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HANDS IN THE NIGHT
Övül Durmuşoğlu
“here is my hand, I am not afraid of the night”
Claiming the other kinds of stories brings the position of the
narrator to the foreground. The formalistic and discursive
methodologies of storytelling, language construction, and
imagination come with it. The first Dialogue exhibition between
Dread Scott and Kameelah Janan Rasheed, two Black artists of
different generations concerned with Black epistemologies and
their various interpretations, is situated upon how they claim
their positions as narrators, mediators, and learners. Despite the
massive amounts of information that can be found on search
engines, what W.E.B. Du Bois wrote back in 1903—in the
uniquely dehumanizing context of the so-called “Jim Crow”
era—is still the truth: the tragedy is not that humans are poor and
wicked, but rather that humans know so little of humans. Scott and
Rasheed are both militantly aware of how history is the fruit of
power, how power is invisibly marked while it asks visibility from
others, and how challenging it is to expose its roots. In the artistic
conversation between their bold, layered gestures the powerful
ending of “poem at thirty” by Sonia Sanchez resonates: “here is
my hand, I am not afraid of the night.”
Dread Scott’s work is driven by how the past sets the stage
for the present yet also exists in the present in new forms. His
straightforward conceptual actions attack the foundation of
modern society by profit-oriented white men through slavery
and colonialism. He takes us to the gist of the story through his
major action in 2019, Slave Rebellion Reenactment, which with
hundreds of Black and First Nations re-enactors restages the 1811
Slave Revolt of Louisiana, the largest Black revolt in the United
1
States, also known as the “1811 German Coast Uprising.”
1

The German immigrants inhabiting this area had arrived
approximately a century prior and were associated with four sugar
plantations named Karlstein, Hoffen, Mariental, and Augsburg.

This early Louisiana settlement above New Orleans was on the
west side of Mississippi River. The 1811 Slave Revolt, which is
“commemorated” by a small road sign at a busy crossroads,
hasn’t been studied as widely as it deserves to be. Initiated
by Dread Scott and filmed by John Akomfrah, Slave Rebellion
Reenactment is the first major artwork to engage this “unknown”
history of the United States inspired by the Haitian Revolution in
1791, which was initially brought to light by the collective and
community-building effort of people’s historians in the mid-90s.The
revolters in 1811 couldn’t reach their aim of taking over Orleans
and ending slavery, yet they opened the way for many powerful
resistances to follow. The exurban communities and industry that
have replaced the sugar plantations form the backdrop of the
reenactment. The anomaly created by the descendants of slavery
today once again reminds us that the conditions we live in are the
outcome of the centuries-deep roots of capitalism.
“How do we become aware of the tenets of what we go through,
2
and how do we begin to live self-consciously?” Practices of selfconsciousness are among the central questions posed by poet,
theorist, and activist Audre Lorde. For Kameelah Janan Rasheed,
self-consciousness comes “in the meanwhile of” making. “There
is no perfectly parallel process of making and knowing. And
there should not be,” she says. “In the meanwhile of,” a series
of works newly realized for the Dialogue exhibition, elaborates
on abstraction as a political and poetical tool of the unfinished
or incomplete. It is a body of new language, not there yet but
realizing itself while being learned in its illegibility against those
eyes that always want to see, know, and control. It gains more
agency in its incompleteness. Hands find their way in the darkness
of the night. Following her xerox experiments, Rasheed created
the series of prints entitled “God did not glitch, but they did move
the sun” using colored acetate plates, India ink, a scanner, and an
overhead desk lamp. She chooses India ink, which is one of the
ancient materials used to write on paper as well as a pathological
2

Audre Lorde, “Black Women’s Poetry Seminar Free University
Berlin April- July 1984: Session 3 May 10, 1984,” in Audre Lorde:
Dream of Europe: Selected Seminars and Interviews 1984-1992, ed.
Mayra A. Rodrìguez Castro (Chicago: Kenning Editions, 2020), p.30.

laboratory tool applied to surgically removed tissue specimens in
order to indicate tumor resection margins. The outcome is a series
of illegible organism/cell/brain x-rays that refuse to be legible, to
offer any results.
“Southern trees bear a strange fruit / Blood on the leaves and blood
at the root.” Strange Fruit may be one of the most well-known
lynching protest songs written and composed by Abel Meeropol
and recorded by Billie Holiday in 1939. It was around the same
time period when the National Association for the Advancement
of Colored People (NAACP), an interracial civil rights organization
founded in 1909 whose members included W. E. B. Du Bois, Mary
White Ovington, Moorfield Storey, and Ida B. Wells, placed a
flag reading “A Man Was Lynched Yesterday” outside its offices
every time a lynching incident took place in order to confront
them and raise public awareness. Dread Scott re-introduced the
flag outside a gallery in a similar manner after Walter Scott was
murdered by a policeman in 2015 among 1,133 other victims
in the same year. Lynching has been transformed into ongoing
police brutality against black people. Despite the growing
protests, police brutality continues as worldwide reactions have
arisen after the murder of George Floyd in the summer of 2020.
In the context of Germany, Scott’s action may remind some the
death of the Sierra Leonian asylum seeker Oury Jalloh, who
was found burned to death in a police cell in Dessau in 2005.
Oury Jalloh was mentioned many times in the Black Lives Matter
3
protests in Germany alongside the nine young victims of rightwing extremist shootings in Hanau that took place in 2020;
Gökhan Gültekin, Ferhat Unvar, Mercedes Kierpacz, Said Nesar
Hashemi, Sedat Gürbüz and Fatih Saraçoğlu, Hamza Kurtović,
Kaloyan Velkov, and Vili-Viorel Păun.
In one of Kameelah Janan Rasheed’s provisional works in her
recent solo exhibition at Kunstverein Hannover I am not done
3

The Initiative in Memory of Oury Jalloh (Initiative in Gedenken
an Oury Jalloh) was set up to pursue justice for Oury Jalloh
and to campaign against police violence. In 2021, the initiative
commissioned a report from a fire forensics expert to assess how
Jalloh died. The expert found it unlikely that someone tied to a bed
could have set themselves on fire.

yet, she xeroxes and pastes from her personal educational
material archive: “We speculate that everyone will be saved
through the algebra.” Such a statement may remind some of
“education as a necessity,” as stated in “Education,” which
was released as part of Steve McQueen’s film anthology Small
Axe (2020). The film is based on real-life events in the 1970s,
when a number of London councils followed an unofficial policy
of transferring disproportionate amounts of black children from
mainstream education to schools for the so-called “educationally
subnormal.” The film ends with the self-organized home
schooling of black children, learning histories they’d probably
be never taught in mainstream education. Algebra also reads
as Rasheed’s continuous interest in early Islamic enlightenment
in mathematics and astronomy that flourished through bridging
ancient Greek teachings to Indian knowledge like “Al Jabr”
written by Muhammad ibn Mūsā al-Khwārizmī in 9th century in
Baghdad. It can be suggested that Rasheed is not only interested
in the illegibilities of Black epistemologies but also what kind of
patterns made them illegible in the first place.
The Haitian Revolution, which inspired the slave revolt in
Louisiana, is one of the first reactions to the French Revolution and
the Declaration of the Rights of Man. When Toussaint Louverture
initiated the revolution, taking the values of liberty and equality
for all of mankind to the heart, the whole experience showed the
exclusive limits of the definition of human and rights: the definition
of a humanism that only took the white men as its measure. “The
slave trade increased in the years 1789-1791 while French
politicians and philosophers were debating more vehemently
than ever on the rights of humanity,” writes Michel-Rolph Trouillot
4
in his famous Silencing the Past. A humanism made to the
measure of the world rather than the measure of men, breaking
the double standards of European Enlightenment and its notion
of universalism, became one of the central concerns for black
thinkers such as Aimé Césaire, Frantz Fanon, and Sylvia Wynter.
In his famous essay “Discourse on Colonialism,” Césaire argued
that what Europe calls “fascism” is just colonial violence finding
4

Michel-Rolph Trouillot, Silencing the Past: Power and the Production
of History, Boston: Beacon Press Books, 1995, p. 80.

its way back home. A vicious cycle.
The use of the term non-fungible in NFTs, for Dread Scott, reminds
us how “fungible” as a term was used by scholars of the history
of slavery, how humans became interchangeable with different
goods, and how this notion was translated and settled into today’s
capitalism for its continuity. Therefore, the NFT “White Male for
Sale” features a one minute and ten second video loop of a nondescript white man standing on an auction block in the middle
of a predominantly Black Brooklyn neighborhood. His take on
the non-fungible reveals the necessity of this unfinished project
of making a humanism that can take the world as its measure.
Urgent statements such as “We Have to Do Something to Stop
White on Black Crime,” “It is Happening Right Here & It’s For Us
to Stop It,” “Redistribute Wealth,” “Stop Being White, It’s Alright,
You’ll Be OK” rendered in the flashy colors and typography of
the canonical Colby posters used to advertise concerts, films, and
performances on the West Coast of the United States are installed
opposite “White Male for Sale.” In their agitational voice, these
posters confront their public in an unusual manner, reminding
them of how their subject position might be used in the service
of racial and social justice—for a humanism that doesn’t divide,
hierarchize, and polarize.
In her abstract shapes and markings, Rasheed chooses to dwell on
“poetic knowledge” and “poetic truth” as alternative modalities
of knowing and more elevated forms of reason that could
overcome what impoverishes modern life in today’s polarized
societies. Following Césaire’s rendering, poetic images enable
a revolutionary form of knowing that unsettles conventional
5
coordinates for the artist. In the mural “Good Morning. Has your
body reached a consensus?” the application of asemic writing
created immediately after awakening from lucid dreams on the
walls of the gallery seeks a poetic image and untimely vision that
merges past, present, and future in order to go through the other
side of the upheaval of contemporary. We are no longer sure if it

is a form of syncretic prayer, an endless mathematical formula, a
dream chart, or a cosmological map. They may be inspired by all
the forms of survival and resilience that Black communities have
created and protected under constant colonization. She invites
her audience to witness the alternative wayward imaginaries
concurrent with the manufactured crisis content that we encounter
on a daily basis. Here, Rasheed resonates with Lorde again, “We
need the ability to have different visions. We require both the
6
vision and the possibilities that do not yet exist.” These asemic
writings also create an open-ended dialogue with the flags of
SRR, recreated for the reenactment. The timeless anomaly of these
undeciphered forms connects to Rasheed’s unidentified forms of
lucid dreaming that come from different sources of cerebral and
spiritual knowing. They address resilience, making community,
and illegible forms of communication.
Kameelah Janan Rasheed and Dread Scott’s conversation, which
unfolds in NOME’S exhibition space across different bodies of
work and similar concerns voiced in different frequencies, is a
generous and necessary one in Berlin—which we don’t get
to hear often. It urges us to know each other as humans, not in
the way we tend to do. Still unable to dismantle the machinery
of war economically, cognitively, and psychologically, there
is much more urgency at the moment for the vision and the
possibilities that don’t yet exist, for a possibility of humanism that
would be fitting for the world. We can all start by taking Rasheed
and Scott’s hands in the night and keep on walking to see, know,
bridge, and tell otherwise in that darkness.
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For more on Aimé Césaire’s understanding of poetic knowledge,
please see “Thinking with Aimé Césaire-Response by Gary Wilder” on
https://cesairelegacies.cdrs.columbia.edu/political-legacy/thinkingwith-aime-cesaire/ (Last accessed 22nd March 2022)
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is an independent curator and writer, currently guest professor
and program co-leader in the Graduate School, UdK Berlin.
She acts between exhibition making and public programming,
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KAMEELAH JANAN RASHEED
WITH[OUT], I, 2021
Aquatint Print with Copper Plate on Stonehenge Polar White
Paper
56 x 46 cm
Ed. 2/3 + 2AP

KAMEELAH JANAN RASHEED
WITH[OUT], II, 2021
Aquatint Print with Copper Plate on Stonehenge Polar White
Paper
56 x 46 cm
Ed. 2/3 + 2AP

KAMEELAH JANAN RASHEED
GOD DID NOT GLITCH BUT THEY DID MOVE THE
SUN, 2021
15x Archival Inkjet Prints
44 x 32 cm
Ed. 3 + 2AP

KAMEELAH JANAN RASHEED
GOOD MORNING. HAS YOUR BODY REACHED A
CONSENSUS?, 2022
Site specific work
4 x 3,5 m

KAMEELAH JANAN RASHEED
[FOOTSTEPS ASCEND QUICKLY], 2022
Video
2’29’’
Ed. 3 + 2AP

A

R

T

W O

R

K

S

DREAD SCOTT

Liberation from the Past

DREAD SCOTT
SLAVE REBELLION REENACTMENT, PERFORMANCE
STILL 1, 2020
Archival Inkjet Print
51 x 76 cm
Ed. 2/4 + 1AP

DREAD SCOTT
SLAVE REBELLION REENACTMENT, PERFORMANCE
STILL 2, 2020
Archival Inkjet Print
51 x 76 cm
Ed. 2/4 + 1AP

DREAD SCOTT
SLAVE REBELLION REENACTMENT, PERFORMANCE
STILL 3, 2020
Archival Inkjet Print
51 x 76 cm
Ed. 2/4 + 1AP

DREAD SCOTT
SLAVE REBELLION REENACTMENT, PERFORMANCE
STILL 4, 2020
Archival Inkjet Print
51 x 76 cm
Ed. 2/4 + 1AP

DREAD SCOTT
SLAVE REBELLION REENACTMENT, PERFORMANCE
STILL 5, 2020
Archival Inkjet Print
51 x 76 cm
Ed. 2/4 + 1AP

DREAD SCOTT
SLAVE REBELLION REENACTMENT, PERFORMANCE
STILL 6, 2020
Archival Inkjet Print
51 x 76 cm
Ed. 2/4 + 1AP

DREAD SCOTT
ARMY OF THE ENSLAVED FLAG, ADINKRA, 2019
Machine sewn cotton appliqué
99 x 131 cm
Ed. 6/8

DREAD SCOTT
ARMY OF THE ENSLAVED FLAG, EJAGHAM, 2019
Indigo resist dyed cotton
107 x 137 cm
Ed. 1AP

DREAD SCOTT
A MAN WAS LYNCHED BY POLICE YESTERDAY, 2015
Screen print on canvas
150 x 95 cm
Ed. 10/10 + 2AP

DREAD SCOTT
IT IS HAPPENING HERE, 2019
Letterpress
53 x 32.5 cm
Ed. 20 + 2AP

DREAD SCOTT
REDISTRIBUTE WEALTH, 2018
Letterpress
53 x 32.5 cm
Ed. 20 + 2AP

DREAD SCOTT
STOP BEING WHITE, 2019
Letterpress
53 x 32.5 cm
Ed. 20 + 2AP

DREAD SCOTT
WHITE ON BLACK CRIME, 2018
Letterpress
53 x 32.5 cm
Ed. 20 + 2AP

KAMEELAH JANAN RASHEED
Born 1985, California, US
Kameelah Janan Rasheed is an interdisciplinary artist based
in Brooklyn, NYC. Rasheed’s practice takes form across an
ecosystem of provisional projects and experiments: large-scale
text-banner installations, lecture performances, publications, sound
works, library interventions, and xeroxed “architecturally-scaled
collages” (Frieze, 2018), and other forms yet to be determined.
Her installations act as a means of radical self-publishing,
where words are taken off the page to interact materially with
architecture, stretched or fragmented “to the edge of legibility”
(Artforum, 2017). With interests in intertextuality, literacy,
archiving, and ecology, Rasheed explores Black experimental
poetics, vernaculars, and non-linearity as ways of narrating Black
experience and thinking about modes of learning/unlearning.
The artist is the founder of Mapping the Spirit, a digital archive
that documents Black spiritual life in the US through interviews,
photography, video, and ephemera.
In 2022, Rasheed received her first institutional solo exhibition in
Europe at the Kunstverein Hannover. She recently participated
in the Athens Biennale and Prospect New Orleans. Rasheed
has previously exhibited her work at the Glasgow International;
Kunsthalle Wien; Future Generation Exhibition at the 2017
Venice Biennale; the Brooklyn Museum; The New Museum, New
York; MASS MoCA, North Adams; Institute of Contemporary Art
Philadelphia; Brooklyn Public Library, among others. Rasheed
received the John Simon Guggenheim Fellowship in 2021. In
2022, she was awarded a Creative Capital Grant. Her work has
been featured in Artforum, Frieze, Hyperallergic, Guernica, The
New York Times, Triple Canopy, and others. She is the author of
two artist books: No New Theories (Printed Matter, 2019) and
An Alphabetical Accumulation of Approximate Observations
(Endless Editions, 2019). Since 2018 she has collaborated with
The Shed, New York, for the young person’s creative program
DIS OBEY. Shortlisted for the Future Generation Art Prize (2017)
and the recipient of many art awards and residencies, Rasheed
is currently on the faculty of the MFA Fine Arts at the School of
Visual Arts, NYC. In 2021 she joined the Printed Matter Inc. board
and was nominated Guggenheim Fellow in Fine Arts.

DREAD SCOTT
Dread Scott is a visual artist who makes revolutionary art to propel
history forward. Whether working in performance, installation,
video, photography, printmaking, or painting, his work evinces a
dedication to significant social questions and the desire to push
formal and conceptual boundaries.
Scott’s canonical installation for audience participation What is
the Proper Way to Display a U.S. Flag? (1988) invited viewers to
walk across an American flag in order to write their responses to
the question posed by the artwork’s title. Text bearing this title was
printed in a photomontage of South Korean protesters burning
American flag above a picture of coffins draped in American
flags. Works like the flag A Man Was Lynched by Police Yesterday
(2015) are emblematic of the United States’ foundational and
ongoing violence against Black people. In 2019, Scott undertook
Slave Rebellion Reenactment. This community-engaged project
reenacted the largest rebellion of enslaved people in U.S. history
as a means to generate ideas and images of self-liberated Black
people, excavating a hidden and buried history about freedom
and manumission—about people with a bold vision who tried to
overthrow a system of enslavement.
Dread Scott’s work has been included in exhibitions at MoMA PS1,
New York; the Walker Art Center, Minneapolis; Brooklyn Museum;
Yerba Buena Center for the Arts; San Francisco; Hamburger
Kunsthalle; and the Whitney Museum of American Art, New York.
Scott received the John Simon Guggenheim Fellowship in 2021.
In 2019, he was the Open Society Foundation’s Soros Equality
Fellow and has received the United States Artists Fellowship as
well as a Creative Capital Grant. The New York Times selected
his art as one of “The 25 Most Influential Works of American
Protest Art Since World War II” in 2020.

DIALOGUE: KAMEELAH JANAN RASHEED AND DREAD SCOTT
Kameelah Janan Rasheed, in the meanwhile of
Dread Scott, Liberation from the Past
Essay “Hands in the Night“ by Övül Durmuşoğlu
Creative Direction: 515 Creative Shop
Design: Matteo Barbeni
Text edit: Jesi Khadivi
Photography: Billie Clarken
This book was published on the occasion of the exhibition Dialogue:
Kameelah Janan Rasheed and Dread Scott at NOME, Berlin, from
12 February to 13 April 2022.
NOME
Director: Luca Barbeni
Gallery Manager: Olga Boiocchi
Sales Associate: Jesi Khadivi
Exhibition set-up: Nino Caltabiano
Special thanks to: Marie Couelle, Kailee Faber (Kameelah
Rasheed Studio), Daniela Silvestrin.
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