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Liminal Spaces
........................................................................................................................
Following  the launching of LIMINAL SPACES / grenzräume in March of 
this year, we are now looking back on eight months of work with the 
artists, which took place under increasingly difficult circumstances. The
project has endured the deterioration of the political situation in the 
Middle East – including the Israeli war on Lebanon, which has further 
radicalized communities and cultural producers alike. The Palestinian 
artists participating in the project, especially, have had to rethink their 
involvement in it. 

During the course of this project, we have had to repeatedly reiterate and 
clarify its aim; we underscored the fact that it is not an a�empt at
normalisation, and that it is not meant to offer a model for peaceful
coexistence between two equal partners. Rather, we reasserted that the 
main aim of the project was to serve as a platform of resistance and vocal 
opposition to the ongoing Israeli occupation, and to its direct effects on
the lives of Palestinians in the West Bank. This project operates in a 
context in which the distinctions between art and politics are blurred. We 
wish to examine the possible role of art as a catalyst for political and 
social change and to trigger a more active form of political engagement 
within the art world. We feel that the clear political stance of the 
participants and the curators is the basis for the network that Liminal 
Spaces / grenzräume presents. 

The circumstances we have endured have meant that as curators, we have 
had to adjust ourselves to conditions in which it has become almost 
impossible to conduct simple joint meetings. Due to the constantly 
increacing level of closure imposed on the Territories, we have had to take 
a series of conceptual and logistical decisions – including shelving our 
ambition to establish a center for conference, meetings, lectures and 
production in Qalandia. 



We are happy that despite all these added difficulties, the artists have
been determined to continue working. We can thus now present a series 
of new works examining the condition of everyday space, borders, 
physical segregation and cultural territories within the reality of the 
occupation. These art works suggest the potential of art to serve as a tool 
for challenging existing systems and power structures within the radically 
divided and fragmented urban region of Jerusalem / Ramallah – a 
laboratory for an urbanism of radical ethnic segregation. Following their 
individual residencies, European, Palestinian and Israeli artists embraced 
the opportunity to research tactics and artistic strategies for addressing 
the physiognomy of specific sites and their everyday operations, and for
exposing the spatial and contextual politics of the Israeli occupation. 

The future library spaces of the Gallery for Contemporary Arts Leipzig 
(GfZK), including the already acquired shelves of Vito Acconci’s library 
installation at Documenta X, provide an unusual exhibition context. They 
generate mutual resonances between LIMINAL SPACES as an evolving 
archive of research and production in the Middle East, and between the 
GfZK’s ambition to build up a public library. 

We are currently facing a series of crucial questions: 

How can this unique body of artistic research be made accessible? 
Will this work process be continued?
What responsibility have we curators and artists taken on by engaging 
with this body of work? 

The exhibition gives us the opportunity to meet each other again at a 
distance from the researched space, and to reflect on the evolution of the
process so far. Meeting outside the region raises new questions regarding 
the perception of the Middle East and the image of Palestine and of Israel 
in Europe, and  especially in Germany. These questions are directly 
related to the question of responsibility, and to the different resonances of
this term in the Middle East and in Europe. 



We would like to further explore the political and social responsibilities of 
artmaking and to discuss current trends that are changing the roles of 
institutions, artists, curators and activists. Specifically, we would like to
focus on the notion of "responsibility" in the context of the Middle East, 
which has witnessed the escalation of violence and of human and civil 
rights violations; the continuation of the Israeli military occupation; the 
building of an apartheid wall; and the complete breakdown of the peace 
process. We would also like to examine this notion in the context of post-
Fordist Central Europe, where the erosion of social democratic principles 
is challenging artists and institutions to survive in a harsher social climate, 
and to fight for the acceptance and the engagement of a wider public.  

For us, this exhibition represents a single stage in a longer process; we 
have therefore decided to combine the exhibition with an international 
workshop. This workshop will allow all participants to reflect and to
debate, creating an additional opportunity for both individual and group 
encounters as well as for external contributions and feedback.

Context
........................................................................................................................
The Israeli project of territorial and demographic control has been deeply 
inscribed in the physical and social fabric of the intersecting regions of 
Israel and Palestine. Urban frontier zones like Jerusalem have become 
laboratories for an urbanism of radical colonial expansion and ethnic 
segregation: a spatial matrix of ethnically homogeneous, insular realities, 
which are enclosed within a series of spatial and mental frontiers. 
Everyday contact zones between the "Israeli" and the "Palestinian" city, 
and between Palestinians on either side of the Wall, have been eroded 
to a bare minimum. Physical frontiers are reinforced by the generic 
architectural vocabulary of aggressive seclusion, which mirrors global 
trends of socioeconomic, ethnic and political segregation. Domestic and 
public spaces in the Israeli city have become increasingly militarized, as 
preventative measures are adopted against the omnipresent fear of real, 



constructed terror and internal threats. Security and control mechanisms 
and an atmosphere of fear transform everyday urban spaces into frontier 
zones; suburbs into gated enclaves; and suburban shopping centers into 
fortresses. An equally strong impact is exercised by mass communication 
tools and media technologies that highlight extreme images, which 
condition the everyday perception of the other. For Palestinians, Jerusalem 
has become a closed and  constnalty shrinking city that is open only to 
those who hold Israeli ID cards and who are able to afford living in the
city’s increasingly congested neighborhoods. Israeli walls and se�lements
(illegal under international law), bypass routes and checkpoints have 
become synonymous with a reality in which terms such as "closure" and 
"curfew" are part of everyday life. In the context of increasing political 
and economic hardship, Palestinians are preoccupied with their everyday 
survival.

The site
........................................................................................................................
Road 60 is the historical traffic artery connecting Jerusalem and Ramallah
and extending beyond them to both the north and the south. Its present 
condition could be considered prototypical of the alienation, segregation, 
and fragmentation that characterize the Israeli method of occupation. 
Once a fluid and constnatly evolving spatial continum, this area has
dissolved into a complex array of buffer zones; security or containment
zones; border areas; walls or sites of involuntary proximity and collision 
such as checkpoints (both permanent and temporary).

Before the erection of the Wall the road was a monument to the colonial 
relations between Israel and the Palestinian areas. From 1967 onwards, 
urban growth in Palestinian areas along this road was severely curtailed 
by a plethora of laws and zoning regulations. Today, the road has taken 
on a more horrific quality as a result of the checkpoint and the related
regime of control and surveillance. Its central section, which is located 
within Jerusalem, was relocated and widened in the 1980s to follow the 



no man's land that had divided the city between 1948 and 1967. What was 
planned as a "boulevard for the united city" became, in reality, a wide 
buffer zone in the shape of an urban highway, which led to further
fragmentation of Jerusalem’s urban fabric by creating both an invisible 
wall and mental barrier. As the road advances north, it cuts through the 
suburban terrain of East Jerusalem where Israeli se�lements face
Palestinian enclaves and villages, passing by the refugee camp of Shu’fat. 
Here, the road becomes a bypass road whose exits and entrances lead to 
the ethnically segregated satellites of Greater Jerusalem. Shortly before 
the Palestinian town of Ar-Ram, the new Wall bisects the road down the 
middle with the aim of cu�ing off Ar-Ram (to the East) from the areas that
have been annexed to the municipality of Jerusalem and the industrial 
area to the west. A new border regime has been established, reducing 
points of crossing to official and increasingly sanitized checkpoints such
as Qalandiya, one of the largest checkpoints in the West Bank. The 
checkpoint is characterized by a massive Palestinian public transport hub 
and by an informal market, as people arriving from the southern West 
Bank are forced to cross the checkpoint by foot before continuing their 
journey on a different bus into Al Bireh and Ramallah. Frequent incursions
by the Israeli army have le� the road in a state of ill-repair. The road
passes several abandoned army checkpoints and the Qalandiya and Al 
Amari refugee camps before entering the dense urban centers of the twin 
cities of Ramallah and Al Bireh.

................................................................................................................................................................................................................................................
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Ayreen Anastas
and 
Renne Gabri
Searching for Our Destination

For a period of approximately 20 days, the length of our sojourn in 
Ramallah, we engaged with a variety of individuals: shepherds, thinkers, 
revolutionaries, street vendors, bus drivers, liars, shopkeepers, widows, 
peasants, prisoners, farmers, strikers, activists and artists. Our goal was 
to increase our knowledge of the Palestinian situation in a more immediate 
way; we did so through learning about the everyday experience of the 
people we encountered and about how Israeli measures – particularly in 
the West Bank, but also in Israel – suffocate the Palestinians, hinder them
and a�empt to destroy their lives.

Our initial proposal was to use our own research, as well as suggestions 
from friends and colleagues, in order to outline various itineraries 
through the West Bank and parts of Israel. The result was a series of trips 
which we documented through a variety of means. The documentation of 
each trip and of related discussions retains its own integrity and 
autonomy, and reveals specific nuances as well as challenges to any
"se�lement" project. This project resists containment, since the documents
we present are only a reference to the journeys we undertook and the 
exchanges we participated in. Seen together, however, these documents 
pose a highly specific set of questions and concerns that come directly
from the individuals whom we sought out, or who sought us out.



Azra Aksamija
Frontier Vest

The Frontier Vest examines how various signs of religious difference, and
of ethnic and gender segregation, could be creatively engaged in 
rethinking – and potentially reconciling – the psychological and spatial 
boundaries present today in frontier cities like Jerusalem and Sarajevo. By 
probing the origins of these boundaries in relation to cultural, religious, 
national and gender practices, as well as their spatial implementation, 
this project aims to rethink the conceptual meaning of the term "boundary." 
In this context, the notion of a boundary will be understood as an 
interactive "space" that may generate learning processes involving the 
entities it divides, and thus allow for its own transformation.

This project aims to give artistic expression to the question of how 
religious space can become a strategic tool for communicating differences,
and of how interdependence can become a possible tool for reconciliation. 
The Frontier Vest is intended to foster a creative frontier zone, in which 
boundaries are defined in a new and regenerative manner and transformed
into a fluid mediating ground. Numerous and complex segregation
practices can all benefit from this approach; this project, however, will
focus on offering perspectives for tackling religious issues.

The Frontier Vest is a hybrid combination of a contemporary vest and of 
several kinds of ritual objects. This wearable prototype lends itself to 
different uses, both sacred and secular. Referring to the shared histories
and belief systems of Judaism and Islam, the Frontier Vest can be 
transformed either into a talit – a Jewish prayer shawl – or into an Islamic 
prayer rug. Both possibilities create highly personal objects, which devout 
believers can use in the course of religious ritual. 



Originating in the nomadic life of Bedouins and informed by the historical 
experience of exodus, the Frontier Vest also represents a minimalist form 
of dress well-suited to the contemporary refugee. While the vest can be 
worn by both men and women, its use in Jewish and Islamic religious 
rituals is to be negotiated within the individual religious communities.

Although Judaism, Christianity and Islam all share the belief in one God, 
belonging to one of these religions implies exclusion from the others. 
Based on different religious practices, sociopsychological boundaries
o�en generate spatial divisions, which in turn reinforce the existing
boundaries. The Frontier Vest allows for the personal expression of 
different belief systems. Individual specimens of this form of wearable
architecture can also be combined to generate a communal space. Such 
usage would require a minimal congregation of ten in Judaism (a minyan), 
two in Islam (masjid) and three in Christianity. More importantly, 
however, this individual territory may only be transformed into a 
collective space by overcoming the mutual fear of otherness.



Hagar Goren
The True Victory

My name is Hagar Goren. I am 38, a single woman living in Jerusalem. 
My desire to become a mother – to have a child without establishing a 
normative family – has led me to confront questions concerning what is 
"natural," social norms, the Zionist ethos of se�ling the land and questions
of ethnic identity; it has also introduced me to the economic system that 
governs the sperm banks.

This project began when my personal wish to become a mother evolved 
into a study of the society I live in. In this work, I present part of the 
process of looking into, learning about and examining the tension 
between personal, individual desire and social demands.

***
The encouragement of a high birth rate is a state policy in Israel; it involves 
legislation in favor of increasing the birth rate in the Jewish population, 
and the allocation of funds for facilitating the enlargement of Jewish 
families. In Israeli social discourse, both security concerns and the thesis 
concerning the unique religious, ethnic and demographic character of 
Israel are employed in order to legitimize the encouragement of high 
birth rates and to blur the political character of Israeli fertility policies. 
Even within one's local community, on the level of grocery-store 
encounters… If you've reached a certain age and you don't have a child, 
"something must be wrong with you."

One of the tools for implementing the high birth rate policy was the 
creation of the Council for Demography. The Council was founded in 
1967 in order to "ensure the preservation of the State of Israel's character 
as a Jewish state." The fact that the Council's aim is to encourage birth 
rates in the Jewish sector alone, and not in the Muslim or Christian 
sectors, raises questions concerning the nature of democracy in Israel.



The term "demography" in Israel is a charged and sensitive term. It is 
usually paired with the words: demographic threat, demographic demon, 
demographic disaster, demographic problem or demographic war. 
Countless statistical estimates concerning the time frame within which 
there will be an Arab majority in Israel have been published in recent 
years. The policy of encouraging a high Jewish birth rate has existed since 
the foundation of the state, and has been paralleled by a policy of reducing 
the size of the Palestinian population; this la�er policy is implemented
through the legislation aimed at impeding the unification of Palestinian
families, and through the creation of conditions that encourage the 
emigration of Palestinians living in Israel.

The creation of local sperm banks began in the a�ermath of the Yom
Kippur war, due to the requests of numerous widows who wanted to give 
birth without remarrying. The flourishing of these banks began over the
last decade, due to the growing legitimacy for the creation of single-
parent or single-sex families in the country's gay community. There are 
currently seven sperm banks in Israel, and the state partially subsidizes 
the sperm donation process. Approximately 1000 women visit local 
sperm banks every year.

***
I want to be a mother. It did not happen by chance, and will not happen 
by chance. The possibility of becoming a single mother by means of a 
sperm bank donation causes me to pause, to stop for a moment and to 
look into things, to ask questions and try to understand the direct and 
indirect ramifications of such a decision: what effect will this decision
have, in what ways does it feel uncomfortable, and why? ... And if it does 
indeed have an effect, then why has it become a ma�er that some think
should remain secluded behind the sperm bank walls?
Paradox: on the one hand, this is the most intimate decision possible. On 
the other hand, it is being dealt with on the level of the state. I feel 
uncomfortable, so I stop. The clock is ticking and pu�ing on pressure, and
I stop abruptly or channel things to a place in which I will be able to 
understand what is going on here, why I am shocked by the possibility of 



choosing between a dark-skinned and a light-skinned donor. How does it 
happen that a secretary at the health clinic who has never seen me before 
writes me a note saying: You must have a child.
A moment before I enter the current, I feel I must look into things, question 
them, take them to either extreme, share them.



Inass Hamad Yassin
Dreaming of the Sea

It’s a video which tells a short story about dreaming of the sea. I reacted 
to my dream and my wish by trying to reach the sea. The sea is not so 
far… I used to see it from my window, as a bright line on a clear day. But 
I was never able to go there.

I dreamt of the sea. I woke up from my bed and walked to put my trousers 
and shoes on, and went on my way to the sea like any normal person who 
wishes to do so acts. I went down the stairs and reached the street and 
waited for the taxi, as if going to any normal mishwar - outing. Then I 
reached the center of the city of Ramallah, where the street was full of 
stones from the day before, when the Israeli military had entered the city. 

I got on one of the service-minibuses heading to Qalandia checkpoint and 
sat in the bus waiting till it was full with people so we would set out on 
our journey to the checkpoint. An old woman was si�ing in the bus
sighing, saying “La Illah Illa Allah -There is No God but Allah”, while the 
radio was reading Quraan. And when the bus was full and started to 
move, the two young men beside me started to recite the prayer for 
travel:

“Glory is to Him Allah who has brought this vehicle under our control 
though we were unable to control it.  Sure, we are to return to our Lord. O 
Allah!  It is with Your Help that I struggle, move and walk. O Allah! I ask 
you on this our journey for goodness and piety, and for deeds that are 
acceptable to you. O Allah! Lighten this journey for us and make its distance 
easy (short) for us… O Allah! I seek refuge in You from this journey's 
hardships, and from the disagreeable sights in store and from finding my
family and property and children in misfortune upon returning.”



We arrived to Qalandia, and I went to the checkpoint standing in line till 
I reached the soldier who asked me “Where is your ID, Where is your 
Permit??” I said: “I don’t have a permit”, He then said: “Go home”. 
I turned to go on my way back home driving through the same stations. 
When I reached the minibus, Mohamd Roshdi a singer from Alexandria, 
city of the sea, was beaming on the radio, singing “On the shore of the sea 
of love, our boats were anchored, and longing has brought us together, 
our loved ones and us!" 
I continued on my journey home till I reached my bed where I went back 
to sleep again, trying to dream of the sea.



Jumana Emil Abboud
Smuggling Lemons

I want to smuggle lemons from Jerusalem to Ramallah. That's all. An 
entire lemon tree actually, but since I cannot technically carry an entire 
tree in my bag, I will make do with the lemons themselves. 

Smuggling Lemons is a project that has several components: a video 
work, an installation of the smuggled lemons, and a performance 
involving a lemonade stand that will take place at the completion of the 
project in order to eliminate all evidence of the smuggling operation. 

One can visualize a scenario in which an individual is awarded back the 
lemon tree from the very garden where the house he lost once stood. He 
may naively imagine that his loss of the house was due simply to 
geographical disorientation, or to a mistake made in the process of 
drawing a map. Imagine that you awaken one day to find yourself
separated from both your house and garden, or to discover that your 
house has been cut off from your garden. You really want to quench your
thirst with a cold glass of fresh lemonade. It occurs to you that the only 
way to do this is for you to “steal” the lemons from the tree (on the other 
side of the divide) in a precarious smuggling operation. 

This project will include the design of a special belt in which the lemons 
will be carried in order to facilitate their transportation. There will surely 
be times, however, when I will not be able to use the belt (during security 
checks, for instance, when the belt might look to some like a suspicious 
explosive belt); in such instances, the lemons will be carried by hand, 
placed in a purse, put under my armpits, placed inside my mouth or in a 
pocket, etc.



I will make the journey from Jerusalem to Ramallah several times, 
carrying another batch of lemons each time.  One can never foresee the 
route one will have to take, the situation at the border, or the possibility 
of passing through checkpoints; hence the visual documentation of the 
journey. I will travel through the landscape, carrying the lemons in my 
hand or around my waist as if I am carrying my firstborn child, directing
her a�ention to the landscape in all its glory, pointing towards my favorite
spots, and – upon arrival – rocking her gently to say “Look, we’re 
home.”
Once enough lemons have been smuggled, I will host a sort of celebration 
during which I will a�empt to dispose of all the lemons by making
lemonade out of them and selling all the juice. The lemonade will be very 
cheap, in order to encourage consumption of all the lemons and thus to 
eradicate, or at least question, the very idea of the lemon’s tree existence. 

Lemons are like jewels. They represent the wealth and glory of the earth, 
a historical and personal encyclopedia of cultural a�achments and
baggage. They symbolize heritage, memory and longing, national identity 
and individual acts of "heroism" (or the illusion thereof), destruction and 
loss, betrayal and abandon; at the same time, the lemons could simply 
negotiate a ritual procedure involving the making of a fresh glass of 
lemonade.



Khaled Hourani
Dad, I Want the Box of Paints: 
A Journey Within Contemporary Memory 

I am interested in public issues and anxiously obsessed with following 
news bulletins because I live in an occupied country, where most people 
live the tragedy of being addicted to public issues. I would prefer to live in 
a country that goes by unnoticed in the political sphere. Stable, developed 
countries do not exhaust their inhabitants by concentrating their a�ention
on such issues; they grant them the pleasure of indifference, of living with
ease the mere fact of their existence. In such countries, the state acts as a 
tree that provides shelter – hardly noticed, yet vital for life.
 
In my truly beloved country, people are constantly living on the edge, 
in a state of oppression in which basic everyday activities like traveling 
and peaceful organization are unstable, and need to be constantly 
negotiated. 

The Borders of What? 
The border crossing I am concerned with is one of the crossings between 
the West Bank and Jordan. It is probably the only crossing that is referred 
to in short simply as "al-jisser" – the bridge. And yet it is a crossing that 
has many names, and many denotations: for the Palestinians, it is the Al-
Karama Crossing; for the Israelis, it is the Allenby Crossing, named a�er
the British General Allenby; for the Jordanians, it is King Hussein's 
Crossing; for the singer Fairuz, as well as for numerous writers, it is the 
Bridge of Return.   



  
Scrutinizing this border crossing, which separates the territories occupied 
since 1967 from the world, is not limited to studying its names, their 
symbolism and their various denotations; it extends to the analysis of the 
place as a military border crossing that both connects and separates. It is 
a crossing whose opening and closing represent periods of war and 
moments of cease-fire – and which provides a vantage point from which
to re-write the history of the conflict.
  
Writing the history of this crossing would require an extensive study in 
order to cover the many details related to it, and the changes that have 
occurred since its establishment – the ever-changing procedures of 
crossing; their timing; and the various documents and permits required 
in order to cross, which are as diverse as the policies of the authorities 
issuing them. It has a crossing which has been controlled by the Israeli 
occupation and by the Hashemite Kingdom of Jordan, while citizens of a 
third country – the Palestinians –pass through it. 

Due to the fact that the crossing has continued to play this same role, and 
has affected many lives, I thought of choosing a story or two that
happened to me some time ago. The story might well recur, and is one of 
many stories – as numerous and diverse as the people crossing the bridge 
to and from the West Bank. 

In telling of this simple story and the related experience of crossing, 
which I will present as an enlarged book page on a wall, I will employ 
documents, pictures and other data; these will be used to demonstrate 
and explain what is vital and necessary to know about this process, 
including the explanation of simple facts. It is possible to narrate the 
whole story in a few sentences: people who have undergone this 
experience, and who are familiar with the place, will easily get the 
message. I would refer to it simply as the "bridge", and it would be 
understood that it is King Hussein's Bridge I am referring to. I would use 
the term "the Bank", and it would be understood that I am referring to the 
West Bank of the Jordan River, and not to the west bank of any other river 



in the world. I would say "the customs", and my mother and neighbors 
would certainly understand me.  None of them would require illustrations 
or elaborations. When I say that this story happened in the past, they 
would certainly understand that it also happening now, and will happen 
tomorrow as well. 

I exist in a place that is not a state – full of checkpoints, border crossings 
and barricades. When there is no state, there are no borders. 

The Bridge on the Jordan River is a border crossing run by two states that 
allow for the passage – that grant the permission of passage – to citizens 
of a third country, which was called Palestine. 



Ligna
Icons of Palestine

A find. During our stay in Ramallah, we found an interesting device of 
knowledge – a  collection of sticker sheets that functioned as an 
introduction of sorts to the Arab world. Each sheet contained fi�een
numbered stickers consisting of a small icon and one or two words of 
explanation. Some stickers depicted different plants and sites; others
were about the weather, various countries and oceans. The quality of the 
printing was rather poor, and the text and image did not always match. 
These stickers were designed for schoolchildren: when one of the topics 
they describe is discussed in class, the children are supposed to take out 
the appropriate sticker and paste it into their workbook as an illustration. 
We were fascinated by this way of gaining knowledge about the world, 
and by the system through which this knowledge is distributed.

A medium. These sticker sheets may seem on one level like a simple 
medium for disseminating a certain type of knowledge. Nevertheless, we 
were struck by the obsolete manner in which the stickers produce an 
image of the world and transmit practical knowledge. Due to the limited 
number of stickers, numerous subjects obviously remain unaddressed, 
and this restriction in itself seems interesting to us. At the same time, the 
stickers constitute a rather complex medium: each sheet contains five
rows of three images, which might, for instance, tell a story about a certain 
type of food (detailing the stages of its evolution from a seed to a cooked 
dish presented on a plate). The reception of the image is further 
complicated by the accompanying text, which does not always fit the
image in an exact manner. Text and image may thus entertain ambivalent 
relations, producing a constellation that is not easily decipherable. 



Icons. What does our own knowledge about Palestine consist of? During 
our sojourn in Ramallah and Qalandia, we realized that we do not know 
very much, and that what we do know is a product of the media discourse 
on Palestine. The political and social situation we encountered was quite 
different from our preconceptions, and worse than we expected in nearly
every regard. Our initial perceptions had been further distorted by the 
many icons of the Palestinian struggle that dominate the German 
discourse. We had no unmediated perception of Palestine or of the 
conflict. These constellations of icons and texts thus called into question
our own secure knowledge.



Miri Segal
Need Some Body?  
(A Composition for an Actor Operated by a Spectator)

 

A small cabin is located at one point in the exhibition space. The entrance 
to the cabin is hidden from the public, and a single spectator can slip 
inside and close the door behind him. A sign on the cabin will then light 
up to signify that the cabin is occupied.  Upon entering the cabin, which 
contains a monitor, a headset and a microphone, the spectator finds him/
herself "inside" the actor’s body: the image projected on the monitor 
shows what the actor is seeing at any given moment, while the headset 
transmits the sounds which the actor is hearing. The spectator can give 
orders to his new “body” via the microphone. 

The actor is initially seated in a designated place in the exhibition space, 
beside a screen that is also equipped with headsets. Spectators in the 
exhibition space can look at the screen and use the headsets to see the 
same image and hear the same sounds transmi�ed to the spectator in the
cabin. (These spectators, however, do not hear the instructions the actor is 
receiving). A mirror is situated next to the screen, and the spectator in the 
cabin can become acquainted with his new body by asking the actor to 
face the mirror. A board with a text describing the work is situated near 
the screen. 
 
The spectator in the cabin can activate the actor and communicate via the 
actor with other spectators in the exhibition space. The subject of their 
possible conversation is not predetermined; it can be politics, the contents 
of the exhibition or even flirtation in the cafeteria...



Oren Sagiv
Pisgat Ze'ev / Shuafat Panorama

The stretch of the separation wall that surrounds the Shuafat refugee camp, 
and which is currently nearing completion, will impede the people living 
in the camp from accessing the other, Jewish Jerusalem; yet it seems to me 
that the degree of mental alienation overshadows the concrete walls.

For many years now, the crowded refugee camp (in which 10,000 people 
live in a tiny area) is the view seen by the Jewish residents of Pisgat Zeev 
East. This is the landscape they see before them when they stroll through 
the garden at the top of the hill; the landscape they see from the windows 
of their homes. Every so o�en, people who may be residents of the
refugee camp appear in the neighborhood: a young man working in the 
supermarket storage room; the elderly, sun-scorched man mowing the 
lawns of the public gardens; from one's car window, one can glimpse the 
distant silhoue�es of construction workers busy building the new bridge
over the highway.

When I visit Pisgat Zeev East, life there appears perfectly normal. The 
neighborhood seems so u�erly banal – a typical Israeli suburb offering its
residents "quality of life". The view on the other side of the narrow valley 
– the concrete wall that is transforming the mounds of garbage upon 
which the crowded camp stands into a suffocating enclosure – seems not
to disturb the serene everyday existence of those inhabiting the lush, well 
kept neighborhood.  

As I wandered around the neighborhood, I photographed it while 
pointing the lens in all directions. In these photographs, the se�lement
and the refugee camp extend out over the same plane. The banal and the 
disturbing have come to populate the same image – as the observer and 
the observed landscape come together. Turning one's head and one's back 
has thus become impossible.



Peter Friedl
The Zoo Story, 2006

Date: 20/9/2006 

Topic: Request for Facilitation of Mission
From the Palestinian Association for Contemporary Art – PACA
To: the Honorary Municipal Mayor of Qalqilyah,
Copy to: Mr. Hisham Dweikat, Head of the Ministry of Culture Office – 
Qalqilyah 

Greetings:
We at the Palestinian Association for Contemporary Art would like to 
notify you that Mr. Peter Friedl who carries a German nationality is a 
renowned international visual artist and is one of the participants of the 
academic art project entitled Liminal Spaces, which the Association is 
coordinating along with the University of Arts Berlin. This project 
a�empts to research and expose the practices of the occupation,
particularly from a spatial perspective and it has invited a number of 
international artists and academics in order to participate in it. Friedl is 
now on an art residency based in the city of Ramallah to fulfill his artistic
project, which is important on the national, cultural and political levels, 
and involves exposing the monstrous actions of the Israeli occupation, 
especially that which is represented in revealing the incursions and 
closure policy imposed on the besieged city of Qalqilyah. A�er a
prolonged research via internet and media resources he discovered the 
rare story of the Qalqilyah Zoo and the tragic reality it has gone through; 
for it narrates with high symbolism what these animals have endured 
from bombings and gas grenades, as a result of the Israeli incursions and 
which have duly lead to the death of some of these animals. This reveals 
that the Israeli occupation is in fact the sole perpetrator of an inhumane 



aggression that even hurts and kills innocent animals. During his research, 
he a�empted to capture an un-stereotypical image that breaks the
monotony of media scenes of overloaded stories that have become 
incapable of stirring the conscious of the world to all the war crimes being 
perpetrated on Palestinian land. Peter believes that this project has a deep 
sense of symbolism and is capable of capturing the truth. The artist Peter 
Friedl wishes to transport one of the mummified animals and more
specifically one of the giraffes, the large giraffe, due to the high symbolism
entrenched in the act of transporting such a large-sized sculpture from a 
besieged city such as Qalqilyah to outside the country.
The Palestinian Association for Contemporary Art, with German funding, 
guarantees to cover the costs of this project and provide for all the needs 
of transport, from insurance to shipping, and ensures that the piece will 
be returned in the original state it was received upon. The mummified
piece will be shown as an art project in Leipzig Gallery in the city of 
Leipzig in Germany from the 28th of October 2006 and for two months 
later. We would like to inform you that this project has received the 
support of the venerated Palestinian Ministry of Culture. PACA will 
provide for huge media coverage, especially on an international scale, to 
expose the symbolism of such a project. We hope that you could provide 
us with your approval to start with the necessary provisions to accomplish 
this project and facilitate our mission, knowing the importance it holds 
on the national Palestinian scale and internationally.  

With all respect and gratitude 

Reem Fadda
Director of PACA



Sabine Horlitz 
and 
Oliver Clemens
How much did you pay for this plot of land?
(Land Value in Ramallah and East Jerusalem)

A one dunam (1000 square meters) plot of land in the center of Ramallah 
costs up to $8 million; the same plot costs $300,000 in an upper-class 
residential area; near the se�lement of Psagot, by contrast, a one-dunam
plot costs only $30,000, while a dunam of land inside Zone C is available 
for $3,000. Through such an analysis of land value, political conditions, 
conflicts, social expectations and hopes all come to the fore.

Land prices in the West Bank rose steeply following the Oslo Accords, as 
a Palestinian state seemed suddenly to be within reach. Exiled Palestinians 
moved back to the territories and invested in real estate. These investments 
gave rise to neighborhoods of American-style villas and to shopping 
centers, which have li�le in common with the image of Palestine in the
European media. The existing landscape, however, is not shaped by 
capitalist promises alone; the occupation, the classification of the West
Bank into different zones, the building of the separation wall and the
struggle over the land have all le� their marks upon the terrain. Safety
zones surround se�lement roads, and checkpoints that have been set up
between villages cut through residential neighborhoods. The territorial 
conflict has resulted in the fragmentation of space, and spatial proximity
is no longer a criterion for accessibility.



The efforts exerted by the occupying power to control the space and its
inhabitants; the movement constraints imposed upon them; the restrictive 
residency policy; and the rampant capitalist a�empts to utilize the land
have led to the creation of a complex and fragmented spatial structure. 
An analysis of land value can provide information about the operation of 
these forces – for it is they, rather than the condition of the plot, or its 
agricultural or real estate potential – that determine its value. An 
examination of this topic also raises the question of whether land value in 
the West Bank can be regarded as an objective parameter, given that it 
follows a distinct and rapidly changing logic. Land value depends on the 
zoning created in the context of the Oslo Accords, on the distance of a 
given plot from military zones and from Jewish se�lements, and on its
accessibility in relation to various checkpoints. In Ramallah, one can find
exorbitantly expensive areas adjacent to waqf land that cannot be sold 
and to illegally rented houses in the refugee camps. In East Jerusalem, 
prices are skyrocketing because of Israeli residency regulations, while 
land in the city of Al Ram, which is now is cut off from Jerusalem by the
separation wall, has become devalued. In the se�lements, due to the
expropriation of Palestinian land on the one hand and to state subsidies 
on the other, one can hardly talk about the actual value of the land.

The material presented here is based on talks and interviews with 
inhabitants, architects, researchers, municipal employees, project 
developers and real-estate agencies, as well as on related studies and 
texts.



Sala-Manca Collective
Eternal Tabernacle
Studies in New Israeli Landscapes #4

The holiday of Sukkot is one of the three holidays mentioned in the Torah 
on which it was customary to go on pilgrimage to Jerusalem during the 
period of the First and Second Temple. The name of the holiday comes 
from the word Sukkah – the name of the huts in which the Israelites 
encamped in the desert during their exodus from Egypt (Exodus 33:6). 1 

The holiday's relation to Jerusalem acquires additional meanings in the 
Bible when several of the prophets refer to the city using the term 
"Sukkah" – see, for instance, Isaiah (1:8) and Amos (9:11). 2

The holiday commemorates the exodus from Egypt by means of the 
commandment to build sukkot (Leviticus 23:42) – temporary structures 
topped by a covering of branches or fronds. During the holiday, one's 
house become a "temporary residence", while the sukkah becomes a 
"permanent residence". During the holiday, Jews are commanded to sit in 
the sukkah, and to eat, study and even sleep in it during the seven days 
of the holiday. One of the central customs related to the holiday is the 
decoration of the sukkah; these decorations lend it a festive air and are a 
means of expressing the identity and ideological outlook of its builders. 
In the ultra orthodox community, dominant motifs include rabbinical 
figures; the seven ushpizin, or exalted guests, who are symbolically
invited to the sukkah; and various religious symbols. Members of the 
national-religious community adorn their sukkahs with decorations that 
have a national character, such as images of the local landscape, its fauna 
and flora, and the Israeli declaration of independence. Jerusalem and
related symbols are always central motifs in sukkah decoration. The 



sukkah symbolizes the tension between a permanent residence and a 
temporary residence – between "the ancient ideal of wandering referred 
to by the symbols of the holiday and the ideal of permanent residence, 
which is at the core of Zionism". 3

Eternal Tabernacle4 is composed of materials typically used to construct 
a sukkah in Jerusalem: an aluminum framework that is easy to construct 
and to dismantle, a prefabricated covering and other do-it-yourself-style 
paraphernalia. The cloth walls surrounding the sukkah are made of 
water-resistant material, which is frequently used to surround the modern 
sukkah. In many sukkahs, symbols and motifs related to Jerusalem are 
imprinted upon this cloth. The motifs we used for the walls of Eternal 
Tabernacle are taken from an area of the separation wall in Jerusalem. 
This area, which is called the "Olive Pass" was decorated by Akerstein 
Industries. The decoration of the wall was commissioned by the Ministry 
of Defense, in an a�empt to explore the possibility of artificially
"beautifying" the separation wall and thus dissimulating its presence on 
the Israeli side. 

thanks to Itay Weiser, David Mauas, Mery Goldwaser, Hagar Goren

1 The place name Sukkot is first mentioned in the Torah when Esau and Jacob go
their separate ways; Jacob built a hut, or Sukkah, and named the place a�er it.
2 See G. Hazan-Rokem, 1997.
3 Ibid. 
4 Eternal Tabernacle is a paradoxical name that expresses the tension between 
temporary and permanent residences. It is the name of one of the companies that 
builds and dismantles sukkahs. 

Sources: 

1. G. Hazan-Rokem, "Representation and Dialogue in Folklore Research: The Poetics 
and Politics of an Unperformed Festival," Jerusalem Studies in Jewish Folklore,  
19–20, 1997–1998.  
2. G. Vakulinchuk, "Studies on New Israeli Landscapes – Notes for a Project by Sala-
Manca (Jerusalem)," unpublished manuscript.
3.www.wikipedia. org



Sameh Abboushi
The Promised-Bedroom 

Since graduating and working as an architect, I've had Israeli friends, 
both on the professional and the personal level, always believing that 
Palestinians and Israelis are partners: partners that share a Present, a 
Future… a Promise. (I remember once raising my voice to a soldier who 
was contemptuously shouting at me "Talk to me as a partner" I said).
 
So you can understand how alarmed I was when I realized that I had been 
avoiding the Israeli artists during the conference at Qalandia. Taking the 
tour with all participants near and about the "Security-Fence" /the 
Apartheid-Separation-Wall, I felt that a separation-wall has grown inside 
me over the years. Puzzled, I lay in bed searching for a meaning. What is 
it that stands between me and my Israeli partners at the conference on 
Liminal Spaces? 
 
I found it full of accumulated, but forgo�en, distressful memories and
painful situations related to the escalation of violence on both sides,  
breading an endless cycle of fear, humiliation and blind vengeance.
 
The-Promised-Bedroom is a question about "Promises" that can turn the 
haven of your personal bedroom into a ba�lefield… with GOD taking
sides. The art form I chose is a personal reflection on the present, and a
question for the future. The mantel-piece/The calligraphic icon 'ALLAH' 
is a common decorative object in our culture as an icon of blessing and 
Divine presence. At one stage in the process I had thought of transforming 
it into a Hebrew-Arabic-icon that reads "Alla-oheem". This mantel-piece 
is not intended to be exclusive of one culture; it starts with a self-critical 
point of reference, but outreaches to include others, as partners do.  



 
In a bedroom, partners reach out to one another tenderly. They share an 
act of love. They are rewarded with affection, warmth and ecstasy.  
 
You can visualize what happens to your bedroom during a military 
incursion. Half-a-dozen soldiers in full gear, over-alert, ready to kill, 
using you as a human shield to search your apartment, then the other five
apartments in the same building, looking into wardrobes and under beds, 
creating havoc.
 
A�er they leave, your partner, frightened and sleepless, suggests pulling
the ma�ress off the bed to the corridor floor to avoid stray bullets ra�ling
tat-ta-ta-tat outside your bedroom window. The crackle echoes hard 
intercepting the all terrorizing ominous drone of tanks. You can't sleep so 
you crawl to the nearest drawer; fill your ears with co�on balls wondering
how to stop the tremor under your knees caused by the Merkava plowing 
your street.



Sandi Hilal 
and 
Alessandro Pe�i
Crossborder Practices

Palestinian cities in the occupied territories are encircled by different
kinds of borders created and controlled by the Israeli military regime: 
roadblocks, checkpoints, walls, barbed wire fences and trenches. In order 
to overcome this apparatus of control, Palestinians routinely utilize 
various crossborder practices, which constitute a form of opposition to 
the occupation.  This installation portrays the metropolitan area of 
Jerusalem as an experimental laboratory for examining spatial and social 
systems of inclusion and exclusion.



Sean Snyder
Schema (Television)
Script wri�en in collaboration with Olga Bryukovetska

“People talk so much about the weather in day-to-day life because it’s a 
subject that cannot cause trouble. Unless you’re on vacation and talking 
with a farmer who needs rain…”
                   Pierre Bourdieu, On Television

Television today is a relatively archaic – although still the most powerful 
– form of mass communication. In contrast to video on demand, digital 
television and the Internet, where the subject/viewer has the ability to 
preselect topics, television continues to authoritatively prescribe a 
predetermined flow. Innumerable channels, and the ease of switching
between them, form an apparently endless and (dis)continuous range of 
images. What is to be found beneath this imaginary plentitude, however, 
is a rigid scheme of programmed broadcasting.

This scheme does not only underlie established television genres and 
conventions; it also applies to the broader context of a specific, televised
way of consuming reality. This model of consumption shapes a distinct 
subjective position – that of a semi immediate yet cynically indifferent
observer. This observer witnesses inevitable (and o�en absurd)
juxtapositions of what would be considered "serious news events" (for 
example, the recent conflict between Israel and Lebanon) with
predominately entertaining programs (about the weather, sports, cooking, 
telemarketing, etc). In this context, one may well pose a seemingly 
redundant and naive ethical question: given the spectacular and suspense-
filled nature of televised news, to what degree has the reporting of actual
events been reduced to the level of entertainment?  



Schema (Television) is a process-oriented video that started from such 
questions, as well as the a�empt to categorically index and identify
programming themes and cycles from cable and satellite television 
sources in varying geographic regions and languages. 

There is a formal potential of the common technique of television viewing 
shaped by remote control as a device of unpredictable montage. The 
remote control not only subverts the linear flow of television and its pre-
determined programming logic, but it transgresses the very foundation 
of meaningfulness. 

Schema (Television) a�empts to crystallize and refine the indeterminate
process of reordering created by the remote control's aleatoric montage.

This video work uses Dziga Vertov’s silent Kino-Pravda newsreels from 
the 1920s (with subtitles by Rodchenko) as a formal paradigm and editing 
model and as a paradoxical reference. This reference underscores the 
futility of both direct propaganda and of any a�empts to a�ribute
truthfulness to a moving image. The Lacanian psychoanalytic discourse 
on suspicion and denaturalization provides a textual commentary on the 
visual material.



Simon Wachsmuth
Construction Status

Construction Status is a project that was conceived as an intervention in 
public space, and it consists of a series of posters mounted throughout 
Ramallah. Part of the project also consists of photographs and video 
footage documenting the reactions to this activity.   

The imagery in these posters is based on digitally processed footage 
collected during a period of research and photographic exploration in 
Ramallah. This imagery focuses mainly on construction sites and on 
various buildings, emphasizing the role of stone as a significant material
in the context of Palestinian history. Economic, cultural and political 
issues are addressed through the juxtaposition of different perspectives.

One of the main purposes of this poster campaign is to counterbalance 
the political posters habitually seen throughout the West Bank. The 
campaign's goal is to create an ambiguous situation in which fixed
oppositions are momentarily abandoned, giving space for the thoughts 
and associative interpretations of individuals. In contrast to the 
unequivocal nature of political posters, these posters underscore the idea 
of resistance to a predetermined interpretation. In this manner, the posters 
raise a series of questions concerning the role of public space – whom 
does it belong to, how does it functions within the complex local situation, 
and how can it be reclaimed and used for purposes other than clearcut 
political agendas.

The posters will be mounted in the center of Ramallah, extending out 
from the Al Manara square and continuing along the road to Jerusalem all 
the way to the Qalandia checkpoint. The repetition of certain images in 
different posters is an important component of the project. In this way, the



perception of the posters will become cinematic, and will address the 
issue of media images and publicly disseminated information as opinion-
shaping techniques.



Superflex
Palestinian Eurovision

In collaboration with  PBC – Palestinian Broadcasting Corporation  
Sabreen Association for Artistic Development  
Established in 1956, the Eurovision Song Contest is an annual televised 
song contest; participants hail from numerous countries whose national 
television broadcasters are members of the European Broadcasting Union 
(EBU). The Contest is broadcast on television and radio throughout 
Europe, in selected countries around the world and on the Internet. The 
purpose of this contest is to promote high-quality, original songs in the 
field of popular music by encouraging international competition among
singers, songwriters and composers.  The Eurovision represents the 
postwar vision of European unity and peace through cultural exchange 
and cooperation, and the idea of a future, cosmopolitan Europe. Since 
European culture cannot be geographically limited to the continent, 
participation is theoretically open to nations that are not geographically 
part of Europe. Israel has thus participated in the Eurovision since the 
1970s; together with its participation in various European sports events, 
its participation in the Eurovision has influenced its inclusion in the wider
definition of European culture and of the West.   In order to achieve the
goal of Palestinian participation in the Eurovision Song Contest, the 
Palestinian Broadcasting Corporation (PBC) will apply for recognition of 
Palestine as a participant in the event. PBC is an approved participant of 
the EBU (European Broadcasting Union), and participation in the 
Eurovision can only be achieved by becoming an active member.    In the 
event that Palestine wins the Eurovision, the following Eurovision contest 
should be held in Palestine.   The project is a joint initiative undertaken in 
full partnership by the three parties



Yael bartana
Summer Work Camp

Between July 15 and July 30, the Israeli Commi�ee Against House
Demolitions (ICAHD) held its fourth summer camp in Anata, a Palestinian 
village included within the municipal bounds of Jerusalem and in areas A 
and B.

In the course of the camp, Palestinians, Israelis and citizens from various 
other countries began rebuilding the house of the Hamdan family. The 
house, which is located within the municipal bounds of Jerusalem, was 
demolished in December 2005. On the second day of construction work, 
the building was stopped by representatives of the Jerusalem municipality 
and by the army, since the workers had no building permit (the Jerusalem 
municipality does not issue building permits to Palestinians).

Summer camp participants continued to transfer construction materials 
to the other side of Anata, (located in area B, under the rule of Israel’s Civil 
Administration) in order to rebuild the home of 53-year-old Abu Ahmad 
Al Hadad, who is originally from Hebron. His house was demolished in 
June 2004; it had served as the home of 24 people – including Al Hadad 
and his two wives, his children, his mother and his brother-in-law. Abu 
Ahmad knows that his new home may not survive for long, and that it 
may be demolished again by the Jerusalem municipality. 

During the period of construction, violent confrontations occurred 
between village youths and Border Patrol policemen. The presence of the 
policemen in the village provoked the youths, who threw stones at them; 
the policemen reacted by spraying tear gas. This repeated itself several 
times, like a ritual in which participants on both sides are aware of the 
role they are playing and know how the confrontation will end.



The ICAHD is a group dedicated to direct and nonviolent action; it was 
originally founded to resist the Israeli demolition of Palestinian houses in 
the occupied territories. The dedication to rebuilding demolished houses 
as a form of resistance or opposition to the Israeli regime raises several 
questions concerning acts of resistance, which are usually thought of as 
acts of demolition rather than of construction. These questions are 
especially poignant in Israel, in which construction is generally related to 
the revival of the Jewish people and its rebuilding in the land of Israel. In 
the context of the ICAHD's activity, the Israeli ethos of refraining from 
uprooting trees and "building and being rebuilt" is transformed into a 
shared form of resistance employed by Israelis and Palestinians against 
the State's of Israel's occupation regime.

I undertook the photographic documentation of the summer camp in 
order to study the dynamic that engenders this act of resistance and 
opposition performed by Israeli, Palestinian and international volunteers 
working together against the Israeli occupation. I focused on the ideology 
that motivates them as a group, as well as on the manner in which they 
respond as individuals within this group.



Suleiman Mansour
The Last Days of the World Cup in Me'elia

Located in northern Israel, Me'elia is a village whose 2000 inhabitants are 
all Roman Catholics. No Muslims, Jews, or even Orthodox or Protestant 
Christians are welcome there. The inhabitants of Me'elia look down upon 
neighboring Muslim and Druze villages, and dislike Jews because of their 
condescending a�itude and because of problems with the tax authorities
and other governmental institutions. As a result, the inhabitants of Me'elia 
identify themselves with neither the Palestinian people nor with Israeli 
Jews. The village, which is made up of small-business owners and 
contractors who work with Israeli institutions, is economically well-off. It
is home to a wealthy and lost community searching, like any other 
community, for something to belong to. 

During the World Cup, this yearning to belong becomes clearly evident. 
Every house in the village waves at least one – and in some cases four, five
or as many as eight – national flags. Brazil, Italy, Germany, Argentina,
Costa Rica and France are all represented by flags stretched high above
the streets. Middle Eastern, North African or East Asian flags are
noticeably absent… During the month of the World Cup, no marriages 
take place in Me'elia. A curfew-like status is imposed in the streets, 
especially whenever there is an important game taking place. The film
a�empts to document the last week of the Mondial in that village to
expose this surreal reality, this new alien-like sense of belonging, within 
the complex political region it is set in.



Yochai Avrahami
Rocks Ahead

The appearance of this no man's land resembles a kaleidoscope that 
contains an endless avalanche of objects and landscape elements, creating 
the effect of an abstract vision: the landscape is strewn with objects
pertaining to times of war and calm, and to various forms of neglect, 
desertion, control, restriction and intrusion. Remainders of abandoned 
vehicles, construction materials, sheep bones and watering and plumbing 
pipes are sca�ered on the ground.  Traces pertaining to archeology,
botany, politics, strategy, geography, architecture, consumption and 
sanitation create a scene that is at once threatening and pastoral.

This work focuses on two sites that are located between Jerusalem and 
Ramallah. Situated on either side of the Qalandia checkpoint and the 
nearby separation wall – at the symbolic core of the Israeli occupation of 
the West Bank – these sites appear detached from both their surroundings 
and from one another. To the west of the wall is the abandoned Atarot\
Qalandia Airport runway; to its east is the quarry at the foot of the refugee 
camp. The proximity of these two sites, the separation between them, the 
symbolic inversion, their physical interdependence and functional 
opposition are the main inspiration for this story. The process is based on 
collecting objects and taking photographs in these two sites. The points of 
view are those of a visiting tourist, an investigator and a spy, who must 
reckon with fear and desperation. The focus on the city's periphery 
derives from a sense of both fear and curiosity, and involves courage, 
trust, suspicion and sublimation that confront this endless process of 
collapse. The deserted remainders of this chaotic reality are transformed 
into fossils cast in insulating and calking materials and dust from the 
ground. The manner in which the objects are replicated resembles 
photocopying in terms of its immediacy and degree of precision. The 



footage resembles news images; both its contents and the manner in 
which it is filmed have a quality that awakens suspicion, relating as it
does to checkpoints, a military robot, aerial photographs, a lynch, 
censorship, clandestinely shot photographs and espionage. The 
authenticity of the locations is the result of instability, constant uncertainty 
and additional limitations. The film includes footage filmed in the original
sites and in alternative locations, as well as satellite imagery (from Google 
Earth) and additional footage shot in a studio.

The story tries to undermine the complex urban order by following an 
itinerary that contradicts the existing trajectory. The quarry contains 
constantly shi�ing piles of contemporary fossils – casts of frozen
movement from which emerge creatures at different evolutionary stages.
As in Ezekiel's Vision of the Dry Bones, the fossils materialize and 
coalesce, emerging from the quarry as new creatures. The more developed 
fossil creatures emerge from the quarry and move on to its negative 
counterpart – the airport runway. 

The fossil's journey starts optimistically with a new life of wandering, as 
if at pasture, and continues with further evolutionary development and 
optimistic inventions, yet this serene existence is disturbed by a form of 
behavior that reduces the fossils to their original, crude state.



Screening program

02 November 2006 : 8.00 PM : CINEMA         
........................................................................................................................

Trespassing, selection of Israeli short films and videos
curated by Eyal Danon: 

Artists without Walls, April 1st (19'30'', 2004) 
Avi Mugrabi, Details 3&4 (9', 2004) 
Annan Tzukerman, Anxious Escapism (26', 2005) 
Ruti Sela & Ma'ayan Amir, Beyond guilt #2 (18', 2004)
Ruti Sela & Ma'ayan Amir, Alei Zahav a�er Aliza Begin (5'30'', 2005) 
Nira Pereg, Souvenir (5', 2005)
Ruti Sela & Clil Nadav, Loopolice  (6'55'', 2003)

An event organized for the Friends of the GfZK Leipzig.
........................................................................................................................................................................................................................................................................................................................................................................

07 December 2006 : 8.00 PM : CINEMA
........................................................................................................................

Pasolini Pa* Palestine by Ayreen Anastas  (Jerusalem, 2003)

An event organized for the Friends of the GfZK Leipzig.
........................................................................................................................................................................................................................................................................................................................................................................

04 January 2007 : 8.00 PM : CINEMA
........................................................................................................................

Quelques mie�es pour les oiseaux - Some Crumbs for the Birds 
by Annemarie Jacir (France/ Jordan, 2005) 
Avenge But One Of My Two Eyes by Avi Mograbi (Israel, 2005)

An event organized for the Friends of the GfZK Leipzig.
........................................................................................................................................................................................................................................................................................................................................................................



RESPONSIBILITIES
International Workshop (27.10–29.10.2006)
........................................................................................................................

The opening of the exhibition will be accompanied by an international 
workshop that will explore the political and social responsibilities of 
artmaking, as well as current trends that are transforming the role of 
institutions, artists, curators and activists. The conference will explore 
the notion of "responsibility" in the context of the Middle East -- which 
has been characterized by the escalation of violence and by human and 
civil rights violations; it will examine the continuation of the Israeli 
military occupation, the building of an apartheid wall, and the complete 
breakdown of the peace process.  In addition, the conference will examine 
post-Fordist Central Europe, where the erosion of social democratic 
principles Is challenging artists and institutions to survive in a harsher 
social climate, and to fight for the acceptance and the engagement of a
wider public.  

In Hebrew, the word responsibility (acherayut) contains within it the 
word acher, which means ‘other’ or ‘different.’ It also contains the word
achrey which means ‘a�er’ or ‘following an event or act.’  In English, the
word ‘responsibility’ contains within it the word ‘response’ (originating 
from the old French responsun meaning ‘something offered in return’).
There is a delicacy in the English language through prepositions following 
the word ‘responsibility’ as one can be responsible for something or 
responsible to someone. In Arabic, the word mas’uliyah contains within 
it the verb su’ila which literally means to require a response. In all three 
languages, we find a unified stance which states that responsibility is
linked to responding or answering an external other. How may we 
respond or answer the contemporary demand for a responsibility to an 
other or a different worldview? How may we take responsibility or act
differently as cultural producers and/or cultural consumers? Participants
will include the artists of the project LIMINAL SPACES as well as 
international guests.



Schedule

DAY 1: FRIDAY, 27 October 2006   

........................................................................................................................
7.00 PM 

Exhibition opening

........................................................................................................................................................................................................................................................................................................................................................................

DAY 2: SATURDAY, 28 October 2006  

........................................................................................................................
FORUM 1:  Reflections on the LIMINAL SPACES project

   Moderator: Francis McKee 
........................................................................................................................
11.00 AM

Short presentations by artists participating in the LIMINAL SPACES 
project
........................................................................................................................
1.30 PM

Lunch Break (for invited participants only)
........................................................................................................................



3.00 PM

Project presentation by the curators: Reem Fadda, Philipp Misselwitz, 
Eyal Danon and Galit Eilat.
........................................................................................................................
4.00 PM
Open session
........................................................................................................................
5.00 PM
Coffee Break
........................................................................................................................
5.30 PM
Panel discussion - Cultural Territories: Wolfgang Knapp, Salwa  Mikdadi, 
Nina Möntmann, Erzen Shkololli, Hito Steyerl
........................................................................................................................
6.30 PM
Conclusion
........................................................................................................................
7.00 PM
Joint dinner (for invited participants only) followed by party

........................................................................................................................................................................................................................................................................................................................................................................



DAY 3: SUNDAY, 28 October 2006 

........................................................................................................................
FORUM 2:  Crisis and Potentials of Institutions 
   (The Middle East, Near East and Europe)
   Moderator: Francis McKee
........................................................................................................................
11.00 AM

Nina Möntmann: Art and its Institutions – Current Conflict, Critique and
Collaborations
........................................................................................................................

11.30 AM

Case study 1: Jumana Emil Abboud: Al Mamal Foundation, East 
Jerusalem. The establishment of The Museum of Contemporary Art 
– Palestine (CAMP)

12.00 PM

Case study 2: Eyal Danon: Jaffa – An Autobiography of a City. Untold
stories of different national, ethnic, religious and gender groups within
Israel

12.30 PM

Case study 3: Boris Buden:  EIPCP – European Institute for Progressive 
Cultural Policies

1.00 PM

Case study 4: Salwa Mikdadi, Institutionalization of Art Practice under 
Occupation/Palestinian Artists Working Under Siege (West Bank, East 
Jerusalem and Gaza......................................................................................



1.30 PM

Case study 5: Erzen Shkololli: Exit Institute for Contemporary Art in 
Peja, Kosovo – the dramatic transformation of the region, connected in 
particular with the disintegration of the local totalitarian regimes during 
the 1990s
........................................................................................................................
2.00 PM

Lunch Break (for invited participants only)
........................................................................................................................
3.30 PM

Open session
........................................................................................................................
4.30 PM
Conclusion

........................................................................................................................................................................................................................................................................................................................................................................



Partners
........................................................................................................................

LIMINAL SPACES/ grenzraeume has been jointly organized by the 
Palestinian Association of Contemporary Art (PACA), Digital Art Lab, 
Holon and the University of the Arts, Berlin. 

The Palestinian Association for Contemporary Arts - PACA
Reem Fadda, Director
Aref Al Aref House
Behind Arab Bank Al-Bireh
Al-Nahdah Street 
Ramallah, Palestine
T:  +972 2 2951849 
F:  +972 2 2967601
E:   reemfadda@gmail.com

The Israeli Centre for Digital Art Holon
Galit Eilat, Director
16 Yirmiyahu Street
Holon 58373, Israel
T:  +972 3 5568792 
F: +972 3 5580003 
E: galit@digitalartlab.org.il
Web www.digitalartlab.org.il

Universität der Künste Berlin
Philipp Misselwitz (Lehrstuhl Prof. Peter Bayerer) and Wolfgang Knapp 
(Interdisziplinäres Projekt-Forum der Universität der Künste Berlin)
Hardenbergstraße 33
10623 Berlin
T: +0177 4107168
E: misselwitz@studio-uc.net



This exhibition and conference have been made possible by: 

Kultursti�ung des Bundes
Robert Bosch Sti�ung
European Cultural Foundation
Heinrich Böll Sti�ung Ramallah
Goethe Institut Jerusalem

................................................................................................................................................................................................................................................





During the first day trip. Jeff Halper talks in front of the wall at Abu-Dis





Second day of the conference: A tour of the Qalandiya Refugee Camp
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funded by the German
Federal Cultural Foundation

gefördert durch die



........................................................................................................................

........................................................................................................................

........................................................................................................................

........................................................................................................................

........................................................................................................................

........................................................................................................................

........................................................................................................................

................................................................................................................................

........................................................................................................................

................................................................................................................................

................................................................................................................

........................................................................................................................

................................................................................................................................

................................................................................................................

................................................................................................................................

................................................................................................................

........................................................................................................................

........................................................................................................................

........................................................................................................................ 

........................................................................................................................

........................................................................................................................

................................................................................................................................................................................................................................................

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .

................................................................................................................................................................................................................................................



........................................................................................................................

........................................................................................................................

........................................................................................................................

........................................................................................................................

........................................................................................................................

........................................................................................................................

........................................................................................................................

................................................................................................................................

........................................................................................................................

................................................................................................................................

................................................................................................................

........................................................................................................................

................................................................................................................................

................................................................................................................

................................................................................................................................

................................................................................................................

........................................................................................................................

........................................................................................................................

........................................................................................................................ 

........................................................................................................................

........................................................................................................................

................................................................................................................................................................................................................................................

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .

................................................................................................................................................................................................................................................



........................................................................................................................

........................................................................................................................

........................................................................................................................

........................................................................................................................

........................................................................................................................

........................................................................................................................

........................................................................................................................

................................................................................................................................

........................................................................................................................

................................................................................................................................

................................................................................................................

........................................................................................................................

................................................................................................................................

................................................................................................................

................................................................................................................................

................................................................................................................

........................................................................................................................

........................................................................................................................

........................................................................................................................ 

........................................................................................................................

........................................................................................................................

................................................................................................................................................................................................................................................

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .

................................................................................................................................................................................................................................................



........................................................................................................................

........................................................................................................................

........................................................................................................................

........................................................................................................................

........................................................................................................................

........................................................................................................................

........................................................................................................................

................................................................................................................................

........................................................................................................................

................................................................................................................................

................................................................................................................

........................................................................................................................

................................................................................................................................

................................................................................................................

................................................................................................................................

................................................................................................................

........................................................................................................................

........................................................................................................................

........................................................................................................................ 

........................................................................................................................

........................................................................................................................

................................................................................................................................................................................................................................................

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .

................................................................................................................................................................................................................................................



........................................................................................................................

........................................................................................................................

........................................................................................................................

........................................................................................................................

........................................................................................................................

........................................................................................................................

........................................................................................................................

................................................................................................................................

........................................................................................................................

................................................................................................................................

................................................................................................................

........................................................................................................................

................................................................................................................................

................................................................................................................

................................................................................................................................

................................................................................................................

........................................................................................................................

........................................................................................................................

........................................................................................................................ 

........................................................................................................................

........................................................................................................................

................................................................................................................................................................................................................................................

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .

................................................................................................................................................................................................................................................



........................................................................................................................

........................................................................................................................

........................................................................................................................

........................................................................................................................

........................................................................................................................

........................................................................................................................

........................................................................................................................

................................................................................................................................

........................................................................................................................

................................................................................................................................

................................................................................................................

........................................................................................................................

................................................................................................................................

................................................................................................................

................................................................................................................................

................................................................................................................

........................................................................................................................

........................................................................................................................

........................................................................................................................ 

........................................................................................................................

........................................................................................................................

................................................................................................................................................................................................................................................

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .

................................................................................................................................................................................................................................................


