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HANDS TIED
Two very different films about hands,

followed by a roundtable discussion
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WITH PORTUGUESE SUBTITLES BY MARTHA ELISA
SPANISH SUBTITLES BY LUCIA DE LA TORRE

FRENCH SUBTITLES BY JULIET DAVIS
ITALIAN SUBTITLES BY LIVIA FRANCHINI
KOREAN SUBTITLES BY MONICA CHOI

JAPANESE SUBTITLES BY ILENIA PORPORA
INDONESIAN SUBTITLES BY ADRIAN JONATHAN

;#56)&.,3' *MG5/,*&' &/6*' /4' .0*' G,*/EE7G#.)/$&
.0#.' #GG*#,&' #E,/&&' 9#,)#' :#&&$)-g&' =>?I&
2)%*/'1/,LN' )$E57%)$-' 4*6#5*' )$%*G*$%*$E*'2&K
.0*' 0*.*,/&*M7#5' E/7G5*N' #$%' .0*' E/6)E#553
#1L1#,%N' 6*E0#$)E#5' $#.7,*' /4' .0*),' &*M7#5
,*5#.)/$&K' T/6+)$)$-' #$)6#.)/$' #$%' 5)2*' #E.)/$N
;#56)&.,3'/G*$&'1).0'#'6/&.53'#$)6#.*%'&*E.)/$
#+/7.' #' 1/6#$g&' G5*#&7,*' )$' *#.)$-' #5/$*N
+#&*%' /$' #' &*,)*&' /4' %,#1)$-&' :#&&$)-' %)%' /4
0*,' 4,)*$%' Wh,+5N' 10/' #5&/' #GG*#,&' )$' /$*' /4
:#&&$)-g&' 4/7,RG#,.' iO/75' O)&.*,&g' &*,)*&K' V$' .0#.
5#.*,N'*G/$36/7&53' .).5*%' 4)56'<=>?_Y?>AN'Wh,+5' )&
%*&E,)+*%' +3' :#&&$)-' #&' &.,7--5)$-' 1).0' 5/1
&*54R*&.**6N' *MG*$%)$-' 6/,*' *$*,-3' /$' .0/&*
#,/7$%'0*,' .0#$'&0*'%/*&'/$'0*,&*54N' )$E57%)$-
/$'#' 5#,-*53'#+&*$.'6#5*' 5/2*,K' V$';#56)&.,3N'#$
#$)6#.*%' Wh,+5' ,*E5)$*&' /$' .0*' 45//,N' U/347553
)$-*&.)$-'+)&E7).'#4.*,'+)&E7).'7$.)5'j'#&'.0*'2/)E*
/$' .0*' &/7$%.,#EL' ,*E/7$.&' j' k#' 5)..5*' 6#$
E/6*&' #5/$-l' #$%' &0*' )&' .#L*$' +3' .0*' &7%%*$
)6G75&*' ./' $/7,)&0' 0)6N' 7&)$-' 0*,' ,*E*$.53
#Em7),*%' *$*,-3' ./' )$45#.*' 0)6' 5).*,#553K' W*4/,*
5/$-'0*'45/#.&'/44K'B5.0/7-0'.0*'1/6#$',*.7,$&'./
*#.)$-'j'#$'#E.)2).3'.0#.'kE#$$/.'07,.'n0*,ol'j'.1/
/.0*,' %,#)$)$-' 6#5*' 4)-7,*&' #GG*#,' 5#.*,' )$' .0*
4)56K' F),&.N' #' 6#5*' 4*5.R.)G' 4)-7,*' 1).0' #' &*,,#.*%
#GG*$%#-*' 4/,' #' G*$)&' &*%7E*&' #$%' .0*$
,*U*E.&' #$' *m7)2#5*$.' 4*6#5*' 4)-7,*' 1).0' #$
/2*,&)p*%'2*&&*5' 4/,'#'2#-)$#q' 5#.*,N'#'E0#,5#.#$
E0),/6#$E*,' ,*#%&' .0*' G#56' /4' #' ' 1/6#$'10/
E/$&75.&' 0)6'#+/7.' 0*,' ,/6#$.)E' &).7#.)/$K'W/.0
/4' .0*&*'*$E/7$.*,&'#,*'*6+5*6#.)E'/4' .0*'1#3
:#&&$)-' )$.*,,/-#.*&' %)#5/-7*N' 10*,*
)$.*,#E.)/$&' +*.1**$' 6*$' #$%' 1/6*$' #,*
.3G)E#553' E),E75#,N' ./$#553' 45#.N' #$%' &E#$' 5)L*' #$
/7.R/4R&.*G' %#$E*K' B&' #51#3&N' ).' )&' .0*' 6#5*
E0#,#E.*,g&' ,*47&#5' ./' 5)&.*$' #$%' )$&)&.*$E*' .0#.
0*' L$/1&' 10#.' .0*' 1/6#$' )&' .0)$L)$-' #$%
4**5)$-' .0#.'6*#$&'E/$2*,&#.)/$'-/*&'$/10*,*K
^$)m7*'./';#56)&.,3N'0/1*2*,N')&'.0*'4#E.'.0#.'/$*
/4'.0*&*'1/6*$')&'E0#,-*%'rHI'4/,'.0*'G,)2)5*-*
/4'+*)$-'-#&5).K'sDO

“73 palm eat eat shift eat be get it in the babe haunt

to hung out to dry dry hay hey not the last am I the

first male mail man abstraction female kangaroo

pussy cat abstract penis penis inserted man snake

asks first time Eva says why do you ask first male

take care of what the male snake attempted

manipulation of the female lie lie lying hand to

animation amputation philosophy of life the change

of energy the hand of her not him palm man snake oil

man talk” —Paul McCarthy on Palmistry
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Women/Artist/Filmmakers, inc (top left to bottom right:
Susan Brockman, Martha Edelheit, Nancy Kendall, Doris

Chase, Silvianna  Goldsmith, Maria Lassnig, Carolee
Schnemann, Rosalind Schneider), 1976  © Bob Parent

Photo: Archive of the Maria Lassnig Foundation

Bärbl in Soul Sisters: Bärbl (1974/79),
in a similar pose as she appears in Palmistry.

© Maria Lassnig Foundation 

“Maria, in New York City from Vienna by way of

Paris, joined our group. Uniquely cheerful, she had

a goofy smile that was always encouraging. Her

films were charming, ironic, shifting between

static images and density in motion – always

colourful with a subtle, brutal gender appetite

towards erotic happiness.

It was with her death that the powerful dark

undertow of her self-portrait paintings became

celebrated, shifting way from any interpretation

of self-deprecation or essentialism!”

—Carolee Schneemann, writing in Artforum after

Lassnig's death

© Maria Lassnig Foundation 
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SUBTITLES IN ENGLISH, FRENCH, SPANISH, ITALIAN, PORTUGUESE, JAPANESE, KOREAN AND INDONESIAN
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Stills from A Rough History

Francis Galton. Finger Prints. London: Macmillan and Co.,
1892, Plate 15, Figure 22, following p. 96. 
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“NO, THIS IS A SCAR”
A roundtable discussion on two films about hands, by Maria Lassnig and

Ayesha Hameed
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Though palmistry is a practice that takes cues from various mysticisms, it can’t escape worldly matters. There’s
a strange obsession in the practice with profession. Imagine going to see a palm reader and them telling you
that you will do something for the rest of your waking life and that this is out of your control. That you are well

suited to being a sales assistant or a domestic servant. That life is not just dull and exploitative but it is meant to
be this way. This reminds me of the dual meaning of the word Beruf in German: both a ‘profession’ and a ‘calling’.

The stars fall to earth.
'

Amelia Groom:

I love the part in Palmistry when the palm reader says, “You have three fate lines!” and she’s like, “No, that’s a
scar.” I laughed. 

'
M. Ty:

I laughed with you.      
Why am I so taken by the gesture of closing and opening the palm?

'
SD:

Yes, the Lassnig is incredibly funny: its fatalism, repetition, looping, disagreement, dialogue, the futility, the “girdle
of Venus”, even the electric guitar got me...  

'
AG:

I’m really into this idea of the mistaken fortune teller, the illiterate palm reader, the palmistry of misreadings. I also
like to think of fate lines as things that can be accrued through experience, or accident, or prosthesis, rather

than only operating as predetermined inscriptions. 
'

SD:

Charlotte Wolff, the palmist and sexologist I am currently working on, diagnoses pathologies and fate but I’m
also interested in the moments at which she opens up other possible fates. For example, she reads the hand of
a 26-year-old woman who works as a domestic servant and speaks of how the bumps on the inside of the hand

express a talent for dancing.¹ When I read this, I wondered whether she’s even able to dance, or would agree
with such a reading. In Palmistry, Lassnig allows the voice of the ‘read’ to answer back. The palm reader tells the

woman “you like being inside”, and the woman snaps back: “I hate kitchens!”. Desire cuts through supposed
destiny.

'
MT:

Lassnig animates the palm by turning it into a site of projection. When the chiromancer reads something they
aren’t supposed to, they leave themselves maximally exposed to being called out as a charlatan but also open

up a potentially infinite reservoir of laughter. 
     

SD:

In Palmistry, the palm reader is actually just a bossy, sexist man. Truth is found in disagreements with the
prophet who isn’t really a prophet anyway.

'
Lassnig wrote a short text on animation in 1973 in which she says she prefers the German word Trickfilm to

describe the practice due to its evocation of illusion.² She also talks about its inevitable emphasis on
metamorphosis; the pull towards repetition, to save time, or make time.³ This is maybe why she makes the hand

open and close so constantly… 
'

MT:

…It's the manual labour of keeping time, through an invented cadence of catch and release.  
'

SD:

Another thing that struck me while watching Palmistry, as well as some of Lassnig’s other shorts, is the way she
uses animation to literalise her humour. Animation allows for a polymorphism of bodies and forms – something

that complicates reading even further. In the penultimate scene in the film Art Education (1976), Lassnig
animates Michelangelo’s scene from the Sistine Chapel, but in her version God first transforms Adam entirely
into spots, then “all head”, then “all body”. Adam then asks who the woman next to him is and God says it’s his

secretary. Professions return again as a theme. But so too does this question of reading and naming. 
'

MT:

An image just flashed into my mind of a library in which all the books have been replaced with palms, which do
not wear jackets but gloves. 
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"I’m really into this idea of the mistaken fortune teller, the illiterate palm

reader, the palmistry of misreadings. I also like to think of fate lines as things

that can be accrued through experience, or accident, or prosthesis, rather than

only operating as predetermined inscriptions" —Amelia Groom

"In Art Education (1976), Lassnig animates
Michelangelo’s scene from the Sistine Chapel, but in her

version God first transforms Adam entirely into spots,
then “all head”, then “all body”." —Sam Dolbear
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AG:

'
The image of the scarred hand, and the questions about fate’s malleability or non-malleability, take a much more

disturbing turn in Ayesha Hameed’s A Rough History (of the destruction of fingerprints) (2016)…    
'

Nadine El-Enany:

'
Here the scarred hands of people who have travelled to Europe in search of protection are held open as if in

prayer, flickering in the forensic aesthetic that defines the film’s imagery. People’s hopes and dreams of holding
more in their hands result in them having to harm their fingers: literally burning or cutting away the parts of our

bodies that help us to hold tight the things that matter to us. 
The EURODAC system requires the fingerprinting of all asylum seekers on their entry to the European Union
(EU). It was set up in order to monitor the transit route of asylum applicants in the EU. It exists to support the
operation of the Dublin Regulation, which stipulates that the first Member State with which asylum seekers

establish contact is responsible for determining their asylum claims. The system drives people who are
desperate to find protection, safety, a chance at life, to “deliberately cut or burn their fingertips”. After the

database was introduced, a member of the Swedish Migration Board reported “scars from knives and razors, or
entire [fingerprint] patterns that are entirely destroyed because they’ve used acid or some other kind of product

to destroy their hands.”⁴ 
'

SD:

'
This is also why the scar can’t be read by the palmist. It is a thing of history, a thing of experience...

'
MT:

'
A scar is an embodied record of an incident, an inscription of something past. But as we hear in the voice-over:
“fingerprints always grow back”. It’s strange to think that such thread-fine ridges could press through any scar,

however thick or dense, and make themselves visible as surface again. It’s haunting, too, that these delicate
marks are so resistant to alteration. They persist in the very same pattern for the whole of our lives. It’s as if they

refuse to register history.
'

This is why cops like fingerprints. And for those who, in destroying their own prints, are trying to exercise a will to
illegibility, this remarkable capacity to heal becomes an accursed regeneration. Maybe, alongside the film’s

epigraph – “To live means to leave traces” – we can also think about the incapacity to leave behind the traces
one leaves behind. You can’t shake your own prints. They follow you everywhere, like a store manager who

suspects you of shoplifting.
'

SD:

'
There’s a book by the chirologist Julius Spier which posits that infants have lines on only one hand (this is

referred to as the “ancestral hand”) and that the other hand accrues lines through experience.⁵ It’s as if one
hand is fated by birth and the other by the world. Border agencies spend a lot of time trying to prove the age of

migrants, to prove majority, and therefore accountability or liability to the violence of the world. 
'

MT:

'
EURODAC only used to collect prints if you were over 14, but that threshold has now been lowered to six, an

age when most kids are still unsure how to read the face of a clock and are just beginning to develop a
provisional notion of the future. Thinking with you, Sam, this is a targeted encroachment on the time one has for

experience, before being inducted into a system of legal violence. Though EURODAC represents itself as a
database that helps to “determine responsibility” for asylum seekers, it is openly used by The European Union
Agency for Law Enforcement Cooperation (Europol) and the national police in their investigations of crime and
‘terrorism’.⁶ In other words, as soon as they arrive, refugees are booked as potential criminals. And if refugees

refuse to have their prints taken, which they often do, the state asserts the authority to detain them or use
coercive means to capture their prints. 

'
NE-E:

'
The law has always found ways to use our bodies as weapons against us. It profiles, stops, searches, abuses,

maims and kills people for the colour of their skin. It requires that people seeking protection, safety and life give
over their fingerprints, their identifying features, so that their movements might be tracked, monitored, policed

and prevented. The law is violence. Hameed’s film lays bare the horrific consequences of the intersection
between the Dublin Regulation and the EURODAC system. People become trapped in a “second kind of jail”

where they are prevented from “go[ing] anywhere”. The film exudes the sense of ensnarement, of desperation,
that forces people to harm their hands and fingers to escape the law’s violence. We learn that “to clean

fingerprints is to erase them off your hands since erasing them from the EURODAC fingerprint database isn’t
really possible”.     

'
Hameed reminds us that “fingerprints always grow back”. This is to show us that even harming one’s fingertips

is not a solution to avoiding EURODAC’s control. But it also points to the perseverance of our bodies, our hands,
our fingertips to heal, to survive, to live on. They are insistent, unyielding in the face of violence and repression:
the skin that helps us to hold on grows back. Fingerprints, after all, are not only the unique patterns repurposed
by the state to track and prevent movement, but are the minute ridges carved into our skin that help us to hold

on to what is in our hands.
'

MT:

'
Since watching the video I’ve had a floating recollection about the destruction of debt records. I just

remembered how some years ago David Graeber was calling for a long “overdue Jubilee” that would provide
relief from consumer and international debt.⁷ At some point in his thick book, he points out  that popular

insurrections have often begun with the obliteration of tablets, papyrus, ledgers, or whatever documents were
keeping the official memory of what was owed. He mentions how, in ancient Babylonia, clean slates were

referred to as hubullum masa’um: literally, a “washing away of debt”, a dissolving of the clay tablets on which
financial obligations were recorded.  

'
AG:

'
Disintegrated records, indebtedness undone…

     

MT:

'
I started to wonder if EURODAC should be destroyed... I don’t know whether a Jubilee could, at this point in time,
lead to full emancipation unless fingerprint databases were also wiped from the infrastructure of state memory.

'
SD:

'
Yes, the destruction of EURODAC would be a way of getting rid of at least one mechanism that forecloses the

futures of those subject to its surveillance. 
'

MT: 

'
Hameed’s film moves attention toward the inability to erase one’s own fingerprints from the database, and the

subsequent bind that some refugees find themselves in: either self-mutilate or risk being identified and/or
deported.  But what if, instead of having to take on fingerprint destruction as an individual – and acutely painful –
trial, the entire archive of fingerprints were destroyed, releasing people from the daily dread of identification and

tracking?
'

Fingerprints weren’t even adopted as a systematic method of identification until the 1920s, so perhaps it’s not
inconceivable that the practice could be abolished in our time.⁸

'
AG:

'
I just went back and looked at Carlo Ginzburg’s essay ‘Morelli, Freud and Sherlock Holmes: Clues and Scientific
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I just went back and looked at Carlo Ginzburg’s essay ‘Morelli, Freud and Sherlock Holmes: Clues and Scientific
Method’ (1980), because I remembered there’s something there on the history of fingerprinting. It’s pretty

fucked up!
'

MT:

'
Yeah. So fucked. After watching A Rough History, I tried to follow some of the references in Hameed’s film, which
are like broken threads. It turns out that Francis Galton, the man who worked to classify fingerprints scientifically

and pushed to establish them as a reliable form of evidence, was also the racist who brought “eugenics” into
language – and into the world. One of his books was devoted to the Decipherment of Blurred Fingerprints

(1893); for him, illegibility was a problem. There’s much to think about with respect to the relation between fate
and racial guilt.

'
AG:

'
Ginzburg looks at this Galton guy, but he also looks at some precedents. He draws out some of the historical

tensions and overlaps between fingerprinting and palmistry, which might be of interest in light of this pairing of
Lassnig and Hameed’s films… 

'
There’s a Czech physiologist named Jan Evangelista Purkyně (1787 – 1869) who studied fingerprints back in

the 1820s, and this early classification project coincided with a vehement attempt to scientifically discredit the
ancient art of palmistry. Purkyně was determined to distance his method from what he called the “useless

science of chiromancy.”⁹ Meanwhile, Ginzburg writes, “Chinese and Japanese diviners had taken an interest in
these scarcely visible lines which criss-cross the skin of the hand. And in Bengal, as well as in China, there was a
custom of imprinting letters and documents with a fingertip dipped in ink or tar.”¹⁰ So in the European scientific
context there’s this anxious distancing of fingerprint analysis from divinatory practice, but elsewhere there’s an

obvious overlap. As Ginzburg notes, “Anyone who was used to deciphering mysterious messages in the veins of
stone or wood, in the traces left by birds, or in the shell of a tortoise, would find it easy to see a kind of message

in the print of a dirty finger.”
'

The next part of the story is that in the Bengali district of Hooghly there was a British officer of the Indian Civil
Service, Sir William James Herschel, who in 1860 comes across the local practice of fingerprinting on letters
and documents, and has the idea to start fingerprinting the Bengali people for purposes of identification and
tracking. Ginzburg writes, “what to the British administrator had seemed an indistinguishable mass of Bengali

faces (or “snouts”, to recall Filarete’s contemptuous words) now became a series of individuals each one marked
by a biological specificity.” The imperial administrators “had taken over the Bengalis’ conjectural knowledge, and

turned it against them.”¹¹
'

So for Ginzburg, Galton’s work on fingerprints was ultimately made possible by three precedents: “the
discoveries of a pure scientist, Purkyně; the concrete knowledge, tied in with everyday practice, of the Bengali
populace; and the political and administrative acumen of Sir William Herschel, faithful servant of Her Britannic
Majesty.” Unsurprisingly, Galton, the eugenicist, acknowledged only the first and the third of these. Ginzburg

notes that “[h]e also tried to trace racial characteristics in fingerprints, but did not succeed. He hoped, however,
to pursue his research among some Indian tribes, expecting to find among them ‘a more monkey-like pattern’.”

¹²

"The law has always found ways to use our bodies as weapons against us. It

profiles, stops, searches, abuses, maims and kills people for the colour of their

skin. It requires that people seeking protection, safety and life give over their

fingerprints, their identifying features, so that their movements might be

tracked, monitored, policed and prevented. The law is violence. " 

—Nadine El-Enany
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"Though EURODAC represents itself as a database that
helps to “determine responsibility” for asylum seekers,

it is openly used by The European Union Agency for
Law Enforcement Cooperation (Europol) and the

national police in their investigations of crime and
‘terrorism’." —M. Ty

A still from Ayesha Hameed’s A Rough History (of the
destruction of fingerprints) (2016)

"It turns out that Francis Galton, the man who worked
to classify fingerprints scientifically and pushed to
establish them as a reliable form of evidence, was

also the racist who brought “eugenics” into language
– and into the world" —M. Ty

"But what if, instead of having to take on fingerprint destruction as an

individual – and acutely painful – trial, the entire archive of fingerprints were

destroyed, releasing people from the daily dread of identification and

tracking?" —M. Ty
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"Touching involves collapsing the distance between two people, while holding

open a space for our own convictions and uncertain desires. In order for

touching to yield intimacy, all parties connected by touch must give themselves

over to the risks of this paradox." —Rachel Aumiller

II.

Rachel Aumiller:

'
The palm reader takes Lassnig’s protagonist by the hand. Even as he holds her hand, she confesses: “I am

rather lonely.” Touching involves collapsing the distance between two people, while holding open a space for

our own convictions and uncertain desires. In order for touching to yield intimacy, all parties connected by

touch must give themselves over to the risks of this paradox. The palm reader, like the male lover, does not

allow himself to be altered by the uncertainties of the other’s touch. The repetition of the opening and closing

hand reflects the paradox of touching. Although the protagonist does not find a partner in intimacy, she does

not forsake her own practice of leaning in while pulling away, of vulnerability and resistance:

'
[an open hand] I invited you to soak in my joy and my strength. 

[a closed hand] You will not drink me dry.  

[an open hand] Would you like to peer into my past, into my darkness, into my light?

[a closed hand] You demand to know me as no other knows, but you do not listen.

[an open hand] I want to dress myself in feathers, I want sex, I want to play now. 

[a closed hand] Why do you try to dry up my lust that causes you to swell? 

[an open hand] I will not shrink.

'

SD:

'
I found a quote from 1970 where Lassnig talks about searching “for a reality that was more fully in my

possession than the external world” and adds, “I found it waiting for me in the body house in which I dwell”.¹⁴ 

Later in the book the writer and curator Jocelyn Miller writes that Lassnig’s own body was “the ultimate special

effects machine”, a “making visual [of] her body's sensations”.¹⁵

'

RA:

'
To be touched risks being altered. Lassnig shows how holding oneself open for intimacy can lead to

annihilation. Yet it is a risk she chooses to take, insisting at the same time on self-preservation and expansion.

The hand blots out the red rising sun. Her used skin shrivels up. She uncurls herself and once again offers her

hand.

'
Lassnig explores touching as a site of split desires: the desire for vulnerability and even the desire to be

contaminated on one side, and the desire for self-preservation on the other. With every touch, we press

ourselves into another or pull them into ourselves while simultaneously pushing them away. Lassnig shows how

this double impulse of touching is both an obstacle and a condition for intimacy. One scene of touching takes

place between the lovers. The male figure asks if it is her first time: 

'
[he hops into her pool] So is it? So it isn’t? [hops out]

[hops in] So it is? So it isn’t? [hops out]

[hops in] So it is? So it isn’t [hops out] 

'
He plays a game of fort/da, oscillating to and fro, but he is only playing with himself. He mistakes the desire for

knowledge and possession as love. “You must tell me,” he says just as the palm reader later says, “You must

have been…You must be…”

'
“You must have been crazy,” the palm reader says. “You’re making me crazy,” the male lover says. “If you say

so…” she sighs, simultaneously holding herself open to be fully experienced by him, while resisting giving herself

over on his terms. Why, why, why, she repeats, is your “I love you” a demand to know and possess? 
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He plays a game of fort/da, oscillating to and fro, but he
is only playing with himself. He mistakes the desire for
knowledge and possession as love. “You must tell me,”

he says just as the palm reader later says, “You must
have been…You must be…” —Rachel Aumiller

"The palm reader, like the male lover, does not allow
himself to be altered by the uncertainties of the other’s
touch. The repetition of the opening and closing hand

reflects the paradox of touching." —Rachel Aumiller

Jocelyn Miller writes that Lassnig’s own body was
“the ultimate special effects machine”, a “making
visual [of] her body's sensations.” —Sam Dolbear

"To be touched risks being altered. Lassnig shows how holding oneself open for

intimacy can lead to annihilation. Yet it is a risk she chooses to take, insisting at

the same time on self-preservation and expansion" —Rachel Aumiller
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Clio Nicastro:
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EATING / THE OTHER

Six feminist films exploring rituals, modernity, sex, labour and national myths

via food and eating. Runtime: 69'.
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Patty Chang, 1998, USA, 4'
!

WITH PORTUGUESE SUBTITLES BY MARTHA ELISA
SPANISH SUBTITLES BY LUCIA DE LA TORRE
FRENCH SUBTITLES BY JULIET DAVIS
ITALIAN SUBTITLES BY MIRKO CERULLO
KOREAN SUBTITLES BY MONICA CHOI
JAPANESE SUBTITLES BY ILENIA PORPORA
INDONESIAN SUBTITLES BY ADRIAN JONATHAN

She was just like Saint Lucy,

Saint Lucy of Syracuse:

eyeless, sightless, and carrying

her baby blues on a platter.
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Patty Chang (b. 1972) is a Los Angeles-based artist and educator who uses

performance, video, installation and narrative forms when considering identity,

gender, transnationalism, colonial legacies, the environment, large-scale

infrastructural projects and impacted subjectivities.
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VALIE EXPORT, 1968, Austria, 10'
!

WITH PORTUGUESE SUBTITLES BY MARTHA ELISA
SPANISH SUBTITLES BY LUCIA DE LA TORRE
FRENCH SUBTITLES BY ZOÉ BARNES
ITALIAN SUBTITLES BY LIVIA FRANCHINI
KOREAN SUBTITLES BY MONICA CHOI
JAPANESE SUBTITLES BY ILENIA PORPORA
INDONESIAN SUBTITLES BY ADRIAN JONATHAN
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“A tree as expressed by Minou Drouet is no longer quite a tree, it is a tree

which is decorated, adapted to a certain type of consumption, laden with

literary self-indulgence, revolt, images in short, with a type of social usage

which is added to pure matter” –Roland Barthes, Myth Today
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VALIE EXPORT (b. 1940, Linz) is considered one of the most important international

pioneers of conceptual media, performance and video art. In 1967 the artist took the

name VALIE EXPORT as an artistic concept and logo, with the requirement that it

should only be written in capital letters .
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This represents a brutal confrontation

with the glib present, and as is

the essence of art, gives voice to the

naked truth about our trivial age.
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The Chilean video artist and documentarian Gloria Camiruaga was born in Santiago in 1941. After obtaining a bachelor's degree

from the Universidad de Chile in Santiago in 1971, Camiruaga studied video art at San Francisco Art Institute, graduating in

1980. As one of Chile's first video artists, Camiruaga dedicated her life to creating a space for women and transgender people to

express themselves.
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Gloria Camiruaga, 1982/4, Chile/USA, 5'
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Dios te salve,
María, llena eres de gracia; 
el Señor es contigo. 
Bendita Tú eres entre todas las mujeres, 
y bendito es el fruto de tu vientre, Jesús. 
Santa María, Madre de Dios, 
ruega por nosotros, pecadores,
ahora y en la hora de nuestra muerte.
Amén

Joyce Wieland, 1968, Canada, 16'
!

WITH PORTUGUESE SUBTITLES BY MARTHA ELISA
SPANISH SUBTITLES BY LUCIA DE LA TORRE
FRENCH SUBTITLES BY JULIET DAVIS
ITALIAN SUBTITLES BY MIRKO CERULLO
KOREAN SUBTITLES BY MONICA CHOI
JAPANESE SUBTITLES BY ILENIA PORPORA
INDONESIAN SUBTITLES BY ADRIAN JONATHAN
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"I have been aware of the fact that there is Art and there is Politics, and I

have been working on putting them together in aesthetic terms for years. I

think I am getting somewhere. I think one can have all the thrill of doing art

as well as embedding the political thing in it. Making a statement in Art that

will be political doesn't have to be through any standard way... It is the

totality that I am interested in. I don't want to just harp on politics in my art.

I want a really sensitive combination of all areas of our life; Canadian

independence, northern mysticism, organic farming, sex. Everything which

concerns us must be put together in such a way that one isn't preaching to

somebody, or cheating anyone." Joyce Wieland interviewed in Canadian

Forum, 1974
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Joyce Wieland (1930 – 1998) was a feminist and activist artist who took on the

Vietnam War, gender, and the Canadian landscape.
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AFTER TOO MUCH SUFFERING THEY

DECIDE  TO ESCAPE. FULL SCALE

REBELLION IS CARRIED OUT. SOME OF

THE BRAVEST ARE LOST FOREVER…

Chick Strand, 1986, USA/Mexico, 22'
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WITH PORTUGUESE SUBTITLES BY MARTHA ELISA
SPANISH SUBTITLES BY LUCIA DE LA TORRE
FRENCH SUBTITLES BY JULIET DAVIS
ITALIAN SUBTITLES BY MIRKO CERULLO
KOREAN SUBTITLES BY MONICA CHOI
JAPANESE SUBTITLES BY ILENIA PORPORA
INDONESIAN SUBTITLES BY ADRIAN JONATHAN
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"In the town where I spend my time in Mexico, I had an American friend, a man who

was a painter. He married a Mexican woman and had three children with her…..For

years he tried to think of schemes which would make him money so he wouldn’t have

to be a yo-yo [going back and forth between Mexico and the U.S.]….He started making

papier mache fruit and vegetables to sell to local tourist stores.  They became very

popular, and before he could think twice, the whole operation grew to the extent that

he had to rent a factory and hire people to make unpainted pieces in their homes.

Well, after about three years he started getting rich….but he got bored with the whole

thing.  This is a film about the women who worked for him." –Chick Strand on Fake

Fruit Factory
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Mildred "Chick" Strand (1931-2009) was an experimental filmmaker, "a pioneer in

blending avant-garde techniques with documentary". Chick Strand contributed to the

movement of women's experimental cinema in the early 1960s–1970's.
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THAT'S HER PROBLEM,

TALK, TALK, TALK.

SHE'S TELLING THEM SHE'S A SEX TEACHER.

A TEACHER OF WHAT?

OH, YEAH. WE'RE GOING TO HAVE A HELLISH MONDAY.

"It is rare to find a documentary in Egypt. Other documentaries, if they exist

at all, focus on general topics, not specific. They do not concentrate on

people but keep it general. They are like the news, like reading something off

a page, like a comment on what is seen. That does not come from the

filmmaker’s own mind and not from the people." –Ateyyat El Abnoudy 

speaking in Days of Documentary (2008)
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Ateyyat El Abnoudy (1939–2018), also known as Ateyyat Awad Mahmoud Khalil, was

an Egyptian journalist, lawyer, actress, producer, and movie director. She was born in

a small village along the Nile Delta in Egypt.

Ateyyat El Abnoudy, 1975, Egypt, 12'
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This film was shot in the village of Abnoud

situated 600km South of Cairo, in Upper Egypt.

It is a village where the train never stops. 
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