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Abstract of Dissertation

‘Is-Was’: Temporalities, Hauntings, and Al-Faragh

This thesis is based in part on the previously published poems listed below.
Copies of all copyright permissions are in Appendix X of this document in FIYAH
Literary Magazine, Radius of Arab American Writers, and Strange Horizons.

This text aims to contribute to the ever-shapeshifting futurity of Palestinians
through the frames of temporality and spatiality, most notably through the archive and
construction of language. This thesis works in the Palestinian condition, observing the
use of what I call Palestinian language (defined through symbols, icons, visual and
material traditions) in a attempt to witness how Palestinians rewrite themselves in dignity.
What is the temporal livelihoods of symbols? How are these tools reconfigured and
remade throughout time and history?

Primarily focusing on the evolution of Palestinian symbols to observe the cultural
historiography of Palestinian language, and in such posits the archive as the keeper and
holder of these histories and emotions. It observes the redefining and reimagining in
contemporary narratives, reflecting on the archive with the aid of Edward Said’s
‘permission to narrate,” Edouard Glissant’s ‘opacity’ and Reem Fadda’s ‘not-yet-ness’.
As Palestinians once created images and symbols, so too do they deconstruct them to
make space for incoming futures and present language to give language and voice to their

current events and themes engendering them.
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Note on Method

This thesis situates the text as interpretivist, consistent with work in the
humanities.

The form, utilising poems I have authored, is an attempt of speculation in
converging timelines in the state of in-between. As Zaina Alsous describes, poetry can
elevate a value system that does not adhere to the logics of empire and capital. These
works search to attempt a language that fundamentally believes in a co-dignity with all
living beings.

The content of the works, existing in an almost temporal paradox that is situated
past, present and future, works within the fundamental belief that we belong to the land
and the land belongs to us. It works as an interrogation of the nature of common sense,
asking how are knowledge and value created and who is given the authority to create and

assign value when we know the land will outlive us?

Vii



Realms of Possibility

The modern imagining of nation on a geographical site is necessarily twi(n)ned with an
impulse to rewrite history in a way that gives the modern nation roots in the immemorial
past. History is, as Pierre Nora shows us in his stupendous project on the reconstruction
of the French past, Realms of Memory, a matter of tinkering with collective memory that
inevitably crystallises on a place, a locus, or, in modern times, the site of nation.

— Wen-chin Ouyang, Politics of Nostalgia in the Arabic Novel:
Nation-State, Modernity and Tradition

Edward Said’s permission of narration, coined in 1984, contends to the will of
archiving. “...Most of the easily available written material produced since the fall of
Beirut has in fact not been Palestinian and, just as significant, it has been of a fairly
narrow range of types: a small archive to be discussed in terms of absences and gaps-in
terms either pre-narrative or, in a sense, anti-narrative. The archive speaks of the
depressed condition of the Palestinian narrative at present.” His work, along with other
Palestinians, poses multiple questions. How are canons legitimised? How does history
become told? Where do the symbols we make to define ourselves and communities
d/evolve into? The rewriting of the Palestinian archive, by Palestinian hands, allows for a
way of reading history in which Palestinians exist in dignity. Assimilating with the
ideological tradition, as Alsous describes, in which history is composed of infinite,
simultaneous contradictions and within those contradictions, people who face violence or
oppression from a dominant actor are always creating themselves (The Poetry Centre,

2020).

(13

As Zaina Alsous, a Palestinian-American poet, demands, “..we are always

reconstituting, we are always creating new language; new forms of loving ourselves and



one another; new ways to stay alive and new ways to fight back all across the
oppression, from both the brutal to the mundane, banal and gentle” (2020). Language
and other modes utilised as forms of descriptions (symbols, images, icons, etc) are
dependent on who is wielding them, on the intention and context. While it is argued that
humans need language, language ceases existence without a hand or mouth enlightening
it. Language needs people as much as people need language. Palestinians, in particular,
exist in a specific lineage, mining settler-language(s) to create forms of interior
examinations so as to expand imaginations and collective thinking. Alsous concludes
that “...rounding artistic intervention with the history it’s speaking to. As Cabral writes,
culture is a weapon; theory is a weapon (1966). Thus, the archive appears. Palestinians
are seen to be an ‘archived species’ wherein the fight of whose lineage, claim, history,
museum, are interrogated, moving towards the ubiquitous question: who is indigenous,

and thus, whose land it is.

Nasser Abourahme extends a hand, pointing how “we live a kind of stalled,
ruinous present...[a] ruin not of the past, but a living ruin” (Abourahme, 580). Andreas
Huyssen (2006) writes that, “[w]e are nostalgic for the ruins of modernity because they
still seem to hold a promise that vanished from our own age: the promise of an
alternative future.” In Said’s permission to narrate, Palestinians retake the narrative and
thus, the archive. Archives give an illusion of transcendence rather than a reverberative
presence. The archive is a living being, contrary to the belief of its static and frozen state

wherein only the predetermined past can be catalogued into it.

In the context of Palestine, that is deeply distortive as the Nakba of 1948 is



on-going with no signs of ending; therefore, we must trouble the temporality of archives.
Rather than the way in which to archive something is to co-sign it to the past, thus
robbing it of political salience so that it is made and becomes a story that is
over—instead of unfolding—thinking of the archives as living things that produce an
insistent calling for address and considering ways to activate and animate them.
Furthermore, the Palestinian archive is situated in a precarious position: if we think of
archives as associated with a nation-state—as archives are arguably thought of as
aggregate—what does that mean for exiled and displaced narratives? Do they become
dispersed?

It raises the question of what kind of centre is held in the archive (and what
centre holds the archive, in contrast). Both literally and figuratively, what does an exilic
archive hold and how, or can it be used to decenter the model of a state archive? Thus,
transporting the archive outside of a contemporary nation-state body and returning it into

the hands of people opens access and activation routes.

The subjects of the archives are not passive beings, made into background tools.
The archive’s subjects keep things safe—they embody what is alive and happening in the
archive’s landscape. It, then, evolves into a responsibility: communities staying alive,
people staying alive, so that they are able to continue living in the action of each
generation passing knowledge forward and onwards to the next. The archive is alive, and
it must stay in such a state. In the Palestinian context, and partially in this thesis, the
standing critique of archives is that they are sites which invariably grant power to its

creators—institutions that birth or run them, or concurrently, they claim control and



authority over the past, making the power of the sovereign state and, inevitably, the

question of the discursive power of the authors.

Archives are imagined as a vast, nebulous empire of images—certain materials
only make it into the archive, usually textual or text-based, so a counter-archive must be
created in order to challenge the nation-state’s body of history. Alternative kinds of
archival knowledge are, normally, at odds with the formal, nationalising and colonising
ones; therefore, we must remove the sheet from the boogeyman. The archive is not an
amorphous boggart, but homed in living beings and communities outside of the modern
nation-state institution. It has always been.

Similar to how the Israeli state holds over 80,000 Palestinian texts since 1948,
Zaina Alsous argues “[i]f the colonial project of Zionism relies on rewriting history in
the service of a heavily guarded ethnostate, we resist across the Palestinian diaspora by
crafting forms of representation that invite an echo of universality—an echo of
closeness” (2020). The archive is a battleground, and settler technology is insidious,
developing weaponry to seize memory and erase all forms of indigenous
legitimacy—articulated by Dima Srouji’s Sebestia, where a solitary coin from historic
Palestine was taken by a Zionist settler and used at a United Nations meeting to claim a
link between Zionists and Palestine, cultivating a cultural legacy through the usage of
Palestinians, turning them invisible and erasing their cultural legacy. It is communicated
in Theodore Herzl’s demand of erasure: destroy all evidence that Palestinians exist. It is
as Edward Said laments, Palestinians continue to retell the story even if we are tired and

bored of reiterating being alive and existent, like any other.



These all inform this thesis topic. It is, simply, observing the use of Palestinian
tools (symbols, icons, visual and material traditions) from 1932 to 2021 in the attempt to
witness how Palestinians rewrite themselves in dignity. How are these tools reconfigured
and remade throughout time and history? Surely the oranges do not only represent
sorrow anymore, despite Ghassan Kanafani’s The Land of Sad Oranges. This
dissertation does not intend to enter any discourse regarding the legitimacy of

Zionist-settler claims, but is solely focused on the Palestinian archive and perspective.



Awda

Al-Awda: the return.

is return fixed? a static point seen? it is in relation to power—no that is also not quite
right. return a relation to be re/invented. must return be embodied, material, physical? or
is it a choice, one we share? return: the orchids are for us all.

Awda: the absence of permission / the permission to narrate /
biting into fresh fruit / I must insist we build a new language
one which departs from violence and turns to

“A colonised people is not alone,” wrote Frantz Fanon in The Wretched of the
Earth, “In spite of all that colonialism can do, its frontiers remain open to new
ideas and echoes from the world outside.”

in other news, it is highly advised to remove the spatality and allow infractions to occur.
simply, it is as Glissant describes, borders are not-real in the Fanonian sense but are also
malleable. let the train cross and feel the border, but remove the border’s ability of
violence. similar to the mountains, it is simply there and bears no note of a troubled

mention.

intifada incantation: 1 live for my land. let my dress

be the

flag. let me hold a fresh bundle of mint and laugh.
Joy is

resistance.

resistance is Joy.

Mona Hatoum, Measures of Distance [Links to an external site]




Enter: The Palestinian Cause and National Project

What we call memory today is therefore not memory but already history. The so-called
rekindling of memory is actually its final flicker as it is consumed by history’s themes.
The need for memory is a need for history.

— Pierre Nora, Realms of Memory

This chapter aims to briefly highlight the timeline of the Palestinian cause and
national project with a slightly detailed glance into the artworks produced during those
decades, their communal impact and evolution of rhetoric and conversation, particularly
amongst Palestinians. To begin, the text moves a decade before 1948’s al-Nakba (lit.
‘catastrophe’), which is collectively marked as the loss of the country for Palestinians
and the establishment of the modern-day state of Israel with the creation of themes, icons
and aesthetics through subsequent events. Before chronicling certain themes present
within the Palestinian cause, [ will briefly highlight what the Nakba is and its importance
in identity and cultural production. Ahmad H. Sa’di and Lila Abu-Lughod’s account of
the Nakba as a significant moment in Palestinian history, marking the emergence of a

more collective consciousness and history (Sa’di, Abu-Lughod, 5):

The Nakba is often reckoned as the beginning of contemporary Palestinian
history, a history of catastrophic changes, violent suppression, and refusal to
disappear. It is the focal point for what might be called Palestinian time. The
Nakba is the focal point of reference for other events, past and future. The
Balfour declaration of 1917 gains its significance from being followed by the
Nakba. Landmark events in Palestinian history such as Black September, the
massacre at Sabra and Shatila, Land Day, and the first and second intifadas would
not have occurred if they had not been preceded by the Nakba, to which they refer
back. The Nakba has become a key event in the Palestinian calendar — the
baseline for personal histories and the sorting of generations. Moreover; it is the
creator of an unsettled inner time. It deflects Palestinians from the flow of social
time into their own specific history and often into a melancholic existence [...] or
a ghostly nostalgia.



The impact of Nakba has been vigorously explored within academia and beyond.
Palestinians have continually made effort in maintaining a record of events and
narratives, specifically, since at the turn of the century, Palestinians have worked to
create capsules of time to preserve themselves and mark their existence in spheres of
time and space. As Stephen Morton notes, “In Sa’adi and Abu-Lughod’s account, the
Palestinian collective public memory of the Nakba provides a powerful counter-memory
to the predominant myth of the birth of Israel as a struggle against European racism and
anti-Semitism” (Morton, 192). While the Nabka marks the ‘melancholic existence’ of
the stateless nation, further compelled and epitomised by Edward Said’s writes in The
Question of Palestine “Palestine does not exist, except as a memory or, more
importantly, as an idea, a political and human experience, and an act of sustained popular
will” (Said, 5). Practices of collective commemoration provide a counterpoint to
Palestinian erasure post-1948. As Said discusses how Palestinians began to separate their
respective histories from the broader, shared Arab histories so as to maintain not only
survival but to illustrate a continued and shared existence. This demand of survival, of a
collective memory and shared existence, engages in the action of “...‘unmak[ing] the lie’
in the ‘action of repetition.” I am bored by the whole story, but you feel you have to do
it. The interesting thing is that there seems to be nothing in the world that sustains the
story, that keeps it there; in other words, unless you are telling it, it is just going to drop
and disappear” (Institute of Contemporary Arts London, 1986). In conjunction with
Said’s articulation of the ‘action of repetition’ is the ‘defiant memory’ which links

together Palestinian artists, despite their status and location, in their continued



remembrance and claim. Najat Rahman, in 4 Memory for Disappearing Archives The
Visual Art of Contemporary Palestinian Artists, follows the work of several
contemporary Palestinian artists post-Nakba in observing and collecting how their work
is impacted by the events of 1948. Rahman goes on to say “[n]arratives about Palestinian
art tend to locate its beginning in 1948, although many acknowledge that a vibrant art
movement existed before the Nakba and is now difficult to trace, since much of the
artwork was lost to looting from homes after their inhabitants fled” (Rahman, 78).
Boullata argues “‘memory of place’ unites Palestinian artists of the post-Nakba period,
despite their dispersal” (79). This logic of a defiant memory articulates an irreconcilable
unwillingness to let go of the past, while carrying the mark of time and change, “[l]oss
and the need for memory transcend the particularities of identity without eclipsing the
historical" (78). The works of Palestinians divulge “a tentative, uncharted community of
creation and reconfiguration of identity” (79) where “[l]oss is no longer of an event
passed, but emerges as a continual experience of dispossession” (80). At once, it is a
collective memory where all Palestinians were forced into a reality of brutality and
reconfiguration, despite their own demands. The exilic artists remained rooted in a daily
life centred on Palestine and the movements of those inhabiting it still and the memories
of those who once did, while Palestinians within the country faced maintaining time and

attempting to survive colonial violence.



LIBERATION IS ROTTING IN YOUR FIGS

Permission to reproduce granted by FIYAH (see Appendix X)

I ate my country as we laid bare and scorching
licked a shivering delicate like a placenta
tongue up thighs like a cannibal, like an urgency, like a Palestinian

akh ya Rabi, I’'m so infatuated with country-land
I draw borders in oil pastels, how delirious of me

turn the Opera on let us hear a woman in love Scream and restart Time

Thick Dust spilling min lips like a LOVE SONG in Spring

bas I persist, recount the demographic Wars wa Genocide like a mouse-trap
how Firm I/ We Remained the FLORA so envious, making mountain-top
even sweeter in Mangled Nectar BITE IN! THIS IS YOURS!

in the matter of Return [RETURN] I claim the Moon
wa Mars as uninhabitable [no orchids, soil for sale] — My Body
Knows Return, Knows Land

LAND who Knows [Language LANGUAGE] SHAMS
wa ‘Amar wa Bahr wa wa wa there is no END, there is no END!
MA /FI

my great-great-great grandchild eats the light

and does not become the sun. our daughters lick

figs’ sugared tendons, marrying the seas beyond

to see infinite possibilities of one’s homeland it is a graveyard

resurrected emerging in a worm-hole the voids are singing

Sl Ll Lial) JS ) (o S
el gy 1 clilia alad  JilSla 8]

the soul-eater no longer asks for my pleasure, it gives gives gives

as if I beyond river, past sea, no ocean but an orgasm,
futurity is movement, parsing beyond, look Look!
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the Swell of SUN aching as body Swore I am Dead Sea
beyond expanses, blushing Red Sea, The Fate

Eaten, the Dinner during which all Figs turned

to Dust and Rot in my hands and s¢i//, Still,

I love my home. I play the Classical Radio and cry
the notes swell like a child and I cry, my home

my country, my land, my home, my country, my land

the empire of dirt & honey, light & sea, I remain corrupted
and virtuous of sheer being, of mere spite. in Return, I LOVE
I am drizzling in jasmines and fucking in thyme-beds / KNOW
THE TRUTH

and I sleep, I wake, I bake fresh bread, I am made love and Love

my home, my country, my land, szill, Still

11



1936-1939 Arab Revolt, as told by Ghassan Kanafani

How must Palestinians necessarily be written in order to be “listened to?”

— Fargo Tbakhi
Ghassan Kanafani, a prominent Palestinian writer and member of the Popular
Front for Liberation [of Palestine] (PFLP), catalogued the 1936-1939 Arab Revolt in
historic Palestine, concentrating on the respective structures of separate forces and their

dialectical relations co-existing between them.

Ibrahim Tuqgan, Abu Salma (Abd al-Karim al-Karmi) and Abd al-Rahim Mahmud
were, since the beginning of the thirties, the culmination of the wave of nationalist poets
who inflamed the whole of Palestine with revolutionary awareness and agitation. As'af
al-Nashashibi, Khalil al-Sakakini, Ibrahim al-Dabbagh, Muhammed Hasan Ala al-Din,
Burhan al-Abbushi, Muhammed Khurshid, Qayasar al-Khuri, the priest George Bitar,
Bulos Shihada, Mutlaq Abd al-Khaliq and others were main figures producing the
newly-found nationalistic wave of resistance. Literary newspapers and articles, stories
and the translation movement all played a significant pioneering role in revolutionising
Palestinians. For example, an editorial published by Yusuf al-Isa in Al-Nafa'is in 1920
“Palestine is Arab—its Muslims are Arab—its Christians are Arab—and its Jewish
citizens are Arab, too. Palestine will never be quiet if it is separated from Syria and made
a national home for Zionism...” (1972) was part of the tide in the thirties, which was to

play an important role in promoting awareness and sparking off the revolt.

Writers such as Arif al-Arif, Khalil al-Sakakini (a mocking writer of fiery prose),

As'af al-Nashashibi (a member of the upper bourgeoisie who was influenced by

12



al-Sakakini and adopted many of his views), Arif al-Azzuni, Mahmud Saif al-Din
al-Irani and Najati Sidqi (one of the early leftist writers who, in 1936, extolled the
materialism of Ibn Khaldun and deplored idealism), contributed as well to this wave
(1972). Najati Sidqi was arguably the first chronicler which the Arab Nationalist
Movement had from the beginning of the Renaissance who used a materialist analysis of
events. He published his research in Al-Tali'a in 1937 and 1938: Abdullah Mukhlis
(who, in the middle thirties, started calling for the view that colonialism is a class
phenomenon, and maintaining that artistic production must be militant), Raja al-Hurani,
Abdullah al-Bandak, Khalil al-Badiri, Muhammad Izzat Darwaza and Isa al-Sifri (whose

eulogy of the death of al-Qassam had a profoundly revolutionary significance) (1972).

This effervescence in the Palestinian cultural atmosphere reached its climax in
the thirties and was expressed in a variety of forms, but for many reasons related to the
history of Arabic literature, the greatest influence was always exercised by poetry and
popular poetry. A short time before this, on March 28th, 1920, Al-Bustani had himself
led a demonstration, which chanted a song that he had composed himself (1972). He was
summoned to an inquiry, and the following appears in the records of the inquiry

conducted by the Public Prosecutor (1972):

Public Prosecutor: Statements have been made that you were -carried
shoulder-high, and that you said to the people who were following behind you:
"Oh Christians, Oh Muslims"

The Accused: Yes.

Public Prosecutor: And you also said: "To whom have you left the

country?" The Accused: Yes.

Public Prosecutor: Then you said: "Kill the Jews and unbelievers."

The Accused: No. That violates the metre and the rhyme. I could not have said
that. What I said was both rhyming and metrical. It is called poetry.

13



The trial, in which the accused mocked the formal institutions at hand, illustrates the
strength of determination of these folks. Instead of dismissing the charges as flagrant or
false, he instead took to making a mockery of them, and by extension, the Mandate

colonial institution in charge.

In 1929, Tugan had written an epic on the death sentences passed by the
Mandatory Government on the three martyrs, Fuad Hijazi, of Safad, and Muhammad
Jumjum and Ata al-Zir, of Akka—this poem became a central part of the revolutionary
lineage, similar to the Abd al-Rahim Mahmud’s 1935 poem addressing Amir Saud on a
visit to Palestine. Mahmud lashes at Saud, saying, “Have you come to visit the Agsa
Mosque, or to say farewell to it before it is destroyed?” ‘Awad,’ a poet in Akka who was
executed in 1937, wrote on the walls of his prison cell the night before his execution
(1972):

“The bridegroom belongs to us; woe to him whom we are fighting against - we'll
cut off his moustache with a sword. Shake the lance with the beautiful shaft;
where are you from, you brave men. We are men of Palestine - welcome with
honor.Father of the bridegroom, do not worry, we are drinkers of blood. In Bal'a
and Wadi al-Tuffah there has been an attack and a clash of arms. . . Oh ye
beautiful women sing and chant. On the day of the battle of Beit Amrin you hear
the sound of gun-shooting, look upon us from the balcony.”

This attempts to partially evince and convey the public mood and atmosphere
before the events of 1948, as well as to evidence the shift in narrative and discourse from
the temporal lacuna before the Arab Revolt and post-Nakba, in order to demonstrate the
conveyance of themes (from love to nationalism to exilic).

As Palestinians once created images and symbols, so too do they deconstruct

them to make space for incoming futures and present language to give language and

14



voice to their current events and the themes engendering them. The need for new
language, filled in fluidity and ability to shapeshift to fit its makers’ needs, gives way for
world-making. A symbiotic relationship of language and people, how do we construct
worlds and futures if language is defunct and stagnant? In order to move onwards and

continue creating oneself and community, language must be adaptable, must be fluid.
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Material Ramifications of Memory

After JinJin Xu “There is Still Singing in the Afterlife” and with lines from JinJin Xu

you have carried the dead, as have I,
the winds change, the pilgrims prostrating

full truths & I forgot my way home in the heat

I am singing
in the shower, fluttering in chest, watermelon cooling

the sheets concealing your absence, my absence,
how I ran when waking to the ancient terrors of
land dilate our fates your face, grasping eldritch
remember the language between us &
no thing left to say

my mouth chalk full of blisters 1 fulfil my
inheritance vinegar mouths, oiled skin
remember? five-hundred years,
before [ ] cross the sea

my name in the next life, reborn face in another,
the river of forgetfulness, eighteen courts buried
beneath her, the rims of hellfire and the seven

elevator-clad floors of heaven

misspeak my name, still entangled,
in shared sheets

you will find me, eventually, this I know, this
I declare an eternal truth.

come — we loved once,

I can no longer recall how but once, once
we loved.

16



1948: Time-Turning into the Nakba

Whereas I made nothing happen; / Whereas ye know not what shall be on the morrow.
For what is your life? / It is even a THERMAL SHADOW, it appears so little, than
vanishes from the screen;
— Solmaz Sharif, Look

The complex and intimate relationship between embodiment and emplacement
makes the place a primary source for understanding local knowledge in how Palestinians
relate to land and places and how they embody belonging into those environments (Feld
and Basso, 1996). This fragmentation and variation in experiences may obstruct the
development of linear cultural processes and consciousness (Said, 1986). However, the
process of symbolising—and the spread of popular culture which articulates symbols,
disseminating representations and performances—becomes a project of cultural ideas
and representations on the whole of the Palestinian people, creating common experiences
and cultural conceptions across time and space. Pre-1948, the sabbar (cactus fruit) was a

metaphor of community; the orange, al-burtugal, as a symbol of loss; the olive trees,

shajar el zeitoun, as rootedness; the poppy, shakiq, as sacrifice (Abufarha, 2008).

Beginning from the orange, marked by the exile of Palestinians along coastal
cities where orange trees were widely grown and exported globally, the identity
construction through historical memories and narrations formulated a post-1948
consciousness. In Return to Haifa, Ghassan Kanafani goes beyond identity articulation
through historical consciousness in order to redefine the homeland as the future, all the
while asserting consciousness of history. Kanafani was constructing a new exilic

Palestinian identity that is conscious of the history, memories of the loss, and its

17



entitlement to nationhood in Palestine, but is now more defined by the struggle for return
so as to reconstruct Palestine, shaping the future. But what is the use of symbols if they
only are taken as decoration? Or more pressingly, if they are made defunct or stolen?
Palestinian illustator Naji Al-Ali once protested against the institutionalisation of these
symbols by, allegedly, urinating in a orange tree in the middle of a Fateh’s member
house in Lebanon as a form of singular protest against the ‘state’ remaking and
corrupting of symbols for a particular agenda, believed to be a utilisation of Palestinian
language as a way to define and bolster legitimacy through the usage of popular

language for Fateh’s own purposes (2008).

The two symbols differ in that the cactus represents a life of a community rooted
in place where the orange represents a robbed nationhood and a nation out of place. For
Fateh to use the symbols of resistance and displacement for their own means illustrates

the marked difference between a communal archive and a state-ordained archive.

Olive trees are a prominent feature of the mountainous region of the landscape in
the West Bank, in contrast with orange trees that are prominent in the coastal areas from
which the majority of exiled Palestinians are from. Palestinians learned of phrases such
as “a land with no people for people with no land” (2008) a propaganda tool used by the
Zionist movement in the Western world to legitimise the establishment of the Jewish
state in Palestine. The Jewish-American Prime Minister of Israel in the 1960s, Golda
Meir, stated that “there are no such thing as Palestinians,” (London Sunday Times, 1969)
and “it was not as though there was a Palestinian people and we came and threw them out

and took their country away from them” (1969). Thus, Palestinians did and do not
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exist—that Palestinians, in sum, cannot exist.

Palestinians were seen by the colonialists’ eyes as Arab shepherds—part of the
landscape frame, but not necessarily having a conscious relationship to it. This framing
not only makes Palestine a ‘nature’—an undeveloped environment suitable for the
colonialists to exploit—but also makes the Palestinians subject to exploitation as part of
that nature that is incorporated into their state (Abufarha, 2008). This has been a classic
way of promoting colonialist agendas as ‘good deeds’ by colonising what colonialists
construct as ‘unexploited’ nature and ‘underdeveloped’ people (Heacock, 2004).
Palestinian farmers are guided by, as they often repeat, the Palestinian proverb ‘gharasu
fa-akalna wa-naghrosu fa-yaekolun’ (translated as ‘They [past generations] planted so
we ate, and we plant so they [future generations] eat’) (Abufarha, 2008). The present
generation feels an obligation of reciprocity toward the past generation, who passed on
the land to them, and so they pay back the future generations by planting new trees in the
land they pass on. Hence, the olive tree provides a medium for a transitive reciprocity
amongst Palestinians that regenerates peoplehood fused with its land and past and future
generations. In this sense, the olive tree is a medium for Palestinians to experience the

relationship to the land across time through the chain of exchange (2008).

The cross-generational reciprocity is uniting people with their land and history. It
merges history, present life, land and future. Furthermore, as a gift from past generations,
the olive tree carries meanings and sacred qualities. The symbolism of the olive tree
came, as Said narrates, during the time in which the frame of Palestinian resistance

shifted from its exilic state to back inside the country (al-dakhil), which is to say, the
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frame moved from those in the diaspora to those within historic Palestine (Said, 1986).

The poppy flower is a symbol of the martyr’s sacrifice embedded in the land and
is the dominant Palestinian spring flower that children normally collect from the
mountains (Abufarha, 2008). The story comes from an old Palestinian belief that
originates from Canaanite and Phoenician times and relates to Greek mythology,
whereby the poppy came to be associated with renewal, resurrection, and life. All the
names that reference the flower are associated with love, where relations of exchange

take place in the act of sacrifice (2008).

In this respect, these symbols emerged and were asserted to articulate and
express Palestinians’ peoplehood and nationness and the rootedness of the Palestinian
people in and of the land. Through these representations, a conceptual amalgamation of
Palestinians’ lives in Palestine is achieved where Palestinians become part and parcel of
the landscape of Palestine (2008). These cultural representations and narrations of
identity unify a sense of nationness across location for the deterritorialised Palestinian

nation by providing medida for shared conceptual rootedness (2008).

What relevance does this hold, however? Regarding this thesis, it plots out the
historical materialism which creates the popular and now-traditional iconography of
Palestinian resistance, tying directly in with liberation methodolgies. However, as the
period of post-Oslo emerged, some artists began to resist utilising these symbols in order
to avoid the act of romanticisation and instead set onwards to find their own language to

express their contemporary realities.

Inas Halabi, a Palestinian artist who examines “historical and political narratives
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of national identity, collective memory, myth-making and hierarchies of power” reflects
that “[i]n terms of the visuals, I didn’t want to have olive trees or the typical landscape
that would go along with this kind of Palestinian narrative. I didn’t want to romanticise
it. Also in terms of the Nakba, a lot of these stories have been perhaps told too much in
the same way, where we aren’t able to process them anymore” (Brittney, 2017). Halabi
asks: “[i]f the practice of ethnography is the practice of giving accounts or narratives of
other cultures and societies in the present tense, then who is the narrator of these

accounts?” (Brittney, 2017).

Similarly, Runanne Abourahme and Basel Abbas Incidental Insurgents
(2012-15), a multi-layered, narrative-based work that references Roberto Bolafio’s The
Savage Detectives, trace a form of ‘insurgent knowledge’ which articulates the
incompleteness of a shared language across movements, teasing disaffection and
summoning a radical form of reconciliation (Downey, 2015). The text reads: “We are
believing and dis-believing/We are in the midst of the not yet material or perhaps the
already determined/inhabiting a time of radical potentiality and its collapse/In search of
a new political language/in need of this/always on the verge/always becoming and
yet...” (Abbas, Abou-Rahme, 2015). The artists describes it as “Unforgiving Years is
about things lost and others glimpsed in the wreckage, about what can be conjured into
being from the ashes. A victory in defeat. A provocation to rethink the seemingly
un-imaginable” (2015). In this work, the artists are the protagonists, aware of their
positionality in a dangerous game utilising their abilities to push a call for togetherness,

while tracing the sharedness of ‘insurgents’ such as Palestine’s own Abu Jildeh and his
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bandits, revolting against the British Mandate. This work reframes the understanding of
an insurgent and its collective—where is the poppy flower in this? Contemporary
narratives are pressing and earnest, pulling towards embodied and engendered
memories along with daily reality (Downey, 2015). It is not necessary to continue the
repetition of past symbols and images, where they have filled their usage to a particular
degree. Instead, it calls forward the present and future in order to make a new language,

pushing towards a sincere reflection and accounts for what is now and present.

The installation 'Disillusioned Construction' by Somar Sallam, a
Palestinian-Syrian refugee, shows aspects of construction and fragmentation from the
crocheted blanket being made and then repeatedly deconstructed, illustrating the

experience of displacement and its unraveling.

Hazem Harb, a Palestinian artist, explores the relations between time and place.
Using photographic collages, he fragments a Palestine pre-1948, where the past is
located as a measure or pathway for the future to emerge from.

Ruba Salameh's video “Yamm” (Open Sea), with postcards alongside it,
documents passengers at a bus stop in East Jerusalem, where a billboard of the sea of
Gaza is a damaged backdrop. Salameh spliced in on the billboard a video of the sea at
Tantoura, a Palestinian village destroyed in 1948. With “Yamm”, Salameh talks of the
dislocation of Palestinian geography, loss, and the act of waiting (Associated Press,
2017).

The past is a future we always return to, until we do not (Tbakhi, 2020). For one

generation, the rootedness of the olive trees carries as much significance as the sharp
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grief of a Yaffa orange. For those living in a post-Oslo reality, the making of a new
grammar is necessary to configure a reality that best describes itself and one’s locality
and placement within it. These prior symbols remain in the archive and are made into

tradition: but what if they never had to be?

This text, admittedly, focuses primarily on the evolution of Palestinian grammar
as an attempt to observe the cultural historiography of Palestinian language overall.
However, it also posits the archive, the keeper and holder of these histories and
emotions—the Palestinian archive, which as of recent, is under threat and held hostage.
The mandate which asks: is there truly a counter-archive? Is there an alternative mode of
archiving and knowledge production? Why do we continue to fall in the state-ordinated
archival methods and knowledge when we are aware of oral histories and the ability of

the state to reconfigure and fabricate itself a new identity, should it so wish to.

This thesis prods the question of the archive and counter-archives—for who is
who and what is the guiding truth? Is there an end? What is the difference between the
Palestinian archive and a colonist’s archive? Is it only the claiming of lineage? What
does one make of distortions? Do the distortions point to a different time-space where
others cannot access? To brush the archive off as simply an immaterial, dusty structure is
to ignore one’s placement within the archive: all are embodied and engendered within
the archive, as it exists within each of us. It is decades and generations of knowledge
passed onto our bodies in order to ensure the community’s survival—it passes traditions,
the ability and method of living (from eating to cleaning to learning to language) and

more into each body it encounters. The fight over the archive is the fight over who lives.
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thesis

Written to Zaina Alsous’ A Theory of Birds, with lines from Zaina Alsous
Permission to reproduce granted by RAWI (see Appendix X)

the French plant gardens in Cairo.
bare witness; shaheed. 1 think towards
opacity; how French.

the botanist is born
busy, filling notebooks with
citations & bodies. archives of
matter.

I rent my body in Amman; a city of
footnotes and flower-shops. 1 JD for a

bouquet. I sell my body in Ramallah;

the botanist fills my breasts with

plants. they bloom my body into carcel

womanhood. I learn what it means to

be full.

the Israelis bloom the desert,
their structures overflow every winter.
I grow to watch the memory
assemble me: a fiction of
poppies and idolatry.

I grow tired of sins and men,
the gardens, the archives, the
canon. [ walk to
Alexandria. the
library
burning, still. where have

gone
language sold for 1 shekel. a lira.

a dinar. a pound. my tongue on the black

market; the botanist examines it, holds

against each

a fiction, archived. they will
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memorise me and call it Aumanity.
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Contemporary Cultural Epicentre: Ramallah/Al-Bireh (A Case Study)

Across anticolonial discourse the mastery of the coloniser over the colonies was a
practice that was explicitly disavowed, and yet, in their efforts to decolonise, anticolonial
thinkers in turn advocated practises of mastery—corporeal, linguistic, and
intellectual—toward their own liberation.
— Julietta Singh, Unthinking Mastery

The Palestinian issue has currently entered an interesting phase, Reem Fadda
points in her essay “Not-Yet-Ness”. With the collapse of functional politics and a spatial
metamorphosis—or disfiguration—a new set of questions regarding Palestine’s
‘nationalistic’ project emerges (Fadda, 2009). In what seems to be a time of stagnation,
where existentialist formulas must be complicated and rethought within parameters of
the known, the physical disintegration of applicable spatial logic leads towards a
vacuum; simply, ideas of the norm are being reformed and reexamined. Fadda lists
nationalism, belonging, identity and their adherents as the ‘not’ zone, whereby
everything becomes possible. Since 1948, the continually unfolding realities we are
settled in produce ruptured geographies. Imagination becomes necessary, questions of

temporality, spatial rationale and existential continuum are essential into moving towards
an eternal and limitless mode of futurity.

The term ‘not-yet-ness,” coined by Grant Farred in “Disorderly Democracy: An
Axiomatic Politics,” can be unpacked in multiple meanings and temporalities “at which
is, and which is not; or that with the potential to be, but is not” (Fadda, 227). Fadda
extends that within Palestine, her attempting of understanding the temporal aspect is by

merging and conflating it with human agency. It cites the Agambenian notion of
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“potentialities” in its retainment of a negative or a state of recklessness, categorising its
invocation of the restless brought forth by the subject themselves. “According to Alam
Khundmiri's interpretation of poet Igbal, “to be potential means: to be one's own lack, to
be in relation to one's own incapacity” (227). Potential, according to this understanding,
holds the possibility of becoming an actuality, very similar to that of the not-yet; at the

same time, it also holds the potential not to be or not to do” (227).

The not-yet-ness of Palestinians is almost fixed when regarding Palestine itself;
the creation of a zone of (partial or somewhat) comfort and stability by aligning itself
with a neo-liberal structuring of reality. In the contention that Ramallah has become
more than simply the de-facto capital of Palestine, even in regards to the future of
state-making, and that post-Oslo is the ideal environment for the coalescing of neoliberal
economies, an urbanised middle class and the ‘cappuccino culture,” as coined by Sharon

Zuki.

Lisa Taraki writes, “[aJmong the consequences of the consolidation of the Israeli
closure regime have been the contraction of Palestinians’ social worlds and the
emergence of new forms of localism” in Enclave Micropolis: The Paradoxical Case of
Ramallah/Al-Bireh (Taraki, 2008). Ramallah/al-Bireh today is the undisputed political
and cultural centre of the West Bank. The result is that this small urban centre with a
population of barely over 60,000 shares certain critical features with these much larger
Arab metropolises, notably increasing social heterogeneity of the population; the
growing social disparities and their normalisation; and the globalised, modernist urban

ethos articulated by a new middle class (1-7).
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Ghazi-Walid Falah has noted that Israeli military strategy since the outbreak of
the second Palestinian intifada in 2000 is, in fact, part of a long-term strategy of spatial
demolition and strangulation (7). The “enclavisation of space” has been “implemented as
an instrument of spatial expansion and control since 1967 in the Occupied West Bank
but [is] rooted in a long-standing policy of territorial expropriation—to dismember the
space of the remaining Palestinian population” (7).

In a similar vein, Leila Farsakh has noted that the Israeli permit system, the
territorial fragmentation of the occupied Palestinian territory under the Oslo Accords,
and the expansion of settlements have all contributed to the creation of disconnected
Palestinian population reserves that have the characteristics of Bantustans rather than of

cantons (7).

Enclaving as a means not only of cutting off spatial interflow and heightening
control, but also of sundering enclaved space from other spatial areas, thus confining and
drastically weakening the population economically, politically, and socially—in effect,
“neutralising” its challenge as a potential opponent (7).

Similarly, Sari Hanafi, who describes the Israeli colonial project as ‘spaciocidal’
has noted that the policy becomes possible by deploying bio-politics to categorise
Palestinians into various ‘states of exception’ that render them powerless against Israel
(7).

What then does it mean for Ramallah’s becoming an urbanised, capital city in the
midst of occupation? Hanan Touk and Yazid Anani, in “On Delusions, Art, and Urban

Desires in Palestine Today,” argue that the evolving social structure is a “core
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manifestation of a universal, yet specific, profit-oriented culture that instils a narrow
imagination of the ‘good life’ and serves to distance the middle class in Ramallah from
its long history of surviving Israeli occupation.” They posit David Harvey’s ‘the most

fundamental of human desires’ to expand on this phenomena:

...the notion of freedom is linked to the capacity to consume. It is this link
that makes neoliberalism as a way of life possible. It is this link, too, that
has fostered a delusion of freedom in the occupied territories but most
specifically Ramallah, where people live under Israeli colonialism, on the
one hand, and with hallucinations of a postcolonial condition, on the other.
The delusion lying at the heart of the prevalent ‘cappuccino culture;
manifests in the context of an ongoing Israeli occupation and confiscation
of Palestinian land. In Palestine, moreover, the middlemen of the
Palestinian Authority (PA), in agreement with international peace
diplomacy efforts, manage these violent colonial realities. The PA operates
as a quasi-state whose ultimate mission is to facilitate conditions for
profitable capital accumulation aimed at building the elusive future state.

Ramallah—the ramifications of its position and building as a neoliberal city and
cultivation of the urbanised middle-class—is, 1 argue, positioned in a state of
not-yet-ness, as well. It is held under the binate force of the Palestinian Authority and the
Israeli state and its apparatuses. Ramallah will remain suspended in this complication
until there is a decisive choice made, in sharp contrast to Rawabi, a city marketed as a
capital dream with Israeli handlers, Ramallah still pushes against its confines in some
capacity, however small or limited. In its liminality, however, Ramallah brings part of a
forthcoming language by Palestinian, due to its contemporary art scene, relationships

with 1948 cities and its particular zone of not-yet-ness.

But what is the city? What does it provide in spatiality and residence’s relation
with such conceptions? Is it an imagined space or a geographical location? Palestinian

cities are contenuous, due to the way they are complicated in ownership and history.
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Nasser Abourahme explores temporalities in Spatial Collisions and Discordant
Temporalities: Everyday Life between Camp and Checkpoint, where he posits the
question of space, temporalities and trajectories in the Palestinian contemporary. In his
work, Abourahme describes how Palestinians have found new and subtle ways of not
only “making sense but also making use of the status quo, often to radically discordant
ends" (455), where they use different constitutive nodes of the present to “reproduce
their lives in ways that do not correspond to anything we might recognise as resistance or
anything we can reduce to survivalism” (455). Wherein begs the question of how is a
colonial subject, who is neither in revolt nor in open crisis, understood and interpreted?
Abourahme presses: “What kind of languages of signification do we read, if any, in
her/his quotidian practises? How to avoid reading and ascribing intent? Such questions
seemingly need to be premised on a more fundamental query: what kind of time is this

curious present? And whose temporality are we talking about?” (455).

“Cities are retainers of multiple temporalities,” Abourahme points out (455).
Cities are spaces that inhabit multiple and radically different temporal
orders—essentially, every reality is different from another. Ghassan Kanafani’s Return to
Haifa concludes that the inhabitants of these cities are annealed and reinforced as
Palestinians nevertheless, despite any reconfiguration or remaking of their cities and
geographies, no matter what other narrative arrives to decenter and depopulate them.

Abourahme, referencing Achille Mbembe, argues, “[e]very age, in other words,
can produce semiotic landscapes that are not only read/deciphered but also
experienced/lived in different ways, through different overlapping registers" (455). Yet

Mbembe also goes on to suggest that ‘atone level,” a common affective sense that
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characterises the present (or what Mbembe defines as ‘emergent time’): a feeling of
absence (Mbembe, 17). This, Mbembe argues, is the distinguishing factor of time and
experience: that in emergent time “the time of existence and experience, the time of
entanglement—manifests itself in a context—today—in which the future horizon is
apparently closed, while the horizon of the past has apparently receded” (17). He argues

that both times [past and present] are fading.

In Palestine, Abourahme contextualises, the emergence of a new political order
“amidst the ongoing dissolution of past configurations and bonds, in a society unmoored
by the collapse of the national project and disoriented by the ongoing violence of the
colonial encounter, has resulted in precisely such a temporal disjuncture” (455). The
‘stratification’ process whereby all elements of “of (cooptable) political and civic life are

recalibrated to streamline with the proclaimed end of statehood” (Jayyusi, 6).

Palestinian artists utilitse forms to engage these questions: what of a city, its
spatiality, and how all afermentioned elements interact within the creation of both
present and future, especially when reckoning with the past and its making of national
identity. Yazid Anani and Emily Jacir reflect on both the cultural and knowledge
practices and productions within Palestine, specifically Ramallah, in their Cities
Exhibitions and al-Riyad where the two, during the summer of 2010, installed two
billboards in downtown Ramallah as part of a public intervention (al-Riyad), satirising
the urban-development brand or genre, ironically questioning the disintegration of a
collective Palestinian political project through the building of gated communities (that
look conspicuously similar to illegal Israeli settlements in the West Bank) and the

creation of a Dubai-style business tower that was to be constructed atop Ramallah’s fruit
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and vegetable market.

Their work was part of a larger exhibition titled Ramallah: The Fairest of Them
All? produced by the Birzeit Ethnographic and Art Museum and the Ramallah
municipality. Within twenty-four hours the municipality, calling the billboards
“problematic,” removed them. Despite demands from the artists and the organisers of the
exhibition to discontinue such acts of censorship, both the mayor of Ramallah and the
director of the municipality remained firm in their decision, offering no further
clarification (Anani, Toukan, 2014). While the Ramallah municipality had initially
approved Jacir and Anani’s public intervention, the problem with the works arguably
centered on their exposure of the destruction of a collective political project through the
neoliberal and capitalist agenda impeled by the Palestinian National Authority (PNA). In
other words, it exposed the divide between the political program and the collective
Palestinian people, and importantly “...the works exposed the complicated role of culture
and cultural practices in a paradoxical context in which occupation, continued

colonisation, and state-building initiatives coexist”” (El-Ghadban, Strohm, 175).

Beyond this, the exhibition shaped a landscape which contests the urban-rural
binary, as mentioned in the artists’ conversation, extending dynamic interactions
between humans, landscape and wildlife. “The temporality of such a landscape engages
with history, the present, and what we imagine may be the future” (Anani, Toukan, 211).
It attempted to address decades of fragmentation—both in geography and cultural
productions. Cities Exhibition was an urgent response “to the post-Oslo spatial enclaves
of the West Bank™ (211) acknowledging and illustrating the varying social and political

functions and significance across West Bank locales.
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As established, Ramallah rests as the de-facto capital of the Palestinian
Authority’s state project and making, reposed as the centre of transnational culture,
politics, and economy that opens outside to other global cosmopolitans. Conversely, the
city of Al-Khalil is seemingly bound to remain a static “parochial trade and industrial
centre, coexisting in contention with Ramallah.” Important to also note is the settler
project in Old Khalil itself as a force of disruption to this distinction in temporality;
while one is allowed some space to move, the other is frozen in a static violence,

attempting to preserve while enduring brutal violence from settlers.

The sharp differences of these two cities, for a small example, offer a further look
into the slicing and remaking of the Palestinian geography. Where Ramallah once was a
historically Christian city more open than others, similar to Jerusalem but converse to
Nablus (known for its bourgeois attitude and late arrival into resistance), it aids in
splintering the shared communal consciousness of Palestinians, furthering Ramallah
from its peers. In a likeness to the Israeli colonial policy of cutting Palestinians off from
one another, through the identification and permit system as well as the wall running
between villages and cities, the positioning of Ramallah as the de-facto capital where a
specific form urbanisation takes place separates its ability to evoke empathy and shared
community across historic Palestine as a whole. Instead, Ramallah is seen as an entity
within itself categorised in a state made set of translucent and malleable borders.

In observing the perspectives and frames Palestinian artists cultivate in response
to locality and city-impact on future-making, or borrowing Glissant’s term
world-making, as a way to converse with all tenses of past, present and future. In this,

one can further understand how Ramallah is more than a simple de-facto capital, but how
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it becomes and is reconfigured as the passive epicentre. Its uniqueness as a site of
continual making and arts while also falling into the ‘delusions’ of neoliberal urbanisms’
conditionalities and demands.

Cities Exhibitions curators, however, point towards the tactic of divide and
conquer, renegotiated under colonial rule as the Israelis construct checkpoints and

land-divides—via permits, paperworks, ID systems, curfews and the like:

...after the second intifada in 2000, the Israeli colonial policy of fragmentation
and closure aimed at curbing Palestinians' movements and mobility through
checkpoints and strict curfews...The destruction of major urban centres has led to
disconnected ‘reconstruction’ movements in these cities. This process has
facilitated and reinforced the shaping of introverted and separated spatial
identities...Vera Tamari and I [Yazid Anani] both felt the need to start exhibitions
and art activities, which would transcend this shattered geography and the
political and social borders it has imposed. We were committed to the notion that
art can take part in decolonizing the learned helplessness of Palestinians
entrapped in the archipelago of the West Bank and Gaza Strip (Anani, Toukan,

211).

The destabilisation and deterioration of relations between Palestinians allows
Israelis to step in between the gap and, metaphorically, place a sea between each group,
risking their interconnectedness as a shared community as Palestinians. It, then, ties back
to the urbanisation of Ramallah—especially when met with new-born Palestinian cities
like Rawabi—on continuing to aggravate tensions between communities, promising
comfort and luxury to those who simply acknowledge there is no way out of these
structures—that one will live and die under disjointed identification laws and

permit-processes as the other stands by in a silent watch. It is the disruption of landscapes

and people which leads to a more divisive fracture.

Abourahme, referencing Barbara M. Parmenter in Nothing to Lose but Our Tents:

The Camp, the Revolution and the Novel, articulates the Palestinian landscapes tend to
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lack attributions, appearing as voids with no descriptors—“non-places in which the
present is suspended” (42). The desert is an anti-place “shorn of all meaning yet tangibly
real, unlike the abstract images of the desert in the poems™ (42). The city of exile is
unrelentingly ugly, lacking substance and “represents the antithesis of a home place”
(42). And yet, the refugee camp almost cannot be contained with Parmenter’s analytical
framework; it is at once the “most ambivalent...[an] intermediate landscape...in its very
boundedness it reaffirms the impossibility of a bounded Palestinian national whole”
where the ficion “existed neither onpaper nor beyond it. And so any homology, any easy
ideological fit between literary and national space, was impossible” (42). In the
‘symbolic-political' and the ‘material-lived,’ as Abourahme names them, ‘“this
separation...is itself not distinct from the foundational dichotomy that Timothy Mitchell
identifies as the modus operandi of modern power—the world constituted as something
divided into two neatly opposed realms: a material order on the one hand and a separate

sphere of meaning or culture on the other” (42).
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art exhibition: west bank girl on fire

Permission to reproduce granted by Strange Horizons, Inc (see Appendix X)

they hang our bodies
art exhibition: west bank lovers
we burn the flag for settlers, how maschotic
THE PALESTINIAN: a time-turner. we revert
into seas, salt preserving our bodies; souls hanging:
a speculative piece. they press their noses against our windows
what a view, two Palestinians fucking.

performance piece: THE PALESTINIAN WOMAN.
the history of [archived]. spatality of orchids.
return of light. I am waiting for you, albi,
to throw the gas at the museum & liberate us. don’t be
a coward. space cowboy, babe, I dream of the fire.

enough about the olive trees, I want to talk about
when you drag my hair across the street and proclaim
me as yours. left my body hanging in the window; Maryam never dies.
let the men see how you marked me. molotovs
and bruised inner-thighs: THE PALESTINIAN MAN.
I want the violence, crave the fire. I promise, albi, I’'m good
at screaming. throat splits land open,
like a good bitch.

the FUTURE. a SOFT love, the mountains
kissing hips, loz-skinned and olive-washed hair. isn’t that
what we imagine? no missing skin or the sovereignty of fighter jets.
if I kiss a boy from Khalil and fuck one from Ramallah, what’s left
for my marriage?
zawajj, zawajj. married into horror stories, I run
into the groves on-fire, I want to burn alive with my land
how foolish, another dead girl. I grow starved,
you demand my loyalty, I’'m loyal to love.
the moon rises, full and you call my body fertile,
ready, how tragic you’re not my revolution. tear down
the museums, unhang me, dose me in water.

fuck your performance piece, albi I have no shame
if the whole city hears you fucking me, isn’t that what you wanted?
primal, like how they draw us in their museums & exhibitions.
hymen between your lips, they want to see our blood.
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performance piece, you eat me: THE VIRGINITY WA AL NOUR.
break the stained-glass windows, Shammout to paint us whole
take the exhibition, my body
stilled on your window, burning.

I asked if you’d make love to me when the war comes bas
the war is always present, its mouth at the windows
they step on our garden to reach us by foot, habeebi, do
you hear what I am saying? [ am dying
for the violence, I desire the sea. bring me
to my knees, take the stones, bury the
windows. drag my hair across the shards, I heard
a rumor you own me. dip me in rose-water, I’ll come out
the blushing bride: WEST BANK LOVERS. I want you
to unhang me, wash me, bury me. bring the gasoline, babe,
it’s a party. will you touch me in this violence?

the war doesn’t bother knocking.
how tiring.
how many of Darwish’s lines will they paint on me? a statement piece,

our bodies contorted in unintelligible letters, what a view!
you’re a coward in love
with their gaze. [ won’t drown
in the sea like a scorned lover, I want to hear you laugh again
habeebi, albi, [ won’t give birth here.
west bank lovers: all | know are your eyes
let me down from the window, albi.

I am tired of being owned. let the air cool the children,
the rivers, the churches.

the glass tangled in my hair & your cock
on exhibition. you said once in secret you love me. I left

my lips for you to eat, will you leave me so unfulfilled? fool, habeebi,
al nour, al nar; LIBERATION PIECE, west bank lovers: all I know

are your eyes, my hands, the heat of the explosion
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Dismantle the Flag: A Rejection of Nationalism

I’'m looking for the true Palestine, the Palestine that’s more than memories, more than
peacock feathers, more than a son, more than scars written by bullets on the stairs. I was
just saying to myself: What’s Palestine with respect to Khalid? He doesn’t know the vase
or the picture or the stairs or Hilisa or Khaldun. And yet for him, Palestine is something
worthy of a man bearing arms for, dying for. For us, for you and me, it’s only a search for
something buried beneath the dust of memories. And look what we found beneath that
dust. Yet more dust. We were mistaken when we thought the homeland was only the past.

— Ghassan Kanafani, Return to Haifa

A focal point of this text observes how Palestinians continually resist Israeli
attempts into making them an archived species, a nation of people dispersed and
dissipating as time moves on. In exploring this rejection of nationalism, an imperative
point to maintain is that Palestinians are not rejecting liberation but are (re)imagining
what the future, as a people and nation, is possible to look like. In rejecting nationalism,
Palestinians push against being contained within an algorithm of ‘Palestinianness’ and
instead constantly evolve local identities into practical, meaningful reconfigurations
which reflect their lived realities and imagined hopes. Instead of following the older
styles of rhetoric or reciting Mahmoud Darwish’s poetry as a marker of identity and
resistance, these persons and methods push and move past the ideological, constrained

state of being.

Elia Suleiman, a Palestinian filmmaker remarks his films are “[...] beyond the
ideological definition or representation of what it is to be Palestinian...Any artistic
creation expresses the identity of a person—a political being—but an identity constantly
seeking itself, in perpetual transition, antinationalist. It’s in this sense that art is political”

(Swedenburg, 99). Not to deny the dialectic between the cultural and the political nor to
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approach them as individual entities, he goes on to say

If we render the term ‘political’ null and void then we’ll understand that
everything we do is political because we live in a socio-political environment.
When I talk about the way to wash dishes, it’s some sort of resistance. By
creating a poetic territory in your cinema, you’re exercising a very political and
resistant act. We know, by now, historically all authorities want is to maintain
control, frame, ask for ID and capture. Come love, come culture, come poetry,
and it threatens these authorities and that's why they hate culture and all sorts of
poetic sites...There's that potentiality to fill in blanks...So love is prohibited in
so many places. You realise that lovemaking becomes political many times”
(Suleiman, Stutesman, 94).

As Edward Said explains, even the most private forms of cultural expression are
political “[t]here is no necessary contradiction between aesthetic merit and political
themes. In the Arab and specifically the Palestinian case, aesthetics and politics are
intertwined” (164). In ‘site of memory,” Palestinians take agency of the ‘permission to
narrate’ (as articulated by Said) in reimagining lineages of histories in which they

co-exist with and in dignity.

In What is Species Memory? Or, Humanism, Memory and the Afterlives of ‘1492’

authors Birgit M. Kaiser and Kathrin Thiele open the text with

Afterlife hasto move beyond the binaries of coloniser/colonised or
perpetrator/victim that continue to dominate memory practises...In their quest
for human dignity, community and memory, the people of Hebron confront a
profound problem: as descendants of ‘slave ancestors,’ they face what Katherine
McKittrick calls the ‘racial economy of the archive’ — that is, the fact that
archival memory of the slave trade displays only the “violated body, the corpse,
the death sentences, the economic of cargo’ the descendants [...] find themselves
‘only in the blank spaces between the lines’. They live in the ‘interstices of every
date on which a deed was done, [...] imprisoned in mute anonymity, the done-to
who had made possible the deed’. Their individual and collective pasts have been
erased...It is this crux, to remember and envision human dignity if all has been
lost, being written out of the records and out of humanness itself, that Wynter’s
novel confronts. If the archives mark blackness as death or absence, any
recuperation or remembrance would, as McKittrick suggests, consequently have
‘to imagine those lives that are so inconceivable, so unworthy of documentation,
so radically outside the archives, that they are merely psychic impressions of life
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and livingness’ (403).

Despite the differing locality of the text, it opens an imperative point into the
Palestinian cause. If Palestinians are actively being made into an archived species,
through tools of empire such as museums, archaeological excavations and theft,
land-grabs, house demolitions and other methods and tools, then what does the archive
look like when Palestinains are looking into and towards themselves to create futures?
How are canons legitimised? How does history become told? Where do the symbols we
make to define ourselves and communities d/evolve into? What does it mean for a
person to look into their lineage and archive and see it bloodied and stolen? To see local
productions of knowledge and narrative continually flattened? In remaking the archive
through permission to narrate, a way of reading history allows Palestinians to exist on
their own grounds. Gaston Bachelard writes that memory is reimagination; that we
cannot remember things without the light of imagination (175).

Language and its forms are utilised as forms of descriptions, but depending on
who wields it, in what intention and which context, shifts its impact entirely; hence: the
creation of lineage. These are important interventions and innovations, not to be simply
collapsed into ‘just art’. Instead of ‘finding themselves in the blank space between the
lines,” Palestinians centre themselves as focal narrative and spatial points of access,
information, knowledge, and location through the reclamation and rewrite of the archive

and histories.

In the interrogation and reconstruction of the archive, Palestinians utilise their
histories to both build foundations for identities and spaces while allowing their lineages

to provide guidance for future-making instead of remaining stagnant. As Glissant writes,
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the ability to remain fluid, to become opaque, is imperative in world-making (Glissant,
1997). So, then, what does it mean to reject nationalism? Ghassan Kanafani in ‘Aaidun
ila Haifa’ (Return to Haifa) made the argument of al insan gadhiya, that essentially a
person is defined through respective context in that the conception of ‘homeland’ is not
the memories embedded within landscape but how these memories are then utilised in

future-making.

A prominent portion of the text calls for nostalgia memories to be used in
building futurisms rather than letting the memories hold Palestinians hostage to the past.
Stressing that the Palestine existing in memories and past landscapes is no longer to be
found—as the accidental left behind Palestinian child (Khalid grow up to become the
Israeli Defence solider Dov) becomes reborn and reconfigured in the ever-changing
consciousness and hectic events—Kanafani fluidly illustrates that despite this
reconfiguration, Palestine lives and is [waiting] to be reconstructed by its native, future

inhabitiants.

His acute acknowledgement that the Palestine which belonged to his generation
was based on an intimate and horrifying exile and the struggle to and of return; as such,
Return to Haifa nods to this generation of Palestinians, calling to understand themselves
out of home-country and in camps, to the next and the next and the next. Kanafani’s call
for Palestinians to use memories in future-building rather than holding them hostage lies
next the making of the archive and lineage, bringing forth the site of memory in

movements and building.

Said argues that as Palestinians, we make “space, not states” and that “exile is a

jealous state,” (185) in that Palestinians reproduce the layers and conditions of exile in
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every space they are present in (Said, 2000). In the paradox of exile, Mahmoud Darwish
murmurs: “I resemble you, yet I do not become you. I become you, yet I do not resemble

2

you.

Sophia Azeb declares in Palestine Made Flesh that “We may have become
Palestinian, together, Palestinians, in the moment of disaster, but we are not beholden to
structure our epistemologies and aesthetics and politics solely within the architecture of

this catastrophe [...] We must be held to account for one another.”

Darwish asks, “Are you what you were, or what are you now?” The future is
always in the making. We are always in making, however distant. It is an imperative
question to ask how and who we are and who will be when we are free, insisting that our
future-selves are always somewhere in sight and alongside us, even perhaps inherent, is

our freedom.
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Intervention: Letters from the Archivist

Dearest Laura,

“The non-normative is precisely the absence of a point of view, which is therefore why it
can never be about preservation. Eventually, I believe, he comes to believe in the world,
which is to say the other world, where we inhabit or cultivate this absence, this place
which shows up here and now, in the sovereign’s space and time, as absence, darkness,
death, things are which are not.”

— Fred Moten

Derrida writes the “a spectral messianicity is at work in the concept of the archive
and ties it...to a very singular experience of the promise.” What of the [non/critical] mass
produces threat? Our histories are archival footage similar to that of CCTV
cameras—enemies taking our gaze as part of their legitimacy. This does not disrupt the
time contained within the archive, however. It is this ‘abuse value’ which proves to be
unstable—what of addressing capital as not for profit, but for speculation and
world-building? The unrealised is more than the conquering of the past, no matter who is
the current ‘owner’ (legally, materially, ethically, etc). There is a new world beyond 1948
as there is beyond 1492. We must look at the haunting of spectres in our history, to see
what ghosts are wrapped on our shoulders, treading up our spines, beckoning us to
witness. Zaina Alsous writes that the ghosts tell us ‘the door’ is not for us and I am
inclined to believe her argument. We are made of a singularly different world, one of
which colonisers have no knowledge on how to enter or disrupt.

The point of the archive is not only to record or describe, but to feel it and all its
potentialities. Massuchi suggests that “having more potentials available intensifies our
life. We’re not enslaved by our situations. Our degree of freedom at any one time
corresponds to how much of our experiential ‘depth’ we can access towards a next
step—how intensely we are living and moving. The affective potential of archives is
therefore both a political as well as an aesthetic question in its ability to activate one's
capacity to act, and it is on the very faculty of imagination and possibility that this
conflict is located.”

Think of the archive as a seance of sorts. We are languaging existence, as
described by Chilean biologists Maturana and Verla. Converging into a third space,
outside of the empire and material, into a realm suspending both time and space — and
whatever relations they birth. The question of our dignity is a discourse, but the truth of
the matter, as I see it, is that we have not yet been stripped. I understand I have not
addressed Derrida’s statement. As Palestinians, we understand the violence of such
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promises, as we have for centuries. The Crusader’s sword hangs, still, in the wind.

Yours,

P.S. It is only a matter of who steals the sword.
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Dearest Laura,

I am currently reading a text by Anthony Downey titled “Dissonant Archives:
Contemporary Visual Culture and Contested Narratives in the Middle East.” He asks if
the practises [of archiving] are ultimately a fostering of a nostalgic fetishisation of the
archive as a locus of knowledge production, or, conversely an ongoing crisis in
institutional and state archiving practises. He then brings in the practice of alternative
forms archiving and archive [or counter-archives] questioning if [the artists constructing
them] impose forms of contingency and radical possibilities that see the archive as
projected onto the future rather than remaining in historical possibilities.

Once I would have found these questions interesting, arguing them to be
necessary in knowledge production and historical maintenance but now I wonder: how
concerned are we with counter-narratives and alternative archives? Is it for ourselves or
those ‘outside’? How necessary is it, truly, to prove our history outside of ourselves? Or
is this merely a pipe-dream of my own imagining? To work in a world where those who
drip in violence and craft textile from our blood are banished as irrelevant actors. Was it
not the empire who manifested the same strategy, posing themselves as the Makers of
Fate and Christ, leaving us sidelined for death? Those who believe power as the ultimate
weave corruption into landscapes they are not intimate with—similarly, it is why Tel
Aviv floods every winter despite the Israeli urban design. It is the arrogance that
modernity stands atop indigenity.

Today, I walked into a bundle of jasmines not realising their wintering rot was
left hanging between my hair until much later. I do not want to leave our corpses to the
same treatment, and this involves acknowledging the life and death of our flora [thus,
land, who is the praxis of nourishment and community]. It is not my hope to make us
into a native species, arguing in Massad’s glass castle on the methodologies of liberation
[or his fictions of it]. But is it a fact that we are indigenous—only I am not sure why that
word feels heavy rolling in my tongue as of late.

Complicating history produces a space for alternative ones to emerge/materialise.
I am thinking of Gilgamesh and ecological crises. What I mean to say is: what of the
translator?

Yours,

P.S. Once, I read an argument that every translator has a voice in the underworld. Have
you met Persphone’s winter?
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Future Palestine: Reimagining Space

For Faisal Darraj, place in Palestinian literature never coincides with the present. Place is
either fixed unto the past (paradise lost and the object of recovery) or is projected into the
future (the redemptive site of return). This absence of place in text, one might argue, is
but the expression of the impossibility of place in the world. “In a very literal way,”
wrote Edward Said, “the Palestinian predicament since 1948 is that to be a Palestinian at
all has been to live in a utopia, a non-place of some sort.” The image of the journey back
into the future, to the recovery of Palestine and place-ness itself, is a movement that
always begins and passes through nondescript space, through the open, through the void
of exile.

— Nasser Abourahme

The continuous radical, forced rupture with Palestinian past transforms it into an
obsession with [communal] timelessness; Palestinian contemporaneity is heightened as is
futurity. Duly and obsessively, Fadda points, we [Palestinians] never forsake the past,
“[h]lence a new vocabulary is created for the interpretation of our modernity, distinctly
characterised by a forceful relationship with our time. The violence of these ruptures
recalls the need for stratagems of dealing with an exceptional temporal reality. We find
that many attempts fall short from the messianic, and in their simplest form are attempts

at liberatory politics” (226). As Nasser Abourahme sharply notes in Assuming Boycott:

For Palestinians, the injunction is, as it always has been, to “get over it and move
on.” Return is caricatured as a Sisyphean attempt to reverse the past...in the
psychoanalytic terms employed by Joseph Massad, the irrational demand of a
pathological subject unable to properly mourn a lost object. These critiques
entirely misunderstand the political significance of return in the Palestinian
intersubjective world, where it signifies neither an atavistic desire for an
antediluvian past nor a denial of cold historical facts but a sober recognition of
the continuity of colonial violence and the grinding consistency of its relations of
force...the disjuncture between Jewish “return’ and Palestinian “non-return’ is
what the entire edifice rests on: “If this dynamic of return/non-return were to
disappear, the Zionist state would lose its identity.” It is an offer to relinquish
sovereign fantasies and their normative hold by recognising that any right to
self-determination can only ever be constrained by the binational reality. It is an
invitation to a future no longer bound to the trajectories of the colonial
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encounter, or the antagonistic identities forged in that encounter’s primal event.
The future not of justice (perhaps always a vanishing point), but of cohabitation
in Palestine, ultimately rests on joint struggle. That joint struggle will only open
up genuine newness by connecting future redress to past dispossession, by
returning to another time altogether (120).

Space and subject are inextricably linked. Even at the most symbolic level, the
divide between life and politics continually spills over in, as Abourahme describes,
“appearing as an ambivalent and indeterminate space between place and non-place, but
also as a site of affection and attachment” (34). Palestinian works, such as the novel, are
“...didactic and agitational, but never simply documentary or evidentiary. They seek not
simply to describe the (subjective) conditions of life, but to explain its (objective)
causes” (41). Intertwined, these works and their artists inquire into a moment of friction
between reality and possibility of yet unborn realities.

I borrow the term ‘yet unborn’ realities from the Austrian author Robert Musil’s
giant novel The Man Without Qualities from 1932. In the chapter “If there is such a thing
as a sense of reality, there must also be a sense of possibility” (Musil, 1965), Musil
writes about the Moglichkeitsmensch, the man of possibilities: “Since his ideas, in so far
as they are not mere idle phantasmagoria, are nothing else than as yet unborn realities, he
too of course has a sense of reality; but it is a sense of possible reality and moves
towards its goal much more slowly than most people’s sense of their real possibilities”
(Musil, 1965).

Articulating the question with Musil’s words, it is not a question about the yet
unborn realities in the future, but rather a question of the yet unborn realities of the

present. As Runa Johannessen aptly notes, “[t]he ‘yet unborn’ Palestinian State was
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conceived decades ago but is still pending, punctuated by moments of imagined
birth...However, to recognise a state’s condition as a ‘yet unborn’ reality—even if its
birth is long time coming or never coming at all—implies that a sort of possible reality
exists, to reuse Musil’s phrase, and not just the empty negative denoting that something
is absent” (Johannessen, 127).

Palestinian curator Reem Fadda contemplates the temporal dimension of the
Palestinian situation in a similar way in the essay Not-yet-ness (2009). In a time saturated
by uncertainty towards the future and of stagnation, Fadda calls for existential thinking
about how to deal with the future. In the Palestinian context, not-yet-ness is a temporal
term for something that is actively absent but also existing in its potential of becoming
present. Fadda writes “[...] not-yet-ness refers to the state of not being a state, or a
sovereignty in the traditional sense that is not fully reinstated or wants to create its own
permutations and understandings of what constitutes a sovereign project. [Not-yet-ness

is] that which is, and which is not. Or that with the potential to be, but is not” (227).

This ‘transcendence’ is what makes the speculation effective. But perhaps more
than anything, it reflects what is here and now, and what is yet unborn. Consequently,
speculation becomes an instrument of reflection by which the present becomes visible.
Speculation thus appears as a kind of mirroring of present realities, expressed in
imaginaries that find their time and place in multiple temporalities. It is a reflection that
might find its ‘place’ in the future, or simply ‘out of time,” but as a reflection of what is

here and now. It is an operative device that reflects something potential.
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Poetic Interpretation of Futurity: Letters in the Drone

Is it possible for nationalism to give up its desire for a name that is complete, singular,
and coherent; is it possible for nationalism to endure a name that is more reflective of the
inner life, one that disarrays more than coalesces?

— Kevin Quashie, The Sovereignty of Quiet
Dearest Fargo,

Solmaz Sharif declares ‘is-was’ an eternal tense. We are hopelessly indebted to her
mouth. No worm will cross her threshold, the sight of a bazooka raging.

Dearest Fargo,

It is with great interest that I watch you interrogate the drone. The drone
who has claimed our lives, even though the settlers declare us
near-extinction. Like the dodo bird. We are imposters, killers, hateful,
animals, barbaric. Did you not know? I read an article today about how a
U.S. school governor argued American children on free or subsidised
lunches will ‘become spoiled’. How, if system continuation persists, it
will be taken advantage of. It is strange to exist in a world where care is
dying, Fargo. I must take leave now. Majid, the gardener, has brought
breakfast for us to share. We will open my garden together and plant mint
and other things, waiting for the lemons to yellow so we can spread them
across the building residents.

Dearest Fargo,

I have discussed the matter at length with the drone. You shall be most pleased to know
that it simply screeches, as we have already known, but I believe its language will turn
near ours soon. I do not believe the settlers have figured out how to implant human
consciousness into metal quite yet. The drone will then become near-God, of this I am
certain. I understand your city of Khalil has the ability to turn matter into soap. You
already know I hail from Nablus, the creator of Nabulsi soap. If we add in my olive oil, I
do believe we would be able to cause the drone a few falls. Nothing bad enough for
Guantanamo, of course, but enough so the framers can graze and lovers can love. I
eagerly await the day in which existence is simply existence, and we are no more than

49



the wind breathing.
Dearest Fargo,

It is not a simple tense, as you surely understand. ‘is-was’
provides the possibility of all. In it, God is seen. I will surely enjoy a quiet nap inside its
holding. ‘Here’ is the first void we have been shown. We cannot discover a thing, Fargo,
as God has created all. There is nothing to be discovered, only to be found. I do not
understand why settlers find this frustrating. We are only alive to live. In Palestine, as
you already know, the farmers have a saying. In English, the roughest translation is: I
plant for those who come next, not for myself. It is placing the cactus fruit in your
father’s hands as he allows the blood to weep from him and return to your nourishment
and the land’s. This is what it means to be a Palestinian. settlers are so willing to kill. It
is never something I have understood. On the subject of the drone, it has agreed to
uploading our consciousness rather than remaining solely settler. I will inform you as
soon as the updates are complete. Please do return from the Moon soon, as it is not made
for our lungs. The poppies are yearning for your hands again. The Drone sends its
greetings. I believe it will choose a name soon.

Yours,
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Al-Faragh (The Void)

What measure shall I give these generations
That breathe on the void and are void
And exist and do not exist?

—Sophocles, Oedipus Rex

Time is fluid and kinetic, and in its movements, understandings and meanings are
realtered and revisioned. Invoking what I define as the void as a means to use ‘the void’
as a way not to reduce our differences into a legible understanding so that empathy may
occur (as derived from Glissant’s opacity), but to take it as a temporal space where the
collectivity of our insular fractures exist alongside one another; which is to say: the void
becomes a place of making. In my definition of the void, its existence does not find itself
in a fixed locality for this temporality. It is a spatality wherein time hangs ripe with
possibilities in its ability to contain the fractures of experiences, so that the

materialisation of futurity may be granted (derived from Reem Fadda’s ‘not-yet-ness’).

The Palestinian experience is neither singular nor truly collective; multiple
moments of dispossession or movement characterise the modern contemporary, but each
movement is markedly different from its neighboring movements. Solmaz Sharif invokes
‘is-was’ as a tense to mark time, similar to the work of William Faulkner, who is
described by a move away from kairos and instead reaches towards a sustained attempt
to depict what Henri Bergson calls the “qualitative multiplicity” of durational time (105).
In Faulkner’s Requiem for a Nun, his character Gavin Steven articulates: “The past is
never dead. It’s not even past” (535), in so that there is no ‘was’ but a fluid ‘is’ or

further, Sharif’s tense-making of ‘is-was’. Faulkner describes his own view of time
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during an interview with The Paris Review in which he describes as “...that time is a
fluid condition which has no existence except in the momentary avatars of individual
people. There is no such thing as was—only is. If was existed there would be no grief or
sorrow” (Meriwether and Millgate, 255). The temporality of presence, as George
Thomas explains, ties directly to telling time: “Telling time means creating a language
that evokes the way time itself tells, bringing us back, despite ourselves, into our own
sense of presence. To return one final time to our ritual invocation of Gavin Stevens: the
problem with the signifier “past” is the inherent presence of its referent, its hereness and
its nowness: there are things that are “here” that are not “now,” and things that are “now”
that are not “here.” In the Bergsonian mantle Faulkner has taken “he must evoke, from
within language, which is asymptotic, the touch of time, which is not” (281). Martin
Heidegger and Paul Rieger place a specific emphasis on the narrative temporality and
human-making in response to time. Likeness to the narration of Palestine by
Palestinians, it is a story repeatedly told with multiple moments of time in conflict,

climax, redeemation (or reclamation):

People live “in the middest” of time, and so they create beginnings and endings,
iterations of the crucifixion and the apocalypse, in order to humanise “time by
giving it form”. “[I]n every plot there is an escape from chronicity,” says
Kermode, who argues that the relentless, homogenous successiveness of chronos
[meaning constant, successive, quantitative time in Greek from which
chronology stems] is an undifferentiated time devoid of meaning, but that kairos
[meaning ‘time’ or the ‘right time’ in Greek] gives it tangible significance.

The significance of chronos and kairos, both as descriptors of time, mark a
moment wherein cyclical time is either superseded or redeemed. In chronos, narrative
makes to tell time in a successive fashion, insofar for Palestinians, it relies on a story

occurring from enduring colonial violence; “...the plotting of chronological time around
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chronological time records narrativized movements in order to make it mean: to escape,
transcend or redeem time” (Thomas, 278). In kairos, Palestinians can instead make time
human by suggesting the very idea of an ending is fantastical and nonsensical, as it
works to describe actions (what people do) converse to in chronos where it is crafted as a
narrative dispersed with interludes. Thomas argues that kairos is, at its core, a fantasy
but so is chronos as it is a “pure and undifferentiated time which nobody ever lived in
anyway” (285). For Bergson, “natural time is not homogenous, nor endlessly successive;
instead, it is human—it is pure duration” (285). But Thomas continues onwards, arguing
“kairos goes all the way down to the bone here, for what is language but an attempt to
fix the durational flux of experience in time? Faulkner’s temporal turn...hinges on his
gradual realisation of what Bergson really means: even if language is kairos, time is not.

Time is never what we say it is" (285).

As with the symbols decorating the past, art is made to become fixed: in a
century, will one look back and still feel a rush of invocation towards the images pulled
from the landscape? Will the sacredness of the olive tree, the sorrow of the orange, the
patience of the cactus still hold true? After all, each symbol was crafted from the
past—taken from the nectar of daily life saturated in community, then magicked into a

narrative to articulate one’s contemporary.

What is interesting to note, however, is that this is not the first time Palestinians
have faced outside violence and occupation. The Roman Empire crucified Christ and in
his crucifixion he became a time-keeper. Abrahamic faiths agree on the return of Christ,
thus making him a watcher above all. He preludes fate, turning into a witness and

accountant for humankind. As a metaphor for kairos, defined once more as a moment
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“frozen in time that can capture truth, which he [Falkuner] defines as unchanging and
thus transcendent across time—truth being, in the old paradox, that which, itself
unchanging, is always capable of moving again” (288), these ruptures of violence find

themselves situated within.

In this temporal space, Palestinians become beings of repetition: for them, it is
not the first occupation, but rather a sort of continuation from all those before; and for
Palestinians presently, as Said laments, the story is eternally retold as a way to preserve
existence. As Abraham notes, “...truth revealed therein is not some abstract notion of
justice or liberty but instead a broad, almost geographical genealogy of pain, a pain

which endures” (Thomas, 288).

It is, then, imperative to look into the haunting of history. Hayden White’s
argument on ‘narrativism’ wherein access to a historical past is contended to be
understood through present tropes in so that the ability to understand history and make
sense of it must be done through stories (language), so that history is made through an
unreliable narrator and is never truly objective. Time 1is structured through
language—tying in with the argument that as much as humans need language, language
is dissolved when not embodied by humans. It is a symbiotic relationship, one that
inevitably leads to the figure of ‘presence’ where “the epiphanic moment in which
historical reality stops being absently present in words and phrases and stands before us”
(Runia, 27). In what Runia calls the ‘transfer of meaning,’ the “metaphysical category of
what is behind representation historical presence is instead about contiguity: about what
is beside representation, what it calls forth, what it touches.” (Thomas, 290) where

history is “stowaway” (Runia, 1); like metonymy, “absently present” (Runia, 26).
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The haunting of history releases spectres onto its present. One understands
history through the present and it is the recalling of these ghosts wherein time is merged
into one cyclical being with no true structure. Frederick Jameson remarked “The living
present is scarcely as self-sufficient as it claims to be; that we would do well not to count
on its density and solidity, which might under exceptional circumstances betray us”
(Jameson, 39). Sara Salem describes ‘haunting’ as “[...] a visceral experience, one that
destabilised past, present and future” (258) citing Gramsci, “the crisis consists precisely
in the fact that the old is dying and the new cannot be born: in this interregnum, morbid
phenomena of the most varied kind come to pass™ (258).

Listening to the ghosts breaks past a constricted mode of time, where one is made
to listen to both past and future as a means for conceptualising and understanding the
present. Salem nods to Derrida, “[t]he concept of hauntology owes its roots to Derrida,
who made ghosts the subject of analysis in his book Spectres of Marx”, as well as Avery
Gordon in Ghostly Matters where she seeks a new way of knowing “one that is more
than listening or seeing but that instead searches for what is still among us in the form of
intimations, hints, suggestions, and portents” (Salem, 260). For Gordon, understanding
social life means confronting ghosts as a way to “explore what is hidden, invisible,
lingering, and immeasurable,” questioning what we consider “real or valid knowledge,
and how we can account for the afterlives...” in the space where “[...] people who are
meant to be invisible show up without any sign of leaving, when disturbed feelings
cannot be put away, when something else, something different from before, seems like it
must be done” (Salem, 259-60). Haunting, Salem says, raises spectres, altering the being

of time where separation collapses and is instead rendered into one being.
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Derrida vows that ghosts cannot be banished—they will continue to come back
despite (or in spite of) any exorcism performed. For Palestinians, these theories enter a
literal point. Time, a cyclical being, is able to be redeemed through the realm of
possibilities; in this realm, futurity is realised, but the cost of entering is the haunting.
Palestinians are embroidered in an eternal haunting where the recollections of endured

violence and dispossession take precedence over any other thing.

It is in this haunting, however, that Palestinians are afforded an oracle: the ability
to merge what is predominantly seen as stagnant streams of time and electrify it. By
listening to the ghosts who haunt us, we are able to converge timelines and allow for the
repetition to shatter. It is in this that the archive is centred, where our lineage exists in
dignity when drawn by our own hands. In this, the work of the archive is beyond a
description or recording—but it is a feeling where time is shown, through ghosts,
symbols and the like, as present, wandering, and still alive within us. That we carry them

as they carry us.
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Of a coming world

After Fargo Thakhi's OF, with lines from Mona Saudi

eye-less God, gutted sky, the scraping stones

misting in heaven’s front doors, arch-angels &

flutes, sterile heaven, wrought fire, dissolving tear

-gas, silent angels, tree-killers, Of expulsion, Of bone

breakers, Of a thousand longings, a haunting of afterlives

the idea Of the Nation in a dutifully landscape,

trees placed loving, National Fund shrieks eagerly

blistering in a rage, a critical curiosity long passing,

Of a founded blood, Of a living archive & breathing ghost
hearts, a pot-bellied desperation, damaged moonlights,

the sea hungering against shores, hollowing words, ancestral gods,
claimed pathways, fossiling whales and dinosaurs in new-born deserts,
bow your head heavy with light, suckling on a thunder, t

he ghosts bursting corridors are yelling and dying

do not open the door, wounded sun-loving hands

pulling nails in this glistening earth, the sails marking Love,

my palms holding my ex-lover like new sheets,

the mountains loz-blossoming and pregnant, poignant citrus
flesh on hair, the jasmine reaping a scythe,

the moss with no tongue, poppies’ grieving mouths,

the flinch razing open land, the sun-shy ghosts urging rapture

in my country, we are made collateral damage for the end of times the
exodus rescheduled, the sea moans in pleasure, remaking fantasy
O, where do I put my knees up? the fog is frosting, the sea
calling empire’s drying bones, a band of pirates called Etel,

Of prisons defeat, Of a salon of ghosts waltzing

in retribution, you say History, I say history, what Of

language to birds beyond & after the last sky? Once,

we stood. Once, the phoenix led a trail. Bethlehem, a

domestic forest, elegies of dust and scorched rooms,

our Love was there and we were Love, rooted in a

night without kisses, I hold you in my palms and

flinch when you open towards me. We are coming

[back]. a flushing, bottomed grief, an expiring dark, a
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wild bird brought forth like a basilisk. Of I loved you
& you I, Of our betrayals, Of

I did not lie when I said you are my home

(apartheid or naught). tonight, I am Born and

tonight, I will Die. this, a demand for love
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Appendix X

This thesis is based in part on the previously published poems listed below. Copies of all
copyright permissions are in Appendix X of this document from FIYAH Literary
Magazine, the Radius of Arab American Writers and Strange Horizons, Inc.

Eboni Dunbar Yesterday at 03:03
‘@ Re: FIYAHLIT Palestine Issue
To: Leena Aboutaleb

Hi Leena,

You're free to use your poem "LIBERATION IS ROTTING IN YOUR FIGS"
forthcoming in FIYAH Literary Magazine's special issue in a digital
format with no restrictions. We ask that you acknowledge its previous
publication in our magazine.

Best,

Eboni

Eboni (She/Her)

Managing Editor

FIYAH Literary Magazine
fiyahlitmag.com | @fiyahlitmag

From: RAWI Org radiusofarabamericanwriters @gmail.com
Subject: Permission to reprint "thesis"
Date: 8December, 2021 at 18:51
To: leenabu@gwu.edu

Dear Leena,

You're free to use your poem "thesis," previously published in our RAWIlfest zine in whatever future formats with no restrictions. We
ask only that you acknowledge its previous publication.

Best,
Summer

A. J. Odasso 23:32
W Re: SHI Contract
To: Leena Aboutaleb

Hello again, Leena,

| just investigated what happened after | typed your name, and five repetitions shows
that my Autocorrect thinks adding an "A" is correct. My apologies!

You have permission to use Art Exhibition in your thesis.

Best,
AJ
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