trying to do so, thus maintaining
the Quran’s “idjaz, since the second
half of the 3rd/9th century [the] tech-
nical term for the inimitability or
uniqueness of the Kuran in content
and form,” but which literally means
“the rendering incapable, powerless”®);

6 “Idjaz, literally ‘the rendering incapable,
powerless, since the second half of the 3rd/9th
century [the] technical term for the inimitability
or uniqueness of the Kuran in content and form....
Based essentially on Kuran XVIl, 88 and X, 38,

or having unceasingly practiced not
only that which God has made obliga-
tory for one, but also supererogatory
works: “My servant draws near to Me
through nothing | love more than that
which | have made obligatory for him.

where it is declared that men and djinn, even were
they to combine their efforts, are incapable of pro-
ducing anything equaling as much as a single sdra
of the Book” (G. E. von Grunebaum, “Idjaz,” Encyclo-
paedia of Islam, 2nd ed.). “From early on, the road
bifurcated into two main sets of ideas: there were
those who located the miracle in the Quran itself,
and there were those who located it in something
outside it. The latter approach was represented by
the theory of the so-called ‘sarfa’ First propound-
ed by the Mu'tazilite Nazzam (d. 835-45), its main
thrust was that it was not the construction of the
Quran itself that was the miracle, but rather God’s
deflection (sarf) of people from imitation, depriving
them of both motivation and ability. Nazzam thus
believed that ‘if the Arabs were left alone they would
have been able to compose pieces like those of the
Quran’ He also, however, partly located the miracle
in the Quran itself insofar as it contained knowl-
edge of ‘ghuydb'—information which it would not
have been humanly possible to come by, prophetic
material being a prime example. Thus, to support
the theory of sarfa was not incompatible with simul-
taneously supporting other elements of /jaz, and
this holds true of other supporters of the theory
apart from Nazzam.... This theory was not embraced
by all Mu'tazilites; apart from Nazzam, Hisham
al-Fuwati (d. before 833), ‘Abbad ibn Sulayman (d.
864) and Abl Masa al-Murdar (d. 840) are said
to have taken it up, while the Imami ShiT Mu'tazilt
al-Sharif al-Murtada (d. 1044) was perhaps the last
to do so ..” (Sophia Vasalou, “The Miraculous Elo-
quence of the Quran: General Trajectories and In-

dividual Approaches,” Journal of Quranic Studies 4,
no. 2 [2002]: 30).

My servant never ceases drawing near
to Me through supererogatory works
until | love him. Then, when | love him, |
am his hearing through which he hears,
his sight through which he sees, his
hand through which he grasps, and his
foot through which he walks” (a hadith
qudsi)—one is then infallible because
one has gone beyond good and evil; or
having been resurrected by the /ife (ac-
cording to John 11:25, Jesus Christ)
from the death that, as a mortal, one
undergoes even while still physically
alive, thus becoming fully alive, without
an unconscious, hence not subject to a
reediting of at least some of one’s ges-
tures and utterances.

Jalal Toufic, What Was [ Thinking?
(Berlin: e-flux journal-Sternberg Press,
2017),128-32.
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Mother and Son; or,

That Obscure Object of Desire
(Scenes from an Anamorphic Double

Feature)

conceptual film, 41 minutes, 2006

My experience of collaborating in an un-
timely manner with Gus Van Sant was
not a happy one. Had he heeded my sug-
gestions, he would not have tried to do
a remake of Hitchcock’s Psycho (1960)
in which he reproduced each frame of
the original largely in the manner of
Hitchcock, but would instead have done a
Psycho in the manner of Sokurov, so that
the resultant film would have been: Psy-
cho, School of Sokurov (as The Betrothal
[circa 1640-50] is by the School of Rem-
brandt). Such a programmatic film would
have proved all the more appropriate
when Sokurov went on to do a seeming-
ly programmatic cinematic work, Russian
Ark (2002), a 96-minute film videotaped
in one continuous shot. Since Van Sant
did not heed my suggestions for his re-
make of Psycho (1998), | did Mother and
Son; or, That Obscure Object of Desire
(Scenes from an Anamorphic Double Fea-
ture) (2006), in lieu of the failed untimely
collaboration.

While anamorphosis in painting is “an in-
genious perspective technique that gives
a distorted image of the subject repre-
sented in a picture when seen from the
usual viewpoint but so executed that if
viewed from a particular angle ... the dis-
tortion disappears and the image in the
picture appears normal’ (Encyclopae-
dia Britannica), in cinema, with its image
and sound tracks, the anamorphosis can
function audiovisually, for example, in
Hitchcock’s Psycho, it gives, through the
mother’s voice-over, a distorted voice of
the son, but from a particular angle, the
couch at the end of a successful psycho-
analysis or the walk during the process of
a successful schizoanalysis, the distortion
would disappear and we would hear the
normal voice of the son.


https://
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What Do Van Gogh, Hitchcock, and
Kurosawa Have tn Common?

conceptual film, 6 minutes, 1997

What Do Van Gogh, Hitchcock, and
Kurosawa Have in Common?, version 2

conceptual film, 4 minutes, 1997

The two best cinematic versions of the
birds of Van Gogh's Wheatfield with
Crows (July 1890) are the abstract,
artificial ones of Hitchcock’s The Birds
(1963), who utter an out of this world
sound; and the electronic birds in the
section “Crows” of Kurosawa’s Dreams
(1990). Kurosawa’s film confirms that
the crows in Van Gogh’s painting or
in the wheat field in Auvers-sur-Oise
that the painting represents are un-
worldly entities that irrupted in a rad-
ically-closed space rather than world-
ly birds that were previously invisibly
resting in the field or flew over it from
behind the horizon. Through editing
seamlessly the abstract, artificial birds
in the opening credits sequence of
Hitchcock’s The Birds with the ones

that appear from behind a school build-
ing to attack the fleeing schoolchildren,
my short conceptual film renders clear
that the attacking birds come straight
from the film’s credits sequence.


https://
https://
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A Line of Flight from One Radically
Closed Space to Another

conceptual film, 6 minutes, 1997

A Line of Flight from One Radically
Closed Space to Another, version 2

conceptual film, 4 minutes, 1997

The two best cinematic versions of the
birds of Van Gogh's Wheatfield with
Crows (July 1890) are the abstract,
artificial ones of Hitchcock’s The Birds
(1963), who utter an out of this world
sound; and the electronic birds in the
section “Crows” of Kurosawa’'s Dreams
(1990). Kurosawa’s film confirms that
the crows in Van Gogh'’s painting are
unworldly entities that irrupted in a rad-
ical closure, rather than worldly birds
that were previously invisibly resting in
the field or flew over it from behind the
horizon. Through editing seamlessly the
abstract, artificial birds in the opening
credits sequence of Hitchcock’s The
Birds with the ones that appear from

behind a school building to attack the
fleeing schoolchildren, my short con-
ceptual film renders clear that the at-
tacking birds came straight from the
film’s credits sequence and reached
the latter, by way of a radically-closed
wheat field, from Van Gogh's Wheat-
field with Crows, a radically-closed
painting where these unworldly birds
initially irrupted.


https://
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Radical-Closure Artist with
Bandaged Sense Organ

2018-2020

The four versions of Radical-Closure Artist with Bandaged Sense Organ are based on

Van Gogh's two paintings Wheatfield with Crows (1889) and Self-Portrait with Ban-
daged Ear (1889).
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Radical-Closure Artist with
Bandaged Sense Organ

Jalal Toufic, Radical-Closure Artist with Bandaged Sense Organ (After Van Gogh’s “Wheatfield
with Crows” and “Self-Portrait with Bandaged Ear”), 2020

Radical-Closure Artist with
Bandaged Sense Organ

Jalal Toufic, Radical-Closure Artist with Bandaged Sense Organ (After Van Gogh's “Wheatfield
with Crows” and “Self-Portrait with Bandaged Ear”), 2018
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A Life in Four Movements

conceptual film, 186 minutes, 2019

The esoteric biography of a fictional
film character lies not in one fictional
film, but in many fictional films in which
the same actor played. | am unaware of
any rigorous exploration of such a
composite biography, at least in film; |
presume that copyright issues may
have to do with this absence. My con-
ceptual film A Life in Four Movements
composes one such esoteric biography
through re-editing shots and scenes
and sounds from five fictional films
featuring Max von Sydow: Ingmar
Bergman’'s Through a Glass Darkly
(1961), Hour of the Wolf (1968), Shame
(1968), and The Passion of Anna
(1969), as well as William Friedkin’s The
Exorcist (1973). This conceptual film
complements my Rear Window Vertigo,
a script in the form of an essay where |
treat the John “Scottie” Ferguson of
Hitchcock’s Vertigo (1958) as the L. B.
Jefferies of Hitchcock's Rear Window
(1954) after the latter underwent a
fugue following being pushed from his
apartment to the ground below by a
killer he was informally investigating,
the two films thus forming in a radical
sense a double feature, with the title
Rear Window Vertigo, and with the fol-
lowing cast for the two main roles:
James Stewart as L. B. Jefferies/John
“Scottie” Ferguson, and Kim Novak as
Madeleine Elster/Judy Barton. | was
taken aback'—I might add, to the 19th

1 “Aback adverb 1. taken aback a. Startled or

century—that some spectators did
not consider A Life in Four Move-
ments as a full work because | did
not film it! Really? A century after
Duchamp’s ready-mades and decades
after Sherrie Levine's After Walker Evans
(1981)? And when it is so easy to film
nowadays that in 2019 more than 500
hours of video are being uploaded to
YouTube every minute, making it as im-
portant to explore already existent im-
ages as to film new ones (I do both in
my work: while my film The Lamenta-
tions Series: The Ninth Night and
Day was shot by me, Vertiginous Varia-
tions on Vertigo wasn’t, drawing instead
exclusively on the shots of Hitch-
cock’s Vertigo)? Notwithstanding that
the statement | provided for my con-
ceptual film A Life in Four Movements
indicates that “it re-edits shots and
scenes and sounds from five fictional
films featuring Max von Sydow,” some
spectators have inaccurately and re-
ductively considered that | “strung to-
gether scenes from five films” Only
someone who has little knowledge and
appreciation of film and art; has not re-
ferred back to the four Bergman films
and The Exorcist notwithstanding the
film's obvious intertextuality; and
watched cursorily only part of the film
would view A Life in Four Movements as
simply strung together of scenes from

disconcerted 2. rare Towards the back; backwards”
(Collins English Dictionary, 12th ed.).
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five films! Many scenes were removed,
for example, the extended ones
in Shame where the same actor
(Gunnar Bjornstrand) who plays the
father of the protagonists wife in
Bergman’s Through a Glass Darkly and
in my conceptual film plays an alto-
gether different man with a different
name; the order of some others was
switched; one scene was changed from
an ostensibly objective atrocity to a
subjective diary entry; many shots were
shortened and/or re-edited seamlessly
(in some cases by manipulating the
soundtrack) with shots from other
scenes in the same film or in another
film; the different names of the protag-
onist in the five independent films that
became one (he is Martin in Through a
Glass Darkly; Andreas in The Passion of
Anna; Jan in Shame; Johan in Hour of the
Wolf; and Father Merrin in The Exor-
cist), and of his partner, who is played
by actress Liv Ullmann (she is Anna
in The Passion of Anna; Eva in Shame;
and Alma in Hour of the Wolf), were
seamlessly removed from the dia-
logues, etc. These changes as well as
many others had to be made while
maintaining the correct rhythm so that
the events would continue to be believ-
able not only at the level of the anec-
dote and narrative but also at the level
of the pressure of time (that Tarkovsky
has written about in Sculpting in Time).
The resultant esoteric biography of the

film’'s protagonist traces four move-
ments that work not only narratively
but also ethically: 1) It Is the Other Who
Is Mad; 2) It Is the World That Is “Mad”;
3) It Is | Who Am Mad; 4) It Is the Oth-
er of the Other That Is Mad. Initially, the
film’'s protagonist is married to and
professes to love a woman who ends
up hospitalized as a relatively incurable
schizophrenic. Soon after apparently
successfully mourning his inaccessible
wife and going out with another wom-
an who then moves in with him, a civil
war breaks out, during which his and his
partner’s house is bombed. They are
then falsely accused of collaborating
with the enemy, and, as a result, he is
beaten by his interrogators. Then, in the
process of trying to escape the conflict
zone, he seizes the gun of a deserter
when the latter is overcome with sleep,
and, deaf to his partner’s pleading not
to do so, kills him after extorting from
him information on a coming journey
by boat that is to transport refugees
outside the devastated country—and
then, to replace his tattered ones,
steals his shoes to boot. And so, along
with his partner and other refugees, he
escapes the war zone on a fishing boat.
When he sees one of the other travel-
ers suicidally sneak into the water, he
merely goes back to sleep instead of
trying to dissuade him from ending his
life, or awakening the others so they
can forcibly save him. When the boat

gets blocked by floating dead bodies,
he painstakingly pushes them away
with an oar. While resting as the boat
resumes its movement, he has the
feeling that the world has gone “mad”
(Why the quotation marks? It is be-
cause the world, properly speaking,
does not go mad, humans do; belong-
ing to a world indicates that one is not
mad, for madness is the undoing of the
world, and consequently the encounter
with what strikes one as unworldly.)
Soon after, he and his partner reach a
small island and find a house to inhabit.
That proves to be an ephemeral relief
though, for, as in the case of Septimus
in Virginia Woolf’s The Waves, once the
war-induced risk of physical death re-
cedes, he undergoes a psychotic epi-
sode. As a result, he, who answered the
question of his former wife’s father, a
published author, “Can you always con-
trol your innermost thoughts?” “Fortu-
nately, I'm not very complex. My world
is very simple, quite clear and human,’
and who appears to have become a
simpler, coarser, more brutal man
during the civil war, his actions then
seeming to be more and more deter-
mined by concerns with survival, ends
up, at least around the onset and initial
stages of his psychosis, with a more
complex, albeit more anxious, if not
damaged, mind, one that is no longer
concerned to a vey large extent with
the mundane and survival. Now that he
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is unable to sleep, especially during
“the hour of the wolf” the time when, it
is said, most deaths occur, he recalls
with bemusement that it was his mad
ex-wife who, anxious, could not sleep,
while, in contrast, he used to fall asleep
quickly. During his insomnia, he sketch-
es various entities that he dubs “the
Birdman,” “the Insects,” “the Meat-Eat-
ers, “the Schoolmaster,” and “the Lady
with a Hat,” and shows them later to his
partner. When they are invited to din-
ner by the baron who reportedly owns
the small island on which they have
taken refuge, he recognizes in their
host and the other occupants of the
castle the entities he had sketched!
His partner manages then a feat he
could not achieve for his mad ex-wife:
she witnesses at least one of his
hallucinations, if not all of them, for ex-
ample, the miniature human who ap-
pears in the puppeteer’s box and then
starts singing an excerpt from Mozart’s
The Magic Flute! That is one sense in
which one could be said to be madly in
love with someone: one can witness at
least one of his or her hallucinations!
During a subsequent visit to the bar-
on’s castle, the latter walks upside down
on the ceiling; and one of the other un-
worldly figures then applies makeup to
his face, dresses him in new clothes,
and tells him: “Take a look in the mirror.
Now you are yourself and yet not your-
self: the ideal requirement for a tryst.
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You see what you want to see” It turns
out that what he wants to see is a
corpse he can have sexual intercourse
with, and indeed he then fondles her
breasts, crotch, and the rest of her
body. To his surprise, she then moves!
He persists in his sexual intercourse
with her, only to then become aware
that he is being observed by the un-
worldly entities. He tells them: “l thank
you for finally crossing the line. The
mirror has been shattered! But what do
the shards reflect? Can you tell me
that?” This question implies that he
feels that he was seeing before
“through a glass, darkly” (1 Corinthians
13:12 [King James Version]). What is
the most manifest consequence of the
shattering of the mirror? He turns
largely unrecognizable: years later, he
has become a Catholic priest working
on an archaeological dig in the ancient
city of Hatra in Iraq and speaking Arabic
and English in addition to his native
Swedish! He was cured of madness
through (belief in) the “foolishness of
what was preached” in the New Testa-
ment (“Saint” Paul: “Has not God made
foolish the wisdom of the world? For
since in the wisdom of God the world
through its wisdom did not know him,
God was pleased through the foolish-
ness of what was preached to save
those who believe” [1 Corinthians 1:20-
21]), including about resurrection, in a
kind of resurrection, since madness is
one form of dying before dying physi-

cally. His teammates on the archaeo-
logical dig find an amulet on which is
inscribed what seems to be a likeness
of the demon Pazuzu. So he visits the
site where a statue of Pazuzu is locat-
ed. Soon after facing this Mesopota-
mian demon that is presently nothing
(outside museums and auctions) but
an inert statue, he, fittingly, is called to
perform an exorcism, hence to con-
front a still potent immemorial evil, the
devil. As he examines the amulet for
the last time while taking leave of his
Iraqi teammate on the archaeological
dig, the latter remarks (in Arabic): “Evil
against evil” These words intimate that
he, a Catholic priest, can fight the dev-
il possessing a teenage girl because he
has experienced evil at least transiently,
not only through jouissance but also
through repeatedly yielding to the drive
linked to the latter; and he can help the
teenage girl madded ostensibly
through possession by the devil all the
more because he was transiently psy-
chotic. Did he, who abandoned his mad
wife, then become mad transiently in
order to engage with and help the mad,
rather than once more respond to them
with dismissive incomprehension and
abandon them? | can well imagine him
saying to the mad or possessed teen-
ager what the melancholic lover tells
the woman who looks like the beloved
he lost in Hitchcock’s Vertigo: “One
doesn’t often get a second chance....
You'’re my second chance’”

A Life in Four Movements is the
first of a series of films in which | will
compose the esoteric biography of a
composite character drawing on the
figures played by the same actor in
several independent films. The easiest
case of composing such a character is
when one draws on two or more films
by the same filmmaker; it is far more
challenging to do it when drawing on
several films by more than one film-
maker, since it is unlikely that the uni-
verses created by the (styles of the)
different filmmakers can mix together
without making each other fall apart.?

Robert Bresson, who advocated
the use of models rather than actors in
films (“No actors. [No directing of ac-

2 While it is unlikely that the universes cre-
ated by (the different styles of) the various film-
makers on whose films an artist is drawing to con-
struct an esoteric, composite biography of a char-
acter played by the same actor in these films can
mix together without making each other fall apart,
such a feat can nonetheless be accomplished when
the artist manages to alter the incorporated scenes
and shots from these films, sometimes quite subtly,
so they all fit together. In my book What Was I Think-
ing? | advance that in The Mirror, Tarkovsky “subtly
altered newsreel footage of the Soviet Army cross-
ing Lake Sivash, Crimea, in November 1943, during
World War Il, by repeating some of the shots and
placing over the later part of the footage a poem
read by his father in voice-over, managing thus to
make what it shows part of his universe, with the
consequence that, even though we do not actually
see any of the soldiers levitate, levitation becomes
implicitly a possibility of the soldiers’ bodies” (140-
41).

A Life in Four Movements

tors.]... But the use of working models,
taken from life. BEING [models] instead
of SEEMING [actors]”), wrote in his
book Notes on the Cinematograph: “Do
not use the same models in two films”
What he told Humbert Balsan, who was
Gauvin in the filmmaker’s Lancelot of
the Lake (1974), implies that the same
man or woman should not be in more
than one fictional film, whether or not
by the same director: “It is precisely
on finishing the post-production, that
is, the post-synchronization, and while
saying goodbye to Bresson, that he told
me: ‘Above all, don’t ever again work in
cinema.”® Max von Sydow, who acted
as Martin in Through a Glass Darkly;
Andreas in The Passion of Anna; Jan
in Shame; Johan in Hour of the Wolf;
and Father Merrin in The Exorcist, could
nonetheless be said through the com-
posite character he embodies in my
conceptual film A Life in Four Move-
ments to have acted in one film rather
than the aforementioned five—what
| did for five films in which Max von
Sydow acted, through creatively edit-
ing one composite character and one
esoteric biography, could be general-
ized to many of the films in which other
actors played. A perceptive conceptual
filmmaker would recognize that scenes
and shots from various films by various
filmmakers in which a specific actor

3 Philippe Arnaud, Robert Bresson (Paris:
Cahiers du Cinéma, 1986), 147.



51

A Life in Four Movements

played cannot be edited to compose
one esoteric biography with scenes
and shots in which he or she embod-
ied a Bresson model; that, for example,
scenes and shots from various films by
various filmmakers in which Dominique
Sanda acted cannot be composed into
one esoteric biography with scenes
and shots from Bresson’s film A Gentle
Creature (1969).

Now that A Life in Four Move-
ments has been made, there is no ex-
cuse not to take into consideration at
least some of the events experienced
by at least some of the characters al-
ready played by a certain actor in vari-
ous films when writing one€’s script with
him in mind as the actor; or when decid-
ing whether to select him to play a cer-
tain role in one’s next film from among
a number of candidates. And when de-
ciding whether or not to play a new role
he or she is being offered, there is no
excuse for an actor to take into con-
sideration only his supposed appropri-
ateness for the role and the supposed
chemistry he would have with the other
actors in the film, instead of also tak-
ing into consideration whether this role
can, through creative editing, contrib-
ute, in conjunction with some or all of
the other roles he played already, to an
extended, esoteric biography of one
of the characters he has played or of
a new, extra one. Any actor should aim
to be in at least one extra film than the

ones in which he exoterically acted, one
that would be composed of scenes and
shots from his other films. A certain ac-
tor’s life seemed to be mostly subject
to aleatory events, and yet he would
repeatedly insist that he is a creature
of fate. And indeed it turned out that
his life could be viewed as fateful, yet
not at the mundane level but from
the perspective of the characters he
had played in ostensibly independent
films: when one conceptual filmmak-
er revisited all of the actor’s films and
constructed a composite character
with an esoteric biography through the
vicissitudes of the lives of the various
characters the actor had embodied,
then it appeared that the scenes and
shots in which he acted in various films
provided an optimal material for a most
interesting composite character and
esoteric biography. It is one thing when
a composite character and his esoter-
ic biography is made through creative
editing of scenes and shots from an
actor’s various films after the latter
has already died or retired, it is anoth-
er matter when the actor is still active,
acting in new films, since in the latter
case the actor has a responsibility to
intuitively or deliberately select roles
that could be integrated into some in-
teresting life story drawing on some or
all of the films in which he has already
played. Among the various characters
played by a certain actor in his various

independent films, would there be one
that cannot be integrated with the oth-
ers as part of the same world not be-
cause he is unrelated to them or would
be incompossible with one or two of
them, but because it is the double not
of any one of them but of their compos-
ite, constantly undermining and sub-
verting what the composite character
plans or acts, and, in the end, undoing
the composite character’s world?

Jalal Toufic, Postscripts (Stockholm:
Moderna Museet; Amsterdam: Roma
Publications, 2020), 119-28.

A Life in Four Movements


https://jalaltoufic.com/downloads/Jalal_Toufic,_Postscripts.pdf
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The Matrix for AI et Al.

The Matrix for Radical Simulationists (aka
How to Read The Matrix as a Cypher)
conceptual film, 72 hours and 36 minutes, 2018

The Matrix for Realists (aka Reviewing The
Matrix in Terms of One Cypher)
conceptual film, 50 hours and 48 minutes, 2018

The Matrix for Realists (aka Reviewing The
Matrix in Terms of One Cypher)
—A Timesaving, Perception-Taxing Version
conceptual film, 138 minutes, 2018

The images we see of the vast
simulation dubbed the Matrix in Lana
and Lilly Wachowski's The Matrix
(1999), at least those that are not
the subjective views of the humans in
the simulation, are illustrative images
and sounds provided to the film’s
spectators by its two directors. In my
version of The Matrix, what happens
in the Matrix is provided in Unicode
(Universal Coded Character Set)—on
the right side of the screen for images,
and on the left side of the screen for
sounds. At various periods in history,
books were written and paintings were
made not only for kings and princes
but also for gods, demons, angels, God,
etc. The narrator of the fourth of Rilke’s
Duino Elegies asserts: “| won't endure
these half-filled human masks; / better,
the puppet. It at least is full. / I'll put up
with the stuffed skin, the wire, the face
/ that is nothing but appearance. Here.
I’'m waiting. / Even if the lights go out;
even if someone / tells me ‘That’s all’
even if emptiness / floats toward me in
a gray draft from the stage; / even if
not one of my silent ancestors / stays
seated with me, not one woman.... / ...
Am | not right / to feel as if | must stay
seated, must / wait before the puppet
stage, or, rather, / gaze at it so intensely
that at last, / to balance my gaze, an
angel has to come and / make the
stuffed skins startle into life. / Angel
and puppet: a real play, finally”; his

waiting and intense gaze is addressed
not to a human but to an angel, who
would startle the puppet into life, and
the play is addressed, through his
waiting and intense gaze, not only to
humans but also to an angel. While The
Matrix for Realists (aka Reviewing The
Matrix in Terms of One Cypher)—A
Timesaving, Perception-Taxing Version,
the component of my film trilogy The
Matrix for Al et Al (2018) where the
Unicode sections are speeded so they
take only as much time as the images
they supplant, is still addressed mostly
to humans, especially those who, like
The Matrix's Cypher, are trained to
read computer codes, the two versions
that last 50 hours and 72 hours, The
Matrix for Realists (aka Reviewing The
Matrix in Terms of One Cypher) and The
Matrix for Radical Simulationists (aka
How to Read The Matrix as a Cypher),
respectively, are addressed mainly
to machines endowed with artificial
general intelligence, who would be able
to read the code of the film and “see”
images (since Unicode is a machine
language, a machine would be able to
go back from the code in my version to
the images and sounds of the original
The Matrix film). Nonetheless, might a
human who would watch the 72-hour
and 50-hour films in their entirety
achieve enlightenment?' If not, might

1 It would most likely take more than that:
Bodhidharma (38rd—4th c. CE), to whom “Chinese


https://
https://
https://

55

The Matrix for Al et Al.

he or she, notwithstanding not having
been trained to read the computer
code, begin after forty or sixty or
seventy hours to recognize patterns
in the scrolling Unicode, then perceive
fleeting images, then see whole
audiovisual scenes (as Cypher, who
follows what happens inside the Matrix,
a simulation, by looking at the code
on his computer monitors, tells Neo:
“There’s way too much information to
decode the Matrix. You get used to it,
though. Your brain does the translating.
| don’t even see the code. All | see is
blonde, brunette, and redhead”)? Given
that he did not understand the machine
language though, he could not dispel
the suspicion that these scenes were
hallucinations that veiled the scrolling
Unicode rather than the images and
sounds coded by it.

Chan and Japanese Zen masters trace their mas-
ter-disciple lineages” (Damien Keown, A Dictionary
of Buddhism [Oxford University Press, 2003], 37), is
said to have “sat in meditation for nine years while
facing a wall (mianb)), in so-called ‘wall contem-
plation’ (biguan)” (Robert E. Buswell Jr. and Donald
S. Lopez Jr, The Princeton Dictionary of Buddhism
[Princeton: Princeton University Press, 2014], 132).

BeMA
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|¢ @
Screening of a Trilogy by ]

JALALTOUHC Jljas
The MatrixforAletAl.

Monday 24 September-Thursday 27 September 2018 — The Matrix for Realists (aka Reviewing The Matrix in Terms of One

. . . - 78 , film, 41 h nd 24 minutes, 201
Metropolis cinema, Empire Sofil Qnach SRl
— The Matrix for Radical Simulationists (aka How to Read The
With the exception of brief intermissions, the screening of the Matrix as a Cypher), film, 72 hours and 36 minutes, 2018

116-hour film trilo ill begin at 6:30 pm on 24 September and . . S . .
go Onutri” |27 Sép?eymvgler_ Tﬁle shortest %f the trilog)?'s films (137 — The Matrix for Realists (aka Reviewing The Matrix in Terms of

minutes) will be followed by a Q&A with the artist through Skype One Cypher)—A Timesaving, Perception-Taxing Version, film, 137
at 9:00 pm on 24 September. minutes, 2018

Special thanks to Ricardo Mbarkho, and thanks to Serop Khachadourian. The artist also
wishes to thank Empire Theaters and the Metropolis Association for the opportunity to show
the 116-hour trilogy, which surveys a film, in a cinema theater.

This premiere is organized in parallel with the exhibition [}Y[}I.ES []F [}[]l.l.APSlNB PHI][}HESS 22 September-23 October 2018, Rashid Karami International Fair and the Citadel of Tripoli
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A Film Trilogy on Cities and Their

Imaginal Complements
(made in collaboration with Graziella Rizkallah)

An _Indefinite Visit to Hong Kong,
Solaris
film, 19 minutes, 2016

Ah istanbul
film, 20 minutes, 2013

Attempt 137 to Map the Drive
film, 7 minutes, 2011


https://vimeo.com/289021064
https://vimeo.com/289021064
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An Indefinite Visit to Hong Kong, Solaris

film, 19 minutes, 2016

The third of a trilogy of films on cities
that relate them to the realms with
which they have the most affinity but
that cannot be reached by these cit-
ies’ most characteristic modes of
transportation (cars in Beirut, buses
and Bosphorus ferries in Istanbul, and
tramways, buses, ferries, and the metro
in Hong Kong): the labyrinth for post-
war Beirut, the imaginal World (2/am
al-khayal) for Istanbul and its songs,
and “Solaris” for Hong Kong. The trilo-
gy presents a one-way trip to labyrin-
thine postwar Beirut; a two-way trip to
Imaginal Istanbul; and a three-way trip

to a Hong Kong colored by desirous
projections. What we witness in the film
is not Hong Kong per se but Hong Kong
as it would have been projected by the
sentient ocean Solaris (of Tarkovsky’s
film adaptation of Lem’s novel Solaris)
and thus largely inflected by some de-
sire. Whose? Is it that of one of the two
filmmakers, as implied by his collabora-
tor’s question to him: “Jalal, did you see
her in Hong Kong or Solaris?” He saw
her in Hong Kong in Solaris or as pro-
jected by Solaris.

A Film Trilogy on Cities and
Their Imaginal Complements

“Jalal, did you see her in Hong Kong or Solaris?” “| saw her in Hong Kong in Solaris or as projected

by Solaris”


https://vimeo.com/187441464

61

Ah Istanbul

film, 20 minutes, 2013

Once | missed my bus in Istanbul
only to find myself, inexplicably, in the
Imaginal World (alam al-khayal). Not
long after, | missed my ferry in Istanbul
to find myself in the Imaginal World but
instead found myself still in the earthly
city—if only it were that simple to get
to the Imaginal World! Some countries
or cities are similar to their Imaginal
World versions; some others are quite
different from their Imaginal World
versions; and some have no Imaginal
World equivalent whatsoever! Some-
one who is aware that a certain film or
book is presenting the Imaginal World
corresponding to a certain city would
not be disappointed if on visiting the
earthly city it proves to be far drabber,

A Film Trilogy on Cities and
Their Imaginal Complements

or smaller, etc., than what he saw in the
film or read in the book.


https://vimeo.com/201877646
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Attempt 137 to Map the Drive

film, 7 minutes, 2011

Keywords: filmed in Beirut’s central dis-
trict circa 2000; Toufican ruins; laby-
rinth; drive (also in the sense of Trieb);
taxi driver in Beirut dying to figure
out why his customer would specify
the year of his destination, “the Cen-
tral Business District, 2000” potential
lipograms; timely and untimely collab-
oration.

A Film Trilogy on Cities and
Their Imaginal Complements


https://vimeo.com/91563966
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The Dual-Use Memorial
mixed media, 2007

These are my two occasional subtitles
for The Dual-Use Memorial following
the recall by the British Library, a day
after the opening of the exhibit, of the
books ICA borrowed from it ... for inclu-
sion in my mixed-media work, which re-
quires that these books be sent as gifts
to various Iraqi Libraries:

—The British Library’s Way of Making
Us Judge a Book by Its Cover: One-Di-
mensional, One-Sided (cf. My Concep-
tual Book Covers for a Different, Felic-
itous Manner of Judging a Book by Its
Cover)

—aka After Joseph Kosuth’s One and
Three Chairs (1965)
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NOTICE FROM THE ICA

The ICA regrets that the work pro-
posed by Jalal Toufic is represented
here in incomplete form. One aspect
of Toufic’s work required the ICA to
borrow a set of books from the British
Library and send them to university li-
braries in Baghdad. The artist’s propos-
al (represented in full in the exhibition’s
catalogue) describes this element of
the work as follows: “Books listed in the
British Library’s catalogue under the
subject of dual-use are to be checked
out by the ICA for inclusion in the in-
stallation The Dual-Use Memorial that
will be part of the exhibition Memorial
to the Iraqg War at ICA, London. With the
exception of two of them, which will be
mailed to Iraq prior to the opening of
the exhibition, the remaining books will
be displayed in the gallery along with
the British Library printouts of the on-
line book requests indicating that they
have been checked out. For the dura-
tion of the exhibition (23 May to 27
June 2007), the books will be mailed at
the rate of one every few days to des-
ignated libraries in Iraq. Every time one
of the books is mailed to Iraq, the relat-
ed receipt from the post office (which
indicates the library to which it is be-
ing sent) will replace it. By the end of
the exhibition all the books would have
been mailed to Iraq”

Toufic was inspired to create this
piece by an article in The Economist,
which highlighted the plight of an Iraqi
student in the period before the war,

when sanctions were being imposed
on the country: “The full extent of his
country’s isolation was brought home to
an Iraqgi graduate student, Muhammad
Darwish, when he wrote to the British
Library, enclosing some of its own pre-
paid coupons, and asking it to post him
some photocopied material on semiot-
ics. Back came the answer that his re-
quest could not be processed because
of the trade sanctions imposed on Iraq
by our government. For Mr Darwish and
other Iraqgi intellectuals, who are fond
of the adage, Cairo writes, Beirut pub-
lishes and Baghdad reads, this cultural
isolation, the inability to get new books,
is one of the most galling aspects of
their country’s status as an untouch-
able...” (The Economist, 5 March 1998).

The ICA borrowed nine books
from the British Library, and before the
opening of the exhibition two were sent
to university libraries in Baghdad nom-
inated by the artist. The British Library
had no prior knowledge of this artwork
or the purposes for which the books
were being borrowed. Once the exhibi-
tion opened and the work became pub-
lic knowledge the British Library de-
manded the return of the seven books
remaining at the ICA. The artist and
the ICA conceded to this demand and
the books were returned to the British
Library.

On behalf of the ICA, Mark
Sladen, Director of Exhibitions, has
commented:

“Jalal Toufic’s proposal for a memorial
to the Iraq War is a powerful and com-
plex work of art that touches on many
topics. One of the issues it evokes is
the immense damage that has been
done to the cultural life in Iraq in this
period of conflict—a damage which
is symbolized in Toufic's work by the
cultural sanctions imposed upon Iraq
before the war. However, the work also
evokes repair and rebuilding, symbol-
ized by the sending of books from the
British Library to sister institutions in
Baghdad. It has never been the ICAs
wish to antagonize the British Library,
but we felt that the issues raised by
Toufic’s proposal were of the utmost
importance, and merited our attempt
to stage the piece’”

The Dual-Use Memorial
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The Return of the Dual-Use Memorial

mixed media, 2016

The Return of the Dual-Use Memorial
revisits The Dual-Use Memorial, which
was commissioned by ICA in London
within the framework of Memorial to
the Irag War in 2007 and was a re-
sponse to reading in the Economist
(March 5, 1998) that when “an lraqi
graduate student ... wrote to the British
Library, enclosing some of its own pre-
paid coupons, and asking it to post him
some photocopied material on semiot-
ics” he was told “that his request could
not be processed because of the trade
sanctions imposed on Iraq by our gov-
ernment.”! The proposal for the initial

1 “Sanction n. Middle English, enactment of
a law, from Old French, ecclesiastical decree, from
Latin sanctio, sanction-, binding law, penal sanc-
tion, from sanctus, holy; see sanctify” (American
Heritage Dictionary, 4th ed.). The UN sanctions im-
posed on Iraq covered dual-use items. Yet is not the
word sanctions itself a dual-use one, a late example
of Freud’s “antithetical meaning of primal words”?
“Occasionally, a word can have contradictory mean-
ings. Such a case is represented by sanction, which
can mean both ‘to allow, encourage’ and ‘to punish
so as to deter’ It is a borrowing from the Latin word
sanctio, meaning ‘a law or decree that is sacred or
inviolable. In English, the word is first recorded in the
mid-1500s in the meaning ‘law, decree, but not long
after, in about 1635, it refers to ‘the penalty enacted
to cause one to obey a law or decree’ Thus from
the beginning two fundamental notions of law were
wrapped up in it: law as something that permits or
approves and law that forbids by punishing. From
the noun, a verb sanction was created in the 18th
century meaning ‘to allow by law; but it wasn’t until
the second half of the 20th century that it began to
mean ‘to punish (for breaking a law)” (lbid.). Can a

installation was to mail, one at a time,
the 38 books listed in the British Li-
brary’s catalogue under the subject of
dual-use to designated libraries in Iraq.
The installation included additionally
books and a film excerpt that served to
problematize the very notion of one and
only use: Jacques Derrida’s Dissemina-
tion (which includes “Plato’s Pharma-
cy”); The Standard Edition of the Com-
plete Psychological Works of Sigmund
Freud, volume Xl (which includes
“The Antithetical Meaning of Primal
Words”); The Thousand and One Nights
(which includes “The Tale of King Yunan
and the Sage Duban” ...); Muhammad
b. al-Qasim al-Anbari’s Kitab al-Addad,
a compendium of Arabic words with
antithetical meanings; and an excerpt
from the scene in Hitchcock’s Marnie
in which the hysterical eponymous pro-
tagonist reacts anxiously, as if it were
blood, to the drop of red ink that falls
on her sleeve. Due to funding limita-
tions, ICA borrowed only nine books
from the British Library, and before
the opening of the exhibition two were
sent to Iraq. A day after the opening
of the exhibition, the British Library
learnt of the work through a report in

memorial to a surpassing disaster, for example Iraq
in the past four decades, not be problematic, a du-
al-use one?
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Dual-Use Memorial

the BBC and demanded the prompt
return of the seven books remaining
at ICA. | and ICA conceded to this de-
mand. But | asked ICA to take a life-
size photograph of the shelf with the
seven remaining books as well as the
two receipts from the post office. The
life-size photograph was then placed
on the wall above the shelf from which
the books had been removed, with the
two receipts in the life-size photograph
perfectly aligned with the two actual
post office receipts. The following two
occasional subtitles for The Dual-Use
Memorial were then placed, as labels,
next to the life-size photograph of the
shelf with the books and receipts: The
British Library’s Way of Making Us Judge
a Book by Its Cover: One-Dimensional,
One-Sided (cf. My “Conceptual Book
Covers” for a Different, Felicitous Man-
ner of Judging a Book by Its Cover), aka
After Joseph Kosuth's “One and Three
Chairs” (1965). Through the present
remake of the project, PDFs of book-
length published reports on the subject
of dual-use have been printed with in-
serted appendixes from the aforemen-
tioned texts that question the possibil-
ity that anything can have an exclusive
use, are being exhibited, and will one
after the other be mailed to various
libraries in Irag; and, in case they had
reached their destinations, namely two
university libraries in Baghdad, the two
copies that were sent to Iraq in 2007

The Return of the
Dual-Use Memorial
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The Return of the Dual-Use Memorial

mixed media, 2016/2019
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The Return of the
Dual-Use Memorial

Why were the bookshelves modelled
on Mondrian’s Composition with Large
Red Plane, Yellow, Black, Gray, and Blue
(1921)? I'll note in passing (for that's
what one does in an exhibition: pass
from one work to another) that the fol-
lowing words of Mondrian regarding
Neoplasticism and composition insin-
uate a dual use of dualism: “If Neoplas-
ticism is dualistic through its compo-
sition, its composition also is dualistic’”

The Return of the Dual-Use Memorial
revisits The Dual-Use Memorial, which
was commissioned by ICA in London
within the framework of the Memo-
rial to the Irag War exhibition in 2007.
When The Return of the Dual-Use Me-
morial was initially exhibited in The Time
Is Out of Joint group exhibition at Shar-
jah Art Foundation (March 12-June 12,
2016), PDFs of book-length published
reports on the subject of dual-use were
printed with inserted appendixes from
Jacques Derrida’s Dissemination (which
includes “Plato’s Pharmacy”); volume
Xl of The Standard Edition of the Com-
plete Psychological Works of Sigmund
Freud (which includes “The Antithetical
Meaning of Primal Words”); The Thou-
sand and One Nights (which includes
“The Tale of King Yunan and the Sage
Duban” ...); and Muhammad b. al-Qa-
sim al-Anbar’s Kitab al-Addad (a com-
pendium of Arabic words with antithet-
ical meanings), texts that question the
possibility that anything can have an
exclusive use; exhibited; and mailed
one after the other to the library of the
University of Baghdad, which acknowl-
edged receipt of the books and inclu-
sion in its book collection. For this iter-
ation, the books and reports will be sent
to other libraries; and, in case they had
reached their destinations, namely two
university libraries in Baghdad, the two
copies that were sent to Iraq in 2007
will be returned to the British Library. It

is my hope, now that these reports are
in the collections of various university
libraries, that a student reading naively
one of them would come across the in-
serted text and, consequently, question
what he had read previously and the
very notion of dual use (and so these
reports about dual-use are made to
have themselves a double use through
the inserted appendix that questions
the notion that anything can have a
sole use).

The Return of the
Dual-Use Memorial
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The Return of the
Dual-Use Memorial

Ministry of Higher Education & Scientific Research
University of Baghdad
Central Library

No: 481
Date: April 6, 2016

To: Sharjah Art Foundation
Thanks and Appreciation
Greetings:
We thank you for your generous initiative in gifting us seven copies, which enrich
the library with their valuable contents. We are thankful for your cooperation with us
and wish you further success and prosperity.

In appreciation

Dr. Ghalib Abdul-Kareem Aziz
Secretary General

April 6,2016

The Return of the
Dual-Use Memorial
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The Return of the
Dual-Use Memorial

Ministry of Higher Education & Scientific Research
University of Baghdad
Central Library

No: 474
Date: April 5, 2016

To: Sharjah Art Foundation
Thanks and Appreciation
Greetings:
We thank you for your generous initiative in gifting us a copy of [Helen E. Purkitt’s]
Biowarfare Lessons, Emerging Biosecurity Issues, and Ways to Monitor Dual-Use
[Biotechnology Trends in the Future, INSS Occasional Paper 61 (USAF Academy,
Colorado: USAF Institute for National Security Studies, September 2005)], which

enriches the library with its valuable content. We are thankful for your cooperation
with us and wish you further success and prosperity.

In appreciation

Dr. Ghalib Abdul-Kareem Aziz
Secretary General

April 5, 2016

The Return of the
Dual-Use Memorial
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Statements of Understanding and Validity Notes

Category 9
9.A.12.

Statement of Understanding
Participating States understand a model aircraft as intended for recreational and competition

purposes.

9.E.2.

Statement of Understanding

"Development” or "production" "technology" controlled by 9.E. for gas turbine engines
remains controlled when used as "use" "technology" for repair, rebuild and overhaul.
Excluded from control are: technical data, drawings or documentation for maintenance
activities directly associated with calibration, removal or replacement of damaged or
unserviceable line replaceable units, including replacement of whole engines or engine
modules.

9B.1c.
Validity Note = The control text contained in 9.B.1.c. is valid until 31 December 2017 and
its renewal will require unanimous consent.

DEFINITION OF TERMS USED IN THESE LISTS

Statement of Understanding

Participating States note that, in these Lists, words and terms appearing under 'Definitions of
Terms used in these Lists', if used in their undefined forms, take their common or dictionary
meanings. Governments are expected to preserve these distinctions, as far as national
languages and legislation allow, when the Lists are translated into national legislation.

(See also Note 2 to 'Definitions of Terms used in these Lists").

N.B. The references in this section refer to the List of Dual-Use Goods and Technologies
and the Munitions List approved by the Plenary meeting (2-3 December 2015).

WA-LIST (15) 1
-228 - 03-12-2015

The Tale of the Wazir and the Sage Duban

“Is this,” continued Duban, “the return I meet from thee? Thou givest me, meseems, but
crocodile boon.” Quoth the King, “What is the tale of the crocodile?”, and quoth the
physician, “Impossible for me to tell it in this my state; Allah upon thee, spare me, as thou
hopest Allah shall spare thee.” And he wept with exceeding weeping. Then one of the King’s
favourites stood up and said, “O King! grant me the blood of this physician; we have never
seen him sin against thee, or doing aught save healing thee from a disease which baffled every
leach and man of science.” Said the King, “Ye wot not the cause of my putting to death this
physician, and this it is. If I spare him, I doom myself to certain death; for one who healed me
of such a malady by something held in my hand, surely can slay me by something held to my
nose; and I fear lest he kill me for a price, since haply he is some spy whose sole purpose in
coming hither was to compass my destruction. So there is no help for it; die he must, and then
only shall I be sure of my own life.” Again cried Duban, “Spare me and Allah shall spare thee;
and slay me not or Allah shall slay thee.” But it was in vain. Now when the physician, O Ifrit,
knew for certain that the King would kill him, he said, “O King, if there be no help but I must
die, grant me some little delay that I may go down to my house and release myself from mine
obligations and direct my folk and my neighbours where to bury me and distribute my books
of medicine. Amongst these I have one, the rarest of rarities, which I would present to thee as
an offering: keep it as a treasure in thy treasury.” “And what is in the book?”” asked the King
and the Sage answered, “Things beyond compt; and the least of secrets is that if, directly after
thou hast cut off my head, thou open three leaves and read three lines of the page to thy left
hand, my head shall speak and answer every question thou deignest ask of it.” The King
wondered with exceeding wonder and shaking with delight at the novelty, said, “O physician,
cost thou really tell me that when I cut off thy head it will speak to me?”” He replied, “Yes, O
King!” Quoth the King, “This is indeed a strange matter!” and forthwith sent him closely
guarded to his house, and Duban then and there settled all his obligations. Next day he went
up to the King’s audience hall, where Emirs and Wazirs, Chamberlains and Nabobs, Grandees
and Lords of Estate were gathered together, making the presence chamber gay as a garden of
flower beds. And lo! the physician came up and stood before the King, bearing a worn old
volume and a little etui of metal full of powder, like that used for the eyes. Then he sat down
and said, “Give me a tray.” So they brought him one and he poured the powder upon it and
levelled it and lastly spake as follows: “O King, take this book but do not open it till my head
falls; then set it upon this tray, and bid press it down upon the powder, when forthright the
blood will cease flowing. That is the time to open the book.” The King thereupon took the
book and made a sign to the Sworder, who arose and struck off the physician’s head, and,
placing it on the middle of the tray, pressed it down upon the powder. The blood stopped
flowing, and the Sage Duban unclosed his eyes and said, “Now open the book, O King!” The
King opened the book, and found the leaves stuck together; so he put his finger to his mouth
and, by moistening it, he easily turned over the first leaf, and in like way the second, and the
third, each leaf opening with much trouble; and when he had unstuck six leaves he looked
over them and, finding nothing written thereon, said, “O physician, there is no writing here!”
Duban replied, “Turn over yet more;” and he turned over three others in the same way. Now
the book was poisoned; and before long the venom penetrated his system, and he fell into
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How to Read an Image/Text
Past a Surpassing Disaster?

mixed media, 2010



How to Read an Image/Text How to Read an Image/Text
Past a Surpassing Disaster? Past a Surpassing Disaster?
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How to Read an Image/Text
Past a Surpassing Disaster?

How to Read an Image/Text
Past a Surpassing Disaster?
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Withdrawal of Tradition Past a Surpassing Disaster



https://jalaltoufic.com/downloads/Jalal_Toufic,_The_Withdrawal_of_Tradition_Past_a_Surpassing_Disaster.pdf
https://jalaltoufic.com/downloads/Jalal_Toufic,_The_Withdrawal_of_Tradition_Past_a_Surpassing_Disaster.pdf
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KUNSTHALLE ZURICH AT
MUSEUM BARENGASSE
THE WITHDRAWAL OF
TRADITION PAST A
SURPASSING DISASTER

BOOK LAUNCH AND LECTURE BY JALAL TOUFIC
SUNDAY, 16 OCTOBER 2011, 12 PM, MUSEUM BARENGASSE, BARENGASSE 20-22, 8001 ZURICH

Toufican Ruins?

photographic essay, 2010, included in Thinking. The Ruin, ed.
Matthew Gumpert and Jalal Toufic (Istanbul, Turkey: Rezan Has
Museum, 2010)

Are They Gazing at the Ruin? The Ruin of the Gaze?
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Toufican Ruins?

Toufican Ruins?
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‘Ashura’ film trilogy: Lebanese Performance Art;
Circle: Ecstatic; Class: Marginalized;

Excerpt 3

film, 5 minutes, 2007

On 3 January 1889, on coming across
a horse being whipped by a coachman
at the Piazza Carlo Alberto, in Turin,
Nietzsche reportedly threw his arms
around the horse’s neck to defend it,
and collapsed. Had this philosopher
who signed the following day sever-
al of his letters with “The Crucified,’
and who was discerning enough not to
view himself as the owner of “his” body
come across Twelver Shi‘ite partici-
Lebanese Performance Al’t,’ pants in the yearly ten-day commem-
Circle: Ecstatic; Class: orative event ‘Ashiird, would he have

Mar g,’-na Iize d' Excerp t 3 intervened likewise between them and
y

. “their” bodies as they whipped and
film, 5 minutes, 2007 slapped the latter, exclaiming all the

while, in the words with which Saint

The Lamentations Series: Francis addressed and referred to “his”

The Ninth Night and Day body: “Brother donkey!”?
film, 59 minutes, 2005

‘Ashira’: This Blood Spilled
in My Veins
film, 78 minutes, 2002


https://vimeo.com/17266787
https://vimeo.com/17266787
https://vimeo.com/17266787
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The Lamentations Sertes:

The Ninth Night and Day

film, 59 minutes, 2005

While the ten-day ceremony ‘Ashira
is a commemoration of the slaugh-
ter of the grandson of the prophet
Muhammad and many of his relatives
and companions at Karbala’ in 680, it
is also an invocation of the occulted
Twelfth Imam, the Mahdi, in the hope
of hurrying his exoteric earthly return.
But how would the one invoked, who
is (imaginally) present albeit occult-
ed, perceive the ceremony? He would
not perceive it the way we see it but in
more temporal detail. While the first
part of the film appears to be a docu-
mentation of the ceremony as it might
be perceived by an all too human audi-
ence member, the second part of the
film, which happens across a lapse of
consciousness, if not of being (indicat-
ed by the cut to black on the sound of
the participants’ hands striking their
chests), and where time is dilated, im-
plies that the essential spectator of
the ceremony is the one to whom it is
addressed, the Mahdi. While the par-
ticipants’ self-flagellation is excessive,
it is even more so when perceived by
its essential addressee, the Mahdi,
who has keen (had) perception. The
film's subtitle subtly implies another
excess since its “night and day” refers
not only to (something that continues
for) one day and one night, the ninth,
but also to something that goes on all
the time (“night and day: all the time”
[Oxford Dictionary of English, 3rd edi-
tion, 2016)).


https://vimeo.com/199779261
https://vimeo.com/199779261
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‘Ashura’: This Blood Spilled

in My Veins

film, 78 minutes, 2002

Al-Husayn, the grandson of the proph-
et Muhammad and the son of the
first Shi‘ite imam, ‘Ali, was slaughtered
alongside many members of his fam-
ily in the desert in 680. This memo-
ry is torture to me. But, basically, one
can say “this memory is torture to me”
of every memory, since each remi-
niscence envelops at some level the
memory of the origin of memory, the
torture that had to be inflicted on hu-
mans in order to make them remember

(Nietzsche: “To breed an animal with
the right to make promises—is not this
the paradoxical task that nature has
set itself in the case of man? .. This
animal which needs to be forgetful, in
which forgetting represents a force, a
form of robust health, has bred in itself
an opposing faculty, a memory, with the
aid of which forgetfulness is abrogat-
ed in certain cases—namely in those
cases where promises are made.... This
involves a real memory of the will..

How can one create a memory for the
human animal? How can one impress
something upon this partly obtuse,
partly flighty mind, attuned only to the
passing moment, in such a way that
it will stay there? ... If something is to
stay in the memory it must be burned
in: only that which never ceases to
hurt stays in the memory”). The mem-
ory that the yearly commemoration of
‘Ashiira’ is trying to maintain is not only
that of the past, but also and mainly

‘Ashura’ film trilogy

the memory of the future, namely the
promise of the Parousia of the twelfth
imam, the long-awaited Mahdi—not-
withstanding the passage of a millen-
nium since his occultation—as well as
the corresponding promise of Twelver
Shi‘ites to wait for him. ‘Ashiira’ a con-
dition of possibility of an unconditional
promise.
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Mother and Son:

A Tribute to Alexander Sokurov
mixed media, 2006
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A Special Effect Termed “Time”’; or,

Filming Death at Work

video, 30 minutes, 2005

Were one to videotape a person for
years, wouldn’t one be shortening the
latter's “active” life by the same span
of time, since the one who was video-
taped will be highly tempted to watch
the tapes, especially if they are of his
childhood, the period covered for the
most part by infantile amnesia. The one
who was extensively videotaped asked
his father or uncle: “Why did you rob
me of the ability to forget, thus mak-
ing me sick?” This video establishes a
companionship of the viewer with the
character in the video not through in-
ducing an identification of the former

with the latter, but by having the view-
er and the character partake of time
together. For the duration of the sin-
gle-shot scene titled “Still Life with 12
Minutes and Sounds,” while the video-
taped sleeper is probably watching a
projection, namely the dream, recipro-
cally the spectator becomes a still life.


https://vimeo.com/199663944
https://vimeo.com/199663944
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This Is Not to Say that

this Is Not the Case

mixed media, 2004

“Brecht: ‘This beer isn’t a beer, but that
is compensated for by the fact that
this cigar isn't a cigar either. If this beer
wasn’'t a beer and this cigar really was
a cigar, then there would be a problem!
In the same manner, this war is not a
war, but this is compensated for by the
fact that information is not information
either” (Jean Baudrillard, The Gulf War
Did Not Take Place). Saddam is not “Hit-
ler revisited,” but this is compensated
for by the possibility, entertained by the
Western intelligence agencies when
confronted by one of his televised ap-
pearances, that Saddam is not Saddam
(but a look-alike). The hysterical epon-
ymous protagonist of Hitchcock’s Mar-
nie is neither Marion Holland nor Peggy
Nicholson nor Mary Taylor (the names

she assumes in her various jobs), but
that is compensated for by the fact
that the drop that triggers her pan-
icked reaction is not of blood but of red
ink, and by the suspicion that the hull at
the end of the street where her mother
resides is not really a ship but a painted
backdrop. In addition to Hitler (and his
Beer Hall Putsch), Saddam (and his ci-
gar), and Marnie, This Is Not to Say that
this Is Not the Case (2004) brings to
mind the symmetry trick, time trans-
fixed, elective affinities, boundless rec-
ognition, decalcomania, the false mir-
ror, the treachery of images, the alarm
clock, the voice of blood, check mate,
the killer in danger, swift hope, freedom
of thought, attempting the impossible.
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This Is Not to Say that
this Is Not the Case

This Is Not to Say that
this Is Not the Case
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This Is Not to Say that
this Is Not the Case

This Is Not to Say that
this Is Not the Case



This Is Not Blood but Red. This Is Not Hitler (194.0s version).
(Looped excerpt from Alfred Hitchcock’s Marnie [1964]) (Looped excerpt from Ernst Lubitsch’s To Be or Not to Be [1942])

This Is Not Blood but Red. This Is Not Hitler (2003 version).
- (Looped excerpt from Alfred Hitchcock’s Marnie [19641]) (Looped TV footage of Saddam Hussein [April 2003])
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Saving Face
film, 8 minutes, 2003

Were all the candidates’ faces posted
on the walls of Lebanon during the par-
liamentary campaign of 2000 waiting
for the results of the elections? No. As
faces, they were waiting to be saved. Far
better than any surgical face-lift or dig-
ital retouching, it was the physical re-
moval of part of the poster of the face
of one candidate so that the face of
another candidate would partially ap-
pear under it; as well as the accretions

of posters and photographs over each
other that produced the most effective
face-lift and that proved a successful
face-saver for all concerned. We have
in these resultant recombinant posters
one of the sites where Lebanese cul-
ture in specific, and Arabic culture in
general, mired in an organic view of the
body, in an organic body, exposes itself
to inorganic bodies.


https://vimeo.com/17308476

129

The Sleep of Reason:

This Blood Spilled in My Veins

film, 32 minutes, 2002

The organic dying of a (resurrectable)
human is as nothing compared to that
of an animal, exemplarily of a bull in
a corrida; the only phenomenon that
equals in intensity the death of a bull
in a corrida or of a cow in a slaughter-
house is the resurrection of a human,
Lazarus coming out from the grave.
The living woman in T. S. Eliot’s The Love
Song of J. Alfred Prufrock is found set-
tling a pillow by her head to sleep when

she encounters the revenant. Why are
you settling a pillow by your head, why
are you so sleepy? What disclosure are
you thus trying to elude? “Tell you all,
Lazarus says in Eliot's poem, and would
that “all” not also include himself?
Did Lazarus come back to tell himself
about death? And did he find himself
sleeping then?

Credits Included:

A Video tn Red and Green

video, 42 minutes, 1995

Credits Included: A Video in Red and
Green implies the withdrawal of tra-
dition (Magam kurd played by Munir
Bashir is listed in the video’s credits
but is not part of its sound track—I
would find it legitimate were the hold-
er of the copyright to this music work
to demand a fee) past a surpassing di-
saster, the fifteen-year Lebanese Civil
War compounded by an Israeli invasion;
produces completed crossword puzzles

with subsisting blank spaces, implying
that the shattered shop signs with vari-
ous ostensibly absent letters may have
turned into lipograms, which should
then be added to Arabic dictionaries,
at least those edited in Lebanon; and
uses fiction to document psychotic
perturbations in and outside mental
hospitals.


https://vimeo.com/199657156
https://vimeo.com/199657156
https://vimeo.com/199732259
https://vimeo.com/199732259
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Two Posthumous Resumes
2000
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Two Posthumous Resumes

Two Posthumous Resumes
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Minor Art:

Conceptual Posters and Book Covers
(aka Minor Art: Conceptual Film and

Video Posters)

2000—present

Conceptual Film and Video
Posters

Credits Included: A Video in Red and Green, 2005
(90 x50 cm)

Magritte’s Perspective lll: | Am the Martyr Comrade
Jamal Sati, 2005 (70 x 50 cm)

Au Hazard Balthazar, 2000 (70 x 50 cm)
Cousin (English Version), 2006 (70 x 100 cm)
Being There, 2004 (70 x 50 cm)

Rear Window Vertigo I, 2005 (100 x 85 cm)
Rear Window Vertigo Il, 2005 (100 x 70 cm)
Rear Window Vertigo Ill, 2005 (70 x 50 cm)
Rear Window Vertigo 1V, 2005 (70 x 50 cm)
Eternity and a Day, 2005 (70 x 50 cm)

Eternity and a [Groundhog] Day, 2001
(100 x 70 cm)

A Special Effect Termed “Time’: or, Filming Death at
Work, 2005 (70 x 50 cm)

Artificial Intelligence: Ancient Egyptian Version,
2005 (100 x 70 cm)

Artificial Intelligence: Rilkean Version I,2005
(140 x100 cm)

Artificial Intelligence: Rilkean Version I, 2005
(100 x70 cm)

Saving Face, 2005 (70 x 50 cm)
The Passion of Joan of Arc, 2005 (100 x 70 cm)

Ashiira’ This Blood Spilled in My Veins, 2002
(50 x28.6 cm)
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Minor Art: Conceptual
Posters and Book Covers

Conceptual Book Covers

Jalal Toufic’s “Distracted,” 2003 (19 x 13 cm)

Jalal Toufic’s "(Vampires): An Uneasy Essay on the
Undead in Film," 2003 (20 x 14 cm)

Jalal Toufic’s "Iwo or Three Things I'm Dying to Tell
You," 2005 (23.5 x16.5 cm)

Jalal Toufic’s “Ashiira* This Blood Spilled in My Veins,”
2005 (19 x 21cm)

Jalal Toufic's “Reading, Rewriting Poe's ‘The Oval Por-
trait—In Your Dreams,” 2006 (21 x 11 cm)

Viadimir Nabokov's “Lolita,” 2006 (21 x 13.3 cm)

A First Encyclopoedia of TIén, Vol. XI: Hlaer to Jangr,
2006 (274 x 47 cm)

Herbert Quain’s “The Secret Mirror” 2006 (20 x 28
cm)

Riad al-Turk’s Odyssey (Arabic Version), 2006 (21
x 30 cm)

Jalal Toufics “Graziella: The Corrected Edition,”
2009 (10 x13 cm)

Jalal Toufic’s “Over-Sensitivity” (2nd ed.), 2009 (19
x 13 cm)

Jalal Toufic’s “What Is the Sum of Recurrently?”2010
(19 x13 cm)

Jalal Toufics “The Portrait of the Pubescent Girl- A
Rite of Non-Passage,” 2011 (19 x 13 cm)

Minor Art: Conceptual
Posters and Book Covers

Jalal Toufic’s “Jouissance in Postwar Beirut,” 2014 (21
x14.8 cm)

Jalal Toufic's “Explicit and Implicit Variations on
Hitchcock,” 2023 (21x 14.8)
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Minor Art: Conceptual
Posters and Book Covers

—Hans Ulrich Obrist: Can you tell
me about your show Minor Art: Con-
ceptual Film and Video Posters?

—Jalal Toufic: Minor Art: Concep-
tual Film and Video Posters, presently
re-titled Minor Art: Conceptual Posters
and Book Covers, is a work in prog-
ress began in 2000. The title draws
on Gilles Deleuze and Félix Guattari’s
book Kafka: Toward a Minor Literature.
In his “One Manisfesto Less,” Deleuze
writes: “With regard to his play Romeo
and Juliet, Carmelo Bene says: ‘It is a
critical essay on Shakespeare! But
the fact is that CB is not writing on
Shakespeare; his critical essay is itself
a piece of theatre” | would also say, of
my conceptual posters and book cov-
ers, they are critical essays on certain
films (Dreyer’'s The Passion of Joan of
Are, Angelopoulos’ Eternity and a Day,
etc.), videos and books—except that
these critical essays are themselves
artworks.

In an era when, anachronistical-
ly, some publishers continue to take
years to print a manuscript they have
already accepted for publication, |
hope to encounter more frequently
cases where the delay in months and
possibly years is not due to financial
difficulties but is caused by the fail-
ure of the thorough publisher to find
someone who is able to come up with
a felicitous conceptual cover for the
book. Indeed, | can imagine a publish-
er or author doing a second edition of
a book “simply” in order to provide it
with an appropriate conceptual cover,

when the first cover was merely a dec-
orative one. Let us design great con-
ceptual covers for books; let us make
it possible to have love from first sight
regarding books; let us work so that a
book can be read from cover to cov-
er; let us prove wrong the saying: You
can't judge a book by its cover.
Nietzsche writes in the preface
of On the Genealogy of Morals: “| have
offered in the third essay of the pres-
ent book an example of what | regard
as ‘exegesis’ in such a case—an aph-
orism is prefixed to this essay, the es-
say itself is a commentary on it” The
third essay is the exegesis of “Uncon-
cerned, mocking, violent—thus wis-
dom wants us; she is a woman and al-
ways loves only a warrior” (Thus Spoke
Zarathustra). Similarly, | consider the
section "Rear Window Vertigo" in my
book Two or Three Things I'm Dying to
Tell You an exegetical explication/un-
folding of the four conceptual post-
ers titled Rear Window Vertigo that
accompany the essay, and that each
is a picture worth a thousand words.
To say in a book cover “what every-
one says in a book [certainly | do not
include Nietzsche in this everyone
of common sense]—what everyone
does not say in a book” (regrettably,
one cannot judge any of the available
English translations of Nietzsche’s

1 Replacing it with: You (almost always)
can’t judge a book by its title.

books by its cover). Regarding books,
| much prefer a conceptual book cov-
er to a foreword, prolegomenon, pro-
logue, preface or postscript (I recently
wrote a foreword for the third edition
of Etel Adnan’s The Arab Apocalypse;
is it in lieu of a conceptual cover for
that book? Will | one day do a con-
ceptual cover for it?). And regarding
films, | much prefer conceptual film
posters, as preambles, to previews of
the film. Indeed, | consider (concep-
tual) film posters to be far more a
part of the film than any non-diegetic
music or voice-over it may include—
certainly a felicitous conceptual film
poster is worth a thousand words of
non-diegetic voice-over. Deplorably,
design for posters is usually used as
sloppily and cheaply as non-diegetic
music or voice-over in film. | do not
use non-diegetic music in my videos
and | try to create only conceptual
posters for my videos and only con-
ceptual covers for my books. Bresson
asked: “What do | start from? From
the subject to be expressed? From
sensation? Do | start twice?”? Let us
create inspiring conceptual film post-
ers so that an increasing number of
filmmakers would answer the same
two questions thus: “l start from a

2 Robert Bresson, Notes on the Cinematog-
rapher, translated from the French by Jonathan Grif-
fin; with an introduction by J. M. G. Le Clézio (Los
Angeles: Green Integer, 1997), 139.

Minor Art: Conceptual
Posters and Book Covers

(conceptual) film poster” Yes, let us
create conceptual film posters that
beget films (along the lines of Vertov’s
films that beget films).

“Epilogue,” in First Annual Global Art
Forum, ed. Maria Finders (Dubai: IMC,
2007), 311-22, then reprinted in Hans
Ulrich Obrist: Interviews, Volume 2, ed.
Charles Arsene-Henry, Shumon Basar,
and Karen Marta (Milan, Italy: Charta,
2010), 656-69.






Au hasard Balthazar

. A FiLm BY ROBERT BRESSON

“Some eyewitnesses say that the martyr Jamal was riding a donkey
on which was placed, in two balanced baskets, a large quantity of
explosives; and that he was donning the clothes of a local sheikh so

as not to draw attention to himself.”

Models:

Anne Wiazemsky
Francois Lafarge
Philippe Asselin

Nathalie Joyaut
Walter Green (I)
Jean-Claude Guilbert

Pierre Klossowski

Francois Sullerot
M.C. Fremont

Jean Rémignard
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A film by
Theo Angelopoulos

“Alexander!”

-

Sal o Sha

"Alexander!”

“Alexander!”

(1998)

“Shuddering, Hamilton grasped the
railing and began to climb back upstairs.
He had gone only two steps when his
legs, of their own volition, refused to
carry him farther. His body
comprehended what his mind refused to
accept. He was going back down...”
(Philip K. Dick, Eye in the Sky, 1957).
Hamilton was taken aback (“aback adv.
1. By surprise: He was taken aback by
her caustic remarks. 2. New England
Southern U.S. Behind: aback of the
house. 5. Archaic Back; backward. ad.
New England 1. Being at a standstill;
unable to move: ‘You run your business
that way and first thing you know you're
all aback’ Dialect Notes” [American
Heritage Dictionaryl). “Is—there anything
| can do? Won't you turn toward me? Must
you have your back to me? Hamilton
laughed wildly. ‘Sure I'll turn toward you.’
Gripping the railing, he made a cautious
about face—and found himself still
facing the gloomy cave...” (Eye in the
Sky).
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Each thing is perishing except His face (Qur'an 28:88)
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Graziella

The Corrected Edition
Alphense-de-lamartine
Jalal Toufic
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THE PORTRAIT OF THE
PUBESCENT GIRL:

A Rite oPassage

Forthcoming Books




What Is the Sum of
Recurrently?

Explicit
and Implicit
Variations on
Hitchcock

Jalal Toufic
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2" edition
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“Home Works IV: A Forum on Cultural Practices,” the Lebanese Association for Plastic Arts Ashkal
Alwan, Sfeir Semler Gallery, Beirut, April 12—May 31, 2008
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My top ten list for Sight and Sound’'s 2022 iteration of its decennial poll, “The Greatest Films of
All Time”

Discontinued Works

— | Am the Martyr Comrade Jamal Sati, mixed media,
2003.

—  Ashara: This Blood Spilled in My Veins, mixed-media
work with 7 looped films (78 minutes; 59 minutes; 16 min; 10
min; 7 min; 1 min), and 3 banners, 2002.

—  Overlooking the Unsightly to See, mixed media, 2000.
—  Radical-Closure Artist with Bandaged Sense Organ,
mixed media, 1997.

— Ashara: This Blood Spilled in My Veins, two-channel
video, 17 minutes, 1996.
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Selected Exhibitions/
Festivals/Screenings:

Solo Exhibitions:

— Five Hitchcock Films as You've Never Seen Them Before,
Beirut Art Center, November 8, 2023—March 23, 2024.

—  Jalal Toufic: Irruptions of the Real, Daadgalerie, Berlin,
May 13—June 18, 2011.

— Filming Death at Work, Kunsthalle Fridericianum, Kas-
sel, Germany, April 12—May 14, 2006.

—  Jalal Toufic: ‘Ashara’, Biiro Friedrich, Berlin, December 7,
2002—)anuary 25, 2003.

Biennales/Triennials:

—  7th Bi-City Biennale of Urbanism\Architecture (UABB)),
Cities, Grow in Difference, Shenzhen, China, December 15,
2017—March 17, 2018.

—  1st Asia Biennial & 5th Guangzhou Triennial, December
11, 2015—April 10, 2016.

— Sharjah Biennial 11, United Arab Emirates, March 13—
May 13, 2013.

— 9th Shanghai Biennale, October 2, 2012—March 31,
2013.

— 3rd Athens Biennale: Monodrome, October 23—De-
cember 11, 2011.

—  Sharjah Biennial 10: Plot for a Biennial, United Arab
Emirates, March 16—May 16, 2011.

—  Sharjah Biennial 6, United Arab Emirates, April 8—May
8, 20083.

Group Exhibitions:

—  Aporia (Notes to a Medium), Morris and Helen Belkin
Art Gallery, University of British Columbia, Vancouver, January
12—April 14, 2024.

— Intimate Garden Scene (in Beirut), Home Works 9, Ash-
kal Alwan, The Lebanese Association for Plastic Arts, Sursock
Museum, Beirut, November 30, 2023—September 22, 2024
— 15 Years, Crossed Perspectives, Galerie Tanit, Beirut,
November 4, 2022—January 7, 2023.

— Theater of Operations: The Gulf Wars 1991—2011, MoMA

PS1, New York, November 3, 2019—March 1, 2020.

—  Beirut Lab: 1975(2020), University Art Galleries Room
Gallery, University of California at Irvine, October 5—Decem-
ber 14, 2019.

— The D-Tale, Video Art from the Pearl River Delta, “Episode
3: The Politics of the Self” Times Art Center Berlin, March 1,
2019—April 13, 2019.

—  Cycles of Collapsing Progress, Studiocur/art and Beirut
Museum of Art (BeMA), Rashid Karami International Fair and
the Citadel of Tripoli, Tripoli, Lebanon, September 22—October
23, 2018, which included also the continuous screening of the
116-hour trilogy The Matrix for Al et Al at Metropolis Cinema,
Beirut, September 24—27, 2018.

— Heavenly Beings: Neither Human nor Animal, +MSUM |
Museum of Contemporary Art Metelkova, Ljubljana, July 10—
November 4, 2018.

— Truth Is Black, Write over It with a Mirage's Light, Darat al
Funun, Amman, July 3—October 4, 2018.

—  Home Beirut, Sounding the Neighbors, MAXXI (National
Museum of the 21st Century Arts), Rome, November 15, 2017—
May 20, 2018.

—  Artists’ Film International 10th Anniversary Screening,
Whitechapel Gallery, London, September 7—17, 2017.

— [ Can Call this Progress to Halt, Los Angeles Contempo-
rary Exhibitions (LACE), March 8—April 23, 2017.

— Do it =), Darat al Funun, Amman, September 24,
2016—)anuary 24, 2017.

— The Time Is Out of Joint, Sharjah Art Foundation, March
12—June 12, 2016.

— Do It ) <)l, Sharjah Art Foundation, United Arab Emir-
ates, January 23—April 23, 2016.

— /seconds, Sharjah Art Foundation, United Arab Emirates,
October 11—December 10, 2014.

— Une histoire, art, architecture et design, des années 80
a aujourd’hui (A History: Art, Architecture, and Design, from
the 1980s until Today), Centre Pompidou, Paris, September 16,
2015—January 2016.

— A Museum of Immortality, Home Workspace Program,



https://beirutartcenter.org/event/jalal-toufic-five-hitchcock-films-as-youve-never-seen-them-before/
https://www.indexberlin.com/files/download_12564_INDEX39_05_06_web(3).pdf
https://www.e-flux.com/announcements/5503/1st-asia-biennial-5th-guangzhou-triennialasia-time/
https://www.v1.sharjahart.org/sharjah-art-foundation/projects/attempt-137-to-map-the-drive
https://athensbiennale.org/en/ab3-monodrome/
https://www.v1.sharjahart.org/sharjah-art-foundation/projects/mother-and-son-or-that-obscure-object-of-desire-scenes-from-an-anamorphic-d
https://www.e-flux.com/announcements/43179/sharjah-international-biennial-6/
https://belkin.ubc.ca/exhibitions/aporia/
https://drive.google.com/file/d/1xAKJkyT1xIytOfsOtGhXdq4xoMpZdAIz/view
https://www.galerietanit.com/exhibitions/15-years-crossed-perspectives-collective-exhibition/
https://www.moma.org/artists/?exhibition_id=5084
https://uag.arts.uci.edu/exhibit/beirut-lab-19752020
https://www.timesartcenter.org/exhibitions/the-dtale-video-art-from-the-pearl-river-delta/
https://bema.museum/en/event-details/11/cycles-of-collapsing-progress-a-contemporary-art-exhibition-in-tripoli-september-2018
https://www.mg-lj.si/en/exhibitions/2369/heavenly-beings-neither-human-nor-animal/
https://daratalfunun.org/?event=truth-black-write-mirages-light-2
https://www.maxxi.art/en/events/home-beirut-sounding-the-neighbors/
https://www.whitechapelgallery.org/exhibitions/10th-anniversary-screening-artists-film-international/
https://welcometolace.org/lace/i-can-call-this-progress-to-halt/
https://daratalfunun.org/?event=do-it-بالعربي
https://www.v1.sharjahart.org/sharjah-art-foundation/exhibitions/the-time-is-out-of-joint
https://www.v1.sharjahart.org/sharjah-art-foundation/exhibitions/do-it
https://www.v1.sharjahart.org/sharjah-art-foundation/exhibitions/seconds
https://ashkalalwan.org/program.php?category=4&id=205
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Ashkal Alwan, Beirut, June 11—July 18, 2014.

—  Joyful Wisdom, Rezan Has Museum, Istanbul, Septem-
ber 14—October 20, 2013.

— Installing the Ruin, Galerie Tanit, Beirut, May 13—June 6,
2013.

—  Surplus Authors, Witte de With | Center for Contempo-
rary Art, Rotterdam, September 5—)anuary 6, 2013.

—  Six Lines of Flight: Shifting Geographies in Contempo-
rary Art, San Francisco Museum of Modern Art, September
15—December 31, 2012.

— Wunder (/Miracles), Kunsthalle Krems, Austria, March
4—July 1,2012.

—  Locus Agonistes—Practices and Logics of the Civic, Ar-
gos Centre for Art and Media, Brussels, October 1—Decem-
ber 18, 2011.

—  Wunder (/Miracles), the Deichtorhallen Hamburg and
the Siemens Foundation, September 23, 2011—February 5,
2012.

—  Art in the Auditorium 3, Ballroom Marfa, Marfa, Texas,
USA, August 27, 2011.

— Decreation, West Space, Melbourne, August 8—27,
2011.

— X Wohnungen Mannheim (X Apartments Mannheim),
16. Internationale Schillertage, Nationaltheater Mannheim in
collaboration with HAU Berlin, June 4—7, 2011.

—  Artin the Auditorium Ill, GAMeC (Galleria d’Arte Mod-
erna e Contemporanea), Bergamo, Italy, May 27—]July 24, 2011.
— Image in the Aftermath, Beirut Art Center, May 18—)uly
16, 2011.

Meeting Points 6: Locus Agonistes: Practices and Logics
of the Civic, Beirut Art Center, April 27—May 7, 2011.

—  Giorgio Andreotta Calo, Jalal Toufic, Huang Xiaopeng,
Whitechapel Gallery, London, January 28—April 17, 2011.

— Art in the Auditorium Ill, Fundacidon Proa, Buenos Aires,
January 22—March 1, 2011.

—  Reframing Reality: Glimpses into the Lowave Video Ar-

chive, Museet for Samtidskunst (Museum of Contemporary
Art), Roskilde, Denmark, November 20, 2010—February 27,
2011.

—  Blind Dates: New Encounters from the Edges of a For-
mer Empire, Pratt Manhattan Gallery, New York, November 19,
2010—February 11, 2011.

— Reisen in islamische Welten, Filmmuseum Miinchen
(Munich City Museum), October 13, 2010.

— “The Skin of the Invisible,” 29th Bienal de Sao Paulo,
September 21—December 12, 2010.

— “Medium Religion (Extracts),” in conjunction with “Col-
loque international Max et Iris Stern: Art + Religion,” Musée
d’art contemporain de Montréal, April 7—May 5, 2010.

— Cine Forum 6, Museum of Art, Seoul National Universi-
ty, February 25—April 28, 2010.

— Quartet—Four Biennials Reflected in Prints, Interna-
tional Centre of Graphic Arts, Ljubljana, January 22—March
28, 2010.

— Blown Up, Mains d’CEuvres, France, December 13, 2009.
— The Malady of Writing, Museu d’Art Contemporani de
Barcelona (MACBA), Spain, November 20, 2009—April 25,
2010.

— While Sleeping Man Doesn’t Sin..., Nowy Teatr, Warsaw,
November 14, 2009.

—  Cruel Weather: Recent Film/Video from the Arab Middle
East, presented by Peacock Visual Arts (Aberdeen), in partner-
ship with Filmhouse Cinema (Edinburgh), Glasgow Film The-
atre, and Dundee Contemporary Arts, November 4, 2009.

—  Medium Religion, The Model Arts and Niland Gallery,
Sligo, Ireland, May 24—August 2, 2009.

—  Medium Religion, ZKM | Museum of Contemporary Art,
Karlsruhe, Germany, November 23, 2008—April 19, 2009.

— Out Now!, E-Flux, New York, September 5—November
8, 2008.

— Home Works IV: A Forum on Cultural Practices, the Leb-
anese Association for Plastic Arts Ashkal Alwan, Sfeir Semler



https://www.rhm.org.tr/en/event/joyful-wisdom/
https://www.galerietanit.com/exhibitions/installing-the-ruin-collective-exhibition/
https://www.fkawdw.nl/en/our_program/exhibitions/surplus_authors
https://www.sfmoma.org/exhibition/six-lines-of-flight/
https://www.sfmoma.org/exhibition/six-lines-of-flight/
https://2011.argosarts.org/locus-agonistes-–-practices-and-logics-civic
https://www.deichtorhallen.de/en/ausstellung/wunder
https://www.ballroommarfa.org/program/art-in-the-auditorum-3/
https://westspace.org.au/program/simone-weil-decreation
https://www.gamec.it/en/art-in-the-auditorium-iiiedition/
https://beirutartcenter.org/event/image-in-the-aftermath/
https://beirutartcenter.org/event/meeting-points-6/
https://beirutartcenter.org/event/meeting-points-6/
https://www.whitechapelgallery.org/exhibitions/giorgio-andreotta-calo-jalal-toufic-huang-xiaopeng/
https://www.proa.org/eng/exhibition-art-in-the-auditorium-iii.php
https://www.lowave.com/en/projects/767-reframing-reality-en
https://www.lowave.com/en/projects/767-reframing-reality-en
https://www.pratt.edu/news/pratt_manhattan_gallery_to_present_exhibition_of_new_work_based_on_cur/
https://www.pratt.edu/news/pratt_manhattan_gallery_to_present_exhibition_of_new_work_based_on_cur/
https://www.naher-osten.uni-muenchen.de/wasistlosaminstitut/veranstaltungsarchiv/alte_veranstaltungen/changing/cv-deutsch.pdf
http://www.snumoa.org/exhibitions_view.php?exh_id=45
https://www.macba.cat/en/exhibitions/the-malady-of-writing/
https://nowyteatr.org/en/kalendarz/czlowiek-spiac-nie-grzeszy?setlang=true
https://www.tandfonline.com/doi/full/10.1080/09528822.2010.502782
https://www.tandfonline.com/doi/full/10.1080/09528822.2010.502782
https://www.e-flux.com/announcements/38148/medium-religion/
https://zkm.de/en/exhibition/2008/11/medium-religion#:~:text=The%20exhibition%20Medium%20Religion%20aims,the%20development%20of%20electronic%20media.
https://www.e-flux.com/events/65432/out-now/
https://www.ashkalalwan.org/uploads/HW-IV-Brochure.pdf
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Gallery, Beirut, April 12—20, 2008.

—  Art Now in Lebanon, Darat al Funun, Amman, March 4—
May 29, 2008.

—  The Resilient Landscape, lvan Dougherty Gallery, Col-
lege of Fine Arts, University of New South Wales, Sydney, Aus-
tralia, November 22—December 22, 2007.

—  Memorial to the Irag War, Institute of Contemporary
Arts (ICA), London, May 23—)une 27, 2007.

— Art, Life & Confusion, 47th October Salon, cooperative
venture between the Belgrade Cultural Center and the Kuns-
thalle Fridericianum Kassel, Art Gallery, Belgrade, September
29—November 5, 2006.

— Out of Beirut, Modern Art Oxford, Oxford, May 13 to
July 16, 2006.

— Sequence of Tense, Alternative Space Pool, Seoul, South
Korea, December 16, 2005—)anuary 11, 2006.

— Home Works lll: A Forum on Cultural Practices, Beirut,
Lebanon, November 17—24, 2005.

—  Go Between, the Bregenzer Kunstverein and Magazin 4,
Palais Thurn & Taxis and Magazin 4, Austria, July 16—Septem-
ber 4, 2005.

—  Normalization, Platform Garanti Contemporary Art
Center, Istanbul, March 10—April 23, 2005.

— Love It or Leave It, the 5th Biennial of Cetinje, realized
by the National Museum of Montenegro in cooperation with
Kunsthalle Fridericianum, Kassel, Germany, July 20—Septem-
ber 19, 2004.

— Laughter, LIFT (London International Festival of The-
atre), London, June 20, 2004.

— Present Absence: Contemporary Art from Lebanon, Gal-
erie Tanit, Munich, May 7—June 25, 2004.

— Home Works II: A Forum on Cultural Practices, the Leb-
anese Association for Plastic Arts Ashkal Alwan, Beirut, Octo-
ber 31—November 6, 2003.

—  Synopsis II-Theologies, National Museum of Contem-
porary Art, Athens, October 15, 2002—January 5, 2003.

— Contemporary Arab Representations, Fundacid Antoni

Tapies, Barcelona, May 3—)uly 14, 2002.

— Home Works: A Forum on Cultural Practices in the Re-
gion (Egypt, Iran, Iraq, Lebanon, Palestine and Syria), the Leb-
anese Association for Plastic Arts Ashkal Alwan, Beirut, April
2—7,2002.

- Exist, Espace SD, Beirut, November 25—December 2,
2000.

— Hamra Street Project, the Lebanese Association for
Plastic Arts Ashkal Alwan, and Kentertainment, Beirut, Novem-
ber 17—27, 2000.

— Bottoms Up, The Lab, San Francisco, June 5—July 3,
1998.

— Selected Memories, Constant-organized exhibition, Le
Palais des Beaux-Arts, Brussels, June 18—August 17, 1997.

— Tampering with the Reel, Artists Space, New York, June
7—July 19,1997.

— East of Here ... (re) Imagining the “Orient” YYZ Artists’
Outlet, Toronto, December 14, 1996.

Film/Video Festivals:

— Cairo Video Festival 11, Medrar, Cairo, December 1—14,
2024.

— Rencontres Internationales Paris/Berlin 2023—2024,
Paris (my wife and | declined screening our film in Berlin as |
am a signatory to Strike Germany).

— 31st edition of Travelling Film Festival, “Urba[Ciné]: Bey-
routh au cinéma,” Rennes, France, 2020.

—  16th edition of festival Image de ville, Marseille, France,
November 18, 2018.

— 34th Cinéma du Réel International Documentary Film
Festival, “Rising Images,” Paris, 2012.

— 32nd Cinéma du Réel International Documentary Film
Festival, Pamphlet #9—Chants de guerre, mélancolie. Coup
de couteau (Songs of War, Melancholy. Stab Wounds), Centre
Pompidou, Paris, 2010.

— Les Vagamondes Festival, Théatre de I'Agora, Evry,
France, November 17—27, 2009.



https://daratalfunun.org/?event=art-now-in-lebanon
https://archive.ica.art/whats-on/memorial-iraq-war/index.html
https://www.e-flux.com/announcements/40945/47th-october-art-salon-belgrade-serbia/
https://www.modernartoxford.org.uk/blog/the-archive-out-of-beirut-2006
https://www.ashkalalwan.org/uploads/HW-III-Brochure.pdf
https://revolver-publishing.com/go-between.html
https://www.e-flux.com/announcements/42209/normalization/
https://www.e-flux.com/announcements/42586/august-28-september-19-2004/
https://www.liftfestival.com/archive/2004-2/
https://www.ashkalalwan.org/uploads/HW-II-Publication-ENG.pdf
https://museutapies.org/en/exposicio/contemporary-arab-representations-beirut-lebanon/
https://www.ashkalalwan.org/uploads/HW-I-Publication-ENG.pdf
https://www.ashkalalwan.org/uploads/HW-I-Publication-ENG.pdf
https://www.printedmatter.org/catalog/10750/
https://www.cvf.medrar.org/portfolios/hong-kong-china-solaris/
https://art-action.org/site/en/cat/_search.php?c_keyword=jalal+toufic
https://www.clairobscur.info/files/2982/TRAV
https://imagedeville.org/wp-content/uploads/2023/03/idv18_programme.pdf
https://serval.unil.ch/resource/serval:BIB_260311B0AC55.P001/REF.pdf
https://serval.unil.ch/resource/serval:BIB_260311B0AC55.P001/REF.pdf
https://www.centrepompidou.fr/fr/programme/agenda/evenement/cpgznMa
https://www.centrepompidou.fr/fr/programme/agenda/evenement/cpgznMa
https://www.centrepompidou.fr/fr/programme/agenda/evenement/cpgznMa
https://france-palestine.org/IMG/pdf/Programme_Festival_Vagamondes_-_Theatre_de_l_Agora_Evry.pdf
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— 23rd Hamburg International Short Film Festival (Inter-
nationales KurzFilmFestival Hamburg), “Touring Lebanon—
There’s No Place Like Home,” 2007.

— 53rd International Short Film Festival Oberhausen (In-
ternationale Kurzfilmtag Oberhausen), “Resistance(s)—Ex-
perimental Films from the Middle East and North Africa,” Ger-
many, 2007.

— Né a Beyrouth film and video festival, Beirut, 2007.

— 15th edition of Festival Cété Court, Ciné 104, Pantin,
France, 2006.

— 18th Instants Vidéo, France, 2005.

— 6th ...né. a Beyrouth, Beirut, 2005.

— 16th International Documentary Filmfestival Amsterdam
(IDFA), “Focus Jalal Toufic,” 20083.

— 14th Festival Internacional De Arte Electronica—Video-
brasil, SESC Pompéia, Sao Paulo, September 22—October 19,
2003.

— 25th Festival International du Cinéma Méditerranéen
Montpellier, 2003.

Screenings:

—  What Happened to Produce these Ruins?, Vtape, Toronto,
June 7—21,2024.

—  The Matrix for Al et Al (conceptual film trilogy, 125

hours and 42 minutes, 2018), in the conference “The New
Daydream Imaginary—On the Ethico-Aesthetics of Sponta-

neous and Non-productive Thought,” School for the Contem-
porary Arts, Simon Fraser University, Vancouver, June 15—29,
20283.

—  Post/Protracted Civil War, Mizna Film Series, Minneso-
ta, August 25—29, 2021.

—  “Double Feature: Alfred Hitchcock’s Vertigo and Jalal
Toufic’s Vertiginous Variations on Vertigo,” Ashkal Alwan, Beirut,
March 6, 2018.

—  “Double Feature: Alfred Hitchcock’s Vertigo and Jalal
Toufic’s Vertiginous Variations on Vertigo,” e-flux, New York,
February 26, 2018.

—  “Scores No. 6: On Addressing Artistic-Theoretical Par-
cours on the Bodies of Religion,” Tanzquartier, Vienna, January
18, 2013.

—  “Performance Year Zero: A Living History,” Tate Modern,
The Tanks, London, October 6, 2012.

—  Carte blanche Lowave/Résistance(s), Centre Pompi-
dou, Paris, April 19, 2007.

—  “Dying to Tell You: Videos by Jalal Toufic + Walid Raad,’
Hallwalls Contemporary Arts Center, Buffalo, USA, September
23, 2006.

—  Ovni 2005 Resistances, Centre de Cultura Contempo-
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Jalal Toufic is a thinker and a mortal to death. He was born
in 1962 in Beirut or Baghdad and died before dying in 1989
in Evanston, lllinois. His books, a number of which were pub-
lished by Forthcoming Books, are available for download, free
of charge, at his website: www.jalaltoufic.com. He has made
over twenty films and videos, which include essay films and
conceptual films; short films (7 minutes, 8 minutes, etc.), fea-
ture-length films (110 minutes, 138 minutes, etc.), and “in-
humanely” long films (72 hours, 50 hours); videos that are
standalone works as well as ones that are part of mixed me-
dia works; films that he shot and films in which all the imag-
es are from works by other filmmakers (Hitchcock, Sokurov,
Bergman, etc.). His work, along with that of artists and pretend
artists, has been shown in the 6th, 10th and 11th Sharjah Bi-
ennials; the 9th Shanghai Biennale; the 1st Asia Biennial & 5th
Guangzhou Triennial; MoMA PS1; San Francisco Museum of
Modern Art; Centre Pompidou; ZKM; Kunsthalle Fridericianum;
MAXXI; Witte de With; Deichtorhallen Hamburg, etc. Most of
his videos and films are available for viewing on Vimeo. In 2011,
he was a guest of the Artists-in-Berlin Program of the DAAD,
and from September 2015 to August 2018 he was the Direc-
tor of the School of Visual Arts at the Lebanese Academy of
Fine Arts (Alba).
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