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AMBIVALENT TRUTHS
OR THE LAST GEOGRAPHICALLY
DEFINED EXHIBITION
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AMBIVALENT TRUTHS conveys, through works of art, the manner in
which local political situations, related to the recent history of South East
Europe, are seen and interpreted within a global context.

A personal reflection on the meaning of truth is conveyed in the work of
four artists originating from the Western Balkans; the resulting ensemble
of artworks powerfully reflects the ambiguity of the notion of a singular
truth. The exhibition likewise raises the issue whether such situations of
ambivalent truths are particularly related to the West Balkans, or whether
they are mirror images of parallel situations and conditions in other
geographical coordinates around the world. In this way, the project aims
to promote a higher level of understanding and tolerance in inter-human
relationships.

* The exhibition also highlights the absurdity of perceiving artists as
representatives of a particular national or geographical region. This issue
is raised in the list of contributing artists, by methodically positioning the
name of the artists’ country of origin prior to the personal names of the
artists. This forceful act, based on assumptions about the artists’ national
sense of belonging, religious and political orientation, aims to enable a
meaningful dialogue within the realm of culture. Culture remains one of
the ‘only places” where such dialogue can be hosted.

Let us therefore classify this exhibition as THE LAST GEOGRAPHICALLY
DEFINED EXHIBITION.

AMBIVALENT TRUTHS RESEARCH The exhibition itself is seen as part

of an open-ended project and process that aims, through several steps and
stages (Research, Exhibition and Archive) to broaden the public awareness
of the post war situation in the Western Balkans. The Archive consists of
the collection of international media coverage of the political, historical,
ethnic, cultural and religious aspects relevant to the conditions and situa-
tions within which the exhibited works of art were created. This research
will form a part of the exhibition at the gallery for the duration of ‘Ambiva-
lent Truths”. It will subsequently be stored within the Gallery Archive and
made available for consultation by appointment only.

About the artists
(S) Ivan Grubanov

In STUDY OF MY FATHER, A RELATION TO THE ORIGIN, Grubanov’s
narrative composes an intricate juxtaposition: images of a dominant father
figure, representative of a particular historical and political heritage, are
followed by portraits of Grubanov himself and his brother. They too, em-
body this heritage, while at the same time carrying the aura of a different,
newer era. Interspersed with these portraits, depicted within a typically

domestic environment, are images of street demonstrations and the bomb-
damaged city that give expression to an unsettled reality. Grubanov’s eye
gazes sharply on his father’s as well as his own vision of truth, while at the
same time shifting the viewers’ established interpretation of truth in rela-
tion to a singular political and geographical reference — the NATO bombard-
ments of Belgrade in 1999.

(M) Zaneta Vangeli

The project SHOW ROOM Il is a cycle of works realized between ‘02-06,
consisting of several installations, which incorporate video, objects and
photography. All of the works incorporated in this project are focused on
various aspects of global contemporary political processes. Zangeli looks

at geographical and territorial interests as a provocation for political and
economic interventions. A motif which interweaves throughout Vangeli’s
work, is the use of words and phrases to describe particular concepts, juxta-
posed with an image in the background. “Chronofetishism vs Geofetishism”
is an example of this approach and is a phrase that has come to define this
particular exhibition. The video ‘RealKunst or Essential Harvest’ was ini-
tially a part of her exhibition at the Venice Biennale and will be presented
in London for the first time.

(M1) Nada Prlja

IN SEARCH OF JUSTICE is a project that belongs to Prlja’s recent inter-

est in national flags as representations of similarities and differences of
cultures and national identities. She questions all prejudices and the valid-
ity of the passing of judgments, be it on a personal or a judicial level. The
process of judgment of the national and religious beliefs of one culture by
another, brings to the forefront the existence of a multiplicity of interpre-
tations of any vision, questioning thereby the notion of a singular truth.
The project encourages but also questions the possibility of co-existence.

(K) Dren Maliqi

The work HOT COLD refers to the co-existence of extremes. The condi-
tions of hot and cold refers to the specific political context of the Balkans,
where there is no middle ground, only opposites. ‘Hot Cold’ is a simple but
powerful installation in which the viewer searches for the middle point,
the balance in a situation of ‘invisible’ extremes, which one must find in-
stinctively, by way of feeling. The work explores, in a more universal sense,
the instinctive human need for balance necessary for one’s wellbeing, and
the continuous search for it. It is a balance that is reached only with
the presence of the two opposites.
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LOVE AND HATE
2007

Curatorial Project
15th October 2007 — 15th November 2007

The concept for the October-November tank.tv
exhibition has been defined by the artist Nada Prlja.

Artists: Nemanja Cvijanovic, Olgica Dimitrovska,
Vesna Milicevic, Nada Prlja, Nikola Uzunovski,
Skart, Zaneta Vangeli.

Early this year, I created a video work entitled
WEST. The video is a self portrait with two words
written over my eyes —one word is EAST, the
other is WEST; the words symbolize the division
of the world.

At one point in the video, I erase the world EAST
from the surface of my face, suggesting thereby
the erasure of the EAST part of the world, as

the weaker of the two. With this erasure comes
the imposed dominance of the WEST, as a so-
called ‘ideal’ socio- economic model. This violent
moment of erasure in the video, coming from
someone who in many ways identifies with the
Eastern part of the world, reads as a painful mo-
ment.

Since creating this work, I have been pursued by
a particular thought: why do we, as artists, have
the urge to destabilize the established sense of
normality? Are we servants of a creative process
or servants of a process of destruction? Is the
creative act in function of establishing a new
conception? Is the artists’ way in reality a brutal
vision, or perhaps a premonition of political proc-
esses and realities that belong to the future and
might have belonged of the past?

The geographical region selected for the project
LOVE HATE is the area defined by former
Yugoslavia. It has been chosen because of the
particular political and economic situation that
has evolved there since the death of president
Tito in 1980 - and the subsequent dissolution of
the country. The ‘universal situation’ applicable
to the current state of the newly established
countries in that region, is popularly known as
the phase of ‘Transition’.

The ‘Transition’ in this area is not related solely
to the transformation of society from a Socialist

system to one of (apparent) Liberal Democracy. There has also been a long
civil war and a post-civil war period, which have contributed to the sense of
‘incompleteness’ of these ‘new’ societies.

There has been no sympathy for the past (socialism), no peace in the present
(corruption, nationalism and economic exploitation) and no belief in the
future (massive migration, the continuous fear of further political and eco-
nomic instability, etc).

The video projects featured in October’s TANK TV on-line exhibition, inhabit
the very territory named ‘transition’ and reflect the relation between the
past, the present and the future.

In Nemanja Cvijanovic’s video project Marinetti vaffanculo featuring
Spielberg (2.), the artist sings along and whistles the tune of the song ‘8 souls
blown up by a single bomb’, borrowed from the futuristic poet F.T.Marinetti.
By performing this casual act, the artist adds a cynical aspect to a grotesque
scene from Spielberg’s war film ‘Saving Private Ryan’, and in so doing,
Cvijanovic ‘has a laugh’ with the past, present and the future. He looks ironi-
cally at human nature and the realities of any war, questioning whether
Hollywood’s special effects are intended to make us numb to the pain around
us, making horror become a part of our everyday lives? During World War
2, about 1.7 million Yugoslavs died fighting the fascist opposition; during
the Yugoslav civil war, more than 250,000 ex- Yugoslavs died fighting each
other. Does this not suggest that life has little value, that life and death can
be simulated as a purely ‘cinema effect” as required for a particular political or
territorial ambition?

Nikola Uzunovski, in his minimalist work entitled Snowfall (3.),
brings back a particular teenage memory related to the time of Socialist Yugo-
slavia. When we were in our teens, there were only two TV channels, which
both finished at about 11pm... The sleepless night hours were filled with the
hypnotic emptyness coming from the TV screen, filling the whole room with
the flickering soft light.

Thanks to the media institutions of the time, that did not bombard us with
late night B movies and various sale channels, we were not merely empty
recipients of the media, but allowed time to reflect and engage with our own
hopes and dreams...This is perhaps the reason why Uzunovski’s ‘snowfall’

is now so pleasant and enlightening, despite the fact that we hated it at the
time.

If one relates the characteristics of the transition period to a discussion of the
media, one notices that the pirate media has occupied numerous ‘empty’ TV
channels, so the numbers from 1-100 are filled up by endless programs, with-
out censorship and by without distinguishing between night and day...

The next video work continues the critique of the media, and the manner

in which it impacts the picture of reality. The video work entitled Essen-

tial Harvest (4.), by artist Zaneta Vangeli, uses solely raw TV footage of the
NATO Operation carried out in Macedonia in August 2001. This operation,
entitled Essential Harvest (from which the video work borrows its title), was
a complex and costly “peace keeping operation” involving over 3500 NATO
soldiers.

Their task was to stabilize, in 2001, the post-conflict situation in Macedonia
through the collection, categorization and subsequent destruction of all
conventional weapons and ammunition existing in the country. At the con-
clusion of the 30-day action, approximately 3000 pieces of weapons (for the
most part, older or even anachronous models) were collected and destroyed.
Unfortunately, the more accurate number of illegal, technologically advanced
weapons in the country at that time was estimated at over 100.000 pieces.

This work is one of the most direct illustrations of the ‘face of transition’. In
this video work, Essential Harvest, Vangeli does not dwell upon the relation
between Love and Hate; instead, she takes the position of her nation as a mes-
senger to the world about the true nature of real-life events.

What fascinated me is that Vangeli’s statement is an accurate representation
of the real facts — that, infact, there were over 100.000 pieces of weapons in
the area in 2001.

She does not take part in either side, by stating, for example, that all the
weapons (all 100.000 pieces) belong to the ‘enemy’ forces. Instead, Vangeli
simply recognises the presence of the devil (what she would call ‘Sejtan’)
within human nature. Atom Egoyan’s film ‘Ararat’ (2002) and Kiril Ce-
nevski’s ‘Black Seed’ (1971), both portray historic (yet relatively unknown, or
less recognized) moments of oppression and genocide. Both directors paint a
picture showing two sides - one good, the other bad. They choose to frater-
nize - as is to be expected - with the side of the victims.

The formula is straightforward - the creator (film directors) identify with
the victims, thereby representing the suffering of their own nation with a
vengeance.

By contrast, in Vesna Milicevic’s video work Somebody Else’s Daugh-
ters (5.), the artist decides to speak out against her own nation. She does not
hide the truth, as has been done in numerous instances by various politicians
and historians. Vesna Milicevic chooses, instead, to give a human characteris-
tic to both the victim and the aggressor; the victim is a Romanian girl while
the perpetrators are men, involved in human trafficking for the purpose of
prostitution within the area of ex -Yugoslavia.

Milicevic positions herself, self-sacrificially, as a servant of the truth, despite
the fact that it is painful - as she herself is a daughter of the nation, to which
these aggressors belong. Milicevic’s video occupies, in a very direct manner,



the situation of the transition between two systems where mon-
strous acts, such as the one depicted, can become an unfortunate
reality.

The next video work, entitled Masturbation (6.), by young
female artist Olgica Dimitrovska, again exercises a Love and Hate
position. Dimitrovska is a young artist; memory does not reach the
‘vividness’ of the past as it does in the work of some of the other
artists represented here. Instead, her work reflects and comments
on the presence of the momentary.

On a simplistic level, we, as observers of this work of art could

ask ourselves: does the artist love herself to such an extent that
she needs to show it off? Or else, of the methodology of the video
project, we could ask: “To what degree does the artist hate the sys-
tem in which she lives? To what extent does the system’s / society’s
puritanical and backward views provoke the artist to re-examine
her own position and existence, as a sexual being, within this biased
value system? The time of transition has, once again, in the desper-
ate search for stability, taken a leaning towards the American

life model, with its image of the ‘perfect family’, with it’s excess
accessories for the home, oversupplied supermarkets, in the search
for superficial stability... Dimitievska’s work cries out to break that
system.

Contemplating the state of transition occurring in the Eastern
Block, one ‘suicidal” aspect that keeps these societies in a constant
state of ‘transition’, is their complete rejection of the past and the
values of the previous socio-political system. In other words, their
conviction that everything needs to be ‘new’ in order to serve the
‘transition’ well.

The final two video works, by contrast, glorify the values of the
past socio-political system, by not neglecting their positive out-
comes.

I do not wish to add any explanatory words to Nemanja
Cvijanovic’s video work Natura Morta (7.); I will instead add an
excerpt

of Mikhail Gorbachev’s resignation speech: ‘Fate had it that when I found myself at the
head of the state it was already clear that all was not well in the country. ... Everything
had to be changed radically. ... The process of renovating the country and radical
changes in the world economy turned out to be far more complicated than could be ex-
pected.... However, work of historic significance has been accomplished. The totalitar-
ian system ... has been eliminated ... We live in a new world.”

In the years of crisis in Serbia, in which it suffered the disrespect of all nations, when
all the borders were closed, and the unbearable economic crisis was challenging the lev-
els of the human endurance, the Belgrade based duo Skart found ways of bringing back
hope to the people. Their arts project HORKESKART (8.) consisted of creating a choir of
forty young people, named HORKESKART which drew inspiration from the manner of
choir singing typical of the days of socialism, with its characteristic element of praising
the country, paying homage to the leader and the socialist system, etc.

Traveling around cities and villages within the territories of former Yugoslavia, as well
as beyond, HORKESKART performed the same heroic songs (including many partisan
songs) that were characteristic of the post WWII period, designed to raise the morale of
the nation during the early days of the newly formed socialist Yugoslavia.

Although the songs were now being performed by the choir within the context of a
different political system, thy have ignited a similar emotional charge and provided a
sense of hope to individuals now belonging to a different social environment.

Perhaps this reflects the fact that the turbulence of the ‘system of transition” should
not yet be acknowledged as a system at all, especially if one accepts Chairman Mao’s
statement:

‘Chaos is a perfect condition for a society in transition.”

Nada Prlja, 2007
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Due to the current world crisis, we are living in a time of dramatic chang-
es, wherein the conventional notion of ‘country” and the established state
power, modifies itself and results in the re-shifting of social, governmental
and economic priorities. The conventionally most powerful (or capitalist)
countries are facing economic downfall, resulting from the general panic
due to individual loss: loss of property, jobs, stability, etc. The first in line
to be ‘swept away’, as a result of this crisis, are people who are marginalised
- whether economically, ethnically or religiously - the people who are, in a
certain way, alienated from the system they inhabit. Societies’ non-accept-
ance of (im)migrants, has resulted with the social isolation, or invisibility
of this marginalised group of individuals.

A strong reaction to this situation is noticeable in artistic production, espe-
cially through the socially/politically engaged practices of recent years,

in the form of protectiveness toward alienated, or otherwise displaced
groups of individuals in society. One could ask —what causes this artistic
reaction? Is it a set of new governmental legislations? Or, are the artists
reacting to the unwritten/unlegislated rules that haunt and humiliate this
group of ‘stateless subjects’, on a daily basis?

In his book, ‘State of Exception’, Giorgio Agamben points out that the
state of exception is not a specific kind of law; rather it is a suspension of
the juridical order itself, it defines law’s threshold or limit concept . This
exhibition, (im)migrants with(in), uses the notion of the ‘threshold of law’
to describe a ‘ghost town” or a ‘black hole’, wherein laws and legislations
are freely interpreted in order to undermine, devalue, isolate and alienate
groups of marginalised people in society.

The exhibition aims, through examples of the artistic reaction to this
established situation in contemporary society, defined by the afore-men-
tioned ‘threshold of law’, to give a voice (at times, even a singing/shouting
voice) to this group of ‘invisible people”.

The work represented in the gallery is solely video work, focusing on two
different artistic approaches: firstly, the documentary, where the life
stories of the ‘aliens” are told from the position of a ‘first person’ narration
(Ostojic/Rych, Ramadan); and secondly, the methodology used by artists
for the re-appropriation of facts and documents by creating independ-

ent scenarios (Castro/ Olafsson, Lim). Those two different modes of
expression within the video medium, have led this exhibition to make an
investigation of the medium of the video itself. In other words, it leads the
exhibition to test the importance of the representation of reality within it,
by questioning the degree to which documentary practices could/should
activate additional scenarios and individual interpretations of reality.

This issue and other related research questions, will be debated during the
discussion, which starts at 5pm in Open Space, followed by the Opening
Reception at 7pm, on the 21st of March, 2009.

‘CAREGIVERS’,
Libia Castro and Olafur Olafsson

Caregivers
2008

Video, 14 min., colour, sound, loop, DVD Pal
English / German & English subtitles

In the video “Caregivers’, Castro and Olafsson, using different
forms of expression, introduce questions addressing European social issues
and contemporary politics. As the backbone for this video, the artists use
(pop)music video culture, but their investigations into other visual and
contextual forms of expression, is furthered by their interest and refer-
ence to contemporary classical music, contemporary choir singing, as well
as the narrative content conveyed through these forms of expression.

‘Caregivers’ was commissioned for the Principle Hope exhibition curated
by Adam Budak, for Manifesta 7, exhibited in Manifattura Tabbacci in
Rovereto, Italy. The video portrays two migrant care-givers (one from the
Ukraine and the other from Romania) engaging with their elderly clients
in and around the area of Rovereto; the video illustrates their relationship
with their clients and the nature of their daily work. Images of the sleepy
Italian city and images of a contemporary choir performing, are juxtaposed
with touching images of the care given by the migrant women. The nar-
rative content of the contemporary classical piece being performed, was
taken by the artists from newspaper articles that illustrate various facts
about labor migration. In this video, the artists give a voice to the sup-
pressed group of migrated people, and the description of their situation of
‘enslavement’, through the selection of newspaper journals found by the
artists on the internet.

More importantly for the (im)migrants with(in) exhibition and the con-
cept of the ‘threshold of the law’, the words that are sung by the choir in
the video’Caregivers’, describe the implications of the European legisla-
tions and the misuse of human rights, when legislations are applied to the
realities of the everyday.

Libia Castro and Olafur Olafsson (based in Rotterdam and Berlin) started
their collaboration during their post-graduate studies in Visual Arts in
The Netherlands in 1997. In their work, whether experiential installation
environments, interventions, events, sculpture, video- or photo-works,
Libia and Olafur often collaborate with other people: groups, individu-
als, activists, artists and other professionals. Their work developed under
the influence of Conceptual Art and art movements such as Fluxus, Arte
Povera, Social Sculpture and Neo-Concretism. While reflecting upon
everyday life in the different places in which they work, they wish to sen-
sitize the perception of their viewers, raising questions about the human
condition, focusing on existential, spatial, cultural, socio-economic and
political aspects. They have participated in Manifesta 7, and exhibited at
Reykjavik Art Museum, Akureyri Art Museum, CAC Mélaga, CAC Vilnius,
Art in General New York, De Appel CAC Amsterdam, Rotor Graz, Witte de
With CAC Rotterdam, TENT Rotterdam, Kunstler Haus Bethanien Berlin,
Platform Garanti CAC Istanbul, Van Abbe Museum Enschede, and the

8th Havana Biennial. They are currently shortlisted for the Prix de Rome
2009, in the Netherlands.
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NEW TOWN GHOST
Minouk Lim

2005
Video, 10min, colour, sound, loop, DVD Pal
Korean / English subtitles

In the video New Town Ghost, Lim takes an active position towards the ab-
surdities and problems resulting from the thoughtless development and com-
mercially driven landscapes of our society. The video follows a young woman
slammer and a drummer who travel and perform on top of an open truck as

it drives through the busy and cramped streets of Yeongdeungpo. An area in
Seoul that has gone through an intense redevelopment plan, Yeongdeungpo has
become a symbol for Minouk Lim, as it has for other Koreans of her genera-
tion. A major manufacturing and industrial hub during the past century, this
area has now become one of the city’s ‘new towns’, experiencing drastic and
continuous change.

In the video, the truck with its performers, follows a specific route around a
triangle of the Yeongdeungpo area that has been redeveloped, while also driv-
ing into adjacent areas that remain untouched by the surge of redevelopment.
Through a megaphone, the slammer recites a text/poem written by the artist.
The poem comments on the new local mall and housing complex, as well as on
the new-knowledge economy. Through this bold action, the performance aims
/hopes to provoke a reaction from the local population that has inhabited the
‘threshold of the law’ for years.

In Minouk Lim’s New Town Ghost, in contrast to Castro and Olafsson’s video
Caregivers, we do not encounter ‘stateless subjects’. Instead, we are meeting cit-
izens who have, in a similar manner, been forced to migrate within their own
city and country, due to the economical injustices fortified by the developing
society. The significance of this video is that it breaks the stigmatism that
victimisation happens only within transnational communities. Perhaps even
more significantly, this video is a direct reaction to specific transformations

in the way a society functions, in the attempt to alter and affect the viewers’
perception and awareness of the codes of life around us.

Minouk Lim (based in Seoul), works both alone and as a member of collabora-
tive practice (most notably, with the Pidgin Collective). Her work expands

the boundaries and possibilities of the art system, giving emphasis to the
conditions and context within which works are produced. Most of the projects
function as a response to, or an interpretation of, a specific situation and/or
invitation.

Lim completed the Ecole Nationale Superieure des Beaux-Arts de Paris, Felici-
tation DNSAP, following subsequently with a BFA diploma from Art Plastique,
Universite Paris (1995). She has contributed in the following exhibitions: In
2008: Gwangju Biennale, Annual Report, “On the road”, Gwangju, Korea

(2008); Isola Art Center, Milano, Italy; Museo Nacional de Bellas Artes, Buenos
Aires. In 2007: Tina.B,_The Prague Contemporary Art Festival, Prague; 10th
International Istanbul Biennial, Turkey; 6th Gwangju Biennale, The Last Chap-
ter, “Trace Route”, Gwangju, Korea; Museo de Arte Contemporaneo, Santiago,
Chile; An Atlas of Events, Fundacao Calouste Gulbenkian, Lisbon; etc.

TANJA OSTOJIC/ DAVID RYCH
Sans Papiers - illegalized people

2004

Video, 14 min., colour, sound, loop, DVD Pal

English / German subtitles

The video Sans Papiers portrays one of the major deportation jails in Germany
(Berlin-Kopenick). This video introduces the viewers to the shocking realities,
conditions and treatment that illegal citizens receive, upon being caught in-
between the law and bureaucratic system.

In their documentary, Ostoji  /Rych decribe the shocking position of unwant-
ed aliens, thereby directly illustrating the concept of ‘threshold of the law”:

‘.. EU state governments do everything to give as little asylum as possible.
Refugees are deported and removed, and pushed over EU borders to fend for
themselves...Most rejected asylum-seekers cannot be expelled due to civil

wars raging in their home countries, or complicated cases of “non-confirmed”
identity, but are still kept in prison for one to six months with a maximum of
eighteen months, while being billed for their stay — an average of 65 Euros per
day. I got this information from a number of talks with activists and based on a
number of resource materials received as part of the Initiative against Deporta-
tion, and press clippings and research conducted by doctoral students of Prof
Dr Klaus Gerd Giesen, Theory of Law, University of Leipzig.

Upon release, the absolute majority are without resources and without work
permits, forced into the black labour market to pay off their debts, and become
targets for more stringent police tactics. Yes, they are tolerated by the German
authorities for a while, but like spring cleaning of its own prisons, out of fear
and anger, the occasion comes for a seasonal sweep, and being illegalised, the
asylum-seekers find themselves imprisoned again...’

Tanja Ostojic and David Rych have been collaborating on various projects since
2004. Tanja Ostoji  (based in Berlin) is an independent performance and inter-
disciplinary artist and cultural activist. Ostoji ~ includes herself as a character
in various Situationist performances and uses diverse media in her artistic
research, thereby examining social configurations and relations of power. She
works predominantly from the migrant woman'’s perspective and the approach
in her works is defined by political positioning, humour and the integration

of the recipient. David Rych, (based in Berlin), is an artist and filmmaker. He
studied at the University of Innsbruck, Academy of Fine Arts in Vienna and
Bezalel University in Jerusalem - further holding a Post-dipléme from the Ecole
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KHALED D. RAMADAN
A Look Back

2008
Video, 22 min., colour, sound, loop, DVD Pal
English / no subtitles.

Observing the unknown faces in the video A Look Back, who face the begin-
ning of the 33-day long conflict between Lebanon and Israel in 2006, one
instinctively feels compassion for the experience that these innocent witnesses
have had. On second viewing, however, the question arises: Who are those
people? Ramadan provides an answer — “All persons in the video are Lebanese,
who live in Diaspora...Several thousand Western passport holders of Lebanese
descent were evacuated from Lebanon by their respective countries...’

In one of his writings, Ramadan points out that: “... in the disembodied world
of the virtual community, identity is also ambiguous.... In relation to the
destiny of the group of people that ‘inhabit’ the video A Look Back, one could
ask the following: These individuals are of Lebanese origin, holders of Western
passports, which allows them to move freely, including the possibility of escap-
ing from a situation of war.... Is the national identity of those people therefore
ambiguous?

Methodologically different to the other videos in this exhibition, in which the
victims are easily recognizable (they are either victims of physical displace-
ment, economical injustice, etc), this video confuses us, as viewers. Here we
deal with the victims of a bombing; however at the same time, we follow a
privileged group of individuals, who have the possibility of avoiding war (as
all of them did, fleeing from Lebanon to their countries of residence after the
turbulent experience of a bombing). Is the (im)migrant always a direct victim
of economic, religious or political suppression — and what happens if he/she
is not? Would we still be able to define the people from this video as part of a
group of ‘marginalized’ individuals and ‘place’ them within the ‘threshold of
the law’.

In my own opinion, these individuals are victims of their own ‘ambiguous
identity’, the identity that most of us - as transnationals, or citizens with dual,
or even triple nationalities /citizenships - live with. This form of identity gives
us a freedom, but also removes the possibility of belonging, which likewise
represents a limitation.

*...The aspiration of my work is to comprehend how a displaced identity is
recognized in a virtually mobile [immigrant] community, therefore in what I
do, I examine the property of such identity including the circumstances that
give rise to it/

- Khaled D. Ramadan
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