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Allegheny College’s 2010-2011 annual theme is “Global
Citizenship,” but there is no agreement about what might
constitute a notion of citizenship that exists beyond po-
lincal borders and cultural boundaries. In this exhibinon
we propose that diasporic penples, whatever their reason
for leaving “home,” are as close as one gets to finding a
“global citizen.” As a field of study, diasporas and migrants
of which they are constituted have garnered increased
attention, due in part to the unfortunate proliferation of
armed conflicts, environmental disasters and economic
catastrophes around the world. This interest is reflected in
the growing number of conferences, courses and graduate
programs, and an increasing number of scholars who de-
fine themselves as specialists. But while diasporas certainly
refer to a people abroad, away from their ancestral lands,
could people living within their homeland also be part of a
diaspora?

We believe humans miprated across the globe from an
ancestral African habitat about 100,000 years ago.
People may have crossed the Bering Strait and settled

in the Americas about 10,000 years ago. The concept of

a Diaspora is not confined to any particular peoples or
geographic areas, although it has been traditionally used to
refer to the Jewish community scattered outside of what is
today Israel/Palestine. The two thousand year old Jewish
Diaspora is perhaps the most widely studied, but Islamic
and Christian peoples, engaging in multi-century imperial
projects, exported their religions and cultures around the
world, sometimes creating new, multiracial polyglot commu-
nifies in the process and, other dmes, reducing the influ-
ence of certain societies and replacing them with their own.
These diasporas were quite different in their motvations
and manifestations, but the net effects were the scattering
of populations, fracturing established cultures and creating
new ones. [iasporas have been crucibles of both destruc-
tion and invention. The five artists invited to be a part of
this show prompt us to examine the personal and political
dimensions of human displacement, including in diasporas.



Bonnie Donohue, a multi-media artst based in Boston,
creates stunning photographic panoramas of abandoned
military installations in Vieques, Puerto Rico - shown with
Navy aeral surveillance photographs - to recount the
displacement of peoples, fishermen and tenant sugar-cane
farmers who lived on and worked the land before the
United States’ military turned the eastern third of the island
into a bombing range, and the western third into munitions
storage. Donohue’s images imply the silence and heartbreak
that are likely outcomes of such expropriation,

Rebecca Heyl 1s an ardst and human rights actvist
based in Boston and Perugia, Italy. While living in Israel
from 2001 - 2004, Heyl worked with the Israeli/Palestin-
ian non-profit organization, Windows: Channels for Com-
munication. In her 2008 book, Windows in the Wal! (Skira),
Heyl explores the false notion of “Land without People for
a People without Land.” She focuses on the consequences
of containment, conducting photographic interviews with
Jews and Muslims who live on both sides of the separation
barrier being constructed by Israel that divides Palestinian
territories from Isracl, and creates multiple non-contguous
fngers of land.

Pittsburgh artist Andrew Ellis Johnson draws lines of
inquiry into continued construction of Israeli settlements
in Palestinian territories and encourages viewers to consider
how the constant pressing of such settlements affects the
very survival of Palestinian populations,

Vasia Markides is a painter and filmmaker living in
New York City and Cyprus. Her 2008 documentary, Hidden
in the Sand, chronicles the story of Famagusta, the idyllic
home city of the artst’s refugee mother, that was evacu-
ated of its Greek Cypriot populanon by the Turkish army
during the 1974 military invasion. Markides says, “The
media institutions, the educational system, and the govern-
ment all foster a general attitude of victimization amongst
the Greek-Cypriots. Very little in the society encourages
people to take responsibility for their current situation, and
this creates a sense of powerlessness. The perpetual fecling
that we've been wronged. .. which of course we have — but
the full story is much more complicated. .. keeps us point-

ing fingers while we gaze over the rigid demarcation line
between us and a soluton. Making this film woke me up to
this by allowing me permission to form valuable relation-
ships with incredibly intelligent people whose stories helped
me shape a new history for myself and to break down
restrictive barriers of ethnic and natnonal identity. It made
me completely reevaluate the meaning of being “Cypriot.”
I wanted the film to convey this idea and to encourage
people to question the institutions and social structures
around them, which keep them tethered to a painful past
and a grim furure.”

Susanne Slavick, named Artist of the Year by the
Pittsburgh Center for the Arts in 2008, creates paintings
and works on paper by digitally and manually transforming
photographic images of the wreckage created by American
military actions in the Middle East. Using hand-painted ele-
ments and motifs from the very cultures under atrack, she
reminds us of what is being eradicated and supplants what
has been lost in a project of empathic restitution.

Each of the artists offers creative pathways for commu-
nication in the midst of conflict. Their work helps us to see
gaps in understanding, and allows us to question how privi-
lege and unequal divisions of power contribute to injustice.
Al-Salam, Shalom, Eirene, Baris, Paz, Peace in 2011 and
beyond. May we all become citizens of a just world.

Darren Lee Miller, Assistant Professor of Art
Director, Bowman~Penelec~Megahan Art Galleries

Iﬁmmr:]{g Haman, Part 2: The Birth of Hamanity, NOVA.

Written Produced, and Directed by Graham Townsley,
Narrator, Lance Lewman, PBS, November 10, 2000,
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All images have been provided courtesy of the artists.
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of the publication. To see the full texts, please visit:
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CONFLICTS, DIASPORAS AND GLOBAL CITIZENS

Diasporas are ancient experiences that take on new
meaning where the forces of globalization are in tension
with nation-state boundaries, both physical and cultural. In-
dividuals who flee their native lands are often now referred
to as being part of a diaspora when a large number of their
fellow people also migrate, although historically the term
had a more specific use. In contemporary usage, the word
“diaspora” is often used to describe major migrations from
an ancestral homeland, whether the forces pushing the mi-
grants away from their territory of origin are war, politics,
or economic factors,

Scholars of international relatons often view diasporas
as integral players in conflicts. They are particularly impor-
tant agents in the relatonship between civil and interstate
wars. There are several reasons for this. Civil wars often
generate massive population displacements, both within the
country and outside its borders. These refugee populations
become diasporas as they spread further abroad and their
new homes become more permanent.

Diasporic peoples may be especially likely to intervene

in conflicts on behalf of their co-ethnics, or ethnic kin
who remain in the home country. The reasons range from
sympathy, to guilt over having escaped the conflict, to dense
networks of information that keep those in the diaspora
informed about events in the home country. In some
conflicts, combatants use these ethnic networks to coerce
“donations” from those who are abroad to help fund the
struggle,

The active involvement of diasporic peoples in wars
and other conflicts takes several forms. Perhaps the most
common is through lobbying and other political action on
behalf of their kin. For instance, the East Timorese diaspo-
ra played a central role in publicizing Indonesian atrocities
in East Timor in the 1990s. The Jewish diaspora also is well
known for its political engagement in the Arab-Israeli con-
flict. The peoples of diasporas often provide combatants
with weapons or financial support, as well. This was one
important tool employed by Itish- Americans to support the
IRA during the 1970s and 1980s. The Tamil Tigers (LTTE),
a rebel group in Sri Lanka, drew most of their funding from



the many Tamils living in Europe and Canada.

Finally, diasporas in neighboring states can offer training
sites, bases, safe havens, and escape and smuggling routes.
Kurds in Turkey, Iran, and Iraq have sometmes benefited
from this type of support, and this aid is part of what has
fueled conflicts in Kashmir and the former Yugoslavia.
When co-ethnics in neighboring states intervene in this
manner, the war itself often spreads. Militarized refugee
populations can help to spread conflict to weak neighbor-
ing states. Neighboring governments also are especially
likely to join a conflict as a result of “hot pursuit” opera-
tions to curtail this cross-border assistance. Although the
conflict is complex, this is one reason that the Great Lakes
region of Africa -- including the Democratic Republic
of Congo, Uganda, Angola, Rwanda, Burundi, Namibia,
Zimbabwe, Chad, Libya, and Sudan —- spiraled into “Africa’s
World War™ during the late 1990s and early 2000s.

Ironically, diasporic peoples who intervene often simply
prolong conflict and suffering in the “home” country. This
15 because the support they offer is rarely enough to allow
their co-ethnics to trinmph, but instead merely staves off
the combatants’ defeat. In many cases, intervention also
complicates negotiation and bargaining attempts by adding
interests that need to be resolved in order to end the con-
flict. For instance, the conflict in Nagorno-Karabakh be-
rween Azerbaijan and Armenians became seemingly impos-
sible to resolve when the Republic of Armenia and both
Azer and Armenian refugee populations became involved.
Such interventions sometimes leave their kin in a better
bargaining position for peace negotiations by bolstering the
combatants’ strength, but only afrer remendous cost.

Diasporic peoples are often heavily invested in their
country of origin aside from their involvement in con-
flicts, and even more so in maintaining a traditdonal cultural
identity in their new surroundings. Their children become
important bridges between old and new not only because
they can usually speak both languages more easily than
their parents, but also because they are ofren more able
to understand the cultural traditions of the new country.
This ability to communicate on behalf of their parents also

gives them a strange, and often unwanted, power of their
parents’ experiences. These children grow up within both
the new and old cultures and bear the burden of having to
navigate contradictory expectations. Often they feel torn
berween their parents’ cultural traditions and the search for
an identity in their new land. It is often their children, the
third generation, that will both be most assimilated into the
new country’s culture and also most interested in re-dis-
covering, often in a very romanticized way, their “ancestral
homeland.”

Jacqueline Gehring, PhDD
Assistant Professor of Polincal Science

Shanna A Kirschner, PhD
Assistant Professor of Politcal Science

"1 left mry sonl inside. Open up!”
© Vasia Markides, Hidden in the Sand, 2008
video stll image
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Daring and after World War I1, the United States expropriated two-thirds of the
exland of 1 teques, aff the eastern coast of Puerto Ricos matw isfand, displacing
thossands of sugar laborers fo the center of the ixfand, The Navy used this area
as a firing range and a missile and bowb testing ground between 1948 and 2003
when, following years of profests, the Navy nithdrew from the island,

Interview with Bonnie Donohue

Shanna Kirschner: This exhibidon is part of Allegheny’s
Year of Global Citizenship, but that means different things
to different people. What do you think “Global Citizen-
ship” meansr

Bonnie Donohue: It's a good question, in an era when
citizenship itself is contested in so many places. To me,
“global citizenship” means trying to understand what’s
happening in different parts of the world in ways that one
cannot understand from following conventional media
coverage. And, of course, I try to unpack this through my
art practice, which requires me to engage in various ways
with various sectors of communities. Global citizenship is
about developing empathy and trying to understand issues
from an empathetic view;, rather than just a sympathetic
view. In other wotds, it involves engaging in a discourse

with individuals and their wider communites abour their
experiences. I visit places on an extended basis and often
return time after time, interviewing people on the ground
about how their lives have changed as a result of larger
events. 'm a tactle learner, and it 1s an interesting proposi-
tion to comprehend how ordinary people’s lives are altered
by larger political developments.

SK: To me, your work conveys some clear political mes-
sages. Do you see your work as commentary or description,
or more advocacy?

BD: I've tried different strategies, but I look for contrasts.
Often, there are mulriple interpretations of what it means to
be a citizen or a resident of a place. These debates exist in
all the places of conflict where I've worked. I try to present
both sides, but I don’t pretend to be neutral. 'm usually on
the side of the ordinary citizen. I will insert the dominant
voice into my work, and I insert the voice of the ordinary
citizen. 1 don’t think I can solve these problems, but 1 think
I can expose problems: pose questions, expose power
structures and ideas of resistance, ask good questions about
what 1s wrong with an existing power structure. [ advocate



for individual empathy or awareness, in order to nudge 2
less passive view of world events.

SK: Much of your work seems to be about juxtaposing im-
ages — either those from the past and the present, or images
of concrete military installations with natural reclamation

of those spaces. How do you think those juxtapositions af-
tect viewers’ perception of the Navy's activities in Viequesr

BD: I think of the residual architecture, history, memory,
and landscape as layers of events, and of vastly different
narratives that occur in the same place at different imes,
For example, I've been exploring an emblematic story of a
local bartender who was murdered in 1953 by some sailors
he had earlier served ar his bar. I am unpacking all of the
characters, actually tracking them down, and wnting a play
about it, based on a Rashoman-like structure, and re-pho-
tographing the new structure thatr was built around his bar.
When the sailors went to courts-martial, they were acquit-
ted. I am exploring questions like how we get to the truth,
when the dominant forces cover for each other. What kinds
of truths do different subjectivities bring to eyewitness
accounts? How do I bring a 57-year-old story, of what was
supposed to be a long-forgotten murder, to life and keep it
interestingr These are complicated interactions and compli-
cated questions; I'm trying now to unearth the story, bit by
bit, and put it together in an empathetic way.

If I just illustrate how bad the military is or how won-
derful the people are, it’s skewed to sympathize with one
side ot another. There are a variety of petspectives — pto-
military, anti-military, and opinions in berween — among the
citizens of Vieques. When you put the elements together,
you have a more problematic and nuanced story. I don’t
want to just make the Navy people into cartoons of evil
and make Vieques citizens into cartoons of noble suffering,
I would rather humanize both sides and think abourt the
colonial relationship between the United States and Puerto
Rico.

SK: What do you see as the role of individuals in conflicts
or social movements, such as that over the disposition of

Vieques?

BD: Vieques is really interesting because people from all

over the world united to help end the Navy bombing and
occupation on the island. An individual can't really effect
major change on her own; one needs to have allies. 1 could
stand alone, shouting about injustice for days on end. No
one would care, and they might think I was unhinged. But
if there are 200,000 people in the streets of San Juan de-
manding change, it makes a real difference.

Even bolder than the peace marches, there were thou-
sands of people who risked their own lives by occupying
the Vieques bombing range for over a year. They built a
town, with a church, a supply depot, and even a house with
a poured-concrete foundation. They found abandoned
Navy vehicles and made them run. The fisherman brought
in supplies and took out waste by boat. They united to halt
the bombing exercises. It was an incredibly inspiring non-
violent movement that brought the Navy era on Vieques to
an end, after 60 years of unpopular occupadon.

[ went on a fact-finding mission to Vieques with The Fel-
lowship of Reconciliation in 2001. My roommate was Jane
Kava, the Inuit mayor of the Yupik village of Savoonga, on
the Alaskan island of 5t. Lawrence. 5t. Lawrence Island had
been a military outpost that was abandoned after the Cold
War. The Army left a remendous amount of toxic waste,
introducing a very high cancer rate on the island. Jane trav-
eled nearly 6,000 miles from St. Lawrence to Puerto Rico in
order to form a sister island relationship berween Savoonga
and Vieques, which has a very high cancer rate as well, as a
result of thousands of tons of ordnance dropped over the
decades. This island is so remote — it’s closer to Siberia than
to the US, and it 1s the actual location in Alaska where one
can “see Russia™ — and it is small, just under 2,000 square
miles. Vieques is even smaller — only 135 square miles — but
when the mayors unite and share information, and share, in
rurn, with Okinawa and with islands in Hawaii, they can do
big things. The issues in each place are unique, of course,
but they’re also incredibly similar to what’s going on 10,000
miles away. When individuals are willing to care, they can
collaborate and make a big difference.

Interviews in this catalogue have been modified to fit the format
of the publication. To see the full texts, please visit:

http:/ /webpub.allegheny.edu/dept/art/artsite/ diaspora html
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Interview with Rebecca Heyl

Jacqueline Gehring: How did you become interested in
Israel as a topic for your art?

Rebecca Heyl: 1 lived in Italy for about five years before

I went to Israel. That's where I actually started identifying
myself more as a Jewish person and I became interested in
what the Italian Jewish traditions were there. When you're
in a foreign place you seek out things that are familiar to
you. During that time, I was exposed to the Palestinian
cause and criticism of Israel for the first ime. People would
say to me, you are Jewish, what do you think about Israel?

I came to understand that being Jewish directly connected
me to that land that 've never seen.

JG: How did you respond to those questionsr

RH: I didn't really have a view: I didn’t have a pro-Israeli
view that some might have, but I didn’t have a pro-Palestin-
ian view either. I hadn’ really given it much thought.

JG: Did the BEuropean media play a role how you came to
understand the conflict? I know from my experiences there,
they talk a lot more about the rest of the world, and espe-
cially the experiences of the Palestinians.

RH: Yes, the American press highlights pro-Israeli stories
while in Europe the pro-Palestinian view is more common.
Also, a lot of young people wear the Palestinian shawl in
Italy as a social statement. It was all around me; the Palestin-
1an cause was a part of the environment. Whereas in the US
all I heard were pro-Israeli viewpoints,

In America the average person, certainly the average
Jewish person, has a certain attitude about Israel (these are
generalizations of course), but we don't hear much about
the average Palestinian, We hear about the bombings, terrot-
ists cells, or whatever, but not the common folks. In Italy,
people seem to pay more attention to the news and talk
about what i1s going on there and abroad; however, I felt like
there wasn’t anything in Italian political discourse about the
average [sraeli.

My book of photos was published in Italy in English, for
an English audience. But, 1 thought about how it could be
trelevant for both sides of the debate. In the end the story
that it tells, about the peace activists on both sides (Israeli
and Palestinian), is relevant to both Americans and Europe-
ans, because in Italy you never hear about the Israeli peace
activist going to meet the Palestinian farmer. In the U5,
people asked me, “what is a Palestinian peace activist?”

JG: 5o living in Italy first raised your interest in the Israeli-
Palestinian situation. How did you end up going there and
getting more involved?

RH: My husband and I went to Israeli in 2001 because he
had a post-doctoral fellowship there. We lived at the Weiz-
mann Institute, a very peaceful and secure campus. 1t was
over a year before I actually went to the occupied territories,
The period 1 was there was 2001-2004. Even the average
Israeh would say that was a pretty tough time with lots of



bombings. It was before the wall was built, or the security
barrier, or whatever you want to call it. I wanted to do a
project about this moment, so I started doing research on
different organizations. I wanted to find Israelis and Pales-
tinians who maintained a dialogue.

JG: How did vou find groups to work with?

RH: I contacted them on the Internet. They would have
meetings to go to the West Bank and collect olives with the
Palestinians. My first trip was with a group ot Israelis and
internationals into the West Bank to help farmers collect
their olives. The Palesdnian village was located near an
Israeli sertlement. The previous year they were not able to
harvest olives due to frequent attacks by the settlers. So,
the farmers called on an Israeli organization to help them
collect the olives, but more importantly to act as a buffer
between the settlers and the farmers. We were 100 meters
from the gates of the settlement. Settlers get more and
more land by scaring off the Palestinian farmers, some-
times by physically attacking or shooting at them.

JG: How did you identify with the Palestinians since their
experience 18 so very different than our own, as Americans?

RH: 1 eventually traveled with a Palestinian group of kids
to bring them to Italy for a workshop. That was the real
first time, even though 1 had been back and forth into the
West Bank and Gaza... Once 1 traveled “as a Palestinian™ I
realized how oppressive it was, the challenges that a Pales-
tinian faces everyday to get to work or school. The number
of barricades, physical and psychological, to get out of
their local area. And then to get to Jordan, and the Jorda-
nians don’t want you there either. That was when it really
clicked for me, that’s where I really began to understand.
Understanding is gradual--picking olives next to a settle-
ment and seeing the tension. Understanding the proximity
of space and then going to a refugee camp and understand-
ing that these people have been living there for over 60
years! Why haven't they been settled? And then traveling

with the Palestinian kids. If you have all the documents, it
should be easy. One might expect bureancratic hold-ups,
but things should work. When you’re a Palestnian, an 18
year-old Israeli soldier at a checkpoint can detain you at
the checkpoint for hours because he wants to. It's not just
about security. All these terms that are used, like “closed
military zone,” imply security concerns, but often it’s a
teenager making an arbitrary decision. Palestinians don’t
have any recourse in that situation, and even at the Hague
(International Court of Justice) they can't represent them-
selves because they don’t have citizenship to any nation.

JG: In your work you use maps. Why are they so impot-
rants

RH: The first key to understanding the conflict, tor me,
was understanding how close everything is. The proxim-
ity. To see how small the piece of land is. Once you see
how small Israel and the Palestinian Terrtories are you can
better understand why they're fighting over it. 1 want to
show the viewer where the borders are, where the walls are,
where the settlements are, where the refugee camps are,
etc... showing the proximity of it all. What does it actually
look like? Another way of undetstanding is to look at the
history. By layering maps to see what it looked like at differ-
ent moments in history, how this land has become smaller
and smaller and smaller. The maps give you a perspective
of how Palestinian land has shrunk. 1 think maps might
reach a person for whom the photography isn’t immediate.
I want you to be able to hold the maps in your hands and
combine them as you choose. I want the viewer to be active
and to see the facts on the ground. If enough American
Jewish people came out and said, “I'm Jewish and I don't
support what Israel is doing,” that could make a difference,

More informanon about Rebecca Heyls Book, Windaws in tiv Wall,

can be found here: hop:/ /wewwindowsinthewall.com

Interviews in this cat ¢ have been modified to fit the format
of the publication. To see the full texts, please visit:
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Interview with Andrew Ellis Johnson

Andrew Johnson: I'm presenting the central image from
my installation Pressed: When Words Were Earth. It is a full-
scale digitally manipulated photographic image of the back
of a D-9 Caterpillar Bulldozer, that extends from the floor
to the ceiling, and its tracks that extend from the wall fifty
feet across the gallery floor. The images are printed onto
mirrored acrylic that is then cut into thousands of pat-
terned tiles. Light reflects off both the printed ink surface

and the mirror beneath the clear acrylic — so you get this
double reflection. What you see changes dramatically de-
pending on where you're standing, As you change your posi-
tion, the color shifts radically, literally highlighting difterent
parts of the image and obscuring others, I want the viewer
to actively explore what they perceive and become aware
that their physical vantage alters what is represented.

I want to provide a magical realm of illusion that ennces
the viewer to enter just as King Solomon’s palace seduced
the Queen of Sheba to lift up her skirt before crossing what
she thought was a pool of water. Reputedly it was the high
polish of the marble floor that she mistook for the pool. 1
want to also create a palace where a visitor can confuse the
factual and illusory and be conscious that they are in such
an environment.

Each piece of dle is cut into a shape that can be recog-
nized in and of itself just as a single puzzle piece makes us
aware of the larger whole and how it must interlock with
it. We must shift our modes of recognition and understand
that we are continually looking through layers of filters.

Jacqueline Gehring: This makes me think of Said’s Orien-
faltsm, and how we see the East through this Western flter.
Is that what you were thinking?

AJ: Yes, exactly, the mirrors are representative of the three
prophetic religions, with interlocking hexagonal Stars of
David, octagonal stars of Islam and what can be read as
Christian crosses. There are symbolic levels of identifica-
tion, physical and perspectival distortions and one'’s own
shadow and reflections that get in the way, that implicate us
in the image we perceive, We feel culpable.

JG: We experience culpability? In what way?

AJ: The bulldozer in the exhibit was photographed in a
Pittsburgh construction site, but it’s the same model that
has been sent to Israel and used to destroy Palestinian
homes and orchards to make room for Israch settlements
in the West Bank and Gaza. I think it is important that we
can't extricate ourselves from such an image.

JG: So you are trying to remind your viewer of responsibil-
ity, but what is their responsibility?



AJ: There are myriad difficulties in the world but much of
my work is focused on turmoil that ULS. citizens support,
if only through our raxes, and therefore have the ability

to change if we have the will. Lately I've been addressing
1ssues in Haiti, Iraq and Afghanistan. In Palestine we pet-
petuate the apartheid regime and we needn’t.

JG: How do you imagine your role as an artst? Is it to
educater To shock?

AJ: To seduce. Then incite. You suck someone in through
beauty, through humor, through pleasure. Lure a viewer in,
offer delight, and then the realization that all is not well,
but still malleable,

Art is very much about aesthetics, whether or not we
use the word beauty. There is no distinction, the political
15 the use of something, the aesthetic is the form of it. As
form and content are inseparable, aesthetics and politics are
inseparable.

JG: What is the goal of raising the consciousness of the
viewerr

AJ: Acnon as well as contemplation. At the most concrete
level 1 had hoped that people would boycott Caterpil-

lar until it divests from Israel or Israel ceases udlizing its
equipment for illegal ends. In February, 2003, when I first
exhibited Pressed: When Words Were Earth, it was in response
to the ongoing killing of Palestinians during demolitions of
villages. Within weeks of the opening, 23 year-old US peace
activist Rachel Corrie was murdered by the same Caterpillar
bulldozer model that I depict. Her family has been fighting
in the courts since then. Last October, through the Corries’
perseverance, Caterpillar began delaying its delivery of DY
bulldozers — valued at $50 million — to the Israeli mili-
tary. While only .6 % of Caterpillar’s business 15 in Israel,
this delay is a symbolic gesture that is an iconic victory.

JG: What about people who don’t think what they do mat-
ters or are just apathetic?

AJ: In my teaching I point ourt that one’s apathy leads to a
restriction of one’s own rights. With the G-20 in Pitts-
burgh last year, some of my students were roughly treated

and arrested for being in certain areas, not because they
were protesting, but just because they were “swept up in an
atmosphere of de facto marshal law,” as another beaten by-
stander and arrested student, Second Lt. Ryan Kingston has
said. My students were really surprised by the police round
ups. They thought the police were there to protect them
and told me, “I wasn’t even doing anything” 1 reminded
them that one needs to take a stand, because our rights are
being eroded constantly. For example, we need to real-

ize that not voting and not doing anything has enormous
welght and consequences.

JG: You said you do much of your research on the inter-
net. How do you filter the informarion you find?

AJ: You do have to cross check your sources and it’s very
important to be looking at bias ahead of time, asking your-
self ‘In whose interest is this?” and ‘How much credence do
I want to give this?® Not all arguments are sound, claims
relevant or warranted, or opinions valid. When I worked on
Pressed, 1 met with Palestinians and talked with them about
my ideas and how I wished to realize the work. 1 got first
hand information that went directly into the exhibit. For
example, the idea of the fruit spilled on the ground came
from those discussions as did the fact that the orange is
symbolic for both Israeli and Palestinian natonalism. Haim
Gourl, the Israeli poet, sees it as a pride of Jewish agricul-
tural power while Palestinians view it as emblematic of ‘a
world destroyed’ during the first Arab-Israeli war. In the
bulldozer treads in the exhibit you can see squashed orang-
es and other detritus that I scattered in the mud of the con-
struction site that I photographed. They refer to Palestinian
farmers, 90 percent of whom live below the poverty level,
whose fruit rots at Istaeli checkpoints because they are not
able to bring it to market. The barriers prevent movement
within Palestine and into Israel and there are often deliber-
ate delays so the fruit will spoil. The rotting oranges can
also represent the current state of peace, prosperity and
progress, as can the strewn olives. In Palestine, home to
world’s most ancient olive groves, a million trees have been
uprooted for Isracli settlements.

Interviews in this cnta.lug'ue have been modified to fit the format
of the publication. To see the full texts, please visit:

http:/ / webpub.allegheny.edu/ dep t/art/artsite, diaspora.hrml
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© Vasia Markides, Hidden in the Sand, 2008
video sall image

The Mediterranean island af Cyprus’ popaulation is primanify ethnically Greek and
Taerkish. Inter-commmenal fensions escalated fo siolence by the 19605, In 1974,
Tarrkey invaded the island following a Greeks conp. After bundreds of thousands
af Cypriots were displaced, the irland nus effectively partitioned. Despite several
negotiation attempls and easing fensions, Cyprus remeains divided.

Interview with Vasia Markides

Shanna Kirschner: How did your upbringing affect your
view of narionality, and of the Cypriot civil war and its
ongoing effects?

Vasia Markides: | was partially raised in Cyprus, and

was there from kindergarten to fourth grade. The history
of Cyprus that was taught in our schools was very im-
ited. It only told the Greek-Cypriot version of the story.
We learned of our struggle for independence against the
British in the 1950s, and then we learned abour the 1974
invasion by Turkey and subsequent suffering of our com-
munity. There was so much in between that wasn't covered.

For instance, about how the Greek-Cypriot fundamental-
ist groups who wanted Enosis (union with Greece) began
staging attacks against Turkish-Cypriots, who were eventu-
ally forced into enclaves. The Turkish-Cypriots suffered a
lot, and the history fails to tell their version of the story.

So we grew up with a picture of all Turks as “barbar-
ians” who came and stole our homes for no reason. In fact,
Turkey decided to intervene after seeing these atrocities and
this fervent movement for Enosis. Of course, their inter-
vention went slightly above and beyond just protecting the
Turkish-Cyptiot minority. So I grew up with only a partial
story, and images on TV showing elderly Greek-Cypriot
women holding photos of their missing husbands and sons
with the words Then Xebno or “1 won’t forget™ under it,
That’s bound to affect your psyche in the long term.

Luckily I was raised in a very open-minded family — my
mom initiated the Peace Studies department at the Univer-
sity of Maine — so ideas of conflict resolution were not for-
eign to me. As soon as the checkpoints between the Greek
and Turkish-controlled areas opened and I met my frst
Turkish-Cypriot, any preconceptions immediately dissolved.

SK: You've said in other interviews that making this film
led you to reevaluate the meaning of being Cypriot. How
did you see this identity before making the film, and what
do you now believe it means to be a member of this com-
munity” Do you see that transformation as part of what the
larger communities need to undergo?

VM: The more we identify with our “Greek-ness™ in
Cyprus, the more we continue to exclude people, and the
further away we move from a soluton. When Greek flags
are waved, this agitates an already fragile situation. We are
an independent country. We have our own flag. We're the
only country who uses another nation’s national anthem
(Greece’s). A little pride in being “Cypriot™ could be a good
step towards reconciliation. There’s such a rich cultural
heritage to the island, which is an amalgamation of all the
countries that once colonized us - Persians, Assyrians, Phoe-
nicians, Venetians, Ottomans... There are so many shared



foods and words between Greek and Turkish-Cypriots.,
Everyone knows that we used to all live in the same villages
and that culture and language intermixed as a result. Maybe
that’s one area where we all agree. The only thing the two
communities share at the moment on a structural level are
the sewage pipes in Nicosia. The system was never rede-
signed following 1974, 5o the sewage all merges beneath
the ground. Everything else is separate. Quite ironic, no?

If we celebrate some of our similarines, rather than
emphasizing our differences, there’s a greater chance for
reconciliation. Of course, it’s perfectly fine to embrace our
roots and respect those differences. The history of Cyprus
1s too loaded for us to be stamping ourselves merely as
“Greeks” or “Turks.” In fact, I had a Turkish-Cypriot once
tell me that she felt more Greek than Turkish because she
lived on an island and in a culture that has been majority
Greek in the past. 1 think 1 always made the distinction
when people introduced me as their “(Greek friend” to say
that I'm “Cypriot,” but now I'm even more of a stickler
about it. I think Greek culture and heritage are absolutely
amazing, Sometimes, though, I'd like to do away with all
national identity. Even Cypriot.

SK: This is, among other things, a show about diasporas.
What do you see as the current role of the Greek and
Turkish diasporas in the conflict, and how would you like
that role to change (if at all)?

VM: I'd like to see both communities return to Cyprus and
work towards a solution. They’re more likely to return now;,
after Cyprus’ entrance into the EU. It’s important for peo-
ple who have been away from the island to return not only
with fresh energy and hope but also with different perspec-
tives as people who have existed outside of that sphere for
a while. At the same time, we are often criticized as naive or
arrogant when we go back and try to present new ideas. It
works both for and against us. [ feel that we should all go
back there and play a role in the process of reconciliation. |
was there this summer working for a UN community media

center, and I’'m trying to do that with this film.

SK: I am also interested in how you create films, and about
this film in particular.

VM: This was my first film, and my process was a lirtle
convoluted. That is somewhat evident in the lack of struc-
ture or storyline in the film. I didn’t start out with a story or
structure already in place. I had no prior hilmmaking experi-
ence when I started shooting, T just bought a small camera
when the checkpoints loosened in 2003 and started shoot-
ing everything | encountered when I traveled to the North
[the Turkish-controlled area].

Throughout the years, I kept upgrading cameras as 1
learned more about video-production, and began to con-
struct different segments of the flm while in graduate
school. I didn’t know what the final piece would look like,
and it went through many, many manifestations, which was
both thrilling and shehtly tortuous at times. This film was
my initdation into filmmaking. 1 learned how to make films
because I had to make this one.

SK: Your work conveys some clear political messages. Do
you see your work as commentary or description, or more
advocacy?

VM: I see it as a humanistic experimental documentary.

I'm trying to emotionally move people, in whatever way
possible, more than anything. For the Cypriots, the Greek
and Turks in the audience, I'm trying to motivate them to
think outside the box, to move beyond what's comfort-
able and to act in whatever capacity they can. For the other
viewers, I'm trying to inform them of what’s happening in
Cyprus and morivate them to do their own part within their
own communities, to question their own biases and break
down their own walls.

Interviews in this catalogue have been modified to fit the format
of the publication. To see the full texts, please visit:

http:/ /webpub.alleghenyv.edu/dept/art/artsite/ diaspora.html



© Susanne Slavick, Reasswre; Beirwt Birdr, 2008
goauche on archival digital prine

The Septenber 11, 2000 attacks on the United 5tates, led by al-Cmeda, prompited
American mifitary refaliation in Afphawisian and it toppiing of the Taliban
sovernment there in 2002, and an American invasion of Irag in 2003, A NATO
coalition, fed by the US.A, bas worked to secare Afghanivtan against insurgency ever
since. Despite being the lorgest war fn US bistory, there are o current plans for ead-
ing the American-led occupation of Afphawistan. There are plans for a “complete”
withdramal of American military forces from Iraq at the end of 2071,

Interview with Susanne Slavick

Darren Lee Miller: When 1 described your work to a
friend on the phone, I said you were combining contempo-
rary Phﬂtﬂgrﬂphﬂ of bombed-out places with found illus-
trations and paintings primarily from historical Persian art,
I can describe the forms, but I wonder about your appro-
priation of middle-eastern images. In some cases it looks
like mending or rebuilding 1s going on. The images convey
hope.

Susanne Slavick: I approach cultural appropriation as an
act of empathic unsettlement (to use Dominick LaCapra’s
term) or empathic restitution. But I am also well aware of
Leo Bersani’s skepticism of art’s hubris in its claim to sal-
vage damaged experience and thereby redeem life. Adopting
existing representations from cultures other than my own
is problematic and complicated. I do so acknowledging
my outsider status and as an admittedly tentative gesture at
bridging cultural divides that are both real and constructed.
In my case, replicating and incorporating imagery from
the former Islamic Empire is one way of dispelling preva-
lent stereotypical notons of its regions and religions as
proponents of malignant fundamentalism. My re-worked
representations counter the endless images of invasion and
insult, militancy and martyrdom, juxtaposing the highest
aspirations of a culture with evidence of its eradication.
Some of the images are quggesu‘vﬁ of nesﬂng, whether in
new or transformed territories or upon returning home. In
any of these scenarios, I don’t mean to suggest that one can
just stamp Persian art onto anything and then have viewers
read it as vaguely “middle eastern,” but I do think the im-
ages and patterns represent the former Islamic empire, not
in the religious sense, but as a political power and culrure
that once stretched all the way from the India to Spain. Ar-
chitectural motifs from the former Islamic empire play out
N new ways in my images, creating new possibilities.



When possible, the origins of the appropriated imag-
ery are linked to the locations of contemporary sites, For
example, in Regenerate (Gardening the Robber Hole, 2008), the
figure of a gardener, from the 12th century Book of Ant-
dotes of the Pseudo Galen (in the style of the first school
of Baghdady), is painted over a scene of “surface scatter” in
Iraq, a field of remnants from raids on unsecured archeo-
logical sites. The gardener begins shoveling in the desert,
cultivating anew: It is another kind of antidote, a visual
metaphor of restoraton.

DLM: In other images, we see birds being released from
cages, and you talk of nesting and return. To what extent
do you consider diaspora — or more generally, displace-
ment — when making the work?

S8: T wasn't thinking directly of diaspora when I made
these pieces, though displacement is cerrainly a conse-
quence of any war. I'm looking at the birdeage as both

a prison and also as a symbol for longing, yearning, The
cage Is open and the birds are fluttering around — what

do they do with their freedomr What is life like in Iran or
Iraq or Afghanistan, and how will it be in the fumre? Will
the “freedom™ supposedly gained during these wars really
Hourish or will their societies deteriorate or regress? Can
the people who have been displaced actually return or re-
sume their prior lives? The nests in Regenerate and Refuge
are settled in ruins, and we know that there are plenty of
Iragis who have stayved behind in their blasted neighboz-
hoods. Do they stay of their own free will or out of ne-
cessity? Do they have a choice? Birds have traditionally
symbolized rebirth/regeneration and peace. A single bird
means something different than a flock. Separated or with
family intact, can life begin anewr People can start over, but
their beginnings are fraught with both joy and sorrow.

DLM: What oppormnities have recently come your way?

I notice that both you and your partner (Andrew Ellis
Johnson) like to play with words in your work. Do you ever
work collaboratively?

§8: Last May, Andrew and I did a residency at Blue Moun-
rain Center in upstate NY. The theme of the session
was “The Costs of War.,” Together with a small group of

other resident artists, writers, activists, and public health
professionals and therapists, we worked to launch a web-
site to raise awareness of the length of our involvement

in “The War on Terror,” particulatly in Afghanistan:
http:/ /10yearsandcounting.com /. I'm pretty much a smudio
artist, and while 1 sometimes work on collaborative proj-
ects, like the website and my book, I usually work alone

in my studio on drawings and paintings. My partner and

I bounce ideas off each other, and we work through con-
cepts together, but we sall consider our work our own and
not a team effort.

DLM: Do you think your work simply points out problems
or offers paths toward soludons?

85: I have no illusions that art alone will change the world;
however, art does act on consciousness. Marcuse argued
that art can remind us that life can be different. Art cannot
reproduce life or reality; it inevitably offers us an altered
reality, and so reminds us of the possibility of change. I'm
trying to help us imagine an alternative ro self-destruction,

Some people may charge that my work — or any figura-
tve work dealing with war — aestheticizes violence and
compartmentalizes conflict for easy digestion or dismissal.
In his essay The Documentary Debate: Aesthetic or Anaesthetic?,
David Levi Strauss counters this charge: “The idea that the
more transformed or aestheticized an image is, the less au-
thentic or politically valuable it becomes, is one that needs
to be seriously questoned. Why can’t beauty be a call to ac-
tons” I think all art is about aestheticizing and transform-
ing. It allows people from different cultures to recognize
each other in one another.

Art is basically a generative force. Creativity is inherently
iterative and redemptive. These works —these gestures
of debt and discovery — are attempts at renewal among
the rubble and undoing some of the damage. Confronting
and considering the cultural heritage of peoples and places
under attack reminds us of what we stand to lose — the
humanity of those we revere or are urged to revile. Ignoring
this would leave us with no culture at all.

Interviews in this catalogue have been modified to fit the format
of the publication. To see the full texts, please visit:

http:/ /webpub.allegheny.edu/dept/art/artsite / diaspora,hrml y
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