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Foreword

The Turner Prize exhibition, founded in 1984, now alternates each 
year between Tate Britain and a venue outside of London. This year 
it returns to Tate Britain, the prize’s home. 

The Turner Prize exists to honour the outstanding contribution of 
British artists, or artists based in Britain, to new developments in 
contemporary art. Each year four artists are shortlisted for specific 
exhibitions and projects held over the past year. In 2018, they are 
Forensic Architecture, Naeem Mohaiemen, Charlotte Prodger and 
Luke Willis Thompson.

The prize seeks to bring what is new in contemporary art to a 
large and diverse audience. Contemporary art is now central to the 
nation’s cultural life, and the Turner Prize has played an important 
role in that development. 

This year’s Turner Prize is probably the most political to date. The 
issues encompassed by the work exhibited include queer identity, 
human-rights abuses, police brutality, postcolonial migration and 
the legacy of liberation movements. 

Given this, it is perhaps unsurprising that the moving image 
dominates this year’s Turner Prize. It takes many forms, from 
35mm (Thompson) to footage shot on the artist’s own iPhone 
(Prodger); from the incorporation of archival footage (Mohaiemen), 
to collectively sourced and digitally layered imagery (Forensic 
Architecture). 

At Tate Britain we situate British art, old and new, within a 
global context. Similarly, Turner Prize 2018 is one of the most 
transnational to date. Prodger is British and lives in Glasgow; 
Mohaiemen was born in Britain, grew up in Bangladesh and lives  
in New York; Thompson, a New Zealander, is of Fijian descent  
and lives in London; and the membership of Forensic Architecture, 
based in London, led by Eyal Weizman, an Israeli theorist and 
architect, spans as many nationalities as it does disciplines.  
We are grateful to all of them for their participation. 

It is also a pleasure to thank this year’s Turner Prize Jury: Oliver 
Basciano, art critic and International Editor at ArtReview; Elena 
Filipovic, Director of Kunsthalle Basel; Lisa Le Feuvre, Executive 
Director of the Holt-Smithson Foundation; and Tom McCarthy, 
novelist and Visiting Professor, Royal College of Art. 

I would like to thank the exhibition’s curators, Linsey Young, 
Curator, Contemporary British Art, Tate and Elsa Coustou, Assistant 
Curator, Contemporary British Art, Tate. They have contributed to 
this catalogue alongside Mark Godfrey, Senior Curator, International 
Art, Tate, and Carly Whitefield, Assistant Curator, Film, Tate.

I would also like to thank the many colleagues across Tate who have 
made this year’s Turner Prize possible. In particular, I would like 
to mention the contribution of Louise Lawson and the Time-Based 
Media team at Tate, and Nicholas Bennett for leading the design  
of the project. 

Finally, Tate is delighted to have begun a new three-year 
partnership with BNP Paribas, as sponsors of the Turner Prize.  
Amongst other benefits, their support enables free admission to  
the exhibition for all under-twenty-fives for the first twenty-five  
days of the exhibition. 

This is a Turner Prize that addresses some of the most keenly felt 
issues of the day, and we look forward to it resonating with this  
new generation and indeed with all generations. 

Alex Farquharson
Director, Tate Britain, and Chair, Turner Prize Jury

ALEX FARQUHARSON
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Sponsor’s
Foreword

Previous
Winners

As the bank for a changing world, BNP Paribas recognises and 
values the important role the arts play in shaping how we interpret 
society. We feel the Turner Prize optimises this role. By showcasing 
British contemporary artists, the Turner Prize presents four varying 
perspectives on what is important in the world today.  This inevitably 
gives rise to discussion, often disagreement, and invariably new 
ideas, all of which are essential elements of modern life.

Now in its 34th year, the Turner Prize has grown to be an 
internationally renowned visual arts prize. It is a heritage that will 
continue to develop, and we at BNP Paribas are proud to play a part 
in this process through our support of the Turner Prize over the next 
three years. 
 
BNP Paribas has been present in the UK since 1867, and has 
supported five major art exhibitions over the last decade.  
Cultivating an enduring relationship with the arts reflects our 
commitment to building long-term relationships with clients and  
to making a positive, sustainable contribution to both the UK 
economy and society.
 
Enjoy the show.

Anne Marie Verstraeten
UK Country Head,  
BNP Paribas Group

2017 Lubaina Himid
2016 Helen Marten
2015 Assemble
2014 Duncan Campbell
2013 Laure Prouvost
2012 Elizabeth Price
2011 Martin Boyce
2010 Susan Philipsz
2009 Richard Wright
2008 Mark Leckey
2007 Mark Wallinger
2006 Tomma Abts
2005 Simon Starling
2004 Jeremy Deller
2003 Grayson Perry
2002 Keith Tyson
2001 Martin Creed
2000 Wolfgang Tillmans
1999 Steve McQueen
1998 Chris Ofili
1997 Gillian Wearing
1996 Douglas Gordon
1995 Damien Hirst
1994 Antony Gormley
1993 Rachael Whiteread
1992 Grenville Davey
1991 Anish Kapoor
1990 Prize suspended
1989 Richard Long
1988 Tony Cragg
1987 Richard Deacon
1986 Gilbert & George
1985 Howard Hodgkin
1984 Malcolm Morley
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Jury

In April of each year an 
independent jury of industry 
experts selects the four Turner 
Prize nominated artists.  
In December they meet to 
choose the winner. 

The members of the Turner Prize 
2018 jury are: 

—

Oliver Basciano,  
Art critic and International 
Editor, ArtReview  
 
Elena Filipovic,  
Director, Kunsthalle Basel  
 
Lisa Le Feuvre,  
Executive Director, 
Holt-Smithson Foundation  
 
Tom McCarthy,  
Novelist and Visiting Professor, 
Royal College of Art.  

—

The jury is chaired by  
Alex Farquharson,  
Director, Tate Britain.

Forensic  
Architecture

TP.18

9
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Forensic Architecture is the name both of a research 
agency based at Goldsmiths University of London 
and the emergent form of investigative practice that 
it has pioneered. Led by Founding Director Eyal 
Weizman, an architect and Professor of Spatial 
and Visual Cultures, the agency is comprised of 
a number of international research specialists 
including architects, artists, photographers, 
lawyers, 3D animators, filmmakers, journalists, 
coders and scientists.

Forensic Architecture utilises architectural 
methodologies as a framework through which 
it investigates allegations of state and corporate 
violence across the globe. The agency employs a 
number of specialist research techniques. Some 
are traditional modes of research such as material 
analysis, visual mapping and witness testimony, 
while others are only possible due to recent 
technological developments, such as digital-image, 
audio- and information-mapping.

The nimble way in which FA responds to social and 
technological developments reflects the changing 
nature of a capitalist globalised world, where the 
exponential increase in smartphones and social 
media over the past decade has created a new and 
complex terrain in which platforms owned by 
multinational corporations can be subverted on the 
ground by those whose stories might previously 
have been hidden. 

Similarly, the group itself inhabits new terrain, 
operating within a number of different frameworks. 
The work of Forensic Architecture can be seen 

in courtrooms, books, the news media (it often 
collaborates with media outlets such as the New 
York Times, and The Intercept), the internet and art 
galleries, the latter spaces employed as a way to 
make public evidence that might otherwise remain 
in the often closed and specialist world of the 
judicial system, where its potential as a political 
tool is dampened. Within the context of the gallery, 
Forensic Architecture’s individual projects (which 
they term ‘investigations’) are presented largely 
on screens complemented by images, models and 
wall graphics that provide contextual information. 
Additionally, all of Forensic Architecture’s 
investigations are freely available in full on the 
group’s website www.forensic-architecture.org.

For the Turner Prize exhibition 2018, Forensic 
Architecture has chosen to focus on the 
interconnected investigations al-Araqib, Negev/
Naqab Desert, Israel/Palestine, 2015–ongoing and 
Traces of Bedouin Inhabitation, 2018. Titled The Long 
Duration of the Split Second, the exhibit uses these 
two investigations as a way to try to demonstrate 
the wide range of techniques and methodologies 
used by the group. Crucially, it also articulates the 
relationship between the micro history of a single, 
violent moment within the macro history of human 
and ecological transformation of an environment.

Traces of Bedouin Inhabitation is an ongoing 
project that collates and archives photographic, 
documentary and historical evidence to demonstrate 
the continuous presence of the Bedouin population 
of the Negev/Naqab desert in Israel. This population 
is unrecognised by the Israeli state and Forensic 

F.A
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Architecture argue that it has been repeatedly and 
forcefully displaced from the land it has inhabited 
for centuries. They use a process known as ‘ground 
truth’, a term relating directly to the geographical 
mapping employed in this investigation: ‘the 
translation from the surface of the terrain to the 
surface of the film’. To reach ‘ground truth’, an 
aerial image interpreter measures and compares the 
ground elements with those captured in an image. 
Having little access to or faith in the authorities, 
who would typically undertake aerial photography, 
the Bedouin families of al-Araqib, Forensic 
Architecture, PublicLab, and Non Governmental 
Organisation Zochrot created ‘community satellites’ 
made from easily available digital cameras and kites 
and operated by community members. The images 
captured by these ‘satellites’ have been combined 
with British RAF Aerial Photographs from 1945 
into a composite image that shows the remnants 
of features such as livestock pens, stone houses, 
dams and wells. These multiple layers of visual 
documentation taken over a period of over seventy 
years and brought together by Forensic Architecture 
attempt to prove the longstanding presence of the 
Bedouin community within the Negev/Naqab  
desert region. 

Killing in Umm Al Hiran, 18 January 2017, 2018, is a 
reconstruction of an Israeli police raid to demolish 
buildings and displace the Bedouin community in 
Umm Al Hiran in the Naqab/Negev desert on 18 
January 2017, during which two people were killed: 
a Bedouin villager, Yaqub Musa Abu al-Qi’an and 
an Israeli policeman, Erez Levi. In the aftermath, 
this was described by the government and police 

department as a terror attack by a Bedouin man 
linked to ISIS. In collaboration with activist group 
ActiveStills, Forensic Architecture argue that the 
incident was initiated by Israeli police officers. 
The group shared the analysis online amid a 
Twitter storm with senior members of the Israeli 
government, who claimed the evidence was ‘fake 
news’. The police then retracted their statement 
and began an internal investigation. As with much 
of the work undertaken by Forensic Architecture, 
the case remains live and subject to the influence 
of wider political events. During the week in 
which Forensic Architecture’s participation in the 
Turner Prize 2018 was announced, the Bedouin 
community of Umm al-Hiran signed an agreement 
with the Israeli authorities making way for a 
Jewish-only settlement on the site of their homes. 
Forensic Architecture question the means by which 
this agreement has been achieved, affirming the 
villagers’ belief that ‘over time, fear and pressure 
exerted by politicians and the media have exhausted 
the villagers’ material and psychological capacity  
to resist’. 

As part of their Turner Prize exhibit and the 
expanded presentation of these two investigations, 
Forensic Architecture have programmed a series of 
free seminars that will take place at Tate Britain 
throughout the duration of the Turner Prize 
exhibition. These seminars (which were also a 
central part of the ICA exhibition for which Forensic 
Architecture were nominated for the Turner Prize), 
are critically important to the overall exhibition and 
are intended by Forensic Architechture to turn the 
museum into a site of radical learning that offers 

F.A
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individuals, activists and civil-society groups the 
tools to analyse dominant narratives of the state 
and the media.

In the development of the Turner Prize exhibition, 
the selection of which investigations to present 
posed complex logistical and curatorial questions. 
In stripping down the vast amount of information 
deployed by the group, Forensic Architecture have 
sought to demonstrate three things: what they do, 
why they do it and why they work within the gallery 
construct. Within the gallery context, the exhibition 
itself becomes Forensic Architechture’s medium, 
and all its component parts—the films, the wall 
texts, the photographic print and the model—play 
an equal part in the communication of the case.  
It is this investigation of space in its expanded form 
—material, digital, ethical, legal and conceptual—that 
is at the heart of Forensic Architecture’s project. The 
group’s use of the building blocks of our physical 
environment as a site on which to investigate 
and discuss violence in all its forms illuminates 
potential pathways to justice.

Linsey Young – Curator, Contemporary British Art, Tate.

Interview

F.A
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Killing in Umm al-Hiran, 18 January 2017, 2018, video still. Courtesy of Forensic Architecture

Linsey Young:
  Each time I come here to the Forensic 

Research Agency at Goldsmiths University, 
the team has expanded. How is this group  
of people formed? Is it very fluid?

Eyal Weizman: 
  Yes, each project demands a certain 

combination of skills and the team is built  
by the project coordinator. It really depends 
on what kind of project it is. If it’s a very 
image-based project, i.e. involving the 
interpretation of stills and video, we need 
people who are skilful in that area; if it 
involves 3D modelling and photogrammetry,1 
we need people who specialise in that. 
There’s always a scientific aspect to it that 
means we either subcontract or bring a 
specialist into the project. The problems that 
we deal with aren’t confined to one discipline 
—they always bring together various ways of 
measuring and seeing the world, and this is 
why the teams need to be built according to 
the demand of the project.

LY:  What was the first case that you dealt with 
here, within this department? 

EW:  I was for years involved in human rights 
investigations in Israel/Palestine. Outside 
of it, the first case was a commission by the 
UN Special Rapporteur for Human Rights to 
investigate drone strikes in Pakistan. Very  
few images were coming out of Pakistan 
at the time, but there were rumours that a 



Killing in Umm al-Hiran, 18 January 2017, 2018, video still. Courtesy of Forensic Architecture
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special kind of ruin was beginning to be seen: 
ruins of buildings with a hole in the ceilings. 
The Special Rapporteur wanted us to look at 
that and find out what caused them, and how 
we can understand that relationship between 
the statics of a building and the type of 
ammunition delivery used. These were typical 
of drone warfare. And it was a problem 
that no other mode of forensic analysis or 
investigation could deal with, because it 
required a combined understanding of the 
technological aspects of drone warfare and 
how it’s remotely operated and how it’s 
image-based, together with the tactics used 
and how buildings were targeted, based on 
pattern analysis. And all that information 
could actually be seen in the fossil of the 
ruin. So it’s a kind of archaeological analysis. 
It’s not only physical material: in order 
to interpret the archaeological ruin of a 
building, you need to understand the media 
in which it’s captured, whether it’s satellite 
images before and after, or on-the-ground, 
user-generated photographs, each one with its 
own limitations.

LY:  And how did the rapporteur come to you? 
You’d had an architectural practice in Israel, 
and then you’d worked here as a professor, 
but how did the shift come about to Forensic 
Architecture?

EW:  For many years, we developed a reputation  
for our urban research in very complicated 
zones where information was sparse, 

al-Araqib, Negev/Naqab Desert, Israel/Palestine, 2015–ongoing, video still. 
Courtesy of Forensic Architecture
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between art and truth, art and event, art 
and documentation, has been one of critique 
and problematisation. You problematise by 
saying: ‘You can’t really know that’, ‘How 
do you know what you know?’, etc, or you 
give a very subjective view. But we think 
that there is a way in which artistic practice 
can work to combine multiple perspectives, 
and we can actually insist on the evidentiary 
dimension of art and of the truth value of our 
work. Perhaps what we’re looking for is a new 
expanded version of the sixteenth-century 
approach, when scientists and artists worked 
together to uncover the world around them. 

LY:  You show your work in books, on the 
internet, in courtrooms and increasingly  
in exhibition spaces. Can you talk about  
these different platforms?

understanding the interaction between 
political processes, military processes and 
technological ones. We were doing that as 
an academic field at the Centre for Research 
Architecture. And at some point we realised 
that academic work—i.e. publishing material 
in books and academic papers and having 
it circulated in the academic field—wasn’t 
enough. We needed to place our research 
in the most difficult situations, the most 
antagonistic of forms, and make use of 
it, mobilise it, on behalf of people whose 
suffering has been ignored. States generally 
believe that they have a monopoly over 
information in war and therefore it’s very 
easy for them to lie. And what we needed 
to do was to slightly raise the cost for states 
when applying violence. They need to know 
that civil-society groups, independent groups, 
can monitor and analyse what they do. In 
terms of civil-society work, we’re not merely 
here to call for independent investigations to 
be undertaken by other people. People outside 
of the state and institutional frameworks 
that normally initiate investigations are 
now able to ask people like us, with our 
fusion of artistic, architectural and technical 
skills, to do something that hasn’t been 
done before. And that is to produce evidence 
that’s both precise and reliable, and that can 
communicate and motivate processes. And 
that combination of artistic and scientific 
work in uncovering the truth has something 
to say about cultural and artistic practices. 
Because the understanding of the relationship 

F.A IN CONVERSATION

Image from seminar held at the Institute of Contempoary Arts, London, as part of the exhibtion 
Forensic Architecture: Counter Forensics, 2018. Courtesy of Forensic Architecture
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Sarah Nankivell:
  We work using different means, different 

methods and different tools, and part of that 
is using different forums as well. We don’t 
always get to present our work in court. 
Sometimes we do, sometimes we don’t; 
sometimes it’s rejected. So what we’ve found, 
and the reason why we use these kind of 
artistic and cultural spaces, is that it’s a really 
good forum for us not only to present our 
work but to debate it and discuss it. It also 
speaks to the aesthetic side of the work: its 
presentation is really important in making  
it accessible and engaging, and being able  
to speak to a broader audience. We get to 
access a different audience and we’re not 
bound by the restrictions of the court.  
 

I’d say the drawback is that often people  
don’t understand this. We’ve recieved 
criticism suggesting that we’re somehow 
devaluing our work by presenting it in an 
artistic space.

LY:  I think people will be surprised to hear that!

SN:  It’s been a huge point of internal discussion 
for us, too, about how we balance it. The 
gallery is a forum and it’s really crucial to  
the presentation of the work, but also to 
the work itself, as are the debates and the 
discussions and these exercises of creating 
exhibitions and thinking about our work 
in a different way. All of these things come 
together to make the exhibitions that we do 
worthwhile. They really have become  
—particularly in the last two or three years— 
a crucial element of our work.

LY:  I imagine that’s one of the reasons why 
you come together to do seminars within 
exhibitions—that notion of skill-sharing so 
that people can then go and challenge states.

EW:  It is. It’s about empowering civil society to 
take action and never to simply ask the state 
for an investigation. We cannot leave the 
state to investigate its own alleged crimes.  
We need to bring an independent view, 
and that view needs to be from within 
civil society. It’s about showing that with 
enough focus and dedication, and the right 
combination of skills, we can expose state 

Installation view Counter Investigations: Forensic Architechture, Institute of Contemporary Arts, 
London, 2018. Photo: Mark Blower

F.A IN CONVERSATION
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violence. We have the technology now and  
a proliferation of images available to us.  
We think about Forensic Architecture in  
two ways: on one hand it’s a practice, it’s  
the name of our office. On the other hand  
it’s a field, and a field needs to expand, and  
it cannot be controlled.

LY:  Are there any other Forensic Architecture 
departments opperating besides yourselves?

EW:  There are many people who are just starting 
to do similar things or who’ve done them 
before, or work in collaboration with us. 
So the field is expanding, and it’s a field 
that needs to develop a different theory of 
the image, a different understanding of 
aesthetics, a different understanding of 
multidisciplinarity, a different understanding 
of activism. In order for a field to be created, 
it needs to have its own discourse and its  
own set of practices. It can’t simply remain 
within practical technical analytics. So  
this is what’s important. And we’re using  
the opportunity of the exposure that the 
Turner Prize is going to give us in order  
to effectively train independent groups.  
The exhibition is almost like the scaffold  
for a set of techniques. And this is why  
we took the Umm al Hiran investigation, 
which includes various different types of 
analytic work. It’s about media analysis,  
it’s about sound, it’s about re-enactment,  
it’s about various aspects of science, of the  
mechanism of a car. So it has various 

1   The science of making measurements from photographs,  
in particular recovering the exact position of surface points. 

F.A IN CONVERSATION

aspects that somehow come together. And 
the presentation of that single case in such 
detail is to show how it’s done. The exhibition 
shows the three temporalities of the process. 
The first is a split second of the shooting. The 
second is the month-long process of analysis 
that we’ve done, together with a community, 
and the month-long process of exposure 
where we see the back-and-forth with state 
authorities. And then the third temporality  
is the long duration, decades long, of Israeli 
settlement and the demolition of the Negev. 

Eyal Weizman, Director of Forensic Architecture and  
Sarah Nankivell, Forensic Architecture Programme Manager  
in conversation with Linsey Young.
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Forensic Architecture was founded in 2010 
by architect Eyal Weizman. The current team 
is made up of Deputy Director Christina 
Varvia; Project Coordinators Stefan Laxness, 
Samaneh Moafi, Ariel Caine, Francesco 
Sebregondi, Nicholas Masterton and Omar 
Ferwati; architects Stefanos Levidis, Nathan 
Su, Sebastian Tiew, Grace Quah, Tane Kinch; 
Programme Manager Sarah Nankivell; 
technologists Franc Camps Febrer and Lachie 
Kermode; filmmaker Simone Rowat; lawyer 
Shourideh Molavi; investigative journalist 
Robert Trafford; amongst others.
 
Practitioners affiliated with the agency 
include media scholar and artist Susan 
Schuppli, artist and private ear Lawrence 
Abu Hamdan, an affiliate group, Forensic 
Oceanography, as well as Paulo Tavares/
Autonoma and Hannah Martin.

Recent major exhibitions include:  
Counter Investigations: Forensic Architechture, 
ICA, London, (2018); FORENSIC 
ARCHITECTURE: Towards Investigative 
Aesthetics, MUAC, Mexico City (2017); 
77sqm_9:26min, documenta 14, Kassel (2017); 
Towards an Investigative Aesthetics, MACBA, 
Barcelona (2017).

TP.18
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Naeem Mohaiemen’s essays, films and installations 
are works about the unreliability of memory in 
many registers: individual, familial, collective and 
official. His practice is framed by his upbringing 
in Dhaka in the 1970s and 80s, a time of deep 
political turbulence in Bangladesh (the former East 
Pakistan), after a violent separation from Pakistan. 
These two decades saw the nation’s hopes, initially 
imbued with socialism and secularism, fade in a 
succession of military coups and dictatorships. 
Drawing on the film and video archive and its 
erasures, both as material and metaphor to revisit 
the impact of ruptures in history on individuals, 
Mohaiemen interweaves his family histories with 
the unofficial record of former Left utopias, in the 
post-war period framed by decolonisation and  
world socialism.

Mohaiemen’s works included in the 2018 Turner 
Prize exhibition—two films and a photo-text 
diptych series—vary in their formal treatment, but 
feature narrators who embody a failing masculinity, 
reflecting on episodes in history, combined with 
autobiographical elements. In the three-channel 
documentary Two Meetings and a Funeral, 2017, 
Mohaiemen follows the Indian Marxist historian 
Vijay Prashad in exploring the failure of the 
Third World to unify around socialism in the 
context of the Cold War. The film is divided into 
three chapters, corresponding to the localities of 
New York, Algiers and Dhaka, and juxtaposes 
the opposing ideology of the 1973 Non-Aligned 
Movement and the 1974 Organisation of Islamic 
Cooperation summits. It is composed of archival 
footage of political figures including Houari 

Boumédiène, Muammar Gaddafi, Indira Gandhi, 
Habib Bourguiba, Fidel Castro, Yasser Arafat and 
Sheikh Mujibur Rahman, as well as interviews with 
protagonists who look back at the briefly utopian 
Third World socialist project. Through the small story 
of Bangladesh’s manoeuvres for recognition as a new 
nation state, Two Meetings and a Funeral exposes the 
large-scale power relations, hypocrisies and betrayals 
that prevented Third World socialism from ever 
taking root, or breaking free from Soviet hegemony.

Punctuated by references to key milestone events, 
the film merges different temporalities in a 
fragmented narrative: the past and its dreams for  
a possible future, and the present and its imperfect 
records of the past. The rhythm of the film, created 
by cuts to black, a foreboding soundtrack, images 
splayed across screens, and the juxtapositions of a 
scene filmed from different angles, formally suggest 
the intrinsic omissive and subjective nature of the 
historical account. This is particularly visible when 
Prashad discusses the vast rows of empty drawers 
that used to contain United Nations documents 
on countries and conflicts around the world. The 
seemingly infinite and meticulously classified 
bureaucratic filing of information, now devoid 
of content, becomes a metaphor for erasure and 
impotence in history. At the end of the film, Prashad  
describes this work as ‘a war against forgetting… 
to help us bridge the gap between the ancient and 
the young’.

A gap always exists between new dreams and 
forgetting, idealism and resignation, as materialised 
by the buildings in the film—whether abandoned  

N.M
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or repurposed by new generations and governments. 
The main protagonists in Two Meetings and a 
Funeral are perhaps less the individuals who have 
shaped history at a certain time, and more the 
grandiose constructions within which historical 
events took place. Buildings and cities become 
palimpsests, silent witnesses or whispering 
transmitters of a continuously rewritten history. 

In Tripoli Cancelled, 2017, decaying architecture  
also symbolises failed utopias, and the deserted 
airport is even more sharply the main protagonist. 
Its actual location is never revealed to the viewer, 
and despite the proximity of dwellings visible on  
the horizon, and the absence of fences, it is the 
stage for a single man’s confinement over a period 
of more than ten years. Deprived of its original 
functions—which require national borders and 
passports—the airport in Tripoli Cancelled becomes 
an isolated heterotopic1 space in which the relation 
to traditional time is altered, a space for the 
imaginary, or a space for illusion. 

The slow pace of the film, the long takes, the 
repetitive actions of the solitary, bored character 
who writes letters to his wife every day and calls  
a fictional phone operator on a dangling telephone 
receiver, and the temporal indications of ‘day 
3753’, ‘day 3754’, create a sense of Beckettian time, 
elongated and suspended. This is emphasised by 
the broken information boards, paused on their 
last operational flight: ‘B737 Paris Now Boarding’ 
or ‘B747 London On Time’. Only the man’s daily 
activities (shaving, smoking cigarettes, reading) 
and emotions (introspection, sadness and joy, lust 

N.M

and a solitude that leads him to invent imaginary 
characters to talk to) work to retain his humanity, 
despite his years spent within the airport. In one 
of his letters, the man refers to Giorgio Agamben’s 
excavation of the Holocaust camp term ‘Der 
Muselmann’ (German for ‘the Muslim’, reportedly 
used by Jewish prisoners to describe others in the 
camp who were at the end of their strength): ‘In 
Auschwitz, to become “Der Muselmann” was the 
sign of surrender, of a prisoner who has given up. 
The space between human and not…less than’. In 
this way, Tripoli Cancelled questions the liminal space 
between human and inhuman, or the non-human.

The diaristic structure of the film and the epistolary 
discourse addressed to an absent recipient create  
an intimacy with the character, subtly informed by 
the story of Mohaiemen’s father, who was stranded 
for nine days in 1977 in Athens airport, where this 
film was shot.2 Intimacy also characterises the 
narrative of the photo-text diptych series Volume 
Eleven (Flaw in the Algorithm of Cosmopolitanism), 
2015–17, which again is based on family stories, 
intertwined with histories of interwar colonialism. 
Here Mohaiemen combines memories of a family 
library and reflections on some writings of his  
great-uncle, Bengali author Syed Mujtaba Ali,  
who naively hoped that the German military 
machine would liberate India from British colonial  
rule. The work opens with the evocation of 
translation, a recurrent and fundamental 
component in Mohaiemen’s practice, alongside 
mistranslation, which alludes not only to the 
notions of rereading and rewriting, but also, 
through its etymology, to the idea of displacement. 
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Throughout Mohaiemen’s work, displacement can 
be seen in its literal form in the treatment of global 
histories of post-colonial socialism, with references 
to migration, exile, geopolitics and buried family 
secrets across several countries and epochs. The 
works focus on the margins of major historical 
events, and shift perspectives towards narrating  
non-Western histories. On a metaphorical level,  
it can be seen in Mohaiemen’s attempt to create new 
meanings from fragmented testimonies, slips in 
memory and gaps in the archive, opening the way 
to fictionalisation. His ongoing obsession with the 
previous century’s struggle between capitalism and 
socialism, between colony and metropole, between 
West and non-West, always comes back to this 
question: what would have been our other possible 
futures, if events had unfolded differently?

Elsa Coustou – Assistant Curator, Contemporary British Art, Tate. 

N.M

Interview

1   See Michel Foucault, Of Other Spaces: Utopias and Heterotopias, 
1984.

2   While in transit to Tripoli in Libya, Mohaiemen’s father was 
stranded in Athens airport after having lost his passport. It took 
nine days for the Bangladesh Embassy to issue a letter authorising 
Greek authorities to ‘deport’ him back to his own country, a 
loophole to resolve the missing passport.
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Elsa Coustou: 
  Could we start by talking about your personal 

history, including your relationship to Britain?

Naeem Mohaiemen:
  The relationship is a result of the accidents 

that happened while a family was making 
plans. My father was studying at the Royal 
College of Surgeons in Edinburgh when I 
was born in Lambeth. He graduated with 
his FRCS and began hospital rotations, 
but the scholarship from the Pakistan 
government (Bangladesh was still Pakistan, 
then) required him to return home. The 
decision to return was also provoked by the 
violence happening to adjacent communities. 
Enoch Powell’s ‘Rivers of Blood’ speech was 
working its dark magic, and an Asian man 
was bottle-smashed at a bus stop near our flat 
on Winsham Grove. My mother understood 
all too well that it could easily have been my 
father. An FRCS degree was no protection 
against the coming darkness.  
 
 I want to pause to underscore the class 
position that allowed my parents to decide 
that England was too brutish a place for 
Asians. My father was a cardiovascular 
surgeon in the Pakistan (later Bangladesh) 
army—it was an institution that seemed to 
provide an alternate home to return to. But 
the vast majority of British Asians didn’t have 
anywhere to ‘return’ when Powell wanted 
them gone (just as Ugandan and Kenyan 
Asians didn’t have a home to go to when 

N.M IN CONVERSATION

Tripoli Cancelled, 2017, single-channel video, 93 min



Two Meetings and a Funeral, 2017, three-channel video, 89 min
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dictators turned on them). If not for that, 
perhaps we would have stayed in London, as 
my father’s cousin did (also a doctor). That 
cousin’s son, Aziz Huq, grew up in the suburb 
of Radlett, while I grew up in Dhaka. When 
we finally met as teenagers, I remember 
thinking ‘Why does he have that accent?’  
I’m sure he thought the same of me.

EC:  Bangladesh became independent from 
Pakistan in 1971. What was it like growing 
up in Dhaka during those years? Could you 
say more about your relation to Bangladesh, 
which is, in a way, a central character in 
many of your works?

NM:  There’s a sentence in Alan Moore’s Watchmen: 
‘Every day the future looks a little bit darker. 
But the past, even the grimy parts of it, well, 
it just keeps on getting brighter all the time.’  
I remember the early 1970s as a time of shiny 
possibility, before the storm. I have a hazy 
memory of a leader in a black sleeveless 
coat, speaking to the crowds at Dhanmondi 
mosque in 1975. Six months later, that 
President was assassinated. Dhaka memories 
are intwined with Shakespearean tragedy: 
homecoming, revival, betrayal, murder. I 
don’t have any other way of remembering my 
youth. I wish I did. The book the protagonist 
reads aloud in Tripoli Cancelled is Richard 
Adams’ Watership Down. Warring rabbit 
tribes and murderous humans is what I read 
about, as a child. I burrowed inside those 
books as the world of adults outside our 

Tripoli Cancelled, 2017, single-channel video, 93 min

Two Meetings and a Funeral, 2017, three-channel video, 89 min
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or Arafat marching triumphantly into  
Algiers airport (Two Meetings and a Funeral) 
are very different from the surreal scenarios 
in Tripoli Cancelled, such as the ghost 
bartender, a riff on Kubrick’s film The Shining 
(1980), and the tender, furtive mannequin 
kiss inside the plane. Those moments remind 
people they’re watching fiction. But the line 
between fiction and documentary is always in 
play. In Tripoli Cancelled, the narrator talks 
about an excitable dinner guest, and although  
I don’t name her, the reference to ‘trial in 
Jerusalem’ tells you it’s Hannah Arendt. But 
her New Yorker serialised report (which later 
became Banality of Evil) came out in 1963, 
and he’s sitting in Athens airport and reading 
a battered copy of Watership Down which 
came out in 1972, and dancing to Boney M’s 
‘Rivers of Babylon’, which came out in 1978,  
a year after my father was actually stranded 
at Athens airport. When the film was 
installed at MoMA PS1 (2017), people walked 
out of the room where the film was being 

Dhaka home became ever more frightening. 
When I read Javed Jahangir’s novel Ghost 
Alley (2014), with the character Ludo who 
hides inside comics, I felt we’d been raised 
with the same traumas.

EC:  Watership Down (1972) explores the role of the 
heroic rabbit in a community frightened by 
destruction. You also mentioned the highly 
influential graphic novel Watchmen (1986–7), 
which imagines the inability and impotence 
of superheros to change history, in an 
alternate reality where the Cold War hasn’t 
ended. Not only do you refer to Watership 
Down in Tripoli Cancelled, your first fiction 
film, but you introduce archival material 
into Two Meetings and a Funeral, and include 
a typewritten narrative in Volume Eleven, 
interpreting your great uncle’s writings, 
themselves a misreading of history at a very 
specific time. Could you say more about the 
role of fiction and the written word in your 
work, in relation to the documentary form, 
and in relation to the interpretation  
of historical moments?

NM:  Well, I wonder how we, as audiences, 
understand and mark the line between 
fiction, historical re-enactment and 
documentary. Is it the grain of the film, the 
fading quality of the image, that convinces us 
of its acuracy? The shaky television footage 
of a stranded plane (United Red Army, 2011),  
a German politician railing against Red Army 
Faction prisoners (Afsan’s Long Day, 2014),  

N.M IN CONVERSATION

Afsan’s Long Day, 2014, video, 40 min
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screened into a back room where they 
encountered Volume Eleven, with my great 
uncle’s tragic faith in the German military 
machine. Within that work there’s another 
reference to Arendt: ‘Write alongside me/this 
banality we ignored/century’s witness.’ So 
was Arendt my great uncle’s contemporary, 
or my father’s, or the contemporary of this 
nameless man at this airport? None of the 
timelines sync up, and this is also how I blur 
and jar the lines of history. I don’t know if 
everyone picks all this up, but I always hope 
they will, if they watch slowly. However, 
this isn’t an exercise in making you doubt 
everything; there’s already too much of that 
in the world. I want us to look together, and  
a little longer—to take a long pause.

EC:  Could you talk about how you turned to 
making films? What was the context in which 
you started your practice as a filmmaker?

NM:  It started in Dhaka, and then I came back to 
it after a long hiatus. In 1987, while still in 
high school, I got a job as assistant editor at 
Video Guide magazine. Ejaz Ahmed Khan 
Mojlish was one of the first people to import 
VHS video cameras to Dhaka. He was an 
autodidact inventor—Ejaz would jerry-rig 
video-channel switchers and special-effects 
consoles, because you couldn’t import those 
easily into Bangladesh. But people kept 
asking him to shoot wedding videos for 
pay. So in order to create a community of 
videographers that made more interesting 
work, he started this magazine. In between 
editing the magazine, he would allow me 
to play with his cameras and consoles, and 
that’s how I first started making little videos, 
none of which have survived. I helped to 
make short environmental documentaries 
with him, and then when I migrated to 
America, I transitioned to making activist 
documentaries about the South Asian 
community. In 2004, I was invited (as a 
member of Visible Collective) to show a 
series of videos on post-9/11 security panic at 
Queens Museum; that invitation started  
a second journey.

  Ejaz is very supportive to this day; I did part 
of the sound-mix edit of Tripoli Cancelled in 
his Dhaka studio. But these days, he says, 
with a wry smile: ‘These new films are so 
abstract; they cannot reach mass people. 
You should make a documentary on climate 
change!’

N.M IN CONVERSATION

United Red Army, 2011 video, 70 min
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 EC:  In Two Meetings and a Funeral you look back 
at the failure of a global Socialism. What can 
be learnt from the 1970s–80s, the period your 
work examines, in terms of an international 
Left? I recently heard writer, media theorist, 
and activist Franco ‘Bifo’ Berardi1 talk about 
the current sense of suffocation in social life.
Can a new breathing space be created within 
capitalism?

NM:  I spend a lot of time in conversation with 
survivors of Left uprisings of the 1970s.  
None of them are chastened, or full of regrets 
(except, of course, about errors in tactics), 
and some of them still live with the dream 
that a red future is coming—certainly Peter 
Custers, the Dutch journalist in my film Last 
Man in Dhaka Central, 2015, had that faith 
until his untimely death. And when moments 
like the Arab Spring or Occupy Wall Street 
erupt, I share in the collective belief that, this 
time, it will be different. But one thing that 
has happened for me, after spending so much 
time looking at that earlier lost moment—I 
have a difficult time believing in the teleology 
of ‘inevitable’ or ‘it is written’. I’ve been 
shifting, hesitantly, to an idea of incremental 
change—not because it’s the limit (I hope it’s 
not), but because sometimes it feels necessary 
to have small goals and victories to keep 
going. Frederic Jameson wrote, ‘Someone 
once said that it is easier to imagine the 
end of the world than to imagine the end of 
capitalism’. And so maybe what’s going on  
is a failure of imagination on my part not  

to be able to think beyond capitalism.  
A breathing space, as you said, or a clearing 
space, and chipping away at the edge of 
capital’s worst excesses, seems a reduced 
ambition.  
 
As I’m saying this, I’m thinking that I haven’t 
yet fully understood and absorbed the lessons 
of the 1970s. The people who gave me so 
much of their time would want me to have a 
larger imagination. I’m a product of a local 
context of dream-disaster in the 1970s, and 
a global post-1989 end-of-red-dreams era, 
and I’m wondering how to get back to a more 
open space of imagining. Telling these stories 
is a start, but I’m thinking now that a lot 
more is needed. How do we dream our way 
out of the present impasse, together?

Naeem Mohaiemen in conversation with Elsa Coustou.

1 Goldsmiths University, 29 May 2018.
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Charlotte 
Prodger

Naeem Mohaiemen was born in 1969 
in London, UK, and grew up in Dhaka, 
Bangladesh. He is currently undertaking 
a Ph.D. in Anthropology at Columbia 
University, USA. 

Recent solo exhibitions include: Solidarity 
Must be Defended, Mahmoud Darwish 
Museum, Ramallah (2017); There is No 
Last Man, MoMA PS1, New York (2017); 
Prisoners of Shothik Itihash, Kunsthalle Basel 
(2014); Live True Life or Die Trying, Cue Art 
Foundation, New York (2009); and My Mobile 
Weighs a Ton, Gallery Chitrak, Dhaka (2008). 
Group exhibitions include: Liverpool Biennial 
(2018); Lahore Biennial (2018); Drik Chobi 
Mela IX & V, Dhaka (2017 & 2009); documenta 
14 (2017); LUX/ICO Artists’ Cinema, UK 
(2016); 56th Venice Biennale (2015); Kochi-
Muziris Biennale (2014); Dhaka Art Summit 
(2014); British Museum (2013); Sharjah 
Biennial 10 (2011); Lines of Control, Bradford/ 
Karachi/ Dubai (2009); Home Works 3, Beirut 
(2005); and Queens Museum of Art, New York 
(2005). 

As companions to his films, Mohaiemen’s 
essays have appeared in Protichinta (Prothom 
Alo), Sarai Reader (CSDS), Indian Highway 
(Serpentine), Assuming Boycott (OR), Sun 
Never Sets (NYU), Supercommunity (Verso 
UK), and Sound Unbound (MIT). He co-
edited Chittagong Hill Tracts in the Blind 
Spot of Bangladesh Nationalism (Drishtipat) 
and System Error: War is a Force That Gives 
us Meaning (Papesse). In Dhaka, he was a 
member of activist groups Drishtipat (2001–
11) and Alal O Dulal (2011–16), and in New 
York of South Asian Magazine for Action & 
Reflection (1995–99), 3rd i South Asian Film 
(2000–04), Visible Collective (2002–07),  
and Gulf Labor Coalition (2011–2017). He is  
a member of the ICA Independent Film 
Council (UK). 
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A deep engagement with the moving image—its 
numerous formats, their formal parameters, socio-
political histories and modes of exhibition—has 
shaped Charlotte Prodger’s practice for two decades. 
Having previously worked with 16mm film, she has 
expanded into multi-monitor video installation, 
multimedia performance and most recently, long-
form single-channel video. In composing her videos, 
she draws on her extensive archive of writing, 
miniDV tapes and HD camera and iPhone footage, 
which she has accumulated through her continuous 
shooting and writing process. In each of her works, 
these technologies are suspended in complex 
dialogues with queerness, the body, language, 
time and landscape. These specific tensions and 
intersections form both the crux and the stakes  
of Prodger’s artistic language.

Voiceover narration plays a crucial role in bringing 
these dialogues into constellation, interwoven 
with personal anecdotes and diaristic content, 
descriptions of online videos and comment threads, 
correspondence with friends and texts culled from 
a variety of sources. These passages are often 
spoken interchangeably by Prodger and friends, 
constructing a first-person subject that is both 
plural and shifting. 

This sense of fluidity and multiplicity is explored 
to various extents across the artist’s work, but 
comes to the fore in BRIDGIT, 2016, where it 
finds historical resonance. Selected for the 2018 
Turner Prize exhibition, the single-channel video 
is Prodger’s most personal and essayistic work 
to date. Composed during a period of recovery 
from surgery, it is an intricate consideration of 
shifting subjectivities that reflects the specificity 
of this context. At once intimate and expansive, 
it summons figures from ancient and modern 
history into the scope of its loose autobiographical 
narrative. 

Structured around a nuanced associative logic, 
the video unfolds as a sequence of sustained shots 
recorded inside the artist’s home in Glasgow, in the 
Scottish Highlands, and in transit between these 
locations. Much of this footage bears a corporeal 
quality, registering the minute movements of the 
body holding the camera. Medium specificity, as 
ever present in Prodger’s works, manifests itself 
here through the inherent material parameters of 
the smartphone camera, a small hand-held object 
that is generally kept close to the body.

C.P

Forest Hills/Oregon Dacite, video sculpture, 2015. Installation view: Kunstverein Düsseldorf, 2016. 
Photo: Katja Illner 
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Throughout the video, two voices recount moments 
from Prodger’s life—working in a care home, 
coming out, dropping acid, passing as a man—and 
read short passages from two texts that call into 
question the fixed nature of given names. Firstly,  
an extract from musician and historian Julian 
Cope’s The Modern Antiquarian: A Pre-Millennial 
Odyssey Through Megalithic Britain (1998) considers 
the many names through which the Neolithic 
deity Bridgit cycled in the different phases of her 
life and over the various time periods in which her 
mythology was active—Bride, Brid, Brig, Brizo of 
Delos, the Manx Breeshey, the Cretan Britomartis 
and Bree. Secondly, a quote from virtual-systems 
theorist Allucquère Rosanne Stone’s The War of 
Desire and Technology at the Close of the Mechanical 
Age (1995) describes how, prior to the protocols  
of the Domesday Book in the eleventh century, 1 
names could change to reflect one’s age, experience 
or circumstance. 

Explorations of naming conventions and aliases 
permeate Prodger’s works, from online handles 
to racehorse names. In her anecdotes, friends and 
lovers are often referred to by initials. In BRIDGIT, 
we hear of an occasion when Prodger was asked if 
the woman accompanying her was her daughter. 
‘Flummoxed, I replied “No she’s a friend.” So now 
I’m closeted as well as being a cradle-snatcher. I told 
Isabel. She said that usually her and L get “Are you 
twins?” and once L got “Is this your son?” I told 
Irene. She said V has been variously her mother, 
aunt or brother.’ Encompassing the intentional 
anonymity that she extends to her friends, as well 

C.P

as the heteronormative forms of misidentification 
to which queer and non-binary individuals are 
repeatedly subject, this passage sketches a spectrum 
between agency and vulnerability with respect  
to identity.

When Prodger introduces Stone into the narrative, 
she first recites three consecutive iterations of her 
name: Sandy Stone, Allucquére Rosanne Stone, 
Allucquére Rosanne ‘Sandy’ Stone—a spoken 
rhythm echoing the earlier cataloguing of Bridgit’s 
many monikers, and later, the names of four 
patients with whom Prodger shared a hospital  
ward while undergoing surgery: Margaret, Deborah, 
Eimear, Helen. As patients in the ward, they are 
likened to ‘points in a moving grid’, a mental image 
that finds form in the video’s final shot, in which 
we see an animated white grid expanding like a 
net over a shot of a standing stone in the Scottish 
landscape. We experience these instances in which 
image, sound and text hint towards or hark back 

BRIDGIT, single-channel video, 2016. Video still
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to one another throughout the video, forming 
associative links. The late American jazz musician 
Alice Coltrane is evoked by her Sanskrit name 
Turiya on the icon of a flash drive on Prodger’s 
desktop computer (one of many such drives named 
after women whose work has been formative for the 
artist) a few scenes before Coltrane’s music can be 
heard playing in a room where Prodger is lying on a 
sofa. The camera is placed on her chest, rising and 
falling as she breathes, mirroring both the video’s 
opening shot and the heaving motion of a ferry deck 
in the previous scene. The camera frames an image 
of a lion printed on a t-shirt spread across a radiator, 
which itself recalls the memory of an earlier scene 
capturing a cat’s sustained attraction to the heat of 
a naked light bulb.

Rife with slippages, transmutations and associative 
games, BRIDGIT assembles a non-linear web of 
considerations around the complexities of identity. 
Plurality and fluidity emerge not only as themes 
within the work, but as tactics. This approach 
challenges traditions of first-person cinema through 
a queer subjectivity that is at once embodied and 
ever-shifting, situated in time and place yet in 
constant dialogue with the vast matrilineal chain 
that Prodger has steadily been constructing through 
her work.

Carly Whitefield – Assistant Curator, Film, Tate.

C.P

1  The Domesday Book is the printed record of an unprecedented 
survey conducted in much of Britain in 1086 by order of King 
William the Conqueror. The survey’s purpose was to determine 
what taxes were owed to the Crown, and therefore required firmly 
established citizens’ names for its records.

Interview
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Carly Whitefield: 
  For me, one of the most striking aspects 

of BRIDGIT is the intricacy of the forces 
subverting or shifting my attempts to 
construct its subject—not through resistance 
or opacity but rather by opening up multiple 
and fluid positions. Could you begin by 
discussing your approach to representing 
bodies and subjectivities in your work?

Charlotte Prodger:
  You never see people fully in my videos.  

It’s always fragments of bodies, disembodied 
voices, silent reflections on monitor 
screens, condensation on windows, 
tessellated pictorial frames. I’m interested in 
representing bodies as seen through surfaces 
that partially obscured vision. I’m obsessed 
with screens as devices for blocking, dividing 
and revealing. In the same way, disparate 
fragments of spoken narrative and text are 
suspended so that multiple subjectivities at 
different points in time and space can be 
considered simultaneously and fluidly. Who is 
speaking in the work? Who is the ‘I’? These 
slippages I set up are as much to do with 
intimacy, influence and affection as they are 
to do with distance and discombobulation.

 
CW:  I’m glad that you mention intimacy, because 

inasmuch as your videos are fragmentary, 
they are deeply personal and embodied. Can 
you talk about the way you use the camera, 
and the broader relationship between the 
body and technology in your work?

C.P IN CONVERSATION

Northern Dancer, multi-monitor installation, 2014. Installation view: British Art Show 8, 
Inverleith House, Edinburgh, 2016. Photo: John Mckenzie

BRIDGIT, single-channel video, 2016. Video still



LHB, single-channel video, 2017. Video still
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CP:   These days, I mainly shoot with a small, 
handheld device, which is very bodily, like 
a tool. And this is so that I can be alone 
when I’m filming—without the interpersonal 
logistics of working with a crew. For me, 
it’s primarily about privacy. With that 
intimacy in mind, I’m interested in the 
symbiotic relationship between the body 
and technology. The body as technology. 
Some of my older works like Microsphaeric 
Howard Hughes Heaven Movie, 2014 and 
Forest Hills / Oregon Dacite, 2015 framed 
and reframed a passage from Technics and 
Time in which Bernard Stiegler follows the 
trajectory of early human evolution, tracing 
the development of the body—and the 
emergence of language—as symbiotic with 
that of technology. And BRIDGIT references 
virtual-systems theorist Sandy Stone, who 
in the 1990s was writing about extended 
embodiments of the self via cyberspace and 
ways that certain technologies at that time 
could destabilise traditional models of  
gender identity.

  Technology has, of course, always taken on 
the movement of the body, since the very 
first tools in prehistory. And in a symbiotic 
counter-direction, technology becomes 
subsumed into the psyche. Many of the 
ways our brains sequence information 
and experience come from technology. 
For instance, in BRIDGIT I describe my 
experience, on the instruction of the 
anaesthetist, of thinking about something 

Stoneymollan Trail, single-channel video, 2015. Installation view: Bergen Kunsthall, 2017.  
Photo: Thor Brødreskift

BRIDGIT, single-channel video, 2016. Installation view: Bergen Kunsthall, 2017.  
Photo: Thor Brødreskift
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seemingly disparate fragments, it’s like a 
closing down, a closing-in, with everything 
else shut out. I’m sitting, enclosed in the 
dark, very internal, with just voices in my 
headphones and images moving on a screen. 
That enclosed feeling (almost subterranean) 
is how I want people to feel when they’re 
watching my single-channel videos that are 
installed in this way. It’s a womb-like space,  
I guess, dampened, cut off from outside,  
a withdrawal. And with BRIDGIT in 
particular there’s a further idea of internal 
withdrawal, because in it I’m talking about 
the blank, black, closing-down effect of 
general anaesthetic.

CW:  There are several motifs and shots running 
through your work such as grids and trainers, 
and shots taken from boats and trains, or 
catching part of your body in a landscape. 
I was particularly struck by an example of 

nice while the anaesthetic entered my 
bloodstream. I found that I couldn’t quite 
settle on an image and kept changing it 
—a movement through mental images that 
felt like clicking through slides. My brain 
defaulted to a place of technology as a way  
to metabolise and sequence information  
and experience.

CW:  BRIDGIT is your second single-channel  
video projection. In what ways has the move 
from making monitor-based installations  
to projection affected your work and  
working process?

CP:   My work has always been autobiographical, 
but it’s become increasingly more personal 
since my shift from multi-monitor 
installations (presented in daylight, with 
content dispersed across several monitors) to 
single-channel videos (presented in the dark, 
with only a single screen). Autobiographical 
fragments that I used in my earlier monitor 
works reappear in my newer single-channel 
videos and become more explicit in their re-
telling. In the immersive context of projected 
video, I find I can craft deeper, more complex 
relationships between image and sound, 
subject and object.

  I’m shooting all the time, everywhere I go. 
This shooting process is, by default, quite 
geographically spread out, and often takes 
place outside. But when it comes time to edit 
and to create relationships between all these 

C.P IN CONVERSATION

Microsphaeric Howard Hughes Heaven Movie, performance, 2014. Tramway, Glasgow, 2014
Photo: Martin Clark
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this last type that appears halfway through 
BRIDGIT, capturing the peak of your fur-
lined hood amid branches densely covered 
in cherry blossoms. The shot is silent and 
sustained, and feels sexually charged. Could 
you tell me a bit about the significance of the 
shots and compositions that you return to in 
your work?

CP:   During the editing stage of a video, my studio 
wall is covered with sheets of colour-coded 
paper to map out ideas and relationships 
between language, image and sound. These 
are scores for my videos. It’s a spatial way of 
representing what can happen in a timeline. 
Editing is about the metrics of sound and 
image: how they’re weighted in relation to 
each other, where a sound should be added 
over an image, when to strip an image away, 
when to insert a subtitle in lieu of a voice.  
In that sense, there are certain shots that I 
use to create a ‘clean slate’ without language, 
to wipe the content of the previous shot. 
Sometimes I use a film-industry calibration 
beep as a sharp jolt—a signal to the viewer 
that it’s time to move through to the  
next scene. 

  The cherry blossom was shot on the way 
to my studio while I was in the process of 
editing BRIDGIT. You’re the second person to 
comment on the erotics of that shot. A friend 
recently read the repeated use of red lorries  
in my work as phalluses. I hadn’t picked up 
on that at the time (or even in the edit).  

C.P.  IN CONVERSATION

I simply felt compelled to shoot the blossom, 
and, by flipping the camera so I’m partly in 
it, to record the act of shooting the blossom. 
That tree is one of those things I pass under 
over and over again on my daily journey to 
my studio. For me it was diaristic in a sense, 
in that way where you pass the same thing 
over and over again each day—a very familiar 
building or place—and when you reach your 
destination you forget having passed it. With 
something like the cherry tree, I’m using the 
erasure in my memory as a way to create a 
blank slate for the viewer—as a kind of pause, 
a place holder or palate cleanser between 
voiceover shots. Holding the shot a little 
longer than might be comfortable, and with 
no language, perhaps opens it up to slippages 
and projections from the viewer. I welcome 
those readings. They are content. 

  The sequences without voiceover lack verbal 
language, but they have their own visual 
logic in relation to other shots. They’re visual 
rhymes that refer back to previous sequences 
in the video, and even to shots in previous 
videos of mine. A kind of coded vocabulary 
accumulates. To some extent, all of my work 
is modular. Pieces refer to other pieces. 
Content gets decontextualised and reframed 
along the way.

   And yes, there are lots of shots from trains 
and ferries in my work, particularly in 
BRIDGIT. I get a lot of my ideas on trains. 
There’s something about that sustained 
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metronomic rhythm that activates a flow of 
thoughts and images, and is analogous with 
the frame-by-frame pulse of the moving 
image. My installation Percussion Biface 
1–13, 2012 and performance Microsphaeric 
Howard Hughes Heaven Movie, each described 
sequences on long-haul flights. A train,  
ferry or plane journey is a kind of transition 
—where time and geography are suspended— 
which can feel like hypnosis or an altered state. 

  Actually I’ve just remembered this, and I 
wasn’t thinking about this while making the 
work, but coincidentally Olivia Records—the 
1970s lesbian-feminist record label I mention 
toward the end of the film—also founded 
Olivia, a lesbian cruise-ship company, in 1988.

CW:  Rewatching BRIDGIT in the weeks after 
the Get the L Out group’s anti-trans protest 
at the 2018 Pride in London march, the 
historical context and stakes of Sandy Stone’s 
statements on the mutability of names, labels 
and identity packages, and Olivia Records’ 
vision of an evolving, trans-inclusive radical 
feminism seem to thrust themselves onto the 
present with greater force. Could you close 
by elaborating on BRIDGIT ’s resonances with 
this current moment?

CP:   In thinking about the prehistoric 
matrilineages of BRIDGIT in 2016, I was also 
thinking about separatism—particularly 
lesbian separatism—as an optimistic but 
fraught historical form. I was thinking, 

and still think a lot about the current 
encroachment on—and colonising of— 
queer spaces, which is in part due to the 
commodification of a ‘queer aesthetic’ in 
the fashion, music and art worlds. I was 
feeling the need to explore again why female-
identified and non-binary folk may need,  
for whatever reason, and for however long 
— ten minutes, or a week, or a lifetime—  
a separatist space. 

  When the lesbian anti-trans activists 
sabotaged the Pride in London march last 
month, my mum texted me, very confused, 
asking me to explain it to her. I was of course 
thinking back to Sandy Stone’s experiences 
of harassment from within the lesbian 
community in the 1970s. I had to explain to 
my mum that this kind of hatred from within 
the ‘community’ isn’t new, it’s a historical 
battle and it’s ongoing. 

Charlotte Prodger in conversation with Carly Whitefield.
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Luke Willis 
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BIOGRAPHY TP.18

69



7170

TP.18

Over the past two years, Luke Willis Thompson 
has worked on a trilogy of silent film projects that 
together form his exhibition for the 2018 Turner 
Prize. In Cemetery of Uniforms and Liveries, 2016, 
two 16mm films shown in succession last just over 
four minutes each. In both, a young Black man 
stares straight into the camera lens. The first man 
is lit from his left so that the right side of his face 
is thrown into deep shadow. His eyes are wide 
open and his breathing is intense at first and then 
relaxes; he blinks from time to time and keeps his 
gaze fixed. The second man is lit more frontally. Is 
he less vulnerable, more assured, perhaps accusing 
—or is the tightening of his eyes just a physical 
reaction to a bright light? Do tears gather in his 
eyes, and if they do, are these another response 
to the conditions of being filmed or a physical 
manifestation of his thoughts? A wall text within 
the installation simply names the men as Brandon, 
‘grandson of Dorothy “Cherry” Groce [who was] 
shot by police in her home in Brixton, 1985’ and 
Graeme, ‘son of Joy Gardner […] killed by police in 
her home in Crouch End, London, during a dawn 
raid for her deportation, 1993’. 

The second work debuted at the Chisenhale 
Gallery in 2017. Titled autoportrait, it is a 35mm 
film of Diamond Reynolds, an African American 
woman from St Paul, Minnesota, who in 2016 
used her mobile phone to livestream the killing of 
her partner, Philando Castile after the car he was 
driving had been pulled over by police. Responding 
to what he referred to as the ‘call’ of her video,1 

Thompson contacted Reynolds and asked her to 
collaborate with him to create another kind of 

moving image. Together, they worked on questions 
about what she would wear, what she would do, 
and how she would look in the film; Reynolds often 
stepped in front of the camera to see and discuss 
what was being recorded. The result, autoportrait, 
joins two reels of film, again shown in succession. 
In both, Reynolds is seen in three-quarter length, 
as in a Renaissance portrait, and performs by 
composing herself in different ways through the 
duration of the reels. In the first, her aviator glasses 
reflect the glow of her phone; from time to time she 
looks down at it. In the second, the camera lens has 
pulled closer so that she occupies more of the frame. 
The lighting reveals more of the texture of her skin. 
This time wearing no glasses, she appears to sing 
(although without sound), rocking her head gently 
as she does.

_Human, 2018, takes as its subject a work by the 
artist Donald Rodney (1961–98), who had painted 
Dorothy Groce for his own Chisenhale exhibition, 
‘Crisis’, in 1989. Shortly before his death from  
sickle-cell anaemia, Rodney used dried skin taken 
from an area of his thigh where he had frequent 
injections to construct a tiny house held together 
with tape and dressmakers’ pins. The sculpture, 
called My Mother. My Father. My Sister. My Brother, 
1996 –97 measures no more than three centimetres 
square. After speaking with Rodney’s Estate, 
Thompson was given access to film it with highly 
specialist macro lenses. 

_Human lasts just under ten minutes. The various 
shots that comprise it last for different durations, 
a temporal structure determined by the genetic 

L .W.T
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code of Huntington’s disease, a condition that has 
affected Thompson’s family. The camera movements 
also change from shot to shot. One passage quotes 
a video that, like Reynolds’, recently circulated 
on the internet: footage from the police helicopter 
during the shooting of Stephon Clarke in Sacramento, 
California, in March 2018. Even if this appropriation 
is not directly recognised, the passage feels like 
surveillance footage. From some angles, the entirety 
of Rodney’s tiny structure is visible; from others, the 
whole frame is filled with the topography of skin. 
The house is revealed in all its fragility, but is also 
monumentalised, and made exquisitely beautiful 
through lighting and camera angles.

In all these works, Thompson’s engagement with 
analogue film is evident. Cemetery of Uniforms and 
Liveries references Andy Warhol’s Screen Tests, and 
tacitly acknowledges the dearth of Black subjects 
in the corpus of Warhol’s films. Thompson also 
looks back to the way Black bodies have been 
imaged by police photographers and anthropologist-
filmmakers. Where earlier subjects were objectified, 
Brandon and Graeme have evident agency, choosing 
how to perform through the duration of the single 
reel. By filming Reynolds on celluloid, Thompson 
created a very differently textured image from the 
one she had captured on her phone, and forged, 
with her, a monument to her resilience with a 
format (35mm film) usually used to celebrate 
famous actors. For both these projects, Thompson 
also confronted the way in which film stock had 
been developed by its manufacturers for recording 
white skin, and worked carefully to render the 
tones of Black skin. _Human suggests film as a 

L .W.T

kind of analogue for skin: his medium and his 
subject almost converge. There are other compelling 
reasons to use analogue film across these projects: 
the medium demands extraordinary attention at the 
point of filming, and at the point of presentation a 
heightened sense of time develops when viewers see 
and hear celluloid passing through the projectors. 
An intense relationship forms with the projected 
image because it is large and present, and yet so 
fleeting. It can feel as if one is more responsible for 
the demands made by the person or object, even if 
these are just the request to be acknowledged.

Thompson’s trilogy was made in the shadow of  
the Black Lives Matter movement. The artist sees 
his works as acts of solidarity with his subjects. He 
links his own position as a biracial New Zealander, 
of white/pākehā and Fijian descent, treated as a 
person of colour in his home country, to that of  
other marginalised and disempowered communities. 
He finds ways of suggesting connections (for 
example, using the genetic code of Huntington’s  
to give structure to a work made by someone with  
a different genetic disease) while also acknowledging 
the limits of what we can know of another’s pain, 
and how it can be represented. For instance, by 
recording Reynolds singing in silence, Thompson 
gives her a kind of space that we cannot enter.

While his work has been lauded by writers and 
scholars such as Christina Sharpe,2  Tavia Nyong’o 

3 and Tina Campt,4 Thompson himself has been 
criticised in print and on Twitter. Some accuse 
him of turning suffering into ‘spectacle’. This 
word ‘spectacle’ conflates Thompson’s work with 
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Hollywood productions, with dazzling spaces of 
commerce, and even with projects by other artists 
who use technology to render viewers passive and 
awestruck, whereas Thompson’s film installations, 
when experienced in the flesh, come across as 
precarious, transient and fragile. Critiques have 
also ignored the way in which Thompson represents 
resilience as much as suffering: the stoicism of 
Graeme and Brandon, Reynolds’ composure, 
Rodney’s still-standing house. Those who state that 
non-Black artists (or artists they perceive as non-
Black) have no right to make work about Black pain 
will not be convinced by any defence of Thompson’s 
practice; but others will surely understand the 
political importance (now more than ever) of 
any artist’s decision to address their work to the 
experience of others, especially when they also 
recognise the limits of empathy. More than that, 
they will be moved by the fact that, whether it is  
in the way he collaborates with another person,  
or in the way he brings his lens millimetres away 
from the most delicate of sculptures, Thompson 
turns care into the deepest subject of his art.

Dr Mark Godfrey – Senior Curator, International Art, Tate.

L .W.T

1  Chisenhale Gallery interview with Emma Moore, 2017 https://
chisenhale.org.uk/wp-content/uploads/Luke_Willis_Thompson_
Chisenhale_Gallery_Interview-1.pdf. 

2  Christina Sharpe, ‘Breathing, mourning, fighting’, in Deutsche 
Börse Photography Foundation Prize 2018 catalogue, London 2018.

3  Tavia Nyong’o, ‘Luke Willis Thompson’, in Berlin Biennale 
catalogue, 2018. 

4  Tina Campt, ‘Refusal’, 24 April 2018, fotomuseum.ch.
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Elsa Coustou: 
  When I look at your trilogy of films presented 

in the Turner Prize exhibition, I’m confronted 
with a two-way feeling of give and take, of 
appropriation and reclaiming. In all three 
films you’re appropriating stories linked 
to police brutality and racism, trauma and 
grief, at the same time as bringing back these 
stories to the very bodies of their owners. 
In Cemetery for Uniforms and Liveries, the 
performances of Brandon and Graeme 
create a counter image to the single images 
circulating in the media of their ancestors; 
in autoportrait, Diamond Reynolds’ gaze 
refuses to acknowledge the camera, creating 
a distance from the viewer. She reclaims an 
intimate, introspective space, away from 
the intrusiveness of the widely circulated 
images of her Facebook video and media 
presence. Can you talk about this sense of 
appropriation and reclaiming?

Luke Willis Thompson:  
  You’re right to suggest my artwork has a 

kind of give-and-take in it; it’s interested in 
a meaningful negotiation and exchange. I 
try to think about how my films can assist in 
the relationship between a person and their 
representation in the world. From the summer 
of 2014, a particular violence bloomed onto 
our networked screens. Images were captured 
on smartphone cameras that witnessed forms 
of police brutality applied to Black folks, 
by citizen-journalists, who might be heroic 
passers-by, community defenders or even 
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the victims themselves. These images flowed 
across the internet on dominant social-
media platforms with a stunning frequency. 
Although routinised extra-legal and state-
sanctioned violence against Black (and brown 
and Indigenous) people has occurred for 
centuries and thus has its own photographic 
and imagistic archive, these new networked 
dispatches had the ability to change the 
way this crisis was being perceived across 
states, borders and nations. The unnamed 
trilogy of films that I’m exhibiting here for 
the 2018 Turner Prize was born out of various 
attempts to make artworks that would both 
reflect on, and contribute to, the Black Lives 
Matter movement. The movement is focused 
on agency, and healing, and from its earliest 
inception, was an attempt to wrangle back 
dignity from an entire mediated system that 
would reinforce valuelessness to Black life in 
the immediate aftermath of a police killing.

  What Diamond Reynolds did—extraordinarily 
—was to dissolve the boundaries, through 
networked video imaging, between what 
she was experiencing on 6 July 2016, and 
what the world was going to pay attention 
to. Her unimaginable personal pain, trauma 
and anguish was pushed, by her own digital 
hand, into a common world, shared, viewed 
and witnessed by millions across the majority 
of the planet. That act should have forced 
a cultural shift in how we understand the 
political and social meaning of pain, and in 
a more just world it certainly would have. 
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journalistic reporting would downgrade the 
status of these images, would emphasise their 
pixilation or blur, as if what was being shown 
was too much to bear without distraction. As 
such, I wanted my analogue films to have some 
visual and conceptual commonality with these 
‘poor’ images, to borrow Hito Steyerl’s loaded 
term. While I shot my work with a pacing I 
consider to be meditative, I also welcomed 
its production under a kind of temporal 
duress, working with a scarcity of time much 
like the forms of digital evidence you listed. 
This is due either to the protagonists’ needs, 
or the sensitivities of their bodies, or the 
budget of the project and the amount of film 
footage I can afford, or because of my desire 
to be contemporaneous with the flow of 
autoportrait’s legal narrative, or, in the case  
of _Human, because the subject simply couldn’t 

When I worked with her to make a second 
broadcast—a silent film, utterly different 
from the commentary that was expected of 
her in other media fields—we both needed 
to consider how it might impact her life, 
affect public sentiment, or influence her 
pursuit of civil restitution, as well as how it 
could mean something for art, for museum 
or gallery audiences. This means that while 
one site for the work is clearly what’s visible 
on the screen here in the museum, another 
is its interplay with other representations 
of the narrative that she’s tied to out there 
in the world. There’s also the small group 
of stakeholders that gathers around each 
project, from my crew and the members of 
institutions I work with, to the families and 
friends and legal counsel of the protagonists, 
and in each case, it’s had different but 
tangible meaning for all of us.

 
EC:  The works you’ve selected to display in the 

Turner Prize exhibition use older, slower and 
dying analogue technologies to create images, 
as opposed to the ones that you just referred 
to, created by newer, fast digital technologies, 
and which are often used to record moments 
of state violence (CCTV, mobile phones, news 
media images). Could you talk about this 
highly controlled process of transformation? 

LWT:  I’d like to try to resist the contrasting of 
analogue and digital. When I began to 
engage with the genre and archive of types 
of video evidence, I kept noticing the way 

L .W.T IN CONVERSATION
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safely withstand any more filming. The 
installation of the works has also changed 
since their original exhibitions, in which 
each work was screened separately, and 
as such there was a singularity, a focused 
presentation of the image and its spatial 
arrangement in the room. But here in the 
Turner Prize exhibition, they will be viewable 
in succession, on a single screen almost as 
a single work. I wanted to put them in a 
flow that’s influenced by the way videos and 
images continuously bleed together online,  
so that I could stack the concepts of each 
work infinitely and interchangeably.

EC:  There’s a heightened sense of fragility  
and vulnerability in your most recent film  
_Human. The filmed object, Donald Rodney’s 
skin house My Mother, My Father, My Sister, 
My Brother, 1997, is rarely displayed anymore 
as an art object, due to its fragility. The close-
ups of its surfaces reveal the precariousness 
of the minuscule construction, held together 
with Sellotape and pins. I’d like to know 
more about the process and gesture of 
appropriating Rodney’s work, and of further 
destabilising its physical state by exposing it 
to the lighting for your film.

LWT:  While My Mother, My Father, My Sister, My 
Brother isn’t available to view widely, it is 
still, given Donald Rodney’s importance 
to the history of British art, a greatly loved 
work. To his loved ones, it’s understandably 
additionally precious, as the last fragments of 
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his body. Given that it is so utterly fragile, its 
continuing existence seems like a marvel. The 
infra-thin skin has hardened, as keratin does, 
and cracked and torn. The tape has become 
oily and pulled away from the exterior. The 
three pins that hold the skin’s origami-like 
form in place are dislodging themselves. Even 
the smallest amount of handling or light 
exposure impacts its lifespan as an object. 
It’s more brittle than a dried leaf and weighs 
approximately the same.

  When I sought to film the work, or more   
accurately, to try to translate the sculpture 
into film itself, I used the conservationist’s 
risk assessments to guide the filmmaking 
process. I wanted to be close enough to the 
work to see more aspects of it than with 
human sight alone, such as the healed scar 
tissue on the surface of skin from the limb 
it was taken from, and its cathedral like 
interior, with chemical indentations of 
Rodney’s fingerprints. To capture this on 
35mm meant automating all the filming with 
motion-controlled apparatus via a computer 
station, so that human error or accidents were 
nullified. In the end, my team and I were  
able to film the sculpture with a certain 
surgical precision, and those precautions in 
turn informed the types of images we chose 
to make. 

  If the work had been damaged in any way 
by this project, would it have been worth it? 
One expects the response to be no, but the 
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Estate of Donald Rodney, who followed me 
into that process, might answer differently. 
Rodney’s oeuvre is so rich in collaboration, 
sampling, critiquing and appropriating; it 
has a fundamental openness. When I made 
this filmic documentation of his very last 
piece, I wanted to do so, by ‘imbibing the 
spirit of Donald’, as his partner put it to me, 
reactivating not just his memory through 
the film, but his thought. Most of the history 
of artistic appropriation follows that line of 
thinking; it runs risks with the artwork, but 
likewise resuscitates the artist at its heart of 
enquiry. I felt we especially needed Rodney 
again in our contemporary moment, and the 
Estate agreed, and so we went forward with it.

  Probably the last thing I should mention 
in relation to _Human is its coded 
autobiographical nature. My siblings and  
I first began to learn of the role that genetic 
illness might play in our lives just prior to 
my moving to London and beginning this 
trilogy of films. I wanted to explore the way 
a face withstands or escapes the pressure 
of the camera, as is witnessed in Cemetery 
of Uniforms and Liveries, privately because 
the observation of tremors and jerks was 
something I found myself scrutinising in 
my own face, looking for early signs or 
symptoms, for involuntary self-betrayal. 
Through studying Rodney’s work and notes 
—and this is why I wanted to bring him more 
literally into the last film of this trilogy—I 
began to see more clearly the artistic formula 

for what I was intuitively attempting at the 
start. Identifying with the pain of another 
transvalues one’s own. I then took the more 
overt step of editing _Human according to a 
code from my family’s genetics, and therefore 
structurally implanting my potentially 
premature death under the visual surface of 
Rodney’s fragmented skin. Neither myself, 
nor Rodney, deploy this personal information 
out of self-expression or self-pity. Rather, we 
do so because the concept of premature death, 
its purposeful application, its unjust odds, its 
group-differentiated application, is so closely 
tied with the very definition of racism itself. 

Luke Willis Thompson in conversation with Elsa Coustou.

p77: Top left: Cemetery of Uniforms and Liveries 
(Brandon), 2016, film still. Commissioned 
by IMA Brisbane, supported by Creative 
New Zealand. Produced in association with 
Chisenhale Gallery and Create, London. 
Courtesy of the artist, Hopkinson Mossman, 
Auckland and Galerie Nagel Draxler,  
Berlin/Cologne

p77: Top right: Cemetery of Uniforms 
and Liveries (Graeme), 2016, film still. 
Commissioned by IMA Brisbane, supported by 
Creative New Zealand. Produced in association 
with Chisenhale Gallery and Create, London. 
Courtesy of the artist, Hopkinson Mossman, 
Auckland and Galerie Nagel Draxler, Berlin/
Cologne

p77: Bottom left: Cherry Groce, St Thomas' 
Hospital, London, 02 October 1985. 
Photographer withheld

p77: Bottom right: Joy Gardner. Courtesy of the 
family of Joy Gardner

p78: Still from police video St. Anthony Officer 
Kauser Squad Video, in ‘Files from Doug 
Neville at Minnesota Department of Public 
Safety’ (https://mndeptpublicsafety.sharefile.
com/share/ view/75bbdcb0c5a94685/fo1c2077-
e13c-435b-8eba-64bb60b25ce9 accessed 
10/08/2018) in ‘BCA Releases Yanez Case 
File’, News Release, Bruce Gordon, Director 

of Communications, 20 June 2017 (https://
dps.mn.gov/divisions/ooc/news-releases/
Pages/BCA-Yanez-Case-File.aspx accessed 
10/08/2018)

p79: autoportrait, 2017, film still. 
Commissioned by Chisenhale Gallery and 
produced in partnership with Create. Courtesy 
the artist, Hopkinson Mossman, Auckland/
Wellington and Galerie Nagel Draxler, 
Cologne/Berlin

p80: Top: Still from police video 18- 
82449:Officer Involved Shooting 7500 Block 29th 
St-Outside Agency Air Support (A), published 
by the Sacramento Police Department on 
21 March 2018 (https://www.youtube.com/
watch?v=Q yLdm1pzujg&t=0s&index=2& 
list=PLR0Wtq8JGPQbAjx78D2ep85C7l3HO 
xpNC accessed 10/08/2018)

p80: Bottom: _Human, 2018, film still, 
depicting the artwork of Donald Rodney, 
My Mother, My Father, My Sister, My Brother, 
1997–98. Commissioned and produced 
by Kunsthalle Basel. Courtesy the artist, 
Hopkinson Mossman Aukland/Wellington 
and Galerie Nagel Draxler, Cologne/Berlin

p83: Baton Rouge Two Violent Weeks, Baton 
Rouge, USA. Photo: Gerald Herbert/AP/REX/
Shutterstock
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of London.

Adam Szymczyck, Natasha Ginwala, Quinn 
Latimer, Paul Preciado, Christoph Platz, 
Hendrik Folkerts, and the Athens/Kassel 
team (documenta 14); Prateek & Priyanka 
Raja (Experimenter); Benjamin Cooke & 
Maria Palacios Cruz (LUX); Hoor Al Qasimi 
(Sharjah Art Foundation); Chi-hui Yang (Ford 
Foundation); Luva Nahid Chowdhury, Tanzim 
Wahab (Bengal Foundation); Maria Lind 
(Tensta Konsthall); Andrea Lissoni, Carly 
Whitefield (Tate); Antonia Carver (Art Jameel); 
Peter Eleey, Jocelyn Miller, Richard Wilson 
(MoMA PS1); Stuart Comer, Erica Papernick, 
Sarah Lookofsky, Harry Choi (MoMA); 
Vasilis Tsatsaragos, Christoforos Stefanides 
(Polkeoa); Daniella Rose King, Rachel 
Rosheger, Samantha Rosner (Shobak Studios); 
Sylvia Schedelbauer, Paris Helene Furst 
(Berlin); Vassilis Koukalani, Maria-Thalia 
Carras, Petros Nousias, Dimitris Parthimos, 
Kostas Fylaktides, Aggelos Mantzios, 
Alexis Iosifidis, Sotiris Konstas, Theophilos 
Botonakis, Katerina Michaloutsou (Athens); 
Vijay Prashad, Qasim Naqvi, Armando Croda 
Naveda, Caitlin Carr, Ivan Abel, Marcelo Anez 
(New York); Samia Zennadi, Malika Laïchour 
Romane, Atef Berredjem, Yasmina Reggad 
(Algiers); Shachi Chowdhury, Nahid Masud, 
Amirul Islam, Zonayed Saki, Ejaz Khan 
Mojlish (Dhaka).

Two Meetings and a Funeral 2017, three-channel 
video, 89 min. 
Commissioned by documenta 14 (Kassel). 
Co-commissioned by Sharjah Art Foundation 
(UAE) and Ford Foundation/Just Films 
(USA). Supported by Bengal Foundation 
(Bangladesh); Tensta Konstshall (Sweden); 
Arts Council (UK). Additional support by  
Tate (UK).

Tripoli Cancelled 2017, single-channel video, 
93 min. 
Commissioned by documenta 14 (Athens). 
Co-commissioned by Sharjah Art Foundation 
(UAE) and Jameel Foundation (UAE). 
Additional support by Locus Athens (Greece) 
and Hellinikon AE (Greece).

Volume Eleven (Flaw in the Algorithm of 
Cosmopolitanism) 2015–17, photo-text diptych. 
Commissioned by South as a State of Mind/
documenta 14 (Athens).

All images courtesy of the artist and 
Experimenter, Kolkata.

Forensic Architecture: Naeem Mohaiemen:
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The artist would like to thank the supporters, 
friends and family of all the films protagonists, 
especially Graeme Burke and Ken Fero;
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The artist would like to sincerely thank: Alex 
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this work.

Credits for films:
Cemetery of Uniforms and Liveries, 2016, 16mm, 
b&w, silent, 9’10’’ @16 fps. 
Kodak Tri-X 16mm b&w reversal stock.
Director of photography: Simona Susnea. 
Commissioned by IMA Brisbane, supported by 
Creative New Zealand. Produced in association 
with Chisenhale Gallery and Create, London. 
Courtesy the artist, Hopkinson Mossman, 
Auckland and Galerie Nagel Draxler, Berlin/
Cologne.

autoportrait, 2017, 35mm, b&w, silent,  
8’50’’@ 24 fps.  
35mm Kodak Eastman Double-X BW.
Director of photography: Mhairi-Clare 
Fitzpatrick. Film and lighting technician: 
Miranda Langevin. Project liaison: Sara 
Cluggish. Commissioned by Chisenhale 
Gallery and produced in partnership with 
Create. Courtesy the artist, Hopkinson 
Mossman, Auckland/Wellington and Galerie 
Nagel Draxler, Cologne/Berlin.

_Human, 2018, 35 mm film, color, silent,  
9’30’’ @24fps.  
35mm Kodak Vision 3 500T Colour Negative.
Director of Photography: Mhairi-Clare 
Fitzpatrick. Editor: Annie Collins. First 
camera assistant: Jerry Pradon. Lighting: 
Straton Heron, Kupa Warner. Motion control 
operation: John Adderley. Colorist: Damian 
McDonnell. Postproduction: Park Road Post 
Production, Wellington. Commissioned and 
produced by Kunsthalle Basel. Made with the 
permission of the Estate of Donald Rodney, 
London. Courtesy the artist, Hopkinson 
Mossman, Auckland/Wellington and Galerie 
Nagel Draxler, Cologne/Berlin.

Printing of all three films provided by 
Niagara Custom Lab, Toronto, CA.

Koppe Astner, Andrew Black, Luke Collins, 
Jon Court, Jamie Crewe, Luke Fowler, 
Hollybush Gardens, Laura Guy, Emma 
Hedditch, Bergen Kunsthall, Mason Leaver-
Yap, Helen Marten, Ranu Mukherjee, Casey 
O’Connell, Vanda Playford, Irene Revell, 
Creative Scotland, Cara Tolmie, Mark Vernon, 
Isabel Waidner, Ewan Watson.

All images courtesy of the artist, Koppe 
Astner, Glasgow and Hollybush Gardens, 
London.

p50: Forest Hills/Oregon Dacite, video 
sculpture, 2015. Installation view: Kunstverein 
Düsseldorf, 2016. Photo: Katja Illner.

p53, 56 (top): BRIDGIT, single-channel video, 
2016. Video still.

p56: Nothern Dancer, multi-monitor 
installation, 2014. Installation view: British 
Art Show 8, Inverleith House, Edinburgh, 
2016. Photo: John Mckenzie.

p58–59: LHB, single-channel video, 2017.  
Video still.

p60 (top): BRIDGIT, single-channel video, 
2016. Installation view: Bergen Kunsthall, 
2017. Photo: Thor Børdreskift.

p60 (bottom): Stoneymollan Trail, single-
channel video, 2015. Installation view: Bergen 
Kunsthall, 2017. Photo: Thor Brødreskift.

63: Microsphaeric Howard Hughes Heaven 
Movie, 2014. Performance, 2014, Tramway, 
Glasgow, 2014. Photograph: Martin Clark. 

Production of BRIDGIT was supported by 
Creative Scotland.
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Ranu Mukherjee, Casey O’Connell,  
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Stoneymollan Trail was commissioned for the 
Margaret Tait Award.
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Lux Scotland, Glasgow Film, Centre for 
Contemporary Arts, Electronic Arts Intermix, 
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Also thank you to: Stein-Inge Århus, Kendall 
Koppe and Emma Astner at Koppe Astner, 
Erika Balsom, Andrew Black, Rayne Booth, 
Amanda Catto, Mary Ceruti, Cinenova, 
Martin Clark, Francesca Colussi, Berwick 
Film & Media Arts Festival, Connolly Clark 
Films, Matt Fitts, Lisa Panting and Malin 
Ståhl at Hollybush Gardens, Laura Guy, Ruba 
Katrib, Kyle Knodell, Helen Legg, Lux, Sue 
MacDiarmid, Helen Marten, Jack McConchie, 
Magili Reus, Steinar Sekkingstad, Cliodhna 
Shaffrey, Einride Torvik, Ed Webb-Ingall, 
Carly Whitefield, Nicole Yip and Linsey Young.

Charlotte Prodger: Luke Willis Thompson:
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