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Ariella Azoulay & Elle Flanders

7KH�5LJKW�WR�6KDUH��
WKH�3XEOLF�$UFKLYH��

$�FRQYHUVDWLRQ�DERXW�$ULHOOD�$]RXOD\śV��
'LƨHUHQW�:D\V�1RW�WR�6D\�'HSRUWDWLRQ

*HRUJHWWH�WROG�PH�VKH�OHIW�RQ�RQH�RI�WKH�FRQYR\V�ZLWK�
KHU�PRWKHU�DQG�DXQWV��+HU�IDWKHU�KDG�EHHQ�WDNHQ�
DZD\�DV�D�SULVRQHU�ZLWK�KHU�XQFOHV��ŝHuwaje�Ş�KHU�
DXQW�VDLG��ŝSOHDVH�VWRS��P\�QLHFH�LV�QRW�ZLWK�XV��,�PXVW�
JR�EDFN�DQG�JHW�KHU�Ş�,Q�WKH�FKDRV��WKH�RQH�\HDU�ROG�
FKLOG�ZDV�OHIW�XQGHU�D�WUHH��ŝHuwaje is the name for a 

-HZ�Ş�*HRUJHWWH�H[SODLQV��ŝ0\�DXQW�ZDV�EUDYHU�WKDQ�
P\�PRWKHU�WR�VSHDN�ZLWK�WKH�GULYHUřKH�ZDLWHG�Ş�
7KH\�GURYH�IURP�5DPOH�WR�/DWUXQ��ZKHUH�WKH\�ZHUH�
OHIW��QR�VKHOWHU��QR�IRRG��ŝ:H�ZDONHG�IRU�PDQ\�NLOR-

PHWUHV��VRPH�FKLOGUHQ�GLHG�DORQJ�WKH�ZD\��$�PRWKHU�
OHIW�KHU�FKLOG�EHFDXVH�VKH�FRXOGQśW�IHHG�KHU��:H�VOHSW�
LQ�D�ƩHOG�IRU�GD\V�XQWLO�ZH�IRXQG�DQ�ROG�EDUQ��0RVW�
VOHSW�XQGHU�WKH�ROLYH�WUHHV��:H�RQO\�KDG�QRWKLQJ�ZLWK�
XV��MXVW�VRPH�FORWKHV�IRU�WKH�FKLOGUHQ��ZH�WKRXJKW�ZH�
ZRXOG�EH�KRPH�LQ�WZR�ZHHNV��0DQ\�ZHHNV�ODWHU�WKH�
81�FDPH��DQG�WKH�5HG�&URVV��:H�GLGQśW�KDYH�IRRG��
7KH\�VHW�XS�WHQWV�Ş�

(OOH�)ODQGHUV� I look at your images and I imagine 
Georgette amongst the well-dressed deportees 
of Ramle. She is a tiny woman, maybe seventy. 
She is our neighbour in Ramallah. She hands me 
PDśDPRXO��GDWH�ƩOOHG�FRRNLHV�VKH�EDNHG�IRU�(DVWHU��
over our shared fence. She invites me in and tells 
PH�KHU�VWRU\��ŝ%ULQJ�\RXU�FDPHUD�QH[W�WLPH�Ş�
VKH�VD\V��ŝ,�FDQ�WHOO�LW�DJDLQ�VR�LW�LV�UHFRUGHG�Ş�
+HU�SLFWXUH�DSSHDUV�RQ�SDJH�ʔʗʓ�

:KHQ�,�ƩUVW�VDZ�\RXU�SKRWR�HVVD\��,�ZDV�
stunned. The levels at which this all unfolds are 
astonishing. Your traces are indeed photographs 
DNLQ�WR�WKH�ƩUVW�DSSDUDWXVHV��2QH�FDQQRW�LJQRUH�
the camera lucida inference on both levels in your 
work: the tracings that reference the mechanical 
VRXUFH�DQG�WKH�UHIHUHQFH�RI�FRXUVH�WR�%DUWKHVśV�
text of the same name. The shading in your images 
UHPLQGV�PH�RI�VRPHWKLQJ�WKH�SRHW�0DKPRXG�'DU-
wish said in reference to the condition of Palestin-
LDQ�H[LOH��ŝ:KDW�UHPDLQV�RI�WKH�JDUGHQ�EHKLQG�XV�

is the power of the shadow.” It also reminds me of 
course of the shadows cast in the camera obscura. 

 The stories embedded within the photos that 
have been kept from our gaze, allowing for a col-
lective blindness, are here resurrected by you as 
tracings accompanied by a text about your inter-
action with the images that not only brings them 
to light but reveals the violence done twice. In its 
attendance at the deportation, its documentation 
of it, and then in its suppression of these photo-
graphs in relation to your work, the Red Cross 
exposes its complicity in the deportation, and, in 
HƨHFW��WKH�WUDQVIHU��RI�D�FLYLOLDQ�SRSXODWLRQ��

In choosing to defy the Red Cross’s prohibi-
tion against using these images further, you enact 
a form of civil disobedience. Can you talk more 
about your choice to sketch, or what I prefer to 
WKLQN�RI�DV�ŝWUDFH�Ş�WKHVH�LPDJHV"�:KDW�GLG�WKDW�
act symbolize for you? 

$ULHOOD�$]RXOD\��0\�DFW�PD\�EH�LQWHUSUHWHG�DV�RQH�
RI�ŝFLYLO�GLVREHGLHQFH�Ş�EXW�WKDW�XQGHUVWDQGLQJ�RI�
it mistakenly assumes that I recognize the con-
stituent violence of the regime that acted against 
the local population as the law. While the violence 
of the law cannot be forgotten anymore and the 
legality of the law is rejected, we cannot speak 
anymore simply of a civil disobedience. Archives 
that prevent citizens from sharing their pasts 
preserve this same violence. The law of archives 
whereby pictures of our past are kept by others 
who exclude us is closer to a surrender declaration 
perpetuating unequal power relations, than it is to 
a common law that is supposed to protect all of the 
parties involved. Common documents are suppos-
edly deposited in the archive for safekeeping, not 
to become its property. The handling by archives 
of common documents as private property contra-
dicts a fundamental right that should be formu-
lated as the right to share the public archive. 

I therefore prefer to conceptualize my act of 
tracing the event of photography as the realiza-
tion of a civil right, not as an act of disobedience. 
This is the right of each and every one of us to 
share documents kept in an archive. This right is 
derived from the fact that the documents at hand 
touch upon our shared life. In my work on the 
concept of the archive, I reject its commonplace 
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description as an institution for the preserva-
tion of the past, and I begin my discussion of it 
from the physical apparatus that awaits us at the 
archive—from card catalogues through the gloves 
WR�EH�ZRUQ�ZKLOH�KDQGOLQJ�WKH�SLFWXUHV��)URP�WKLV�
apparatus one can reconstruct this right of ours as 
inalienable. This right is written in this apparatus 
and recognized by it, and therefore the archive 
seeks to restrict it, attempts to curb our freedom 
of movement within its maze, making sure we 
stay on permitted pathways and abstain from 
wild historical speculation. Recognizing this right 
of ours, the public archive, then, including the 
state archive, tries to pacify the demons liable to 
awaken at any moment as a result of our encoun-
ter with the archive documents and break out in a 
menacing dance with us.

— Your texts challenge the images in an impor-
tant way, speaking to them and through them and 
hence back to us. Would you say you are using 
these tracings as a way to enact and/or reverse 
the photographic violence done and challenge 
the spectator to become an active rather than 
passive viewer? Would this be an example of the 
ŝFLWL]HQU\�RI�SKRWRJUDSK\Ş�DV�\RX�GHƩQH�LW�LQ�\RXU�
ʕʓʓʛ�ERRN�7KH�&LYLO�&RQWUDFW�RI�3KRWRJUDSK\? Can 
you explain?

—— The photographs were taken in a violent 
reality, and I must emphasize that this violence is 
not over as we view them now. The viewing posi-
tion plays a cardinal role in the way our relations 
with others—the photographed, the photogra-
pher, other spectators—continue to unfold. As 
we view the photographs in which violence has 
been inscribed, we are forever participating in the 
shaping of the power relations that would result 
from them. The archive tempts us to regard the 
formation of power relations already shaped—the 
strong imposing their will upon the weak—as 
WKH�RUGHU�RI�WKLQJV��IRU�ŝWKDWśV�KRZ�LW�ZDV�Ş�D�
past event. The way I conceptualize the event of 
photography, insisting upon the event that takes 
place as a viewer faces a photograph, we no longer 
view a completed past but are, rather, witnessing a 
continuous present.

— The Palestinians who are being expelled in 
these images could be considered those excluded 
from the juridical system in toto. In this sense 
WKH\�DUH�LGHQWLƩHG�DV�QRQ�FLWL]HQV��+RZ�GRHV�WKH�
tracing of them, the redrawing of the photographs, 
LQWHUDFW�ZLWK�RU�DƨHFW�WKHLU�VWDWXV"

řř�7KHLU�VWDWXV�KDV�EHHQ�RƫFLDOO\�Ʃ[HG�E\�WKH�
regime that governs them or has turned them into 
the non-governed, as in the case in question. The 
non-governed is a category I elaborated upon in 
one of my early essays1�RQ�WKRVH�QDPHG�ŝUHIX-
gees,” and it is meant to point out the connection 
between those whom Israel expelled from their 
land and the Israeli regime that decided their 
fate, turning them into people it does not wish to 
JRYHUQ�DQG�WKHUHIRUH�H[SHOV��7KH�RƫFLDO�VWDWXV�RI�
the refugees has not changed; nor will it change as 
D�UHVXOW�RI�UHDGLQJ�SKRWRJUDSKV��%XW�LI�ZH�XQGHU-
stand political regime not merely as a collection 
of institutions but as the way in which we are 
governed alongside others, in the world that I re-
draw one layer on top of the other, the Palestinians 
and I myself are governed on the same plane, by 
the same regime, and the form of violence called 
GHSRUWDWLRQ�RU�H[SXOVLRQ�DSSHDUV�LQVXƫFLHQW�WR�
create separation—quite the contrary is true. The 
tracing of the photographed persons enables me to 
reconstruct violence as a bond of sorts rather than 
of separation. Once we recognize the bond, we are 
called upon to transform its nature.

— You bring your own history as an Israeli and 
very much as a woman (categories often on dif-
ferent ends of the citizenship spectrum) to these 
images. While much of my own photo-based work 
about Palestine is meant to give voice to alterna-
tive narratives and to debunk central mythologies 
of the Zionist dream, as a Jew who grew up in 
Israel and who participated in that Zionist dream, 
I often think of my work as public acts of contri-
tion. Your insistent text, your questions of the 
people in the images and to those who took them, 
almost feel like questions the Israeli public should 
be asking but are not. Can you speak a little more 
about the almost incantation-like feel of the texts 
that accompany your drawings?

—— I like to spend much time with photographs 
until the recorded scene comes to life and the 
VSHFLƩF�SRLQW�RI�YLHZ�IURP�ZKLFK�WKH\�ZHUH�WDNHQ�
ceases to dominate the event of photography that 
I participate in. When I began to draw the photo-
graphs, I was surprised to discover that in spite of 
my careful observation, many details had escaped 
my attention. Only upon tracing the photograph 
that opens this series, for example, did I real-
ize I was much too taken with the girl resolutely 
marching at the head of the line. Having always 
followed the procession in her footsteps, I had for-
gotten the other girls. The act of drawing exposed 
WR�PH�WKH�JLUO�ZKR�ZDV�KDYLQJ�GLƫFXOW\�ZDONLQJ��
the one whose legs were buckling under her, who 
had not the strength to do what was now required 
of her and march erect. She needs the comfort-
ing hand not only of her mother but of another 
woman as well. The hands of the two women 
walking beside her are full. One holds a baby, the 
other carries a heavy sack on her head. Neither 
of them is having an easy time, but their hardship 
pales in view of this girl’s need of two hands to 
hold her, to reassure her, pressing her little palm 
to let her know she is safe, that two hands would 
forever hold her, even while ordered to walk many 
miles in the sand, thirsty, tired, sad, lost.

— When I began photographing the Palestinian 
YLOODJHV�RI�ʔʜʗʛ��RU�UDWKHU�WKH�YLOODJHV�WKDW�QR�ORQJHU�
exist, I would often tell people, of course somewhat 
facetiously, that I had been taking photographs of 
ŝQRWKLQJŞ�IRU�ƩIWHHQ�\HDUV��%XW�,�ZDV�LQWHUHVWHG�LQ�
what the images could hold and what the spectator 
could see. Several years ago, I decided that, as an 
act of solidarity, I would photograph these vil-
lages for my exiled Palestinian friends: the homes 
of their imaginations, of their parents and grand-
parents, mostly a generation who had never seen 
these places and likely never would. The results 
ZHUH�RI�FRXUVH�GLƫFXOW��FRPSOLFDWHG��DQG�RIWHQ�
XQH[SHFWHG��+HUH�LV�D�UHVSRQVH�P\�IULHQG�)DG\�
Joudah, the poet, wrote after I sent him a photo-
graph of Isdud, his father’s village: 7KH�GDLV\�ƪRFN�
LQ�WKH�SKRWR�UHPLQGV�PH�RI�D�OLQH�IURP�3DOHVWLQLDQ�
SRHW�ODXUHDWH�0DKPRXG�'DUZLVK�WKDW�KH�ZURWH�IRU�
KLV�IDWKHU��$V�IRU�P\�ZRUGV��,�GRQśW�NQRZ�ZKDW�WR�VD\���
7KDW�,VUDHOL�SRHW�<HKXGD�$PLFKDL�IRXJKW�WKHUH�ZKLOH�

P\�IDWKHU�DW�IRXUWHHQ�ZDONHG�EDFN�DORQH�LQ�WKH�QLJKW�
WR�FROOHFW�KLV�VFKRRO�SDSHUV�EHFDXVH�KLV�LOOLWHUDWH�PRWKHU�
ZDV�QRW�VXUH�WKDW�WKH�QHZ�VFKRROV�IRU�UHIXJHHV�ZRXOG�
UHFRJQL]H�KLV�VFKRROLQJ��ZKLOH�$PLFKDL�UHVWHG��DQG�
IDWLJXH�UHVWHG�LQ�KLV�PHPRU\�IRU�\HDUV�LQ�RUGHU�WR�FRPH�
DOLYH�DJDLQ�LQ�D�SRHP�DERXW�WKH�WKUHH�PRVW�H[KDXVWLQJ�
times of his life. ,W�SXWV�SRHWU\�WR�VKDPH��+H�SURE-

DEO\��RU�DW�OHDVW�RQH�ZRXOG�KRSH��ZRXOG�EH�DVKDPHG�RI�
KLPVHOI�DQG�KLV�SRHPV�KDG�KH�NQRZQ�RU�HYHQ�WKRXJKW�
RI�WKH�FKLOG�P\�IDWKHU�ZDV�WKDW�QLJKW�

řř�7KH�GHQLDO�RI�ʔʜʗʛ�DQG�WKH�VLOHQFLQJ�RI�WKH�
H[SXOVLRQ�DUH�D�SDUW�RI�WKH�RQJRLQJ�FULPH�RI�ʔʜʗʛ��
committed not only against the Palestinians but 
also against Israelis, accomplices in a crime that 
does not appear to them as such. One of the things 
I tried to reconstruct out of the photographs from 
which I created an archive of that period—From 

3DOHVWLQH�WR�,VUDHO 2—was the disaster’s becoming a 
non-disaster, or a disaster from the point of view of 
the Palestinians. Photography played—and contin-
XHV�WR�SOD\řD�VLJQLƩFDQW�UROH�LQ�WKLV��2XU�KDELWXDO�
YLHZLQJ�JHVWXUH��VD\LQJ�ŝWKLV�LV�;�Ş�QDPHO\�ŝWKLV�LV�
D�UHIXJHHŞ�RU�ŝWKLV�LV�DQ�LQƩOWUDWRU�Ş�LV�SDUW�RI�WKDW�
which grants recognition to the criminal political 
categories that turn citizens into the embodiments 
RI�UHJLPH�SHUYHUVLRQV��7KH�VSHFWDWRU�DƫUPV�RU�
rejects the validity of these categories not due to 
D�VSHFLƩF�PLQGVHW�RU�DQ\�LQFLGHQWDO�LJQRUDQFH��
At hand is the orchestrated, uncompromising state 
FRQVWUXFWLRQ�RI�D�FLYLO�ƪDZ��GRLQJ�HYHU\WKLQJ�WR�
hinder the Israeli citizen’s ability to recognize the 
ʔʜʗʛ�GLVDVWHU�DV�VXFK��7KHUHIRUH��WKH�EHODWHG�GLV-
covery of the Nakba [the Palestinian catastrophe] is 
laden with seething pain and shame for every min-
ute of one’s previous unaware, oblivious existence. 
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West Bank Road Atlas

Elle Flanders and Tamira Sawatzky 
created this atlas from photographs 
they took in 2008–09 while travelling 
through the West Bank of the 
Palestinian territories, where they 
observed the existence of a dual, 
separate system of roads: small 
country roads for Palestinians and 
modern highways for Israeli settlers. 
The atlas images form a set of 
typologies that emerged from the 
larger body of photographs the artists 
took during that period. These 
typologies reveal patterns in the 
landscape of Israel–Palestine that are 
too often the subject of what Ariella 
Azoulay describes elsewhere in this 
issue of Fillip as “untaken,” “inacces-
sible,” or “unshowable” photographs—
images and discursive framings that 
lie outside dominant narratives and 

are thus especially subject to 
censorship, redefinition, or destruc-
tion. In making these landscape 
patterns visible, Flanders and 
Sawatzky contribute to the ongoing 
production of both the public archive 
and the political and physical 
environment of Israel–Palestine, 
offering conceptual revisions to them 
in tracings of the everyday, infrastruc-
tural violence of the occupation. The 
system of roads depicted here, while 
frequently punctuated by sudden 
outbursts of conflict, is at the same 
time a site of ordinary, unspectacular 
daily struggle that is made all the 
more difficult to navigate by the 
ever-shifting yet strictly controlled 
political boundaries of the region. 
Flanders and Sawatzky’s documentary-
style grids evoke bureaucratic 
regulation as well as geographical 
lines of control and segregation, 

pointing out underrepresented, 
overlooked, and suppressed aspects 
of the region’s landscape and 
reminding us of the stretched-out 
trauma effected through the ongoing 
restriction of the mobility of entire 
populations. West Bank Road Atlas is 
an unconventional and potent 
reminder of the asymmetrical ways a 
divided people is administered and 
governed over time.

Flanders and Sawatzky’s exhibition 
Road Shots (March 17–April 21, 2012, 
O’Born Contemporary, Toronto), a 
series of large-scale photographs 
tracing the political landscape of 
Israel–Palestine, is drawn from this 
same body of photographic work.  
The exhibition photographs are 
“engraved” with computer-generated 
line drawings that evoke the harmony 
and geometric order of traditional 
Islamic architecture while suggesting 

the literal and figurative borders that 
divide the landscape, including the 
“security” fences and walls that keep 
one people isolated from another. 
While the images in the exhibition  
are different from the typologies that 
make up West Bank Road Atlas, the 
typologies represent the archive that 
underlies the exhibition.

The artists’ video installation  
Road Movie, filmed in stop-motion 
animation in the West Bank, debuted 
at the 2011 Toronto Film Festival and 
was showcased at the 62nd Berlinale 
in February 2012. Road Movie depicts 
episodes of contemporary life in 
Palestine, illustrating the ways the 
segregated road system the artists 
examine in Road Shots and West Bank 
Road Atlas complicates the everyday 
movements of people. 

— Kate Steinmann
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Melanie Gilligan
Affect & Exchange

1. See my work Self-Capital (2009) 
regarding my approach to translating 
these conditions to a video work. Find 
Self-Capital online in three parts via my 
YouTube channel: http://www.youtube.
com/user/mgilligan7/videos. 
2. Bertolt Brecht, “The Modern Theatre 
Is the Epic Theatre,” Brecht on Theatre, 
trans. John Willett (London: Methuen, 
1964).
3. Gilles Deleuze lecture, Spinoza, Janu-
ary 24, 1978, trans. Timothy S. Murphy, 
http://www.webdeleuze.com/php/texte.
php?cle=11&groupe=Spinoza&langue=1. 
4. Benedict de Spinoza, Works of Spi-
noza, vol. 2, trans. R. H. M. Elwes (New 
York: Dover Publications, 1955), 130. 
5. Brian Massumi, Parables for the Virtu-
al: Movement, Affect, Sensation (Durham, 
NC: Duke University Press, 2002). The 
reading of difference between affect, 
feeling, and emotion is taken from Eric 
Shouse, “Feeling, Emotion, Affect,” M/C 
Journal 8, no. 6 (December 2005), http://
journal.media-culture.org.au/0512/03-
shouse.php. 
6. Real subsumption is a means of 
increasing the surplus value extracted 
from labour through boosting produc-
tivity. There are two ways in which the 
capitalist can increase the quotient of 
surplus value that he or she makes in 
production: formal and real sub-
sumption. Formal subsumption is the 
extension of time in the working day. 
Real subsumption is the implementa-
tion of novel technological, social, or 
organizational processes (to name a 
few) that increase productivity, hence 
decreasing the amount of time needed 
to create the same amount of surplus 
value. If less socially necessary labour is 
required in a workday and the capital-
ist maintains a workday of the same 
length, this will deliver a larger amount 
of surplus value. Real subsumption is 
a condition that increasingly touches 
all parts of our existence as more and 
more aspects of our lives are optimized 
to increase productivity and profit-
ability.
7. Gilles Deleuze, “Postscript on the 
Societies of Control,” October, no. 59 
(Winter 1992), http://www.n5m.org/
n5m2/media/texts/deleuze.htm.

8. The process of capital accumulation 
that enables capital’s own reproduc-
tion and expansion (as theorized by 
Marx in its simple, not expanded—more 
complex and non-linear—form) involves 
capital investment in production, which 
produces commodities that are sold 
for more capital than what was initially 
invested, which in turn is reinvested in 
producing more commodities, which 
bring in more capital, and so forth, cre-
ating a cycle of expansion. This expan-
sion and multiplication of capital (on 
an individual level) happens through 
realizing the value of commodities 
(or valorizing them) in circulation and 
exchange, a process of expansion that 
is mirrored on the level of capital’s self-
valorization as a whole.
9. Karl Marx, “The General Formula for 
Capital,” in Capital (1867), vol. 1, chap. 4, 
http://www.marxists.org/archive/marx/
works/1867-c1/ch04.htm. Author’s 
emphasis. Marx goes on to say that 
“its valorization is therefore self-valo-
rization. By virtue of being value, it has 
acquired the occult ability to add value 
to itself. It brings forth living offspring, 
or at least lays golden eggs.” To be 
clear, when Marx, or I, say “value,” this 
is defined as the socially necessary ab-
stract labour embodied in a commodity. 
This definition of value as “socially nec-
essary” labour means that the labour 
inherent to a commodity is determined 
by contextual conditions such as the 
price of the workers’ housing, food, and 
other consumption, as well as the rate 
of employment, demonstrating how 
each variable is always determined by 
all the other variables and thus the total 
system of capital.
10. Karl Marx, “Estranged Labour,” in 
Economic and Philosophical Manuscripts 
of 1844 (1932), http://www.marxists.org/
archive/marx/works/1844/manuscripts/
labour.htm. All these consequences are 
implied in the statement that the worker 
is related to the product of labor as to 
an alien object. For on this premise it is 
clear that the more the worker spends 
himself, the more powerful becomes the 
alien world of objects which he creates 
over and against himself, the poorer he 
himself—his inner world—becomes, the 
less belongs to him as his own.
11. John Maynard Keynes, “The State of 
Long-Term Expectation,” in The Gen-
eral Theory of Employment, Interest and 
Money, (Cambridge, 1936), http://marx-
ists.org/reference/subject/economics/
keynes/general-theory/ch12.htm.
12. For instance, credit default swaps 

(CDSs) that are at the heart of the 
current euro crisis—which are literally 
a contract (mainly backed by banks) 
agreeing to swap a debt asset should 
the debtor default—are, in volatile 
times such as now when the European 
bond market is collapsing, instigators 
of a much more perilous future as they 
redistribute the risk of debt far beyond 
Europe.
13. Many articles can be found describ-
ing the situation in these terms, includ-
ing Guy Dinmore, “Could Berlusconi 
Gambit Buy Him More Time?” Financial 
Times, November 8, 2011. After Berlus-
coni’s resignation the article stated that 
Berlusconi’s “coalition is under notice 
from European partners and panick-
ing debt markets that he will honour 
his commitments quickly.” See also: 
Victor L. Simpson, “Silvio Berlusconi 
Resignation: Billionaire Slain by the 
Markets,” Huffington Post, November 
8, 2011, http://www.huffingtonpost.
com/2011/11/08/silvio-berlusconi-
resignation_n_1082550.html.
14. Victor Mallet, “Spanish Frontrun-
ner Begs for ‘More than Half an Hour,” 
Financial Times, November 18, 2011.
15. Brian Massumi, “The Future Birth of 
the Affective Fact,” Conference Proceed-
ings from Genealogies of Biopolitics, 
accessed January 9, 2012, http://browse.
reticular.info/text/collected/massumi.pdf.
16. It is not only workers and capital that 
is reproduced, it is the state and all its or-
gans, the family structure and the system 
of gender relations, the constitution of the 
individual as a subject. . .and so on. “Crisis 
in the Class Relation,” Endnotes, April 
2010, http://endnotes.org.uk/articles/2. 
17. It is a totality in Hegel’s sense, in that, 
after passing through different stages, 
the totality preserves within itself all of 
these stages as elements in its structure 
and can only be comprehended as a 
whole, not in its parts. 
18. That totality is what Marx described 
as “total social capital,” the disparate 
whole of all the individual capitals in 
their dynamic interrelations, concatena-
tion, and reproduction, including their 
roles in social reproduction. Karl Marx, 
“Introduction,” in Capital (revised 2nd 
ed. of 1885 publication), vol. 2, chap. 18, 
http://www.marxists.org/archive/marx/
works/1885-c2/ch18.htm.
19. Geoff Pilling, “The Concepts of Capi-
tal,” in Marx’s Capital—Philosophy and 
Political Economy, accessed January 8, 
2012, http://www.marxists.org/archive/
pilling/works/capital/pilling6.htm.
20. I myself subscribe to the notion that 

communism as first envisioned by Karl 
Marx was never realized in any of the 
real world social systems that came 
about in the last century. 
21. In Germany, crowds of weavers 
fighting against poor labour conditions 
rioted, destroying machinery along with 
the deeds to the machinery, demanding 
money from local merchants.
22. Karl Marx, “Critical Notes on  
the Article:  ‘The King of Prussia  
and Social Reform.  By a Prussian,’”  
http://www.marxists.org/archive/marx/
works/1844/08/07.htm. Originally pub-
lished in Vorwäarts!, no. 63,  
August 7, 1844.
23. Raya Dunayevskaya, “Practic-
ing Proletarian Reason,” accessed 
December 30, 2011, http://libcom.org/
library/practicing-proletarian-reason-
dunayevskaya.
24. Jason Reade, “The Production of 
Subjectivity: From Transindividuality to 
the Commons,” New Formations, no. 70 
(Winter 2011), 118.
25. Ibid.
26. Alfred Sohn-Rethel, Manual and 
Mental Labour: A Critique of Epistemol-
ogy (London: MacMillan Press Ltd, 1978), 
25–29.
27. Gilles Dauve, “When Insurrections 
Die,” Endnotes, October 2008, http://
endnotes.org.uk/articles/9.
28. The contemporary art context 
equivalent to labour-money is Time-
Bank by e-flux. See http://e-flux.com/
timebank/.
29. Karl Marx, “The Chapter on Capital,” 
in Grundrisse, accessed December 30, 
2011, http://www.marxists.org/archive/
marx/works/1857/grundrisse/ch05.htm.
30. Gilles Dauve, “When Insurrections 
Die.”
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Ariella Azoulay & Elle Flanders
The Right to Share the Public Archive

1. Ariella Azoulay, “The Governed Must 
Be Defended: Toward a Civil Political 
Agreement,” Sedek (special translated 
issue), 2008, http://arenaofspecula-
tion.org/wp-content/uploads/2011/05/
Sedek-eng-final.pdf.
2. Ariella Azoulay, From Palestine to Israel: 
A Photographic Record of Destruction and 
State Formation, 1947–1950 (London: Pluto 
Press, 2011); this is the English transla-
tion of her book Constituent Violence 
1947–1950 (Tel Aviv: Resling, 2009).
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Patricia Reed
Co-autonomous Ethics and the  
Production of Misunderstanding

1. Claire Bishop, “Antagonism and Rela-
tional Aesthetics,” October, no. 110 (Fall 
2004), 51–79.
2. Claire Bishop, “The Social Turn: 
Collaboration and Its Discontents,” 
Artforum, February 2006, 178–83.
3. Jacques Rancière, “The Ethical Turn 
of Aesthetics and Politics,” trans. J. P. 
Deranty, Critical Horizons 7, no. 1 (2006), 
1–20. 
4. Alain Badiou, Infinite Thought: Truth 
and the Return to Philosophy, trans. 
Oliver Feltham and Justin Clemens 
(London: Continuum, 2005), 56.
5. Jacques Rancière, Aesthetics and 
Its Discontents, trans. Steven Corcoran 
(Cambridge: Polity Press, 2009), 109–32.
6. On “socially reflective” artworks: 
When a distinction is made between 
“the social” and “politics,” the social 
is synonymous with the normative 
operation of things, functions, people, 
and places whereas the political is un-
derstood as that which disrupts a given 
ordering. Socially reflective artworks 
are then those that remain entrenched 
within a normative ordering, and mirror 
this system mimetically; they represent 
given structures of domination, without 
affirming something or indeed anything 
other.
7. Jacques Rancière, “Ten Theses on 
Politics,” in Dissensus: On Politics and 
Aesthetics, trans. Rachel Bowlby and 
Davide Panagia (London: Continuum, 
2010), 27–44. 
8. Jacques Rancière, Hatred of Democ-
racy, trans. Steven Corcoran (London: 
Verso, 2006).
9. Rancière, “The Ethical Turn of Aes-
thetics and Politics,” 1–2.
10. Margaret Thatcher coined what has 
now become the slogan of neolib-
eralism, repeating across countless 
speeches: “There is No Alternative” 
to the instituted policies of economic 
liberalism. 
11. Simon Critchley, Infinitely Demand-
ing: Ethics of Commitment, Politics of 
Resistance (New York: Verso, 2007), 17.
12. Alain Badiou, Ethics: An Essay on the 
Understanding of Evil, trans. Peter Hall-
ward (London: Verso, 2001), 14.
13. Ibid., lvi.
14. “Otherness” is a term with multiple 
psychological/philosophical lineages, 
so it is necessary to clarify that I shall 

use it here with the most generic of sig-
nifications: that which is inharmonious 
to the given and that which is unfamil-
iar/unknown—environmentally, socially, 
in the figure of the stranger and other 
subjectivities. 
15. A neologism in English, “politicity” 
is a translation of the French politicité, 
indicating the capacity to be political.
16. Gilles Deleuze, Cinema 1: The Move-
ment-Image, trans. Hugh Tomlinson and 
Barbara Habberjam (London: Athlone 
Press, 1986), 14.
17. Thomas Hirschhorn, “The Bijlmer 
Spinoza Festival,” lecture at the Autono-
my Project Symposium, Van Abbemu-
seum (Eindhoven, NL), October 8, 2011. 
18. Liam Gillick, “The Good of Work,” 
e-flux journal, May 2010, http://www.e-
flux.com/journal/view/142.
19. Critchley, Infinitely Demanding, 2.
20. Ibid., 89.
21. Jodi Dean, Blog Theory: Feedback 
and Capture in the Circuits of Drive (Cam-
bridge: Polity Press, 2010), 26.
22. Terry Eagleton, The Function of Criti-
cism (New York: Verso, 2005), 10.
23. Bruno Latour, “Why Has Critique 
Run Out of Steam? From Matters of Fact 
to Matters of Concern,” Critical Inquiry 
30, no. 2 (Winter 2004), 225–48.
24. Ibid.
25. Jacques Rancière, Disagreement: 
Politics and Philosophy, trans. Julie Rose 
(Minneapolis: University of Minnesota 
Press, 1998). 
26. Ibid., 27.
27. Ibid., 16.
28. Jacques Rancière, “Literary Mis-
understanding,” trans. Mary Stevens, 
Paragraph 28, no. 2 (July 2005), 91–103.
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Ola El-Khalidi & Diala Khasawnih
Gastronomica Makan

1. The “group” here refers to Ola El-
Khalidi, Diala Khasawnih, and Samah 
Hijawi, sometimes referred to as 
Makan’s collective. 
2. If living in the Mission district of San 
Francisco, get fresh okra from the Civic 
Center farmers’ market or the Duc Loi 
Supermarket (2200 Mission Street). 
Otherwise, plant your own.
3. Samah Hijawi is an artist and a mem-
ber of Makan, presently running the 
space and program in Amman, Jordan. 
4. In September 2009, Ola and Diala 
took Makan to a residency called Quien 
puede vivir en esta casa run by artist 
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Lucrecia Urbano in Buenos Aires. They 
spent three weeks at the residency 
during which, in response to great 
demand, they invited a crowd to a 
Levantine meal. Alongside the meal, 
they produced a cookbook for future 
residents including the recipes made 
that day and where to find required 
ingredients in Buenos Aires. The menu 
comprised lentil soup, chicken fatteh, 
okra in olive oil, aubergine with tahini, 
and hummus. The residency also in-
cluded a dance class conducted by Ola. 
See http://makanhouse.net/content/
makan-cooks-argentina.
5. On April 1, 2011, Makan was invited 
to cook ful as part of the event “April’s 
Ful” responding to the Arab Spring. The 
event was part of the Oakland Museum 
of California’s Oakland Standard series, 
organized by the Citizen’s Laboratory. 
See http://museumca.org/theoakland-
standard/april-fuls-night.
6. Saddam Hussein, the ruler of Iraq 
at the time, invaded Kuwait on August 
2, 1990. As a result of the Palestine 
Liberation Organization’s position in 
support of Saddam Hussein’s invasion, 
an estimated 450,000 Palestinians were 
expelled from Kuwait. 
7. Meeting Points started in 2003 and is 
organized by the Young Arab Theater 
Fund. It has become an international 
multidisciplinary event that comprises 
visual arts, film, theatre, dance, music, 
and performance. Its sixth edition runs 
from April 2011 to March 2012. Makan 
has been a partner since its inception .
8. Labaneh’S-Cool is a work made for 
the show Home? that featured Jeanno 
Gaussi (a member of Shatana Work-
shop 2009) along with Ola and Diala. It 
was curated by Deirdre Visser as part 
of the arts program at the California 
Institute of Integral Studies, and ran 
September–November, 2011. 
9. As a variation on the dish, Diala’s 
Damascene grandmother used whole 
leaves of mulukhyyeh. She got them 
fresh, semi-fried the leaves whole, and 
then kept them in the freezer. In a bowl, 
place in layers: 1. fried or grilled (as long 
as crunchy) little squares of pita bread; 
2. white rice (with tiny vermicelli mixed 
into it); 3. the whole leaf mulukhyyeh 
stew; 4. the chicken; 5. a spoonful of 
finely chopped onion soaked in white 
vinegar. Best eaten with small bites of 
green chili. For more on mulukhyyeh, 
see http://en.wikipedia.org/wiki/
Corchorus.
10. In reference to breakfasts in Shat-
ana, Juan Der Hairabedian (Shatana 

participant 2008 from Argentina) wrote:  
Y la caricia volverá a ti Es verano. El sol 
asoma a las 5 a.m. en el pequeño y mon-
tañoso pueblo de Shatana. Hace calor 
y las ventanas están abiertas. El viento 
sacude las cortinas y una luz intensa baña 
la blanca habitación que comparto con 
Mohamed (Marruecos), Bashar (Palesti-
na) y Mustafa (Jordania). Tengo con migo 
las anteojeras que la azafata repartió 
en el avión. Las uso para aprovechar un 
rato más de sueño. Sé que de 8 a 10 a.m. 
puedo disfrutar del desayuno.

En Shatana Workshop no hay horarios, 
no hay obligaciones externas. Lo que 
haces lo haces porque quieres y lo 
consideras necesario. Sólo las comidas 
tienen horarios y la primera por supuesto 
es el desayuno. Las comidas, el tiempo 
del alimento, son un gran momento de 
intercambio entre la veintena de artistas 
que compartimos esta corta e intensa 
residencia de quince días. Las comidas en 
Shatana Workshop son la manifestación 
del espíritu que la organización proyecta 
sobre el grupo. Hay en las comidas una 
caricia, algo suave, algo que nos predis-
pone de modo particular a ese inter-
cambio. No importa cuánto calor hace, 
no importa cuán duro estés trabajando, 
no importa si tu proyecto marcha como 
quisieras o no. Tres veces al día esa cari-
cia volverá a ti en Shatana Workshop.
11. Tom Bogaert, when asked to de-
scribe a meal in Makan, wrote: In the 
Spring of 2010, I did a 98 day residency at 
Makan. Part of the deal was to cook for 
the Makanese people and while I’m not a 
natural born cook, I promised Diala (my 
Makan guardian angel) to give it my best. 
Life was busy as always, amongst other 
things with painting Jordanian flags on 
fresh cucumbers and baking meringues 
made with washing powder bought in the 
West Bank settlement of Ariel; all very 
useful and relevant artistic cooking activi-
ties but alas no time for preparing real 
food for real people as promised. 

I started feeling a bit guilty and in order 
to buy some time, I decided to go for 
takeaway from a well known restaurant 
in Downtown Amman. You have to know; 
Makan is situated on a hill overlooking 
Downtown and there are no easy solu-
tions in getting to the restaurant: walking? 
the heat! driving? the traffic! flying? no 
wings! Once again Diala saved my day 
and said: “Take your bag and walk to 
the nearby multi-storey parking lot, take 
the elevator to the ground floor level (12 
floors down), walk through the men’s suit 
souk, don’t look the salespersons in the 
eye, cross the street, be careful, enter the 

restaurant, show them this note, order 
the food and bring it back up to Makan by 
elevator.” 

That’s what I did and one hour later 
we had a fantastic lunch on Makan’s ter-
race—it was one of the best meals I had in 
my entire life. I kept the post-it as a souve-
nir; I’ve used it many times since. I wasn’t 
off the hook though. About two weeks 
later I cooked spaghetti con calamari and 
we talked about fish and Gaza—but that’s 
another story.
12. Iz Oztat (Shatana 2009 participant 
from Turkey) wrote: I found a wood-
en decorated surface to push the dough 
into and it prints shapes on the bread to 
be cooked. My excitement upon finding 
this object was patiently rewarded by 
everyone. They explained the festive 
bread made with it and gave me the 
recipe. Once the ingredients were ready, 
with the local women cooking for us and 
Diala at the backstage, the festive bread 
is realized and glazed with olive oil. One 
final anecdote that reflects the centrality 
of food in the Shatana experience and the 
generosity: on one of the last days, Ola 
arrives with a huge tray of kunefe and ice 
cream. Makan got a grant that will make 
it survive for a while longer and we eat 
sweets to celebrate! We have a saying in 
Turkish; if you could not have enough of 
something, you say “the taste stayed in 
my palate.”
13. Shatana is a small village of one 
hundred and fifty inhabitants north of 
Amman where Makan ran the Shatana 
International Artist Workshop in 2007, 
2008, and 2009. This residency brought 
twenty-five artists to live, eat, talk, and 
work together for the duration of two 
weeks. The people of Shatana sustain 
themselves economically through 
short-lived army careers and dairy pro-
duction. Widad processes a thousand 
kilograms of milk every day and makes 
dairy products including butter, cheese, 
and yogurt. Labaneh is one of the things 
that Widad makes and we serve it every 
morning for Shatana Workshop break-
fasts. If you live outside of Shatana 
and want to make your own labaneh at 
home, then get a tub of full-fat plain 
yogurt (with no added sweeteners, like 
Greek yogurt), pour it onto a piece of 
muslin that is contained in a sieve in a 
bowl. Mix in some coarse salt, and tie 
the muslin into a bundle. Place some-
thing heavy on it to help push out the 
whey. Within a day or two, depending 
on the weather, you will have a thick 
paste called labaneh that can be used 
as a spread. If you wait a couple more 

days you have a thicker version that can 
be rolled into little balls and soaked in a 
jar of olive oil. 

On a related note, Nicolas Simarik 
(Shatana participant 2009 from France) 
wrote: Je me souviens de beaucoup 
de très bon repas en Jordanie mais il 
y a une chose exceptionnelle dont je 
me souviens encore. C’est la manière 
dont vingt personnes sont capables de 
cuisiner les mêmes ingrédients mais de 
composer différents repas. De plus, les 
artistes ont une capacité à transposer 
leur culture dans un autre pays. Pour ma 
part, je me souviens avoir cuit de l’agneau 
dans de la bière et du whisky comme 
nous faisons souvent cuire des choses 
dans l’alcool en France. Mais mon plus 
grand souvenir culinaire de Jordanie se 
trouve chez moi aujourd’hui. En effet je 
crois avoir été la seule personne à avoir 
acheté du fromage séché sur le toit de 
cette fromagerie pendant tout l’été. 
J’en avais acheté deux kilos et à la date 
d’aujourd’hui (2 ans plus tard), je pense en 
avoir consommé 300 grammes au total. 
Il est si dur et si sec qu’aucun couteau 
ne peut le couper. J’avais donc décidé 
d’en mettre un morceau dans de l’huile 
pendant un an. Mais même après cela, ce 
fut toujours aussi difficile à couper. J’ai 
raconté l’histoire de ce fromage à beau-
coup de gens et certaine je leur donnais 
un morceau de fromage. Un de mes amis 
me dit un jour qu’il était agréable de le 
râper et de l’utiliser comme du parmesan 
italien. Je pense qu’effectivement c’est 
une bonne solution de dégustation. La 
morale de cette histoire est que peut être 
que ce fromage est a l’image des lien 
aussi durable que j’ai pu construire avec 
ces différent artiste en Jordanie.

Je vous embrasse solidement.
Fromagement. (Cheese!)

14. Organized by Flux Factory in New 
York City in October 2011, this event 
brought together collectives from cities 
across the globe to get to know one 
another, talk about collectiveness, 
and realize projects. Parts of the event 
included the public. Makan’s project 
created a pilot restaurant called LBC-
Makan Restaurant (LBC: Lentils Beyond 
Control) in which other participating 
collectives bought shares. However, the 
business plan proved to be unfeasible 
so Makan ventured on its own.
15. Shereen Najjar is a longtime friend 
of Samah’s, a graphic designer and 
passionate cook.
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Christopher Cozier & Claire Tancons 
No More than a Backyard  
on a Small Island

1. Alice Yard’s Web site is at http://
aliceyard.blogspot.com/. Christopher 
Cozier’s Web site, Visual Matters, is at 
http://christophercozier.blogspot.com. 
2. Described as “a contemporary arts 
programme based in Port of Spain, 
Trinidad and Tobago,” Galvanize ran 
from September 14 to October 26, 2006, 
and was supported by CCA7. See http://
projectgalvanize.blogspot.com/.
3. ARC Magazine’s Web site is at http://
arcthemagazine.com/arc/.
4. The Draconian Switch’s Web site is at 
http://www.artzpub.com/home.
5. The Web site for Small Axe’s “SX 
Space” is at http://www.smallaxe.net/
sxspace/.
6. Paramaribo SPAN’s Web site is at 
http://paramaribospan.blogspot.com/.
7. South-South is the title of an exhibi-
tion that was held at the Barnicke Art 
Gallery of the University of Toronto 
(2009) to which Cozier contributed a 
critical essay on the work of fellow 
Trinidadian artist Marlon Griffith.
8. Popop Studios International Center 
for the Visual Arts is an artist residency 
founded by artist John Cox in Nassau, 
Bahamas. See http://www.popopstu-
dios.com/. The Tembe Art Studio is an 
artist residency and art centre initiative 
lead by artist Marcel Pinas in Moengo, 
Suriname. See http://www.tembeartstu-
dio.org/. Projects & Space was founded 
by the artist Sheena Rose. It seeks 
spaces to realize projects throughout 
Barbados. See http://projectsandspace.
tumblr.com/.
9. Mancrab is the name of the King’s 
character and costume in Peter 
Minshall’s River mas’ band of 1983. A 
competitive art form, Carnival involves 
several juried categories, of which the 
King costume is one. Peter Minshall 
(born 1941) revolutionized mas’ by 
bringing a conceptual outlook more 
commonly associated with the visual 
arts and a sophistication in costume 
design learned from his training in 
theatre at London’s Central Saint Mar-
tins in the mid 1960s. Minshall’s work 
played an important role in shaping the 
conversation around contemporary art 
in Trinidad during its heyday in the mid 
1980s to the mid 1990s. Although under-
recognized in the realm of contempo-
rary art, Minshall’s influence on creative 

practice in the Caribbean and beyond 
is enormous. For instance, he was a 
recipient of a Guggenheim Fellowship 
in carnival design and kinetics in 1982 
and a Prince Claus Fund Award in 2001. 
Minshall organized the opening cer-
emonies of three Olympic Games (Salt 
Lake City, 2002; Atlanta, 1996; Barce-
lona, 1992) and designed performances 
for Jean-Michel Jarre’s concert-spec-
tacles in the 1990s (among many other 
contributions to international theatrical, 
music, and sporting events), in addition 
to producing large-scale costumed 
bands for the annual Trinidad carnival 
from 1976 to 2006.
10. Claire Tancons, “Spring,” in The 7th 
Gwangju Biennale. Annual Report: A 
Year in Exhibitions, ed. Okwui Enwezor 
(Gwangju: Gwangju Biennale Founda-
tion, 2008), 334–63, http://indepen-
dent.academia.edu/ClaireTancons/
Papers/1104258/7th_Gwangju_Bien-
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