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colleagues in Kabul are at a loss, just as I am, as to how things will 
go in Afghanistan. Nevertheless, many people are trying to continue 
their work as well as they can and to influence social and political 
processes within the scope of their possibilities. In spring 2013, the 
first international women's film festival took place in Herat, organised 
and joined by the protagonists of the small and active film scene in 
Afghanistan. 

NOTES 

I. Trinh T. Minh-ha, 'The Totalizing Quest of Meaning', in When the lvfoon
Waxes Red (London and New York: Routledge, 1991), p. 29.

2. Madeleine Bernstorff elaborates on the relation of reality and fiction in
documentary films in 'Contested Documentary Values', in Sandra Schafer
(ed.), Stagings: Kabul, Film and Production of Representation (Berlin: b_books,
2009), pp. 39-41 .

3. The film series Etnografies Experimentals was curated by Virginia Villaplana
and Montse Romani and was shown in the context of the film festival Mostra
Internacional de Films de Dones de Barcelona.

4. Nancy N. Chen, 'Speaking Nearby: A Conversation with Trinh T. Minh-ha',
Visual Anthropology Review, 8 (1) (1992): 82-91, p. 87.

5. Minh-ha, 'The Totalizing Quest of Meaning', p. 41.
6. We curated the festival in collaboration with the artists' group CACA-Kabul,

the state-run film institute Afghan Film and the Berlin-based artist Zara
Zandieh. The festival in Kabul was preceded by the film programme SPLICE
IN in Kassel, Berlin and Hamburg (www.mazefilm.de).

REFERENCES 

Bernstorff, Madeleine, 'Contested Documentary Values', in Sandra Schafer (ed.), 
Stagings: Kabul, Film and Production of Representation (Berlin: b_books, 2009), 
pp. 79-83. 

Chen, Nancy N., 'Speaking Nearby: A Conversation with Trinh T. Minh-ha', Visual 
Anthropology Review, 8 (1) (1992): 82-91. 

Minh-ha, Trinh T., 'The Totalizing Quest of Meaning', in When the lvfoon Waxes 
Red (London and New York: Routledge, 1991). 

13 

Mapping turbulent gestures 
and liquid ground 

DORITA HANNAH AND CAROL BROWN 

Turbulent 

... between the black widow and her white bachelors 

Who is she, shrouded in the darleness of a stage, staring from one void into 
another? 

The problem is to make space speak, to feed and furnish it; like mines laid 
in a wall of rock which all of a sudden turns into geysers and bouquets of 
stone.' 

In Shirin Neshat's 1998 video work Turbulent,' two scenes of an 
auditorium viewed from a stage are projected on opposite walls of 

• a small gallery. Their spatial relationship deliberately forecloses on
the spectator's simultaneous apprehension of both images. Standing
between, she must choose which scene to face.

In one projection, applause erupts in the auditorium filled with men 
who wear crisp white shirts like the male singer who enters, bows and 
turns to face the gallery viewer rather than his audience. Opposite, 
a darkly veiled woman stands with her back to us, confronting the 
empty seats. While he passionately sings a thirteenth-century mystic 
love song, she remains a silent, immobile and inscrutable form. 

When the man's song is compl�te and he turns away from us to 
bow to his applauding male spectators, the camera on the other screen 
tracks towards the woman and begins to circle around her as she 
wails and gasps a wordless and discordant chant; her expressive and 
contorted features emerging from the shadows.2




























