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Mathilde: Hi everyone, welcome, before we begin and | give the mic to Katia who will say
more about the forum and how it unfolds. It is part of our Tabula Rasa programme, in a year
marked by a lot of organisational changes. We take this time as a pause for reflection and ask
the questions we have been asking ourselves and open this up to the public.

Now we are at the second chapter of the programme, in which we are taking our archival
practices under review.

The third chapter takes place in December

The Slido platform on the screen is for questions. The questions will appear on the screen.
If you have a problem understanding English, you can reach out to me.

Now, Katia will explain more about today.

Enjoy.

Katia:

Hi everybody. Thanks for coming.

Mathilde has already given information. Today is really [intended]

to have a conversation. With us. With the guests. We did not want an academic format, but
an informal one. We want to invite you all to ask questions. There is this system of questions
that can be texted and that will be visible on the screen. We will try to integrate these
guestions.

The argos team is going through this phase of rethinking the organization. argos started in
the beginning as a place for distribution. It soon became an archive. Later, moving to this
location, the activities multiplied. Exhibitions, debates, screenings [were organized. There
also is a] library.

The former director focused on exhibitions a lot and we felt like we were losing connection
with the original project. We want to go back to this original mission.

We want to think about this mission in a new way. How [are we] to reactivate the archive
how [are we] to imagine new forms for the distribution of the works.

So, this is why we are planning this open forum. | would like to maybe add that this process
of critically rethinking the archive, is bringing us to think about how to move away from a



passive archive to an active archive by also performing things with the archive [such as]
inviting researchers, historians, artists to imagine with us new projects.

This is why we have this day today. We want to fill the gaps from zero. The analysis of what
are the gaps in the archive can signify many things. It can mean looking at works that are
missing. It can also refer to the gaps in our memory. What we forgot is in the archive. How
[can we] highlight these forgotten films?

We invited Ernst van Alphen who is, among many things, a Professor at Leiden University.
The reason for inviting him is his book on archives. We keep going back to this book so it was
important to invite him.

Geerd, | want to talk about how we met. Geerd was giving a presentation in a very formal
symposium. He had a presentation about how to shake up an institution that has an archive,
to connect with community groups, etc. It was also important to invite him here.

They are going to give a representation now that will be supplemented with case studies at
argos. After the presentation we will have a short break and go on with the case studies. But
it will be informal, [including] conversations with all our guests.

Now is the first presentation.

Ernst:
| feel honoured by the invitation. | was asked to introduce some key points from my book. |
will focus on three issues. Those most relevant for argos.
1. Archives do not only have an inside, but also have an outside.
2. [l address the] difference [between] functional and storage archives.
3. [l discuss] the performativity of archives. Archives, | argue, also have a responsibility
towards the future.

We should talk about archiving as our archiving practices. Especially when talking about
productive archiving, it is hard to talk about producing. But using the verb ‘archiving’ is more
useful, in this regard, than talking about a noun.

Now, let’s start with my first point. Gaps in archives.
[missing parts of this presentation can be read in the Tabula Rasa publication]

Foucault’s notion of the archive is responsible for a figurative use of the word ‘archive’.
Archive is a set of discursive rules, and these imply exclusion: things that are not and cannot
be said, that are considered as unimportant or without values. Exclusion is inherent to any
archival institution. By having a mission, argos also creates an ‘outside’ of argos. An archival
organisation has an ‘outside’ and an ‘inside’. There are also gaps in our thinking that produce
the archive, outside and inside.

[missing parts of this presentation can be read in the Tabula Rasa publication]

A good example is the listing of LGBTQ+ as perverse in the past. Entities that were invisible
before are now included. Now they are acknowledged as existing. Before they were not.
Archiving is thus also a mode of thinking, a symbolic mode. We categorise, make lists. It is
wider than an archive, we use it every moment. Many contemporary practices highlight this
residue of the archive by making it into an archive of its own right.
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The Black Photo Album from South-Africa is an example. In the Apartheid system, it was
common to depict black people in the same way as animals. Pictures of black families
presented as bourgeois did not fit into archives and were thus excluded. These pictures
stayed in families and sometimes were thrown away. The artist album reverses this. It is so
important that such pictures once excluded are now shown in artistic aloums like these.

To conclude: gaps are the result of the organisation of the archive. The discursive rules of the
archival practice is responsible for what is included, but also what is excluded.

[missing parts of this presentation can be read in the Tabula Rasa publication]

Even the Roman and the Greeks had family archives already, as Foucault points out, but they
are different from the examination regime of new modern archives of the 19" century. These
[archives] objectified human beings in all their singularities. The individual became a case.
Individuals in modern categories are used to substantiate an individual.

For example now in the US: the individual is rated as legal or illegal. Identity is not seen as an
interiority, but as an objective exteriority that can be found in cabinets.

Astman [makes a] distinction between functional archives and storage archives.

Functional archives store what is needed in the present. These are for example medical
archives, or the Facebook advertisement data archive. They are a mechanism to control the
present. They are an act in which the present is controlled. Foucault’s modern archive is
exclusively functional.

Classical archive of Foucault is the storage archive. The storage archive stores even when
what is stored is not immediately needed. It is about keeping memory.

What is argos? Does it want to substantiate individual archives or to create artists? Or is this
distinction too strict? A storage archive is relatively apolitical. Functional archives are not.
But as | pointed out earlier, storage archives are not really apolitical either, as they exclude a
certain way of thinking. For Foucault, it is only the modern archive that is oppressive and
political. I think that is naive: the classical storage archive is also political.

| have always advocated for messy archives. These are queer archives. They refuse to make
clear distinctions between identities. Only then interesting things can take place in archives.
This is not the question of what to exclude or include, but what they enable, what future is
made possible by these practices.

An archival list does not refer to a generality, but refers to all items. In memorial studies e.g.,
all victims are mentioned. For example, the Vietnam War memorial. This quality makes it the
perfect reference of objective referentiality, but from a performative or political point of
view. There is a difference in percentage in Holocaust deportations in the Netherlands
because of the ways archives functioned. Municipal archives in the Netherlands were so well
organised and it was easy to trace Jewish inhabitants. The messy archives of Belgium and
France made it harder for the Germans, which saved people. This example suggests that
there is no reason to idealize archival projects. Archives can always be used for
counterproductive forces. In the current context [this could be] the rise of the far-right.
Archives should thus reflect about what future they enable.
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Geerd:

This is better. | think | am going to continue what Enst is bringing, because | kind of agree. |
have a more formal presentation, which might give you the opportunity to follow what | will
address. | reflected on the question on how to enrich our archives. | have to put up a frame. |
am performing academic research. | do not have the answers yet, [since the research] is
ongoing. | am in the same position as argos. | also work as an archivist in Herentals. | use it as
a laboratory.

The importance of a critical lens. Positioning myself: Critical theory enables us to question
what we are doing, what cannot be said, and to aim what we have for transformative justice.
In my case [this is] a public archival institution [and] how can we use that for change. Look at
what Foucault refers to as ‘that what cannot be said’, | propose a thinking based on intrinsic
values and results on archival practices that focus on education. This departs from a
technocratic top-down thinking about archive, which sets the limits of the archive in a
hierarchic way and decides who gets in and who does not. For me, archiving is mainly a
future oriented practice. The goal is not to keep the treasures that we hold, but use these
for change. If we do not do this ourselves, archives will be used in a more hegemonizing
manner. Seeing the institution as a resource, a playground and asking what is important to
you. Am | building up a dichotomy to make an idea clearer? This does not mean that gazing
towards the past is not important as long as it does not distract us from today's issues. Which
voices speak in our collection? Which are kept silent? What language do we speak? What
provenances do we privilege? What barriers did we (unconsciously) erect? Who is welcomed
and facilitated and who not? Asking these questions makes us understand what is our
paradigm and how we can surmount it.

In Herentals, we gradually adopted this lens. We created a co-creative archival and cultural
heritage policy. We realise we are presenting only the Leitkultur. Yet we did not know how,
who to ask, where, etc. We tried first to figure out what is important to citizens. During this
process of participatory practices we came to realise we still did not know who to ask, where
to start. We realized we were only a small institution and did not have a proper network. We
had to step outside. It made us shift our perspective. We needed to become embedded in
public society and grass-root organisations. We need to find common ground and become
more hospitable towards the community itself and to the resources, to understand what the
community needs. To become trustworthy we needed to adapt. It starts from asking the
question: what is in it for them? We needed to challenge our own authorised discourses,
question our insider entitlement

What basic conditions do we need to meet? Probably a lot more, but | only name a few.
Staff competences are crucial: First, you need a coordinator who embodies this shift in
thinking and who lobbies with policy makers to implement what is needed. Second, you
need outsiders in your institution. The shift in practice only starts at the moment. When |
had the opportunity to hire someone new this was an opportunity for change. To engage
with outsiders, you need to understand the outsiders. | found someone who had no clue
about what an archive is or should be doing. That is one thing. She had to assimilate with
professional discourse; but | first made her have a good relation to critical thinking. You need
political support in the archival business. We started using the forums we found, or [started]



mis-using them. For example, when the minister-president came over to Herenthals to give
us the label of a recognized heritage institution, | had to write the speech for the mayor and
put in my ideas. Local politicians are very sensitive to our output. To cut short, traditional
heritage work requires a lot of resources. Community oriented heritage work does not
require a lot of resources, except the human resources, since it mainly requires a way of
thinking. Involving networks and engaging them is a way to pull in these human resources
into the archive, while at the same time guaranteeing that the archive remains relevant for
them.

Some concluding thoughts. My call remains to become a co-creating institution and engage
with the outside community. We had to set some conditions: you need the basics, the
infrastructures, but that is it. In Herentals and in cases | have studies [it proved worthwhile
to] start small and let the snowball roll, to only intervene when necessary.

Thank you.

K: Looking at the gaps in the archive, the interior [is one challenge]. [Another] challenge [is]
also how to implement this process that goes into directions in a way. It is also how you
challenge the authorised discourses, the authorised archive, because it challenges this in
terms of not only how you look at the archive but also at society [at large]. It is a dual type of
challenge.

G: The only way to disrupt this authorised discourse is to let other voices in and disrupt it.

E: What our presentations have in common is the idea of the outside. Geerd was talking
about outside as people, communities not using the archive. | was talking about what is
archivable and what is not. These are two important issues and it is about how to bring them
together.

[l further explain the] apoliticality of the classical archives. Foucault uses family archives as
an example, but also the church, the nobility had these kinds of archives. They were classical
in that they did not substantiate the individual that was part of that class, but the other way
around. They substantiated the category of that class.

In Astman mostly but also Foucault, it is as if it is apolitical storing that can later be used.

But | argue it is not. Because they are also functional: they show how privileged this class is.
So these distinctions of Foucault and Astman are useful, but in reality there are always mixes
of archives. [They are n]o strict oppositions.

The question to argos [is] which archive it wants to be. It has to take the political elements of
both archives in account.

Question to Geerd to elaborate on the pictures at the end of the PowerPoint presentation.

G:

They are pictures of events and initiatives. [These were] low-key initiatives on a small scale.
We started with Ukrainian refugees because one [refugee] is working at the archive and this
was an easy way in. The second example is more of a typical community work where we
describe the collections that we have to people that are interested. We went out to the local
library and started discussing pictures. [These] small scales are also on how to build on.



Question to Ernst : do you have an example of a messy archive?

E: Things get lost in archives all the time, when they are put wrongly for example. That is not
what | am talking about. It has nothing to do with actual sloppiness.

Examples of messy archives can be found in literature and artistic practices.

Borges’ heterotopia, for example, is a completely nonsensical list.

Also artistic practices [can be examples of messy archives. A]n artist, which | cite in the book,
categorises a garden for example by things with a hole in it, rather than categorizing based
on the types of animals and then plants, etc. This is nonsensical, but also beautiful.
Institutions too should use categories that are bizarre, but give a unique insight to the
archive.

Question: Is there a society where we do not archive at all?

E:

No. We do it all the time in our mind as well. It is wider than institutions, we archive all the
time. We can undermine the dominant modes of archiving and we can develop new
productive ways of archiving, but forgetting about archiving is impossible.

G:

| agree. It would lead to dystopia. Archiving is inevitable, it is what is left of actions. Having a
just archive is very liberating. We cannot conflate archives to memory even, but we basically
need archives because the human mind is selective.

K:

There are many authorised discourses around archives. [They are a]ll these tools, databases
etc. that work around this categorisation. This sort of very strict way of working around an
archive. We are conditioned by these tools. And it is about reusing these tools in a bizarre or
unusual way.

E:

Yes, but we can never say that the tools define the rules of the archive. This is what old
archivists argue: you have to follow the tools, there can be no playing around. We should
acknowledge our responsibility instead of hiding behind ‘the archive’. That is why | pointed
out to go to talk about archivingl, as a verb].

G:

These old inventories are huge. [Archiving] is about thinking about what are the other ways
in. [It can be a] professional habit to feel threatened by anomalies, to want to get them out.
But every way has gaps, exclusions. It is, therefore, about finding multiple ways in.

E:
The exclusion is created by how we think about the archive. [It is above all a] gap in our
thinking about archiving, rather than other notions of gaps.



K:
Gaps can have multiple definitions. In French we use lacunes for example. Starting the
project of [organising] this talk we had no specific definition of gaps in mind.

SECOND PART
FIRST WAVES

Introduction:

My colleague Laurence will be the mediator to [this conversation about] projects that are
very different from each other. One is coming from the UK, another one is from Paris.

My colleague Inge should have mediated this conversation, but she fell ill.

The conversation is going to be partially in French and in English

Mustapha and Joachim can choose in which language they want to answer.

First, | am going to start with Joachim and Mustapha. You can [start by] introduc[ing]
yourself a bit and tell[ing] where you are from.

Mustapha :

J'ai beaucoup bourlingué dans I'associatif. D’origine maghrébine, j’ai eu la chance ou le
malheur de grandir dans le quartier nord de Bruxelles, a cette époque [il y avait] un
dynamisme social intéressant. Quand j’y ai grandi beaucoup de choses se mettaient en place
[et] ma conscience sociale y est née.

Maybe we can translate very quickly? Are there people who cannot speak French at all?
Otherwise we can improvise a bit.

JBY : I am Joachim. | am a cultural worker. | have a writing practice. | work a lot in The
Kitchen. This is a collective space in Brussels that is shared with other artists and people. | am
also teaching artists in Antwerp.

Mediator: We will start with First Waves. Could you present this project?

JBY: First Waves was presented in September this year. It is an open platform together with a
collective. It is a collective endeavour. It starts from the memory of diaspora presences in
Brussels and Belgium at large. It is layered. You have the space of the kitchen, but the
memoirs are more about the stories in Brussels, and how these are connected with the
Algerian and the Palestinian struggles. We are more speaking from the history of the
collective.

M N : Cette préoccupation mémorielle au sein de la communauté maghrébine n’est pas née
hier. Elle est issue de I’histoire du milieu associatif depuis une quinzaine d’années.

Mediator: Could someone translate? Because | think there are some people who
cannot understand French. The preoccupation of First Waves was not a new concern for the
last 15 years. Some researchers had already been concerned about these subjects.



MN: Lors de la célébration des 40 ans de I'échange de main-d’ceuvre entre le Maroc et la
France en 2004, les acteurs associatifs maghrébins ont établi un musée pour la mémoire
maghrébine.

Mediator: Already in 2004 when there were the celebrations of the 40th anniversary
of the agreement between Morocco and Belgium [sic] and [to commemorate] the Moroccan
workers who came to work in Belgium [the associative sector] thought it would be important
to make a museum for Moroccan migrants.

A question from someone: Could you explain how you met? And how did the collaboration
started?

JBY: We met through a common friend. | was reading a book exactly [dealing with this] 40™"
[anniversary]. | knew a text [entitled] Les passeurs de la mémoire, about th[is
commemoration]. | sent the text to this friend, [stressing] how this text is still relevant for
today. She told me that | should meet the writer of the book [to have a conversation about]
being present in the artistic landscape, and having this migrant background, and how it
relates to the outside and this gap in this practice. The question was how do we relate to this
guestion. As a cultural worker this was my preoccupation, working [there] year after year |
was wondering [about these questions]. It always seems that we are the first one making the
wheel, opening these doors, and then we start asking questions [and discover] what has
already been done before. So, we met thanks to Nadia, our common friend.

MN : Je vais encore parler de mon histoire personnelle. Je suis un peu un néophyte
d’historiographie. [Je vise a] transmettre I'expérience a mes camarades, [plus
particulierement] la mémoire de ces associations que jai cotoyées, le centre d'archives et de
recherche en histoire de I'immigration. [Je voudrais] associer I’historien de profession et
I'activiste [afin de] créer une dynamique trés intéressante, entre I'analyste et les personnes
sur le terrain, qui ont les actions et les facilités de contact. Ma proposition de lancer un
projet était naturelle, [car] c’était la continuation de ces engagements.

Mediator: Mustapha explains that he does not have a background as a historian or a
proper researcher, but he was for a very long time involved in different associations. In 2007
a centre of research was established for the different waves of migrations to Belgium and to
brussels. This research was not only [done by] researchers, but also [by] activists, who
worked on this.

Maybe this is also the time to present the platform?

MN : La plateforme a été l'objet de beaucoup de réunions. Nos actions sont faites par des
bénévoles, ce qui est important a savoir. S’'il y a des manquements, [c’est parce qu’] on n’est
pas des pros mais des militants. Il y a eu un triptyque de base, de relier des personnes, aux
événement, aux lieux et de mettre en avant des personnalités au sein de leurs actions dans
les associations.

Mediator: | will translate. This platform, which is accessible on the web, is a platform
of many meetings that are organised, but each is different. He is insisting on the importance



of working with people who are also volunteering. The initial idea is to collect information
about who are involved in these events and locations and on the places where these events
took place, and then you identify key figures from these events.

MN : Pour ajouter, en venant ici et en ayant vue sur la situation géographique du lieu, rue du
Chantier, il y avait I'école de I'unité arabe fin [des années] septante][s]. A cote d’argos, rue du
Commerce, dans I'année ‘74 il y avait la greve de faim pour la régularisation [des sans

papiers], et Place Rogier, il y avait une organisation de la gauche Marocaine démocratique. Il
y a tous ces souvenirs et tous ces faits, qui associent des lieux, des actions et des personnes.

Mediator: So, he says that while working and receiving the invitation, he was actually
intrigued where argos is located in Brussels. He quickly checked some info that he had. He
realised that the first United Arab school was actually set in the 70s and was located here.
Near to argos the first hunger strike, that was organised for the regulations for people
without papers and documents also happened not far from argos. Another demonstration
for immigrants also happened close to argos. So argos was an interesting place

JKB: Just about the website, we worked on these memories. We sat together and there are
these whole traces left by these organisations of the 70s and these are not accessible. We
asked ourselves how to make it accessible. We had many dinners and BBQ's. Through these
conversations, we made different interviews and witnesses and protagonists of these
associations of the 70s, which were turned into interviews and films.

The people we talked to were making shows for the radio, presented the journal... We
digitalised a lot of this rich material. | do not remember how many hours of radio shows we
have, and we also had books. We contacted 10 from Villa Hermosa that is now transformed
to [inaudible]. The structure of the platform is organised [to contain these different media,
such as] radios, stories... It is like the concept of a messy archive, and we tried to find a
structure for it.

MN : [Parce que notre] collaboration [se trouve] au sein des acteurs et méme des militants,
on n’est pas en mesure de sensibiliser les gens [et] de collecter autant de documents pour
I'archive. [ll reste] important [quand méme] d’élargir ces collections [au maximum avec] de
nouvelles pistes d’investigation. Du coup, il existe encore des lacunes. La commune Turc na
pas encore été abordée et incluse dans le programme. Il y a un travail d'élargissement de la
plateforme

Mediator: From the start there was the need to reach as many people as possible to
complete the [collection of] information. Not one single person has all the information. So
this platform is really a collaborative platform. It can grow all the time. It is not a closed
platform.

J: It is an open collaborative platform that we launched in September. It was an invitation,
and it is not the idea to have an exhaustive platform, nor to have everything that has ever
been written. If you invite someone you always invite someone else. It means you can never
have everyone on your platform. The idea is [nonetheless] not to close the conversation [and
to construct a] living platform [that] can be a never-ending work in progress.



Mediator: Would you say that the platform is centralising knowledge or not?
Le projet centralise ou isole plutot?

MN : Ca n’a jamais été pensé comme une encyclopédie de I'immigration, car le travail repose
sur des bénévoles. L'idée est plutot d’essayer de répondre aux urgences. De plus en plus
d’archives apparaissent, suite a des décés ou des déménagements. L'urgence est de les
conserver et de les valoriser pour qu’elles participent a ce qui se passe aujourd’hui. Donc on
a encore beaucoup de travail pour les prochaines années.

Mediator: Mustapha was talking about the urgency to respond to these donations
that they are now receiving. From time to time there are new donations. One of their main
concerns is to validate these private collections that are adding and completing this story
about migration.

Question: How is your collaboration funded?

J: This is a work that is done by our own means. We tried to get funding for the project but
we did not [receive funding]. We were never subsidised. We managed to finance the project,
because there was another collective that had the money but not the energy. And we had
the energy so that is how it happened. We are in conversation with different collections and
archives. A lot of the documentation and the traces are scattered in different places, both
private and public. We try to get these organised in an archive.

Mediator: Can you elaborate on the memory restitution you do?

MN : Dans ce travail de restitution mémorielle, de transmission comme héritage, il y a
plusieurs phases. La premiére est la collecte des pieces qui ont un réle central dans la
pédagogie. [Puis, i]l y a un partage d'éléments visuels, grande capacité d’évolution,
d’évocation. Aprés la collecte, il y a un début de pérennisation des archives. Le site s’y préte.
On numérise en pérennisant et on transmet a un public beaucoup plus large. Il y a des
documents qui ne seront jamais numérisés. |l faudra réfléchir a comment les préserver. Nous
en sommes les garants de la préservation de ces archives.

Mediator: In this process of transmission there are different faces involved. The first
one is collecting the different items that are incorporated in the archive. It involves the
sharing of these visual elements that can evoke the memories. So in the second phase of this
process, there is the concern of preserving these archives. Very often this involves the need
to digitise the materials. Do you have the means to digitise the materials?

Je vous pose la question sur les moyens d’accés a la numérisation.

MN :
Nous avons travaillé avec une société privée, mais sinon j’ai un petit scanner de bureau,
sinon on fait appel a des pros et il faut dégager un budget.

Mediator: For large quantities of items that need to be digitised they go to
professional labs and for small items they have a personal scanner. They also need to have a
budget when large items need to be digitized.



J: The idea of memorial justice [is] in the work that Mustapha has been doing for the last
decades. First Waves is a memorial restitution. It applies to someone who is taken away from
you. How does one bring back the memories? It is not only about remembering. It is also
about memories itself, and the process and the thing that animates us. How does one bring
back one’s own memories?

LIGHTCONE

Q : [Now we move to another topic, which is] Light Cone, in Paris, the largest distributor [of
experimental film]. Clara is going to have a conversation with Mariya today.

Mariya: Thank you for the invitation and the warm welcome. My name is Mariya. | work at
Light Cone. | first started working there in 2015 and had different positions. For the past 5
years, | have been the manager. | have been in charge of the film. My personal experience
has more to do with analogue film. We have 7000 works. We want to talk more about
experimental film. We do not have an exhibition space. We organise screenings in movie
theatres. | studied filmmaking and | did research in an analogue film lab. When it comes to
working with documentation film material | am learning in the process. So, when it comes to
the project [l learnt a lot from] Nicole, whom insisted that the best programme consists of
films that have never been shown before, the B-sides. At the origin, therefore, the project
was, therefore, first called B-sides, as in the vinyl.

There was a curiosity for these films. It was during the Covid-pandemic and we stopped
doing events. We did an online screening event. | proposed we should do a programme that
are not new [films and p]roposed that we should do a film programme that are not in the
collection. In order to do that our IT colleague created a database that could search for this.
These films have been shown at one point, but when it has not been shown since 1998, we
thought it should be screened again. It was a way to also put them out there. We got in
touch with the filmmakers and created a new life for the film. This was taking up again
physically, with Miguel Armas, and we did screenings in the movie theatre.

Carla: It is not just about the viability and the films that are lost. Reestablishing the
connection with the artists in your archive, allowing projects with artists to emerge.

M: It was founded it was much smaller. A few filmmakers. Light Cone today is very different
than it was back then. It was more based on these personal connections with the makers. It
is an initiative, a way to reestablish these connections that have been lost. [| would like to
refer to the film of]Francoise Thomas, we are going to see tonight. We discovered we had
these prints that have not gone out 20 years. We liked to see her film. We tried to contact
her, but we did not really get updated contact [details]. When we [finally] met her, [it turned
out] she had completely moved on and was doing totally different stuff. She was excited to
learn digital filmmaking. She applied for a residency and re-learned filmmaking.

C: Her movies are very personal. | read that in the collection that came out, there is not a
category for these films. But these were all personal. These themes are not often discussed
in the history of cinema.



M: Miguel and my taste is what we choose. There are some films that you cannot place at all.
One of them was programmed.

C: Are you then making new 16mm prints? How difficult it must be to try to work with
films that are experimental and artisanal?

M: We do not engage in any restoration or preservation. Over time it feels urgent. Film prints
fade. What do we need to do with films of which we cannot get in touch with the artist [that
made them]. Something like this raised these questions. We have to think like a film archive
too. One of the preservation projects is from Patrice [Kirchhofer], who is someone really
close to Light Cone. He made films in the seventies, but was not really mentioned in the
history of experimental cinema. He changed soundtracks. He recently passed away. We had
this idea that we should make new film prints. We like his work a lot. We worked on a film
that was different from the original one.

Mediator: the project that you worked on raised the question on how the gaze changes for
specific films. These films did not go out in distribution. These films are recirculating. How
is it that one day they are made, and that they have not been programmed because
curators did not like it?

M: | do not know how the films were perceived at the time. Patrice felt too weird. People did
not really understand what he was trying to do. Today people are more interested in that
other case. Her work is really interesting to people who are interested in how to build their
own machine. She was not part of any community at the time.

[She elaborated the] concept of the poor image. In the beginning of the essays she raised the
issues on how to restore the 16mm film. There is an audience of films that do get restored
films and some are not available for a large audience. If a film was shot on film and has a
very analogue aesthetic and only available as a file, they are going to be overlooked. It is
important to help these films. Claudia, she shows originals. These films are from the 70’s and
80’s. She did not have funding for labs etc. We think the films should be experienced on film.

C: Do you have any highlights when working with these projects about finding these films?
Have there been any openings? Has your way of thinking changed?

M: It has made me realise the importance of defending a work. It is so easy to make works
oblivious. Sometimes a programmer is just not interested. The importance of rebuilding the
social connection and trying to preserve the human aspect [is another highlight]. To save
time, we might try to automatise everything. It is super important[, however,] to build
relationships.

Question: How is Light Cone organised? How do you organise your archive? The personal
and the weird. | am interested in the category of the weird?

M: We use a database to [grant] access to our works. We do not use keywords. We rely on
personal knowledge. Each person has their own idea of the collection. | kind of like that.



If you want people to return to these forgotten films, you should perhaps introduce
keywords. We have to think about that.

CHARBEL

Charbel: I am an artist and cultural worker from Lebanon, now working and living in Belgium.
| will share the work of the Arab Image Foundation, where | have worked for 4 years and
have passed all the archiving processes. | will also show my personal work that has themes of
archiving. The foundation is an independent foundation, on photography and practices, on
creation, research and archiving. It wants to offer new insights of the new and cultural
history. Founded in 1997, it has a collection of 600 000 photographs and documents from the
mid-90’s till today.

D: How do the donations come into your archive?

C: The archive covers countries like Lebanon Jordan, Morocco, Palestine, Iraq, and the Arab
diaspora. The collection is assembled and includes a variety of photographic objects.

D: How does this foundation choose what they archive?
C: In the beginning they were taking everything. Now they select more.
D: Do the materials have to have a certain age to enter?

C: Through donations, we have this collection. This is one of the final collections we worked
on. It is called the Cold Cuts collection, the history of Beirut’s forgotten past. You can look at
the book online.

The artists have collected these pictures through research. It features many transwomen,
whom he met and interviewed. He made a book about it and gave the book to the
foundation

The archival practice is that they preserve each object as it is. Everything is a part of the
story. They do preventive conservation. They prioritise emergency preparedness and disaster
planning. There are always evacuation plans.

This is one example of Beirut’s explosion. You can see on the map how close the foundation
is to the port. This was in the aftermath. We could not enter the space. On the left there is
the digitalisation department. We were able to save the entire archive. Except this item that
broke. This is all due to the evacuation plans and preservation.

This is a photo of AIF now. They relocated. There is underground storage. In such an archive
you need climate control all the time. They opened a library for the public. They can have a

break, charge their phone, access the internet.

D: Is the AIF known?



C: Not much. At the moment they are trying as much as possible to attract more people. All
the artistic people know it, but not everyone. They try to reach people to come.

This is a quote from the current director.
It is concerning gaps. We were questioning this term.

D: How do you think people in general, what is their attitude towards the archive? In such
a fragile and political environment?

C: | can talk about Lebanon. You only see artists, researchers, scholars who know more about
archival practices and that AIF exists. People from outside this circle do not know much.

D: There are also family archives? Is personal archiving just as fragile as other archiving?
C: It is more common to have family archives at home.

D: Would you donate that one day?

C: I do not see the need.

D: You have been working at the AIF for four years. Did the work there inspire your own
work?

C: The two last projects include archives and more personal archives. It happened naturally.
D: Can you tell a bit more about what your projects are?

C: At the moment, they are not researching, unless it is important to add them. There is a
collection of 30000 glass plates they want to work on, but it is stuck in Belgium. I’'m not going
to talk about this work, since it will be shown in the screening. This is the latest work |
worked on, which is ‘not here, not there’. It explored the concept of liminality, where the
minds become suspended between the past and the now. This is an installation, an
immersive one.

D: Thank you for sharing this little fragment.
I think it is a very special insight to have an institution that is doing such an unique and
authentic job in a different and difficult situation.

Mediator: We were also discussing with colleagues at argos about gaps in the Middle East,
concerning catastrophes and the authorities who do not want to remember certain events or
people.



Question: | think it is not about maybe remembering specific people. There is one person
that you did not mention. The archive is the only way to get this knowledge. It is the only
way to convey it.

C: [You are referring to] Atlas group. We have some of his work in the archive here at argos.
Question: Does AIF is going to have to relocate, if the place is no longer secure?

C: | have met the director this week. It was never mentioned before.

They would relocate maybe, but not outside Lebanon. When we came here we thought we

left our life there. We created this here. One of our colleagues got this invitation for Kiosk in
Ghent. The expo was really successful. We did a lot of projects. Tashattot means shattered.

LUX

Charlotte: | am talking about a project as a participatory video work. It is a democratic space
with content that was not only provided by artists, but by activists and others. These are very
specific installations by David Hawke. The London Community Video Archive rescued these
pieces from people’s houses and private collections. In 2016, we moved from a place where
we were part of the community of artists to a fancier area in London. How we make
connections with the new people in the borough of Camden that is not so local, but this
space appeared in the material. Even before its gentrification.

M: Did you learn something from this process of reaching out to this community group for
integrating it afterwards in LUX?

Ch: During that process of trying to make connections locally, some of the conversations
were easier than others. We approached four different local groups, who were each taking
their videos back, in a way.

The groups curated it, instead of us. The first group is a Women’s Centre in Kentish Town, the
second is the Migrant Action Group, the third an LGBTQI+ Youth Group, and finally, there is a
Youth Group and Art Centre focusing on pupils with learning disabilities.

Each group would be able to use the space as they wanted and have this program running as
they saw it. We gave them all a fee from our additional funding. This kind of work that has to
continue opened the door for new audiences that our small team could not reach. The Local
Women Centre, for example, proposed their own video that was not yet in the archive. This
adding to the collection also moved it to Cine Nova.

M: So, the co-curated programme expanded into something bigger. Did you integrate them
into the LUX catalogue?

Ch: These videos challenged the distinction between video art and other videos, but we did
not have the idea of an integrated collection. The distinction between curated collections
and archives is a long conversation



M: Did you get requests for screening these materials?

Ch: The request does not come to me, but they travel within specific connections and
contexts within women liberation events and spaces.

M: The co-curated compilation will be shown at 7 pm, after the dinner. Is there anything
you would like to add?

Ch: To add to that: it is interesting to think of videos that come to the collection late, such as
Roadworks by Mona Hatoum, which is a video of a performance, and to think of how these
works are shown now, like in a butcher ship with this piece.

Question from the audience: How do the specific artistic communities and others
communities reach out to each other and how is this reaching out also experimental or
artistic?

[missing recording]

M: You have an example of this with argos and how its name and presentation changed. How
to think and discuss with other people and different kinds of archives and exchanges in the
socio-political context of today? How can the mission of the archive be re-formulated, into
something more accessible, more transparent and more connected to contemporary
practices?

Question: Why did you choose the title First Waves?

J: BLM taught us to look for the first wave of these movements. How can one question the
concept of pioneering as the first wave? According to the idea of time as waves, there is no
such a thing as a single person making history, because every tiny drop makes a wave.

Question: What is the policy of LightCone and maybe also of LUX regarding accessibility in
formats and spaces?

This is decided case by case, according to the artists and the possibility of showing the
material around. LUX works with a login system. The artists often also want to know who
wants to visualize the work, because it is important in terms of recognition.

Question: How do the historical archives articulate [their materials] in the present context
of video production?

J: [One can work with the different] ways of going through the material. For example, [one
can] have poets making sense of the gathered content. Also in Forest, we invited 5 artists to
make sense of the material years later, of these collected traces. We also have an example of
the artist representing Belgium in the Venice Biennale in one of the films that you will see
tonight.



Charbel: Everyone is welcome to activate the collections, but usually it is activated by writers,
researchers and artists.

M: The distance with video art is a challenge for us, because we are most distant to the
production of contemporary film and we are finding ways of looking outside of that, of why
people reach us and how they thought of us.

Ch: [We are] showing contemporary videos about the involvement of people that are invited
to the exhibition. [We are] putting the work in different contexts and putting them in
dialogue with contemporary ongoing work

Question: How does the archive of argos fit into all of this?

Laurence: The archive is a curated collection and as such is the result of the curatorial
practice of the former artistic directors. But it is also very heterogeneous, fed through
various prospections, all the festivals that we collaborate with and also the hand of the team
[is reflected in it].

Moderator: This archive should be open and growing, even as we put into question the
archival decisions, | think it is a very undervalued archive. It can be so alive, the result of
experimentation, research, even with works that are unfinished. Unofficial materials are such
an incredible playground for research.

The envisioning of this archive depends also on what kind of mission one is signing up for.
Would it be missed if it would step out of its institutional channel? | think it would have to be
seen from the point of view of a network.

Moderator: But making the step is not always easy, within the environment with which it is
tied up, with funding,rules and codes. The only way to go is to work from the inside out, to
rebuild it from within. | think that can work. Even within the current policy. The programming
of films, which distinguishes between collections and audiences, is where the political
relevance lies. You should read the dissertation on the cultural field, which is about
institutions pushing policies. There lies an importance in the strategy of networks. Both the
conservative and activist institutions should work together. One should not try to satisfy the
policy makers too much. One can see this point as resistance.



