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caesura – a moment in time, again, rubbed smooth

 إنقـطاع-  لحظة من الزمـن، ُأزيل بسالسة،م ّرة ُأخـرى

again, rubbed smooth, a moment in time – caesura
The archive will never be either memory or anamnesis as spontaneous, alive and internal experience.
On the contrary: the archive takes place at the place of originary and structural breakdown of the said memory.
Jacques Derrida, Archive Fever

All permanent collections are a paradox.
For the historian’s desire to conserve the
past – through the collection of artworks,
archives and documents – is to replace
the past by way of narrativizing those
historical events from which such artifacts originate. again, rubbed smooth, a
moment in time – caesura addresses this
quagmire by taking AUB’s current exhibition, The Permanent Collection, as its
subject. In so doing, the curatorial team
first read The Permanent Collection as a
dreamscape, whereupon the exhibition’s
various manifest signifiers – paintings,
wall color, supplemental didactics and
framing architecture – were identified
and analyzed. Secondly, the team asked:
what did these elements signify beneath
the exhibition’s curatorial intent and
beyond the art historical account giv-

en to artworks by Khalil Saleeby, Saliba
Douaihy, Omar Onsi, Moustapha Farroukh,
and César Gemayel that are domiciled in
AUB's permanent collection?
In the course of our reading, three latent
historical events, within The Permanent
Collection’s manifest narrative structure,
reemerged: The Lebanese Civil War (19751990), AUB’s student uprising (1967-1975),
and the famed Milk Bar, which today is
the AUB Gallery. The curatorial team
then endeavored to displace this latent
historical content to the outside vitrines
"wrapping" the gallery’s exterior walls
like a membrane, one that porously delineates the so-called “exterior” world
of materialist history from the “interior” space of aestheticized memory. In
so doing, what again, rubbed smooth, a

moment in time – caesura attempts to
enact, as a “supplemental” exhibition to
The Permanent Collection, is the return
of the “historical repressed” within the
aesthetic meta-narrative that defines The
Permanent Collection’s institutional housing and annual exhibition.
From this perspective the title again,
rubbed smooth, a moment in time – caesura intentionally connotes a different temporality than the art historical narrative
around which The Permanent Exhibition
is structured. Instead, the curatorial team
conceptually aimed at the archive’s quintessential paradox: to return the past to
the present, through its re-presentation,
is to erase the past. In this way, all archives move forward in as much as they
move backwards. Analogously, the sup-

plemental exhibition’s title –graphically
running across the vitrines’ surfaces,
metaphorically conjoining the historical moments represented therein – can
be read forwards and backwards as a
palindrome. Linguistically, the title thus
performatively enacts the philosophical
paradoxes at the core of all archives: palimpsest, caesura, historical time. Moreover, the phrase “again rubbed smooth”
itself derives from the literal translation
of the Greek origin of “palimpsest” (PALIN:
AGAIN PSĒSTOS: RUBBED SMOOTH). This
translation, then, poetically emphasizes
the collective action of the exhibition:
rubbing history and memory smooth
again. The act of doing that and its paradoxical nature - in this moment in time

- is what an actual“caesura” is. Conceptually, the historian-archivist-collector
repeats this action when retracing and
dealing with temporal hinge conjoining
the “present” to the “past.”
And yet, the curatorial team readily acknowledges that their attempt to deconstruct The Permanent Collection’s totalizing narrative inevitably reconstructs
another one. But it is by way of this
acknowledgment that we may critically ponder the palimpsest of discursive
and historical layers embodying this and

other collections. The curators, in turn,
encourage the viewers to ponder whether
again, rubbed smooth, a moment in time
– caesura therefore creates a dreamscape
within a dreamscape. Which is to say, in
the course of uncovering the gaps within
the permanent exhibition, might we have
we further concealed them elsewhere?
Moreover, have the vitrines’ three historical signifiers then become subjects for
more historical signifiers? To this the
curatorial team affirmatively asserts: No
doubt. Your serve.

Curatorial Team: Luna Arawi, Noëlle Buabbud, Juli Carson, Philippa Dahrouj, Amal Jaafar, Danielle
Krikorian, Nour Maria El Helou, Karen Murad, Alex Sassine, Yassmeen Tukan, Maya Turk

.لن يكون األرشيف يوما ً ذاكرة أو تذكار يتمثل بتجربة عفوية و حية وداخلية
.ال بل سيحل األرشيف مكان شلل أصلي وهيكلي للذاكرة المذكورة
 حمى األرشيف، جاك دريدا
palimpsest (PALIN: AGAIN PSĒSTOS: RUBBED
 تؤكد هذه الترجمة أن التاريخ والذاكرةSMOOTH.)
هو-  وفي هذه اللحظة من الزمن.في احتكاك من جديد
 يحث، أما من البعد الفلسفي والفكري.“إنقطاع” فعلي
المؤرخ على إعادة النظر في األرشيف كمفصل زمني بين
”.“الحاضر” و “الماضي

 يقر الفريق الفني القائم على هذا المعرض،ومع ذلك
أن الجهد الذي يبذلوه من أجل تفكيك المعاني التي
،”ترتبط ارتباطاً وثيقاً بما تتمثل به “المجموعة الدائمة
 ومن.يرتقي بالعبارة إلى معنى جديد ذي أبعاد مختلفة
 نطرح تأمالت فكرية وتاريخية تجسد،هذا المنطلق
 كما.هذه المجموعة وغيرها من المجموعات األخرى
يحث الفريق الفني رواد المعرض على التفكير فيما
-  لحظة من الزمن، أُزيل بسالسة،مرة أُخرى
ّ إذا كان
: وهنا تنبثق التساؤالت التالي.إنقطاع خياالً يل ّفه خيال
هل من خالل تفكيك المعاني التي تحوط بالمجموعة
الدائمة ينبسط غشاء على مفاهيم أخرى؟ وهل تتخذ
الواجهات التاريخية الثالث ُبعداً جديداً؟ تأكيداً لذلك
 يعلق الفريق الفني ويدعو الحضور إلى،وبإيجابية عارمة
.ايقاظ الحث الفكري لديهم

للمعرض مثل غشاء يحدد بوضوح ما يسمى بالعالم
”“الخارجي” للتاريخ المادي من المساحة “الداخلية
، أُزيل بسالسة،مرة أُخرى
ّ  يأتي، هكذا.للذاكرة الجمالية
 إنقطاع كجزء تكميلي لمعرض- لحظة من الزمن
المجموعة الدائمة ويمثل عودة “القمع في السياق
التاريخي” ضمن ما وراء السرد الجمالي الذي يحدد
المعرض السنوي واإلطار المؤسسي الخاص بالمجموعة
،مـرة أُخرى
ّ  يبرز العـنوان، من هذا المنظور.الدائمة
 إنقطاع معان أخرى-  لحظة من الزمن،أُزيل بسالسة
 مختلف عن السرد التاريخي للفن،للمفهوم الزمني
، وعوضاً عن ذلك.الذي يتمحور حوله المعرض الدائم
يهدف الفريق الفني المنظم إلى أن تدور المفارقة
 إعادة الماضي إلى:األساسية الخاصة باألرشيف حول
.الحاضر من خالل تقديمه من جديد هو محو للماضي
 بقدر ما تعتبر السجالت مرجعاً رئيساً للماضي،لذلك
.فهي تغدو ركيزة أساسية للمستقبل
 الذي- تتعدد الطرق لقراءة عنوان المعرض التكميلي
يعتلي الواجهات الخارجية والذي يرتبط بلحظات
يشرع مفارقات المعرفة الفلسفية
 إذ أنه.تاريخية
ّ
التي تنتج عن السجالت وتتمحور في إنقطاع الزمن
 أُزيل،“مرة أُخرى
ّ  فإن عبارة، عالوة على ذلك.التاريخي
:بسالسة” مستمدة من الترجمة الحرفية لألصل اليوناني

، نور ماريا الحلو، دانيال كريكوريان، أمل جعفر، فيليبا دحروج، جولي كارسون، نويل بو عبود، لونا أراوي:الفريق الفني المنظم
. مايا ترك، ياسمين طوقان، أليكس ساسين،كارن مراد

 وتكمن.تعد المجموعات الدائمة كافة ظاهرة متناقضة
رغبة المؤرخ في الحفاظ على الماضي – عبر مجموعة
من األعمال الفنية والسجالت والوثائق – من خالل
استبداله للماضي بسرد األحداث التاريخية التي
،مرة أُخرى
ّ  يطرح معرض.تنشأ عن التحف الفنية
 إنقطاع موضوع-  لحظة من الزمن،أُزيل بسالسة
هذه المعضلة عبر اتخاذ المجموعة الدائمة الخاصة
.بالجامعة األمريكية في بيروت كمحور للمعرض الحالي
ً رأى الفريق الفني في المجموعة الدائمة مشهدا،لذلك
 اللوحات الفنية- تعتريه أبعاد مختلفة لـ،يل ّفه الخيال
ولون الجدران التي تعرض عليها والنص التوضيحي
 سيعمل الفريق على إبرازها- وكذلك طريقة العرض
 ما: كما طرح هذا الفريق السؤال التالي.وتحليلها
الذي تشير إليه هذه العناصر التي تنطوي على القصد
الفني لهذا المعرض وتاريخ الفن الذي تتميز به أعمال
 وصليبا الدويهي وعمر أُنسي،فنانين مثل خليل صليبي
الجميل الذين تُعرض لوحاتهم
ومصطفى فروخ وسيزار
ّ
في المجموعة الدائمة في الجامعة األمريكية في بيروت؟
، برزت ثالثة أحداث تاريخية مخفية،في سياق قراءتنا
 الحرب:ضمن هيكل سرد المجموعة الدائمة الواضح
 وانتفاضة طالب،)١٩٩٠-١٩٧٥( األهلية اللبنانية
 و“الميلك،)١٩٧٥ -١٩٦٧( الجامعة األمريكية في بيروت
بار” الذي تحول اليوم إلى صالة عرض الجامعة االمريكية
 سعى الفريق الفني المنظم جاهداً ليحل.في بيروت
المحتوى التاريخي الكامن مكان واجهات المعرض
الخارجية لكي تكون بذلك قد ل ّفت الجدران الخارجية

 ازيل بسالسة،مرة أخرى
again, rubbed smooth
Noëlle Buabbud

two moments to begin
It is 1997 and I am in a car leaving Beirut International Airport, going northeast
into the mountains. In my mindscape the
city has not yet been rebuilt – looking at
the buildings flashing by I could see great
holes where walls should have been. Sheets
were hung in the gaps, serving as fluid, billowing membranes in place of concrete. If
the wind blew just enough, a brief glimpse
of someone’s interior life would come into
view, then, again return to being veiled
from the outsider’s gaze. As a child these
damage marks did not consciously register
as signifiers of ‘war’. The buildings receded
into the distance as the car continued forth,
becoming blurred dots on the coastline.
It is 2019 and I am in an art gallery staring
at a rough painted line of two colors intersecting, vertically separating two parts
of the same wall. The colors compete for
primacy neither one ceding to the other its
saturated power. I wonder why the line is
not distinct in its definition, yet its blur
is too deliberate to be accidental. What is
this gesture standing in for? What is its
presence covering up; yet in its attempted
masking, what is it revealing to me? As
I gain some distance from it, it becomes
clearer – still my memory permanently
recorded this blurred overlap, so it is perceivable as I walk away, backwards.
parallax as palimpsest
Parallax is a function of visual perception.
On humans, the eyes are frontally positioned in different, symmetrical places on
the head, so that they are always seeing
two different views simultaneously. The
brain corrects this, and, in so doing people
are able to perceive depth and distance in
relation to objects. It is a tool of estimation,
not exactitudes – and as any person will
admit, the brain likes to play its tricks on
the senses, so sometimes the gauge lacks
in accuracy. To have an accurate gauge of
distance is important when aiming at a
target– ask any sniper or hunter how much
a fraction of error made the difference of
whether or not they hit their object of focus. Astronomers use parallax to measure
unfathomable distances, for example earth
to a star in another galaxy – this is called
stellar parallax. How do historians measure
the distance between past and present?
How accurate is their depth perception?

Try, for a second, to use an instrument of
visual perception in order to gain an understanding of time. More specifically, use
it to gauge how a series of moments and
events are collapsed in to a period – ‘War.’
General historians writing on the Lebanese
Civil War will say that the war began in
1975 and ended in 1990, not distinguishing conflicts that happened in between.
It has been represented in photographs,
journalistic writing, art, and cinema – and
yet no definitive history has been chosen
as the singular history to teach in primary schooling. This isn’t necessarily a bad
thing, as one definitive and totalizing account of history would come at the erasure
of many other accounts. The civil war’s
visual markers are everywhere in the
present, however the ‘facts’ of it are continuously repressed. The snipers might be
gone, the green line dissolved – its absence
fills all of the streets and spaces between
buildings. Constructing high-rise, luxury
buildings over the events will not erase
them from the present – this happens over
any site where a war occurred, societies
try to reconstruct over the devastated city
scape as if to say, “that period is over now,”
when really everyone is living on top of
and alongside a pile of bones and rubble
(archeologist will try to exhume this later).
Moments do not simply begin and end like
two dots on the map of time – they reverberate, sending ripples outwards. These
ripples, or moments, overlap and intersect
with each other ad infinitum. This begs the
question: did the civil war really end? Aren’t the same ideological conflicts playing
out in the present? Perhaps nothing is ever
resolved. Societies, like their historians,
enjoy pretending that their depth perception is accurate – that the problems from
the previous day will not leak into today
or tomorrow. Yesterday is today, and every
tomorrow, without resolution, is recorded
on top of the other. Historians have terrible
case of parallax vision, but people tend
to believe that their vision is calibrated
properly. This is where the psychoanalysts
and theorists come in.
Our brain is constantly playing tricks on
our perception of time.
space as time
Spaces confuse our perception of time as
well. The Beirut cityscape is not planned in
a way where pedestrians or cyclists have

easy access to different sections of the
city– the space wants to remain fragmented, keeping us in the respective spaces
we belong in.
We would soon come to realize this if we
take a walk through a city like Beirut. Take
Martyr’s Square as an easy example. It is
a merging of several temporalities concentrated in a small fraction of the city.
First, we will see a bunch of contemporary
offices and luxury apartments, next to that
a few parking lots. We will then walk up
to what looks like a construction site and
realize that once paved-over Roman ruins are being dug up and restored. Facing
that is the Martyr’s Square monument, the
Grand Mosque, a church, and in the close
distance, ‘The Egg.’ The Egg is a more perfect monument to the war because it does
not try to freeze people in time – which
is difficult to do – even with photography
and videos. Instead, the Egg is marked by
scars of people’s actions; it holds the empty
space where people once stood in time. It
is a present record of passed time.
Next, we move to the seaside – Zaytouna
Bay, St. Georgess hotel and resort. The street
is named after Rafic El Hariri. It is the spot
where Prime Minister Rafic Hariri’s car
exploded in 2005. During the civil war,
militias occupied the Holiday Inn (which
we can see from this spot), and much of St.
Georgess hotel was severely damaged. The
area was reconstructed in the time when
Hariri’s company Solidere began purchasing and rebuilding the area in the years
after the fighting stopped. St. Georges was
in the process of being restored in those
years, yet it is not owned by the Solidere
developing company. The 2005 explosion
destroyed the restoration of St. Georges,
and subsequently the owners of St. Georges
are in a legal battle with Solidere over the
property. This space is a fight for the capitalization of time. We could argue that the
owners of St. Georges want to resurrect the
glory years of Beirut, when the crème de
la crème visited their hotel. But we know
better – they want to reimpose a physical
site where the upper echelons of society
can play while the lower rungs of the socio-economic system suffer without access
to drinkable water and basic human rights.
We could say Saad Hariri, the mourning
son, would like to monopolize this part of
the city in order to commemorate his late
father, but that would be too sentimental.

Money is not sentimental, neither is time.
They are both indifferent to us, the people
walking through these spaces.
remembering layered over forgetting
So now, in the present, what you are seeing is an absent memory being retraced,
brought into this moment. This memory can’t be represented realistically, it
is blurred, abstracted, and as you move
around your perception of it will shift. It
is signifying what the blurred line on the

gallery wall is disavowing. If you move
closer to the visual, it will break up into
a series of colored points, all creating the
illusion of a piece of architecture enclosed
in a vitrine.
start over again
I re-enter the gallery space, with a new
vision. The exhibitions occurring at the
same time, one outside, one inside simultaneously create a space for a future dialogue– a future moment that incorporates

what was forgotten in the service of time.
I drive past those areas I once passed on
the way from the airport as a child. The
city has since been rebuilt. Those buildings of my memory are no longer there,
they are concealed by new construction.
Even the route I once took is intersected
by a labyrinth of new roads and points of
access. The physical signifiers of war become buried, and yet they still manage to
sublimate and resurface in different ways.
A trick of the brain.

1- The Egg

1

2-Saint Georges
Hotel Beirut 1936

2

لحـظة مـن الزمـن

a moment in time
Maya Turk

The Milk Bar cafeteria was a crucial hub
of AUB student life and interaction. First
built in 1962, and existing as an extension of the campus cafeteria, the Milk Bar
provided the students of AUB with a safe,
neutral space for debate, socializing, and
personal growth. This space, removed
from the trials and tribulations raging
outside the walls of AUB, is remembered
fondly by many who spent time there.
The nostalgic memories associated with
Milk Bar, combined with its colonial architecture, are two key focal points of
again, rubbed smooth, a moment in time
– caesura, whose exhibition site are the
three vitrines of the AUB gallery. In this
way, the exhibition seeks to recall the
past and to reexamine it vis-à-vis the present, taking as its point of departure two
primary signifiers: the arches within the
gallery and the cinematic photo placed
within the gallery’s middle vitrine. These
signifiers, however, were not only the
focal point of the exhibition; as a working
method, the exhibition was intended to
act as a form of archaeology, of both the
exhibition’s signifying system as well
as the gallery’s physical site. Therefore,
to begin with the Milk Bar, one must examine its past, relative to the notion of
memory and romanticism, both of which
are inextricably linked.
Located on the first floor of West Hall,
right above the post office, the Milk Bar
was considered the “nucleus of the campus.” Functioning as a coffee shop, or, more
specifically, a social gathering space as
urban legend has it, the Milk Bar became
a melting pot for student interactions and
development. It was there that ideas were
exchanged, friendships were built, love
blossomed, and constructive discussions
of politics and the world took place. For
many, then, it is AUB’s “ground zero” for
the creation of romanticized memories of
a pre-civil war campus. Such memories
are commonly conjured up counter-act
dystopic representations of Beirut around
the same time. Accordingly, the Milk Bar,
in its collective phantasy, seems to exist as a haven, where powerful, positive
memories of one’s youth are harnessed as
a kind of “intellectual pastoral” against
the contemporaneous turbulent world
at that time. In response, again, rubbed
smooth, a moment in time – caesura,
purposely appropriates a sentimental
image of the Milk Bar as the signifier

par excellence for our present-day, retroactive phantasy-projection onto this
site. In so doing, we hope to encourage
a kind of cross-pollination of mythological exposé buried within the collective
representations student protests and the
civil war, the subject of the flanking vitrines. Which is to say, by placing the Milk
Bar’s “subjective” representation between
the other “objective” ones, a certain “contamination” ensues: perhaps the student
protests and the civil war are, in fact,
just as romanticized in their ubiquitous
“reportage” mode. These collective screen
memories, formed within the larger Beiruti field, are what structure again, rubbed
smooth, a moment in time – caesura. They
also recall a repressed reality existing
within the walls of AUB gallery.
This repressed reality – the former Milk
Bar – first returns as a specter haunting
the curator’s meticulous “narration” of The
Permanent Collection exhibition installed
in the gallery. As a whole, our supplementary exhibition is an attempt to capture
and redirect this specter, which is to say,
Milk Bar’s mythological essence. This
specter is re-presented through a singular vitrine installation, one of the three
vitrines that serve as the “membrane”
between the gallery’s interior and exterior
spaces. But the vitrines also function, in
our hands, as repositories for collective
memories, that hinge the past to the present. Memory – what we colloquially think
of as “the spice of our thoughts” – is, in
fact, as much reality as it is phantasy,
evidenced by Freud’s famous theorization
of “screen memories,” in which childhood
events are constructed (in equal parts) of
recollected past events and the moment
of their contemporary recall. To repeat
an event is therefore an attempt to recall
a moment repressed in the past that is
present within the present. Repetition
and memory therefore influence a second
signifier we are proffering into this equation, namely the cinematic photograph
in black and white representing people
conversing and interacting.
This imposing black and white cinematic
photo acts as a kind of mirror, whereby
the visitor may find themselves as the
subject of the show, should he or she
allow themselves to be seduced by the
sweetness and warmth of the Milk Bar’s
image. If so, the visitor is transported to

another moment in time, free from the
memory of war and conflict, with all
the problematics that might entail (is
this not the precise phantasy intended
by the Solidere development company’s
reconstruction of downtown Beirut - the
complete rubbing smooth of the past?)
In this way, the curatorial decision to
use a cinematic photograph – one that
shows people socializing, interacting, and
exchanging ideas and emotions – acts
as a time machine of sorts, in that one
can enter the image retrospectively with
one’s mind but also phenomenologically
with one’s body, due to the image’s size.
By selecting a single picture, we attempt
to revive the memory of Milk Bar in order to freeze it, momentarily, in time. As
such, we focus on the “now,” tense which
seems to exist between a historical past
and a desired future. Furthermore, by
intentionally situating the Milk Bar in
the middle vitrine, working as a hinge between the historical “caesura” of the civil
war and the student revolts, all notion
of sequential time collapses. This leaves
the visitor contemplating the Milk Bar’s
specter within the current art gallery,
representing, at once, the past when the
Milk Bar was first built in 1962 and the
present day where the exhibition of The
Permanent Collection is taking place.
When Milk Bar was transformed into a
gallery, the administration was mindful
to respect the inherent architecture of
the space. The arches – signifiers of the
bygone Milk Bar – were kept as is, the
interior of the space remains exactly as
before, while the only real change was
the construction of an interior wall serving as a backdrop for the three arches
allowing the curator to hang artwork.
These vitrines, formerly parts of large
doors that allowed students in and out of
the romanticized haven for growth and
interaction, became window displays
once the wall was constructed. Subsequently, the vitrines function as symbolic a representation of the previous
doors, a kind of physical apparition of
the site-as-screen memory. Meanwhile,
within the gallery, the arches act as
bold architectural pieces, artifacts of an
Ottoman colonial influence that echoes
throughout adjacent AUB buildings and
greater Beirut alike. Furthermore, the
name Milk Bar, itself, is a signifier of
colonial influence, as the designation of

this space as a “Milk Bar” is said to have
originated with colonial British forces
present in Lebanon during World War II.
Thus, colonial influence on Lebanon and
Beirut seeps its way into both the name
and architecture of this site.
The narrative that again, rubbed smooth,
a moment in time – caesura seeks to evoke
through this individual portal – this singular vitrine – is notion that Milk Bar

succeeded in breaking down the barriers
between “self” and “other,” as defined by
different social statuses, as well as political and religious conflicts. The unique
architecture of the Milk Bar, and subsequent art gallery, lends itself to the
recollection of colonial influence within
Lebanon and allows the visitors to dive
deeper into the collective and personal
history of the country and their safe haven within AUB, as tenuous as that may

have historically been at times. As the
gallery allows for discussions of the past,
present, and future, so too did the Milk
Bar provide a safe and constructive hub
for discussion, growth, and change. By
channeling the Milk Bar, we hope to replicate history on a physical and mental
plane, presenting memory as both a tool
of the mind, a physical point of recollection, and a metaphysical exploration of
function and purpose.

إنقـــطاع
caesura

Danielle Krikorian

The third vitrine, comprising again,
rubbed smooth, a moment in time – caesura, showcases the historical and political significance of the student protests
in at AUB. As was our working method,
the vitrine’s installation was conceived
from the displacement of a key signifier
located within The Permanent Collection:
an accidental ink stain marking the surface of Farid Haddad’s painting, produced
in a moment of AUB’s historical unrest,
rupture, and repetition.
Throughout late sixties and early seventies AUB’s campus was the target of increasing student protests, mirroring the
social and political schema of Lebanon
at the time. In 1967, after the end of the
Six-Day War (a.k.a the Arab-Israeli War),
displaced Palestinians lost hope in Arab
leadership and decided to take matters
into their own hands. Subsequently, a
broader activism was born alongside the
Palestinian Revolution, one which led to
students protests encouraged by students
at the University. Initiatives to revive the
Student Council were taken, and in 1969
the Council was re-born. Between 1970 and
1971 the different political groups (Kata’ib,
Rabita, Tanzim etc.) fought to be recognized
on the political map, a strike breaking
out on the 13th of May of 1971 against the
Administration’s 10% tuition increase. In
1973-1974, at the dawn of the Lebanese
Civil War and parallel to the fourth Arab-Israeli war, armed strikes took place
between the different student political
factions alongside more protests against
the 10% tuition increase. All of this led to
the staining of Farid Haddad’s precariously placed painting by student protestors.

Crusader arches
on right, Ottoman
arches on left

This mounting repetition of student
protests, in less than five years, reveals
the intense repetition of history and the
violence of the historical narrative. The
banality of the ink stain is illusionistic,
as the stain becomes the visual sign of
this physical action. The physical manifestation of the historical moment – what
we are calling a caesura, in that normative quotidian affairs freezes – showcases
the sublation of life into art. Which is to
say, the painting is suddenly interlocked,
transformed and changed not only by history, but also by the struggle of everyday
life and political conflicts. The background
of the vitrine reveals this struggle. The
white color –representing the white cube

– and the grey color – reminiscent of history, narrative and the ink stain – together
connote the tension, separation and suture
between art and life, historical narratives,
nations and student protests. Moreover,
it questions the validity or extent of art’s
autonomy, marred, as the painting is, by
the banality of life’s contingent events.
In this way, the artist is no longer bares
sole “authorship” of his artwork; rather
he is forced to share this status with the
student protestors, the vandals, history,
the event, and the current exhibition’s
appropriation of it. Moreover, the artwork
is no longer just an artwork but an artifact
as well, and, in turn, history is not just
political but likewise artistic. In this way,
Haddad’s painting locks the grander narrative of AUB’s student protests into the
ongoing regional problems at the time. The
stain and its reveal unfold the chain of relationships between the political and the
economical struggles of the country with
its educational institutions: The stain is
retraced to the protests, the protests to the
political parties, and finally, the political
parties to the Middle Eastern political and
economic schema.
By choosing anecdotes to visually retrace
the student protests – their struggle, the
historical rupture, and consequent repetition – the vitrine’s contents not only
“stain” history and art with language, they
also preserve emotions and memory. This
occurs by showcasing the nature of the
interactions between the protestors, the
space, and the testimonial recollections,
all of which are communication and verbal cognition. For that reason, language is
more than the will to communicate. Rather,
language is transformed into an action,
evidenced by the verb “chanted” in the
anecdote. Appropriated by the curatorial
team from Makram Rabbat’s book, Campus
At War, the anecdotes convey the power
of the “total” event is represented by the
montage of language used by the author,
the students protestors, and the lingering
memory of that language:

“They chanted “No to
the 10%! No to Imperialism!
[…] full on confrontation.”
Not only does the anecdote embodies the
specificities of the passions and intensities of the historical caesura, it personifies
the site-specificity of the event and the

internal mechanisms of three imbricated institutions, i.e. the student body, the
university’s administration vis-à-vis the
Lebanese nation:

“The Strike became
institutionalized […] the Student
Council was in virtual control of
the University.”
Through this language – and those words
– the anecdote re-activates the event in
the memory of the viewer, so that the protests transcend time and are re-born in
the present. From this perspective, the
vitrine visualizes the history and memory of the protest through the graphic
representation of language; the site-specificity of which is furthermore heightened
by the translation of the anecdotes from
English to French and Arabic. The use of
these three languages is specific to Lebanon and AUB, revealing the historical
and political context of the protests and
the grander narrative of Lebanon and the
Middle Eastern region. More specifically,
it discloses the corresponding history of
the region: from the Arab conquests in the
Middle Ages, to the trading routes from the
15th century, the French mandates, and
the ties with the United States. The fronts
used represent this. English, the most
commonly used language at AUB has a
simple yet powerful font, showcasing the
power struggle. French is italicized with a
nostalgic style, alluding to the urgency of
the confrontation, and referencing the different political sides of the protest. While
Arabic is written in black to contrast with
the other languages, linking the protest
and the country to its surrounding region.
Without this display of languages – and
the implied connotations and stylization
– it is impossible to understand or access
the significance of the vitrine, the caesura, and history. Nor would the specific
memories, artworks, and actions be discerned. Henceforth, the text becomes a
necessary reference to access the artwork,
the exhibition and the vitrine. It shifts
the cognitive emphasis of the artwork
and history from a material object to a
conceptual content. In this way, language
is crucial to the exhibition as the critical and theoretical aspect of both art and
language are incorporated as conceptual
art and exhibition production, and, correspondingly, the line between artwork,
history and text are blurred.

From this perspective, the importance of
the language leads to the third signifier of
the vitrine, which is Rabbat’s Campus At
War. The book contains the word-language
necessary to convey the events, along with
anecdotes that give the reader and viewer access to the historical narrative. In a
sense, the book and vitrine – in both form
and content – are not only physical and
linguistic mnemonic crystallizations of
the historical protests at AUB and in the
region, they also mirror the repetition of
this dual history in recent years, some
forty years after the seventies protests.
Although the political parties from that
era are not all the same and the circumstances surrounding the protests have
changed, the reasons behind those protests have, indeed, remained the same. One
can simply recall the 2007, 2014, and 2017
protests – with additional protests before
and in between – that dissented tuition
increase, budget cuts and political parties
battling on AUB’s campus. The Student
Council itself is still alive and renewed on
a yearly basis. And its elections remain an
historical battlefield for political parties’
affirmation of power and control. As with

prior protests, the “new” ones are influenced by Lebanon’s political and social
schema, encroaching imperialism, and
Middle Eastern conflicts. Witness the US
budget cut for Palestinian student scholarships, for instance. Viewed through this
lens, it becomes evident that both history
and its account in Campus At War have
either been re-born in the present or have
never passed at all. It is a constant loop of
historical re-emergence and a history that
never quite seems to die. Rather, it seems
to be constantly resuscitated.
As such, the event, the caesura – through
Haddad’s book, Lebanese history and the
vitrine’s display – re-emerge in the present again and again, making the event
an a-temporal a time traveler of sorts,
one spanning two centuries and three
different historical epochs of Lebanon.
Subsequently, Campus At War is a linguistic and photographic archive in that
it emotionally, materially, historically,
linguistically and visually collects the
verbal, photographic, anecdotal and national documentary memories of the student protests. It furthermore locates space,

time, action, and interaction between
the original protestors and the historical event, the caesura between then and
now, and, finally, the present-day reader’s suture with that event. In so doing,
the book regroups all those different accounts of all those different events into
one totalizing narrative of a campus and
students at war. In parallel, The Permanent Collection exhibition – from which
again, rubbed smooth, a moment in time
– caesura derives – sets out to construct
a totalizing narrative dialectically dependent upon fringed narratives – anecdotes,
photographs, testimonials – in the hopes
of creating a singular collective memory. In response, our exhibition navigates
and generates a dreamscape of different
dreamscapes: The Permanent Collection,
the student protest, the book’s account
and more. We enfold into that, even, the
dream of different dreams, that of a historical totalizing Lebanese account, and its
memory. In the end, again, rubbed smooth,
a moment in time – caesura becomes an
archive and event at the same time, solidifying and critiquing our understanding
of history and its peripheries.
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1-AUB Students take to the street
2-AUB Students sleep on the Steps of
Marquand House sieging president
Kirkwood and the Senate-71 Strike
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