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Participating artists:

Natascha Sadr Haghighian
Marina Christodoulidou

Peter Eramian

- with -

Raissa Angeli
Stelios Kallinikou
Orestis Lazouras
Faysal Mroueh
Nayia Savva

Maria Toumazou

Emiddio Vasquez

Firas El Hallak
Helene Kazan
Chrystele Khodr

Levi Orta+Nuria Giell
Mahmoud Safadi
Petra Serhal

Carey Young

Christian Zahr

In a slick corporate interior setting and with a warm smile, a finger points to the section you should
have read and whose consequences you are currently facing: the fine print, like the rest of the
contract, is couched in opacity and complexity, so as to be dismissed until it is too late.

Inthis exhibition, the fine printis proposed as an operative synecdoche for arigged economic system,
its collapse, and the implications of its so-called recovery. The Broken Pitcher, a collaborative
project by Natascha Sadr Haghighian, Marina Christodoulidou and Peter Eramian, forms the central
component of the exhibition, departing from the context of the recent financial meltdown in Cyprus
and unraveling its various global threads. In addition to hosting this project, Beirut Art Center has
invited artists to respond more specifically to the Lebanese economic reality, with an eye to think
across shared struggles between these two Mediterranean contexts and beyond.

The Broken Pitcher consists of a reconstructed meeting room in a bank placed in the exhibition
space and a 70 min film, screening on the mezzanine floor, exactly above the set. It shows a
reenactment of a crucial negotiation at a bank over the foreclosure of a family home in Cyprus. The
scene was improvised following the recollections of an affected family. Various individuals respond
to a question asked by one of the actors through the fourth wall: “In your opinion, what should the
bank employees do?”” The bank room set and its parts were conceived collaboratively together with
Raissa Angeli, Stelios Kallinikou, Orestis Lazouras, Faysal Mroueh, Nayia Savva, Maria Toumazou
and Emiddio Vasquez who each took on a separate aspect of the set. For the Beirut iteration, the set
and its artworks were reproduced locally. The Broken Pitcher reflects how financialisation, austerity
measures, debt and colonial histories, construct and codify everyday precarity, insidious violence
and radical unsettling.

Fine Print expands on these themes and motifs with eleven additional artistic contributions,
including seven new commissions that more specifically address the financial crisis in Lebanon, its
realities, consequences and vernaculars. Since 2019, when the fine print of our financial conditions
couldn’t but finally be scrutinized, metal sheets have replaced the glass doors of Lebanese financial
institutions. Facades have fallen, thresholds wrecked and defaced, surveillance cameras and ATMs
smashed. The works in Fine Print revisit the past, explore personal affiliations, and expose the
changing materiality cladding and clouding financial institutions and cash liquidity. Probing the
construction of value based on relationships of exchange, the exhibition splinters the larger print of
“a country in collapse” to comprehend who profits from such a diagnostic and who pays the price
for it.

Subverting institutional display protocols, Petra Serhal situates the construction of the Lebanese
political economy and monetary policy in the historical context following independence. Helene
Kazan unearths the colonial lineage of control over resources and territory in her film installation, all
while grounding abstract notions of financialisation and risk in a slow observation of the landscape.
The eerie familiarity of the past returns in Chyrstéle Khodr’s recounting of the circumstances
surrounding Intra Bank’s downfall in 1966. The ecological dimension of this extractive legacy is
revisited in Mahmoud Safadi’s living sculpture, where the structured relationships between food,
land and capital are laid bare and juxtaposed with strewn bodies and forgotten mythologies. Drawing
parallels between the cycles and vocabularies of neoliberal economics, and those of romantic
relationships, Khodr’s contributions echo the linguistic manifestations of polite institutional
violence present in Carey Young’s works. In Firas El Hallak and Christian Zahr’s contributions, the
scale of the body encounters the materiality of the digital and architectural interfaces that regulate
the relationship between banking institutions and the individual. In his autobiographical installation,
Levi Orta collaborates with Naria Giell to re-read the sale of his cursed familial home and the
discovery of a worthless treasure against the backdrop of inflation and revolutionary possibility.
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THE BROKEN PITCHER )g.u&ll G351l

a. Peter Eramian, Round Table, 2021, concrete mix with
polystyrene foam based insulating mortar, earth, glazed
ceramic throat lozenges, hot rolled steel and galvanized iron
sheet table top, galvanized iron pipe, found cast

iron base. Made with Rumen Tropchev, 150 cm x 86 cm.
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b. Stelios Kallinikou, Mouflon, 2019, archival pigment print,
framed, 51x75 cm.

Vo yllo] g luoly dxbpiyf dcldo 19 5ol90” 98aisllS pugslitan
. 0l x

c. Stelios Kallinikou, Ziziros, 2021, video, duration:23:20 min,
smartphone, charger.
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d. Faysal Mroueh, The Estia Scheme, 2021, paper folder with
A4 photocopies.
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e. Nayia Savva, The Invisible Hand, 2021, rubber, wool, metallic
blinds, 140 x 280 cm.
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f. Raissa Angeli, Trummerkind, 2021, wood, iron, hinges,
padlocks, wheels, bows, 220 x 150 x 150 cm.
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g. Maria Toumazou, Residency drawing series on window, 2017,
found aluminium window, digital print on paper.
38 x 54 x becm.
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h. Maria Toumazou, No title, 2021, chairs from Metafora
marketplace, dimensions variable.
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i. Orestis Lazouras, Meeting Room Chair, 2021, Metafora chair,
Oresteaser knit sample 40 x 40 x 100 cm.
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j. Orestis Lazouras, Meeting Room Hanger, 2021, metal tubes,
Oresteaser knit sample, 190 x 45 x 45 cm.
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k. Emiddio Vasquez, S.R.S. (Sick Room Syndrome), 2021,
tamper proof money and evidence bags, air pump, plastic hose,
subwoofer, mono sound loop. Outside AC unit: 83cm x 73 x
30cm, (when infl ated ~ +10cm each side) / Interior AC unit:
80cm x 30cm x 28cm (when infl ated ~ +5¢cm each side)

298l laas Gul&T M1 “(yoyll @8y dojilin) S.R.S” (jaduuld gaann]
.Mono g ddls (g ﬁﬁ.b cogloyd cslimil clgd ddvo ¢ ZJ_):\J|9

/ (<l JAI 1o+ ~ daill sic) an Peox VI x AP dn)lall 4., 4501 8ang
(=l JAL @ 0+ ~ daill wic) qn TA x Peox A @ a1l 6,400 3ang

L. The Broken Pitcher (film)

Duration: 69mins

Languages: Cypriot Greek, Arabic, German, Spanish & English
Subtitled in Arabic & English
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LEVI ORTA IN COLLABORATION WITH NURIA GUELL
The Curse Of The West Corner House
2022, installation, dimensions variable

In The Curse Of The West Corner House, Levi Orta reflects on the series of transactions required to finalize the sale of his family
home in Havana, Cuba. The artist takes cues from the B-movie trope of the cursed or haunted house, where a family movesin and
makes a mysterious discovery: a million pesos containing the signature of Che Guevara from the era of his tenure as president
of the National Bank of Cuba. At the time of finding however, the money had become entirely devalued due to hyperinflation.
The artist constructs a narrative through which his family’s occupancy of the house is presented as an elaborate metaphor for a
Revolutionary horizon, cut short by a debilitating financial crisis.

Levi Orta graduated from the Instituto Superior de Arte de La Habana in 2010, the Catedra of Arte Conducta in 2009 and the
HWP Askhal Alwan in Beirut in 2016. He has received multiple awards including the Ciutat de Palma “Antoni Gelabert” Prize for
Visual Arts, the Botin Foundation Plastic Arts scholarship, the MonteMadrid Generations scholarship, and the Maretti Award. As
a result of the research processes of his work, Levi Orta also holds the titles of: Lord of Sealand, Secretary General of the One
Man Party, Official Painter of Gunther IV, and more recently the National Record of Cuba in three categories of the Rubik’s cube.

Ndria Guell does not think of the artistic practice as a cultural practice, but quite the opposite: as a socially and politically
necessary practice in which the cultural and the established are brought into play. Glell has a Bachelor of Fine Arts from the
University of Barcelona (Spain) and has continued her studies at the Catedra Arte de Conducta in Havana (Cuba) and at Soma
(México). She also collaborates with various self-managed social centers.

More info: nuriaguell.com
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FIRAS EL HALLAK, NOW THAT WE HAVE LINGERED:
AN IMMERSIVE EXPLORATION OF A WAIT, A SLEEPING FERN IN THE CHEST.
2022, Virtual Reality installation, 6 minutes on loop

with spatial audio by Anthony Sahyoun, production management by Anthony Zouein, and support by Elissa Assaf, Aia Atoui, Ali J.
Dalloul and Tunefork Studios.

Now That We Have Lingered restages the claustrophobic wait in ATM queues. All too common since the uprising of October 2019,
these processions were the result of the collective punishment inflicted on bank depositors in the form of discretionary capital
controls.

Using virtual reality to trigger an embodied observation, the artist immerses the viewer in a dull yet defamiliarizing journey.
Immobilized and constricted, the viewer can only look around to navigate a growing anxiety. As they wait, they are interpellated
by the artist’s lingering stream of consciousness, making their wait all the more estranging. Stuck in front of a broken ATM,
we are left there unresisting, subjected to a decaying infrastructure and modes of control, as mere avatars of the spectral
subjectivity of value.

Firas El Hallak is a Lebanese multidisciplinary audio-visual artist working in the fields of film, installation and new-media art. He
has written and directed films, comics, documentaries and music videos. El Hallak earned an MA in Visual and Scenic Arts from
the Holy Spirit University of Kaslik and a postgraduate degree in Digital Storytelling at KASK School of Arts in Belgium.
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CAREY YOUNG, TERMS AND CONDITIONS
2004, single channel video, 3 mins 25 secs, looped

Terms and Conditions is a short video which features a besuited female presenter speaking to camera in a welcoming tone whilst
standing in an idyllic agricultural landscape, replete with references to the painterly landscape tradition. Her speech appears
to discuss the ‘site’ but the text is actually a composite of disclaimers from corporate websites. In the rural setting, the speech
seems both absurd and curiously apt.
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CAREY YOUNG, CAUTIONARY STATEMENT
2007, vinyl text, dimensions variable

Cautionary Statement is a text piece based on ‘forward looking statements’, a type of corporate disclaimer published in American
annual reports. Forward-looking statements allow companies to discuss the future whilst not being held to account if such
statements do not come to pass. The language of Young’s disclaimer seems to ask the viewer not to ‘rely on’ any future-oriented
words used by the gallery, although it remains unclear to whom the collective term ‘we’ mentioned in the disclaimer actually
refers to.

Carey Young (b. 1970, lives and works in London) has developed her artistic practice from a cross-fertilization of disciplines
including business, law, politics, science and communication. The tools and language of these different fields act as material for
her installations, performances, text works and photographs and videos.
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PETRA SERHAL, O, SWEAR NOT BY THE MOON
2022, mixed media installation, dimensions variable

with visual designer Maya Chami, economic historian Hicham Safieddine,
and production assistant Daniel Choueiry

On April Fool’s Day 1964, Banque Du Liban (BDL), or the bank of banks, opened for business. The Lebanese government celebrated its inauguration
as a major step towards the country gaining financial autonomy after 20 years of political independence. The 1963 Law of Money and Credit, which
created the BDL, was preceded by the 1956 Law of Banking Secrecy. Both laws were supervised by the banking lobby represented by the brothers
Raymond and Pierre Edde. The laws became the pillars of Lebanon’s financial system and its currency, the Lira, printed by the BDL. The value of the
Lebanese Lira has fluctuated in response to economic and political circumstances. A stable Lira, like political independence, has therefore been an
illusion, propagated by government and media narratives.

This project is a questioning of money, its function, use and value. It looks at money as a work of art; a propaganda tool used throughout history by
state authorities and ruling classes as a symbol of power. With the aim of understanding the present and future of our uncertain realities, O, Swear
Not By the Moon looks back at the founding period of Lebanon’s post-independence economy, including the legal and political events that shaped the
current financial system and its unbreakable power, even and perhaps especially in times of collapse. One part of the project consists in the public
circulation of one-thousand Lebanese Lira bills with 56 varying inscriptions quoting banking laws and media reports. A second part of the work is
inan installation form, putting on display a gold coin where the head is adorned with the Roman God Janus and the tail is inscribed with a quote from
Shakespeare’s Romeo and Juliet. The coin is suspended over a glass platform carrying an excerpt from a 1964 booklet about the construction of the
BDL, published by the Construction Projects Execution Council, a department at The Ministry of Public Works and Transportation.

Petra Serhal is a multidisciplinary artist working in live-art and choreography. Her work draws from her ongoing research on the experiential aspect
of performance and on the role of the audience in the performative and choreographed experience. Her work often deals with language and sound in
relation to movement and space while seeing the body as an archive, and addressing notions of fragmentation, absence, and embodiment.
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CHRISTIAN ZAHR, IN MARBLE WE TRUST
2022, concrete blocks, cement, metal, Carrara marble, 2.8 x 2.8 x 6m

with masonry by Adnan Hamze, and metal work by Taleb el-Saj and Aata’ Al Serhan.

Conventional practices of cladding act as polished surfaces. Layer by layer, they conceal otherwise common concrete structures,
and reveal a sphere that shapes and is shaped by its financial affairs. Simulating seemingly minor details, In Marble We Trust
unravels architectural protocols that have long sought to be the projected facade of the values of financial institutions.

An architectural counterfeit where decay is accelerated and put on display, the 6-meter high concrete brick wall is propped up
by a metallic brace. Through an absurd reversal of the construction process, the shine and strength of marble is overridden by
the damp grime of mortar, and the viewer is confronted with an invocation between the marble wall’s marketed liabilities and its
implicit relationship with collective social imaginaries.

Christian Zahr is an architect and artist based in Beirut. A graduate of the Académie Libanaise des Beaux-Arts, he works at
the intersection of architecture, landscape design, object design, and art. With an archaeological peculiarity and a focus on
materiality, his processes express socio-economical urgencies where materials become excavations of local narratives,
technologies, histories, and intercultural inferences.
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MAHMOUD EL SAFADI, ANNOTATED LANDSCAPE #1: ADONIS AND PLUTUS IN A FIELD
2022, Mixed media sculpture; Archival shelving, Led lighting, irrigation system, plaster, various living plants, Dimensions variable

Annotated Landscape #1 is a sculpture made of living and artificial elements that form a vertical farm constructed on archival
storage shelving. The farm consists of grow lights, an irrigation system, various plants and plaster sculptural figures that
reference a historical relationship between land, food production, and the international flow of capital. Cash crops such as sugar
cane and mulberry trees were historically planted to produce and trade sugar and silk with the west, while potatoes, tomatoes,
and grains are byproducts of European colonial exploits imported to Lebanon and grown for local consumption.

Human figures weave in between and spill out from the gridded landscape. Torsos draw inspiration from Eastern and Western
mythology and their relationships to death, ritual and nature: terracotta bodies as if laying in a bed of Anemone flowers, planted
annually to celebrate Adonis, echo the river turning red that commemorates his death. Other bodily segments containing water or
living plants reference the link between material wealth and natural bounty that was instilled in the Greek god Plutus. Scattered
in a seemingly post organic futuristic landscape, these bodies which hold classical poses ask us to reconsider the historical
interdependence of international economies on land and its connection to our narratives and bodies.

Multidisciplinary artist and filmmaker Mahmoud El Safadi examines notions of urbanism and their intersections with the natural
world. He uses video, photography and installation to question our material and metaphysical relationship to familiar space. His
work explores the ways human culture and nature create systems that are codependent and linked between the natural and the
non-natural.
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CHRYSTELE KHODR, UNTIL WHEN?
2022, Ink on fabric, 4x 2.3 m

with calligraphy by Kameel Zeidan, graphic design by Phillippa Dahrouj
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CHRYSTELE KHODR, CE QUI RESTE
2022, Custom printed cards, 1x1x1m

with installation by Awad Awad and Nadim Deaibes, graphic design by Phillippa Dahrouj

The artworks are part of an interactive performance titled Who Killed Youssef Beidas?, written by Chrystéele Khodr, with set
design by Nadim Deaibes, sound design by Ziad Moukarzel, graphic design by Philippa Dahrouj, and production management by
Walid Saliba

Taking as a starting point the circumstances of the downfall of “Intra Bank” in 1966, Who killed Youssef Beidas? is an interactive
installation, conceived as a performance with no actors, that questions the expansion of neoliberalism, its mechanisms and
ideologies, through the cycles of failed love relationships, reflecting on the reality of the financial collapse in Lebanon today

Adjacent to the performance which takes place in the auditorium of BAC, are two works Ce qui reste and Until When? located
in the exhibition space. Extending the vernacular of financial paraphernalia and lingo in Khodr’s work, Ce qui reste is a house
of cards that probes the construction of value, its stability, and how it infiltrates into the most intimate spaces of our everyday
lives. Until When? is a banner inscribed with an excerpt from Frédéric Lordon’s book Until When? To put an end to financial crises
and presents a use of language that perpetually hints at conditions and provisions to be realized.
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HELENE KAZAN, FRAME OF ACCOUNTABILITY: (UN)TOUCHING GROUND
2022, Video, sound, 16 min

TFrame of Accountability: (Un)Touching Ground is part of a film installation series, which looks at ‘risk’ as a lived condition
produced through capitalist financial systems and violent modes of conflict. Focusing on ‘risk’ across Lebanon and Syria, with a
view to understanding the wider regional and global consequences, the work gives an account of conflict between the Allied and
Vichy French forces in 1941. As under the legal construct of ‘military necessity’ — two foreign forces fight for control and access
to natural resources across the territory.

Engaging feminist, decolonial and critical-legal methods, the work recontextualizes risk, as a complex of human and non-
human voices give poetic testimony to its disproportionate effects. A visual (un)touching attempts to undo a temporal and
spatial distance constructed in distinguishing this violence as environmental or conflict based. The project investigates the
revolutionary potential of such methods and practices of radical solidarity.

Helene Kazan is an artist and 2022 Graham Foundation Grant Awardee for project ‘Frame of Accountability’, also developed in
support as Artist-in-Residence at the School of Law, Westminster University (2022-23) and as 2018-2020 Vera List Centre Fellow,
the New School, New York. Kazan is a senior lecturer in Critical Theory at the School of the Arts, Oxford Brookes University, and
received her doctorate from the Centre for Research Architecture, Goldsmiths, University of London. Kazan has exhibited and
published work in exhibitions and with museums and institutions internationally. www.helenekazan.co.uk
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PRODUCTION TEAM

Technical Director
Nadim Deaibes

Technical Team
Rawad Kanj
Fares Merhi
Anas Lolia
Mounir Chaar

Translation
Hussein Nassereddine

Printing
Al-Matba’a Printing
Papermoon

Carpentry - Installation
Chamoun Group

Fabric - Upholstery

Zakaria El Haj
Abdo Al Rahim

Electrical works
Eng. Fadi Gharib
Bahaa AL Ali

Ahmad Khnayfes
Mohamad Khnayfes

Metalwork
Taleb El Saj
Ata El Serhan

Painting
Rida Radwan
Souheil Salouh

Construction
AbdelRahman Daghmoush
Tony Rizk

Elias Sader

Bricklayer
Adnan Hamza

Art Handler
Malek AlSteyf

Transportation
Charbel El Helou

Maintenance
Ara Kirakossian



