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Colonization In Reverse (1966)
Miss Lou

Wat a joyful news, miss Mattie,
I feel like me heart gwine burs
Jamaica people colonizin
Englaninreverse.

By de hundred, by de tousan
From country and from town,

By de ship-load, by de plane-load
Jamaica is Englan boun.

Dem a pour out a Jamaica
Everybody future plan
Is fe get a big-time job
An settle in de mother lan.

What aislan! What a people!
Man an woman, old an young
Jus a pack dem bag an baggage
An tun history upside dung!

Some people doan like travel,
But fe show dem loyalty

Dem all a open up cheap-fare-
To-Englan agency.

An week by week dem shippin off
Dem countryman like fire,

Fe immigrate an populate

De seat a de Empire.

Oonoo see how life is funny,
Oonoo see de tunabout?
Jamaica live fe box bread
Out a English people mout'.

For wen dem ketch a Englan,
An start play dem different role,
Some will settle down to work
An some will settle fe de dole.

Jane say de dole is not too bad
Because dey payin she

Two pounds a week fe seek a job
Dat suit her dignity.

Me say Jane will never fine work
At de rate how she dah look,

For all day she stay pon Aunt Fan couch

Anread love-story book.

Wat a devilment a Englan!
Dem face war an brave de worse,

But me wonderin how dem gwine stan

Colonizin in reverse.
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Chekhov’s Duppy
Shani Strand in conversation with Ryan C. Clarke

On May 14, 2026, multidisciplinary artist Shani Strand and tonal geologist
and editor Ryan C. Clarke sat down for a candid conversation that moved
between histories of extraction, embodied labor knowledge, graveyards,
and the aesthetic afterlives of Caribbean industrial systems.

Ryan: Your current project is wrapped up in the recent discovery of how
seventy-six Jamaican metallurgists created a “formal reshaping and
functional repurposing” of scrap metal to iron bar through the use of
grooved rollers, now known as “remanufacturing,” and that this is also
a story of colonial theft. It was this innovation that allowed Europeans
to expand their iron infrastructure greatly, resulting in the Industrial
Revolution. There's also your consideration of the notion of “unpayable
debt,” borrowing from Denise Ferreira da Silva. Maybe you can break
down for me this history and its relations as you imagine it.

Shani: In regard to the research on the seventy-six metallurgists and the
sugarcane rollers, that information came out of research | was doing for
Sucking Salt.! Thinking about that in tandem with reading Unpayable
Debt (2022) by Denise Ferreira da Silva, and then alongside something
| had previously wanted to explore centered on how my grandfather
worked at the Frome Sugar Factory in Westmoreland, Jamaica, for more
than twenty years—things began to come together. When you're driving
to Sav from Montego Bay, you pass through these large cane fields in
Petersfield, and they may be burning. Burning cane is part of the harvest-
ing process, because it makes it easier to process the sugar, but commu-
nities in Westmoreland had also been burning cane as a form of protest.
Burning it too early makes the cane produce less sugar. This is something
that'’s tied to their livelihood, but it's also obviously upsetting Big Sugar
and it’s being reported on as a form of economic suicide. | wanted to
think about that in relation to histories of labor and badness, and being
ungovernable. Loving anything that’s a duality in that way, and thinking
about that in relation to how the metallurgists arrived at making wrought
iron by replacing the smooth rollers with the grooved rollers from sugar
mills—it felt like obviously they would have that knowledge, that intimacy
with these tools and industries, as enslaved Black people and laborers.
And then you get further into their exploitation.



Ryan: Burning cane as a sign of protest is a moment to recognize other
values. From the outside looking in, it could be seen as self-sabotage, but
it's all perspective. Thinking of the tool as a weapon. As someone who's
interested in refusing reconciliation of the past (as the past is constantly
inside the present), and given that we have to deal with the kind of haunt-
ing of this post-world of now after we were stripped of our agency during
the colonial encounter, where do you think subjecthood lies in this sche-
ma? In the past world? The present world? The spirit world? Are we the
analogous vessels of reference for what'’s really happening in the spirit
world? Who's the duppy?

Shani: My use of the duppy is tied up in a lot of things. | got a tattoo on my
inner thigh—it's just a gravestone, and it says “Duppy.” It's this fungibility,
associated also with, Afro-pessimistically influenced, the fungibility of
Blackness. The duppy becomes a universalizing signifier.

Ryan: For the abject?

Shani: Obviously it means ghost or spirit, but | was thinking more specifi-
cally about why | put it on a headstone. | think a lot about graveyards, and
funerary aesthetics and passages and rites. Then | was thinking about
that in relation to fungibility, and why I'm so obsessed with ski masks. It's
not necessarily the anonymity per se; it's what anonymity lends to com-
munal identification or how wearing this stock feature, the scary balacla-
va, makes people exchangeable. The question about where the subjectis
located is alittle hard, because | want things to be located everywhere—in
the social, in life and death. I'm trying to create an overloading system.
You know the theory of the floating signifier and the signifying monkey?
In my critical-theory brain, | got really into the floating signifier and Henry
Louis Gates’s signifying monkey, this trickster position. It functions simi-
larly to the way people talk about remixing, revising, mocking, responding
to, manipulating things that already exist into signifying this thing instead.

Ryan: Signifying to project the trickster on you as an act of care brings
me to the communication documented among twentieth-century jazz
players. Many saw the stage as cooperative competition, Afro-American

capoeira. Signifyin’, the dozens—all of that might be trying to inject a
sort of fungibility of badness? Being bad means gaining certain skills to
negotiate the world, such that you have the foliage of Black badness to
slip into whenever you need it. A kind of camouflage. The ski mask as a
Black metonym generator. A three-card monte.

Shani: I'm interested in negotiation and play. A lot of my practice is rooted
in my love of language and its slipperiness. Like jazz musicians’ playful
competition, pushing one another, that improvisational buildup that is
fundamental to good jazz.

Ryan: Through shit talking.

Shani: Shit talking! You're just taking things and stretching them, exag-
gerating them, dragging them, fucking them up. This is a form of pro-
duction that brings new things into being. When | talk about duppies or
whatever, it goes back to the graveyard thing. | think so much about the
world as a graveyard from which we’re reproducing life. I'm interested in
fuckery as a method of reproducing life.

Ryan: Through the graveyard, the past inside the present.2

Shani: It's also helpful to think about architecture, in the sense that
when you think about architectural styles there is so much, again, nego-
tiation with the past. Architecture is another great way to think about
the collapsing of time, as certain past styles and ideologies are brought
into the present.

Ryan: It feels as if we live in a 3D representation of a colonialist's dream.
You look at this through your practice with Sucking Salt, but we have to
materialize our own realities in a very mundane way. Many people’s reali-
ties 90 percent of the time are the rooms that they sit in. We live ina space
of contestation.

| want to talk about the apotropaic—the talisman that can ward off
evil spirits—and the weapon. Your work seems to me to carry a spiritual
assumption or function in protection or attack. How warding off evil



spirits behaves in your films. For example, the “colonization in reverse”
animation in the film seemed to spread a certain shielding.

Shani: In terms of the apotropaic, | have some works or materials that
would be explicitly used to ward off or cleanse. I'm interested in trans-
forming vernacular materials into sculptures because they become car-
riers of their material histories, or carriers of social-cultural histories, and
that inherently feels adjacent to offering mystic protection—to be able to
carry thatrelation, that sociality. It ends up being a lot of death work, elegy
work, and funerary work for people and histories.

Regarding weapons, certain sculptures in this show are bricks
wrapped in cowrie-shell nets. The bricks come from JJJ brickworks
in New York, which was founded by a Cuban immigrant who made his
money in the sugar trade. I'm thinking of bricks as building blocks and as
weapons, but also wrapping them as an act of talismanic care.

Faith, manifesting, threats—those all feel like parallels. A threat is
this thing that hasn’t been enacted, but there’s still fear and anxiety, but
also maybe in naming it, you're bringing it into existence. | know you've
written about “hyperstition” and the fear of being threatened, the fear of
violence, which to me feels pretty adjacent to manifesting it.

Ryan: In quantum theory, it's understood that focused attention changes
outcomes. An extension of the observer effect. | love this idea of threat
being another manifestation. Threat as a certain faith structure.

Shani: One of my parents was a minister and studied theology, and she
was really into the idea of a third observer in quantum physics, how a third
observer seems like it has an adjacency to concepts of faith and religion in
terms of an omnipresent observer: God.

So, basically, the ironworks in Jamaica got shut down due to fear
that it could be used to produce weapons against the colonial govern-
ment. There's this quote by Jared Sexton: “You should concern yourself
with white people’s fantasies, because tomorrow there’ll be legislation.”
I'm thinking about that in adjacency to faith and threat and manifestation.
Blackness is obviously a by-product of a lot of projections, in the ways in
which it is ontologically and phenomenologically treated.

Ryan: On fantasies and obsessions within whiteness, extra paranoia
around home invasion seems to be the clearest recoil effect of colonial-
ism, precisely because that’s what they did to the world. Boomerang psy-
chosis, thinking that now the world is invading you, from the Ring camera
to the West Bank. Chekhov’s gun—have you heard of this literary trope?

Shani: No, but | was a shitty English major, because | was very much like,
this is what | want to read, and this is what | don't.

Ryan: It's a Russian literary technique, or a trope that’s become a literary
technique. The defining example is that if you reference a gun in a story,
it should at some point go off. And this question is proposed in the space
of the gallery, which some might believe is a space in the West to resolve
(or land) ideas. Do weapons question their surroundings? Does placing a
weapon in this space reactivate the object’s consciousness?

Shani: | mean, the video'’s called R.L.P. He Deserves It, and it's one long
fantasy, one long threat. The beginning is this funerary performance.
It starts with the funeral, which feels like a threat because you're not
performing the funeral after the violence has been committed; you're
performing the funeral in advance. In terms of putting things that feel
charged in gallery spaces, I'm not one for orthodoxy in thinking that
things have a place. I'minterested in things that can permeate space, and
I'm interested in things maybe being in spaces they’re not supposed to
be in, and that don’t necessarily benefit them. Many of us are in spaces
that do not benefit us, but that doesn’t stop people from navigating those
spaces. Gallery spaces feel like stages in some way. Maybe that has a lot
to do with why | think of dance as an apotropaic thing, a trance thing. | am
interested in performance, the sites of performance, rituals, and altars.
I'm okay with the temporality, the obtuseness of the placement of altars,
because I'm okay with differing levels of legibility in spaces. | really want
to throw things into the world.

Ryan: Sounds like graffiti, overgrowth, abundance.

Shani: | love overgrowth.



Ryan: We can make like weeds, you know? Being in Detroit, | see so much
overgrowth. And at my grandfather’s home in Mississippi, there’s kudzu
growing everywhere, it’s this kind of American bamboo. People say you
can hear kudzu growing at night. Black culture and its abundances have a
self-similar graffiti protocol geometry at its core. Overgrowth at its core.
And alternative moralities. Who is calling the plant invasive? Who is call-
ing the Negro a savage?

Shani: That process of naming something with the desire to make it fixed.
| like a lot of heavy topics, and a tactic can be how | propose them, but
offer no explicit solutions. | have desires that may lend themselves to solu-
tions, but | can't predict outcomes. | can't dictate the speed or direction
of the overgrowth.

Ryan: | want to go back to scale and a psycho-geology of the Caribbean.
The idea of an island, a place that understands its limits at a physical
level. What could it mean, not just for you, but for a culture that can only
desire scale so it shows up in other ways? How does the geology of the
Caribbean enable its inhabitants to better refuse scalability?

Shani: Obviously, | am a Jamaican in diaspora. There’s this phrase, wi lik-
kle but wi tallawah, which means “we're little, but we're strong.” Maybe
the sentence reflects this fun slipperiness with scale. There is, | think,
something about being restricted in size and scale, being trapped on an
island and yet having such a large influence and diaspora that carries so
much pride. As in, there is no Jamaican who is not proud to be Jamaican.
And all of the weapons | make in the show are handheld. They're intimate
weapons. I'm not thinking about bombs; I’'m thinking about violence in a
more intimate way, and yet structural ways.

Ryan: It's arithmetic. Not calculus. Thinking about antecedent geolo-
gies. Which are the conditions of possibility for the world that we see
now above the water. There’s so much in the Caribbean basin that had
to happen for the land that we see now to exist. Geology is also a certain
chronology of cemeteries palimpsest-ing on top of one another. We also
seem to be gestures of a protocol that the Earth was up to well before

our arrival: We deposit and circulate and fracture and rupture and cool.
I was thinking about the idea of an island, where physical manifest des-
tiny is denied. Where does that energy go if it can’t go toward the libido
of settlement?

Shani: The Caribbean via thoughts of Sylvia Wynter, and so many others,
can be imagined as an experimental pool for modernity, for slavery and
colonialism. It's a very under-thought scene of mass violence. It had
one of the largest (especially considering the size of the islands in the
Caribbean) numbers of enslaved people brought over. It's unfathom-
able. So much of that has to do with the geography of the Caribbean, in
terms of it being islands, in terms of the tropical climate, relating to the
lifespans of both the enslaved and the colonists. But also, as opposed to
South America and North America, where slavery and colonialism were
settler-oriented, the Caribbean was a plantocracy. | think that same
relationship to the plantocracy is, in essence, an adjacent relationship to
the death drive. It's been written about by people like Vincent Brown and
Deborah Thomas. For so many people who came to the Caribbean as col-
onists, it was almost like gambling. Less regulated, this live-fast, get-rich,
bring-death, die-young mentality. The goal was never to settle and build
a society on that. The colonists were always the minority. Vincent Brown
calls plantocracy Jamaica an “enterprise zone.”

Ryan: Get-rich-quick scheme. First come, first served.

Shani: Extreme disposability of life. The average rate at which slaves were
brought over, as opposed to being born and bred. Compared to mainland
Americas, it probably also reflects how the geography of the Caribbean
lent itself to the development of plantocracy.

Ryan: With the trade winds, | think about the inevitability of the Caribbean.
There was going to be activity there simply due to the design of the con-
tinental plates. | think of the Caribbean as a particle accelerator. Like you
said, there’s so many people in such a small place, there’s enough entropy
that something'’s gonna happen.



Shani: | think we're still learning to recognize entropy outside of our dom-
inant windows into things and outside of our immediate sense of time and
place. We are affected by the entropy of events happening thousands of
miles away, hundreds of years away. I'm so happy you brought up geology,
because it is also a conversation that speaks about places without having
to rely on the borders of nation-states. | am adamantly for this because it
emphasizes the fluidity between places. These places build on one anoth-
er historically and contemporarily, and it’s so hard to talk about that when
all the names you have for things rely on borders and nationalism, without
consideration of geological connection and impact.

Ryan: Borders are so nascent. It begins to feel comedic when you rec-
ognize that it's a very young story given five hundred million years of
geological demarcation between land and sea. One of my favorite words
is “wetland,” because it feels like a paradox, and yet it exists. How does
certain people’s understanding of what land is upend how one might
consider the limits of experience? How does something that is wet, or
associated primarily with water, allow an entire people to live in that
space? Canyou build in that place? Can you thrive in that place? Yes! The
Caribbean is a wetland, both physically and ontologically. It behooves us
to listen to it as much as we can, because whatever’s next has already
come out of the Caribbean.

Shani: The wetlands are fertile grounds, the slipperiness in demarcations
is the fertile ground, the paradoxical naming, the contradictions we get to
live with and respond to.

Even in terms of alternative moralities, | think that’s part of why | am
so anti-respectability. Jamaicans can have a very intense respectability
politics; alternatively, they can also have a very intense emphasis on
freedom. Once | was asked why I'm so fixated on conversations around
violence and death—I actually think that in regard to the Caribbean,
Black death and the things structuring it are under-thought. | would like
more discourse, but also, who am | to avoid talking about something
that is part of the history of how | came into existence, how so many
of us came into existence? We are products of historical violence.
Respectfully, deal with it!

Ryan: Stare the thing in the face. Look at the void until your eyes dilate to
see its depth. Continue the tradition of being a lookout—looking out for
the next tactic or trick of industrializing our death.

Notes

1. Jenni Bulstrode, “Black Metallurgists and the Making of the Industrial Revolution,” History and
Technology 39, no.1(2023): 8. Sucking Salt is a project focused on archiving Caribbean architecture
and aesthetics for continued research. It is an effort to diversify architectural history to include and
consider the Caribbean as a site of material importance and a major site of intersection between
cultures and colonial histories.

2. The reference is to The Violinaires’ song “The Upper Way.”



LEARNIN G HOW TO READ 1S MOSTLY N RBETWEEN LINES , LEARNING How
To gEAD MVOLVES LEARNING THE sSyetem YOURE REATNG INSIDE O‘Fjﬁv

wiat s () MORAL 4 CoLOMIAL RESKONING P

PROLEPSIS =

the representahion of assumphon of ~ Future act or
developruant as W FF{.Scﬂ-ij cxl&‘hna

or acomphshed
o WHAT 15 WY
- (NERASTRUETURAL COLLAPSE T (:: < SPECULATIVE VAUE ¥
[ , \ £ 6o T8 DENTFITYT
Q,x S l___gn/o-FF \ N e
INVSI BLE TroouroN) (ciecoamon)

but NOT REsLY

\10
/U
SP

4 HoRTENSE SPILLEES SAYS
(systems +Coondabions) ) |

&> %
= =
= g5
=
] % @:C% © | pescpiBE A locus OF (ouFolLtf?EP#iEWﬂfS. %
_ — | == ™ GROUND OF INVEST ME
([ \i %I g % ? ;;ﬁiﬁjs I THE NATIONAL TREASUEG OF )
\ ! ExcLusion / oy _ RHETO BLEAL WEALTH, MY (ouNTRY NEEPS ME, Ca
AWE  ReAL > ! \ = = % ANP F | weeE NoT Heee , | Woulb HAVE TO
sy / ~ _ — > I > ]
(. - - be"/vmq._/ => % % be [NVENTED. ‘N:ENED' g W FRIGHTE e %
?4(1:‘”\-% llﬂ" - » > 2 2 g %: Py > L;E o
@@@ﬂ?@mw@@%’?@@@?@@@ INVERSION (ucfhey g B Ay 2583°%z2ks 1351 5
OUNTER (NFRASTRUCTYRE ¥ B eorentabon E:—E‘KE{ 7> m F;" % 4 6 P 2 E L = }l T 2z z c%
@ﬂ =< &
5@0 L&Y ® 'Lr,-u'mbraunc\ m; zo!ujro»:‘-ti, ﬁ % 2 3 2 %2 1] 2 Z E 3 ”j\ . 3 % 9
) ﬁ) as to \ocake lagra @{; ‘_\},Am,ﬂ}g&i'jnm ;_E
@ Twe pohhu\l and I:Lca{oal(ﬁl % & ﬂg % -~ B % W ™ :_\’I_ ‘s‘ ‘% —
2 Wwork yndertaken big ; Ty Z @Q * % % ,ﬂ\- g ﬁ & %1 " g ?, ?._, =z 4 @
e /A =9 G2 g &7 grtrigt” 1:7v353F @A
@ A2t ROROUS @ circulation @ .l I é 4‘{—_ 3 % 2 z 1z 939 i r,; 1; %‘é 7 J)
Q) . = . = ) ) . s 2
Wi | -8 A 2 <} 32 t.aheitieicatis
— o 7 =0 = @ @D Fim %égnig\zzggg;i;‘%;i
S— ) < 5 ) hes 323 =
o Y Al SN BmE = C e giiiii it
P BORE QMTMSH 3 ; . Clo 2 Piatge g%% PSR AL
- Syl Nalencien \ ' x b & Eo 3832
T ‘ A
s, | RN~ SLANERY # CRRPITHISH = Q 39 3 SRR ITRRIAES
L e SRS 7 € il = 2 vede N3zt
“;‘t._, e ’:M:\f,‘ia,:;‘f/v{\,m@g}o@ N A 7 ? ?:' - \2‘
\iw*‘w‘g NCE BS ) ”dﬂs 16 QHTHEZ THRN y
P;&::ww& %Jﬁ@f ( “l‘i\%‘c JIOLENCE CF \N‘Ff-ﬂf-\"—“‘mf'g E’ o ¢ W




%WE@Y WUN@“\ {;—( ALTHE
FRELS (¥ j::.'-;’ k* /\
L%Et?@mﬂv@ AUYE DER o

WHAT IS THE ROLE oF Au\re DEN) %7

Iy N‘AG\ICH’&N IN * /\

CAPITRUSM'S
TREADMILL EFFECT 7 553 AUVE DEAD £F <

<)
¥ ok, a A bS

BNARIES ARE )
( peeostmoNnL an

DEPENDENT
—-—-'--'-’- ~

EW&N@LEM@N?

(auanT™v M PYYS ucs)

Twe sub —atoMic Par rides

) Lo naled will 20 ©n
AUVE DE&D =5 1 nchally €9 .

CHHN&E “ME 5 (%ESD bo afécet one Ancther =ve N
TEICK T‘:EE - <k /\ Lk c‘(%g bt A Lar Gp d N Space an

n

"" %K‘ ‘{:( N ! ésfc? @N@@ﬂ? L
&

L CADZ0 AHL ALY UNIOQ ok AV ANEM . SASY Xisnowwi ARV RBANE NYIP

2,
,_"3\
.=
z
-ﬂ
c
P
2
=
F
d
%
| A REECEATING TIME ! %
08SESSED w ALWE vERD - @ r
WITH Hnwnwaﬁk /\ I'M ALWAYS THINKING ARBouT AFRICAN ™
of
Eicp::zi;_mﬂ{& MNE- DE“D COsMOLOGIES AND THEIR FPOTENTAL- Cg?; H
oF TME AND 3¢ /\, Qe T Ny LONGER. PRESERNE AN g2, 2
fF PE Fe g DR Dg% ONTOLO GICAL TOTALITY @uT T0 SO =
Xf\ %b Nf r&; RECONSTRUCT AN ONTOLOGICGAL TorALTY % N
S& 4
*@%gﬁ M.NE DEAD § AND TS AUTONOMY o MORE  THAN Eu‘r Z%) g
c¥ /\ - ALONGSIDE) INDWID VAL 3 2
X F e MAYEE = i
£ pEAD T REVGNTY. / ' >,
£ P\U“f ~ SOVERE & .
% ) z—’? <4, |
) =+ aRle 3
AUVE DEbD * A
PN A e "’
w N\ £ MQ & \\ 5
PEAY oy § % 1
RS 7 = 0 @&@&5@% 1
S &y < <
(CRN r
DEAD
w\ﬁi ;f — DOES THIS COUNT AS  ACCUMULLNTION 7

TWO VERY TDIFFERENT BEINGS
OCCUPYING THE SAME SPACE J/,
:}: ? _”, , .
- RN

%ﬂf @ EMT @%ﬂ,@ OTATION®

‘ WOEKED AT FROME suo.mz
*, Bhcory FOR ONER 20
"+ YERES . T WAS (RIGINALLY . -
:’ THE WEST INDIES SuGhe *,
COMRANY , A SugSIDARY * '
*, OF THE RETSH 5

'y SUGPAR REFINING
*, CoMPANY, TATE & LYLE. [ .

‘v IT WAS AT ONE POINT THE .
* LARGEST suGAe MILL IN 7 °
v JAMABICA.

'+ MY GRANDMOTHER SAID THAT ,°
'+ WHEN THEY Livep N THE
"+ WoRKER PROVIDED HOUSES HER.

e s dodts x}g pﬂFEER,ENT PRIVES

- GET (ovEEED N ASH.

+ ! THEY MOVED TO SAVANNA LA MAR. ° -

DoesW’ T 1T FEEL U OUR

CURRENT METHODS OF

WUBMLEDGE PRODUCTION WeE
LEADING TO MORE

BURNING CP\NE IS CoNSIDERED

A TFUNCTIONAL ASfeeT oF THE
. HARVESTING  PROCESS — T MAKES
THE canNe Emsize TO PROCESS.

THE SAME. PROCESS

CAN BE ANP IS USED AS AN
KCT OF pRoTesT. T CAN N
FACT RUIN THE PoTeENTIAL

NALUE oF Tre c¢ANE ~ ff LOSS oF
VALVE.

,, ~ ShE PROCESS »~
- DIFFERENT &
ECONOMIC
OUTCOMES

:DIEFERENT vt
" DESIRES

Tie NEWS cAus T ?%@@N@MQ@
: N e
“aUIEIE 13 HOT wcwmu W TUS CONTRY - JUABE

’ THE NEWS SAYS .,




I

5 ANTICIPRTORY WIDLENCE

3

MU ,, _ = %
35, ANTIBMTORY REVENGE =3 |
;35; v ANTICIERTORY LOSS 3 LA

T 3% N o \
LT qumemmey IETUBTAL PR
} ___|,_“ Ay _LfH .. P \ :
IR T ANTICIPAMRY DEBT s | s b
P2 %% E.UHH FUNAIRLE BAD M DEEMOI:I

Py z;ﬂ; MANTE NAN CE  OCCUES wmvf;ﬂ /kwr % g:g::g; ' D
R - j % < C/ e inkht Lhn% of violence [fravma & J B
i 3 @ ‘31::;? :u . -\:; sometving 4*&":: 5 ‘:i .

g g%?‘: %M}&f\i& \ r:?? . i*‘w‘:{h% " <6F /&\?ﬁh % __ SN \1 o
= R 2 owans IRAEEANE '. , AN DN
3 u»jg EE o ﬁamh; ) ool %%%\ @9\\9 %:j% & 41 st ~ |
B By A L yushErca %@ N e f
e zZ e 4& xdrenchon & @S’% ¢ |
BE3R D, e 2, 2" s,m\’“"X ;
L1523 T 4/ ot conTRoLED Wmﬁmﬁm e OZfﬁON j
O TN ! Flwppgy RS <l

VIOLBNEER
IRV
TRANSERESSION

TOPNY [r\cs'r oA S]

WhS
tMomoNALL

\ b eeY )
GRATUTOUS - ;

Moy BETTER UNDERSTAND . l
WHITE pEOSLE S ‘FP&NTf\S\‘ES )
RECAUSE ToMorkOW
TREY'LL Bt Usc.t\sumot\l
_ Jare ed Sexken



FREEDOM WAS WIT WRITTEY
Ny
THE WBARTS 0F HEN = (T WAS |

INVENT 3 By
AAVAY N ; . s\$ ¢ €35
D). IVENTED AGMNIT THE CACAROS R L) / =2
PN e TOLLNE ©‘§ %W@E&Y = SLAVERN MME % %_ ﬂ%ﬁ; S \ <
e (ﬁ\,-,.\ pet alutle FREEDOM w o> 3 X S
N \at) BECKUSE THEY EE 5\ ° $1 % b 3
o oot : eeE ST M e FREEDOM AS coOwWER o\ % %:’z.i'; \ 5y 2
o T EYPRESSDIN USE OF S\E 3 g é

L N e R

N A4 2, 4338
SN S
TR DRATY DRVE 5 ai” 3
@? Qg@% @&,ﬂ@%@@%@ @ “% K > /bf?b,& ~ f,»,&” :%; 16@%'
cgequse BLRCKIESS S W g @ f Y <3 N S
¢ g e &= 19% b
& D auTienzeTe o 7, . ° z e ¥ 2%
g = woLelt G o = U
W AT DOES T EF:“‘ ,:0*0 S o S Eg ~t L
E «E +y A2 29 @2 7 /e ¥ S
s wmemmenno yaties ABL O\ 137 B
=2 <3 peon ™™ <o veAN W 325 % 22 « (”@5 : % &
gg 00\”,‘?1’ 2 %&%%ﬁﬁﬁ% @ ZZ) 32"’;? m/;:\ g"-’
L9 e e ey 8 §T %53 & , ¥ed % L2 y
= g N 5 3t 2 AR
2 R GPPROPRINTION 0F VIDLENEE 2 s g 1853 — &%
) == ” z (W IR R \
%z @R@@ TO @:“%K YoUR '5:{3@@ 7:% é%; - g 3 ._z%‘ . c:: e- fb_/ 42.013
:?—2 N e = 3 21333 3%
TN, I T E
24>
THANK YoU ORLANDO PATTERSON %7

i oW nwnod ¥
ANLADIN
AN 1193d IVAYANDN 40 1nNno)Y NY ;3INA
: A0 40 AMHIZY  NY



Contributors

Ryan C. Clarke is a tonal geologist from the southeastern banks of the
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video, and installation to consider ungovernability in a postcolonial and
globalized world. She is one half of Sucking Salt, a project that archives
Caribbean architecture and aesthetics to diversify architectural history
and to assert the Caribbean as a site of material importance and a major
intersection of various cultures and colonial histories.
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