
Introduction

“I’m hungry for connection, for community, for shared inspiration, for 
contact with the ancestors, with the inner voices, with the Human Be-
ing. It’s my hope to invite us all to re-connect with the original functions 
of the arts […]”.

Michelange Quay, The Black Box (2017)

In this chapter, I draw attention to the artistic process, aesthetics, and nar-
ration of filmmakers and artists from the Caribbean and its diasporas in the 
audiovisual works The Black Box (2017, ongoing) and AYITI yon poem san 
bout [Haiti an endless poetry] (2016). Michelange Quay’s initial quote refers 
to the multiple reasons and motivations of artists’ engagement in collective, 
shared spaces. The statement “I am hungry for connection” expresses the 
desire for performing artistic practices within a collective space in order to 
share artistic inspirations, on the one hand, and to reconnect with the ge-
nealogy of history, the “ancestors”, on the other hand. The analysis draws 
on the visual podcast series The Black Box, in which Haitian-US-American 
filmmaker, performance artist, Electrovaudou-musician, and hypnotist Mi-
chelange Quay engages with the notion of sharing (invisible) artistic work as 
a ceremonial healing process that goes beyond a connection to cultural values 
of sharing artistic visions. This is connected with the eponymous audio and 
video podcast series that deals with narrative encounters with other African 
and Caribbean artists and its diasporas, including filmmakers and musicians 
such as Atissou Loko, Pascale Obolo, Newton Aduaka, Myriam Mihindou, 
Jepthe Carmil, and Alain Gomis (2017). In his second feature-length film 
project, metaphorically entitled Haïti Ground Zero (currently in production), 
he also refers to the (shared) historical past in African-Caribbean relations 
and its present-day values in post-disaster Haiti.

The work AYITI yon poem san bout by Haitian poet, spoken-word artist, 
couturier, and filmmaker Hermane Desorme is both an audiovisual med-
itation on the spoken word performances of poets Duperois Dieubon and 
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Vladimyr François (also known as Pop’s and DJ No Stress) and a conversation 
with the filmmaker on challenges the poets are facing in the current everyday 
reality in a ghetto in Haiti’s city Jacmel. The precarious nature of an artistic 
performance in this particular setting is not only made visible through the 
filmmaker’s engagement with the project itself. Furthermore, the aesthetical 
means of the video – shot with a laptop camera in low image resolution and 
black and white aesthetics – draws on two aspects: the tool for accessing re-
gional cultures of technology in a local setting cut off from steady electrical 
access for one, and the decolonial artistic value of Pop’s and DJ No Stress’ 
performances highlighting African-(American-)Caribbean relations in their 
everyday practices for the other.

The point of departure of the analysis is the construction of, and ref lection 
on, Haiti and Haiti’s imaginary in the image production of the filmmakers 
that contribute to reshaping the conceptual notion of mobility. Desorme’s 
and Quay’s recent audiovisual works build their conceptual frame around a 
mobility lens as they demonstrate that their visual and audio narratives go 
beyond a mere understanding of the local and the global when it comes to 
(a) the use of technological means, (b) the (auto-)biographical ref lections of 
Haiti’s everyday realities, and (c) the collective encounters of sharing artistic 
visions from the point of view of African-(American-)Caribbean relations.

One central question drives the audiovisual work of both filmmakers: how 
does the decolonisation of personal and collective bodies, archives, and his-
tories inf luence the artistic, intellectual, conceptual, and technical practices 
and imaginaries? This chapter draws on the artists’ exploration of motiva-
tions, hopes, and outcomes in their artistic processes and illustrates how they 
connect with the transformative power of audiovisual media. They do so by 
performing encounters with other artists, their respective works, and their 
experience of intertwining history and present, as well as tales, narratives, 
and imaginaries from Africa. It highlights the potential of their transformed 
use in the Caribbean today in a specific given moment of the present where, 
as Quay (2017) notes, “[…] we have never experienced the past. we have 
never experienced the future […] there’s no place else but this, nothing else 
but this […]”. Quay’s statement relates to the ongoing lack of visibility of Hai-
ti’s filmmaking practices on a global scale. It further illustrates the attempt of 
placing Haiti’s visual narratives on a global agenda of media reception, one 
that confronts lesser informed audiences with realities and imaginaries of 
Haiti sparsely covered by the international media.

Ref lecting on the various perspectives of image- and narrative creation in 
the two audiovisual works inevitably requires the inclusion of the multiple 
aspects of mobility research. Taking into account mobility aspects enables 
one not only to unveil the entanglements of a perspective from within (De-
sorme) and a diaspora aesthetics (Quay) but also to point out how the artists 
contribute to a sense of belonging inherent in their works. The analysis will 
be carried out with a conceptual frame of Glissant’s Poetics of Relation (2010 
[1990]),1 Ahmed, Castañeda, Fortier, and Sheller’s writings on the concept 
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of uprootings and regroundings (2003), as well as Grewal and Kaplan’s notion 
of scattered hegemonies (2006 [1994]), and will be grounded in the mobility 
research perspective that Sheller foregrounded in selected works on the Car-
ibbean, some with a special focus on Haiti (Sheller, 2012, 2018).

Haiti’s imaginary construction beyond  
the local and the diasporic

The analysis of The Black Box and AYITI yon poem san bout addresses the 
mobility of artistic forms and contents through the reading of autobiograph-
ical filmic accounts of two filmmakers who both underwent various expe-
riences of mobility. They relate to the “richness and complexity of home 
and migration” (Ahmed et al., 2003, p. 10): first, in their configuration of 
being a filmmaker, second, in their creation of visual narratives, and third, 
in their questioning of what “Haiti” itself might signify in terms of staying, 
leaving, and coming back to Haiti in various phases of the artistic process. 
The mobility of thoughts and ideas is at the core of Desorme’s and Quay’s 
video and audio work, wherein they address Haiti’s cultural heritage through 
the lens of historical references to Haiti’s past. This approach deals with the 
question of whose perspective we are being confronted with, as it is about a 
trans-generational knowledge transmission in art production. Foreground-
ing the positionality of those who speak is relevant for mobility narratives 
since the artists define relations between a diaspora perspective (Quay) and a 
speaking-from-within perspective (Desorme). Their artistic approach shows 
that binary opposites of a local and global point of view cannot be attached 
to their use of narratives since the mobility of narratives goes beyond this 
oppositional understanding. Furthermore, it shows that the artists “provide 
varied political engagements while deconstructing monolithic categories and 
mythic binaries”, as Grewal and Kaplan (2006 [1994], p. 29) define their 
aim in the introduction to Scattered Hegemonies. In exploring the different 
modes and means of artistic practice that all aim at resisting an increasingly 
separating, objectifying, and commodifying society (Quay, 2017) for artistic 
creators, Desorme’s and Quay’s work presents a current counter-narrative to 
modernity (Gilroy, 1993) since it highlights the “multiple subjectivities that 
replace the European unitary subject” (Grewal & Kaplan, 2006 [1994], p. 7). 
Making visible an individual approach of the hybrid and transnational cul-
tures of the Black Atlantic, both works also address the question of who can 
claim the meaning of modernity and the keystones for making past struggles 
and immobilised voices visible (Fischer, 2004, p. xi).

The Black Box

After his acclaimed short film L’Évangile du Cochon Créole (2004) and his 
feature-length fiction film Mange, ceci est mon corps [Eat, For This Is My 
Body] (2007), in his recent artistic trajectory, Michelange Quay explores the 
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transformative power of audiovisual media by engaging with other artists 
and their work. Throughout this engagement, he intertwines history and 
present, narratives and imaginaries from Africa and their transformed use in 
the Caribbean. During the production process of his second feature-length 
film, Haïti Ground Zero (currently in production), Quay worked on a series of 
episodes made accessible to a larger audience via the audio and visual podcast 
series The Black Box (2017, ongoing). As a synopsis for Haïti Ground Zero, the 
website of the production company notes: “A bursting of life, which raises 
from chaos” (Cinéma Defacto, 2019). In both the audio and the visual pod-
cast, Quay attempts to reach for the entanglements of what constitutes this 
“chaos” in reference to Haiti’s post-disaster state after the 2010 earthquake 
and the search for a collective heritage. At the same time, he addresses the 
question of what constitutes his personal motivation for filmmaking, artistic, 
and healing practices:

I am Haitian by […] biology and by culture and by diaspora, my parents 
are Haitians born in the United States in this inquiry of identity and what 
identity could be or mean. Identity is really to stereotype myself the in-
quiry that I have been making in my films.

(Quay & Posch, 2015)

With this in mind, Quay initiates a collective encounter with further 
(African-)Caribbean artists in the audio podcast series and thereby engages 
with the notion of sharing (invisible) artistic work as a ceremonial healing 
process, since: “I’m hungry for connection” (Quay, 2017). Through guided 
hypnotherapy sessions with each protagonist, the filmmaker draws on the 
individual confrontations with a set of cultural, historical, heritage, and ar-
tistic values via a multiple set of realities and identities experienced in the 
Caribbean and African spaces.

AYITI yon poem san bout

Hermane Desorme is a graduate of the film school Ciné Institute in Jacmel 
with a background in theatre and performing arts, as well as poetry and spo-
ken word performance. Thematically, his artistic work always relates to his 
lived experience: after realising his first feature-length documentary Gade! 
[Look!] (2017), which deals with a “crossing of gazes” (Posch, 2018b, pp. 
122–123) within and beyond Haiti, Desorme’s second feature-length experi-
mental documentary (in development) traces the (personal) heritage of Vau-
dou with regards to its controversial societal reception. His recent work in 
various media can be regarded as a continuity of his former work, as he builds 
on Haiti’s lack of image production, or else Haiti’s distorted representation 
in films produced by the Global North, where Haiti and the Caribbean have 
been used as a tourist location or as an exoticised setting to create, as Cham 
(1992) noted in the early 1990s, “images of the Caribbean radically at odds 
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with the reality of the people of the Caribbean” (p. 2). Cham’s statement still 
holds true today, since image production by the current group of Haitian 
filmmakers can also be interpreted as counter measures to the dominant, 
largely distorted narrative of Haiti in Hollywood cinema that bears witness 
to a deeply racist depiction of Haiti’s people in order to consolidate white 
supremacist hierarchisation. This is the result of Desorme’s understanding 
of “cinema as a support”2 that is linked to the claim of the Third Cinema 
movement in the early 1970s to express “our culture, our films, and our sense 
of beauty” (Getino & Solanas, 2011 [1970], p. 118). Whereas his focus lies on 
staging and performing Haiti’s cultural relevance on screen in his new pro-
ject entitled Haïti – Pays Théâtre Sans Théâtre [Haiti – Theatre Country Without 
Theatre] (in development), his video work AYITI yon poem san bout makes 
accessible visual narratives of two Haitian artists living in a Jacmel ghetto. In 
it, he builds on the lack both of image production in Haiti and of circulation 
due to limited technological resources.3 In AYITI yon poem san bout, Desorme 
engages with emerging film cultures by demonstrating their great potential 
for evoking and criticising the lack of culturally, politically, historically, and 
socially grounded image production. Desorme’s emerging visual narratives 
can also be considered a means of exploring the transformative power of the 
image by audio-visually engaging with Haiti as a relational point of reference.

Everyday realities in post-disaster imageries

Although Haiti’s filmmaking landscape is scarcely covered and scholarly stud-
ies on Haiti’s film historiography since the 1930s are almost nonexistent, and 
although its place within Caribbean cinemas has not been studied extensively 
(Cham, 1992; Hambuch, 2015; Robinson, 2010), – with the exception of 
Raoul Peck’s filmography (Pressley-Sanon & Saint-Just, 2015) – Caribbean 
cultures and identities are inspirational products of a complex and multiple 
set of local historical circumstances, as Glissant proved in his inf luential Po-
etics of Relation (2010 [1990]). Not only did current filmmakers establish a 
nourishing ground for audiovisual narratives to be told; they further aim at 
challenging the “increasingly global historical consciousness” in a landscape 
of global, yet dis-continued expansion by telling the “lived circumstances of 
this daily reality” (Glissant, 1989 [1981], p. 61).

Caribbean cinemas – unlike African cinemas – and, in particular, film-
making in Haiti, cannot, however, be conf lated with a history of Haiti’s 
cinema. Historically, images made on Haiti have been most prevalent. Haiti 
has only recently known a temporary increase in film production from a local 
point of view, as, for instance, through the Jollywood initiative established in 
the 2000s (Posch, 2015). Despite Haiti’s emerging low-budget films, in terms 
of structures and facilities, its production is very much inf luenced by, and de-
pendent on, a humanitarian model (Sheller, 2012, 2018, p. 31), internationally 
grounded and sponsored largely by the United States, Canada, and France. 
Film distribution to date is almost entirely absent, whereas other cultural and 
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artistic expressions such as music, poetry, painting, and plastic arts (such as 
Kanaval, for instance) have been much more present. Emerging filmmaking 
practices such as Desorme’s or Quay’s can in fact be referred to as a minor 
transnational, polycentric movement (Lionnet & Shih, 2005; Shohat & Stam, 
2014) on the global agenda of postcolonial cinemas. This has the inherent po-
tential to question the referential paradigms at stake in transnational cinema 
debates. Furthermore, these visual narratives lack an analytical framework in 
film and media studies when it comes to the application of theoretical and 
critical models regarding film. With regards to Caribbean film criticism, 
Ricardo Arribas suggested capturing the region’s emancipatory potential in 
light of a relational film aesthetics (Arribas, 2015) in a Glissantian reading.

This proves true in the case of The Black Box and AYITI yon poem san bout 
since they demonstrate a great potential for evoking the culturally, polit-
ically, historically, and socially grounded elements at stake in filmmaking 
practices. At the same time, they make visible the many aspects challenging 
Haiti’s condition for filmmaking, such as the state’s lacking legislation for 
film production, neither the state’s interest in film production, nor the offer 
of grant opportunities for film funding, the lack of public film archives, and 
Haiti’s only film school being put on hold in 2016, merely a decade after its 
existence. The audiovisual works are also a means of exploring the trans-
formative power of Haiti’s images as a contribution to a broader visual frame 
of globally interpellant issues. It is notable that the construction and rele-
vance of Haiti plays an important role and, by way of visual storytelling, both 
filmmakers address Haiti’s current situation with a ref lection on its cultural 
heritage and historical past. Both Desorme and Quay react to the asymmetric 
visual and cultural presence of Haiti on screen by creating image produc-
tion from an insider’s perspective (Desorme) or in close connection with 
African-Caribbean artists (Quay); their work can be seen as a counter-voice 
to immobility-related aspects of Haiti’s visual narratives, as the following 
analysis demonstrates.

Both works (Desorme, 2016, and Quay, 2017, ongoing) were produced in 
post-2010, a moment in Haiti that was known as having significant conse-
quences for the economic sector amongst others, since the aftermath of the 
2010 earthquake was linked to a temporary abrogation of mobility in terms 
of a highly limited access to technological means required for film produc-
tion. Haiti’s engagement with transnational encounters has been largely de-
pendent on an international agenda of political regulations and humanitarian 
policies. In post-disaster Haiti, international humanitarian logistics produced 
unevenly distributed network capital, thus limiting the capacities for mo-
bility, and increasingly reproduced subjects with limited mobility. This led 
to what Sheller (2012) theorised shortly after the devastating earthquake as 
“the islanding effect” on the people affected by the earthquake, as they were 
subjected to being temporarily disconnected; a fact that unfortunately for 
many continues up to the present day. At the same time, the earthquake and 
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its aftermath were presented by mainstream media coverage as a “mediated 
spectacle” (Balaji, 2011, p. 62) to an international audience. In return, this 
raised questions related to the audiovisual practice with regards to the (po-
litically articulated) power of the image and a claim to exclusivity by way 
of sensationalist, exceptional, minoritising representations of Haiti. Michael 
Dash attributes this derogatory image creation on Haiti to neocolonial de-
pendency structures taking ground within this seismic shift (Dash, 2010). 
Therefore, emerging artists responded to Haiti’s misrepresentation by focus-
ing particularly on making visible everyday experiences in post-disaster Haiti 
(Posch, 2018a, p. 10).

The everyday against established landscapes

The aspect of mobility within Desorme’s and Quay’s audiovisual cultures 
translates as a deliberately blurred aspect, since the accessibility and shaping of 
their work go beyond a mere understanding of the local and global. A focus 
on the entanglements from both a conceptual frame and from the perspective 
of the artistic process can be foregrounded “including commodities, cultures, 
texts, data, and images – in all of their complex relational dynamics” (Sheller, 
2018, p. 31). The first aspect relates to the Caribbean often understood as a 
regional or local field of research, in contrast to the field of “mobilities re-
search” that is per se understood to be global (Sheller, 2018, p. 31). The focus 
here lies on the interconnectedness of fields that attempts to conceptualise 
together what is often regarded as disconnected, for instance, binary opposites 
such as the local and global divide or the distinction of mobility and immo-
bility. Over the past decades, a steady increase in experiences of migration, 
exile, and diaspora as well as dynamics of multiculturalism from a postmod-
ern standpoint can be seen in dominant cinemas of the Global North, where 
the relation of a sociopolitical and cultural inf luence on the present can be lo-
cated in references to the colonial heritage of the imperial nations’ past. These 
postcolonial film cultures deal with the “modalities of representation and 
politics of encounter” (Ponzanesi & Berger, 2016, p. 111), where the location, 
postcolonialism, and filmmaking are interconnected, thus being a generating 
factor for a “plurality of nuances” (Ponzanesi & Berger, 2016, p. 111).

Of particular interest in terms of Desorme’s and Quay’s work is the trans-
position of invisible thoughts and ideas into audiovisual production and how 
this relates to the artistic perspectives of the artists in post-disaster Haiti. 
By addressing invisible and silenced voices, the artists inscribe themselves 
into a post-disaster narrative which makes visible a particular link to several 
layers of Haiti’s history going back to the African context in uprooted con-
ditions (Ahmed et al., 2003), including the traumas of the middle passage 
and the colonisers’ subordination and exploitation of enslaved people, the 
process of becoming a republic and the struggle against imperialism as well as 
the complicated relationship with international humanitarian aid programs. 
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Michel-Rolph Trouillot (1990) already dismantled the notion of Haiti’s si-
lenced past as a fiction in canonic debates (p. 11), since the exclusion of Haiti’s 
revolutionary history (1791–1804) as the only successful revolt of enslaved 
resulting in the abolition of enslavement, and Haiti’s Independence as the 
first “Black Republic” thereafter, was especially dominant in modernity 
discourses. Haiti and its cultural production have often been subsumed un-
der its supposed singularity4 and exceptionalism that several scholars such as 
Dash (2008), Fischer (2006), and more recently Clitandre (2011), and Munro 
(2015), amongst others, called into question.

Desorme’s approach is to critically investigate the very study of “mapping 
the everyday” (Giannachi, 2016), or, to put it in Trouillot’s term (1990), the 
“ordinary”. As the on-screen artistic encounter makes visible, the artist’s take 
on his subject is interwoven with the utterance of asking “whose everyday” 
(Prentice & Devadas, 2008, p. 13). Here, Desorme claims a positionality both 
as an artist and as a protagonist in his video, which is often disregarded in 
scholarly debates. US-based Ethiopian filmmaker Haile Gerima (1989) de-
scribes the filmmaker as being responsible for the “triangular interaction” 
between her/him and enabling the relationship between storyteller, audi-
ence, and activism (p. 69), whereby the activism part involves political and 
social activism, which is an essential statement in the light of Desorme’s po-
sitionality. This positionality involves the politics underlying the connection 
between visual narratives, film aesthetics, and the control of film production 
and the possibility of distribution, since the process of obtaining funding is a 
crucial site of power mechanisms at play, regarding what constitutes accept-
able aesthetics from a global point of view. AYITI yon poem san bout shows 
the balancing act of filming the everyday with the belief in cinema as a 
support and in view of the outside consequences of filmmaking in a highly 
challenging landscape lacking both a film historiography and an established 
film industry.

The characters in the video stand in for a generation of former political 
émigrés who returned home: Pop’s aimed at pursuing his artistic career in 
the United States but was deported since he did not have a valid residence 
status. DJ No Stress, who used to be a renowned artist in Port-au-Prince, 
meanwhile, was pushed back to Jacmel due to being overtly resistant towards 
the political regime of the time. Their trajectory points to the effects of being 
driven out of the homeland in search of personal and political stability and 
economic possibility, yet it is only through the audiovisual encounter that 
their ideas, concepts, and theories unfold. Accordingly, they visualise what 
Caren Kaplan (2003) rhetorically puts to the fore: “Which bodies? Under 
what conditions?” (p. 211) with regards to mobilities and the location of sub-
jects in the era of globalisation.

Desorme intended to highlight the political engagement of both artist-
musicians in their current environment (Desorme, 2018). The video depicts 
both characters in seemingly endless spoken word performances (Figure 5.1) 
accompanied by local percussion instruments.
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The performances, which are vocal hybrids of English, Spanish, and 
Haitian Creole [Kreyòl Ayisien], quote slogans of the South African anti-
apartheid and US civil rights movements, as well as extracts from Pan- 
African extracts and re-framings of writers such as Cheikh Anta Diop, Frantz 
Fanon et al. in the Haitian context of Rap Creole. At times, these multilin-
gual voices overlap, and there is a repetition of terms such as “revolution, 
revolution, […]” (Desorme, 2016). At times, this spoken word meditation is 
interrupted by phone calls with verbal claims such as: “I got no money now, 
I’m broke, I haven’t eaten yet” (Desorme, 2016); the exclamation then trans-
forms into a talk with the filmmaker on questions relating to daily life with 
references to the real problems of the country, while we hear the hammering 
sound of a construction site. Desorme brings to the fore a form of revolu-
tion many Haitians are engaged in on a daily basis as they lack certainty on 
how to face the next day (Desorme, 2015, lines 627–640). Here, the video 
work refers to Keya Ganguly’s (2002) attentive assertion that the everyday 
can also be “routinely catastrophic” (p. 2). Consequently, AYITI yon poem 
san bout gives way to a ref lection on the access to mobility and questions the 
immobilising nature of the artistic process under these circumstances. In this 
regard, Desorme’s vision of filmmaking comes from a very down-to-earth 
perspective that includes a highly pragmatic approach, which is also, how-
ever, mobilising, since he intends, by way of filmmaking, to build futures 
from the bottom-up and to create new filmmakers and audiences in sectors 

Figure 5.1 Still  AYITI yon poem san bout (2016)
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of society that are not necessarily familiar with audiovisual production. This 
understanding testifies to Desorme’s vision of the role of cinema, that is, as 
Solanas and Getino (2011 [1970]) put it, “at the service of life itself” (p. 118). 
The notion of “beauty” re-addresses the attempt of decolonising cinema that 
was so distinctively put forward in their 1969 manifesto Towards a Third Cin-
ema [Hacia un Tercer Cine] (2011 [1970/1969]).

Ceremonial encounters relating the past and the present

Similarly, Quay engages in connectivity of (African) Caribbean spatialities 
(Sheller, 2007) via hypnotherapy as ceremonial encounters with other art-
ists, since their audiovisual interaction emphasises the potential of collec-
tive artwork. Accordingly, the choice of an audio and visual podcast series 
employs the medium of f ilm as one that shares visions on the role and the 
place of art.5 Thereby, the notion and practice of a collective encounter 
plays a significant role, as Quay initiates ceremonial encounters with further 
artists as a mode of artistic expression and as a sharing practice of precisely 
that African-Caribbean heritage which has been disregarded in terms of 
connecting histories and cultural references. Quay carries out this interac-
tion through hypnotherapy sessions, involving healing practices. Further, 
he ref lects on the potential of artistic practice in approaching themes such 
as historical trauma, violence, and exploitation due to (settler) colonialism 
and imperialism. Most important to Quay’s work is the focus on the con-
scious watching experience of the audience in terms of offering a live set 
of experience in addition to the screened event. In order to integrate the 
viewer into this visual experience, Chapter 2 of The Black Box was presented 
at Nuit Blanche de Port au Prince in 2019; this f irst public screening was ac-
companied by an artistic creation and installation entitled Seeing is Seeing, 
designed by François Gasner and based on a concept by Quay which was 
intended to “augment” the viewing experience through elements such as 
mirrors and windows in front of an altar in order to make visible in a live 
set what remained unseen in history, which, in the end “allows us to at last 
see / the screen of the spirit / and the spirit of the screen”. Thereby, Quay 
expands on the understanding of “transhistorical” (Stam et al., 2015, p. 217) 
connectedness from a present-day perspective in a setting that goes beyond 
a cinematic gaze.

Each episode of The Black Box – provided with a sub-header saying “cer-
emonial encounters, artists of the invisible” (Quay, 2017, ongoing) – invites 
the viewer to an intentional engagement with the audiovisual work and its 
effects – inserted by the techniques of the filmmaker’s training as a hypno-
therapist: “before watching this video before listening to this video prepare 
your space prepare your intentions and while having this experience notice 
your inner response” (Quay, 2017). It is interesting to note that the direc-
tions of the protagonists’ look in the episode make visible the gaze “as a 
site of resistance for colonised black people globally” (hooks, 1992, p. 116). 
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These established looking relations between protagonists and viewers create 
the moment and place where future perspectives are in close relation with the 
past, where the diasporic and the local, the lived, merge.

This search for connectedness with the cultural heritage of the past trans-
lates into the aesthetics of the audiovisual segments such as the editing of the 
seemingly fragmented realities that merge into one another by addressing 
a collective “we”: “we do things creatively when we create. we do things 
profoundly when we dig deep” (Quay, 2017). This artistic montage is in line 
with what Stuart Hall (2000 [1991]) wrote in the early 1990s:

There is a past to be learned about, but the past is now seen, and it has to 
be grasped as a history, as something that has to be told. It is narrated. It 
is grasped through desire. It is grasped through reconstruction. It is not 
just a fact that has been waiting to ground our identities.

(p. 38)

The montage makes visible the lived experience of the visual artwork in vari-
ous modes of being in or out of focus, and Quay’s voice-over as a hypnother-
apist underlines its multisensory experience: “[…] this experience, beyond 
history, beyond understanding, this experience […]”. While a woman closes 
her eyes, the voice-over emphasises with a whisper: “[…] right now, you can 
see it”. This composition of the invisible versus the visible is a hint to the 
multiple layers of the past and to the reconnection with the spirits of the past, 
since the woman’s face looks like a mask due to a faded and blurred image 
transcending the cinematic space (Figures 5.2 and 5.3.) before slowly focusing 
on a (clear) image with the stark outlines of her face (Figures 5.4 and 5.5). 

Fig. 5.2., Fig. 5.3., Fig. 5.4., Fig. 5.5 Still  The Black Box (2017)
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This guided experience aims to speak to the invisible notions of the experi-
enced, the past. Especially in the context of increasing diasporic movements 
(Marks, 2000, p. 241), uncovering the silenced and invisible past by way of 
“acknowledg[ing] the other ways of knowing, including the knowledge of 
the senses”, becomes more widespread, as Laura Marks thoroughly examined 
in her writings on The Memory of the Senses (p. 194).

The visual composition of the podcast episode Chapter 1 (Opening) (2017) 
features an intersection of archival footage from Haiti’s past in black and 
white cinematography that refers back to the most crucial aspects of colonial 
history, such as the middle passage. Several shots of technological achieve-
ments coincide with military invasion, modes of public surveillance and 
post-earthquake stills. In the first chapter, the contrast of the black and white 
aesthetics dominates. The visual content shifts in accelerated speed and in 
vertical movements: it begins with a Christmas tree, followed by artificial 
lights on a ceiling (Figure 5.6), the roots of an old tree that grows on the wall 
of a house (Figure 5.7), windows with bars, goes to the architecture of ur-
ban housing (Figure 5.8), further to a crowd of people, to meeples, and pans 
to operating systems of sound, or surveillance technology (Figure 5.9), and 
further shows underground shafts with homeless persons, to name but a few.

This montage is a multiple contextualisation of the current everyday re-
alities in a globally connected world, which also creates ideal conditions for 
confronting the viewer with the past that seemingly lingers in these images of 
the present. In this stream of images that constantly contrasts between dark-
ness and light, Quay at times inserts archival material of specific historical 
events, such as a painting of a slave-trade scenery (Figure 5.10) with enslaved 

Fig. 5.6., Fig. 5.7., Fig. 5.8, Fig. 5.9 Still  The Black Box (2017)
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persons almost naked on the right, divided by white male slaveholders visibly 
in charge of the scene. Due to its accelerated insertion, the painting remains 
blurry. Or else, we can see the historical motif of cane plantation workers 
(Figure 5.11) rolling by, before the same image composition transforms to a 
set of cables in a contemporary setting (Figure 5.12).

The repetition of multiple light effects is memorable and builds the con-
necting element of the sequence: here, the architecture connects with cultur-
ally and at times religiously coded artefacts (such as the Christmas tree as a 
prominent symbol of Christianity), and, in consequence, a surveillance tech-
nology setup rotates along with the architectural setting. It is interesting to 
note that the image composition alternates between inhabited elements and 
people on transportation (such as the final sequence of Chapter 2 “The Mir-
ror”, which is entirely dedicated to the crowded streets of an urban setting), 
although its connection remains fragmented and the two divergent elements 

Fig. 5.10 Still  The Black Box (2017)

Fig. 5.11. Fig. 5.12. Still  The Black Box (2017) 
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are only linked in the editing process. This technique can be seen as one 
reference point to “chaos”, yet it could also illustrate – in view of Glissant’s 
image of the creole garden – the heritage of Caribbean creolisation that has 
gradually given way to a broader articulation of global intersectionality. The 
creolité aspect can be understood as inspirational products of a complex and 
multiple set of local and historical circumstances in Caribbean cultures and 
identities. This groundbreaking work builds upon Glissant’s earlier Caribbean 
Discourse [Le discours antillais] (1989 [1981]), which invites the reader to per-
ceive the Caribbean not as a response to fixed, univocal meaning imposed by 
the past, but to conceive of it as an infinitely varied, inexhaustible concept 
both for the individual narrative and for a collective entity. This concept 
addresses a collective “we” spanning over various times and generations and 
is interwoven with the present “I”, in as much as individuals engage in the 
making of history “both as actors and as narrators” (Trouillot, 2015 [1995], 
p. 2), as Trouillot points out the ambivalent meaning of the term history (in 
relation to the power in the story). This view correlates with a Glissantian view 
of the thought of territory and the self being in relation with one another 
(Glissant, 1997, p. 144). Glissant foregrounds a relation identity6 that thinks 
land as a “place where one gives-on-and-with rather than grasps” (p. 144).

Most footage, largely assembled in vertical movement, is accompanied by 
a soundtrack that features Electrovaudou segments (inspired by Rara music) 
and voice-over sections of “I am hungry, I am cold” (Quay, 2017) [“J’ai faim, 
j’ai froid”]. This references the spectres of the international media coverage 
and humanitarian aid that haunt and dictate the speed of the country’s recon-
struction. In that sense, all assembled audiovisual footage accounts for what 
Desorme (2015) calls: “As for Haiti, people only see the bad”.

Movement and belonging through a mobility lens

In the introduction to Uprootings/Regroundings, the editors emphasise one 
phrase: “Being grounded is not necessarily about being fixed; being mobile is not neces-
sarily about being detached” (Ahmed et al., 2003, p. 1; emphasis in the original). 
What the authors term uprootings/regroundings connects to an understanding of 
movement and mobility that transgresses an essentialist definition of home 
as origins (mapped as “homing”) and mobility as travel and transformation 
(mapped as “migrating”), such as presence versus absence. Rather, uprootings 
and regroundings ref lect on modes of mobility and placement as being interde-
pendent (p. 1), understanding “moving into and out of ‘homes’ as forms of 
relatedness” (p. 10). Taking this ref lection as a point of departure, I opt for 
the authors’ term of a “rootless mobility” (p. 3), which is a relevant feature 
of current modes of experience that stand against any form of “rooted be-
longing” (p. 3). However, I do not intend to over-emphasise the generalising 
nature of “the global” that foregrounds the increasing mobility of people 
across national borders without referring to the effective (minor) percentage 
of the world’s migration population (Puri, 2004, p. 7). Rather, I agree with 
postcolonial feminist theories (such as Ifekwunigwe, 1999) who have made 
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us aware that the greatest movements often occur within the self, which is 
also the case when it comes to Desorme’s and Quay’s work, which I would 
resume as a “mobility within”.

In both artworks, the autobiographic filmmakers’ first-person narrator 
takes multiple positions and voices and thereby foregrounds Haiti’s lived ex-
perience in relation to several aspects of mobility. The manifold nature of 
mobilities relates to several stages of production. For both, the point of depar-
ture was a narrative – to a certain extent one that was autobiographical – that 
implied taking into account trajectories of mobility in order to carry out the 
project.

First, for Desorme and Quay, as for many other (emerging) filmmakers, 
filmmaking in Haiti implies an ambivalent starting point, since films on Haiti 
had a huge inf luence on what kind of mediated images had been created 
and disseminated nationally as well as internationally. A great majority of 
films, reportages, literature, and artistic creation, as well as Haiti’s history, 
had been written and made from the outside (“par l’extérieur”), while Haiti’s 
own literature and art have rarely seen a widespread international circulation, 
with few exceptions. According to Desorme, Haiti was largely mispresented 
in films, which not only confirms the ambiguous and distorted depiction of 
Haiti’s past throughout the present, but also results in a challenging situation 
for filmmakers currently based in Haiti (Desorme, 2015, lines 73–79) and 
aiming at re-imagining Haiti’s realities by way of audiovisual narratives. All 
questions related to (global and local) inequalities inscribed in the “racism/
ethnicism complex”7 – such as the global division of the Global South / 
Global North or in the case of Haiti, the power of capital – are a motor for 
the current generation of filmmakers to make films in order to counter these 
controversial film and media debates.

Second, due to the lack of means of production and lack of distribution 
nodes, or in Desorme’s (2015) words, due to the “complexities of Haiti”, the 
filmmakers have to come up with creative strategies of producing visual nar-
ratives and of making them accessible to an audience. It is through Desorme’s 
and Quay’s artistic expression that mobility becomes both a prerequisite for 
and a narrative thread in their films. Mobility here is “embodied and im-
agined” (Ahmed et al., 2003, p. 5) in relation to socioeconomic inequalities, 
prejudice, and borders.

Third, both filmmakers intended their audiovisual work to be screened 
both locally and internationally in order to relate emotionally and intellec-
tually to both Haitian and global audiences. This represents an additional 
challenge, as Lindiwe Dovey (2015) notes:

The major difference relates to economic value and the related issues 
of class, education, and mobility. [M]any filmmakers from Africa [and 
the Caribbean] whose work is regularly featured in festivals come from 
middle class or upwardly mobile social environments, have had access to 
professional film training, and have traveled widely.

(p. 6)
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These contextual factors reveal the downside of mobility, since access to it is a 
crucial factor when it comes to not only the artistic authority, which includes 
distributing under-represented narratives, but also when it comes to nego-
tiating questions of cultural heritage, class affiliation, religious supremacy, 
and racial domination. As a consequence, home and migration cannot be 
adequately theorised outside of these spatialised relations of power. Drawing 
on selected works, I will now illustrate several aspects of the interrelatedness 
of the creation of Haiti’s visual narratives with mobility.

Mobility within vertical and horizontal movement

In The Black Box, the horizontal and vertical image composition (Figures 5.13 
and 5.14) frames the connectedness of history and addresses the dialogical nature 
of African-Caribbean relations. This “reconfiguration of space” (Ahmed et al., 
2013, p. 5) generates a new vision on uprootings and regroundings. In both 
chapters, two different directions of movement dominate The Black Box: the 
vertical movement as well as the simultaneous zooming into, and brief freezing, 
of a selected image showing the realities the protagonists appear to be facing.

Various modes of movement align with the visual footage: an overf low of 
vertical movements in accelerated speed and, at times, a fixed cinematogra-
phy on selected images such as a hand jammed into the bricks of a building 
as a reference to the devastating effects of the earthquake that hit Haiti in 
2010, as is the case in the first chapter, entitled The Opening (2017), where 
ground zero – in reference to the notion of Haiti in fragments, “Ayiti kraze” 
(Fischer, 2010) – is to be located. The selection and composition of images 
also highlight the current ecological conditions visible in shots of the dry 
earth overlapping with traces of human blood – in red as the only colour in 

Fig. 5.13., Fig 5.14. Still  The Black Box (2017)
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the otherwise black and white shots. Subsequently, a shot of a red sun – as a 
reference to sunsets – appears, since time for implementing change seems to 
be limited, which can be read as a metaphor for the time that has passed since 
2010 and the little change that has happened since in terms of reconstruct-
ing the country. Quay demonstrates this thematic thread in Chapter 2 “The 
Mirror” (2019), which starts in the indoor setting of a brick building, before 
a panning shot of the roof less building, where the natural growth continues 
regardless of the unavailable resources for renovation.

The visual composition carefully connects the past and present, whereby 
various horizontal and vertical camera movements refer to a crossroad mode 
which is also used in Vaudou practices. As in Vaudou practice, they point out 
the multilayered relationship between space and time, where diverse histories 
and contexts overlap, including the reverberations of the past in the present. 
The freezing of the camera movement on veve8 on the ground also mani-
fests this croisement [crossroad], since the veve painting is a symbol of rituals 
of memory that Joan Dayan (1995) links with “deposits of history”, where 
“[s]hreds of bodies come back, remembered in ritual, and seeking vengeance”  
(p. 36), before the vertical camera movement continues while people gather for 
a Vaudou ceremony and start dancing. In doing so, the state of the collective 
and the individual – made visible by shots of nature and of the human body –  
overlap: a shot of fissures and cracks in the ground caused by the earth-
quake (Figure 5.15) overlaps with a close-up of a hand clinging to a piece of 
earth (Figure 5.16), all of which is surrounded by clouds and a smoke screen, 
thereby suggesting a f loating in space, whereas these still images alternate 
between moving images of destroyed houses’ bricks and people being buried.

Quay’s recurring move to stage historically incisive scenes while at the 
same time imposing a different content within a similar motif (such as a hand 
buried in the bricks of a building), connects history as the rudiments of the 
past that literally breathes in the current landscape. Contrasting the same im-
age composition is a visually strong reference to the devastating effects of the 
2010 earthquake, despite referencing the alive versus the constructed element 
as well as the alive and the almost dead which is still breathing under the 
surface. Formally, The Black Box is a hybrid assemblage of a great variety of 
images that figure as allusions to elements of dreams, fantasy, history, and the 

Fig. 5.15., Fig 5.16. Still  The Black Box (2017)
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present. The effects of the recent earthquake are traced back to past wounds 
caused by the middle passage and thereby make visible the coloniality of 
power coinciding with the present-day.

Glissant’s idea of imagining the infinite interaction of cultures resonates 
in Quay’s work regarding the disconcerting features of the artistic process as 
such, which includes the (dis-)connectedness of image/mind/body, the im-
plications of objectifying and commodifying the creative spirit, the (futures 
of ) the unthought, the disordered and the destroyed in a post-disaster cultural 
and political environment, and the resulting re-considerations of possible be-
comings in a world in Relation. In his audio podcast series, French-Senegalese 
filmmaker Alain Gomis (in Quay, 2017) states in a voice-over: “We all deal 
with our words and culture: trying to be connected […] it is not about find-
ing solutions”, the statement of Haitian artist and scholar Jephthe Carmil (in 
Quay, 2017) is: “[T]he lack of means […] becomes itself the artistic question 
[…]”, whereas one central declarations of French-Gabonese artist Myriam 
Mihindou (in Quay, 2017) is the following: “[T]he only knowledge is lived 
knowledge”.

The analysis shows that the understanding of postcolonial film cultures can 
be widened to include the specifics of the Caribbean. In doing so, the poten-
tial of moving beyond a problematic understanding of a New World order 
would be facilitated. With reference to Sylvia Wynter’s (2003) compelling 
theory of the “Overrepresentation of Man”, Sheller (2018, p. 31) addresses 
the problematic discourse regarding the “New” World order as laying the 
fundaments for binary discourses on the local versus the global and migration 
versus territoriality. Wynter’s (2000) concept of the capitalised “Man” lays 
out the fundamental creation of the white superior self as the prerequisite of 
the conception of the human (p. 25). The “Man” not only conceives himself 
as the supreme of all beings – and therefore overrepresents himself – but also 
in the eye of the Other, who in turn, can only be defined as a projection of 
the Man in its subjugated existence and created dependence from the “Man”, 
which is most useful in explaining the coloniality of power in Haiti.

Additionally, this debate, which establishes two oppositional and unbal-
anced forces – the dominated (the Caribbean) and the dominant (the West) –  
“still shape[s] our problematic understandings of mobility and belonging, the 
native and nonnative” (Sharma, 2015, p. 167). A plurality of nuances thus  
includes – besides a contextual frame and a personal worldview – the ele-
ments of the haptic, the sensorial, and the emotional. This speaks to Glissant’s 
(2010 [1997, 1990]) notion of “the Poetics of Relation, in which each and 
every identity is extended through a relationship with the Other” (p. 11). 
Glissant’s understanding of Relation – with a capital “R” – draws on the 
various ways, cultures encounter one another in contingent historical and 
contemporary circumstances, and anticipates a potential for transformation 
on all sides, including their unforeseeable entities and new formations (p. 53). 
At this point, Glissant’s view also refers to the notion of belonging, that is, 
belonging as a simultaneously local and global condition. This comes into 
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effect especially in regard to historical references to African spaces (histories, 
dynamics, heritage) within current audiovisual production of the Caribbean, 
as Desorme’s and Quay’s works point out.

Accessing technical means, connecting everyday realities

In AYITI yon poem san bout, the presence and performance of Duperois Dieu-
bon and Vladimyr François visualise a redefinition of belonging that can be 
framed as a manifested history of “rootless mobility” in Haiti’s post-disaster 
conditions that points to its unstable future:

While recognizing that the transnational movements of bodies, objects 
and images have transformed concepts and experiences of home and be-
longing (defined as locality and community as well as nation), we ques-
tion the presumptions that rootless mobility is the defining feature of 
contemporary experience and that it stands against any form of ‘rooted 
belonging’.

(Ahmed et al., 2003, pp. 2–3)

The protagonists’ performance here connects with Shalini Puri’s (2004) no-
tion of “marginal migrations”. Since the artists make visible their marginal 
migrations, their performances invite being studied as a “new configuration 
of inquiry” (p. 17) in diaspora studies. As both characters express the histor-
ically relevant transmission of cultural knowledge spanning the African and 
Caribbean contexts in their spoken word performance, they embody a mo-
bility within, whereby uprooting and regrounding emerge as “simultaneously 
affective, embodied, cultural and political processes whose effects are not 
simply given” (Ahmed et al., 2003, p. 2). Via the mode of direct address, the 
poetic encounter invites the viewer to ref lect on how relevant it is to conceive 
of mobility and placement as interdependent (p. 1) at this point in history, 
which in turn makes f luid the notion of im/mobility, since Pop’s and DJ No 
Stress’s regrounding of identity construction, experienced cultures, nations, 
and diasporas exemplifies that all of them “resist and reproduce hegemonic 
forms of home and belonging” (Ahmed et al., 2003, p. 2).

From a formal perspective, the video was made with a built-in laptop cam-
era due to the lack of available technological equipment and the lack of on-site 
electricity at the shooting location. At the beginning of the video, in a mode 
of conscious self-positioning, Desorme explains the poor image construction 
by referring to the low quality of the video as well as the low resolution in 
voice-over, thus making transparent the aesthetic conditions. Also, the first 
shot draws on a digitally shot analogue film strip with digitally written letters 
in the title of the video which can be read as another direct reference to the 
lack of access both to film material on a technical and resource-based level 
and to an almost lacking archival history of Haitian cinema on a conceptual 
level. The relatively limited hand-held use of the built-in laptop camera here 
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becomes the audiovisual extension of Desorme’s presence which, for one, 
refers to the precarious nature of the lived reality. For the other, it is the 
possible reason the encounter happened in the first place. Subjective camera 
shots continue this self-ref lexive mode (Posch, 2018b, p. 124) as they trace 
the director’s gaze encountering the camera (Figure 5.17). Also, the gaze of 
the two protagonists meets Desorme’s as they directly face the camera.

For Desorme, making use of his scarce technological means – via a video 
shot by a laptop camera as the only available means of lowest-budget produc-
tion in the remote shooting location – is, first of all, an invitation to make 
visible the precarious everyday realities of many based in Haiti. Making the 
video accessible online allows for a mobilisation of the audiovisual content 
towards a global context. The video’s streaming possibility is necessary in or-
der to effectuate an exchange with a virtual audience. Eventually, due to the 
difficult access to film production in Haiti, the video could not only come 
into existence through a mobile device in the digital era, but also inscribes 
itself in a specific node of possible dissemination due to its low-tech mode.

Furthermore, the fact that Desorme is only able to portray his protagonists 
via the low quality of a laptop makes visible the porous process of audiovisual 
production, which foregrounds multiple axes of economic, political, cultural, 
mental, emotional, aesthetic, and experimental differentiation intersecting 
with a specific context in history (Brah & Phoenix, 2004, p. 76). Desorme’s 
aesthetic approach thus points to the realities of those societies lacking vir-
tual network access and therefore adds a layer of necessary inquiry to the 
question of im/material mobility, since borders and boundaries move while 
their mobility profoundly affects cultures (Fortunati & Taipale, 2016, p. 566); 
however, the lesser studied aspect of immobility also plays a huge role in 

Fig. 5.17. Still  AYITI yon poem san bout (2016)
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affecting everyday realities and cultures. This method recalls Hito Steyerl’s 
(2009) first-hand approach9 “in defense of the poor image”, related here to 
the re-usage as poor images that can further be read as a consciously arranged 
constellation of making visible specific social forces, as already pointed out by 
Espinosa. Desorme’s video exemplifies a contemporary “militant” approach 
during the process of making (and further circulating of ) images in Kodwo Es-
hun’s and Ros Gray’s terminology (2011, p. 1).

Whose perspective?

AYITI yon poem san bout is a conscious overlap of insider/outsider perspectives 
and thereby makes clear a Glissantian view, that is to say that relation in all 
senses of the word – connecting, telling, listening, looking, and so forth, and 
the parallel awareness of the self and surroundings – is key to transforming re-
alities and reshaping societies. Desorme’s filmmaking practice can be aligned 
with the rethinking of Third Cinema aesthetics (Guneratne & Dissanayake, 
2000), since it brings into critical spotlight the phenomenon of filmmaking 
in what was formerly called “Third World”, and mobilises the idea of re-
thinking film cultures in a world where audiovisual equipment is not limited 
to exclusive, high-quality material. By way of his low-tech video that ac-
cesses and portrays less acknowledged realities and makes these everyday real-
ities accessible online thereafter, Desorme aims to build a bridge between art 
and education. He also reaches out towards sectors less or not at all affiliated 
with cinema, since he seeks a larger impact on a societal level. Thus, AYITI 
yon poem san bout points out the idea of cinema as a support, which responds 
to the Imperfect Cinema manifesto’s last phrase: “Art will not disappear into 
nothingness; it will disappear into everything” (Espinosa, 1979 [1970], p. 26). 
The experimental video with two internationally little-known artists counts 
as one such bridge-building encounter.

As mentioned earlier, Desorme’s vision of a “politicized” cultural mani-
festation precisely deals with cinema, art, and beauty as “an integral part of 
the national processes of decolonization”, as Solanas and Getino (2011 [1970]) 
claim:

[to] dissolve aesthetics in the life of society: only in this way, as Fanon 
reminded us, can decolonization become possible and culture, cinema, 
and beauty – at least, what is of greatest importance to us – become our 
culture, our films, and our sense of beauty.

(p. 118)

By getting down to the remote setting of the interiors of Jacmel’s ghetto 
(“Haitien e ghetto”, Pop’s in Desorme, 2016), showing the structure of the 
building that is hidden behind the curtain, the camera discloses the brick 
structure of the house in its unfinished state and thus references the eternally 
temporary. In this regard, Desorme’s audio-visual work, making accessible 
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the non-accessed, can be considered – in Achille Mbembe’s (2001) term – to 
be making visible a form of “living in the concrete world” (p. 17). This read-
ing also includes, amongst various other elements, the contestation of under-
lying assumptions of the negative image production in international media 
of a place such as Haiti. Though Mbembe’s analysis focuses on “Africa”, his 
assumption of delivering a narrative that does not draw on the fictional, but 
on “the harshness of its destiny, its power, and its eccentricities” (Mbembe, 
2001, p. 17) can also be applied in this context. A reading of Mbembe’s prop-
osition further mobilises a counter-imaginary on the politics of place, where 
“[i]t’s all about mental peace […], peace and love” (Pop’s in Desorme, 2016).

Both artist-musicians emphasise the desire of their politically engaged 
message to circulate – “Il faut vivre en paix, respect!” (“We must live in 
peace, respect!) (Desorme, 2016) – and to be shared, since they both directly 
face the camera while they perform (Figure 5.1) as they move between claims 
of “honesty” (“honnêteté”) and “ignorance” (Desorme, 2016). These mes-
sages, which go back to an African-Caribbean cultural heritage, open up re-
f lection on the “recomposition as well as a redistribution of cultural capital” 
(Afzal-Khan, 2000, p. 29), in a non-highlighted context that sheds light on 
the downsides of “the transnational story of upward mobility” (p. 29). They 
are also a marker of current trends in transcultural filmmaking practices, 
where multilingual and multinational references dominate in order to trace 
the protagonists’ trajectories. These address the nuances between the familiar 
and the unfamiliar, the understandable and its opposite between the actor and 
the viewer who belong to a multitude of imagined communities:

Stories cover territories that the spectator and the characters are not ex-
pected to recognize but to discover and chart at the same time. The issue 
is verisimilitude is thus redefined. Both audience and characters are in-
volved in inventing different scales and different sets of symbols, rather 
than in simply relying on previously established maps or landscapes.

(Ponzanesi & Waller, 2012, p. 87)

Desorme’s approach is in line with Hall’s (2000, [1991]) understanding of 
“[t]he homeland is not [being] waiting back there for the new ethnics to 
rediscover it” (p. 38). The view through a “local” lens, however, does not 
mystify a more truthful version of the perceived than a “global” perspective. 
Rather, Desorme’s interaction with the artists via the poor image affords the 
performers agency, and enables the audience to see the non-featured and listen 
to the non-heard as an emerging audiovisual articulation. Close-up shots of 
the thin fabric of a curtain (Figure 5.18) frame the video and build the bridge 
between the outside environment and the inside setting of the two artists, as 
the camera pans across the curtain. This movement uncovers the lived reali-
ties and makes visible the inaccessibility of the venue in a decentered location, 
whereby the focus lies on making possible an access to, and “understanding 
[of,] cultures” rather than on a sensationalist perception and on “discovering  
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new lands” (speaking with Glissant, 2010 [1997, 1990], p. 26). Desorme’s per-
spective on making cultures understandable takes into account Hall’s (1989) 
initial questions formulated in the late 1980s, rephrasing a “new ‘Caribbean 
cinema’” regarding its cinematographic implementation:

Who is this emergent, new subject of the cinema? From where does it 
speak? […] though we speak, so to say ‘in our own name’, of ourselves 
and from our own experience, nevertheless who speaks, and the subject 
who is spoken of, are never exactly in the same place.

(p. 68)

The chosen location of the “ordinary” (Trouillot, 1990) everyday indoor 
environment of the two artists interacts with an aesthetic focus on “[a] po-
etic encounter with the artists Pop’s and No Stress where the words paint a 
country of a dream that is lost in its imaginary” (“Une rencontre poétique 
entre les artistes Pop’s et No Stress où les mots peignent un pays de rêve perdu 
dans son imaginaire”) (Desorme, 2017, English translation by the author), as 
the description of the audiovisual poem states. Therefore, Desorme’s personal 
approach from a local point of view might be considered relevant in order to 
enable a subversive reading of international audiovisual production on Haiti, 
and to further decenter the imagery on Haiti by way of its filmed imaginary. 
Desorme constructs narratives on Haiti through the respective settings and 
perception. He thereby contributes to decentering and de-constructing “the 
burden of the concept of cultural hybridity in the postmodern academy [that] 
has been to correct purist, essentialist, and organicist conceptions of culture” 

Fig. 5.18  Still AYITI yon poem san bout (2016)
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(Puri, 2004, p. 19). In doing so, he criticises pre-established understandings 
of a “stable unitary subject” (p. 19) which are grounded in concepts of a 
nation-state and modernity. The analysis foregrounds Desorme’s “working 
model” of filmmaking featuring his view on the unstable internal relationship 
of Haiti by superimposing his various positions throughout the video, since, in 
Glissant’s (2010 [1997, 1990]) understanding, an internal relationship is never-
ending, rather “[…] it is a working model. It allows us to imagine” (p. 169).

Through the audiovisual production of The Black Box and AYITI yon 
poem san bout, a re-scaling of the accessibility of the moving image takes 
place: in the case of Quay’s podcast series as a filmic narration, and in the 
case of Desorme’s video through the mode of production. In both cases, 
their work on the aftermath of the 2010 earthquake can be seen as a mobi-
lising mode of the immobility the country has been undergoing. The audio-
visual work undertakes a visual re-framing of individual narratives. Thereby 
a new meaning of belongings, of experiencing a place, and of understanding 
history is made possible.

Concluding aspects of mobility

By way of engaging in a transcultural encounter with other artists and their 
respective work, the artists Desorme and Quay not only re-address the ques-
tion of these artists’ agency by asking to what degree the complexity of these 
transcultural encounters – that are culturally, socio-politically, historically, 
and personally interwoven – might have a transformative and performative 
potential for the artists themselves. They also put into question (their own) 
personal and artistic processes and their respective imagery and imagined re-
alities (in Hall’s term) as well as their lived knowledge in and on Haiti. More-
over, as Haiti’s complex historical and socio-cultural entanglements played an 
essential part in each of the filmmakers’ production processes, this resulted 
in the need to further focus on the aesthetics of film production and what 
they engender in emerging film cultures, as well as their linkages to the lived 
experience of the filmmakers themselves.

The Black Box and AYITI yon poem san bout (including the filmmakers’ 
backgrounds) have shown that the meaning of mobility is multiple and re-
sponds to a complex set of debates that define postcolonial mobility. These 
different accounts of mobility reveal how the fragmented cultures gener-
ated by international mobility erode, as they have always done, colonial and 
modern accounts of national cultures (Loingsigh, 2003, p. 165). Both works 
are therefore linked to a set of core themes around scattered hegemonies 
that the authors highlight, such as theories of travel, and the intersection of 
colonial and postcolonial discourses, modernism, and postmodern hybridity. 
They remind us of the circulation of key terms, notions, and concepts when 
addressing the artists’ “political and narrative strategies” (Grewal & Kaplan, 
2006 [1994], p. 29), as well as the political take on narrative strategies that are 
interwoven with their use of technological means.
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Superimposing different narratives of images, sounds, movements, and 
haptic moments of the human (as an artist) as a point of reference (Fortunati & 
Taipale, 2016), of “being human as praxis” (McKittrick, 2015), demonstrates 
the composition of an imaginary set of lived realities by way of seemingly 
spontaneous, poetic spoken word performances and ceremonial encounters 
with other artists. This again makes possible an “infinite interaction of cul-
tures”, since what we catch sight of is an aesthetic approach which can be 
considered a celebration of the rhizomatic nature of Caribbean identities: 
“The thing that makes the understanding of every culture limitless is pre-
cisely the thing that allows us to imagine, without approaching it, the in-
finite interaction of cultures” (Glissant, 2010 [1997, 1990]), pp. 172–173). The 
analysis has shown that The Black Box and AYITI yon poem san bout call for 
establishing a dialogue with other Caribbean peoples in order to re-address 
the misrepresentations and distortions of facts propagated and promulgated 
by colonial powers – both narrativise its current “hybrid” and “unstable” 
nature (in reference to Dash and Glissant).

The focus on the specific use of technological means in Desorme’s work 
has shown the relevance of the specificities of the audiovisual medium with 
regards to its potential audience outreach after the 2010 earthquake from 
the perspective of a seemingly dis-/connected, im-/mobile world. Through-
out diverse fields of the arts and in reference to various historical moments 
of encounters with other actors in the artistic field, both artists established 
African-Caribbean relations as a mode of cultural expression of the very mo-
bility of ideas, concepts, and art.

Issues related to mobility and the concept of mobility as a whole expose 
the at times contradictory visions of Haiti from an inside and outside per-
spective. These works of art demonstrate the vital necessity of mobility 
for both the process of f ilmmaking and the themes addressed in the films, 
which then results in a further level of reception, and therefore, the film-
makers’ redrawing generates new processes of uprooting and regrounding. 
Without prioritising moving over staying, my aim was to draw attention to 
the processes involved in mobility and ref lect on what mobility engenders 
both for the filmmakers and the films in relation to staying (or coming back) 
(and what it implies for staying after leaving) when taking into considera-
tion different dimensions of global and local “power-geometries” (Massey, 
1991). As my analysis showed, this can both take place out of necessity and 
as a “choice” and thus depend on specific enabling and hindering power 
relations and distribution mechanisms. The artistic expression of the im-
agined realities on Haiti resonates unmistakably within a tradition of re-
gional self-creation, which dovetails productively with Glissant’s theory of 
Relation as well as further concepts on making visible Caribbean and dias-
poric arts and aesthetics.10 Or, to refer to the filmmakers’ works in relation 
to Haiti’s silenced past: “Any presence – even though it is ignored – of a 
particular culture, even a silent one, is an active relay in Relation” (Glissant, 
2010 [1997, 1990], p. 177).
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As the analysis has foregrounded, both Desorme’s and Quay’s filmmak-
ing practice relates to an artistic product that “turns into an amalgam of 
cultural continuum” (Ponzanesi & Berger, 2016, p. 112) between current 
filming landscapes (in this case Haiti) and their former empires and domi-
nating nations. This step aims to rethink a global media perspective by put-
ting emerging filmmaking with a scarce landscape of film historiography 
and from less featured regions such as Haiti on its agenda. It gives way to an 
outlook on possible future perspectives of Haiti’s visual narratives entangled 
with the postcolonial (Mbembe, 2001, p. 16). Here, it underlines the prospect 
of allowing for Haiti’s emerging filmmaking practices to become visible in 
the landscape of transnational cinemas and, moreover, to contribute to the 
to date little explored field of audiovisual production that inscribes itself in 
the current premise of a global, virtually unbound media landscape. Think-
ing im/mobilities in the work of Desorme and Quay is therefore not only 
grounded in Caribbean studies but can also be considered as a contribution 
to African diaspora studies.

Notes

	 1	 Glissant used this term in post-1990 to express a conception of the world as an 
infinitely related and relating space of unpredictable and constant association, 
which is a positively charged spin on phenomena of globalisation.

	 2	 “Cinema as a support” in Desorme’s understanding is comparable to what Mau-
ritanian filmmaker Med Hondo (who passed away in 2019) stated in an inter-
view with Françoise Pfaff: “I make films to show people the problems they face 
everyday and to help them fight those problems” (Hondo as cited in Pfaff, 1986, 
p. 84). 

	 3	 One of Desorme’s main preoccupations during his artistic residence in Vienna 
(2018–2019) was: “What is the place of technology in our artistic creations to-
day? [Quelle est la place de la téchnologie dans nos créations aujourd’hui?]” (De-
sorme, 2018).

	 4	 Historically, this dates back to the Haitian Revolution and Jean-Jacques Dessa-
lines’ declaration of Independence of Saint Domingues in 1804. 

	 5	 In addition to the six ceremonial encounters with various African-Caribbean 
artists, the visual podcast series The Black Box comprises two chapters to date, 
entitled Chapter 1 “Opening” (2017) and Chapter 2 “The Mirror” (2019); the audio 
podcast comprises sessions with the following artists: Newton Aduaka, Atissa 
Loko, Pascale Obolo, whereas an audiovisual version also exists with Jepthe Car-
mil, Alain Gomis, and Myriam Mihindou. The present analysis foregrounds the 
visual narratives in the first and second episode; however, it also takes into ac-
count the contextualisation of the entire podcast series that allows for the sharing 
of artistic experience. 

	 6	 Glissant defines his concept of Relation identity as opposed to root identity where 
territory and self are separate entities, and therefore strengthen an othering pro-
cess (Glissant, 1997, p. 144).

	 7	 In the analysis, Aníbal Quijano draws on a critical perspective on the evolution 
of globalisation rooted in the constitution the US and the colonial Eurocentric 
model of capitalism presented as the new global order that puts into practice so-
cial, racial, gender and mental subordination (Quijano & Ennis, 2000). 
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	 8	 The veve as written and drawn sign calls for the lwa (deities) during Vaudou 
rituals. Therefore, the veve implies a performative function since it figures as a 
speech element that enables a collective, communal identification between the 
one speaking and the one spoken of (Laroche, 2000, p. 106). 

	 9	 This notion becomes even more pertinent in Haiti’s post-disaster conditions, 
and for the reconstruction after the 2010 earthquake. In reference to Fanon’s 
terminology, Hito Steyerl defines poor images as such: “Poor images are the 
contemporary Wretched of the Screen, the debris of audiovisual production, the 
trash that washes up on the digital economies’ shores. […]” (Steyerl, 2009). Here, 
the historically deeply rooted traumas raising to the surface in post-disaster con-
ditions, coincide with Fanon’s originally French term of his book, the “damnés 
de la terre” (Fanon, 2002 [1961]), who are, in fact, the tortured (rather than the 
wretched, as the English translation suggests).

	10	 Herein, Benítez-Rojo’s repeating island and Derek Walcott’s interrogation of 
historical narrative in the Caribbean can be added as a major contribution to 
re-shaping Caribbean artistic creation. 
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