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question of how and why such bodies are produced and mediated is necessarily elided, and this fragility, 
isolation and suffering is converted into ethical plenitude. Such a plenitude can be seen as both concrete 
and compensatory, whereas the brutal effects of social antagonism in the endurance of intensive social 
warfare from above, as it is invariably classed, gendered and racialised, seem impossible to remedy. This 
then tends to confi rm rather than challenge a status quo in which ‘the reproduction of capitalism and the 
reproduction of organisms become indistinguishable’.” Marina Vishmidt, “Bodies in space: On the ends 
of vulnerability,” Radical Philosophy 2, no. 8 (Autumn 2020): 34, accessed October 7, 2025. https://www.
radicalphilosophy.com/article/bodies-in-space 
[21] As Federici reminds us, even though technologisation promised to free us from the burden of
unnecessary labour, it has instead led to a situation where we work more than ever before, while
simultaneously enabling capitalism to penetrate ever deeper into our daily lives. Federici, Re-Enchanting
the World, 192-193.
[22] For more about the disruptive temporalities of care, see: María Puig de la Bellacasa, Matters of Care:
Speculative Ethics in More Than Human Worlds (Minneapolis & London: University of Minnesota Press,
2017), 203-215.
[23] As a reference to artifi cation in care work, read for example: Yuriko Saito, “Everyday Aesthetics,”
Philosophy and Literature 25, no. 1 (April 2001): 87-95, accessed October 7, 2025, doi: 10.1353/phl.2001.0018
and Elisabetta Di Stefano, Che cos’è l’estetica quotidiana (Rome: Carocci Editore, 2018).
[24] As reference to structural violence read for example: David Graeber, “Dead zones of the imagination:
On violence, bureaucracy, and interpretive labor: The 2006 Malinowski Memorial Lecture, 2006,” HAU:
Journal of Ethnographic Theory 2, no. 2 (Fall 2012): 105-128, accessed October 7, 2025, doi: https://doi.
org/10.14318/hau2.2.007
[25] Here, we follow Puig de la Bellacasa’s articulation of “[c]are as a concrete work of maintenance, with
ethical and affective implications[…]”. Puig de la Bellacasa, Matters of Care, 5. 
[26] See, for example: Silvia Federici, Caliban and the Witch: Women, the Body and Primitive Accumulation
(Brooklyn, NY: Autonomedia, 2014 [2004]).
[27] See, for example Léna Silberzahn, “Care, Ecology, and the Crisis of Eco-social Reproduction: Politicizing 
More-than-Human Care,” Hypatia 39, no. 4 (April 2024): 711-731, accessed October 7, 2025, doi:10.1017/
hyp.2024.16
[28] Our understanding of care in more-than-human worlds draws especially from Puig de la Bellacasa’s
work. See, for example: Puig de la Bellacasa, Matters of Care, 161.
[29] Ghassan Hage, “Towards a Lenticular Politics,” a public talk organised by The Lebanese Association for 
Plastic Arts Ashkal Alwan, at Monnot Theater, Beirut, Lebanon, October 19, 2019. See: Ashkal Alwan, “Talk:
Towards a Lenticular Politics by Ghassan Hage,” accessed October 7, 2025, https://www.ashkalalwan.org/
program.php?category=4&id=425.
[30] The Court for Intergenerational Climate Crimes (CICC) was commissioned by Framer Framed to artist
Jonas Staal and to academic, writer, lawyer and activist Radha D’Souza. The CICC consisted of a large-
scale installation in the form of a tribunal that prosecuted intergenerational climate crimes during public
hearings on 28-31 October 2021. During the hearings, the CICC focused on corporations registered in the
Netherlands as well as the legal frameworks established by the Dutch State system supportive of the
corporations such as Unilever, ING and Airbus. The evidence of past and present climate crimes were
presented with the contributions of prosecutors, witnesses and the public. The court looked at the impacts 
of these parties on the here and now, as well as on planetary life in the future. All hearings have been
recorded and can be viewed here: Framer Framed, “(CICC) Court for Intergenerational Climate Crimes”,
Vimeo, accessed October 7, 2025, https://vimeo.com/showcase/9091118.
[31] Pinocchio is a moral story written by Carlo Collodi in 1881, after Italy became unifi ed and while the industrial 
revolution and its various technological advances were shaping impressions of realism on classe operaia.

Orchid unknown
The focus on plant/human relations, between scientifi c study and popular culture, allows for a consideration of the othering 
of nature in documentary and fi ctional storytelling. The narrative weaves factual accounts and fi ctional speculation to con-
nect a group of detailed orchid models to a collection of miscellaneous reports related to economic botany and global colonial 
networks. The use of models allows for a focus on nature’s aesthetic value as an anthropocentric trait, embedded in the orchid’s 
commodifi ed social and cultural value. Transformative acts aim to address broader implications of the distinction between ‘arti-
fi cial’ and ‘natural’ and complications arising from separating human and non-human activity.
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A t 2 am, my phone rang, and as I grabbed it, I noticed some missed calls 
that I must have slept through. It wasn’t a number that I recognised. It 
was George, he sounded strange and fl ustered, in a way that, from my 

experience of being in his company, was very much out of character. He said 
that I needed to return to the herbarium immediately, but couldn’t seem to ex-
plain why, or perhaps it was because I was not fully awake that I couldn’t make 
sense of what he was saying. The herbarium was an hour away from my house, 
so I had some time to speculate on a potential reason for George asking me to 
return. I couldn’t come up with anything satisfactory.

I had been meeting with different herbarium staff for just over two 
weeks and was all set to start interviewing them. I had spoken with George, a 
taxonomist; Jeff, a conservator; Kate, an archivist; and Lara, a botanical illustra-
tor. The conversations that we had been having had taken up more time than 
I had expected. As these ongoing conversations continued to offer new lines 
of enquiry at every turn, I was behind schedule in terms of the fi lming on that 
day. George had volunteered to undertake night duty, to keep an eye on the 
building and its contents (a standard practice), and suggested that I could re-
turn in the morning to complete the fi lming. He said that he could ensure that 
everything I had set up remained that way.  

I initially visited the herbarium to review some documents and meet 
the staff members who worked there, so that I could conduct interviews about 
their relationships with plants. I had recently read Susan Orlean’s The Orchid 
Thief, and Jeff had shown me a set of wax orchid models in the library and ar-
chive collections, made by model maker Edith Blackman in 1893.  I had set up 
the wax orchid models on various tables throughout the different herbarium 
buildings, placing a single LED fi lm light panel in front of each model to photo-
graph them and conduct interviews with staff next to these models. The stories 
of orchid hunters and their violent activities positioned Orchidaceae as a par-
ticularly aggrieved family. They also had distinct physical characteristics that, 
historically, had been deemed as opportunistic for othering.

I arrived at the front entrance, and George was already there, inside the 
foyer. There was only a small light turned on at the reception desk behind him, 
and so I couldn’t see his face clearly. He pressed the door release button, and 
the large glass window of the door slid open. I could see his face more clearly 
as he turned towards the light, and he looked changed in some way. His usual 

Egle Oddo is an artist focused on linear and non-linear narration as an art form. Inter-
ested in operational realism, meant as the presentation of the functional sphere in an 
aesthetic arrangement and its inter-relations, she combines photography, moving image, 
installation, sculpture, environmental art, and experimental live art. In her pieces indus-
trial production morphs towards delicate handcraft, life forms appear and emerge out of 
sculptures and objects, fi lm photography appropriates digital images, selected trash mix 
with fashion, ancestral recipes are served as part of ritual meals. Her work is present at 
international biennials, Museums and relevant institutions, as well as cutting edge and 
independent spaces and events.

Suvi Vepsä is a doctoral researcher in art history at the University of Turku, Finland. Their 
research focuses on the political potential of Multispecies Art for cultivating new ways of 
being, doing, and knowing, amid the environmental and ethico-political troubles of the 
Anthropocene. The research builds on their long-term work with Finland-based multispe-
cies artists in various projects, through which they examine ways of collaboration, modes 
of resistance, and ethics of care in art-making and research practices.     
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