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Naeem Mohaiemen, Tripoli Cancelled (2017), frame enlargements. Courtesy the artist.

Naeem Mohaiemen's 
Tripoli Cancelled
There Is No Last Man at MoMA PS1, New York
October 22 — March 11, 2018

The film Tripoli Cancelled (2017), by Naeem Mohaiemen, 
is a 1.5 hour, visually-seductive film featuring a man alone in an 
abandoned airport. The man spends his days performing mundane 
tasks like shaving, composing letters to his wife, smoking and 
or passing the time by wandering the grand, but derelict spaces. 
The widescreen views of these spaces are exquisitely framed and 
the man inhabits the frame like a subject embedded in an epic 
landscape painting. The pathos of the character’s performances 
draws the viewer in, at whatever point they may enter the looped 
film, while the mise-en-scène of the modernist ruin and the spare 
quality of elements within the narrative invite a layered reading 
of every image and action.

The airport was designed by celebrated Finnish-American 
architect Eero Saarinen during the height of modernism as a 

utopian ideal, and served as Greece’s international airport from 
1966-2001. The film was commissioned for the Athens portion 
of Documenta 14, curated by Adam Szymczyk (the choice of 
Athens as a location was an apparent gesture of solidarity with 
Greece as it faces a challenging relationship with the EU). 
Periodically, the logo for Olympic airlines comes into view, 
recalling another institution celebrating modernity, individual 
and national achievement, international unity and good will. 

The man is olive-skinned and of unknown origin. He 
emanates both a purposefulness and a melancholy as he walks 
up and down the immobile escalators, pretends to run air traffic 
control or reads aloud from Richard Adams’s classic novel 
Watership Down (1972)—an allegorical story of survival against 
brutality and oppression within the social order of rabbit warrens.

The airport, already an interstitial zone outside of place, is 
here also outside of time. The weedy tarmac, water-covered floors 
and abandoned vehicles are in contrast to the man’s perennially 
fresh-looking off-white suit. The day-count of the man’s exile 
translates into just over ten years—a fantastical time scale 
signaling the possibility of magical realism—while the film takes 
place over a week in his life, punctuated by his singing of the 
song “Never on a Sunday.” (Though the original song, written 
by Manos Hadjidakis in 1960 with a different title and Greek 
lyrics, never mentions “Sunday” at all.) The luxury of time as well 
as space allows for each action and reference to reverberate with 
complexity. Despite the film’s length, it is engaging throughout.

Tripoli Cancelled is a departure from Mohaiemen’s earlier 
moving-image work, which is often concerned with the problem 

of animating the archive, particularly the archive of failed leftist 
movements. Last Man in Dhaka Central (The Young Man Was, 
Part 3) (2015), leverages a documentary aesthetic. The camera 
pans over newspaper headlines and books during an extended 
interview with Peter Custer, a Dutch man who inserted himself 
into the 1970s revolutionary political movements of Bangladesh, 
Custer thus performing his role as living archive. In his book 
Prisoners of “Shothik Itihash (correct history)” (2014), Mohaiemen 
places self-conscious, historically-situated moments—mostly 
culled from the artist’s personal autobiography—in temporal 
juxtaposition. The accumulation of narrative moments teases out 
various ironies and entanglements of cultural identification while 
a territory morphs from India to East Pakistan to Bangladesh. 
Here, in Tripoli Cancelled, the kernel of the story is born of an 
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Naeem Mohaiemen, Volume Eleven (flaw in the 
algorithm of cosmopolitanism) (2016), installation 
view, MoMA PS1 2017. Courtesy MoMA.

auto-biographical morsel—a story about how Mohaiemen’s father was 
stuck in this very airport for nine days without a passport before the 
Bangladeshi embassy intervened—and many of the details, like the choice 
of the book Watership Down, are details pulled from Naeem Mohaiemen’s 
real life, but the essence and structure of the story are a dream-like fiction.

This fiction buoyed by cinematic visuals is an ideal gelatin in which 
to suspend elements of serious socio-philosophical inquiry. Quotes from 
Hannah Arendt and references to the Holocaust and Muslim identity are 
woven into the man’s daily activities, alongside moments of child-like 
play. Themes of oppression, imprisonment and disconnection, but also 
the potential for freedom and hope, all permeate the actions of the 
man as he enthusiastically mimics the flight of a war plane or dances 
unselfconsciously to a cassette player playing the Boney M. version of 
“By the Rivers of Babylon.” An enactment of a ghostly bar scene from 
the American film The Shining (1980), during which Mohaiemen’s 

protagonist refuses a drink because he is Muslim, is one such 
moment where the film floats hauntings of cultural identity 
for reflection. A claim to his wife that he has quit smoking is 
followed by a smoking scene and then another in which the 
man, outside again on the tarmac, is unable to light his cigarette. 
The cumulative effect of the various tableaux fuels a sense of an 
existential lack of agency in shaping one’s own destiny or identity, 
or perhaps a crisis of masculinity. Though richly visual, writing 
and the play of language carry the strong tides of political and 
philosophical reflection. For example, Tripoli is not only a city in 
Greece but also in Libya and Lebanon.

Tripoli Cancelled is half of the exhibition Naeem Mohaiemen: 
There is No Last Man. The other half, Volume Eleven (flaw in the 
algorithm of cosmopolitanism) (2016), is comprised of a series 
of essays written in the late 1930s by the artist’s great uncle, 

the Bengali writer Syed Mujtaba Ali, which reveal the latter’s 
belief that an Indian alliance with the Nazis would have been a 
positive move against the British colonial occupation. The whole 
exhibition, but particularly the film portion, Tripoli Cancelled, 
is an impressive addition to Mohaiemen’s project of “mining 
the fuzzy historical record” to convey a “radical ambiguity”—
concepts articulated by Mohaiemen and curator Stuart Comer 
during their discussion at MoMA, NYC on November 20, 2017. 
Stopping short of answering large questions, the work flirts 
productively with political reckonings, entanglements of cultural 
identity and the ethical choices that shape our humanity.

RACHEL STEVENS



No. 67   SPRING 2018   

REVIEWS

ARTIST PAGES

ARTICLES

INTERVIEW
D

e
v

o
t

e
d

 t
o

 A
r

t
is

t
s'

 
M

o
v

in
g

 I
m

a
g

e
in memoriam

The 50TH 
ED IT ION

6

8

14

18

21

28

32

54

62

84

92

24

48

74

94

96

Senior Editor
Grahame Weinbren

Editors
Josh Guilford
Kenneth White

Associate Editors
Anita Spooner
Rachel Stevens

Picture Editor
Angela Ferraiolo

Art Direction and Design
Shona Masarin

Cover 
Lorna Mills, Ways of Something, Episode 4 (minute 24) (2015), digital 
file. Courtesy the artist.

Front Page  
Betzy Bromberg, Divinity Gratis (1996), frame enlargement. Courtesy 
the artist.

Printing   
Benchemark Printing, New York.

Millennium Film Journal, issued twice a year in the Spring and the 
Fall, is dedicated to providing an international forum for discussion 
and debate of and around artists’ cinema. Filmmakers, videomakers, 
those who use other technologies of image production, and all 
parties interested in advanced or regressive cinema are encouraged 
to submit articles, reviews, manifestoes, schemas, and proposals. 
Manuscripts should be sent to: The Editors, Millennium Film Journal, 
119 West 22nd Street, 3rd Floor, New York, N.Y. 10011 or may be 
submitted electronically to mfj@mfj-online.org.

ADVERTISING
Please contact  advertising@mfj-online.org.

SUBSCRIPTION INFORMATION

Individual   1 year: $27   *Plus shipping.

Institution  1 year: US $52 / Canada $61 / 
   Outside N. America $78  *Includes shipping.

Subscriptions and back issues are available through the 
MFJ website, www.mfj-online.org.

Published by the Millennium Film Workshop, Inc.
119  Ingraham Street, Brooklyn, NY 11237 

Email: mfj@mfj-online.org
Web: www.mfj-online.org

Copyright © 2018 by Millennium Film Workshop, Inc.
ISSN 1064-5586 

Distributed in the U.S.A. by Publishers Distribution Group, Inc. 
and internationally by Central Books.

Development and 
Editorial Associate
Karolina Majewska

Millennium Film Workshop 
Board of Trustees
Joey Huertas, Executive Director 
Paul Echeverria
Roberta Friedman
Steven Siegel

Introduction 
Grahame Weinbren

Limitless Horizon: Vertical Perspective
Kyle Weise

Naeem Mohaiemen’s Tripoli Cancelled
Rachel Stevens

Jorge Lozano: Illegal
Mike Hoolboom

The Old and the New, in Situ, at the 2017 
Berwick Film & Media Arts Festival
Greg de Cuir Jr.

Kino Skulptur Projekte: Moving Image 
Installation as Public Sculpture at Münster’s 
Decennial Exhibition
Annie Dell’Aria

Gathering Momentum: Light Field 2017
Patrick Harrison

Shambhavi Kaul

A Cinema of Touch: 
The Work of Betzy Bromberg
Vera Brunner-Sung

Lorna Mills, or the Uses of Ugliness
Seth Barry Watter

Ways of Seeing After the Internet
Johanna Gosse

Let Us Now Praise Famous Girls: The Sublime 
in Jennifer Reeder’s A Million Miles Away
J. Ronald Green

Fever in the Insta-Archive: 
An Interview with Dan Browne
Clint Enns

Anita Thacher (1940-2017)
Michelle Leftheris, Grahame Weinbren

David Pendleton (1964-2017)
Brittany Gravely

Books Received

mailto:mfj@mfj-online.org
mailto:advertising@mfj-online.org
http://www.mfj-online.org
mailto:mfj@mfj-online.org
http://www.mfj-online.org


M I L L E NN I UM  F I LM  J OURNA L I NTRODUCT I O N6 7

IN
T

R
O

DU
C

T
IO

N

This is the 50th volume of the Millennium Film Journal. 
If you have the entire run of the journal on your shelves, the 
count will be 50 books including this one. Though this volume 
is labeled MFJ No. 67, the number of the issue does not indicate 
how many physical editions of the magazine have been published, 
since there were several multi-volume issues in the ‘80s and 
‘90s. This is indeed the 50th book. It is also 50 years since Ken 
Jacobs founded the Millennium Film Workshop, an anniversary 
celebrated throughout 2018 with 50+ events in New York City. 
As the Workshop is the publisher of the MFJ, we are delighted 
with this mathematical coincidence. A half century is a good 
measure of time. 50 books is a respectable number.

I am inspired by these numerological facts to reconsider the 
aims and mission of our magazine. First the past: in 1978, there was 
a substantial experimental film culture, dozens if not hundreds of 
working filmmakers associated with Millennium Film Workshop 
and other organizations on both US coasts and across the country. 
In contrast to this plenitude, few institutions (perhaps only NYU 
Cinema Studies) offered courses in the theory and history of 
artists’ film and video, and consequently there was a paucity of 
writing about it, and even fewer publications that accepted texts 
addressing this heterogeneous, subversive, complicated culture. 
To respond to this lack, Howard Guttenplan, the late executive 
director of the Workshop, initiated the Millennium Film Journal.

In the present time, the situation is very different. Artists 
who use the moving image as medium are represented by 
prestigious galleries, exhibited in prime spaces of major museums, 
included in international biennials and art fairs, addressed in the 
most serious journals and university press books, and discussed 
in the highest reaches of academia, while the exhibition of artists’ 

moving image continues as always in micro-cinemas, alternative 
spaces, pop-up galleries, major, minor, and underground film 
festivals, and other such venues. There are dozens of courses 
and even entire departments devoted to the practice, theory and 
history of experimental film and video. No longer is a publication 
like the MFJ required to fill a void. 

What then is the function in the first quarter of the 21st 
century of the oldest periodical publication devoted to artists’ 
moving image? The answer is simple, a one liner, and it has been 
an aspect of the journal’s mission since its first issue. We are a 
primary information source. Readers consult the journal for a 
snapshot of what moving image artists are doing and the issues 
animating the field. A photograph can only capture a segment of 
reality, and like a snapshot we make no claim of completeness or 
generality. We depend on our writers to contribute what they find 
important or interesting or inspiring in our corner of culture, and 
have no illusions that we are celebrating only the momentous, no 
pretensions of comprehensiveness, no fantasies of omniscience. 
The MFJ does not take an editorial position on the controversies 
and disputes that agitate the field, though our writers do, 
expressing their views in their contributions. As a filmmaker I 
have passionately held positions on many of the issues in play, but 
I try to keep my personal biases out of editorial decisions.

MFJ No. 67 covers a variety of forms and formats. Common 
themes emerge across the texts. Two articles address the work of 
Canadian artist Lorna Mills. Seth Barry Watter’s analysis of her 
work argues for a currency and value in Mills’ subversive embrace 
of the Ugly. Johanna Gosse examines Ways of Something for which 
Mills subdivided John Berger’s BBC television series Ways of 
Seeing into one-minute segments and invited a different artist to 

compose new video material for each segment while retaining the 
original audio track. The resultant multi-authored work reveals 
biases and subtextual assumptions inherent to Berger’s canonic 
programs. Vera Brunner-Sung has contributed a major analysis of 
the films of Betzy Bromberg, a veteran filmmaker much known 
and admired by other moving-image artists but not so familiar to 
the general public. Brunner-Sung traces Bromberg’s development 
through changes in style, content and substance, uncovering 
consistent themes and obsessions. J. Ronald Green revives the 
aesthetic concept of the Kantian Sublime in reference to works by 
Jennifer Reeder and James Benning, two filmmakers who appear 
to represent antithetical aesthetic positions. Finally, Clint Enns 
interviews Dan Browne, a prolific filmmaker who works in both 
analog and digital media, using each format where he deems it 
appropriate. 

The six shorter texts in this issue demonstrate the breadth 
of our field to an even greater degree. Patrick Harrison’s review 
of the second occasion of the analog film festival, Light Field, 
finds that an enveloping sense of community is an effect of the 
exhibition of 16mm films. At another extreme, the 2017 Münster 
Skulptur Projekte, the major exhibition of public sculpture that 
occurs every ten years, is reviewed by Annie Dell’Aria. The 
exhibition features works that incorporate moving images within 
sculptural objects and non-standard environments. Dell’Aria 
suggests that with the slow demise of cinema as a shared cultural 
experience, its emergence in public sculptures may “begin to 
reclaim public sculpture’s capacity for creating a new and much 
needed commons,” a position that resonates with Harrison’s 
assessment of the communities that form around 16mm 
screenings. Rachel Stevens’s review of Naeem Mohaiemen’s 

apocalyptic feature-length work Tripoli Cancelled emphasizes 
political undertones and implications, as does Kyle Weise’s review 
of Vertical Perspective at the Gallery of Modern Art in Brisbane 
Australia. Weise finds in its collection of vertical views a focus on 
the changing post-colonial society and the contributions of the 
Aboriginal peoples decimated by the occupying British centuries 
ago. Mike Hoolboom describes the films of Jorge Lozano, whose 
work focuses on yet another aspect of the post-colonial, the 
undocumented inhabitants of the western democracies. 

Last but not least, this issue also features an original work 
by the artist Shambhavi Kaul: a collage of materials related to her 
short film, Hijacked (2017), which was included in Kaul’s 2017 
exhibition at Jhaveri Contemporary in Mumbai, Silver Bird. 
Extending Kaul’s recent interest in the aesthetics and politics of 
“airplane space,” her Artist Pages unravel the complex tangle of 
anxieties undergirding contemporary air travel, from terrorism to 
economy minus seating, migration, drone strikes, and industrial 
obsolescence. In these sorry times, the political is around 
every corner, under every rock, inspiring a spectrum of artistic 
approaches and responses. The 50th volume is a far-reaching 
demonstration of the continuing potential of the moving image 
in the hands of artists.

GRAHAME WEINBREN




	Millennium Film Journal 67_spreads2.pdf
	Masthead
	Table of Contents
	Contributors
	Introduction
	Reviews
	Limitless Horizon: Vertical Perspective
	Naeem Mohaiemen's  Tripoli Cancelled
	Jorge Lozano: Illegal
	The Old and the New, in Situ  at the 2017 Berwick Film & Media Arts Festival
	Kino Skulptur Projekte
	Gathering Momentum: Light Field 2017
	A Cinema of Touch: The Work of Betzy Bromberg
	ARTIST PAGES: Shambhavi Kaul
	Lorna Mills,  Or the Uses of Ugliness
	Ways of Seeing After the Internet
	Let Us Now  Praise Famous Girls: The Sublime in Jennifer Reeder’s  A Million Miles Away
	Fever in the Insta-Archive: An Interview with Dan Browne
	In Memoriam




