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ABSTRACT

I am an artist whose work explores the themes of statehood, borders, mobility, 

violence, aesthetics, and, most importantly, militarism. Understanding my per-

sonal background and the history of my country helps to understand from where 

my practice originates. I was born in the West Bank city of Jenin, and have lived 

my life under oppressive circumstances in the military occupied Palestinian 

Territories. I am a trained soldier and it is this experience which gave me the 

opportunity to understand the military from inside. I have created immersive art 

projects involving the interaction of the audience and using the traditional tools 

of warfare – blood, guns, and mass communication – channeling art as a tool to 

shift public consciousness.
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BLOOD FOR SALE

“Love can also be war.”  (Alain Badiou with Nicolas Truong, In Praise of Love)

I am an artist whose work explores the themes of statehood, borders, mobility, the 

violence of aesthetics, and, most importantly, militarism. I was born in the West 

Bank city of Jenin in 1976, and have lived my life under oppressive circumstances 

in the military occupied Palestinian Territories. In 1966 I obtained a degree in Inte-

rior Design at the Palestine Polytechnic University. Later, I joined the Palestinian 

Presidential Guard, rising to the rank of lieutenant major, serving Yasser Arafat. I 

indulged my love of the arts by being one of the lead photographers of my military 

brigade. Soon after the establishment of the International Academy of Art-Palestine 

in Ramallah, I earned a Bachelors degree in contemporary visual arts. In 2016, I 

enrolled in the University of Arizona where I recently earned my Master of Fine Arts 

in Fine Art and Photography. 

It is important to understand my personal background and the history of my country 

to be able to understand where my practice originates. I grew up under a military oc-

cupation watching foundational Palestinian artists such as Ismail Shammout, Ibrahim 

Ghannam, Samia Halaby and Tamam Alakhal — all of whom documented the memory 

of the land that had been taken from our families to create the modern state of Israel. 

During the same time, I was hearing stories about the lost home of my grandmother 

who was displaced from Haifa in 1948. Many Palestinian artists suffered expulsion and 

diaspora after the Nakba (the 1948 War). Their paintings became the visual link to a 

lost place and through their work I came to see art as a tool for resistance. A trained 

soldier, I understand my practice in art as a weapon — since early childhood I have 

been exposed to a world of violence, guns and lack of identity.
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The power of imagining what the state of Palestine could be has been interpreted in 

various ways by generations of artists living and working in the Occupied Territories. 

Starting with realist or surrealist depictions of the land to expose the ramifications of 

the occupation, leading artists Suleiman Mansour, Nabil Anani, Vera Tamari and Tay-

seer Barakat started a movement in the late 1980s, with the start of the first Intifada 

(the Palestinian Uprising), called “New Vision.” This movement used natural materials 

like mud, ceramics, wood, leather, and so on to create their paintings while boycotting 

the paints and tools they had been buying from Israel. Abstraction quickly found its way 

into the vocabulary of their paintings.

(Samar Kadi, How Palestinian Art Evolved Under Siege, The Arab Weekly, December 05, 2019, 

https://thearabweekly.com/how-palestinian-art-evolved-under-siege)

Suleiman Mansour, from the series, I, Ismael, 1997. Clay on 6 wood panels.
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Samia Halaby, Growing on Light, 2009

Acrylic on canvas

48.03 x 57.87 in

Courtesy of the artist / Ayyam Gallery
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Guns as a material to practice and develop my art was not an option in Palestine be-

cause of the limitations and the huge risk under the occupation that controls almost ev-

ery element in our life, especially guns. Because of my years serving as a bodyguard 

in the Palestinian military, I am expertly trained in marksmanship and elite military 

operations. However, in Palestine, even in the military guns are scarce, often inacces-

Still from Journey 110, 2008
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sible, and there are few places to practice shooting. In Arizona I was exposed to a cul-

ture where guns are readily obtained and with lots of land for target practice. I found a 

unique space for my work as I was able to use guns as a tool to produce my paintings 

and to make art works. This became a personal journey that has continued to evolve. 

While in graduate school at the University of Arizona, I created two main art projects — 

Good at Shooting, Bad at Painting and Blood for Sale — two performances that looked 

into the culture of violence that has been exported by the USA through selling guns to 

the Middle East where violence seems to perpetually bloom. I researched mass shoot-

ing, firearms marketing, the manipulation of public opinion, and the pretext that guns 

are a constitutional right – all illusions that keep the business of violence prosperous in 

the USA. Based on my history, I wanted to create immersive art projects that involved 

the interaction of the audience and use the traditional tools of warfare – blood, guns, 

and mass communication – in my own practice to explore the power of art as a tool to 

shift the consciousness of the public.

I have started with the premise that my work is ultimately concerned with freedom and 

this is manifested in the trajectory of several of my projects. Such as an early project, 

Journey 110, which originated as a series of exploratory photographs that later became 

light boxes and, finally, a video that dealt directly with the idea of controlling the move-

ment of the Palestinians who suffer daily while trying to travel between cities. In this 

video, I documented ordinary people crossing a tunnel under the Wall of Separation 

into Jerusalem through a network of underground sewage tunnels. They are forced to 

do so in order to bypass Israeli checkpoints that deny them entry to join family mem-

bers in Israel or to go to prayer in the Holy City. Their voyage in a dark tunnel to attain 

modest freedoms becomes a symbolic journey in the belly of the underworld. It stands 

as a rite of passage, a sacred pilgrimage to reach the light or the land of the house of 

prayer. It is a near death experience in a journey towards freedom.
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The Soldier, performance for one hour, Jakarta Bieniale 2013.
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Because of my background as a military officer. I worked hard on my personal journey 

to deal with the conditioning of being a soldier, I constantly fight the machismo that has 

been built inside me. The experience of “breaking free” from engrained modes of be-

ing, became a salient theme in many of my works. I dedicated numerous works to the 

idea of militarism and machismo in the army. My first prominent performance work, The 

Soldier (2011) shown in Jakarta Biennale featured me standing still for one hour on a 

pedestal in military attire. In Docile Soldier (2012), I displayed formal portraits of fellow 

soldiers from my brigade. I added a video component that documents the process of 

me taking the photos and the soldiers standing in a line of command, in uniform, being 

summoned one by one to have their photographs taken by the artist, and the officer 

himself, who is me. In I Soldier (2011), you see an aerial view of a brigade in formation 

and its movements, as the light hits them midday from different angles creating varia-

tions of elongated shadows. However, as they collectively move, their shadows stretch 

out in the sun reminding us of each individual within a uniform.

Blood for Sale, my thesis project, was a public performance at the corner of Wall Street 

and Broad Street in lower Manhattan. For five days, I invited the public to invest in art by 

buying blood drawn from my body just ahead of the performance; the blood of a Middle 

Eastern artist who sees the non stop bleeding of the Middle East because of proxy wars.  

It is no secret that war is a profitable business. Exploitation of conflict sets the stage for 

corporations and governments to use laborers and soldiers perpetually for economic gain 

with no incentive to end war. For the performance I introduced myself as a share in which 

the vials of my own blood was the product. I engaged Wall Street’s tourists and traders 

with the discomfiting reality of human life as a commodity in war driven capitalism. “Blood 

for sale!” I announced to bustling passers-by in expensive suits, most of whom barely even 

stopped to take notice of the unusual announcement on Wall Street. 
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Eight of the 50 vials were priced to follow the stock rates of America’s top 15 defense 

contractors.  After those vials sold, the price of the remaining vials increased to mirror the 

stock valuations of those same high-profile contractors. I sent the first proceeds I collected 

to hospitals in Gaza and the money from the second sale will go to a hospital in Yemen.

This was my first time to use blood in my art practice. Blood is common to all of us 

and a universal symbol and I wanted to deliver the message that we all suffer from vi-

olence. At the same time, it speaks to my past training and the ways that governments 

influence and support militarization across the globe. When I encountered Eisenhow-

er’s concept of the Military-Industrial Complex and his caution about the relationship 

between business and war, I thought of using my own blood to paint, that idea mor-

phed into using my own body as a commodity on Wall Street.

Installation documentation, Blood For Sale.

The stamp and letter of authenticity in Arabic caligraphy. 
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Installation documentation, Blood For Sale.

TV screen 37 Inch, podium, fridge cooler, vials of blood, printed text on the wall,

stamp and letter of authenticity in Arabic caligraphy.

13



I chose Wall Street because of its’ capitalist symbolism —  a capitalism that benefits 

from disasters. The stones of Wall Street were laid by African Americans who were 

used as slaves in this market, and on the skulls of Indigenous people who were slaugh-

tered and killed to erect a huge monument. International tourists travel there to make 

selfies in front of those stones, without thinking about their history, without thinking 

about the violence involved.

(Arjen van Veelen, The Correspondent, October 01, 2016,

https://thecorrespondent.com/5312/under-wall-street-lies-a-legacy-of-slavery-high-time-for-a-

tour/715844997824-125573a2.)

Installation documentation, Blood For Sale.

An email received from Victor, one of the customers. 
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One of the customers who inquired about my project said, “I don’t want to walk with 

blood in my hand,” hoping to purchase the beautiful authentication certificate that is 

written in Arabic calligraphy without the obligation of the vial. I told him, “As Americans, 

in one way or another you are involved by paying taxes for this war machine — your 

government is a war machine. There is some blood on your hands.” 

My questions are about how politics affect the value of art and how art needs to find a 

new platform for its own politics. I want to force my own space on the horizon and find 

a way for us to believe in and pursue freedom. Art should be our space where we build 

new independent and creative ideas, alternative image making that allows humans to 

think for themselves and not be slaves to social conditioning, a method that explores 

new ways to establish an alternate reality resisting the mechanisms of capitalism.
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ARTIST’S EXHIBITION STATEMENT: BLOOD FOR SALE

All that is solid dissolves into air, everything that is holy becomes profaned.

(The Communist Manifesto, Karl Marx and Friedrich Engels, 1848) 

Violence is blooming.

Money was once backed in physical commodities, such as gold. A few dollars, shekels, 

dinar or pounds could be directly converted to its weight in gold; something solid gave 

the abstraction of money its value –– there really once was a ground that legitimized 

the solubility of exchange. With the dismantling of the Bretton Woods system in 1971 

and the birth of fiat currency all of that changed. Money, we are told, was liberated 

from its physical source, and became an autonomous free floating movement without 

connection to any substance. Suddenly money appeared as a pure abstraction, ex-

change without ground, yet an abstraction that moves everything. But how could that 

be? Anyone who has attempted to answer this puzzle has arrived at different positions: 

the value of money is actually grounded in weapons, or military assets, or intelligence 

programs or, to be old fashioned, some would say labor. Yet none of these can account 

for what grounds the need to produce weapons, what needs to be secured, or even 

what literally makes labor possible. On October 8 – 12 of 2018, I will attempt to put an 

end to this mystery by allowing the source of all value to appear, and be purchased, 

precisely in the epicenter of its exchange, the place of its disappearance. I will be 

selling my blood – Blood for Sale – on Wall Street. Tailored and groomed death deal-

ers, pedestrians and tourists alike will all have the chance to “go to the source,” so to 

speak, and witness one of the rarest marvels of our time: the conversion of their money 

into its substantial reality.
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Still from: Good at Shooting, Bad at Painting.



The poster for advertising the performance, Blood for Sale at Wall Street.
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Letter of authenticity.
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