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Terri C Smith, Creative Director, Franklin Street Works

i n  t h i s  p l a c e  w h e r e  t h e  g u e s t  r e s t s

It’s significant that the starting point for guest curator, 
Jacqueline Mabey’s exhibition, “In this place where the 
guest rests,” was the history of Stamford’s witch trials. 
Mabey draws a parallel between the test by water in 
these seventeenth-century witch trials and the fraught 
experience of many refugees fleeing their countries 
on boats today. In the witch trials if a person floated 
they were deemed a witch and then punished, but if 
they didn’t float and died, they were a victim. Similarly, 
refugees often endure a test of water. If they arrive to 
their destination (float) they often are seen as intruders 
and treated as criminals and/or turned away, but if they 
die while trying to escape their country (drown), they are 
seen as tragic victims of circumstance.

Introduction
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 With this exhibition, the site-specific history of Stamford 
is conceptually tethered to the current, ever-shifting 
global refugee crisis via contemporary works dating from 
2006–2017. Mabey’s exhibition, “In this place where  
the guest rests,” simultaneously reflects recent world 
events, contemporary artists’ ruminations on ideas of 
displacement, and one of Franklin Street Works stated  
core values that “Art is part of a larger social enterprise 
and thereby serves as a catalyst for social action.”  
A significant number of our past shows have also foc-
used on social issues, tackling themes around labor, 
immigration, U.S. economic inequities, Occupy Wall 
Street, LBGTQ issues and more. This exhibition continues 
a thread of social inquiry in FSW’s ongoing programming. 
 
We are thrilled to have worked with Jacqueline Mabey on 
this project at a time when exploring specific narratives 
and histories around ideas of home and displacement is 
not only prescient but pressing. The works she includes 
here address topics around displacement that range 
from economic dislocation due to gentrification to violent 
histories of persecution because of race to aspirational 
texts about a diaspora of people returning home. By 
focusing on home as an imaginative and systemic con-
struct, Mabey—through a layering of works that include 
personal narrative, historical reconstructions, texts, and 
poetic materiality—invites us to take the conversations 
about refugee populations beyond headlines or statistics, 
encouraging viewers to consider the refugee experience 
through an inquiry that asks, “What constitutes home?” 
 

Jacqueline Mabey 

The beginning 

For me, it began with the witches. 

My research for In this place where the guest rests began 
with an inquiry into the history of Stanford. To my  
surprise, I encountered descriptions of witch trials held 
in the late 17th century. Like in many other places, the 
accused were subjected to the water test—stripped and 
bound and thrown into a body of water—as a form of 
interrogation. Water, it was thought, was so pure an  
element that it would repel the guilty. Ordeal by water is  
a test impossible to pass: the “innocent” would drown 
and the “guilty” would float to the surface and be subject 
to punishment for their alleged crimes. 

IN THIS PLACE 
WHERE THE 
GUEST RESTS
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In the here and now, the number of people displaced from 
their homelands is the highest it has been since World 
War II.i There are arguably echoes of a similar double bind: 
many refugees, fleeing intolerable conditions at home, 
face a dangerous journey across the Mediterranean Sea 
upon unseaworthy vessels.ii Those who drown are repre-
sented in the media as tragic victims, but those who sur-
vive the journey are framed as unwanted interlopersiii and 
the cause of any assortment of ills to their host country.iv  
While the witch trials were most certainly motivated by 
fear of women’s agencyv it is also an instance of scape-
goating, as neighbors turned on each other in a violent 
policing of community. 

We came from the sea, but it is a home to which we can 
never return. Home can be a kind of microcosm, its hier-
archies and rules mimicking larger ideologies and social 
structures.vi It’s a font for the stories we tell to ourselves 
about who we are and what our relationship is to the 
world outside its confines.vii In this place where the guest 
rests presents works that touch upon war, economics, 
colonialism and settler colonialism, white supremacy, a 
selection of the catalysts of displacement; displacement 
here is understood as both the movement of people 
from one place to another and as status quo regimes of 
terror perpetrated by the powerful to ensure that the 
precarious never quite feel at home. My hope is that by 
interrogating narratives of home, both the common place 
and the effaced, we might begin to imagine a new set of 
foundations, non-exclusionary paradigms for home. 

The middle 

Divya Mehra’s There are Greater Tragedies, 2014 is the 
first work to greet a guest to In this place where the guest 
rests. Flying from the Franklin Street Works flagpole, its 
white text against a black background proclaims, MY 
ARRIVAL IS YOUR UNDOING. The syntactical arrangement 
of the text begs the question of visitor: are you the one 
that arrives, the one undone, or both?viii Language is the 
medium of much of Mehra’s work. Here and elsewhere, 
she confronts the viewer with precise yet playful linguis-
tic propositions, often on the topic of race and belonging. 
This a particularly rich subject for an artist who spends 
part of her time in Canada,ix where the myth of multicul-
turalism runs deep and leads many white Canadians to 

believe that they, unlike their neighbors to the south,x 
are free of racism.xi The myths that fuel settler colonial-
ismxii—the tacit assumption that to be Canadian is to 
be white—are laid bare in the question, “Where are you 
from?”xiii It is the European, the French followed by the 
English, who arrives in what would become Canada, from 
the late 15th century onward.xiv The stories told to Cana-
dian school children diminish role the white supremacy 
and emphasize the emptiness of the land prior to con-
tact, creating this kind of obliviousness to race. There are 
Greater Tragedies points to this underlying ethno-nation-
alism in that heart of Canadian identity. 

Similarly, Tanya Lukin Linklater’s Slow Scrape, 2013-
2016xv engages with the materiality of language. The 
work was inspired by the hunger strike of Chief Theresa 
Spence of the Attawapiskat First Nation, which took 
place during the early days of Idle No More.xvi During her 
hunger strike,xvii Chief Spence often wore a pair of James 
Bay moose hide mitts, hanging from a string of braided 
yarn around her neck. These mitts were familiar to Lukin 
Linklater. An Alutiiq woman from Kodiak, Alaska, she 
currently lives in northern Ontario, close to the traditional 
territory of her husband, Treaty no. 9,xviii the same treaty 
the Attawapiskat First Nation are signatories of. Lukin 
Linklater interviewed three members of her husband’s 
extended family, Agnes Hunter, Marlene Kapasheshit, 
and Lillian Mishi Trapper, about the technical process 
and experiential qualities of making these mitts.xix From 
these conversations, Lukin Linklater began making visual 
poems, “a kind of bead-work on the page,”xx referencing 
the gestures of fixing hide and including direct quotes  
(So it’s done like this, Tanya). This kind of inter-genera-
tional teaching might come across as an unremarkable 
occurrence. However, taking into consideration the spe-
cific history of Canada—where the government enacted 
a long-term strategy of forced assimilation and cultural 
genocidexxi—and in larger North American context of 
the widespread expropriation of Indigenous cultural 
patrimony,xxii it is a profound declaration of endurance. 
The content and composition of the text in Slow Scrape 
evokes the link between cultural memory and muscle 
memory, suggesting a way to understand home as a set 
of situated, embodied practices.

In her writing, Lukin Linklater has described how bead-
work connects women’s work and the intimacy of home 
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to global histories and economies.xxiii Christina Battle’s 
16mm film nostalgia (april 2001 to present), 2001–present 
also explores the relationship between the quotidian and 
larger socio-political structures. Handcrafted by Battle, 
nostalgia is made up of adverts from the 1950s selling 
an American suburban idyll: mother waving the kids off 
to school, drives in the family car, aerial views of tract 
housing, a boy riding a bicycle, a girl skipping rope, men 
mowing lawns and setting up backyard parties. Home 
ownership is an essential part of the American Dream, 
but for modern history it has not been accessible to all, 
largely due to the practice of redlining. Redlining is the 
phenomena of denying services to neighborhoods based 
on their racial or ethnic demographics.xxiv The Federal 
Housing Administration refused to ensure mortgages in or 
near Black communities while at the same time subsi-
dizing builders of suburban developments with racially 
restrictive covenants outside of city limits.xxv White flight 
from the cities to the suburbs led to disinvestment in 
urban centers as the tax base shrunk. The communities 
that remained were often devastated by the construction 
of highways intended for the use of white suburbanites, 
a tactic suggested by the underwriting manual of the 
Federal Housing Administration.xxvi The consequences 
of redlining were not contained to the time of its oc-
currence,xxvii nor has the practice disappeared.xxviii The 
contrast between the wholesome representations of sub-
urban life and the broken emulsion and droning, ominous 
soundtrack of nostalgia make plain the real foundations 
of suburbia: white supremacy and heteropatriarchy.xxix 

Addie Wagenknecht’s Art Wars: Your Hood Is Gentrified, 
2007 speaks to story of the city after the suburbs. The 
print is derived from Art Wars, an unfinished adventure 
video game set in the New York art world with an 8-bit, 
The Oregon Trail aesthetic.xxx The player attempts to 
earn “cred points” by doing something credibly creative, 
while at the same time keeping an eye on their financ-
es.xxxi The print depicts an abstracted view of the New 
York City subway map with the text, “your ‘hood just 
got gentrified,” the player pushed out by “yuppies [who] 
want to build green condos.”xxxii The well-worn narrative 
of artist-as-primary-gentrifierxxxiii is one that conceals 
a more complicated reality. First, we must connect the 
gentrification happening now to post-war redlining, white 
flight, and the divestment in American cities. In New York, 
the neighborhoods that experienced the most dramatic 

population decrease during the 1970s and 1980s are  
the same neighborhoods experiencing gentrification  
today.xxxiv A city opens itself up to gentrification by  
embracing tax credits that favor real estate developers, 
removing affordable housing protections, granting the 
kind of re-zoning that spurs development—all these 
practices can only take place at the level of govern- 
ment.xxxv This story also betrays an implicit bias—the 
assumption that the people living in low-income neigh-
borhoods cannot be artistsxxxvi—and it ignores the quality 
of life benefits associated with the presence of art 
organizations to underserved communities.xxxvii Moreover, 
due to “widespread culturalization and aestheticization 
of urban lifestyles...artists no longer have to show the 
middle and upper-class gentrifiers how to live.”xxxviii While 
young, white artists from middle and upper middle class 
backgrounds moving into low-income areas certainly 
need be better neighbors, we cannot lay all the blame for 
displacement of long-term residents at their feet. 

The Erased Lynchingxxxix series by Ken Gonzales-Day  
also challenges established historical narratives.  
Begun in 2002, the series was a response to a rise in 
vigilante activity along the United States border with 
Mexico. The images depicted in the Erased Lynching 
series are appropriated from historical photographs and 
lynching souvenir postcards.xl The archival materials are 
digitized and altered, removing the victim and the rope, 
a conceptual gesture that prevents a re-victimization of 
lynched and the kind of intense but fleeting emotionxli or 
pleasurexlii that comes with looking at images of violence. 
Instead, our attention is re-directed to the perpetrators 
of the crime. Take, for example, the work Jesse Washing-
ton (Waco, TX, 1916), 2014, where a grinning white man in 
a straw boater hat looks directly out at the viewer. The 
torture and lynching of Jesse Washington drew a crowd 
of 15,000 people;xliii school children climbed trees to get 
a better view.xliv Removing Washington’s body from the 
image forces the viewer to contemplate the culture and 
community that engaged in such violence. In his investi-
gation into the history of lynching in the West, California 
in particular, Gonzales-Day was able to identify 350 cases 
of lynching that took place between 1850 and 1935. The 
majority of the victims were Indigenous, Chinese, Black, 
or Latino; within that group, Latinos were lynched at a 
rate higher than any other race or ethnicity. His research 
counters a narrative of vigilantism in California as race-
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blind, the image of “frontier justice”xlv we’re familiar 
with from Western films, and the association of lynching 
strictly with acts of white-on-black violence perpetrated 
in the southern United States.xlvi The instances of lynch-
ing that took place in the West were well documented in 
their time,xlvii but were absent from the historical record.

Brendan Fernandes’ Foe, 2008, touches on the world- 
making function of storytelling. Foe is a double-sided 
lithographic print, one side an image of the ocean and 
sky, and the other side a passage of phonetic text. Foe 
emerged from a video work of the same name, wherein 
Fernandes, working with a coach, attempts to master 
the accents of his cultural background.xlviii He selected a 
passagexlix from J.M Coetzee’s 1986 book Foe,l which  
itself references Daniel Defoe’s 1719 book Robinson 
Crusoe. In the passage, Crusoli and Susan Barton, ship-
wrecked on Cruso’s island and the book’s narrator, 
discuss how Cruso’s manservant, Friday, came to lose 
his tongue. The book is marked by contradictions and 
conflict. The characters: vie for narrative control of the 
story;lii are unreliable in their tales;liii question what 
stories can be real;liv contend with the issue of who 
has the right to tell another’s story and debate whose 
voice makes a story heard.lv Barton remains fixated on 
Friday’s story, which he cannot tell because he cannot 
speak, but believes that it a story that only Friday has 
the right to tell. Barton felt free, however, to definitively 
shape Friday’s story in other ways. Friday did not want 
to leave the island, but she insisted he come with her to 
England. Once they arrived, she had planned to put him 
on a boat to Africa, assuming he would know his home 
when he saw it.lvi The character of Friday was indigenous 
to the area where she first met him. In the history of 
the indigenous Caribbean people of the Lesser Antilles 
we see the world-making power of stories: in the 16th 
century the Spanish named one tribe “Caribs” so that 
they could enslavelvii them, and extract their labor for the 
pearl fisheries. The book ends back at the beginning of 
the story, with a dream-like sequence of Barton explor-
ing a shipwreck. She swims into the belly of the ship and 
sees Friday, shackled and curled up, and asks, “What is 
this ship?” Water pours out of his mouth in an endless 
stream.lviii Looking at text side of the print, the viewer 
mimics Fernandes’ performance of trying to master an 

“authentic” accent. Viewing the other side of the print, 
we become Barton staring out at the ocean, longing for 

rescue, watching Friday sprinkle flower petals on the sea, 
desperate to understand his secrets, and all the stories 
locked in the sea, “that grey vault.”lix 

Daniel R. Small’s Partially Recovered, 2011 reckons with 
representation and techno-economic change at the 
macro level. The work depicts the partial image of a ghost 
ship,lx beached on a reef off of Lanai’s Shipwreck Beach.lxi 
The image was pulled from a found hard drive using foren-
sic data recovery software and made into a photorealist 
Jacquard tapestry, connecting the relationship between 
two revolutions in production and economy. Invented in 
1801 by Joseph Marie Charles Jacquard, the Jacquard 
machine simplified the process of making textiles with 
complex patterns. It was not a new loom but a new kind of 
loom head: a chain of punch cards were affixed to a power 
loom, and each row of cards corresponded to a row of the 
design.lxii Importantly, the Jacquard punch-card system is 
considered a crucial development in the history of com-
puting. It served as inspiration for Charles Babbage in 
1837, who intended to use punch cards to store programs 
information for his “analytical engine” which, if it had 
been realized, would have been the first general use com-
puter. Arguably, the Jacquard loom is to the Industrial 
Revolution as the computer is to Digital Revolution. Sim-
ilar, too, is the social impact of these techno-economic 
developments: the Jacquard loom drastically minimized 
the need for extensive laborlxiii and technological unem-
ploymentlxiv is a hallmark of the Digital Revolution.lxv  
The lower third of Partially Recovered is all glitch,lxvi the 
aesthetic of digital failure, illegible or not yet readable 
to our eyes.lxvii The opacity of the image suggests the 
unknown futures that come in the wake of large-scale 
techno-economic shifts. 

Uncertainty is a theme that runs through Sherry Millner’s 
digital collage series, FORCED MOBILITY. The works are 
triptychs: the center panel contains images of camps, 
rescues at sea, fraught border crossings, and so forth; 
the side panels have images from Millner’s other  
works,lxviii children’s books, instructional manuals, and 
more. In END GAME, 2017 the left panel is an image taken 
from one of Millner’s video works, containing a list of 
reasons for death; the center panel shows a boat full of 
people heading to the refugee camp at Lesbos, Greece; 
and in the right panel, an image of a conch shell. The 
semantic combination of avoidable deaths, the uncertain 
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future of the refugees heading to shore, and the conch 
shell, a means to make people gather,lxix suggest the body 
and the body politic at its limits.lxx Millner has witnessed 
this first hand as a participant in anarchist communities 
in Greece. Greece has been on the frontlines of the refu-
gee crisis—as of writing, Greece is holding approximately 
62,000 displaced people, 14,000 of them on the eastern 
Aegean islandslxxi—and is ill-equipped to deal with it.lxxii 
Anarchist communities in Athens, Thessaloniki, and 
elsewhere have made up for government failings, creat-
ing collectively run living spaces where migrants can live 
with dignity and have a say about the direction of lives.lxxiii 
The works in the FORCED MOBILITY series evoke the tem-
porality of displacement in their format. The three frames 
of the triptych point to Millner’s work in video, suggesting 
narrative progression, and the panorama format sug-
gests an endless horizon line. Whether living in the camps 
or in collectively run squats, the displaced person’s life is 
defined by the passage of uncertain time. The refugee is 
the one who waits.

Multiple temporalities are at play in Jumana Manna’s  
A Sketch of Manners (Alfred Roch’s Last Masquerade), 
2013. A photograph documenting a party hosted by Alfred 
Roch inspired the video.lxxiv Roch was a wealthy citrus 
merchant, landowner, and political figure in Jaffa.lxxv 
While the original photograph was taken in 1924, A Sketch  
of Manners takes place in 1942, and the location is 
shifted from Jaffa to Jerusalem. The video begins 
with the shot of a man, fully dresses and face painted 
white, asleep on a couch. A dripping sound is heard in 
the background and the narrator reads Charles Baude-
laire’s “La Vie antérieure” (“The Former Life”).lxxvi We soon 
realize that the film began at the end: we next see Roch 
prepare for his party, his guests arriving, and scenes 
of merriment. The group photograph is re-enacted, but 
the duration of its taking is greatly extended. For over 
two minutes, the camera closely pans across each face 
marked, at turns, by exhaustion, uncertainty, boredom, 
self-possession. The camera pulls pack to reveal the 
entire party, and we stay with the group for over a minute 
and a half, taking in their collective unease. The dripping 
sound returns and the scene shifts to the basaltic caves 
mentioned in the Baudelaire poem, which begins with the 
words, “Long since…”. The viewer is in the strange posi-
tion of looking at Roch’s guests, who could not possibly 
know about the coming Nakba,lxxvii but the actors playing 

the guests, largely made up of Manna’s friends and  
family, know and live everyday with the aftermath of  
the catastrophe and the uncertainty it engenders. The 
time of Orientalist art is static, depicting Middle East- 
ern, South Asian, and East Asian cultures as forever 
locked in the past.lxxviii Here, the past is remembered to 
reclaim the potential of a moment in time and to begin  
to imagine alternatives to the unsustainable deadlock  
of the present.lxxix  

Fiction and fact are similarly brought together to explore 
the potential of the past for the future in Yael Bartana’s 
...And Europe Will Be Stunned, 2007-2011.lxxx A three part 
video installation, …And Europe Will Be Stunned centers 
around a call for 3 million Jews to return to Poland,lxxxi  
and references, amongst other things, the visual lan-
guage of the propaganda films of Leni Riefenstahl and 
early Israeli settler colonial stories.lxxxii The Jewish 
Renaissance Movement in Poland (JRMiP)lxxxiii is the 
speculative artistic-political movement to emerge from 
the series. The Manifesto of the JRMiP, 2011, begins with 
an urgent statement of desire to return to Polandlxxxiv as 
a means to heal the mutual trauma of the Poles and the 
Jews. The Manifesto communicates the need for new 
narratives in the face of failed utopias. This call of return 
is open to all displaced persons; the manifesto affirms 
the necessity of a multi-ethnic, multi-national movement, 
because with a homogenous culture and single religion, 
we cannot understand the world. The first JRMiP con-
gress met in 2012, as a part of the 7th Berlin Biennale of 
Contemporary Art. Over the course of three days, the  
participants debated one question per day: How should 
the EU change in order to welcome the Other? How 
should Poland change within a re-imagined EU? And how 
should Israel change to become part of the Middle East? 
The goal of the symbolic parliament was to delineate the  
specific political aims of the party. But the methods were 
not traditional: participants made implausible state-
ments and demands as a kind of working through,lxxxv  
a process by which to “speak… about all the evil things 
that have happened between us.”lxxxvi An honest, difficult 
process that acknowledges the failings of present, and 
seeks to pull threads from old narratives to write new 
histories. The JRMiP speaks to the imperative need to 
re-imagine the world otherwise.lxxxvii 
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The end

A GUEST + A HOST = A GHOSTlxxxviii 

The title for the exhibition comes from the text Of Hospi-
tality,lxxxix which considers the power dynamic between 
guest and host. Here, and elsewhere in my research for  
In this place where the guest rests, a figure appeared:  
the ghost.xc Sometimes at the periphery of the textxci  
and sometimes at the center.xcii Displacement creates 
specters, it seems, for both the agent and the recipi-
ent. These ghosts are the real inheritance of modernity, 
rattling about the household, preventing easy sleep.xciii 
They will continue to do so, I assume, until we consciously 
decided “whether we are heirs to the witches or the  
witch hunters.”xciv  

20 January 2018
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and learning. I listened and learned across geographical 

distance, calling, and asking how they learned to sew, from 

whom, and to describe their first sewing projects. I heard 

stories of relationships of daughters to mothers and nieces 

to aunties. I heard about the physical labor of fixing the 

hides of caribou and moose. I heard about the relationship 

to objects, such as sewing patterns from their mothers, 

that the women experienced. I asked them about what 

they thought about when they scraped hides or sewed. I 

heard stories about processing grief while laboring on the 

hide of a moose through the seasons, and feeling their 

late relatives close to them while they sewed. I listened to 

stories about the meditative, repetitive qualities of sewing 

and beading, and the closeness to God they experienced 

in these practices handed down from their women relatives. 

I also felt tremendous encouragement from my husband’s 

grandmother, who told me it was not too late to learn to sew 

and bead. I understood myself in relation to my relatives, 

my extended family, to generations of women in James 

Bay.” Tanya Lukin Linklater, “Slow Scrape (2012-2015),” 

Dance Research Journal 48.1 (April 2016), 25.  

 
xx Ibid.

 
xxi As summarized by the Truth and Reconciliation 

Commission of Canada in its Final Report, “For over a 

century, the central goals of Canada’s Aboriginal policy 

were to eliminate Aboriginal governments; ignore Aboriginal 

rights; terminate the Treaties; and, through a process of 

assimilation, cause Aboriginal peoples to cease to exist as 

distinct legal, social, cultural, religious, and racial entities 

in Canada.” A significant part of this government policy 

relation to the outsider. Such exaltations function as a form 

of ontological and existential capital that can be claimed 

by national subjects and their relationships with the Indian, 

the immigrant, and the refugee.” Sunera Thobani, quoted 

in Yaniya Lee, “Anxious Territory: The Politics of Neutral 

Citizenship in Canadian Art Criticism,” C Magazine (Winter 

2016), 18.

  
xiv In 1960 a Norse settlement was identified at L’Anse aux 

Meadows at the northernmost tip of Newfoundland. The 

settlement dates back to 1000, but it is thought to have 

functioned more as a temporary boat repair facility. As well, 

Newfoundland and Labrador did not join the federation of 

Canada until 1949.

  
xv There are five Slow Scrape banners, and their installation 

often includes a site-specific dance performance, 

choreographed by Lukin Linklater in collaboration with that 

iteration’s participating dancers.

  
xvi Idle No More is an ongoing protest movement centered 

on Indigenous sovereignty and protection the land and 

water. Three Indigenous women, Nina Wilson, Sylvia 

McAdam, and Jessica Gordon, and a non-Indigenous ally, 

Sheelah Mclean, established the movement in November 

2012. They organized a teach-in as response to the 

Omnibus C-45 bill (see endnote 17) proposed by the 

government of Stephen Harper. The teach in was hosted by 

Station 20 in Saskatoon, Saskatchewan and entitled “Idle 

No More.” 

  
xvii For 44 days, Chief Spence subsisted on lemon water, 

medicinal teas, and fish broth in protest against the 

Omnibus C-45 bill proposed by the government of Stephen 

Harper and to bring focus generally to Indigenous rights. 

Omnibus C-45 bill would have stripped environmental 

protections for the majority of the country’s navigable 

waterways, making them open to development. Many of 

these waterways passed through Indigenous reserve lands. 

 
xviii As stated in the summary of the Final Report of the 

Truth and Reconciliation Commission of Canada, “Canada 

asserted control over Aboriginal land. In some locations, 

Canada negotiated Treaties with First Nations; in others, 

the land was simply occupied or seized. The negotiation 

of Treaties, while seemingly honorable and legal, was 

often marked by fraud and coercion, and Canada was, and 

was forcibly removing children from their families and 

sending them to residential schools. In operation from 

1831, residential schools were government-sponsored 

religious schools intended to “kill the Indian in the child.” 

Sexual, physical, and psychological abuse was widespread. 

Children were given a poor education that focused 

on manual labor skills and ended at grade 5. The last 

residential school was closed in 1996.

 
xxii “Reclaiming means recovering what we have been 

separated from, but not in the sense that we can just 

get it back. Recovering means recovering from the very 

separation itself, regenerating what this separation has 

poisoned. The need to struggle and the need to heal, in 

order to avoid resembling those we have to struggle against, 

are thus irreducibly allied.” Isabelle Stengers, “Reclaiming 

Animism,” e-flux journal 36 (July 2012), http://www.e-flux.

com/journal/36/61245/reclaiming-animism/. 

 
xxiii In an interview published on the Alaska Native Studies 

Blog, Lukin Linklater comments, “Trade beads conjure a 

past of ill-gotten land gains in the Americas, international 

trade routes, and Indigenous women’s appropriation of 

trade beads in indigenous designs. We are reminded of a 

historical global economy through the intimacy of women’s 

work.” Michael Swensen, “Memory is Embodied: Tanya 

Lukin-Linklater Interview,” Alaska Native Studies Blog, 

September 27, 2013, http://alaskanativestudies.blogspot.

com/2013/09/memory-is-embodied-tanya-lukin.html. 

 
xxiv Redlining begins with the establishment the Federal 

Housing Administration by the National Housing Act of 

1934. The following year, the Federal Home Loan Bank 

Board directed the Home Owners’ Loan Corporation to 

create a color-coded map indicating the level of security 

for real estate investments in 239 cities. The map denoted 

four grades of security of neighborhood: green (not yet fully 

developed but in demand, completely racially homogenous), 

blue (completely developed, stable, but not first choice 

of people who can afford to chose), yellow (older, 

demographically mixed neighborhoods, characterized 

by inadequate services, “infiltration of a lower grade 

population” among other things) and red (neighborhoods 

are “characterized by detrimental influences in a 

pronounced degree, undesirable population or infiltration 

of it”). For more, see: Richard Marciano, David Goldberg, 

Chien-Yi Hou, Rosemarie McKeon, T-RACES (Testbed for 
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the Redlining Archives of California’s Exclusionary Spaces), 

2010, http://salt.umd.edu/T-RACES/colormap.html. 

 
xxv As well, the Veterans Administration adopted these 

rules, thus depriving Black soldiers of the zero interest 

loans that were one of the primary benefits of the G.I. 

Bill. Terry Gross, “A ‘Forgotten History’ Of How The U.S. 

Government Segregated America,” NPR.org, May 3, 2017, 

https://www.npr.org/templates/transcript/transcript.

php?storyId=526655831. 

 
xxvi Ibid.

 
xxvii “Today, African-American incomes, on average, are 

about 60 percent of average white incomes. But African-

American wealth is about 5 percent of white wealth. Most 

middle-class families in this country gain their wealth from 

the equity they have in their homes. So this enormous 

difference between a 60 percent income ratio and a 5 

percent wealth ratio is almost entirely attributable to  

federal housing policy implemented through the 20th 

century. Families that were prohibited - African-American 

families that were prohibited from buying homes in the 

suburbs in the 1940s and ‘50s and even into the ‘60s  

by the Federal Housing Administration gained none of  

the equity appreciation that whites gained.” Ibid.

 
xxviii In 2015, Associated Bank, which serves Chicago 

and Milwaukee, was required to make approximately 

$200 million in mortgage loans for borrowers in minority 

neighborhoods as part of a settlement with the U.S. 

Department of Housing and Urban Development, who 

found that the bank had a pattern of disproportionate  

denial of Black and Hispanic applicants. Ben Lan, 

“Associated Bank settles with HUD over discriminatory 

lending,” Housing Wire, May 26, 2015, https://www.

housingwire.com/articles/33998-associated-bank- 

settles-with-hud-over-discriminatory-lending.  

 
xxix Battle references a quote from Noam Chomsky’s  

text Media Control in relation to the work: “The picture  

of the world that’s presented to the public has only the 

remotest relation to reality. The truth of the matter is  

buried under edifice after edifice of lies upon lies.”  

Noam Chomsky, Media Control: The Spectacular 

Achievements of Propaganda (New York: Seven Stories 

Press, 2002), 37.

Over 800,000 people left that decade, with nearly 80 

percent departing from the low-income neighborhoods 

that would later gentrify. Those neighborhoods also lost 

over 128,000 units of housing during the 1970s and 

1980s. Higher-income neighborhoods regained their 1970 

population levels by 1990; non-gentrifying neighborhoods 

did so by 2000. But in 2010, the population in gentrifying 

neighborhoods was still 15.8 percent lower than it was in 

1970.” Jen Kinney, “Defining NYC Gentrification Through 

the Cost of Rent,” Next City, May 10, 2016, https://nextcity.

org/daily/entry/new-york-neighborhood-gentrification- 

new-report.  

 
xxxv “But artists cannot gentrify on their own. While 

white artists from MFA programs are often in a relatively 

privileged position compared to the working class 

populations of U.S. cities, they do not have the power to 

build condos, change zoning laws, and give tax breaks to 

corporations. State intervention is the often-forgotten part 

of the artist-as-gentrifier puzzle... And Williamsburg and 

Greenpoint in Brooklyn could not have gentrified to the 

same degree as they did if it weren’t for Mayor Bloomberg’s 

2005 rezoning of 170 blocks of the neighborhoods, which 

allowed high-density luxury housing to rise across both. 

That rezoning pushed up prices in the area, and pushed 

a lot of artists to neighboring Bushwick, where some end 

up yarn-bombing the houses of long-time locals.” Pete 

Moskowitz, “What Role Do Artists Play in Gentrification?” 

Artsy, September 11, 2017, https://www.artsy.net/article/

artsy-editorial-role-artists-play-gentrification. 

 
xxxvi “Thus, where the debate has largely been framed as ‘art 

vs. housing,’ we believe that the questions that are actually 

playing out are ‘whose social practices get to count as Art?’ 

and ‘who gets to have housing?’” Magally Miranda and Kyle 

Lane-McKinley, “Artwashing, or, Between Social Practice 

and Social Reproduction,” A Blade of Grass, February 

1, 2017, http://www.abladeofgrass.org/fertile-ground/

artwashing-social-practice-social-reproduction/.  

xxxvii Hyperallergic summarized the findings of a study on the 

social value of the arts commissioned by the New York City 

Department of Cultural Affairs: “In the discovery phase of 

the study, SIAP found more than 4,700 cultural providers in 

the nonprofit sector and more that 17,000 for-profit cultural 

entities. Not only is much of this cultural work ‘off the books,’ 

but the presence of these organizations in lower-income 

xxx Art Wars was developed in collaboration with Stefan 

Hechenberger under the name Nortd Labs.

 
xxxi A sample scenario: you get addicted to drugs, which 

causes you to lose a significant amount of money, but your 

new habit improves the quality of you work which leads to 

gallery representation (and cred points).

 
xxxii Wagenknecht quoted in Nortd Labs, “Art Wars:  

The NYC Art World Game,” Kickstarter, 2011, https://www.

kickstarter.com/projects/nortd/art-wars-the-nyc-art- 

world-game/. 

 
xxxiii A working paper funded by the National Endowment 

for the Arts summarized the literature describing this 

process: “A great deal of case study work demonstrates 

that individual artists, artistic businesses, and artistic 

spaces (e.g. small galleries, theaters, music venues, and art 

studios) function as a ‘colonizing arm’ that helps to create 

the initial conditions that spark gentrification (Cameron 

and Coaffee, 2005; Deutsche and Ryan, 1984; Ley, 1986, 

2003; Lloyd, 2010; Mathews, 2010; Zukin, 1982). As Zukin 

(1982) explained decades ago through the concept of an 

‘artistic mode of production,’ this is accomplished through 

the artists’ symbolic appropriation of space, which is in turn 

seized by investors to attract capital reinvestment in the 

built environment. In other words, artists are considered 

to set the stage for change through their cultural capital 

(Ley, 2003). Using their sweat equity, artists aesthetically 

revalue place by transforming dilapidated, impoverished 

and often ethnically segregated areas into a ‘neobohemia’ 

filled with art studios, galleries, bars, coffee shops, and 

restaurants (Lloyd, 2010; Silver and Clark, 2013; Zukin, 

2010). According to this literature, by renovating places 

mainstream culture considers blighted into attractive 

destinations, artists pave the way for future property 

reinvestment by real estate developers and higher income 

members of the creative class, which appropriate their 

work for economic gain.” Carl Grodach, Nicole Foster, 

and James Murdoch III, “Gentrification and the Artistic 

Dividend: The Role of the Arts in Neighborhood Change,” 

2014, University of Texas Arlington, https://www.arts.gov/

sites/default/files/Research-Art-Works-Arlington2.pdf. 

 
xxxiv “The 15 neighborhoods identified as gentrifying today 

are the same ones bled of their populations during a 

mass exodus of NYC residents between 1970 and 1980. 

districts has a measurable, beneficial effect on residents’ 

social wellbeing — including health, school effectiveness, 

and personal security. In fact, the study found that cultural 

organizations’ strongest impact on social wellbeing is not 

in areas with the largest number of resources, but rather 

in lower-income districts where the social connections 

they facilitate operate as a form of capital, substituting 

for the financial capital available in other places. As SIAP 

writes: ‘culture makes a difference in these communities 

by enhancing social connection, amplifying community 

voice, and animating the public environment’.” Seph Rodney, 

“Cultural Organizations Improve Quality of Life in NYC’s 

Low-Income Neighborhoods, Report Finds,” Hyperallergic, 

April 15, 2017, https://hyperallergic.com/369701/cultural-

organizations-improve-quality-of-life-in-nycs-low-income-

neighborhoods-report-finds/. 

 
xxxviii Sharon Zukin quoted in Moskowitz, “What Role?” Artsy. 

 
xxxix Three projects emerged from Gonzales-Day’s study 

of lynching in California: the Erased Lynching series of 

digitally manipulated archival photographs; Searching for 

California Hang Trees, photographs of the artists’ attempt 

to visit and document over 300 lynching sites; and the 

book, Lynching in the West: 1850–1935 documenting his 

extensive archival research and theoretical investigation 

into the motivations of lynching.

 
xl Lynching was often documented, sometimes by 

participants, and other times by professional photographers 

who were notified in advance. Lynching postcards were 

popular and common souvenirs, occupying their own 

subcategory of postcard industry. The Comstock Act 

of 1873 banned publication of obscene matter and its 

circulation in the mail. In 1908, the Act was extended 

to include “material tending to incite arson, murder 

or assassination.” While it did not explicitly address 

lynching postcards, it did ban the racist poems that often 

accompanied the images. But laws only exist insofar as they 

are enforced: one of the works included in the exhibition, 

Jesse Washington (Waco, TX, 1916), 2014 circulated as a 

postcard after the ban on them began. 

 
xli “Shock can become familiar. Shock can wear off. Even if 

it doesn’t, one can not look. People have means to defend 

themselves against what is upsetting—in this instance, 

unpleasant information for those wishing to continue to 
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smoke. This seems normal, that is, adaptive. As one can 

become habituated to horror in real life, one can become 

habituated to the horror of certain images.” Susan Sontag, 

Regarding the Pain of Others (New York: Farrar, Straus and 

Giroux, 2003), 82. 

  
xlii “But images of the repulsive can also allure. Everyone 

knows that what slows down highway traffic going past 

a horrendous car crash is not only curiosity.” Sontag, 

Regarding, 95. 

 
xliii Kristina DuRocher, Raising Racists: The Socialization 

of White Children in the Jim Crow South (Lexington: 

University Press of Kentucky, 2011), 113.

 
xliv DuRocher, Raising Racists, 104.

 
xlv “One of the greatest obstacles to understanding the 

history of lynching in the West must be traced back to  

the concept of vigilantism itself. The irony is that while 

terms like ‘frontier justice’’ or ‘popular tribunal’ still invoke 

images of cattle rustlers and stagecoach robbers meeting 

justice on a lawless frontier, they also mask a history of 

racial violence in a region that was not only culturally 

diverse but still is.” Ken Gonzales-Day, Lynching in the 

West: 1850–1935 (Durham: Duke University Press,  

2006), 10.

 
xlvi “Asians, American Indians, and Latinos of Mexican and 

Latin American descent were lynched in the West, yet no 

one has acknowledged that racial bias may be as integral 

to the study of Western lynching as it has been to the study 

of lynching nationwide. This historical erasure has been 

heightened by the fact that lynching has become conflated 

with white racism against blacks. This observation is 

not intended to diminish the significance of lynching to 

the history of African Americans; it instead attempts to 

acknowledge that the history of lynching has touched 

other racial and racialized communities in other historical 

moments.” Gonzales-Day, Lynching, 12.

 
xlvii “Approaching the question of erasure from a slightly 

different perspective, this book has sought to suggest that 

unlike the notion of ‘invisibility,’ these cases were widely 

recorded in their own day; they were not so much unseen 

as they were displaced.” Gonzales-Day, Lynching, 203-204.

 xlviii “Fernandes is Kenyan, of Goan descent, his skin a 

There was a life before the water which stretched back to 

my desolate searchings in Brazil, thence to the years when 

my daughter was still with me, and so on back to the day 

I was born. All of which makes up a story I do not choose 

to tell. I choose not to tell it because to no one, not even 

to you, do I owe proof that I am a substantial being with a 

substantial history in the world. I choose rather to tell of the 

island, of myself and Cruso and Friday and what we three 

did there: for I am a free woman who asserts her freedom 

by telling her story according to her own desire.”  Coetzee, 

Foe, 122-123.

 
liii For example, Cruso’s tells a number of contradictory 

stories. As Barton states, “I would gladly now recount to 

you the history of the singular Cruso, as I heard it from 

his own lips. But the stories he told me where so various, 

and so hard to reconcile one with another, that I was more 

and more driven to conclude age and isolation had taken 

their toll on his memory, and he no longer knew for sure 

what was truth what was fancy.” Indeed, Cruso claims that 

slavers cut out Friday’s tongue, but his conflicting narratives 

cast doubt on the statement. Coetzee, Foe, 7. 

 
liv For example, Barton rejects a young woman claiming to 

be her daughter with the following explanation: “But there 

are no stories of daughter searching for mothers. There are 

no stories of such quests because they do not occur. They 

are not a part of life.” Coetzee, Foe, 70.

 
lv As may be clear to you, Barton is of paradoxical desire, 

wanting to control the terms of how her story is told but 

at the same time asserting that Foe is the only one who 

can tell the story through writing, stating, “I have set down 

the history of our time on the island as well as I can, and 

enclose it herewith. It is a sorry, limping affair (the history, 

not the time itself)—‘the next day,’ its refrain goes, ‘the next 

day...the next day’—but you will know how to set it right.”  

Coetzee, Foe, 41-42.

 
lvi When asked by a sailor if Friday knows where he came 

from in Africa, Barton replies: “When the time comes I am 

convinced he will know… Our feeling for home is never lost.” 

Coetzee, Foe, 101.

 
lvii Queen Isabel had decreed in 1495 that Indigenous 

peoples could not be enslaved, but colonial explorers found 

ways around the ruling. 

reminder of the long-standing Indian Ocean circuits of 

transit and trade that punctuated the past six hundred 

years. Of course, the name Fernandes evokes the Iberian, 

routed by way of India during those earliest of colonial 

sorties, under the sails of the Portuguese explorer Vasco 

da Gama. Fernandes’ family relocated from Kenya to 

Canada during the 1990s.” W. Ian Bourland, “Breaking 

the Codex: Brendan Fernandes’ Recent Work,” Journal of 

Contemporary African Art 31 (Fall 2012), 24.

 
xlix The passage from the novel Foe selected by Fernandes: 

‘Is Friday and imbecile incapable of speech?’ I asked. ‘Is 

that what you mean to tell me?’ 

‘Cruso motioned Friday near. ‘Open your mouth,’ he told him, 

and opened his own. Friday opened his mouth. ‘Look,’ said 

Cruso. I looked, but saw nothing in the dark save the glint of 

the teeth white as ivory. ‘La-la-la,’ said Cruso, and motioned 

Friday to repeat. ‘Ha-ha-ha,’ said Friday from the back of his 

throat. ‘He has no tongue,’ said Cruso. Gripping Friday by 

the hair, he brought his face close to mine. ‘Do you see?’ he 

said. ‘It is too dark,’ said l. ‘La-la-la,” said Cruso. ‘Ha-ha-ha,’ 

said Friday. I drew away, and Cruso released Friday’s hair. 

‘He has no tongue,’ he said. ‘That is what he does not speak. 

They cut out his tongue.’ J.M. Coetzee, Foe (New York: 

Penguin Random House, 1997), 18.

 
l The novel Foe begins when Susan Barton, an English 

woman searching for her missing daughter, is shipwrecked 

and washes up on an island off the coast of what is now 

Trinidad, inhabited by Cruso and his manservant, Friday. 

Barton is our narrator. She details her experiences on the 

island, looking out at the ocean, waiting for a boat to come, 

of their eventual rescue and Cruso’s death at sea, her life 

in England with Friday, and her struggle to have a noted 

author, Daniel Foe, transform her story into a novel.

 
li The last name of the character in Daniel Defoe’s book is 

spelled Crusoe, but in Coetzee’s the “e” is dropped.

 
lii Foe finds the narrative of her time on the island dull and 

wishes to know more about her time before, living in Bahia, 

Brazil, searching for her daughter; there is the question of 

how a woman would survive on her own. Barton refuses, 

stating, “I am not a story, Mr. Foe. I may impress you as 

a story because I began my account of myself without 

preamble, slipping overboard into the water and striking 

out for the shore. But my life did not begin in the waves. 

 lviii “His mouth opens. From inside him comes a slow stream 

without interruption. It flows up through his body and out 

upon me; it passes through the cabin, through the wreck; 

washing the cliffs and shores of the island, it runs northward 

and southward to the ends of the earth. Soft and cold, dark 

and unending, it beats against my eyelids, against the skin  

of my face.” Coetzee, Foe, 149.

 
lix Trinidad is situated at the latitudinal center of the slave 

trading new world. The ships passing by the island might 

represent hope for Barton, meant death and servitude for 

many others. One thinks of the Derek Walcott’s poem on  

the Middle Passage: 

“Where are your monuments, your battles, martyrs?

Where is your tribal memory? Sirs,

in that grey vault. The sea. The sea

has locked them up. The sea is History.”

Derek Walcott, “The Sea is History,” Selected Poems  

(New York: Farrar, Straus and Giroux, 2007), 137.

 
lx The ghost ship run aground near Shipwreck Beach is ex-

YOGN 42, a concrete gasoline barge built for the US Navy 

in 1942. Wikipedia contributors, “Concrete ship,” Wikipedia, 

The Free Encyclopedia, https://en.wikipedia.org/w/index.

php?title=Concrete_ship&oldid=809653196.

 
lxi The ship isn’t actually a wreck, but was beached on the 

reef as an expedient means of disposal. Megan Shute, 

“Here’s The Story Of The Fascinating Shipwreck In Hawaii 

You Can View From Shore,” Only in Your State, May 21, 

2017, http://www.onlyinyourstate.com/hawaii/shipwreck-

beach-hi/.

 
lxii The French government, recognizing the importance of 

the development, nationalized the Jacquard machine, paying 

the inventor a royalty fee for every loom sold. By 1833, there 

were 100,000 power looms in use in Britain alone. “Joseph 

Marie Jacquard,” Computing History,  

http://www.computinghistory.org.uk/det/19901/Joseph-

Marie-Jacquard/. 

 
lxiii British weavers, fearing unemployment, smashed the 

looms and killed mill owners. Their protests were violently 

put down. Michael N. Geselowitz, “The Jacquard Loom: A 

Driver of the Industrial Revolution,” The Institute, July 18, 

2016, http://theinstitute.ieee.org/tech-history/technology-

history/the-jacquard-loom-a-driver-of-the-industrial-revolution. 
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 lxiv “The year 2000 was a tipping point: as productivity has 

gone up, employment has gone down, one of the factors 

leading to wage stagnation and the growth of income 

inequality.” David Rotman, “How Technology Is Destroying 

Jobs,” MIT Technology Review,” June 12, 2013, https://

www.technologyreview.com/s/515926/how-technology-is-

destroying-jobs/. 

 
lxv Worryingly, the service industry jobs created to replace 

high paying manufacturing jobs are disappearing with 

the expansion of Amazon and online shopping: “The 

job losses in retail could have unexpected social and 

political consequences, as huge numbers of low-wage 

retail employees become economically unhinged, just 

as manufacturing workers did in recent decades. About 

one out of every 10 Americans works in retail. ‘There is 

a sea change happening in the retail industry,’ said Mark 

Cohen, a former executive at Sears, who now runs the 

retail studies program at Columbia Business School. ‘And 

that is bringing a sea change in employment’.” Michael 

Corkery, “Is American Retail at a Historic Tipping Point?” 

The New York Times, April 15, 2017, https://www.nytimes.

com/2017/04/15/business/retail-industry.html.  

 
lxvi “The glitch is a powerful interruption that shifts an object 

away from its flow and ordinary discourse, towards the 

ruins of destructed meaning.” Rosa Menkman, The Glitch 

Moment(um) (Amsterdam: Network Notebooks, 2011), 29.

 
lxvii In a lecture on the work of Robert Smithson, artist Trevor 

Paglen summarized the ideas of Henri Bergson and George 

Kubler on cultural forms and our ability to know history: 

“For [Henri] Bergson duration can only be known through 

intuition and through images that can never be complete... 

So [George] Kubler is building on Bergson’s idea, which is 

that for Kubler these artworks and archaeological artifacts 

are the means by which we learn about history, right? We 

learn about history from looking at artifacts. But at the 

same time these forms of knowing that we construct about 

history can only be incomplete, because… we can only see 

the past through the historical framework that we have - we 

can only ever see it through contemporary framework. And 

because those contemporary interpretative frameworks are 

constantly changing the past itself is changing constantly.” 

Trevor Paglen, “Trevor Paglen on Robert Smithson,” Artists 

on Artists Lecture Series, Dia: Chelsea, New York, October 

25, 2016, https://youtu.be/GEhrE0TQRV0. 

demanded by the international community in exchange for 

a financial bail out resulted in a humanitarian crisis and the 

near-collapse of the country. 

 
lxxiii For example, City Plaza, a squat in Athens anarchist 

Exarchia neighborhood, “boasts a clinic, a delicious 

cafeteria, language classes, a café. Families live in  

private rooms. Some have jobs. Their kids attend Greek 

schools. Most of the work to maintain City Plaza is done, 

and decisions made, by its residents, who hail from a  

dozen countries and abide by a behavior code that  

has zero tolerance for sexism, racism or abuse.” By  

contrast, human rights groups roundly condemned the 

government-run camps as inhumane and dangerous.   

Molly Crabapple, “This refugee squat represents the  

best and worst of humanity,” The Guardian, June 23,  

2017, https://www.theguardian.com/commentisfree/ 

2017/jun/23/refugee-squat-city-plaza-greece-best- 

worst-humanity.   

 
lxxiv The photograph documents Roch’s guests, over 60 

people, dressed up in black and white like commedia 

dell’arte stock character Pierrot, the sad clown. Lined up 

in rows they pose for a portrait, a moment of relative calm 

during, what we assume, was a lively party.

 
lxxv Roch sent as a member of the Palestinian delegation 

to the 1939 London Conference. From 1920 to 1948 the 

British administered an area previously a part of Ottoman 

Southern Syria, called the British Mandate of Palestine. 

In response to the 1936-39 Arab Revolt, the London 

Conference was a called between the British, and Zionist 

and Palestinian delegations to set a plan for the future of 

Palestine and the end of the Mandate. The policy paper 

subsequently issued by the British government, the White 

Paper of 1939, called for a Jewish national homeland 

within an independent Palestinian state, limited Jewish 

immigration for the next five years and put restrictions on 

the sale of Arab-owned land to Jews. Both the Zionists 

groups in Palestine and Arab Palestinians groups rejected 

the paper.   

 lxxvi The full text of the poem: 

“Long since, I lived beneath vast porticoes,

By many ocean-sunsets tinged and fired,

Where mighty pillars, in majestic rows,

Seemed like basaltic caves when day expired.

 lxviii Millner is also an a pioneering video artist, most often 

working in collaboration with her partner, the novelist and 

media critic Ernest Larsen.

 
lxix For example, the conch shell in Lord of the Flies 

represents democratic order and its fragility. The conch’s 

call brings the boys together and the caller’s concerns are 

listened to and respected. The power of the conch lessens 

with time and the shell is ultimately destroyed.

 
lxx “If in the system of the nation-state the refugee 

represents such a disquieting element, it is above all 

because by breaking up the identity between man and 

citizen, between nativity and nationality, the refugee 

throws into crisis the original fiction of sovereignty. Single 

exceptions to this principle have always existed, of course; 

the novelty of our era, which threatens the very foundations 

of the nation-state, is that growing portions of humanity can 

no longer be represented within it. For this reason – that is, 

inasmuch as the refugee unhinges the old trinity of state/

nation/territory – this apparently marginal figure deserves 

rather to be considered the central figure of our political 

history. It would be well not to forget that the first camps in 

Europe were built as places to control refugees, and that 

the progression – internment camps, concentration camps, 

extermination camps – represents a perfectly real filiations. 

One of the few rules the Nazis faithfully observed in the 

course of the ‘final solution’ was that only after the Jews 

and gypsies were completely denationalized (even of that 

second-class citizenship that belonged to them after the 

Nuremberg laws) could they be sent to the extermination 

camps. When the rights of man are no longer the rights of 

the citizen, then he is truly sacred, in the sense that this 

term had in archaic Roman law: destined to die.” Giorgio 

Agamben, “We Refugees,” trans. Michael Rocke, European 

Graduate School, http://www.faculty.umb.edu/gary_zabel/

Courses/Phil%20108-08/We%20Refugees%20-%20

Giorgio%20Agamben%20-%201994.htm.   

 
lxxi Nick Squires, “A year on from EU-Turkey deal, refugees 

and migrants in limbo commit suicide and suffer from 

trauma,” The Telegraph, March 14, 2017, http://www.

telegraph.co.uk/news/2017/03/14/year-eu-turkey-deal-

refugees-migrants-limbo-commit-suicide-suffer/. 

 
lxxii Remember, the Great Recession threw Greece into a 

financial crisis in 2010, and the resulting austerity measures 

The rolling surge that mirrored all the skies

Mingled its music, turbulent and rich,

Solemn and mystic, with the colors which

The setting sun reflected in my eyes.

 

And there I lived amid voluptuous calms,

In splendors of blue sky and wandering wave,

Tended by many a naked, perfumed slave,

 

Who fanned my languid brow with waving palms.

They were my slaves--the only care they had

To know what secret grief had made me sad.”

Charles Baudelaire, “La Vie antérieure” (“The Former 

Life”), Les Fleurs du mal, 1857, http://www.poetry-archive.

com/b/a_former_life.html#eKkA9R3pB8aofOEU.99 

 
lxxvii Arabic for “catastrophe.” The war of 1948 forced 

700,000 Palestinians out of their homes and made them 

refugees. Palestinian refugees are defined as those 

displaced in 1948 and their descendants, currently 

numbering over 7 million.

 
lxxviii “One absence is the absence of history. Time stands 

still... this Oriental world is a world without change, a world 

of timeless, atemporal customs and rituals, untouched by 

the historical processes that were ‘afflicting’ or ‘improving’ 

but, at any rate, drastically altering Western societies at the 

time.” Linda Nochlin, “The Imaginary Orient,” The Politics 

Of Vision: Essays On Nineteenth-century Art And Society 

(New York: Harper and Row, 1989), 35-36.

 
lxxix “To whisper for that which has been lost. Not out of 

nostalgia, but because it is on the site of loss that hopes 

are born.” Berger, And Our Faces, 55.

 
lxxx The first film, Mary Koszmary (Nightmares), 2007  

begins with a call made by a young Polish activist  

(played by journalist Sławomir Sierakowski) for 3 million 

Jews to return to their ancestral homeland of Poland.  

In Mur i wieza (Wall and Tower), 2009, people gather  

at the site of the former Warsaw Ghetto to build Wall  

and Tower-style settlement, gesturing to the images  

and stories of the “pioneers” who mythically established  

Israel. In final film, Zamach (Assassination), 2011  

the new, multinational movement is put to the ultimate  

test, the death of its leader at the hands of an  

unknown assassin.
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 lxxxi The history of Jews in Poland stretches back over a 

millennium. Poland was known as paradisus judaeorum, 

“Paradise of the Jews,” due to its policy of religious 

tolerance and was host to the largest Jewish communities 

in the world. That ended with the Partitions of Poland in 

1772; Polish Jews were now subjected to the anti-Semitic 

laws and customs of the partitioning powers. Despite this, 

Poland remained the center of Jewish culture at of the end 

of World War I. 90% of Polish Jews was murdered in the 

Holocaust; this represents the 3 million called to return by 

the JRMiP. 

 
lxxxii “The Jewish population in Palestine absorbed Jewish 

refugees, gained military power and participated in this 

European project of reshaping political bodies through 

the forced transfer of peoples. Their political sovereignty 

was established through the ruination of Palestinian 

society. Ethnic cleansing was integral to the constitution of 

their new regime, while forced separation and the refusal 

for any possible Palestinian return was the reason and 

form of a constituent violence that has not ceased since 

1948. Ultimately, those who had demanded to receive the 

refugees of Europe’s camps ended up creating ghettos and 

camps for Palestinian refugees within Palestine and beyond, 

in Syria, Lebanon or Jordan.” Ariella Azoulay and Adi 

Ophir, “This is Not a Call to the Dead,” And Europe Will Be 

Stunned. The Polish Trilogy (Amsterdam: Artangel, 2012), 

http://yaelbartana.com/text/continuing-to-think-1.  

 
lxxxiii “After all, we do not really know whether the Jewish 

Renaissance Movement in Poland is a genuine party 

(even if it is to convene at a congress in Berlin in 2012) 

or whether it is a political hallucination. It is in films, after 

all, that fiction constantly mixes with reality, the living with 

ghosts, and facts with fables. This is a process akin to the 

activity of the collective unconscious, where imaginings and 

fantasies can be forged into actions. Bartana emphatically 

suggests that politics and history are still governed by the 

myths made up ‘once upon a time’—tempting new ones to 

be made in the model of the old.” Joanna Mytkowska, “The 

Return of the Stranger,” And Europe Will Be Stunned. 

The Polish Trilogy (Amsterdam: Artangel, 2012), http://

yaelbartana.com/text/continuing-to-think.

 
lxxxiv “We have here the deconstruction of one of the darkest 

and most persistent figures from the Polish collective 

unconscious—the return of the stranger, the Jew.” Ibid.

high up: it is the place of law, this verticality of the on high, 

but also the site of what turns up unexpectedly, inevitably, 

defying any horizon of expectation and any possible 

anticipation. Inevitable and inaccessible, intangible, these 

‘handwritten pages’ are placed above the bed, like the law, 

certainly, but as threatening as an epic above your head, in 

this place where the guest rests, but also where he won’t 

have been able, where he wouldn’t have been able, where 

he won’t have had to fail to read the texts of a law of which 

no one is deemed ignorant. Above their heads, whether the 

visitors are sleeping, dreaming, or making love, the laws 

keep watch.” Derrida and Dufourmantelle, Of Hospitality, 

83, 85.

 
xc “No doubt the best method of capturing the essence of 

an epoch is to focus not on its explicit features—the social 

and ideological edifices that define it—but on the dispelled 

ghosts that haunt it, dwelling in a mysterious region of 

nonexistent entities which none the less persist, continuing 

to exert their efficacy.” Slavoj Žižek quoted in Mytkowska, 

“Return of the Stranger.” 

 
xci “The foreign guest appears like a ghost.” Derrida and 

Dufourmantelle, Hospitality, 53.

 
xcii “When I reflect on my story I seem to exist only as the 

one who came, the one who witnessed, the one who longed 

to be gone: a being without substance, a ghost beside 

the true body of Cruso. Is this the fate of all storytellers?” 

Coetzee, Foe, 45.

 
xciii “You think the old woman who still sleeps under Rifke’s 

quilt doesn’t want to see you? Has forgotten about you? 

You’re wrong. She dreams about you every night. Dreams 

and trembles with fear. Since the night you were gone and 

her mother reached for your quilt, she has had nightmares. 

Bad dreams.” Yael Bartana, And Europe Will Be Stunned / 

Mary Koszmary (Nightmares), 2007, one channel video and 

sound installation, 11 minutes. 

xciv Stengers, “Animism.” 

lxxxv “To alleviate the delegation’s jouissance produced by 

the Other’s (obscene) right to say anything, ideological 

tropes were cathartically reiterated throughout the 

Congress’ testimonials. And yet, as soon as one was 

established, another excessive testimonial followed, which 

could not be integrated into the subject’s symbolic sphere 

of identity. The alternating reciprocity of these testimonies – 

one of desire, the other of jouissance – generated the pulse 

that beat at the heart of the Congress. Hence, on Day 1, the 

practical demand to ‘Establish a media watch in Europe to 

prevent dissemination of racist ideology’ was countered 

by the surrealist demand to ‘Rebury all dead people of 

one nation in the neighboring nation and vice versa.’ On 

Day 2, the cultural demand that ‘Poland should devote 

15% of its annual budget to culture and the arts’ was 

countered by the impossible demand that ‘Poland create 

an anti-concentration and death camp.’ And on Day 3, the 

symbolic demand that we ‘Acknowledge the right of return 

for both Jewish and non-Jewish people’ was juxtaposed 

with the inconceivable demand that ‘Israel be stripped of 

its Jewish character.’” Juli Carson, “Art Of The Impossible 

- The Jewish Renaissance Movement in Poland (JRMiP),” 

Yael Bartana: And Europe will be Stunned (Vienna: The 

Secession, 2013), http://yaelbartana.com/text/deflections-

anti-mirrors-2. 

 
lxxxvi Yael Bartana, Manifesto of the JRMiP, 2011, offset print, 

39 2/5 x 27 1/2 inches. Courtesy of Annet Gelink Gallery, 

Amsterdam, Sommer Contemporary Art, Tel Aviv and Petzel 

Gallery, New York.

 
lxxxvii “This century… is the century of banishment…. 

Eventually perhaps… the substitute for the shelter of a 

home will not just be our personal names, but our collective 

conscious presence in history, and we will live again at 

the heart of the real. Despite everything, I can imagine it.” 

Berger, And Our Faces, 67.

 
lxxxviii This rich play on word was written by the artist, Marcel 

Duchamp, on a green, flattened candy wrapper, and 

distributed during the opening of William Copley’s show at 

Galerie Nina Dausset, Paris in 1953.

 
lxxxix “Hospitality, these ‘handwritten pages’ that the uncle 

of the narrator, of the one who says ‘my Uncle Octave, had 

put above the bed, in the spare room, ‘on the wall of the 

bedroom kept for visitors’...  So here they are, hung up, 
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C H E C K L I S T

1. Yael Bartana
Manifesto of the JRMiP, 2011
Offset print
Courtesy of Annet Gelink Gallery, 
Amsterdam, Sommer Contemporary Art, 
Tel Aviv and Petzel Gallery, New York

2. Christina Battle
nostalgia (april 2001 to present), 
2001-present
Digital transfer of handcrafted 16mm 
color film, sound
Courtesy of the artist 

4. Ken Gonzales-Day
Disguised Bandit (US/Mexico Border 
region) from Erased Lynchings series, 2006
Chromogenic print
Courtesy of the artist

5. Ken Gonzales-Day
Jesse Washington (Waco, TX, 1916) from 
Erased Lynchings series, 2014
Chromogenic print
Courtesy of the artist

3. Brendan Fernandes
Foe, 2008
Poster multiple, open edition
Courtesy of the artist and Monique 
Meloche Gallery, Chicago

C H E C K L I S T

1

2

3

4

5
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C H E C K L I S T C H E C K L I S T

6. Tanya Lukin Linklater
Slow Scrape, 2013-2016
3 Satin canvas banners, sinew
Courtesy of the artist

7. Jumana Manna
Co-scripted by Norman M. Klein and 
Jumana Manna
A Sketch of Manners (Alfred Roch’s  
Last Masquerade), 2013
HD video
Courtesy of the artist

10. Sherry Millner
CALL OF THE WILD from the series  
FORCED MOBILITY, 2017
Archival inkjet pigment print
Courtesy of the artist

11. Sherry Millner
ENDGAME from the series  
FORCED MOBILITY, 2017
Archival inkjet pigment print
Courtesy of the artist

8. Rachman, Easter Masquerade party at 
Alfred Roch’s house. Jaffa/Palestine, 1924
Collection AIF/Samia Salfiti, © Arab Image 
Foundation.
Archival photograph
Courtesy of Jumana Manna

9. Divya Mehra
There are Greater Tragedies, 2014
70 denier high tenacity nylon
Courtesy of the artist and Georgia 
Scherman Projects, Toronto

12. Sherry Millner
INFLATABLE from the series  
FORCED MOBILITY, 2017
Archival inkjet pigment print
Courtesy of the artist

6

7

8

9

10

11

12
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C H E C K L I S T C H E C K L I S T

13. Sherry Millner
INSECURITY from the series  
FORCED MOBILITY, 2017
Archival inkjet pigment print
Courtesy of the artist

14. Sherry Millner
NO BORDER from the series  
FORCED MOBILITY, 2017
Archival inkjet pigment print
Courtesy of the artist

17. Addie Wagenknecht 
Art Wars: Your Hood Is Gentrified, 2007
Lambda print
Courtesy of bitforms gallery, New York

15. Sherry Millner
SURFACE TEMPERATURE from the series 
FORCED MOBILITY, 2017
Archival inkjet pigment print
Courtesy of the artist

16. Daniel R. Small
Partially Recovered, 2011
Jacquard tapestry
Courtesy of Commonwealth and Council

13

14

15

16

17
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y a e l  b a r t a n a

Yael Bartana’s films, installations and 
photographs explore the imagery of 
identity and the politics of memory. 
Central to the work are meanings implied 
by terms like “homeland”, “return” and 

“belonging.” In her Israeli projects, Bartana 
dealt with the impact of war, military 
rituals and a sense of threat on everyday 
life. Between 2006 and 2011, she has been 
working in Poland, creating the trilogy 
And Europe Will Be Stunned, a project on 
the history of Polish-Jewish relations and 
its influence on the contemporary Polish 
identity. The trilogy represented Poland 
in the 54th International Art Exhibition in 
Venice. In recent years Bartana has been 
experimenting and expanding her work 
within the cinematic world, presenting 
projects such as Inferno (2013), a “pre-
enactment” of the destruction of the Third 

Temple, and Pardes (2015) which was shot 
during a spiritual journey in the Amazon 
rainforest in Brazil. Her latest work, 
Tashlikh (cast-off), is a visual performance 
that gathers personal objects linked to 
horrors of the past and the present. 

c h r i s t i n a  b a t t l e

Originally from Edmonton, Alberta, 
Christina Battle is currently based in 
London, Ontario. Her works are often 
inspired by the role of official and non-
official archives, our notions of evidence 
and explore themes of history and 
counter-memory, political mythology 
and environmental catastrophe. She has 
exhibited internationally in festivals and 
galleries, most recently at Nuit Blanche, 
Toronto; Galveston Artist Residency;  
Studio XX, Montréal; Le Centre des arts 

actuels Skol as part of Le Mois de la Photo 
à Montréal; Thames Art Gallery, Chatham; 
Casa Maauad, Mexico City; and SOMArts, 
San Francisco. Battle is a contributing 
editor to INCITE Journal of Experimental 
Media, and current collective projects 
include re:assemblage with Scott Miller 
Berry and MICE MAGAZINE.

b r e n d a n  f e r n a n d e s

Brendan Fernandes is a Canadian 
artist of Kenyan and Indian descent. 
He completed the Independent Study 
Program of the Whitney Museum of 
American Art and earned his Master of 
Fine Art from the University of Western 
Ontario and his Bachelor of Fine Art from 
York University. Fernandes has exhibited 
widely domestically and abroad, including 
exhibitions at the Solomon R. Guggenheim 
Museum, New York; The Museum of 
Modern Art, New York; National Gallery of 
Canada, Ontario; Deutsche Guggenheim, 
Berlin; Stedelijk Museum, Amsterdam; 
and the Third Guangzhou Triennial in 
China. Upcoming solo projects include The 
High Line, New York; DePaul University 
Art Museum, Chicago; and an exhibition at 
the Graham Foundation, Chicago entitled, 
Master and Form. He is currently Artist in 
Residence and Faculty at Northwestern 
University in the Department of Art Theory 
and Practice, and is represented by 
Monique Meloche Gallery, Chicago.

k e n  g o n z a l e s - d a y

Ken Gonzales-Day is a Los Angeles-
based artist whose interdisciplinary 
practice considers the historical 
construction of race and the limits of 
representational systems ranging from 
lynching photographs to museum displays. 
His widely-cited Erased Lynching series, 

along with the publication of Lynching 
in the West: 1850-1935 in 2006, has 
slowly transformed the understanding 
of racialized violence in the United 
States and specifically raised awareness 
of the history of lynching Latinos and 
other communities of color in California. 
Searching for California Hang Trees 
took a slightly different approach by 
offering a critical look at the legacies 
of landscape photography. Works from 
the Profiled series have been exhibited 
internationally, and grew out of Gonzales-
Day’s own research into the history of 
racial depiction and historic educational 
displays. This project has brought 
new attention to the material legacies 
of slavery, colonialism, imperialism, 
gender normativity, and whiteness, by 
photographing the marble and plaster 
stand-ins of human difference. Gonzales-
Day is Professor of Art and Humanities at 
Scripps College.

t a n y a  l u k i n  l i n k l a t e r

Tanya Lukin Linklater’s performance 
collaborations, videos, and installations 
have been exhibited across Canada 
and internationally. She is compelled 
by relationships between bodies, 
histories, poetry, pedagogies, Indigenous 
conceptual spaces and Indigenous 
languages, and institutions. Her work 
has been exhibited and performed at EFA 
Project Space + Performa, New York; Art 
Gallery of Ontario, Toronto; Museum of 
Contemporary Art Santiago; SBC Gallery, 
Montreal; Western Front, Vancouver; 
and elsewhere. In 2017, as a member 
of Wood Land School she participated 
in Kahatenhstánion tsi na’tetiatere ne 
Iotohrkó:wa tánon Iotohrha / Drawing 
Lines from January to December in 
Montréal. Wood Land School participated 
in Under the Mango Tree—Sites of 
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Learning gathering for documenta14 in 
Kassel. Lukin Linklater holds a Masters 
of Education from the University of 
Alberta and Honors Bachelor of Arts from 
Stanford University and is currently a 
PhD candidate at Queens University. She 
originates from the Native Villages of 
Afognak and Port Lions in southern Alaska 
and is based in northern Ontario, Canada. 

j u m a n a  m a n n a

Jumana Manna is a visual artist working 
primarily with film and sculpture. Her work 
explores how power is articulated through 
relationships, often focusing on the body 
and materiality in relation to narratives 
of nationalism, and histories of place. 
Recent solo exhibitions include venues 
such as Chisenhale Gallery, London; 
Malmo Konsthall; Beirut Art Center, 
Lebanon; and Sculpture Center, New York. 
Her films have been screened in festivals 
such as the 54th Viennale International 
Film Festival, Vienna; 66th Berlinale 
Forum; and IFFR Rotterdam. Manna was 
awarded the A.M. Qattan Foundation’s 
Young Palestinian Artist Award, the Ars 
Viva Prize for Visual Arts, and is currently 
a nominee of the Preis der Nationalgalerie 
für junge Kunst in Berlin.  In 2017 she 
has developed new commissions for The 
Nordic Pavillion, Venice Biennale; Satellite 
Program 10 at Jeu de Paume, Paris; CAPC 
Bordeaux; and The HighLine, New York. 
Manna lives and works is based in Berlin.

d i v y a  m e h r a

Working in a variety of mediums, 
Divya Mehra addresses the effects of 
colonization and institutional racism, 
re-contextualizing references found in 
hip hop, literature and current affairs. 
Mehra’s practice explores diasporic 

identities, racialization, otherness and 
the construct of “diversity.” Her work 
has been featured many exhibitions and 
screenings, notably with Creative Time, 
New York; MoMA PS1, Queens; MTV, New 
York; Queens Museum; MASS MoCA, 
North Adams; Artspeak, Vancouver; 
Images Festival, Toronto; the Beijing 798 
Biennale; Bielefelder Kunstverein; and 
Latitude 28, Delhi. Mehra holds an Master 
of Fine Art from Columbia University 
and is represented in Toronto by Georgia 
Scherman Projects. She divides her time 
between Winnipeg, Delhi and New York.

s h e r r y  m i l l n e r

Sherry Millner has been producing  
films, videos, and photomontages since 
the mid-1970s. Part of the first generation 
of feminist video artists, her work is 
remarkable for its mixture of humor, 
analysis, and personal insight. Millner’s 
work has been exhibited in venues such 
as the Centre for Contemporary Arts, 
Glasgow; Whitney Museum of American 
Art, New York; The Museum of Modern 
Art, New York; The Kitchen, New York; 
The New Museum, New York; Institute 
of Contemporary Art, Philadelphia; 
Thessaloniki Center of Contemporary  
Art, among others. Her photomontages 
have been reproduced widely; for  
example, she was represented along 
with Barbara Kruger, Susan Meiselas, 
Carrie Mae Weems, and others in Diane 
Neumaier’s anthology, Reframings: New 
American Feminist Photographies (Temple 
University Press, 1995). She holds a 
Bachelor of Fine Art from the California 
Institute of Arts and a Masters of Fine  
Art from the University of California,  
San Diego, and is currently Professor  
of Media Culture at the College of Staten 
Island, CUNY. Millner lives and works  
in New York.

d a n i e l  r .  s m a l l

Daniel R. Small was born in Centralia, 
Illinois, and currently lives and works 
in Los Angeles. Small received his 
Bachelor of Fine Art from Rhode Island 
School of Design and Brown University, 
and received his Master of Fine Art 
from San Francisco Art Institute. His 
work has been featured at Index-The 
Swedish Contemporary Art Foundation, 
Stockholm; VENUS LA; Galeria Nicodim, 
Los Angeles; Hammer Museum’s Made 
in LA biennial; 13th Biennale de Lyon, 
Musee d’Art Contemporain Lyon; and in 
exhibitions at the Center for Land Use 
Interpretation, Culver City; PIASA, Paris; 
Los Angeles Nomadic Division; San 
Francisco Arts Commission; Public Fiction, 
Los Angeles; and 21st Century Museum of 
Contemporary Art, Kanazawa, Japan. In 
2018 Small will be part of an exhibition at 
Sculpture Center, Queens.

a d d i e  w a g e n k n e c h t

Addie Wagenknecht’s work explores 
the tension between expression 
and technology. She seeks to blend 
conceptual work with forms of hacking 
and sculpture. Previous exhibitions 
include MuseumsQuartier Wien, Vienna; 
La Gaîté Lyrique, Paris; The Istanbul 
Modern; Whitechapel Gallery, London; and 
MU, Eindhoven. In 2016 she collaborated 
with Chanel and I-D magazine as part 
of their Sixth Sense series and in 2017 
her work was acquired by the Whitney 
Museum for American Art, New York. Her 
work has been featured in numerous 
books, and magazines, such as TIME, Wall 
Street Journal, Vanity Fair, Art in America, 
and The New York Times. She holds a 
Masters degree from the Interactive 
Telecommunications Program at New 
York University, and has previously 

held fellowships at Eyebeam Art + 
Technology Center, New York; Culture 
Lab UK, Newcastle; Institute HyperWerk 
for Postindustrial Design Basel; and The 
Frank-Ratchye STUDIO for Creative Inquiry 
at Carnegie Mellon University, Pittsburg. 
Wagenknecht is represented by bitforms 
gallery, New York.



36 37

a c k n o w l e d g e m e n t s

From the Curator

Though I work independently, all my 
project are the product of many hands, 
and I am grateful to each set.

I wish to extend my sincere thanks to 
Yael Bartana, Christina Battle, Brendan 
Fernandes, Ken Gonzales-Day, Tanya Lukin 
Linklater, Jumana Manna, Divya Mehra, 
Sherry Millner, Daniel R. Small, and Addie 
Wagenknecht. Some of you are of recent 
acquaintance and some are of old, but it 
was an honor to work with you all. 

It was a pleasure to work with Aniko 
Berman at Monique Meloche, Chicago; 
Carla Chammas, Carlos Estrada, Kristofor 
Giordano, Joseph Mault at CRG Gallery, 
New York; and Shawn Sagolili and Georgia 
Scherman at Georgia Scherman Projects, 
Toronto.

To Esper Postma, Saskia Wendland, 
and Itamar Gov at the Bartana studio: 
thank you for diligently fielding my many 
requests and questions. 

Many thanks to Supreme Digital, Brooklyn; 
Chris Durante Framing Studio, Danbury; 
Linco Printing, Queens; Jami Sherwood at 
Simply Signs, Stamford; and GHP, West 
Haven.

To the people of Franklin Street Works, 
particularly Executive Director Bonnie 

Wattles and Creative Director, Terri C 
Smith, I am deeply grateful for your efforts 
on and commitment to this project.

For offering advice and assistance, my 
thanks to Sean Fader, Alec Hall, Ella Dawn 
McGeough, Danara Sarioglu, and all the 
other lovely folks in my life who generously 
work through ideas with me.  

And to Michael: because of you, I always 
know where my home is.

From the Creative Director 
 
Thank you to Jacqueline Mabey for 
curating this exhibition and for all of 
her work in putting materials and texts 
together. A big shout out to all of our 
interns who helped with the installation: 
Rebecca Agababian, Kaiya Davis, and 
Frantz Gabriel. Thanks as always to the 
Franklin Street Works team, especially 
Natasha Kuranko who assisted with install 
and PR for the show, and Bonnie Wattles 
for being the best ED an arts organization 
could have. I am so grateful to Francis 
Carr and Emily Saltman, our fantastic 
past volunteers, who are also professional 
grade painters, for their hard work getting 
the black box room back to white. Thanks 
as always to our graphic designer, Maura 
Frana, for branding the show, and to 
Lawrence Kaczmarek at Purdue Pharma 
for his work in printing the catalog. 


